CHAPTER 26

The Music, the Words, the Songs...
[Chapter 7 of the Autobiography of Markos Vamvakaris:]

That decade of the 1930s was a golden period for me. It was then that | was writing my
best songs. My only big worry was the business with my first wife. It ate me up. But worry
helps me in my work, because | write a bit better, a bit more easily, when I’m worried. And
| was also continuously stoned, eh...?

When | used to get stoned on hashish, | had inspiration galore! No question! | was total
inspiration. A lot of people used to come to see me, but | always wanted to be alone.
Wherever | went, | always tried to be on my own, because either | had to write songs, or |
had to hum a tune, eh...? I would sit myself down in some place, wherever | happened to
end up, and I’d write.

| wrote the words first, in an exercise book — | always carried an exercise book with me —
and I’d add the music later. I kept the music in my memory. These days | have my fellow-
countryman Prokos, and that works well. He writes out the music for me. Prokos is a
musician — | mean, he knows how to read and write music. From Syros. He came and
found me and | tried to get him some work, to do something for him. In the meantime he
works for other musicians, writing down their tunes and tidying them up. He also plays
piano in the evenings, in the parks.

But at first, before I could get hold of someone who knew music, before I could show them
how the tune went, | used to be scared of forgetting my tunes, because that’s happened to a
lot of my music, it just disappeared. The words I can write down, they don’t disappear. But
the tunes... there were some really nice tunes, | remember them... Or rather, | don’t
remember the tunes themselves, | just remember that | lost them...

Pictures, and words, and feelings, everything goes into words. That’s the way it’s been up
till now. How can | describe the process? Maybe | go to bed, but then | find that | can’t get
to sleep straight away, because my mind’s on the writing. Really stuck into the writing. But
sometimes | make tunes in my sleep too, and as soon as | get up | take my instrument, my
bouzouki, and | play it. | hear the tune like a song in my sleep. | dream the song while I’m
asleep. And when | wake up | can hum it. And when | pick up the bouzouki, | get the tune
straight away. It comes to me, you know what | mean? One time | wrote a couple of really
tricky lines that way:

Eya dev giuar montig, tpayoddia vo taupralw
Kot pov ta pépvel o apyilég, kai 1o, KOTATKEVAL W

I’m not a poet, for putting together songs;
It’s the nargile that brings them, and I fit them togethr

They come out ready-made, ready-made... I’ve never had to worry about writing a song,
or about writing a tune. But when 1I’m a bit worried my mind works better. If I’'m a bit
worried about anything at all, the result comes out better... both the song and the music.

For me there’s no problem, no difficulty in composing. | make a bit of music, and these
days I have a tape recorder with me, so | can play it, and | write it down and record it.
Done! And at the moment of recording it, | do it with made-up words. In other words, when
I record it, it’s not with the proper words. | sing whatever comes into my mind, so that |
can see what kind of words fit with the song. "I love you...", "I like you...", "I miss
you...", "I’m grieving for you...". Not the proper words. And later | write the proper
words. The made-up words, | sing them so that | can get the metre, the metre for the song,
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so that when | write the proper words | know what words to write. Measuring the words
and the syllables. How many words in each line. Sometimes | record it with made-up
words, and sometimes only the tune. | record it on tape, using made-up words with the
proper tune. On another occasion, maybe it will be some time before I look at it again.
Usually not a long time, but just what it needs. Later I listen to it, and think about it. What
words does this song need? The ideas come to me, and | grab them and write them down.

Every now and then I hear a good word. Maybe you’ll say something to me... or my wife,
or some kid outside. Ah, I think, | should put that word into a song. For instance, yesterday
I was sitting on my bed and | sang a bit which I didn’t finish:

Ko pe prhia kou yaoio oo’ yeig minywoer ty woyn
Me 1600 modAd Lopapia...

And with kisses and caress you’ve wounded my soul
with so very many hardships

| originally had pruadia [rimadhia], but | preferred {opdpio [zararia). It’s a couplet, and |
haven’t finished it yet. There are all kinds of words that are good for songs, for instance
ayyeloxouwmuévn uov and Aauradoyvtii wov, in other words like the glass of a lamp...

Instruments

The bouzouki, and taxima, and its secrets, these aren’t things that just anybody can know,
not even if they’re written in a book, because how’s someone going to understand them
without hearing how I’m going to play them for you now? But you can go ahead and write
down whatever you understand. Anyone who has a bit of spirit (uepdx:) will understand,
and everyone will see that this bouzouki, which the police hunted down for years — as if it
was a crime — is a big thing.... A big undertaking... It’s not something that just anybody
can pick up. | learned all these things from the old timers, in tekkédhes here and there, bit
by bit, because | had a lot of merdki, and I spent a lot of time on the bouzouki. I sacrificed
everything for this instrument. It ruled my life. But it also raised me up very high.

The bouzouki has its body (oxdgog), its front-plate (komdx), and its neck (udvixo), which
carries its frets (zdoza). This bit between the two frets does not have a name. At the top of
the neck you have the turnkeys («Ae1did) which carry the arrangement of strings
(xopdazotpay), in other words the strings (zé41a) of the bouzouki.

To this day no instrument-maker has been found who can make a proper bouzouki, because
they’re not able to make the half-notes, and the half of the half, and the half of that half, so
as to get the whole thing right, so that the tachéra (zayépa) or scale (klimaka) is correct.
Out of all the instrument-makers, from the best to the worst, nobody has yet been found
who can make the perfect bouzouki. Not one. This — this shortcoming — is something that |
hear when | listen. Really. No matter how much you tune it, you can’t get the right tuning
out of it.

There are some bouzoukis that sell for 450 drachmas, and some that sell for 15,000 or
20,000 drachmas, but if the maker is good the only difference between these bouzoukis is
how nice they look, with the various decorations that they put on them.

Q. Kyrie Markos, do you think that the bouzouki developed from the saz?
A. | don’t know about all that. The saz is one thing and the bouzouki is another.
Q. Have you ever played a saz?

A. I’ve only seen one. I’ve never heard one. Only saw it. | went up to a man who was
holding an instrument, and it turned out to be a saz. So now | would recognise it if | saw
one.

Q. Kyrie Markos, are the fretting intervals (diaot7juaza) the same on a bouzouki as on a
laouto?
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A. That’s something | don’t know, because I’m not a musical expert (zovoirog).
Q. Or are they like a guitar?

A. The guitar has one tuning, and the laouto another, and the bouzouki another, and the
mandolin another.

Q. These frets, would you say that previously — during your lifetime, | mean — they had
different intervals to what they have now?

A. No. The same.

Q. But were the intervals maybe smaller, or bigger?

A. That | can’t say.

Q. When you came to Piraeus, were there bouzoukis without frets?

A. No.

Q. Has the bouzouki changed any of its basics, in the time that you’ve known it?
A. No. It’s the same.

Q. Do you maybe know anyone who has a bouzouki that is different, as regards its
intervals?

A. No — I’ve never seen anything like that in my life. | mean, never. But I’ve never
travelled abroad, for instance to China, India, Egypt. I’ve not travelled, I’ve not seen, that’s
not something I can know.

Q. Do they have bouzoukis in those countries?

A. How can they not have? They surely have them, but I’ve never seen or heard them.
Q. OK. The bouzouki — in the old days — what strings did they have?

A. The same that they have now.

Q. And what are these strings?

A. Thin strings. | can’t say what they are.

Q. The same as a guitar?

A. Guitar strings are a bit thicker.

Q. The same as a laolto?

A. | have the impression that laouto strings are like bouzouki strings, but there are more of
them.

Q. Kyrie Marko, nowadays you can get strings for the bouzouki. But in the days before
there were a lot of bouzoukis around, where did you get your strings?

A. | fitted out my regular bouzoukis with strings that came in little reels, thin wire, that
were for bouzouki. I’d buy a reel for the job, and for the D-string 1’d take a big string from
here, a D-string for a guitar, and I’d put it here for the bourgana (uzovpydva), the last
string, the bottom one. To fit it out (va to apuardow), in other words, to string it. The first
ones, the E-strings, are thinner, both of them the same. These are the treble strings (zpiua)
of the bouzouki. The middle strings, a little fatter, and the two of them are the same size. |
don’t know their technical name. And the next string is thin, the same as the top strings (the
E-strings), and then comes the thicker bourgana — in other words, the D-string of the
guitar.

Q. So what is the tuning for a four-string bouzouki?

A. They have a C too. I’ve not used one myself. My boy Domenikos knows how to play
them, D — A—D - C. The C is the lower string, so to speak. They put the same strings on. |



Markos Vamvakaris

don’t know how the boy fits them.
Q. Who discovered the 4-string bouzouki?

A. I don’t know... was it discovered...? It wasn’t a matter of someone new discovering it,
because Manetas whom | was telling you that 1’d heard, he played a four-course bouzouki.
And someone else — Giorgos Skourtis, a printer in Athens, who’s dead now — he was
playing a four-course bouzouki in 1937-8. Other people probably played them too.
Manetas played in the European style. He played with other instruments. He was European
— in other words he playes waltzes, foxtrots, tangos, that kind of thing. That was what he
played. He didn’t play laika.

Q. At what point were gut frets replaced with metal frets?

A. This was just a few years ago, when they started, and the bouzouki was making a bit of
headway, and the instrument makers started making them better, and they stopped using
gut frets and started using the metal frets that they use now. In other words, from the 1930s
onwards. The bouzoukis that | used when | was playing for the record companies, they all
had frets, but not of gut... of metal. [...]

And the friction pegs here, the wooden ones that you turned were replaced, again in the
1930s, when the bouzoukis started to make headway. But in Syros when | was a boy; |
remember that they used friction pegs. For example, there was one man who played there,
Stravogiorgis (Cross-eyed George), and a certain Maoutsos, and Manolis Stratodesiou, |
recall them playing with friction pegs. Tsivouria, they were called. Those men — Maoutsos,
Stravogiorgis and “Three-and-a-half” (Trisimisis) — were old-style bouzouki players. They
played, they had a group, they had another person playing pagnali, which is a reed with 5-
6 holes down below. They played various syrta and kalamatiand, but no big stuff. They
went round the tavernas, like | too used to go with my father, with the darbuka. Some of
them sang and some didn’t.

In prison you used to have the prisoners making bouzoukis. Both for their own use, and
also to sell, so’s they could buy cigarettes, because they were in prison... They didn’t only
make bouzoukis, they made other instruments as well. They had the ability and they had
the tools.

In the prisons the bouzoukis that they made were carved. These were the gonata. Génata
came from inside the prisons. The gonata are made from mulberry wood, the best wood.

Q. What were the names of the people that you know who made bouzoukis, and where was
each of them from?

A. First | knew a fellow-countryman from Syros, who had done 20 years in prison. His
name was Konstantis Délis. He made the best bouzoukis in these parts. He was an ace
with bouzoukis. People are still buying the bouzoukis that he made, like they’re
Stradivarius violins. He made gdnata, but also glued-wood bouzoukis. There were a lot of
others too who made instruments, both guitars and bouzoukis. Anyway, when Délis came
out of prison, | met him here in Piraeus in about 1930. When Délis got out of prison, he set
up in Karaiskaki, in the square, where the hustlers were, and the prostitutes... don’t even
ask.... He had a small shop, very small, and he started making instruments. He took on a
young boy — Zozéf — as a helper. And he started teaching him, and telling him the secrets of
his trade. And that went on for five or ten years, and then he died, and what was left was
the skill which that same Zozéf now has. That’s where the best bouzouki players go and
order their bouzoukis, and the most expensive ones. Fine bouzoukis. A very fine craftsman,
in other words. | have bouzoukis made by him, and my children have Zozéf bouzoukis too.

I had many bouzoukis made by Délis — I had them but | sold them. In the days when | was
teaching bouzouki, people would come here. “Will you teach me bouzouki?” “Yes, I'll
teach you.” “I need to buy a bouzouki.” “I’ve got a bouzouki for you.” I’d sell them, and
get another one for myself. | didn’t keep them. Now its been five or six years since |
stopped, | don’t buy them any more, because | bought a piece of mulberry wood from a
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Turkish mosque. | brought it from Andros, where | went and played one time. | saw a
woman there, and she was cutting some every day and taking it. | asked her: “What’s
that?” She told me it was from a mosque. A big piece, very big. I’d say it was ten, maybe
fifteen metres long. It was useful wood, thousands of years old. These bouzoukis here, the
red ones, their wood is very old. Black mulberry. The older the wood is, the better it is.
And after some hard bargaining | got a piece from her, and when | came here | made six
bouzoukis from it... six. One was made for me by Zozéf, another by Grigéris. Grigéris —
he was from Asia Minor too.

There are a lot of people making bouzouikis. There’s another one, an Armenian. Later |
knew another one, here in the Chiotika of Piraeus, who had two boys, and they learned the
trade. I’ve forgotten their names. They were from the Dodecanese, but from Asia Minor.
They made bouzoukis and guitars. Good craftsmen. But they couldn’t touch Délis. And in
Athens there were three or four who were making bouzoukis. The same makers made
baglamadhes as well, but mostly those were made by convicts in prison — carved — and
they last for many years.

The douzénia

These tunings that 1’m going to play for you now, not even all the good bouzouki-players
know them. I told you that the ones I’m going to play, my brother (who is in America)
knows them, and my children, too, because I’m teaching them at the moment, and
Keromytis, who knows them from his father, because he knew them and he taught him.
Those are the people who know these things. But the others, when you tell them the tunings
you want, and you ask them to play, they don’t know how to play.

I learned them from a variety of old bouzouki players who were playing in those years,
because those people didn’t know how to play European-style, so this was the way they
played, with these douzénia. In Piraeus | learned from Mimikos the Painter, and Yannis
Four-Eyes (Yialias), and Cross-Eyed George (Stravogiorgis), and Manolako Three-and-a-
half (Trisimisi), from various bouzouki players... the ones I referred to earlier... They
played bouzouki, and of course they didn’t have metal tuning pegs but wooden ones. And
instead of metal frets they had gut. That had gone by the time | came along. But | know
about this stuff from my home town, where they used to call them tsivouria [to1fovpia].
By the time | started playing they were bouzoukis.

These douzénia [tunings] were played by the old bouzouki players. It was with those
douzénia that I started when | began learning — the European scales were introduced later.
From the time when | started, when | set hand on a bouzouki, they started with the
European scales. Maybe it was a bit earlier, maybe in 1925 or 1920, because there were
two of them. One of them was Manétas, the other was Zoumaitis, both of them played in
the European style. Later all the bouzouki players started doing it, playing with the
European tunings. As | told you, they don’t know the other douzénia. None of them. These
were for the baglama. Baglamadouzénia [uraylauadovizZvia]. And the baglamadhes that
they have nowadays, they’re not really baglamadhes, they’re half-bouzoukis. Baglamadhes
were the little ones, the tzouradhes [tlovpddec] which | play, the tzoura with three strings
and with seven umeptédes, and a small body, like the ladles that you use for lentils.

The first tuning 1 shall play open. In open tuning we play, for instance:

Ilov 'covv udyxa 1o yeiuwmva, fpe
Kot 1o kalokaipt axoua.

Huovv pacilids aro. fpoyio., fpe,
2TIG OPOCIES KOl OTOL POVUCVIAL.

That was yiouroUkiko [yrovpodxixo] tuning. So we did the taxim on open strings.

The second douzéni is what is known as the karadouzéni [kapavrov{zvi], in which we
play:
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2o woc Mapodoa. yio vepo

Eyo oty Bpoon koptepm

Na. oov to0Kiow 0 aTouvi

Na wog otn uova o’ adeiovn

Ne oe podwo’ n uave oov
Mapitoo wov ‘vou n otauva oov.

That was karadouzéni tuning. It has a road [magam, dpduog] but I’'m not a musician to be
able to tell you what tonos [key, zévoc] it’s in. | can’t play another magam in karadouzéni.
Another song in karadouzéni is:

Eiyo déxo tadipo.  kou ta *moula oto {apt,
Dpaiyro dev Lov EUEve VO TAP® EVO, VIODUAVL.

Athird one is the syriano, a heavy zeibékiko. For instance:

Xnpo powpopopeuévy, Ppe,

Tnv kopoid. Lov mws Kpaooivels, ppe,
Tnv Kopdid pov mwwe popaivels, Ppe,
Xnpo. pLovpopopeuévy.

Xijpa ue ta povpa patia, fpe,

Tnv kopoid, 1f° Exels Kopuatia.

Another one in syriané douzéni and again a yiouroukiko zeibékiko, is the:

Moavpa udrio ko peyola, Ppe,
ZoUmuéve, 1e to yaia.

A fourth is the arabién [epaumiév] tuning. Here it plays huzam [yovldu]. For example the
zeibékiko dance, the yiouroukiko:

Ay Ppe Mapro pov otovpvapt
To1a koméra Qo oe maper.
Epyouot puéoa otov knmo, Ppe,
Aev umopa vo. g€ mETOY®.

Yiouroukiko means yiouroukiko zeibékiko, you see, there is no yiouroukiko taxim. In all
these douzénia the yiouroukiko is also playing. It’s a zeibékiko tune. For instance:

To patoxlado cov Adumovv, fpe,
Zav ta. Lovlovda To Kaumov.

You tune the bouzouki differently. From the way it’s tuned in the European way, | take it
and | bring down both the higher D and the middle one, | bring them down and | get it so
that all three strings are playing in the mastori [udotopn], in the first mastori. And | play
yiouroukiko, in other words heavy zeibékiko. All these things that are called yiouroukika,
aptalika, kotsékika [kwroérixa] are all zeibékika. The kotsékiko needs another tuning,
separate from the yiouroukika. The aptaliko is another [...]. It doesn’t need a different
tuning. The aptaliko is based on the rhythm, but it’ll be a zeibékiko. The yiourolkika
zeibékika are danced with the same t6nos. As | said, the one is the same as zeibékiko, the
other is, so to speak, a little [....], with more peniés [reviég] but the same. The yiourolkika
are tunes which are usually played with the bouzouki and the baglama. And more played
with the baglama. In fact, these days, those four-chord bouzoukis can’t play these tunes,
only the three-course bouzouki and the baglamé can.

Q. OK, now in the European style you can play a lot of roads, and taxims. Are all these
taxims played in the yiouroukiko tuning?

A. No. And if it was to be so played, it would be wrong.
Q. What is heavy zeibékiko?

A. It’s tastier, it’s far more handsome, and people like it better.
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Q. Can hasapika be heavy too?

A. Of course. A heavy hasapiko would be, for instance, @payxoovpravij [“Frankosyriani”’]
or M’ éxayec tooymiva uov wpaio [“M’ ékapses tsachpina mou oraia™] or Kabs Bpddv Go
oe mepiuéva [“Kathe vradhi tha se periméno™].

Q. But can there also be a heavy hasaposérviko?
A. No. And an amanés [auavég] cannot be heavy either.
Q. But there can be a heavy tsiftetéli?

A. Of course. But | can’t give you a picture of these tsiftetélia because that’s not my kind
of work, and | don’t know them in the way somebody specialised in tsiftetélia would know
them.

The specialist instruments for tsiftetélia are the violins, and the uds. Nowadays the
bouzoukis play tsiftetélia, but not like the violins played them. The tsiftetéli is for the
violin. And now there are bouzouki players that play them, but they can’t get that caprice
that the violin players have, the playfulness, the sweetness, and all that. The fifth one is the
rast douzéni.

Q. So are douzénia and roads (dhrémi) the same thing?
A. No. The douzéni is a tuning, the modes are what you play. There’s also the rast mode.

Q. For instance, in the arabién douzéni, are you able to play all the modes? Can you play
hijaz, and ousak, etc?

A. No. For that, you’d play huzam, which is its mode.
Q. So each tuning has its own mode?

A. What have | been telling you... they don’t know how to play these things nowadays?
But even | have now forgotten the rast douzéni. I’ve forgotten it! | don’t use these things
any more now. Will you believe me if | say that | haven’t picked up a baglamé for 20
years? And what baglama | used to play, what baglama...! Who could touch me when |
picked up the baglama! 1’d tune the baglamd, and I’d start with my hand, and what did |
play? What did | play? I don’t even know myself. | made the baglam4 like it was a whole
piano. And | had serious fingernails too. | played with my nails, | didn’t use a plectrum
with the baglama. These things aren’t baglamadhes. Baglama was with seven frets,
berdédhes. And with those seven berdédhes you could play all the solos, whatever you
wanted to play. But the players nowadays, they have the scale, and up there. You think that
they’re playing baglama? The baglama was played with the fingernail. And there were
people who were a lot better than me. There was one man, Andrikakis, in Syros. When he
picked up the baglama, it was amazing what he played. They had three strings, the
baglama was fitted with thin strings like this, and with wooden tuning pegs.

Those were the taxims, and the douzénia... things that they don’t know about these days.

And now we have the European tuning too, the D-A-D. That started with the piano. The
bouzouki took the D of the piano and played with the piano’s D. From the time when the
new bouzoukis came on the scene — for instance from the time when | started playing — |
also tried tuning to the piano, so that it could accompany me, regular-style. In other words,
when | began with the bouzouki, they used to be playing those baglaméa douzénia that |
was talking about, and later | learned from a man called Manétas, who tuned his bouzouki
D-A-D. Where did he learn that? | have no idea. But he played more in the European style
than laika. And Batis always tuned his baglama D-A-D. But as | told you, the baglama that
they play nowadays isn’t a baglama — it’s a half-bouzouki.

As | said, the baglamadhes in those days were with seven berdédhes. They were
tzouradhes. They were not tuned D-A-D. The same way that | now tune my bouzouki with
an open tuning, that’s how they were tuned, with open tuning. Karadouzénia, syriana,
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arabién. They tuned baglamadhodouzénia, which the bouzouki players who have played
up until now have not been able to master. Few, only a very few, are those who have
learned that tuning. They are: my brother, my children (whom I’m teaching at the moment)
and Keromytis. They all know these things. But the new players who’ve come onto the
scene, they don’t know these things.

I think that the D-A-D started with those who were playing in groups with a piano. When
we went in a company that didn’t have a piano, there was a santouri. We tuned D-A-D
with the santouri. The regular tuning, European. I’d ask the santouri player to give me a D
with his santouri. He’d give me a D and I’d tune to that, European-style, and we’d play. All
those instruments had the same D-A-D. When | played with a guitar, we took the D from
the guitar.

Q. Who discovered this tuning?

A. Well, | suppose there must have been someone who thought up that D-A-D tuning, but |
never knew who it was. There must have been someone who did that. And for sure he must
have been a musical expert (uovourcog), in other words able to read music, and write it.

Q. Kyrie Marko, can you play primo-secondo [in thirds] with the old douzénia?
A. No, they can only do accompaniment.
Q. How do you mean?

A. We play open, down below, eh? You’ll accompany in the méastora [udotopal], there
where its tuned, in the same tuning. But — now listen to what I’m saying — it may be that on
these down below the other one doesn’t accompany... but the others, the santouri and so
on, they accompany. They find which t6nos it is. For instance, there with the open tuning
it’s G. Accompaniment in G. These are low douzénia. But it’s not real primo-secondo.

The primo-secondo has always been mostly the mandolinadas. Now, me, 1’ve never done
that in my life, I’ve never played with that kind of thing, not since 30-40 years ago. | used
to hear primo-secondo from guitars, but not from other instruments. Nowadays other
instruments also play primo-secondo, for instance violins and the bouzouki. And from the
time when | started playing bouzouki, we played primo-secondo. In fact the guitars played
with the bouzoukis from way back. Two bouzoukis couldn’t play together. To accompany
the bouzouki in E. When they had the baglama as well, then the same thing happened,
baglamd, guitar and bouzouki. Myself, rather than having a baglamé playing, to have the
baglam keeping the accompaniment, it’s better to have the guitar, to have a proper
accompaniment from the guitar. That’s the way | prefer it.

When | first started playing | had the baglama with the bouzouki, and a little string of
worry beads. These beads | had here, on the button of my waistcoat, and | kept the rhythm
using a glass. The glass hit on the beads. One person would do that. When | went round
with the bouzouki here and there, before | started making records, 1’d go and find someone
who played guitar, and 1I’d tell him: “Sit down so’s we can play a little.” And he would
accompany me on the guitar. Any of my friends would do, and his job would be to do the
mandolinadha, so to speak.

Modes and taximia

So now let’s move on to the European tuning. The open strings play D-A-D, and with that
tuning we play all the modes [dpouovg], the modes of sabach, nihavent, hijaz, huzam,
kiourdi, piraiotiko (which is a bit like hijaz).

Q. What’s the difference with hijaz?

A. Just a bit. These things, you’d have to be a musical expert to explain them. | can’t tell
you what hijaz does, and what piraidtiko does. My son Domenico, who goes to the Odeion
[music academy] knows these things, but Stelios doesn’t. Another mode is rast, and there’s
hijazkiar, and usak. There are various other modes too, but | don’t know what they are. |
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don’t remember.
Q. Are you familiar with husseini?

A. I know it, I’ve heard it. | don’t remember it though, | don’t know if its major or minor.
It’s probably like pirai6tiko — major.

Q. And what about set arabién?

A. I’ve heard it, | know it. The late lamented Karipis taught me. | don’t know how to play
it. | couldn’t play it.

Q. And neva?

A. Yes, I’ve heard that too, but | haven’t played it. Samiotakis sang in that many times. The
others, the older players who were older* than me, they used to say “Give us a neva. I’ve
heard it, but I wouldn’t know it to sing it.

Q. And siirf hijazkiar?

A. I’ve heard it. Certainly. Peristeris used to play it... a lot of people did. In fact | have
songs in siirf hijazkiar. I don’t remember it at all now, though. I wrote songs before the
war, which | put out on records. | wrote songs in siirf hijazkiar. Maybe they’re still around,
and if I were to hear them | would remember. | haven’t learned other modes. | know most
of the modes. Other bouzouki players don’t know them. These modes, there’s about 60-70
of them, these are Turkish things, or Egyptian.

Anyway, as for myself, most of mine are in nihavent. A fine mode. All the modes are fine,
but, I don’t know... this one somehow fits with my voice. For me none of the modes is
difficult, but this one, the nihavent, is better and sweeter. Kiourdi isn’t ugly either. A nice
thing. The song 7o (nAidpixa cov udnio [“Ta zilidrika sou matia”] which | wrote in around
1930 was in nihavent.

1. To. {nAapka cov patia p’ £xovve Tpedhaver [“Ta zilidrika sou matia”]

To. {nlicpixo oov puatio 1 Exovve tpeAldver.
Ae Loydprooo. moAdtio orlofo 1 Exovy Kovel.
Mopalavew ooy 10 kKepdkl AvdvVo

Me moudebeis yiort dev 1’ ayamds.

[Complete song]

Most of my hasapika are in nihavent. That’s the mode that fits my voice, and | used it
when | sang. Other singers, maybe | wrote the piece, and they would sing it in another
scale. Instead of nihavent they would sing it in D minor, or F, or C minor. My voice is best
suited for singing in D. When I first started out, all my songs were sung in D — D minor for
the hasapika and D major for the zeibekika. They were a bit [?shrill], but with the passing
of time the note came down and | ended up in Bminor, which was where | sang most
comfortably. I also sang in different scales, [?no problem]. There may be a song which
can’t be sung in D minor, nor in B minor. I’ll sing it in C minor. Like when | sing *“Ay,
Koxovpya, moco ue tinyovers” [“Ach, kakolrgha, p6so me pligéneis”]. I’ve sung that in C
minor.

None of the singers who followed me, still none of them can replace me. Eustathiou went
to do something, but he couldn’t, because | go right up there, high, in a high voice. I go up,
up, and then | suddenly come straight down again, bass, real bass.

Of the magams, the nihavent, sabah, kiourdi and ousak are minor. Hijaz, houzam,
piraiotikos, rast and hijazkiar are major. The same with the songs that we play, someone
takes a violin, or whatever instrument he plays, and he’ll say we’ll play a song, let’s go.
And he starts. And he knows whether it is going to be minor or major, he knows it from the
song, from the tune. Now listen to this: there are some songs that are major. But in the
macgam of the song it also has minor in it. And we play it. It’s mixed.
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Q. The taxima, the magams, what role do they play in the creation of the music?

A. For example this one here is nihavent. It starts with a taxim in nihavent. The taxim is
the start of the piece. The violin starts in and it plays in the magam nihavent.

Q. Are the taxim and the magam the same thing?

A. Each magam — nihavent, rast, hijaz etc — has its own taxim. And once you’ve played
the taxim, that’s it — finished. But the magam is the mode of the piece.

Q. Isn’t the taxim influenced by the song which you play after it?

A. Of course, the taxim is influenced by the tune of the song that is about to follow. For
example, if I’m going to play “Frankosyriani”, the song will influence the taxim. You hear,
it’s in nihavent.

Q. Supposing that you started “Frankosyriani”” with a different nihavent?
A. There is no different nihavent. There’s only one nihavent.

Q. Alright, let’s take “Frankosyriani” and “Ta matokladha sou lamboun”. Both of them are
in nihavent magam. First you start with the taxim, and then you sing “Frankosyriani”.
Then you play “Ta matokladha sou lamboun” — but first you play the taxim. Will the taxim
be the same?

A. The same and unchanged. In no respect does it change. It will only change if it is in 9/8
or 2/4 (2/4 is the hasapika and 9/8 is the zeibekika).

Q. Are there some magams that fit better with hasapika and others for zeibékika?

A. No, they’re the same. In hijaz you can do hasapiko, but you can also do zeibékiko. In
nihavent, both hasapiko and zeibékiko.The same with all the magams.

The songs

Anway, ever since | started playing the instrument, I’ve always been writing songs, all the
time. And even now, when I’m sick and old, that’s what | busy myself with. But during
those ten years, between 1930 and 1940, | was writing all the time, and | was writing for
the record companies too. | had a lot of hits. I had the mania for it in those days, and |
would sit and write. But since then another thing has taken me over — | want to write
stories, and books, and to write my autobiography, which I have started. And later | wrote
O kazdowog gvepyétne [“The Benefactor Condemned”, “O Katadhikos evergétis”], a
novel.

Up to this point, most of the songs that | have referred to in this book, my story, were
written more or less during those ten years. Now | shall sing as many of them as | can
remember, because, like | say, there were a lot of them, really a lot, and I’ve forgotten a lot
of them by now. But anyway, 1’1l sing the ones that | remember:

2. Agv 0€)o ThovTn Kot Aegtd [“Dhen thélo plouti kai leftd”]

Aev OéAw mholtn ko Aepta, uovo oe, Kvpa pov,

va. o€ KowiCw pe priig  ueg v Ospun oyralio wov.
Na. 6’ éyw 010 KOVAKL LoD  LOVAODAL GTHY 0WAR LoD,
OTOAIOL VO, " 0L HOVOYO  GT0 dOAI0 TO TEOPSI LHOD.
Na wailw to pmovlodxt uov  yia o€ va tpoayovoc.w
K1 ™ umoéuarn (wn  pall 6ov vo. TEPVAm.

Dhen thélo plouti kai lefta

I don’t want riches and money, | just want you, my lady,
to lay you down, with kisses, in the warmth of my arms.
To have you in my house, the flower in my garden.

You will be the only ornament in my poor home.

10
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1’1l play my bouzouki, and sing for you
and together with you I’ll live the life of a bohemian.

That song was sung by Stratos Payoumtzis. The magam is hijazkiar. The bohemian life is
the street life, in other words, dancing, having fun, all that. But first a man earns his
money, and only then does he lead the bohemian life, because if he doesn’t work, how can
he do it? By working he gets the money etc, to be able to live that kind of life.

3. M’ ékawyec, Toaymiva pov opaio [“M’ ékapses, tsachpina mou oraia”]

M’ éxayeg, tooyriva oo wpaia,

W Exaeg Tooymivo. Lov TpeAin,

W Exaes Kot Joava oAoéva

ue T 0Aoyloko cov to piil.

Me ta. 0oA6CavBo. poAlid oov, pwg pov,
TOOYTTIVO, LLOD * XEIS KAWEL TNV KopPOLd,
W EKQWES K1 EVaL IAGKI OG 1OV
Oédw amo oe Topnyopid.

Ecéva ayanad el EavBid uov,
&la otn dkn pov aykoid,

EAOL VaL OV YIGVELS THY KapPOLa. oD
UE Ta OAOYAVKG. GOV T0. PLAIG.

2’ &y uea’ oTo vou [ov oln uépo.
00TV, LoD TO EEPEIS TGS TOVA,
EAOL VIO VOL TTGPEL O VODG O OLpéPQ.
UE TO YAVKO QAL 6OV TO GTEPVO.

You burned me up, my beautiful tsachpina,

You burned me up, my crazy tsachpina,

You burned me and I’m melting all the time
with your sweet Kiss.

With your blond hair, my lightness,

my beautiful tsachpina, you‘ve burned my heart
You burned me up, so give me a little kiss.

That will be a consolation for me.

I love you my crazy blond girl.

Come to my arms.

Come to heal my heart

with your sweet Kisses.

You are on my mind all day long,

my beautiful tsachpina, and you know how much pain I’m in.
Come to me, to give my mind a breath of air,
with your last sweet kiss.

I wrote that one in 1936, and | recorded it with Odeon. And now it’s been reissued by
Music Box with the twelve songs, with me singing again. Anyway, as to what the song is
about, it happened that | knew a women who was a prostitute, Marika was her name, with
blond hair, a good-looking woman, and she loved me, but later she had a cousin of mine,
and her love was hidden. She was in a brothel, you went in and you gave 25 drachmas and
you screwed her. | kept my distance from my relation, but we were friends, not in a bad
sense, eh? Anyway, she used to go out with her friend, and me as well. Anyway, one fine
day my friend goes and dies. So that’s where | come into the picture. We used to go round
the tekkédhes together. We both smoked — both her and me. She liked the hashish. She
liked my company a lot, you can’t imagine... | loved her and she loved me, and almost all
the manghes of Piraeus knew her and looked after her, because she was a generous
woman. She’d go into a tekké, and she’d say to the tekketzis, “Give the lads a smoke,” and
she would pay. A good woman.
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How did it happen that such a fine woman fell so low? Does it take a lot for a good woman
to become bad? It takes a lot. One time she told me that she had a mother who was her
step-mother. Her own mother had died, her father had died, and she was left with the step-
mother. But the step-mother had other children, and she looked after her own children. She
didn’t care about the woman. To such an extent that she was obliged to take the first man
she set eyes on. She told me that this was all because of her step-mother. She was from
Kaminia in Piraeus. | stayed with Marika for 5-6-7 months. Then one day she told me:
“I’m getting married, Markos.” 1 told her, “Go ahead and marry, Marika.” What was |
supposed to say? “What are you waiting for, go ahead.” And she got married, to a man
from Thebes. And then the years passed, maybe seven or eight years, and I’d forgotten her,
and it happened that | went to Thebes to play. Anyway, when | arrived there she came to
find me. And | tried to avoid her. She was married there, so | had no business with her...
But she invited me. “Come to my house... I’ve separated from my husband.” So | went to
her house, and she told me this and that, about her husband, and how he had left her. A lot
of things. Anyway, after that | didn’t see her again. Whether she’s still alive, still there in
Thebes, | have no idea. And so | wrote that song, wrote it for her.

There some people in this world who are so pitiful and mean-minded that they like to ruin
women. Like | told you, all the women I have had relationships with, I have looked after
them and loved them, never beat them, never spoken badly of them, | treated them with
respect. But | always felt sorry for those women, and still do, right up till today. But the
one who really was a whore, that was my first wife. She shouldn’t have treated me the way
that she did. Because, OK, at first we were poor, but afterwards why didn’t she see the
light? Didn’t | look after her? When 1 first took her, | was poor, but we were like honey and
sugar. | was working in the slaughter-houses, and | made sure that she had decent clothes
and enough to eat, because | had good parents. | had my father, who, if I wasn’t working,
because of my bouzouki, my father would sort things out for us, so that neither she nor 1
went hungry. But my father told me that he and my mother were worried. My mother was a
sharp woman, and she understood my wife. So anyway, as long as we were poor she was
OK, she wasn’t worried about me working with the guts etc. But as soon as they started
calling me in and | started making records, and | was starting to make money, and bought
her shoes, and dresses, and crosses, and rings, and bracelets, and beads, and all that, then
she decided that she wanted to go and find someone else to fuck. Was that my fault? | was
making loads of money, | was sitting pretty with 2-3 thousand drachmas coming in every
month, and they were making me two or three suits a year, and a new overcoat every year,
and | was very happy with things. Didn’t she see that our life had changed, and | was
making money? She was living on big money now. So why did the woman have to go and
do that to me? To go and take someone she thought was better than me, more good
looking... what a load of shit...! I was a handsome lad, you know — I had a lot of women
running after me. She shouldn’t have done it. But she was a very bad woman, a piece of
shit...

Because the man she went after, he was an idiot and a half, an idiot and nothing more. A
mess. He pretended to be a mangas but he was a fake mangas. You’ll say that I’m just
putting him down. No, I’m telling you the simple truth. He wasn’t the man for that kind of
woman. She did some pretty terrible things to him, too. Supposing she didn’t get what she
wanted from him — then she’d go to someone else... She was just using him as a cover.

Was | at fault in any of this? The truth is, | did my best to set her up as a lady. | mean, by
now she would have been Mrs Vamvakaris, just as my present wife, my real wife, is now.
Now, when she sees my wife she gets the creeps. But what can she say against me? Myself,
I’m old now, so what the hell... But | worry about my wife. My wife sees her around and
she worries about her. Later the woman sees the kids that I’ve had, and she gets angry.
Forget it, bitch... | had you for so many years...

Do you know how many spells she used to put on me, slipping them under my door? And
let me tell you, it’s still going on today. Spells so that Vangeli6 will die, endless death
curses, one after the other... a lot of things... And if she saw Vangeli6 out in the street, she
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would turn and go the other way. By now she’s a women seventy years of age. But in those
days she was beautiful, and | loved her — she’d taken my heart.

4. Xapapata, N dpo tpers... [“Chardmata, i ora treis...”]

Xopouora, n opo. tpeig, Qo pbw va oe Comvijow

KPOPA. "TO T UOVODAG 6OV, Va 0€ Yapw, va SYEIs vo, 6o WANow
Ae Ba pag det GALOS KOVELG, HOVO TO PEYYapaKl

&fya aro mapabipt cov, va o€ Yapw, yio va o€ dw AiyoKi.

Ty pootikn oyemn Hog [Ny THVE POVEPWOEILS,

0, TI KO VO, GOD KAVODVE, VO, GE YOPW, VO, UV THVE TPOOWDTELS

At dawn, at three in the morning, | shall come and wake you.

Secretly, so that your mother doesn’t know. To enjoy you,

s0’s you can come out and we can talk together.

Nobody else will see us, only the moon.

Come to your window, so’s | can enjoy you, so’s | can see you for a bit.
Don’t tell anyone about our secret love,

Whatever they do to you, so that | can enjoy you — don’t betray our secret.

That’s a good song. | recorded it with Odeon. It’s a fine hasapiko. A handsome song.
Refined... but | wrote that song for that cheap slut — like I told you, in the old days I used
to go and knock on her window, the whore, so that | could see her. You might be wondering
what that was all about... Well, that was how my fancy took me.** | wrote one other song
for the woman too — 7o umhe sov mopabvpa. [“Ta blé sou parathyra™], but apart from that |
never wrote anything else for her, nothing...Why should I write anything that made her
look good...?

5. Eyo 1w o, Ppe movnp1... [“EQO yia se, vre poniri...”]
Eyo yio o€, fpe movipn,  Oo. mw vo. poetovpidom,
UET’ aT0 01KO GOV UoYaAd e 6Aovg Oa padwom.
Enta n opo pov "yeg mer  yio vo, o€ TEPIUEV®,
wevTpa y1oTi (e yéaoes  de o€ koTadofaiva.
Méoa oty avvoikio gov e 6Aovg Oa paloow,
K1 oo T0 601 mov umieo.  ypryopa. Oa ylotow.
M’ éumiees ov K1 udva ocov  yiati *yo TopadcKio.
2KOA0 TG UE KOTATTPEWES,  LE TOTIOES POPUAKIC

1“‘m going out to get smashed, and all because of you, you sly bitch.

I’m going to come and pick fights with the people in your neighbourhood.
You told me that you’d meet me at seven —

Why did you trick me, you liar, | don’t understand.

I’m going to start a row with everyone in your neighbourhood.

And I’m gonna get shot of your family, ’cos they’ve only caused me trouble.
You conned me, you and your mother, *cos | had loads of money

You destroyed me, bitch, and you poisoned my life...

That one came out before the War, with different words, but | had to change it straight
away, because it wouldn’t have got through the censorship otherwise. It went:

6. @£l va yive ioyvpog wedv To Movsokrivi [“Thélo na gino ischyros”]
Ol vo. yiva ioyopos waay to Moveolivi
wady tov Xithep {Opixog T odte wiln dev Oivel
2oy tov Keuad mov éxave ueyddn v Tovpkio
Ka1 kavovv k6{1 o1 EAAnveS k1 Eyovve amopia.
Ko ov fpe 2taliv apynyé, tov KOoHov T0 KOpadpt,
OAot o1 £pyates o’ ayomovy yIatT Eloal TOAIKOPI
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I want to be a strong man, like Mussolini;

Like Hitler a tough guy, he doesn’t give a damn!
Like Kemal that made Turkey so great

And the Greeks just stare and wonder.

And you, hey Stalin, leader and pride of the people
All the workers love you, because you‘re a hero.

Imagine me putting something like that in front of Metaxas! So | dumped it of my own
accord, and gave it the words of Eyd yia oe, fpe movnpij... [“EQO ya se, vre poniri..."].

A nice hasapiko. It did very well in 1936, and about four or five years ago Michalis
Chatziantoniou recorded it for Music Box.

There aren’t many of my songs that | remember why and how | wrote them.

There was another one that was a hit before the war, 2z5¢ fdlaooogc v appovdid [ Stis
thalassas tin ammoudhia”]. This one is in hijazkiar.

7. Xng 0dracoag Tnv appovdua [“Stis thalassas tin ammoudhia™]
2y Oclocoog v oupovold, Ppe audy oudy,
ELY0 KOPEVEIGKL
Kl gpyooovva kale Tpwi, fpe auay ouay,
Kl EOTLAYES VIOAYKOOOKL.
Abo yavovudxia. Euopea. mavrote uebvousva.
Eva TP 10, TPAKOPO. TTNY G0 EOTAWUEVA.
I noiooce vrepfion pov ko kabnoe kovra uag,
KO GKOD TPOYODOLO. TOV TEPVTA Syotuévo. ar’ thv Kapoid. Log.
Hop’ 10 umoylopodoxt 6ov Aiyo vo Uog yovoTepelg,
avoy’ To T1YopAiKl 6OV Kol KOTOE VO, POVUGPELG.
Tepiote (oo tov apyilé va ma vo, LoeTtovpidom,
DOTEPA. YOVOVUGKIO. L0V TOV UTOYAOUG VO. TLATW.
No. 60¢ TOTHOW OPYIAE UE TOVUSEKT TTToy VI,
otov urapuro I'iavvn tov texé uea’ to Hoooalipuav.

On the sandy seaside beach, vre aman aman,

I had a small café

And you used to came every morning, vre aman aman,

to let your pain out

One morning | came across two beautiful hanoumises
[Turkish women]. Both drunk

Just lying there on the sand.

““Come closer, you dervish, and sit with us,

and listen to these painful songs coming from our hearts.

Grab your baglama and get your kicks,

And light your spliff. Sit and have a smoke.”

“Fill up my nargilé to smoke it and get stoned

and then, my hantm, I’ll grab my baglama.

I’ll load the nargilé for you, with finest toubeki from Isfahan,

In Barba-Yanni’s tekké, down in Pasalimani [the Zea harbour].”

A fine song, which can’t be put out on a record nowadays because of the censorship.

It was recorded with those words before the censorship. The censorship came with
Metaxas. As soon as Metaxas got in, then we immediately had censorship. Before that,
however you wrote the song, that was how they issued it. That’s why we were able to write
whatever we wanted. These songs were written before the censorship. Afterwards the
censorship banned them. And the same thing again nowadays — if we take this song to the
censors, they’ll dump the whole thing.
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If it was just a matter of a couple of bad words that had to come out, then they [the
censors] could have taken them out. But if there was a lot, they banned the song entirely.
You don’t lose the music — they don’t ban that, only the words.

8. 'Etol o€ 0£ho kovkha pov... [“Etsi se thélo koukla mou...”]

Ero1 oe OéAw kovkia pov, va ’oor yleviod tooymiva.
Kl 0¢ TGEL Kol T0 ToMoumelo  mwov &yw oty Pagphvo.
Tt vo to kv To Jeptd,  Kou Ta wnAd moddatia,

tirota dev aliovve UTPOS oTo. YAVKA 00 UATIO.

Oaoo k1 av Eyw 010 " yw mer  0da Qo to movinow,
QTOVEL LLOVEYO, TOIPL HOVD — ETEVOL V' OTOYTHO®.

Evo. piAdxt metoyto 600 ki oy melg alilel,

Y’ O0TO "y 0 oYATNO0 Kl 0 KOOGS 06 e Ppilel.

That’s the way | want you, doll, to be a fun-loving tsachpina.

To hell with the old vineyard that I’ve got in Rafina.

What do | want with money and big palaces,

They’re worth nothing, compared to your sweet eyes.

Whatever | own, I’ve told you, I'll sell all of it —

All that matters, my heart’s delight, is that | have you.

Give me a quick kiss, for what it’s worth,

Because that’s why | love you, and so what if the world curses me...

That one came out with Columbia, and | did a second version too, but | don’t remember
how I happened to write it. But like I told you, all my songs are spontaneous — | can’t
remember what sparked it, why | wrote it, that kind of thing. | see something, or something
happens, and I write about it. That’s the way it goes.

9. Mnjv mepaocers o’ T yertovid 6ov [“Min peraseis ap’ tin geitonia sou”]
Mnv mepdoeis an’ ) yeitovia 6o
Uayro un oe Covoom umpoara oo
éuobo mwg¢ oto Ilaoatyov
YOOGS (10 UOPTITO. BpE oLav.
TpaPo. Ppe poyro. kar olavy,
dfo yio to [ocoiyudvi.

AR’ ™ udptica yLokd, piidxia

Kabe Ppadv yAévtt kou yoddxio

K1 €101 TV TEPVAS HolT THS QIval

Ka1 Ceyvag v’ avéfeis otnv AGnva.
Tapa fpe uoyka yio va Eépers

W Eraoeg yio mavta oev Qo 1’ Efpels
Oa ylevidw ueo’ o Kalouaxt

Kabe Ppddv 1 éva yooomaxt.

Don’t come round your neighbourhood, mangas,
Don’t let me catch sight of you.

I heard that down in Pasalimani

you’re in love with a chick, you bum.

Go on, vre mangas, you bum,

Go on down to Pasalimani.

Sweet kisses from the chick,

every evening partying and caresses.

And you’re having a great time with her,
and you forget about coming back to Athens.
Now, vre mangas, just so’s you know,
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you’ve lost me for ever... you won’t see me again.
I’m going to be out every night in Kalamaki
partying with a butcher boy.

A nice hasapiko from that period.

10. H @hoyepn} oov avti patid [“1 flogeri sou afti matia”]

H ployepn oov ovth potia  kar w0 yAvko oov yédio

Hod ‘yoov paioel v kopdia, Xprotivo, uov, ' ékaves ko ge OéAw.
Exeig ueyaln tooymiva. k1 01ovg nog pofepileis

UE TH YAVKIC, GOV OUOPPIC., TOOYTIVO LoD,  TOAAES KOpPOIES poilels.
Popades kot povefnoes, Xpiotivo, oo,  kai 006 KOAOKOITALEIS.
2réyoo ™ yvoun dlloie  koi mpooee Liydki

V10Tl 0 KOGUOG GALaLe, TOOYTIVO, LoD,  TPEAAO oD XpLoTivoki.

Those flaming eyes of yours, and your sweet smile

Have crushed my heart, Christina. You’ve made me want you.
You’ve got great style, and you frighten us all.

With your sweet beauty, my beauty, you break a lot of hearts,
Fishermen and marketmen, Christina, when you smile at them.
Think about it a bit, and be a bit careful

because the world has changed, my beauty, my crazy Christina.

That one is a zeibékiko, in the major key. I recorded it for Odeon in 1938. | never had
anything going with anyone called Christina. Just a name — | took it, grabbed it, wrote the
song.

11. Ey® gipor to Oopa cov [“Ego eimai to thyma sou...”]

Eyw eiluor 1o Oouo oov  yAokid pov powpoudro,
KOTAKOPIO, UE TAYWGOY  TO 0AOYAVKG GOV UGTIA.
Ornov yopilw yio va 10w vouilw ot gioon umpog Hov
OTODPOKOTIOVUOL O ODGTVYOS YOV TO AOYIGUO LOD.
To wég pov 11 gov éptanlo.  kou de pe Oéleig o0
VI0TL OEV Epyecal kKol av  Alyo va. 0’ GVIOUmo®.

Elo Aomdv pikpovio pov ko kdve pio Gooio
Tpoopvyomovo wov  am’ ™ Mikpd Adio.

I am your victim, my sweet black-eyed girl.

Your sweet eyes have wounded me right to the heart.

Wherever I turn my head to look, I think that you are there.

I cross my heart, poor man that I am. I’m going out of my mind.
Tell me what I’ve done wrong that you don’t want me.

Why don’t you just come round for a bit, so’s | can see you?

So come to me my little girl, it’s just a small sacrifice,

My sweet refugee girl from Asia Minor.

12. Thati pikpovia pov, yoti kepdovdre pov... [“Yiati mikrotla mou...”]
Ttati pixpovda pov, yroti kapdodlao pov, Géleis va ue moudedels
0¢ 10 ValaK1o. 600 KOl TO. KOATGKIO, GOV Y10, TTEG OV TI YOPEVELG.
T'1ati y1o gévave S1wyvovy EUEVOVE KOl UE KOTHYOPODVE
UE HOPOLDOVOVVE, UE POPUOKIDOVODVE, KAVOVY TG UE OLYOTODVE.
Yiati yia oévave Bpilovv uévove yio még pov 11 vo. kava
ue Poaooviovve kou e oxotiCovve oev EEpw 10 VoL KAV®.

Why do you want to torture me, my little heart, my little girl?
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Stop playing your tricks on me and tell me what you want.

Because of you | am persecuted and accused

They waste me, they poison me, pretending that they love me.
Because of you they abuse me; please, tell me what | must do.
They’re torturing me, they’re killing me, and | don’t know what to do.

That’s one of my earliest songs, an old hasapiko, which | think I recorded for Columbia.
It’s in a minor key, in nihavent, and in the same session, on the same record, | put out
another hasapiko in nihavent, which went like this:

13. Mg 1ic popodiéig cov [“Me tis myrodiés sou”]

Me t16 opwdiés oo e Tig YAVKES HaTIEG GOV
W EKQVES VoL LoAV® Ko €Y@ Y10, GEVO. TOVO.
11éc pov ylokd. Aoydxio vo pyovy to popucxio.
OV €Y OTHV KOPOIQ, 1OV UOVOKPLSN KOPA LOV.
Eépeig uea” m {wh (oo o€ oo KovkAL o
TéS pov 1 dlro Béiers, mdye va e moudedelg.

With your sweet scent and your sweet looks

You made me melt, and I’m in pain for you.

Tell me sweet little words so that the pain will go away,

(The pain) that I have in my heart for you my precious lady.
You know how much I love you in this life my doll.

Tell me what else you want, and stop this torment.

14. ®opag povetavi Pueowvi [“Foras foustani vissini...”]
Dopag povotavi fooorvi, KovkAiToo Hov, aro HETALT PIvo
OTIC TETES TOV UTEPOEDTNKA, HOVITOO OV, K1 AT TOV KONUO 1OV afve.
DovoTaVI CKOVTOALGPTKO, KOVKAGKL OV, e PLoleTi oKapmivia,
0€ KAVODVE, TWGS VO, 0TO T, UIKPOKI 1OV, 10 (VTavi] KOVKAITOO.
To povotavaki 6ov avTo, UOVITEN HLOD, AV TO COVAPOPETEIS
O va e KAéyw o fpadid, kovkditoo pov, yioti moAd (1 apéoeig.
To povotavaki 6ov avto, KOvKAdKL LoV, BydiTo Taveadeud o
VIOTL LLOD PEPVEL TO UDOAD, UOVEKL LLOD, FDO TOVTOVG TOPOKATO.

You wear a cherry-red dress, my doll, made from fine silk

I got trapped within its folds and now | am fading for you cause I‘ve got the blues.
Your naughty dress, my doll, and your violet shoes

Make you — how can | put it, little girl — like a doll that’s come to life.

If you ever wear this dress again, baby

I shall come to steal you™ one night, my doll, *cause I like you so much.

Take off this dress, my doll, take it off god damn it

’Cause it’s doing my brain in...

[* i.e. they will elope to get married, against her family’s will. A common practice in
Greece of the past century.]

The latest person to sing this one was Kdkkotas, on the big record that was put out by
Columbia. He told the papers that he never understood any other musician [apart from me].
In other words, he was saying that I’m the one. He said it everywhere. As soon as he sees
me he’ll go crazy. | wrote this one in 1937-8, and | recorded it for Odeon.

15. M. 6popon peraypwviy [“Mia émorfi melachrini...”]

Mia opopon ueloypvy,  validpo kot okeptadlo,
1000 TOAD [ TOPAVVEL  Kail OV KPaTdEl TOLO.
Oa oe {vywow o fpadid. kot Ba v apwThow
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TG yiveoal 1000 Kakid, Yo géva 8 appwotiow.
Ta katoopd ¢ To. HOALIG,  TO HATIO. THS TO LODPO,
uea’ ™ okn pov ayxalic. Qo offoovy kabe lovpa.

A beautiful dark-haired girl, so flirty and tricksy,

is torturing me so much and plays hard to get.

I will approach her one night and I’ll ask her

“*How can you be so mean? I’ll get sick for you.”

Her curly hair and her black eyes

Will extinguish all this fire in my heart, when she’s in my arms.

A hasépiko in nihavent, which | recorded myself.

16. Mg mhaveyeg proémca [“Me planepses boémissa”]

Me wAdveyeg uroéuioo. (e v TPEAAR LoTId GOV
UE TO TOAAG TO. YBd10. 6OV Kau TV YAVKIG piAid 6ov.
Tati parpo pov va og 1060 yioti va o” aviikpoow
e00 0ev EEPEIC V' OYOTAS  KOVIED® TG Va. 6o,
Orav oov Aéw 0” ayamed  yelds Kai KOPOIOEDEIS

0’ OPECEL VO UE TUPOVVAS  OKANPG. VA UE TOLOEDEIS.
Mroéuioa, uroéuion, oxéyov nwg Oa yepdoels

KO ypiyopo. T VEIGTA. 600 oav 0Aes Ba ta ydoels.

You fooled me, bohemian girl, with your crazy looks

With your caresses and your sweet talk.

Why did | have to see you, my little girl, and set eyes on you?

You don’t know what love is and | am fading away because of you.

When 1 tell you that I love you, you laugh and mock me.

You like torturing and taunting me so hard.

Bohemian girl, bohemian girl, just think that you’ll very quickly grow old,
And, like every woman, you will lose your youth.

That one | sang in 1936, with Abadzi, in other words the sister of Rita Abadzi.

At that time | also wrote Znlidpa (“Ziliara). A tormented song. | had a lot of worries when
I wrote tht one. | wrote it in 1936, on a ship, while | was going to Syros... that was after
I’d been away for about twenty years. But afterwards | used to go to Syros regularly. I’d
go, then two or three years later 1’d go again, and again, and again. | went there four, five,
six times for work. And I wrote that one. Afterwards, when | got back to Piraeus, | wrote
the music. Didn’t | tell you that when I’m worried all the time | write better? Who can
explain that? It’s not just me — other composers are the same. I’ve heard people saying that.

17. @0 G otnv Apepwki [“Tha pao stin Ameriki”]

Oa wow oty Auepixyy  kou thovty 6’ amoytiow
Auepiavois kor Pouiods  Oo tovg evyopiothow.

T dotpo Qo dw Tov Tiveuo e T0. UEYALO. LUOTIO.

otov Ppavi Zvatpa 0’ ovefodr  ota payikd molatia.
Axoua ko1 oto XoAlvyoovr  Ba falw to moddpt

OV VO GTPOUEVO UGAOWUO KL LUE UOPYOPITAPI.

K1 av Géler youpetionoro.  kovévag va tov oreilel
KPOUEVOL TG YW aTNY KOPOLd, Kol KOUTO GTO UOVTHAL

I’ll go to America, and I’ll earn big money.

I’ll bring pleasure to Americans and Greeks alike.
I’ll see the stars of the movies, all starry-eyed.
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The music, the words, the songs...

I’ll go to Frank Sinatra’s magical palaces.

1’1l go to Hollywood

Where the streets are paved with gold.

And if anyone wants to send him greetings.

1’1l keep them hidden in my heart, and a knot in my handkerchief.

| sang it before the war, a fine nihavent, and one of my first hasapikos. At the time | sang
“I’ll go up into the magic palaces of Anna Odra”, because she was well-known at the time.
Nowadays | sing “Frank Sinatra”, and that’s the way it needs to be.

18. T, 6évo. povpopdrta pov [“Yia séna mavromita mou]

T'a 6éva pavpoudto Lov  Yapauio. o, VIGTo, (Lo
KOKODPYO. LUE KOTAOTPEWES K1 DOTEPA I’ OTOPATHOES.
Moadli oov oav toliytnke.  udvo ki 00épio. apviOnio.
TAOVEDTPOL GTHY OYKOAN GOV e TPEALOVAY TO KGAN GOD.
Ko k60 fpadv Cevoytod  to Tive Kol moapomoT
guébvoa Ceuébvoa  Kar Lovpo daxpv Eyvao.

For you, my black-eyed girl, | wasted** my youth.

You wicked one — you turned me upside down and then you ignored me.
When | got involved with you, | turned away from my mother and brothers.
In your arms, your beauty drove me crazy.

And every night | stay awake all night, I drink, and | walk about.

I got drunk, very drunk, and | shed a black tear.

That one was a big success. It came out on Odeon, pre-war.

19. Ay 1’ apviOnkec 6 homOnkeg [“Ach m’arnithikes dhe lypithikes...”]

Ay 1 apvnOnxeg o¢ Lomhbnkes tooa ypovia wov ae ayarodoa.

UE HOPOLmOES KO e OKAGSWTES UET™ TOVS IPOLOVS TAPA TOVEUEVOS TPIYDPVD
A o 016 T Qo 676 WD Se UTOP D

Cavayovpioe TNV OYKALN HOD TOLYVIOIGPIKO KOVKAL

oty pAMTon Hag 6o 1ov To PILAL.

Kobdxla yonoo ooy ae yvapioo eovva eva kopitot gpivo

Cepvaliotnres kou 1 apviOnxes kou arov Mapiov 1o karxnleid o Tive.

A Go 016 w7 Bo. 070 Wd Ie PTOP D de UTOPCD

TOLYVIOIGpo. Lo un pe TOpavvag v ayamn un Eexvag

opkilooovva g o 1’ ayandg.

Lpwv ta ynpazeio EpHovv ta okAnpa kot T yvaun cov ukpo v’ oAldaéerg
EAOL VO YOPELS TOPO TOD UTOPELS PEDYOVVE T VIGTO. YOG OV KOl 010 oivovy.

Achhhh, you denied me, didn’t you feel sorry for all those years that I loved you
You broke my heart, enslaved me and | am painfully wandering in the streets

I have to tell you this, | can’t take this any longer,

Come back to my arms you playful doll

Come to our nest and give me a kiss.

My charming doll, you were such a fine girl when I first met you

But you got carried away and denied me and now | am drinking in Mario’s taverna
I have to tell you this, | can’t take this any longer,

My playful girl don’t torture me and don’t forget our love.

You swore that you would love me.

Before harsh old age comes and you have to change your mind

Come to me to enjoy your passing youth, now that you still can, my light.

A fine hasaposérviko in nihavent, recorded in 1937-8.
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20. O¢ho va og 60 To PBpadv [“Thelo na se dho to vradhi”]
Oéiw va oe 0c) T0 Ppadv  pid oTiyuodia 6T0 OKOTAO!L
V. 60V T TO UOOTIKO OV  KOL TOV TOVO TOV OIKO UOD.
2o e Ogic kol oov opupicew  TeTa 10 KAELL V' avoilw
va. PYeic y1o. vo, 67 avioumow  Evo. Yoo vo, 6o 00om.
Oéc vo, deig mag o€ Latpedw T (i Lo KIVOIVEDW
VIEPUTEVTEPLTO. KUPA. LoV Bo. 0€ KAV Ta. OKA OV,

I want to see you tonight, for a little while in the dark.

I want to talk to you about my secret, and my pain.

When you see me, | shall whistle to you.

Throw down the key, so’s | can open the door

So’s you can come out and | can meet you, so that | can give you a letter.
You will see how | worship you — | am putting my life in danger.

My lively lady, I shall make you mine.

That one’s in huzam, a zeibékiko, yiourodkiko. “Derbentérisa” means lively, wide-awake.

21. Kamow Ppadv pe geyyapr [“Kapio vradhi me fengari”]

Kamoro fpadv pe peyyopt  eida tn oy oov yapn
KL OO TOTE 0€ AATPED®  UEPA VOXTA. OE YOPED®.
Onov was ki Omov YupILels TPIOVTaPLALG Lvpilels
EYEIS LEan OOYTOAIOL  LODPO UATL HADPO PPDOL.
Kav’ v étot  Aryvp - widi oov uéon

va. ) 0 vo. T Qoopdow kot Ttov movo va Eexdom.

One moonlit night | saw your charms,

And I have worshipped you ever since. Day and night I look for you.
Wherever you go, you leave a scent of roses.

You have a slim waist, black eyes and black eyebrows.

Move your slim waist,

So’s | can watch and wonder, and forget my pain.

That’s another one huzam, yiouroukiko

In 1935, for a girl in Syros | wrote @payxoovpravy [“Frankosyriani”]. In 1936-39 | was
writing all the time, | had a lot of inspiration in those days. | was also writing in 1940 — 42
— 43, but | wasn’t putting out records then because of the Occupation. And | was always
writing about girls, that kind of thing. What else would | have written about, since | was a
young man? If it wasn’t love songs, what else would I have written, seeing | was a kid of
25-307? | did write a few other kinds of songs, but they all came back to love too. I also
wrote three songs about professions, but | don’t remember them... you’ll find them on
records...

22. Xacann pov, pe v mwodra [“Chasapi mou me tin podhia”]

Xaoann pov, pe ty mooid, mwov oav T E0EIS TOW
Orav o¢ dw, yaoann pov, twpo Go Ceyoynow
Xaodnn pov, otav g€ dw, twpa o Ceyoynow

T'valiovv ta poyaipio gov, oty péon Tov to. fAvers
Me v modid. v koxkivy, &eab Qo ue tpeiavels
Me v mooid v kokkivy, €ad Qo e Tpelaverg.

AotpdpTovy To. uoyaipio 6ov, AGUTEL KOl TO UOGOATL

Adumovv ta padpo patio 6ov,  HUOYKITH LoD YOOATH
Aéumovv ta podpa patio Gov,  LOYKITH 1OV YOTOTH.
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Tolebers ue to aiuoza, uo. 0gv wovel ) Kopold. Gov
e ayomm, yaoomn Hov, U ovth T AEfEvid. cov
Xaoann pov, oe ayorcd, [ avty ™ Aefeviia oov.

My butcher man, with your apron tied behind you,

When | see you, my butcher man, | feel like I’m about to faint.
Your knives shine and glisten in the sheaths at your waist.
With your red-stained apron, you’ll drive me crazy.

Your knives glisten, and the whetstone flashes.

Your eyes flash too, my butcher man, my mangas.

You struggle in blood, but your heart does not grieve.

I love you, my butcher man, in all your manhood.

23. Meg omv yocamkn ayopa [“Mes stin chasapiki agora“]
Meg otV yaodmixn ayopad. eva. YoooTaxl
e TV eAiToo. Kai Ta. ppOoLa TO. GUIYTA,
Otav Ue PAETEL KO TTEPVAW ATTO UTPOTTC, TOD
T HOYOLPITEO. TOD OTO KODTEOVPO YTVTG.
Ta payovro tov koxkivifovv kai ue opalovy
1 OUOPPIC, TOV I EYEL KGVEL OOV TPEAAR
LE YONTEDEL, e UOYEDEL, LE TTOLOEVEL,
TOV EGVUTCONTO. LLOVODAG, 1O TOAD.
Eyxet evo ufior Aefievia oav w laurado.
va. EEPEIS UAVeL, LoD TPEALG TOV ayarma,
KOl 0TS W v OV T0V Tapw Oa yTikidow
Y QDTOVE UAVO. 1OV aTh Uadph yn Bo. ura.

In the meat market a young butcher,

With his beauty spot and bushy eyebrows
When he sees me passing by in front of him,

He strikes his chopper on the chopping block.
His cheeks blush and they drive me crazy,

His beauty makes me go mad,

Enchanting, bewitching and torturing me.

I’ve fallen for him completely, mother.

He has such a manly bearing.

You should know, mother, I love him like crazy.
And if | get him to be my husband, 11l be plagued
And be buried in the black earth.

| also wrote other things. For instance “O: rpw@omovpyoi [*“1 prothypourgi”], To Xaidap:
[“To Chaidhari”] and O ypovoodlne [“O grousolzis™].

24. Bpg ypoveooln [“Vre grousouzi”]
Bpe ypovaodln oAy vokto kdabecor kou urexpomivelg
KOl 0TO OTITL TOL TOI0I0, 6OV BEOVATTIKO, T OPHVELG.
MebQvouevog 0An wepo. mov  yopvag Kot ULEKPOvALALEIS
KO1 TV OIKOYEVIG. 6OV QT THY TEIVOL TV TOPALELS.
Koitale v’ aldaleis yvaoun va paléyeig to poola oo
VO GOV UETVEL L0 OEKGPO. VO, TV PEPVEIS OTA TALOLE, GOD.
Zov eym dev oov apéow  Koitole AN va mapelg
0V Umop® A V' aviém  vo, ‘ool UTEKPAS Kol YKPIVIGPHG.

You jinxer, you sit here all night getting drunk,
And you’ve left your children hungry at home.
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You go round drunk all day, and you hit the bottle.

And you leave your family to waste from hunger.

Wake your ideas up, get your mind in order,

And make sure you have a few pennies left, to give to your children.
If you don’t like the look of me, go and find another woman —

I can’t stand you any more, with your drunken grumblings.

My first songs were hashish songs. | don’t remember them. They’re lost and gone. For
instance:

25. Eipot ahaviapng [“Eimai alaniaris™]

Eiuor adaviagpns tovg dpouovg tpryvpilw

KL O’ TV TOAAN TH 000PA LoD  KaVEVQ, O Yvwpile

KL O’ TNV TOAAR LLOOTODPO. LLOD  TO VOO LoD Ogv 0pilwm.
ime alaniaris

I’m a bum. | wander round the streets.
And from being so drunk, | don’t even recognise people,
And from being so stoned, | can’t even think straight.

That one’s lost and gone. | don’t remember either the other words or the music. Later there
was another one which went like this:

26. Xav pactovpraco [“San mastouriaso”]

20V HOGTOVPLAOM KoL YEVW TPEALOS O’ THV HAOTODPO,
Eeyvar 6ia pov ta. faoova. kol 6ln HOv TH OKOTODPO.
Me mixpeg xou pe facova e mpoikice 1 poon

Kl OA0L TEHVODY KO YAVOVTaL HOVO UE TO YOolol.

When | get stoned, and I get crazy from being stoned,

| forget all my troubles, and all my depression.

With bitterness and with torments nature has blessed me,
And the only way | can get rid of all that is with the hashish.

And later:

27. Kavtote vrepprodpayka tov apyiré [“Kantone dervisomanga ton argilé”]
Kavrote viepfioouayka  tov apyilé vo tpiler
Ka1 [e paTIES TOL Bouoplod va i Kol vo. opoupilEl.
Kantone dervisémanga ton argilé

Stoke up the nargilé, dervish-mangas,
with incense fire, so that | can smoke and xxxx

And another one:

28. "Entpene va epydoovva [“Eprepe na erchdsouna’]

Erpene va epyocovva  fpe LYKo, GTOV TEKE UG

V' aK0DYES TOV UTOYAOUG.  KOL TIG OITAOTEVIES LLOO.
Na xdzoeis vo. gyopiotnleic v’ axovoels ko Ayt
K01 TIG TEVIEG TOV GKOVYEG OO TO UTODLODKIKI.
N’ 0K0VOOEIS KOl TO OPOTAL  KOL TO KOPOVTOVLEVI
xa1 og Ayaxt Oa “Aeyes 0 apyiAés va yével.

You should come to our tekké, my mangas,
To hear the baglaméa and our instrumentals.
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The music, the words, the songs...

Sit down, enjoy yourself, and listen a bit,

So as to hear the playing of the bouzouki.

So that you can listen to arapli and karadouzéni,

And in a little while you would say that the nargilé has xxxx.

In those days | had to smoke a whole nargilé to get the words and the music. That was my
work, continuously. And going to give performances. I had no other work. When | didn’t
have other work, | would sit outside my house and, taking it easy. That’s where people used
to come to find me, like they do now, at my house. Because a lot of people come and visit
me at my house now.

29. Kamote povva kan "y wondake [“Képote imouna kai egd paidhaki”]
Kdmote nuovva ko1 'y mouddki amo to giva,
Ka1 1] KoPOLa, [’ EXOVETE YL, ULO. YAVDKELG, TOOXTTIVAL.
Orav v émoupvo poli 0 kOoUOG pe KOITODOE
W avTh LoD THY audAnce  Kou e dALoveE yAeviodae.
K1 amd 10 vigpti 10 moAd  Qolwver 1o pvald pov
KO 1 Woxn 1ov 1 00oToxn  omepalEl amo ToV Kaquo Hov.
Kot amd tote ma ko1 "ydd  kKopid wa 0sv yovoTipw
™V 1{00Pa. LoD TAVTA TPOPd KOl GPYIAE PODUGP®.

| was a good-looking kid too, one time,

And my heart was in pain because of a good-looking woman.

When | took her around with me the people used to look at me,

But then she left me and took up with another man.

And from my great bitterness my brain is bursting,

And my poor soul in breaking from my grief.

And from that time I have no taste for women.

| carry my suffering** around with me all the time, and | smoke nargilé.

All my first songs were hashish songs. From 1934, which was the beginning, they were all
like that. And they came out on records. But I’ve forgotten them. | wrote a lot, up till 1936.
Then Metaxas took over, and we wrote differently. They summoned me to the censorship
office and they told me: “You will stop this kind of writing, you will not write things like
these.” | don’t know who they were, in that censorship office. They were part of the state. |
don’t know who they were, nor what ministry they came under, even though [I’ve had to
deal with them] for so many years now. They know me well, because 1’ve been writing for
SO many years.

At the start they used to give me guidelines, and they would say: “Markos, you have to
write better. And if you can’t do that, bring them [the songs] here and we shall write them.”
A musician by name of Psaroudas (long life to him if he is still alive, and if he’s dead may
God have mercy on him) told me: “My boy, you bring them here, and I’ll sort them out for
you.” But | didn’t go to him. I stopped. | wrote the things that | was supposed to write. At
that time | wrote my songs differently, | toed the line, and | didn’t go to them. I never
needed to go to them, never. In other words, where previously | had been writing heavy
mangas songs, really heavy mangas songs eh, very mangas, | sat down and started writing
more... | mean, they were hunting down the words, they weren’t concerned with the music.
I couldn’t act any differently. That was the law. Whatever Metaxas said, that had to
happen. At that time — a little while before the censorship began — | wrote O:
rpwBorovpyor

30. OvpwOvmovpyoi [“Oi prothypourgi”]

EnéOov’ 0 Kovéving pog mael kai o Bevidélog
v woblewe ki o Agueptlns mov Qo pepve 10 TEA0G.
Ooco1 yevodv mpwBvmovpyoi  6lot tovg Ba mebavovy
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TOVG KOVYGEL 0 AAOS AT’ T0. KOAG TOD KGVOV.
Bdlw vroynpiotyro.  mpwbomovpyos va yivw

va. KGOOUOL TEUTEAKG. VO TPO® KOL VO, TIV®.

Koi v’ avefoive oty ool eyw va tovg datalo
V0. TODG TOTM TOV OPYIAE  KOL VO TOVS HOTTODPIAL®.

Our Kondylis is dead, and Venizelos is going too.

And Demertzis has kicked the bucket too, xxx.

All those who become prime minsters, they’ll all die.
The people chase after them, for all the good they do.
I’m going to put in an application to be prime minister,
So that | can sit around lazily, eating and drinking.
And I’ll go up to Parliament and lay down the law,
And tamp up their nargilés and get them all stoned.

The censorship can chew up your songs for a number of reasons, for different meanings
that they don’t like. Take a look at this one. | have a song with the censors at the moment:

31. Xapapata n dpa Tpers [“Charamata, i ora treis”]

Xapduata n dpo. peis 0 KOoUOS NoVYALEL

L0 LAV, KAGEEL KI 000peTal Kol Sopilovootevalel.
KAlaiet ka1 yover ddxpoa yio. T 6ppwoto moidi e
PWTIC OVAPel TNV KOPOLd, KoL KOIEL TO KOPUL THG.

It’s three in the morning, dawn, and the world is at rest,
But a mother is weeping and grieving and sighing.

She weeps and sheds tears for her sick child.

A fire burns in her heart and her body burns.

I’m worried that they’re not going to let that one through, because it’s a mournful song, the
kind of song that they’ve thrown out before. The censorship office has thrown out some of
my songs, wiped them out.

32. To. Baoave TAny®d@vovy TV Kopdid pov [“Ta vasana pligbnoun”]

Ta pacavo TAnyadvovy v Kopoid, (oo

Kot [ov popaivoovy ) (i 0ev Hov * UELVE TVOH.
Zav ovAdoyoduor to. fpodid dev Koyovuol
yiati pe (dvoov o1 konuoi kad’ wpo kot oTiyus.
Meo’ 10 keAl pov, Go Avwoel o kopui o
WOTOV Va. PP T AEVTEPLE UAVODAN LLOD YAVKIG.

Torments wound my heart

And ruin my life, and I can hardly breathe.

When | think about things in the evening, | can’t sleep,
Because sorrows surround me every hour, every moment.
My body will waste away in this cell of mine,

Until I get my freedom, mother of mine.

That one was four years ago, on RCA. The censorship office passed the song, so | recorded
it, with myself singing, but then they went to RCA and stopped it. And remember that this
happened under the Papandreou government.

| watch out. The songs that are unlikely to get through, | don’t send them. I’ll put a
different word into the song, so that it gets through. I try not to go making songs that
they’re going to reject. This business doesn’t bother me at all. From the moment that the
censorship began, | never write anything without this in mind. 1t’s something that | just
don’t do. Why should | write something, go to all that effort in writing a song, and then
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The music, the words, the songs...

have them reject it? | only write for records nowadays — when else am | supposed to do? |
don’t get any profit from this work [if] | don’t write it. When | feel like it I write a line,
whatever takes my fancy, and whatever comes out of my mind is OK. Those first songs of
mine, before Metaxas, that’s the way they were. Whatever | wanted to write, | wrote,
without censorship. Afterwards | stopped. | ended that kind of writing, and wrote what |
was supposed to write. So that I could go to the censorship office and they would pass
them. | wrote better.

Translation: Ed Emery 2005
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