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ITPOAOTOX

Ta xapéva kopparia vov mali
tng Oeoocaflovikne:
To apxeio nxoypapnoewv vov Adpnéprtouv Nap

Nikog OpSouilibne
Movaikofléyog, Emotnpovikée Luvepyarng,
Tpnpa Movoikdv Znmovddv I[Tavernotnpiov Iwavvivov

Kavd xaipotg, ypagoviar §1dpopa yia tn povoikn 10topia tne Oeo-
oaflovikng. Av avafoyiotei kaveic tig peydafleq xataotpo@ée mou
vnéotn n n6fln, Ba tou gavei Aoyikhn n éAAerpn emionpwv (6ow
naffov xafld opyavopévwv) apxeiov: mupkayiég, oeiopoi ka Biaiec
pevaxivioelg niinBuopdv Sievk6Avvav tnv kartaotpoPn n tnv aro-
paxkpuvon téroiwv apxeiov. Me adfla A6yia, ta napandavew eivar
vraiua y1a tnv aduvapia cuykpétnone ocvotnpatkng 10T0p10YpPa-
¢iag yia ta povoika {nvhpata tng Oecoaflovikng. Ta efldxiota ap-
xeia (y1a mapaderypa, vov Kpauxou Q8eiouv Oeocaflovikne) eivan
otoixeiw8ig opyavwpéva, Sev SiaviBeviar nAextpovika ka1 oxeti-
{ovta1 pévo pe ta Aéyia povoikd eidn. Yuv toig adfoie, ocuvhbwe
apopouv tnv «eflfinvikn>» 10topia tng néfng, Snladn, tnv mepiodo
nou avagépevar oto Sidotnpa pevd tnv aneflev@épwon tne Kavd
toug Baflkavikoug ITofAépoug ka1, ouykekpipéva, tnv 25n Oxtw-
Bpiou tou 1912, 6tav o S1adoxo¢ Kwvovavtivoe (rmapd tn BéAnon
TOV) e10épxetal pe 1o otpdrevpa otnv néAn. Opwe, t cupPaiver ova
povoika tng Oeoccaflovikng mpv amé tnv evowpatwon tne otov
ebviké xoppoé xa1 néco «efAlinvikn> eivar méov n tavtdtnd tne,
6nwg apéokeral va napouoiaderal, Pevd tny evompudrmon;

PROLOGUE

The missing pieces
to the puzzle that is Thessaloniki:
The Alberto Nar recordings archive

Nikos Ordoulidis

Musicologist, Scientific Associate
Department of Musical Studies University of Ioannina

From time to time much is written about the musical history
of Thessaloniki. If one considers the major catastrophes the
city has suffered, the lack of formal (let alone well-organised)
archives would seem reasonable: Fires, earthquakes, and the
violent movement of populations facilitated the destruction
or removal of such archives. In other words, all the above
hindered any systematic historiography on musical matters in
Thessaloniki. The few archives that do exist (those of the State
Conservatory of Thessaloniki, for instance) are organised in
the most rudimentary manner, are not available digitally, and
only concern scholarly music genres. Additionally, they usually
concern the city’s “Greek” history, namely the period following
its liberation during the Balkan Wars on 25 October 1912, when
Crown Prince Constantine (unwillingly) entered the city with
his troops. But what was happening in the music scene of
Thessaloniki before it was incorporated into the national state?
How “Greek” was its identity following this incorporation,
seeing as the tendency is to present it as such?

With the exception of Aristomenis Kalyviotis’ 2015 effort, with



Eav e§aipéooupe tnv mpoondbeia tou Apiotopévn KaAupidtn
ne o Piffio vou Oeocoafovikn — H povorkn Jon ripw to 1912 to moAv
rovuvo 2015, to epdtnpa autd Sev éxer amaocxoflnoer xavévav. O1
avagpopég otnv 11po tov 191 10topia eivar oe véroio Babuéd aviomap-
Kueg, mmov kdamoiog Ba pmopovoe evfloya va SiepwnBei: panwe n
Oeooaflovikn teflovoe vné kanoia 1816tunn povoIKA arayépeuon;
(Emonpaivoupe, wot6oo, e8d ta tpia efpaira tpayoudia, toue oti-
xoug twv onoiwv xavaypdger o Idpyoec Mefikne oto BifAio vou:
Anuonira tpayovéia yia tn Oeooaflovikn, 1997, 6nwe enione ka1 v
ofliyooéfibn éx8oon tou Ntivou Xpiotiavémouvflov pe titlo To pe-
uriénro kar n Oeooaflovikn, 1999. Avagépoupe, emmiéov, Kar tnv
éx8oon tng Kupiakng ITivoi6pfla, xabmdg npéxervar pafov yia tn
povadikn ovykpotnpévn ék8oon oxetkd pe pia mpaypankétna
1ov va exxivei tovAdxiovov np1v ané vo 1912: To IMandapero Oppa-
votpopeio kar n ¢ilapuovikh tov, 2017.)

T1 yiverar 6pwg pe ug Aaikée povoikée tng Oecoafovikne; Ta
Koppdua tov nadfl, pe faon tn oxeuxn gilofloyia, oxnpaviouv wa
e1k6va yia tnv néfin n omoiq, 6nwe Oa Sovpe napaxdrw, eivar tefika
éva eibog autootepeoypapparog, éva matrix, tou Omoiou TNV e1Ké-
va (napéu Bofih ka1 acapng) dmavieg amodéxovial we MPAYRATIKA,
aouinunti. H oxenuxn gilofloyia toviler ug oxéoeig tne Oecoafovikne
Ka1 tou peprnénuxov (ka nafl, enopévwe, avagepdiacte otny emnoxn
petd vo 1912). Miflael, wotéoo, ka1 yia exeiva ta e18omnoid otoixeia ta
omnoia eyyvdviar tnv eflinvikétnra, kabdg ka1 yia to tomk6 perep-
wop10 (Gpaye, moia n évvola tng HoAILICUIKAG TOMKGINTAS yia va oU-
YKPNTIKO aotKoO KEvpo;). 2e autd emroupei kpiopa xai o Ppafuroe
Koopog, xabéoov Aéyerar 6u n ZupPacifievovca eival 0 IPOACIIOTAC
TOU YVI010U IIAaTp1apx1koU Paftikol UQoug Kal N ouvExeld autoy.

Ta napanavew Siaotpefdvouv tnv npaypaukn eixéva tne Oeo-

his book Thessaloniki: Musical life before 1912, no one had raised
this question before. References to this history prior to 1912
are so few and far between, that one may well have wondered:
was Thessaloniki under some strange musical prohibition?
(However, we should note the three Jewish songs, the lyrics
of which Yorgos Melikis recorded in his book: Folk songs about
Thessaloniki, 1997, as well as the short publication by Dinos
Christianopoulos titled Rebetika songs and Thessaloniki, 1999.
We should also mention the publication by Kyriaki Pitsiorla, as
it is probably the only soundly structured publication regarding
a reality that starts before 1912, namely: Papafeio Orphanage
and its philharmonie, 2017).

But what about the popular music of Thessaloniki? Based on
the relevant literature, when the puzzle pieces are put together
they form the picture of the city, which, as will be shown below,
is ultimately a kind of autostereogram; a matrix with a fuzzy
and unclear image that everyone accepts as true — no questions
asked. The relevant literature stresses the relationship of
Thessaloniki and Rebetika songs (therefore, we are once again
referring to the post-1912 era). However, it also addresses those
unique elements that guarantee its Greek character, as well as
the local repertoire. (Indeed, what is the meaning of cultural
locality for a multicultural urban centre?) This is significantly
supported by the church chanter community, since it is professed
that the ‘co-reigning city’ (of the Eastern Roman Empire, as
Thessaloniki was known) is the defender and continuation of
the authentic patriarchal chanting style.

The above views distort the true image of Thessaloniki,
which is reflected in the sources that have been so blatantly



oaflovikng, avthv mou gavepdvouv 01 mnyég, o1 onoiegc w600 Pa-
vepda vnoupnbnkav, nepippovidnkav kair ayvonfnkav naveAde.
@uaver kamolog va peflethoer tie ninBuopakée anoypagée — amwd
otoixeio yia tnv kavavénon tng nmoflumoditiopikétntag. Ac ava-
pepbei nmwg to 1880, otn oxeukh amoypa@n tou avipikoy mAnbu-
opov oto cave{dxl tng MaxkeSoviag, otnv néfin tng Oeooaflovikng
anoypagovralr 19.926 Mouocoufipavor, 21.671 ‘EAfAnvec, 1.233 BouA-
yapol xa1 25.000 Efpaion...

‘Onwg voviotnke, mfleioteg mnyée pmopotv va oxnpasicouv éva
opTPETo tng I6ANg 600V aPopd tn PHOUCIKA TNE IPAYPRATIKOTNTA.
‘Evag témog émou o1yd oiya o1 eBviopoi pevarpémoviar oe efviki-
opoug — 6nwg navwov tnv mnepiodo tng muong twv peyadwv av-
torparoprdv. O1 eBvikiopoi wbovv tig etepdintee oe paviaciarda
oxnpava ovvelldnronoinong twv eautdv toug mde affidg Opi-
{ovrag pe ovykerpipéva 6pia tov «afflov» ka1 pe ouykexpipéva
6p1a voug i61oug. (O¢ cuvNBwe 6pwe, 01 moAItIoNIKES WOoPMoeIC Kal
npakuxég onavia akoflovbouv tg mofinkée nmpafeic ka1 tic Oew-
pieg vwv Soypndrwv. Mia moflv onpavukh mwuxn, dkpwg eviiapsé-
pouoa péoa oto yevikotepo nedio twv nofiomkdv onouSdv xavd
tnv nepio8o tou véou kéopov twv eBvdv-Kpatdv, eival n povoIKn.

To apxeio tou AApnéprouv Nap (Oeocoaflovikn 1947 - Oeccafo-
vikn 2005), tng fexwpiotne autne mpoocwmrédrntac tne Oecoado-
VIKNG OTOV XMPO TwV ypappdrwv Kai tng diavénong, dev eivai pia
nnyn Onwg autég mou mepleypdenoav napanavw. To apxeio tou
Nap eivar pia moflv coBapn aitia xivnromoinong yia épevva kai
avaditnon twv INyov.

Kava wn 8exaetia vou 1990, o Nap amogaociler va mpofei oe pia
oelpd nxoypagnoewv nfikiopévov EAAnvov ERpaiov, xatoikwv
tng Oeooafovikng, éxoviag tn 81G0eon va Siacwoer Snpo@iAn tpa-
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underestimated, snubbed, and completely ignored. All one need
do is study the population census — tangible evidence for the
comprehension of the city’s multi-cultural character. It should
be noted that the 1880 census of the male population of the
Sanjak of Macedonia indicated that in the city of Thessaloniki
there were 19,926 Muslims, 21,671 Greeks, 1,233 Bulgarians and
25,000 Jews.

As stressed above, numerous sources can paint a portrait of
the city’s musical reality. A land where ethnicism was gradually
transforming into nationalism, as was generally the case during
this period of collapse of the major empires. Nationalism pushes
anything different into imaginary formulations of identity, by
defining “the other” within certain limits, and itself within
other limits. As is usually the case, however, cultural osmoses
and practices rarely follow political acts and dogmatic theories.
Music is a very important aspect, of extreme interest within
the general realm of cultural studies, during this period of the
new world of nation-states.

The archive of Alberto Nar (Thessaloniki 1947 — Thessaloniki
2005), an outstanding figure of Thessaloniki’s literary and
intellectual circles, is a source unlike those described above.
Nar's archive is a truly serious reason to carry out research
and seek out the sources.

In the 1990s, Nar decided to carry out a series of audio
recordings of elderly Jewish Greeks, residents of Thessaloniki,
in an effort to salvage popular songs of the city’s Jews (as well
as some Sephardic songs in general). Additionally, he recorded
certain personal testimonies, narratives about life in the city,
the Holocaust, etc. (it should be noted that the archive also
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youdia twv Efpaiov tng néAng (énwg emiong ka1 opiopéva cepa-
pabitika yevikotepa). Emmnfléov, nxoypagei ka1 tnv mpoowmxrn
ravdBeon opiopévov e€ autdv, apnynoeic yia tn {wn toue otnv
16fin, vo Oforavtwpa k.Am. (Ba npéner edd va avapepOei 611 oto
apxeio vndpxer ka1 n nxoypdenon tou Matabia Niconp, ‘EAAn-
va Efpaiov and wn peyafn iopanfitirn xoivérnta tng Képkrupag,
o omoiog enélnoe tou Oforauvtdparog). AdAwore, o i8i10¢ 0 Nap
eixe Seifer ka1 vwpitepa tn oupndlerd vou ova povoikd nthuava,
exbiSovrag pefétec yopw amd opiopévee Eexwplotée mepinrdoels
tou penepropiou (evleikukda: Or ovvaywyée tne Oeooaglovikne — Ta
tpayovdia pag, 1985). Me Bdaon to apxeio, 01 nxoypapnoeic mpaypa-
tomomOnkav ova ypageia e Iopanflimkne Koiwétntae Oecoaflo-
vikne ka1 oto I'nporopeio «Zaovil Mobiavos.

Tov AexépBpn vou 2011, €61 xpévia petd tov Odvarto tou AfApmnép-
tou Nap, n ovduyog xa1 o1 800 y101 tou Sdproav to ev Adyw apxeio
oto Effilnviké Aoyotexviké ka1 Iotopiké Apxeio Oeoocaflovikng,
to omoio Pn@lomoinbnke ka1 pnopei KAMO10¢ va emoxkeptei. Junv
10tooedida vou EAIA-MIET Si1aBaloupe oxeuka pe to apxeio:

ITpérervar yia ocuvAdoyn 46 rKaocewdv Nxou mou mepiéxouv efpaikn
pouoikn Kai tpayoudia. O1 mepioodtepes Kaoéteg mep1éxouv tpayou-
81a tng euputepng oepapaditikne povoikne nmapadoone. Yndpxouv
KAl opiopéveg nxoypapnoelq Opnorevtkng povoikng. Ilepiéxovial
1000 epaocitexvikée nxoypapnoeic nmouv éxkave o Nap pe Efpaioug
g Oeooaflovikng 600 KAl UIIOPIKES NXOYPAPNOeIS. LNPavilKEe
eivalr o1 nxoypagnoeig flairdv tpayoubidv twv Efpaiwv tne Oeo-
ocaflovikng (mepiéxovial nxoypagnoeig tou onpavukou Oeccafo-
vikioU tpayoudiotn AaBib Xafluéd) rkabwe xa1 Aiywv tpayoudidv
ou oxetilovtal pe tnv epnelpia tou Ofokavtdpavoe. O1 epmopirée
nxoypagnoelg Iepiexouv Kuping yvword cepapaditika tpayoudia

contains a recording of Matathia Nissim, a Greek Jew from the
large Jewish Community of Corfu, who survived the Holocaust).
In.fact, Nar himself had shown his affection for musical matters
previously, publishing studies on special repertoire cases
(indicatively: The Synagogues of Thessaloniki: Our songs, 1985).
According to the archive, the recordings were made at the
offices of the Jewish Community of Thessaloniki and at the Saul
Modiano Home for the Elderly.

In December 2011, six years after Alberto Nar’s death, his
wife and two sons donated the archive to the Greek Literary
and Historical Archive (ELIA) of Thessaloniki, which has been
digitised and is open to the public. The ELIA website provides
the following information regarding the archive:

It is a collection of 46 audio cassettes containing Jewish
music and songs. Most cassettes contain songs of the broader
Sephardic musical tradition. There are also some recordings
of religious music. Also contained are amateur recordings Nar
made with Thessaloniki Jews, as well as commercial recordings.
There are important recordings of popular songs of the Jews
of Thessaloniki (including some of the renowned Thessaloniki
singer David Saltiel), and of a few songs related to the experience
of the Holocaust. Commercial recordings mainly contain better
known Sephardic songs performed by various artists in styles
closer to either the European medieval tradition or Eastern
Mediterranean music idioms.

Let us now briefly discuss the contents of the archives from

a music-centred point of view. The commercial recordings
included in the archives reflect an extremely interesting
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eppnvevpéva amnod Siapopouc kaffiéxvee ka1 pe tpdroue mov min-
o1a{ouv eite otnv eupwnaAikn pecaiwvikn napddoon n oe POUCIKA
181dpaca tne Avavofikne Meooyeiou.

Ag Sovpe tpa cuvontikda ka1 fliyo mo OUCIKOKEVIPIKA Tl Iep1é-
xe1 1o apxeio. Oocov apopd t1¢ epnopikée KUKAogopieg mmou mep1éxo-
vual oto apxeio, ebmd ouvvaviape évav nfoupafliopd, arpwe evliapé-
povta, pe nxoypagnoelg mov npaypatornoimnfnkav ekvoe EAAGSoc
(Iortavia, Toupkia, Iopanil x.a.) ka1 eite apopouv tn Oecoafovi-
Kn, 6nw¢ n rkaocéva nxou «Nochada de Salénica — Cantos judeo-
espafioles de Salénica» (1992), eite tn cepapaditikn mapadoon
yvevikotepa. Emmnfiéov, ouvavrape edAnvikée epmopikée nxoypagn-
oei¢ (dovravée ka1 oe otouvtio) ouyxpovwv kadfitexvdv, o1 omoiol
eite eppunvevouv tpayoudia mou ta ouvavdape Kai oto oepapaditiko
perneptoplo pe Siapopetikd otixo, eite eppnvevouv autoyola oe(pa-
paditika tpayoudia. Eveonwon npoxkadei o pareiog pe apifno 33, o
omoiog mepiéxel 10T0PIKEC nxoypapnoelg amnd vo apxeio tou Martin
Schwartz, 8iGonpou cuifiéktn ka1 epeuvnin tne Siokoypagiag. O
¢axeflog @éper tn onpeiwon: «Sephardic (turkish style) from the
collection of M. Schwartz (University of California, Berkeley)
for the Jewish Museum of Greece and affiliated institutions>.
A1’ 6,u1 gpaivetal, mpoxertal yia oegapaditikou evliapépovioe nxo-
ypagnoeig, oiyoupa amd tn dexaetvia tou 1910 (iowe xar diyo vwpi-
tepa), mou mpaypatomomdnkav omv Toupkia ka1 otnv Apepikn.
Av xa1 Aeirre1 n Sioroypagirn texkpnpinon, ta mepiexopeva autou
tou garédouv eivalr omoubaiou evBiagpépovioe amd moAdéc mruxéc:
nafaiétnta tou uflikoU, mpakukée extéieong yupw amd autd mou
0a Aéyape «Aairkn obBwpavikn povoikn», pouvoika avudavela wwv
nfinBuopwv x.An. Ouaver va avagepOei pia nxoypaenon mou me-
piéxeval ovov ev Adyw ¢dakeflo, n omoia @aivetar nw¢ amoteflei tnv
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pluralism, with recordings made abroad (Spain, Turkey,
Israel, etec.) that either concern Thessaloniki, as in the case of
the Nochada de Salénica - Cantos Judeo-espaiioles de Saldnica
audio cassette (1992), or the Sephardic tradition in general.
Furthermore, there are Greek commercial recordings (both
live and studio) of contemporary artists, who either perform
songs also encountered in the Sephardic repertoire with altered
lyrics or authentic Sephardic songs. File No 33 is impressive,
as it contains historic recordings from the archives of Martin
Schwartz, a famous collector and researcher of discography.
This is the note on the file: “Sephardic (Turkish style) from the
collection of M. Schwartz (University of California, Berkeley)
for the Jewish Museum of Greece and affiliated institutions”. It
seems that they are recordings of Sephardic interest, definitely
dating back to the 1910s (perhaps even earlier), made in Turkey
and America. Although not discographically documented, the
contents of this file are of great interest for a number of reasons:
The age of the material, the performance practices surrounding
what might be called ‘popular Ottoman music’, the musical
exchanges between populations, etc. Suffice it to say, this file
contains what seems to be the oldest recording of the original
Jewish version of a tune that Stavros Kougioumtzis borrowed
when writing his song “Ta prota logia” (First Words), which
was released on the “Mikres Politeies” (Small Cities) LP in 1974.
In the commercial cassettes recorded abroad, we encounter
terms such as ‘Romance Sefardies’, ‘Judeo-Espanyol Sarkilar’,
and ‘Romantic ballads from the great Judeo-espagnol heritage’.
We hear the sounds of habanera, mandolins, ganuns, ouds,
polyphonic vocal music from the southern Balkans (one of



naflai6tepn nxoypdenon tng efpairng mpwtétunng ekboxne wng
pefwdia¢ mou Saveiletar o Xvavpoe Kouyiouptlie ka1 ypager to
tpayoud: «Ta npdura Adéyia», to omoio kukiogopei otov Sioko 33
otpo@dV pe titdo «Mikpée nofliveiec>», vo 1974.

2ItI¢ euriopikée Kaoéree mou nxoypagpndnkav exvée EAAdadoce,
ouvavtdpe 6poug 6nwe «Romance Sefardies>», «Judeo-Espanyol
Sarkilar» ka1 «Romantic ballads from the great judeo-espagnol
heritage>». Axoupe nxou¢ xapnavépag, pavroiliva, kavovakia xai
outia, NxXou¢ MoAUPWVIKNG pVNTIKAC povoikng twv Kdavw Baf-
raviov (xapartnpioukd, éva tpayoudi gépelr tov titlo «Bitola»),
nepuidavapevoug okoroue tng odwpavikng oikouvpévng, OImwe to
«Suite uskudara>, yvwotd o’ epac we «Amné €évo téro>, bel canto
extefléoelq yia mavo ka1 pwvn, ailfld ka1 peyaila hit. Ta veflevtaia
ta ouvavtape toéoo OTIC EUIIOPIKEC Kaof€teg¢ 600 KAl OTI¢ nxoypa-
¢noeic tou Nap, ka1 npéxrertar yia tpayoudia mouv ta yvwpiloupe
napafflaypéva pe S 1apopoue otixoug, 6nwe o «Minash>» ka1 to
«Man yo de los», yooua ¢’ epde weg «To 81k6 pov nandwpa>,
YV@Ootd Kal otoug toupkopwvoue minbuopoie we «Yavuz Geliyor
Yavuz» affld ka1 «Hamsi koydum tavaya>». Ovwwe i adfwg, ta
avubavela pevaft vwv ebvomofitioprdv opddwv eivar apévpnrua,
Ka1 o1 Zepapaditeg, popeic ka1 Se€apevée evepdxiintwv mapaddéoewv
(6nwe ddflwore ka1 o1 Aokeval Bopeidtepa), IPWTAYW®VIOTOUOAV
oto endyyefdpa vou povoikov (yia voug ‘EfAflnvee Yepapabitee, ac
OReQToUle TI¢ meplintooelc twv Bokevalu xar Xaokni).

‘Ocov apopd autd ta avubavela (rfleiota 6oa oto apxeio vou Nap),
8ev pmopei va anogeuxBei n avagopd otov aylo Baoifin tov xoupap-
wlh (va yvword pag xafavia «Ayioc Baoiflng épxetar»). Ipdxerva
yia nxoypdagnon vou Nap tng omoiag o1 otixol piflave yia tnv anepyia
wwv Kkanvepyar®v to 1936, anepyia mou exivnoe otn Oecoafovikn.

the songs is characteristically titled “Bitola”), nomadic tunes
of the Ottoman world, such as “Suite Uskudara”, known to
Greeks as “Apo Xeno Topo” (From a foreign land), bel canto
performances for piano and voice, and other major hits. The
latter are encountered in the commercial cassettes, as well as
in Nar's recordings; they are songs with several versions with
different lyrics, such as “Minash” and “Man yo de los”, known
to Greeks as “To Diko mou Paploma” (My Quilt), and among
Turkish-speaking populations as “Yavuz Geliyor Yavuz” and
“Hamsi Koydum Tavaya”. In any case, there are countless
examples of such exchanges among ethnocultural groups, and
the Sepharadim (just like the Ashkenazim further north),
who transferred and preserved heterogeneous traditions, were
outstanding musicians (famous Greek Sephardim musicians
include Roza Eskenazi and Stella Haskil).

As regards these exchanges (numerous in Nar's archives),
one cannot but mention “Agios Vasilis Koumartzis” (St. Basil
the Gambler), the well-known Greek New Year's carol “Agios
Vasilis Erchete” (St. Basil is Coming). In Nar’s recording the
lyrics reference the tobacco workers’ strike of 1936, which
started in Thessaloniki. In fact, according to historical sources,
the Thessaloniki proletariat was a mainly Jewish affair, and, as
such, played a catalytic role in the dynamic presence of Jews
in Thessaloniki’s popular music. The lyrics of “Agios Vasilis
Koumartzis” (St. Basil the Gambler), as sung by Bienvenida
Mano on 23 March 1996 at Saul Modiano Old People's home, is
breath-taking (File 001, track 4):
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Aflflwote, 6nwe mporUIITel amd TI¢ 10T0PIKES INyeEe, to mpofievapidro
e Oeocoafovikne nuav kavd PBaon efpaikn vmébeon, ovoixeio mou
nailer xkavafluuké péflo otn Suvapkn twv ERpaiwv ot Aaikée pou-
o1kéc tne néAng. O otixoe tou «Aylouv Baoifin xoupaptéi», 6riwe tov
tpayoudder n Mmevfeviéa Mavo otic 23 Maprtiou tou 1996 ovo I'npo-
ropeio «Xaovll Mobiavo>», cuyriAoviotikoce (paxefloc 001, track 4):

Agios Vasilis koumartzis

hisieron greve los tutungis

porke avia pina

no se skrive con lap ni con penina.

Ayio¢ Baoifine kovuaptfng
Ol Karnvepyareg arepynoave
yiati eixe reiva

e ypaperar pe puoffoPr ovte ue riéva.

Yvo apxeio tou Nap ouvavtdpe tpayoudia toufldxiotov oe mévie
yildooeg: Aavtivo, efpaird, apapaikdg, eAfiinvikd ka1 tovprika. Ka-
noia extedouvra a capella, GAfla pe tn ouvobeia mag xiBapag, afia
pe afld tovupkra opxnotpeg, evd ocuvaviape Kai mo 1816popees evop-
xnotpdoelg ka1 pi€eie evopxnorpwuikov napaddécewv. H nilelovornta
twv avBpdrwv mou nxoypagei o Nap, 8ev eivar emayyeflpatieg pou-
o1koi. ‘Opwe, ouvavidpe Kal Heplrmoel Ipwtaymwvioudy, 01 oroiol
pe tov évav n tov aflflov tpomo énaiav péflo ota povoikd, 6rwe, yia
napaderypa, o Aafid Zafuéd ka1 o1 Mooé ka1 lak®dp Xaféyoua.

O ava xeipag diokog, Aoindv, anoteilei évav pépo tpng otn cuvo-
firérepn poondBera tou Adpumnéptou Nap va Siacdoer tnv mpay-
pauxkétnua tne méine vou. Anoveflei, ermong, onpeio avagpopdg yia

Agios Vasilis koumartzis

hisieron greve los tutungis

porke avia pina

no se skrive con lap ni con penina.

St. Basil the Gambler

the tobacco workers went on strike
because of hunger

it can’t be described with pen nor pencil.

We encounter songs in at least five languages in Nar’s
archive: Ladino, Hebrew, Aramaic, Greek, and Turkish. Some
are sung acapella, others are accompanied by guitar, others by
Alla Turca orchestras, while there are even some more idiomatic
orchestrations and mixes of orchestration traditions. Most
of the people Nar recorded were not professional musicians.
However, there are some cases of “protagonists”, who played
a role in the music scene in a variety of ways, such as David
Saltiel, and Moshe and Jacob Hallegoua.

The disc you are holding in your hands pays tribute to the
overall effort Alberto Nar made to salvage the reality of his
city. It is also a point of reference in structuring Thessaloniki’s
historiography. This publication includes some of the most
outstanding recordings, which, if nothing else, reintroduce the
city to its own citizens and the rest of the world, in Greece
and abroad, seeing as this is a trilingual publication, thanks
to the initiative of Ianos Publications. There is no doubt that
this publication will drive further research into the music of
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tnv o1ko86pnon tng 1otoploypagiag tne Oeococaflovikne. H éx8oon
nep1éxel oplopéveg amd tg mo £exwPlotée NXoypaPnoelg, ol oroieq,
av pn u afflo, cuocthvouv ex véou tnv méfln t6oo otoug Kavoikoue
g 600 ka1 otov undfoimo rKéopo, evide ka1 exkvoe EAAaGdoe, pa
ka1 n éx8oon auth eivar tpiylwoon xdpn otnv mpwrofouilia twv
exb6oewv «lavoe». Avapeifofla, n éxdoon auth Oa amoveféoer
epafltnplo yia tnv nepaitépw épeuva yopw amd tn POUCIKN Ttne
Oeooaflovikne. H néfln, n onoia o8nynbnke (naffov, tne empBan-
Onke) va xpUPer xaild o mapedBo6v tne, cuxva mapovoidletar we
pntpa povairk®v. Kpivovuag Aommév ané wnv avunap€ia épevvac
ra1 ex8ooewv, tibeval to e€ne epdvnpa: H m6An yevvael povoikoie
ka1 pouvoikég affla Sev Oéfer va piAaer y1’ autoue ka1 y1’ autég;

O Pagaédl ‘Of1, yevvnpévoe otn Oecoaflovikn to 1924, otéAverar
pe t Bia ovo Aouvofitg ouig 6 Amnpifliou tou 1943. O Nap tov nxo-
ypagei ouig 3 Noepfpiou tou 1992 (@daxeiog 007, track 28). Ta
ouxdkia mov tpayouddaer and éva vpayoud: tou IaxdB Aefn mou
10 OKap@iotnke péoa oto otpardnedo cuykrévipwone tou Aouvofitg,
xpnoipormnolouvral ev eiber emfidyou (ka1 mpooeuxne):

Xpoévia etpar parpid oov, aviod rlavabnra kai jo
ua to xaua oov, Efidaba, riavia ey to vooraflyd
eioai n rpdrn pov rarpiba, kai roté Sev oe Eexvad
eioai n ripdin pov narpiba, kai yi” avré oe vootaylya.
Eipaur arté o Pefn Bap&apn, tov riaflié ovvoikioud,
EBpaiériovfia JePéviec eibaue exei to pae

1o pawvafw rar kavxiéual, eiuar Oeooafovikidg

kal Ba eipar we¢ to téflo¢ yvhoroe kai motée Pauiée.
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Thessaloniki. The city, which was led (or, rather, forced) to hide
its past well, is often presented as a cradle of musicians; judging
from the dearth of research and publications, the following
question arises: Is Thessaloniki the birthplace of musicians and
music genres that it doesn’t want to talk about?

Rafael Oli, born in Thessaloniki in 1924, was sent to Auschwitz
by force on 6 April 1943. Nar recorded him on 3 November 1992.
The verse he sings is from a song by Jacob Levi, who made it up
while imprisoned at Auschwitz concentration camp; it is used in
lieu of an afterword (and as a prayer):

ve been away from you for years, wandered and lived far and wide
but always yearning for your soil, Greece
you are my first homeland, and I never forget you
you are my first homeland, and so I yearn for you.
I am from Rezi Vardari, the old quarter
young Jewish lads, first saw the light there
I shout it out, and boast: I am a Thessalonian
and to the end I'll remain a true and faithful Romios (Greek).
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