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Triple-double-single course guitar in re-entrant tuning with right-hand pedal —
first world recording (tracks 2-7)
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SMARO GREGORIADOU: reinventing guitar!
New perspectives in guitar sound

01 Domenico Scarlatti (1685-1757): Harpsichord Sonata L23 5:24
*Guitar with scalloped frets & movable back/ high tuning
02-07 Johann Sebastian Bach (1685-1750): Lute Suite BWV 995 24:00
*Triple-double-single course guitar/ re-entrant tuning (recording premiere)
02 Preludio 6: 07
03 Allemande 5: 47
04 Courante 2: 14
05 Sarabande 2753
06 Gavottes I-11- 4: 40
07 Gigue 2:20
08-11 Antonio José (1902-1936): Sonata para guitarra (1933) 21:00
*Classical guitar with metallonylon trebles
08 I. Allegro moderato 8: 27
09 Il. Minueto 2: 59
10 Il. Pavana triste (Lento) 4: 42
11 IV. Final (Allegro con brio) 5: 44
12 Yorgos Kertsopoulos (1952): Some Colour’s Rhythms 3:47
*Classical guitar with metallonylon trebles
Smaro Gregoriadou (1969): Balkan Dances 10:30
13 Balkan Dance No. 1 on a Bulgarian folk theme 3:44
*Guitar with scalloped frets & movable back/ high tuning
14 Balkan Dance No. 2 on a Greek epic song 6:45
*Classical guitar with metallonylon trebles/ low tuning
TOTAL PLAYING TIME 66:02

All works arr. Smaro Gregoriadou




SMARO GREGORIADOU interprets
Baroque, Romantic and Contemporary music on
three guitars different in type, number and mater-
ial of strings, timbre and tunings (recording pre-
mieres). They feature Kertsopoulos’ Asthetics
(guitars, strings, acoustic applications of evolved
specifications), a thorough research on history
and aesthetics of guitar involving numerous sug-
gestions on interpretation of old and new guitar
repertoire, accomplished by Greek guitarist and
guitar-maker Yorgos Kertsopoulos.
Participating in the effort to revive the aesthetic
experience of different historical forms of guitar,
Smaro Gregoriadou projects on an international
scale the need for a re-definition of the instru-
ment’s sound and technique. This yields an inter-
pretive perspective that stands as the nucleus of
her art: reinventing guitar!

To write about the guitar as a single type of
instrument is highly misleading; it implies a
uniformity that never existed. Long before the
modern guitar was established as a six-string
concert instrument with tenor to bass disposi-
tion bearing single nylon strings, it had during
the centuries undergone enormous modifica-
tions in shape, proportion, tuning, stringing,
number and materials of strings, playing tech-
niques and social role. There was the
Renaissance four-course guitar and six-course

vihuela, Baroque five-course guitar — the so-
called “Spanish”— and chitarra battente with
five triple strings, and finally six-course guitar,
which emerged in Spain around 1770 and sur-
vived there for approximately 70 more years as
a transitional stage before the six-string guitar
of the 19th century. All of these genuine
branches of the guitar’s tradition were high-
pitched and had double or triple courses of gut
or metal strings, their tunings being re-entrant’
and non-standardized. Early instruments, once
flourishing in the hands of remarkable inter-
preters all over Europe, now obsolete, con-
tributed nevertheless to the creation of the gui-
tar’s unique sound identity, fundamental fea-
tures of which have always been unconscious-
ly registered and freely incorporated in the
experience of anyone involved with playing
the guitar ever since. In 1948 the eminent mae-
stro Andres Segovia, in collaboration with
strings constructor Albert Augustine, intro-
duced nylon strings. Segovia’s vigorous per-
sonality and sublime art of playing convinced
guitarists to adopt this new string material, in
spite of significant disapproving reactions that
were initially expressed against nylon’s dull-
ness and poor quality of tone, up to then con-
sidered totally unacceptable.

As time passes and research deepens our
response to the music of the past, the modern

I Re-entrant tuning. In early instruments that had double or triple courses, certain lower strings were often tuned at
a higher pitch than the upper ones, so the sequence of open strings did not follow a low-to-high pattern across the neck.




guitar’s limited ability to convincingly perform
Renaissance, Baroque and Classical repertory is
more and more emphasized by specialists, and
demands flexible alternatives. Transcribing old
music onto the 20th century guitar, a practice in
which generations of guitarists are always
keenly involved, deserves a re-evaluation in the
light of new historical-aesthetic evidence on the
guitar’s tradition, a lack of which might seri-
ously detract from this music’s spirit.

KERTSOPOULOS ASTHETICS consist of a
continuous retrospective research on the gui-
tar’s history and traditions that belong in the
vanguard of scientific, technological and
artistic advances in the world of classical gui-
tar today. It involves a series of pioneering
achievements in the fields of guitar and
string construction, aiming: (a) to connect the
contemporary guitarist with obsolete histori-
cal forms of guitar, and (b) to expand the
modern guitar’s technical limits, offering
potential solutions of its undesirable com-
plexities, namely low volume, imbalance in
the transmission from 3rd to 4th string, dull-
ness of trebles, and poor quality of tone.

Innovations include: (a) new materials and
types of strings offering such interesting pos-
sibilities as: double/ triple-courses, re-entrant
stringing, wide range of tunings lower or
higher than ordinary, multi-timbre explo-

ration and tone-colour diversity, bigger vol-
ume and sound projection, access to unex-
plored tonalities; (b) complex applications of
evolved specifications resulting in a signifi-
cant reinforcement of the guitar’s sound
(right-hand and movable-back pedal mecha-
nisms, scalloped frets, soundboards of vari-
ous shapes, etc). Achievements include: (a)
creation of a guitar family and complete gui-
tar ensembles; (b) credible, historically coher-
ent, convincing interpretations of Renaissance
and Baroque guitar repertory (original music
or transcriptions); (c) new sound horizons for
contemporary composers to explore; (d) cre-
ation of aesthetic preferences that encourage
interpretational diversity.

About Yorgos Kertsopoulos, inventor and
author of Guitar’s Mathematic model (1983),
Zsthetics (1994) and Pedal guitars (1994), we
read in Das Musikinstrument (Frankfurt
1983):"Being a holder of different discoveries
in the theoretic and practical constructional
field of the guitar and acoustics in general, he
constructs instruments of an unparalleled —
by today’s standards — acoustic performance
in quality and resonance.” José Ramirez III
mentioned: “From now on, after the discover-
ies of Mr. Kertsopoulos, better guitars will be
made in the world. His work has scientific
originality, and is at the same time full of tra-
ditional truths: it incorporates everything!”




INSTRUMENTS

In this recording I use three instruments of
Kertsopoulos’ construction:
Triple-double-single course guitar (right-
hand pedal) in re-entrant tuning - premiere
recording (pictures 1[a,b,c,d] on inside front
cover, tracks 2-7): Used especially in
Renaissance and Baroque repertoire this
remarkable guitar has a special sound timbre
due to double and triple courses of strings
tuned in c#’. Strings are made of diverse
materials (metal, metallonylon, thread). The
first two are single; the 3rd and 4th courses
are double, an octave apart; the 5th and 6th
courses are triple, a double octave apart. This
guitar’s main features (wide range, generous
tone colour and sonority, re-entrant character
of stringing and tuning) refer to the construc-
tional tradition of lute and early guitars. In
this recording it is tuned as follows:

=0
% v s e

to

Tuning of triple-double-single string guitar

Single-stringed guitar in ordinary or low tun-
ings with right-hand pedal (pictures 2[a,b,c]

on inside back cover, tracks 8-12, 14): Trebles
are metallonylon, a string material which com-
bines nylon’s tenderness with wire’s brilliance,
largeness and duration of attack.
Single-stringed high-tuned guitar with right-
hand/movable back pedals and scalloped
fingerboard (pictures 3[a,b,c,d] on inside back
cover, tracks 1, 13): With its distinctive sound
colour and demanding left-hand technique
due to scalloped frets, this high-tuned guitar
performs early music as well as modern
works with ease. It possesses a movable back
which alters the air cavity while playing.

PROGRAM

In transcribing music from original instru-
ments such as lute, cello or harpsichord to
modern guitar, the sound identity of each one
of these instruments should be decisively con-
sidered. Johann Sebastian Bach (1685-1750)
composed the Suite in C minor in 1720 initially
for cello (BWV 1011) and transcribed it
between 1725 and 1730 into G minor for
Baroque lute (BWV 995). In his time the lute
was an instrument with 13 courses of strings:
first and second were single and all the rest
were double, tuned in bourdons’ and
scordatura’, depending on the tonality’s
requirements and the interpreter’s taste. For

2 Bourdon. A heavy bass string often used together with a light string tuned an octave higher on the lower

courses of early instruments.

3 Scordatura. A tuning in which the pitch of one or more of the strings is changed from normal.




Suite BWV 995 Bach added to the lute a low
14th course himself — a double G. The left
hand fingers would normally reach the first to
eighth courses, so the other six courses were
played exclusively by the right thumb. This
resulted in an enriched sonority and wide har-
monic perspective, since various consonances
of middle and low frequencies were gently
blended with the polyphonic environment of
each phrase, consonances that might perhaps
disturb modern listeners’ ears, but for the spe-
cific historic era were fundamental.

way compared to our modern western soci-
eties that are conditioned to perceive tones as
neutral mathematic units in the service of a
restrictive acoustic platform, intonation. They
would feel the brandishing of double courses’
reverberations vibrating next to actual pitches;
experience (always in the frame of each given
tonality and polyphony) a multi-consonant
texture of micro-intervals, similar to what a
voice or a chorus would prompt them to,
when improvising freely on a cantus firmus or
a Byzantine sacred chant.

The Bach’s Lute Suite BWV

995 is interpreted here on an
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Baroque lute tuning

The use of double or triple courses in the con-
struction of plucked instruments had a long
tradition which is still alive. Double strings,
especially when tuned in octaves, obviously
did more than colouring one instrument’s tim-
bre or enhancing volume: they reconciled
sounds of farthest antiquity (ancient genres,
Pythagorean diatonism, micro-intervals /beat-
frequencies) with equal temperament.
Audiences of older periods would indeed
comprehend sound in a radically different

®% ®% %%  astonishing instrument for
Baroque music played in a
world premiere recording, a triple-double-
single course guitar in re-entrant tuning
((M=c#’). The transcription is based on the

Brussels manuscript.

Domenico Scarlatti (1685-1757): Harpsichord
Sonata L23. “As far as we know, Scarlatti
never played the guitar, but surely no compos-
er ever fell more deeply under its spell... The
very harmonic structure of some of his wildest
dissonances seem to imitate the sound of the
hand striking the belly of the guitar... they
seem to be determined by guitar’s open strings
and its propensities for modal Spanish folk
music'.” Domenico Scarlatti, a phenomenon

4 Kirkpatrick, Ralph: Domenico Scarlatti. Princeton, 1953
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in music history, was influenced by the guitar
but never wrote for the instrument, “another
missed opportunity in the guitar’s history,” as
Graham Wade put it’. He is however definite-
ly linked with the instrument, since Segovia’s
transcriptions of Harpsichord Sonatas, which
“sounded as if they had indeed returned to
the source of their natural inspiration®.”
Scarlatti was unique: a virtuoso on his instru-
ment who never appeared at any public per-
formance. A productive composer who did
not have any particular interest in the accep-
tance of his extraordinary output of Sonatas
(no less than 555!) and for the major works of
whom we do not even possess manuscripts in
his own hand. Deeply inspired by English
virginalists; old masters of toccatas, especially
Girolamo Frescobaldi (1583-1643); German
composers, especially Handel (1685-1759); but
mostly south-Italian folklore, through which
he transmitted his music in the rest of Europe,
Scarlatti created significant work that indeed
exerted little direct influence on his contem-
poraries. This work nevertheless contributed
— as did Bach’s via a different path — to the
great tradition of keyboard instruments, this
valuable heritage that was fully explored by
great composers of the following centuries.
As was the case with most composers of his
era, Scarlatti was only re-discovered in the

19th century; while in the 20th century it was
Béla Bart6k who, publishing Scarlatti’s
Sonatas for teaching purposes and perform-
ing them frequently on the piano, contributed
to a real renaissance of this great master,
whose significant ceuvre still awaits creative
approaches from interpreters of the present
and future.

The harpsichord’s sound is not produced
through hammers striking sets of strings as
in the piano, but by means of small hooks
that pluck them like plectra, thus creating a
very distinctive sound character more of a
plucked than of a keyboard instrument, one
that purposely reminds one of the lute — the
most respected European instrument until
the 18th century: dryness and brilliance pre-
dominated. If the modern guitar could pro-
vide a similar aesthetic quality for its numer-
ous transcriptions from pieces originally
written for harpsichord, composers’ inten-
tions would be significantly fulfilled and
interpretations would attain a satisfactory
level of historic consistency. Scarlatti’s Sonata
L23 (K380, original in E major) is interpreted
on a high-tuned guitar (I =a’) with scal-
loped fingerboard and movable back.

“He will become the great Spanish musician of
our century” predicted Ravel of Antonio José

9 Wadc, Graham: Traditions of the Classical Guitar, London 1980, p.95 6 Wade, p.76
7 Gutierrez, ].B.[Romero, F.G./Palacios Garoz, M.A.: Antonio José, Miisico de Castilla. UME, Madrid 1980, p-9




Martinez Palacios (1902-1936). And most like-
ly he would have been, had he not been shot at
the age of 34 by the Falanguist militia during
the Spanish civil war. Although his premature
death was therefore similar to Federico Garcia
Lorca’s, his work did not receive the earnest
acceptance that destiny reserved for the great
poet and dramatist after his death. José, who
used his two forenames as a pseudonym, was
an intellectual and cultivated man with as gen-
uine a commitment to Spanish folklore as to
modern influences of his time: Impressionism,
Neoclassicism, and personalities like Ravel,
Falla, Lorca, Picasso, Dalf; a modest young
musician whose artistic reputation, when
rarely noted outside his native region, Castile,
suffered from conservative critics” contempt.
He definitely belonged with the cosmopolitan
representatives of hispanidad, that particular
idiosyncratic heritage of Spanish culture that
the nationalism of the civil war tried violently
to decimate. This great Castilian composer was
unexpectedly re-discovered in 1980 after near-
ly a half-century of oblivion. His work includ-
ed two original solo guitar pieces, Romancillo
infantil and Sonata para guitarra (1933), dedi-
cated to Regino Sdenz de la Maza. The Sonata
enriches the literature of guitar music com-
posed between the two world wars. Liberated
from the typical conformity that characterizes
most guitar compositions of the same time, it
incorporates a clear and solid symphonic line,

blended with authentic Spanish folk colours
and impressionistic harmonic textures. The
Sonata’s inspiration from the pianistic Ravel,
especially his Sonatina, is quite obvious and in
spite of the fact that José did not play the gui-
tar nor know Segovia, this work undoubtedly
belongs to the first rank of sonata-form compo-
sitions for the instrument, the fruit of an inge-
nious musical mind. The Sonata is interpreted
on classical guitar with metallonylon trebles

(D=e").

The composition Some Colour’s Rhythms
(1991) by Yorgos Kertsopoulos (1952) is distin-
guished by its rich tonic exploration and beau-
tiful harmonies, which evolve along the lines
of a composite arpeggio texture. It expresses
the idea of a sound continuum perpetually
moving, reflecting the composer’s philosophi-
cal and scientific concerns on space-and-time
dimensions, limitations and symmetries. The
composition is interpreted on classical guitar
with metallonylon trebles (D=¢’).

Two Balkan Dances by Smaro Gregoriadou
(1969) in fantasia-form are based on themes,
rhythms and melodies derived from the
Balkan music heritage. The idea of using
diverse types of guitar within the same com-
position was inspired by the considerable
variety of traditional instruments with
unusual techniques that exist in the Balkans.




In the hands of outstanding folk musicians
these remarkable instruments and playing
techniques revive tradition in a continually
refreshing manner; it is exactly this spirit of
essential continuity that most “classical
music” interpretations would long to gain,
indeed. To these astonishing musicians, her-
alds of simplicity, this composition is cordial-
ly dedicated. Dance No. 1 is based on a
Bulgarian folk theme and is performed on a
high-pitched guitar (D=a#"). Dance No. 2 is
based on a Greek epic song from Karpathos
and is performed on classical guitar in low
tuning (MD=d’).

AUTHENTICITY

In examining reliable ways to interpret early
music, we are led to the question of “authentic-
ity.” What did period instruments really sound
like? Do they represent real authenticity?

From the Middle Ages onwards, each
category of instruments was characterised by
an inexhaustible variety in shapes, tunings,
tone colour, and number and quality of
strings. Considerable differentiations in con-
struction existed between instruments of dif-
ferent countries, as also from maker to maker
within the same area, since luthiers, having
been from the Renaissance associated in com-
petitive craft guilds with high standards of
proficiency, usually shielded their know-how
in a hermetic secrecy. All early instruments

that have managed to survive the ravages of
time and were used by ongoing generations
of musicians — even those instruments that
have lasted until the present time — have
during the centuries undergone so serious a
change in construction and social role, that
we can only make assumptions on how they
initially sounded. Early theoretical treatises
and pictorial instrumental depictions have
been frequently distorted, misunderstood or
used symbolically. Music scores do not pro-
vide an accurate means of comprehension of
early music, mainly designed as they were
for the first — and more often than not the
single — performance of a cantata or mass,
which was given in the presence of the com-
poser himself and was subject to changes
depending on the taste of the soloists or mae-
stros who would interpret the same work
afterwards and who, especially in the
Baroque era, were considered as second com-
posers. Additionally, the laconic proportions
of a Bach or Handel masterwork do not any-
more fit into the huge concert halls of a mod-
ern metropolis, and today’s audiences do not
hear as in Frescobaldi or Purcell’s time, since
their sound sensations and perceptions have
been enriched with a wide sound experience,
such as Romantic, Impressionistic,
Dodecaphonic and electronic music, not to
mention the noisy sounds of today. In the
gap that finally divorces the modern listener




from early performance, the evolution of
technology that has made contemporary
instruments able to surpass important disad-
vantages of older ones obviously contributes:
plucked instruments’ tiny sound, winds’
weak intonation, strings” lack of resistance
and tonic accuracy.

“...Itis our present we are interpreting...”
Ferruccio Busoni® writes in ‘Selbst-Rezension’:
“One follows a great example most faithfully
by not following it: for an example becomes
great when it deviates from the one preced-
ing it.” Paul Hindemith’ writes in his essay
on Bach: “It is not enough for us to use a
harpsichord as continuo instrument. We
must string our string instruments different-
ly; we must construct our wind instruments
with the scalings of the time; and we must
even recreate the relationship of choir pitch
and chamber pitch in the tuning of our
instruments.” Paul Henry Lang", the distin-
guished music thinker, wrote on the subject:
“It is fair to conclude that old instruments
and the playing of them do not necessarily
represent real authenticity, for there is a sig-
nificant gap between the ideal and the possi-
ble; we must temper what may be historically

desirable by what is practically and aestheti-
cally reasonable in order to realize the com-
poser’s aims and intentions, even those he
could not always carry out with the means
available to him. It is always our present we
are interpreting, but we are doing so by look-
ing into the past. The question is that of new
approaches, not only the solving of old rid-
dles and problems.” How, indeed, have
important composers treated the work of
their predecessors if not by “reinventing” it
in many different ways! Bach made changes
to Palestrina and Mendelssohn to Bach.
Mozart re-instrumented Handel; Grieg har-
monically enriched Mozart sonatas; Mahler
recomposed Weber; and Bach's recitativi are
interpreted in full instrumentation nowa-
days. Every genuine composer perceives old
masters” work through his spontaneous artis-
tic judgment as through his era’s eyes, in the
same way as every new historic period
reserves for (Edipus, Antigone or
Prometheus a view afresh.

A similar approach is herewith present-
ed; I cordially offer, to anyone who is inter-
ested, a world of personal reinventions!

Smaro Gregoriadou

8 Ferruccio Busoni: “Selbst Rezension,” Von der Einheit, p-175
9 Hindemith, Paul: Johann Sebastian Bach. Ein verpflichtendes Erbe. Im Insel-Verlag 1958, p.11
10 Lang, Paul Henry: Musicology and Performance, p.175-184, 199-209. Yale University Press, 1997




SMARO GREGORIADOU
www.smarogregoriadou.com

www. youtube.com/sgregoriadou

Greek guitar soloist and composer Smaro
Gregoriadou studied Classical Guitar with
Yorgos Kertsopoulos and Music Composition
with Yorgos Sioras in Athens. In 1996 she
was awarded a Senior Exhibition Scholarship
as a postgraduate classical guitar student of
Carlos Bonnel at the Royal College of Music,
London. She participated in intensive master-
classes worldwide led by distinguished spe-
cialists of our time, such as guitarists Jesus
Castro-Balbi, Roberto Aussel and Paul
Galbraith, composers Theodore Antoniou
and Dinos Konstandinidis; and pianist-con-
ductor George Hadjinikos, whose illuminat-
ing teaching has been an important influence
on her career. She was the recipient of
numerous music awards both for composi-
tion and solo guitar interpretation, which
allowed her to present her work in Greece,
most European countries, Turkey, Canada
and the USA. Smaro has been soloist with
major Greek symphony orchestras, ERT
Symphony Orchestra of Contemporary
Music, RCM Symphony Orchestra, and the
Slovenic String Orchestra. Her compositions
have been premiered by ALEA III (Boston
2005), Ensemble Octandre (Bologna 2003)
and commissioned by Biennale Rome (1999)
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and the Byzantine and Christian Museum
(Athens 2002). Today Smaro Gregoriadou
devotes her artistry to solo guitar perfor-
mance, teaching, music composition and
research on the musicality of ancient Greek
speech and drama, leading diverse artistic
activities and conducting workshops world-
wide. She is the officially qualified artistic
representative of Kertsopoulos /Zsthetics
worldwide. She is also a member of the Greek
Composers Union and founder member of
Echoes Theatre Company (first production:
Sophocles” Antigone in original ancient Greek
text, 2007).

RECORDING INFORMATION

Recording producer, notes: Smaro
Gregoriadou. Recording engineer, editing,
mixing, mastering: Demetrios Agerakis, Black
Digital Studio. Digital processing: APOGEE
ADS8000. Microphones: Manley Cardioid,
AKG Solitube. Console: D&R Cinemix.
Guitars: Yorgos Kertsopoulos. Photos:
Demetrios Economides; except lower right
booklet back cover, by Anna Marangoudaki.
Cover design: “Sensual Symmetries of the
Transcendental” by Yorgos Kertsopoulos, from
a series of computer graphic interpretations.




SMAPQTPHI'OPIAAOY: Reinventing guitar!

01 Domenico Scarlatti (1685-1757): Sonata L23 yia toépnaio 5:24
*Ypipwvn xbdoa pe oxadtd tdota & ®uvnTr) Al
02-07 Johann Sebastian Bach (1685-1750): Lute Suite BWYV 995 24:00
*KiOdoa toutho-Outho-povay xoedmv pe uxtd xotpdoua
(A’ mayxoopa SLornoYQadLAT) TUEOVoiaot))
02 Preludio 6:07
03 Allemande 5:47
04 Courante 2:14
05 Sarabande 2:53
06 Gavottes I-1I-1 4:40
07 Gigue 2:20
08-11 Antonio José (1902-1936): Sonata para guitarra (1933) 21:00
*Khaoowxn x0aoa, petallhovavioy zavrivia
08 1. Allegro moderato 8:27
09 Il. Minueto 2:59
10 11I. Pavana triste (Lento) 4:42
11 1V. Final (Allegro con brio) 5:44
12 INmoyov Keorodmroviov (1952): Karorov Xpooparos Pvbuoi 3:47
*KAiaoowmn #0aoa, petalhovaviov zavrivia
Tunapns Fonyoorddov (1969): Bakzavizoi Xoopoi 10:30
13 Baixavixoc Xopog nr 1 og BovAiyaotxo iaixo Oéua 3:44
*Yapipwvn #u0doa pe oraprd tdota & »wvnti mhdn
14 Badnavixés Xooog nr 2 0€ EAANVIHG EmxO TOAYOUOL 6:45

*Khaoouxn #1040, LeETaAAOVAVAOY ZavTivia, xapnAd 2o0odopa

LYNOAIKOX XPONOX 66:02

Merayoadés, mpooapunoyés: Znaon Fonyoordadov
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HEXMAPQ IPHI'OPIAAOY counvevet povow)
Yy 20O e 00y ava Xl OVEOIONATE OV
TAQOVOLELOVTAL UL TTOWTY POOE TTV
»tOaprotixn dwoxoypapla. Arapoporowvvrat
OTOV TUTTO, TO XOVENOUA, TOV aplbuo xat To
VAXO TV YOQOWY, AVAAOYa HE TO VYOS TS xaOE
LOTOQIXNE TEQLOOOV TTOV HAAOVVTAL VX
EQUNVEVOOVY . AVILTROOWAREVOVY TNV AlotnTtix)
Keoroomoviov (x0apeg, yopO£s, eldixés
AHOVOTIHES EPUAPUOYES), pla TPWTOTOOIAX]
HOVOXY TOOTAGN TOV X0AQIOTA - XATAOXEVAOTI]
lwpyov Keptoomoviov oyetindg ue v
avaflwon Tmy OUPOQETIHWY ITTOQUXWV TUTUWYV
N X0AOAUS XAl T NEVQUVON TWV PYNTIXOV TS
dvvaroryrwy. H Zuaow I'onyopuadov
uetéyovras oty swoondbewa avafilwons e
woOnTs sprtEplas Tov 0Py avoy, TPOPUALEL
AEOVOHS TNV Avay Ao THTA ETAVATROTOOQITOT
TOU IOV XAl TS TEYVIXNS THE XAROOLAIS
mbapac. Avty slvaw g évvora tns AEEnNS
«ETMAVEPEVREON » OV AAOTEAEL TOV TTVONVAE TS
Téyvns s reinventing guitar!

To va Bewpovpe Ty ®OGEQ EVA HEPOVOPEVO
TUIO 0P YAVOL EIVAL OXETA TTUQATACVITIZO:
exPALeL pua opoloyEvewr stou Toté dev vmjpse.
Tnv emoyh) e Avayévvnons 1 #z0doa £aule fwg
pia oxtaPa YynadTepa antd v onueoiviy. Elxe 4
Ceuydoua xopdMV ToU pE TO TEQUOUM TOV XEOVOoU
eEerlyOnrav oe 5 zaw telnd 6, TRV nATAANEEL Va
mafletan pe 6 poveg xopdéc omws onuepa. Emiong

o COTaVY pe oA dudoQeTind xovEdlopaTa
ou fray ovuviifws vpidgwva, petafinrd xo
T %L elxe 0EOES atd £vreo, pETallo, PETGEL,
To 1948 o omovdaiog zbaplotag Andreés Segovia
pe 1) Pon0eia Tov zaTaoxEVaoT) xoedmv Albert
Augustine, €101 yaye g L0pOEg and vaviov. H
LOYVQT) TOU TQOTWMMAOTITA XL TO OELVO TOV
(Epo zar@depayv va neloovv Tovg ®baploteg
va viofeThoovy 1) vEa auti aoOnTxl, taed ug
oNpavTiEs avudphoels mou diervamtnxray
ARG AOY® TS aovviioTa yia ta dedopéva
TS £EOYTE HOVVTHS XOOUIS TOU VAVAOV -TOALOL
ovvOéteg o #baQLoTés Omwg oL Barrios zou Villa-
Lobos mOOTHOvoay HeTaAM%ES KO0ROES. ZNpeoa
OLOG 0 ®OopOC amoAapufdver Tyv, naxiag 70
mERmov xoovmv, xbaprotixl) cuobnuxr Segovia-
Augustine: TaUTOYQOVI OpNS, 1] TEQLOQLOMEVT]
JUVATOTNTA TS ONPEQIVIS #DGQag ROVOEQTOY
vat atod Mol aEdmota Tig roAvaoldpes
pETUYOadES £0YOV TTAUMAS HOVOLXTS TOV
EUITAOUTICOVY TO PETERTOOLO TN %Al TTOV
avlevuxd yoadtxay og 6pyava Ommg 1)
QAVOYEVVIOLIKT) 1] eaQox ¥, TO TOERTRAO 1)
10 AaOUTO, emonuaiveTal TALOV EvIova and
OIROUG %A OO Ty ROO L.

AIZXOHTIKH KEPTXOIIOYAOY

IModxetral yia pue ovveyf] epevvimid] avadpopu
otV wropla e ®Oapas pe ToAvdodpa
EMTEVYHATA OTOV ZATATKEVAOTIXO TOPEQ
#0Goac %ot LORdGOV, UTOOROTMOVIAL (1) TNy OAO

| Muxrd xovodiopara (re-entrant tunings): St Soyava eoys ue STAES 1 TOTAELS y00OES, xdmow
uEooa xovedllovray as mo Yyl ovrvoTnTa Ao TS Yniic yoodés, ftot n axoiovlia Twy avor ey
y000@v dev axoiovlovor arapaltnta T Nadoy «TOQG TDOS RAACTA».
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2z Mo Gueor) oOvOEon Tov onuepvol xbaplota
HE TS HOOPES XUl TOVG TJXOUE TTOU TO OQYUVO
zatelye ota Oupopa perafatizd otddua e
LWTopiag Tou, xat (f3) otn dehEuVon TOV NEUROV
dUVATOTITMV TN 0DYYEOVIE CoMOoTIRNE %0GOuC
%O TV ETAVOT) TOV Baozdy aduvapudy e
(A £vTaon), pouvTada #avivioy,
avwoomia ot petafaon and 3" oe 4" 3opd1),
advVapu 2eou)

Kawotopies 1 emrevypoara: (a) Néa viuxd ®o
TOTOL Y0ROMY pe duyardInTes OGwe:
OUTALC/TOUTALS OLLREC %0OOMYV OF otriha aathd
UL UATE ZOVEOIOpATA, EPTAOVTIOHOS XOOULS,
£vTaonc xaL 6yzou Tou fxov, mpdofaor o
aveEepeivnTes yu Ty x0Goa tovizdéTytes, (B)
Z0v0eteg ehappoyes edz@v mpodiayoadmv
(Frevrdh deStoh xeEol ko xvnThS mAdTC,
orapTh Thota, aviyela ooy oxnpudrtnmy), ()
Anpovpyia omoyéverag x0Gpac xat
OAORANEOUEVOV HOAQLOTIXDY CUVOAWDY ig
HEYALO £000G ZOVEIOPETOY L OGS, (D)
Iwotétyta oty anddoon penepropion eoyhs
owroTLNIR £0Ya ) peTaypadEg), () Néeg
NANTRES TROOTTIRES VI TO TVYYQOVO PENEQTOOLO,
(0T) Anpoveyic aodnTxdy epunvevTIR®OV
TROTPNOEMY %ol AvAdelEr) TOO0MmMXOL DHOVL.
[N o INibpyo Keprobdmovho, edgevpétn tou
MaOnpuaroeov Moveéiov e Kildpag (1983), tg
AwaOnreops (1994) o rwv Qoydvay [Mevrdi
(1994), duxPalovpe 010 povoxd neEwdind Das
Musikinstrument (Frankfurt 1983): « Ovrac
HATOYOC TOAAWDY AVARAAVYEWDY OTOV
HATAOREVAOTIRG TOUER TS OdQas xaw Tng
axovotxne yevixorepa, o I'.K. xaraoxevale
OQYava aovyxpuITnNG pe Ta onuEeva dedoutva
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NANTIRS ETUDOONS O TOOTNTA Xt drdpxetar. O
José Ramirez I avédpeoe (1983): « Mera tyv
reyvoyvwola nov aapidwoe o I' K. xaliiteoes
xlaoes Da xaraoxevalovial orov x6ouo. Xag
drafiefane mws dev vadpyovy TALov puotixd orny
xaraoxevy. H doviewd tov elvad owrdrvmy oe
ETMOTNHOVIZI] TOOGLY YLON XAl YEUATY ATTO
TAOAOOTARES AANOELES, ERTEQUEYEL TA TTAVTA».

OPIrANA

2e auThv TV oyeddnon n Zpaod Ionyoorddov
malCer pe Tola OOYava ZaTaoxevig
Keprobmoviov.

1. Kibdou 1outho-0utho-povay zoodomv ne puixtd
#oVpdwopna zar wevedd deErol zeorot o A

Y #OOULE NOZOYOAPLAT) THEOVoiaoT (e1xdOVa
I(a,b.c.d), tracks 2-7). H xavarminruxt) avty
#DGoa yonowpomoteiTar erdxd yuo
AVAYEVVIIOLURO %Ot PItapOx QENEQTOOLO AOY® TS
WOULTEETS X OOLES OV OdElleTUL O Y0EOES

O PORETIADV VROV, TOV DIADY XL TOUTAGDV
OELROV L0POMY TS (courses) Tov xovediLovra o
O%TAPEg, %ot TV PETAPBANTOV TS XOVEIIOPATOV
ov awodidovy Tig avbevuxés TovixdTNTES TV
£Qywy mahu@s povoxils. Ol mpdrtes e do
Y0OEC elvar povEg, oL 3" xaw 4% SumAfg pe Sadopt
oxtafag, or 57 xar 6" TEuThLg pe dradpopdt durhic
oxt@fag, evir M=c#'. H dievpupévr éxtaon, o
LOWPATIOPEVOS TOVOS %Ki 1) AQITEQT] XQOUd, TO
008 %at Ta VARG ToV XoEdMY TS, GAAG %L
WOLUTEQOTNTR TOV JUXTOD TNHE ROVEdIopUTOS
THLOOUTE HITOVYV 0TV AUTAOREVAOTIRT] TARAd00)
OV AtoVTOV %ot 16 ®OGoag. Te avtiy Ty

nyoyehdnon xovpdilerar wg eENg:




===

e

xx
——

za
e

? = =
to
Kovpdoua x0doas Toutho-0utho-povay yopowy

2. Kibdoa povov zopdhv pe zowo 1 zapnio
»00Eoopa ot TEVT@h deErol xeowol (edva
2(ab.c), tracks 8-11, 12, 14). Ot tp£15 TROTES
2000£¢ ™ elvon atd PETUALOVAVAOY, VAMRO TTOV
ouvOVALeL TN YALX DT TA %L OTQOYYVAOTITA TOV
VAUAOV pE TV adpOT T, T1) OLAOAELL KAl TO
AApIEQO «aTTx» TOU pHeETdAlon.

3. Yyigwvn #10Goa poviy 1opdhv pe o2t
raoniépe zot mevedad 0eEtol yeprob xar xivnTis
mas (etedva 3(abed), tracks 1, 13). Me v
WLalteoa ePTAOVTIOHEVT] TS LOOUE %O TV
CQUITCLLTITIXT] TEL VLAY AOLOTEQOT YEOLOU TTOV

e ahher 1) oraPpTi) TG TAOTIEQ, 1) VPIGmVT)
avti #ABGpa amod(der Oovpdowr TG00 PENMEQTOQLO
emOYNS, 000 %aL oOYXOOVES CUVOETIRES TEYVIRES.
IMepiéyer mevrdh xuvnTis MGG o petafdiiel
TOV OYZ0 TOU YOV ZUT( TO TAUELNO.

INPOIPAMMA
To AaoUTO pe T1) CVVAQIUOTIAT)

v autd end omovdaic 06L0 €0y, il TO
GELOTTOINOE %Al OV OVVOIEVTIZOG OQYAVO OF
onpavuxés ovvbéoes 6mwg Ta Kard lwavvny
ITc0n. To bz AaoTo yut T0 0olo
yodhdtnrav ow ooviteg tou Bach, fltav éva eldog
0£60PNG-AOVTOV pE AATO-TEVOQO RAQUXTHOM
mov elye 13 yopdéc, and g ooleg or 1" zaw 2°
fitay povég xaw oL vrdhowes 11 durhéc (courses).
To %o0pdopd Tov firav cvvibmeg otabeEd xa
OUYREXQUHEVO, £2TOC atd Tt bourdons (MAGOOQ pe
Sadpopd oxtdfac) mov xovedlCovrav zatd
BolAnom (scordatura), avAAOY® HE TIS UVAYXES THC
TOVIZOTITAS %Al TO YOUOTO TOV £QuivevTii. Ta
déryTuha TOv CELOTEQOT YEELOD oUVIDWE dev
Edravav rave and v 87 xoedm %t £ToL oL
vrOrowES S wtooes duhéc ¥opdég malfoviay
arrorhelotxd and To deEld avriyewa. Avtd
gpmhottile ualrepa ToV OY7O %ot TNV EXTAOT TG
HECUOYAUNATS TEQLOYNS %At AROOPEQE OTO
GOYAVO P A0V AQUOVIXT] TTROOTTXT, xaOhC
mowxihes ovvnynoes 6Aov Tou GAOPATOS TV
ovyvotitwy eéfakay oTov TOAGWVIRS LT
e %aBe Gohong, ovvyoes Tov o8 pag Ba
azotyovray (omg avemOOuNTeS, Yt TV 0%
Opwe firay Oepeludmoes.

VO WITUIXT) TAQOV Ol IOV

F

— %
ﬂiw

#paTnoe ad 1o Meoalwva #at
vict et ONOXANOY) ETIO, fiTay
10 Mo dpodrifc 6pYavo g Avayévvnons. Ao
Tov 18 Opws au. eyoe va xaver epdavaog T
MMpoTZOTNTA TOU %t £ival OTNY ETOYT XL OTQ
£oya Tov Johann Sebastian Bach (1685-1750) ov
£de1Ee i TeAsvTaia Gopd s alteQEs
deEroteyvizéc Tov duvardnres. O Bach £ypape
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Kovopdwoua urapox Aaovrov

H Tovita yia prapdx haovro BWV 995 o ool
eAdooova, Yo TV omoia o Bach mpbobeoe 0to

AtoHTO £var 14° Lelyos 2oedmV, £va SO apniod
OOA, YOadpTnxe perasd 1725 no 1730, ITpoxertan




Yl pua petaypadgi) ad my Zovita v toého o
vro eAdocova BWV 1011 ov elye mponymOel
(1720), f) zahbtepw yua évay epmiovnopd e,
apoly 0 AATO-TEVOQO YUQUKLTTQAS TOU ACOVTOV
amEdde eEapetind To 0ofapd, orovpo TOVO ™S
ToeAMoTIRN G £1O0YTS %At TAVTOYPOVA OL
TOAGTAOL OUYYX00dLxOl TOV CVVOVaOpOL
gurotulav onuavuxd my molvdpovia.
Amodideran pe #OGOa dmh@V #ot TOLTMOY
200GV, juat paxpd TaEadooT OTOV LMo TMV
VURTOV 0Qydvmv Covravi) wg onuepa. O duthéc
%x000¢¢, Wualtepa dtav xovpdiLovrav oe oxtafeg,
Enavav IoPpavirg xATL TUEUAEAVED Itd TO Vi
yowpatiCouv Tov fxo evog 0pYavou 1 va
gurhovtilovy Tov 6Y%0 Tou: oupudprMlmvay

M Txd dedopéva Tov adTeQou e 0OVTOS
(aoyaia povord yévn, mbaybpelos durtoviopds,
HZQOOLUOTI AT -~ OUAXQOTIIALTA) PE TO
OVYXEQUOUEVO OVOTNIU. AXOVYOVTUS HLO 0OVITA
Tov Bach og Aaotto pe 13 1) 14 Cedyn xo0dmv, xat
M1 QO & PTOTIOREVOS antd Tov “dutrd"” Tpdno
AZQTAVON01S TOV AXOVOTLZOD GUIVOREVOL TTOV
avupetomlel TOus Xous oav OudETEQEs
padnpanizés povades otV vimEeoia puag
TEQLOQLOTIXNG 1N TIRNG TAATHOQ NS, TS intona-
tion, © azEOATNS Tov aeAbévTog aobavotay
TOV %UOAONO TMWV ATONYMV THOW Ad TOVS
ovg, T d6VNON %Al TOV TAOVTO TWV
ovvnoemy o ad Tg ouyvoTntes, xal Blwve -
ot Baon BEPaa dvra e ouyxexQUUEVIS
TOVIROTN TS %At TOAPwViae- pla
HLZQODLALOTHAUTUAT) OUVITTIRT] TTEQUTAGYY O
OO pe aUTHY oTV ONOC 2O Jua v 1 puc
Yopwdla Ba Tov vEPaiay, av avtooyedialayv
£Ae 000 v o éva cantus firmus ) £va
PoCavuvd péhoc.

AMNG zan 1) 210G eiye apOopoLbHOEL TV
TURGAOO0N TWV TADYV %Al TOWTADYV 10ROV arth
EVIEQO. PETUAAO, VIO ot GAAC VALZG YUt TEdvo
and TREL aubves oty wtopia me. H vihuela Tov
16™ at, fitav £y 000, ) odvue etdyood,
OUTAM@Y 20030 V. H diuddoydg the avayevvnoiaxny
aOdpa Nrav TeTpdyopd duthmv xoeddv. H
HTAQOK 1) toTavixn) #Bdoa fitay meviayooon
Suth@v. H mapaihayf) g chitarra battente efye 5
TOWAES 00086, H x10Goa mov emuxpdtnoe oty
[omavia and 1o 1770 yur 70 nepizrov xoovia, (o
Inhadn n eEayodn povaorv xopdoy eEamhwbel
otV vrrdroun) Evodmy), rav eSdyoodn dutiay.
ZTNY NLOYOUAPNON AVT) HAL OF TIRWTI] TULY XOTHILXL
Owoxoyoapixn ragovalaon 5 Xovita BWV 995
EQUNVEVETUL UE TNV IOIAITEQY OF TEYVINI XU YO
TOLTAO-OUTAO-HOVAV Y0000V x10doa pe puxtd
xovpdoua. H petaypadij rov épyov otnolytyxe
ot Aaovtiotxny raptitovpa twy BovEsiiov, mov
Oewoeltat ywjowo yewoyoago tov Bach.

Domenico Scarlatti (1685-1757): Sonata L23 yia
ToEpho. « Ast’ o1t yvwollovus o Scarlatti dev
fmaule x0dpa, alid olyovoa xavévas ovvlimns
Of uayevTnxe 1000 TOAY ano avey.. H aopuovix)
dopj Twv o @yeuwy Stpwvidy Tov OelyveL va
JUUETAUL TOV 110 TOV YEQLOV OV YTV TS
2000¢5.. va xaBoplletal ano Ts avotytéc yopdLc
s 20Apag xal Ty %AON NS MOOS TNV TOOTUHY
womavixy Aaiay povowa)» (Kirkpatrick, Ralph:
Domenico Scarlatti. Princeton, 1953). O Scarlatti
elvan pua Wualteen popdf s emoyis Tov. ‘Evag
Brotovdlos ota WNxTEOPOQ( o dev Exave
moté dnpodour epdivion). 'Evas mapaymynxde
ouvOEnc (555 fjrav pdvo ot Zovares Tou yia




TOEUITAO) 7oL dev evOLap Qe TOTE yict TV
anOdOYN 1] TNV £40007] TOV £0YOU TOU ZUL JTOV Yt
g peyarirepes ovviéoeis tov dey dbérovpe
KOV TTUQTITOVQES YOUMPEVES ATtd TOV (D10,

Emoeeaopévog and toug Ayyrovs Botlivaiotés,

tovg N'epuavoiig ouvBeTeg zaw Waltepa Tov
Hindel, v mapd@doon e malag toxxrdrag 6mung
™V peAétnoe otov Frescobaldi xou duaitepn To
VOTLO-LTAMAZO GOAXAOQ TTOV TO PETEYYIOE %L OF
oAOzANEN TV Evodmy, o Scarlatti apfyaye éva
PHOVadLZO o€ TOWOTNTA £0Y0 OV EAGYLOTH
exTpNOnze amd Toug ovyyeovous tov. Kiu Opme
pall pe rov Bach, av xo and aveEdptnroug
OQOMOVG, EueAle VA ONMOVOYTIOOVY T1) peyain
O AO00T) TV TANLTROPOOWV, pudt TOAD T
XANQOVOHL(L IOV AELoMoL 0N xe TANEWS HES OTOVG
AOVES AITd TOVS eERYOUEVOUS peydhovg
povozots. To £pyo tou Scarlatti avaxzarbpOnze
Eav@ tov 19° pohg aubva, evid zard tov 20° fjtav
0 Béla Barték mov exdidovras tg ZovAaTtes yua
exmadELTIROUE AOYOUS ot TaUCOVTAC Teg pe
#G0e evrapia 0To mavo ovvEfaie o pua
TOAYPATIRT] AVAYEVVIIOT] TOU XOOUPaion uTOU
ouVOETY), IOV TO TEQAOTIO £0Y0 TOU AxOuY)
avalnrd sudueils eopnvevnuxés mooeyyioes and
HOVOZOUE TOU TUPOVTOS XL TOU HEAAOVTOS.

210 TOEUTAAO O og dev mapdyeTal and zEOoLo
OPUOLOV TAVE 0TS YOROES OIS OTO MAVO, AAL
HEOW TOAPNYRATOS TV ZLO0ROMY WO urEoS
YavILovg oav OGyTuAU, IOV dNIOVRYOLY
EOLO0OTEQO cuobnTint) VURToD e
TONATEOGOROY 0QYAVOU. AV %L OL TOEUTUAlOTES
moonaboboay ouveldnrd va upnboidy
NMLOYOWPATIXG TO ASWoEHAoTO Ao1TO,
OMMUOTRYNOAY WOTOTO YL TO TOEPITHAO puuct

Lot T QAR TNOOTIXT] Zat OLUXEZOLPEVY). AV
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1 oUYYovY %0GOK £d1ve £va avahoyo nynuxd
aotéAeopa ot Oen@deg ™g petayoadEc and
TOOWTOTLI £Q0YU Yt TOEUTUAO, OL TIRODECEIS TV
ouvOet®v Ba hizavdvovray onuavuxd. H Sonata
L23 (K380) rov Scarlatti sppunveverar o€ viplpwvy
Odoa pue ORAPTA TAOTA XAl AQUTEDT] LOOUI

(D=a").

Antonio José Martinez Palacios (1902-1936): O
Ravel moodpireye yi' avtdy mog Oa yivotay o
omovdatdTEROS lomvos povoxds Tou 207 aubva,
71 (oweg va emainBevodTay, av 1 Cwi tov Antonio
José dev regpanloTay 1000 AdoEw:
muEoPoAn0nxe oTOV LOAUVIZO EPPUALO (O TOV
oTeaTd TV GUAQYXIOTOV, O NAzia 34 noAg
etv. O OGvatds Tou ftay AoLTOV U VOHOLOTUITOS
pe tov Federico Garcia Lorca, T0 £070 TOU Opung
dev asuhinxe v xohooowaln TayxOo L
AVAYVOOLOT OV TO TETQWPEVO empOAUEE 0TO
peyGho o petd Bdvaroy, Yose £vag
ZOAAMEQYNHEVOS ovvDETNS pe avDevTik)
TOOONAMON 0TO OTAVIRO POAXAOQ o OaPT)
LVOMIUKO TOCUVUATOMOUO (EMEQOES (Th
LUITQECOLOVIO PO, VEORAUOOIXLONO %L
mooommzOTTES Ot ou Ravel, de Falla, Lorea,
Picasso, Dali), évac tameivos povoxds mon axdu
®aL 6Ty 1 erun Tou Eetéoaoe yua Ayo v
ey lomavio, aVILPETOMOE TV WIHEUDTIAY)
CUVTNENTIXT] XOUTLLT] TS TALIOPpiag Twv
ovyyeOovmv tov. O José avijxe mavrmg
avapuPLofTTa oTous Yvioug X00pOTOATES
eAPOUOTES TS hispanidad, TG WOLAlTEQNS exelvg
LOTVIZTG TTOMTIOM#NS T axatadnAng tou
600 TG oy 0o va atodexatioel o
eOviiopOe Tou epudpuiion. Ty dexaevia Tov "80
OUNITATOUOTES TOU GVECUQQV TEALIMS AVOTTAVTEL®




atd T ANOpoVEt T0 aSpVIHOVEUTO OUUPWVIXO,
MAVIOTIZO %ot GOV TOu £0Y0 Tou
ovpmeQe A ppave xa 00 mwTéTUIES OVVOECES
yux %0Gpa: o Romancillo infantil zcat ) Sonata
para guitarra (1933), apieompévry otov Regino
Sédenz de la Maza. ArtadAaypévn amd xa0e
ovpfatxémra v yaoarmmeile Ta
TEQLOOOTEQX 1o VIXG ®BaQLoTIRG £0Ya TOU
HECONOALPOV, 1] Sonata EVOWUATOVEL pit
0r02AOaON ovupOvEa) yoauu), TALYUEVY] ah
YVNOUL LOTIOVIAG YOO PUTE KO LTTOECOLOVIOTUAES
appovieg. Me epdavi) tny Epvevot e artd tov
moaviotzd Ravel zau walrepa ) Sonatina Tov,
#ow apd 1o yeyovos 0t 0 José dev £naule o 1dog
#Oapa ovte yvmoiLe Tov Segovia, 1) Sonata para
guitarra GVILEL 0TV TOMTY) YO TOV
®Bapotxemy ovviéoemy avriotoyns poouas,

arGoTaypa Ywls apugioiia pos moRIopévng
poOvoxNs Sutvowas. Epunvevetaw oe xbapa ue

ueraiiovaviov xavrivia (D=e).

To £pyo Kamowov Xohuaros Pvluoi (1991) rou
INmpyov Keprodoviov (1952) Eexwollel yia v
TOVLAT) TEQUIAGVIOT] 08 OHORPES UQHOVIES SOV
nEQUTAEROVTAL O piat deEloTeyvint] dopr) apmel,
exPOATOVTAS TNV WEA EVOC AEVUU KIVODUEVOL
oL ovveyovs. H obvleon avuxaronrpillet
Eva atd ta oovdmdTEQ Edla Priocodixiic %t
EMMOTNHOVIXNE avalmnorne Tov ouvOEém:
OLAOTACELS, CUPHETOLES %O TEQLOQLONOL TOL
Xwpodypovov. Epunveverar oe xil0doa ue

ueraldovaviov xaveivia (D=e").

Ot Bahzavizoi Xogoi yut solo x0&oa e
Znaoms Fonyoprddov (1969) elvan pua o
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£0ymyv oe GpOpua pavraoiug Tov aroddovral pe
oL poeTIXNS odnuxng ®0GEes, avaloya pe
NV YORQ TPROEAEVOTS TOV #abevoc alhd %ot TO
YOUOTO %t TNV emvonTxOTyTa Tou gounvevti. H
2ONON pEoa 010 (Do £0Y70 drndopetindy ThHmwy
20Goag muparéprel oty S 0abpaoty rothia
00Yavov zat 1oAY TuEipatog mov Poloxel
xnavelg oe OA) Ty £xtaon) g Baixavizig
YEQOOVHOOV. Zta x€u GELWV AaiXMV HOVOLRGDV
QUTA TA OOYAVA AL OL TEYVIXES TOVG
OUUPIAMDVOVY HOVAdLZE TNV GO0 He TO
OV, %ol glvar axoBOS auTh 1 ovouboNg
OUVVEYELL IOV TWOAAES EQUIVELES TNS «AOYUUSH
AeYOPEVIIC HOVOLXTS OTEQOUVTUL OAORANOMTLA(
OTIS MEQES MUC. ZE AVTODS TOUS XKATATANATIZODS
HOVOIZOVG, XNQUXES TG AWTAOTHTAS, AUTH 1)
obvOeon elvar ad zapdLas adrepwpévny. O
TOWTOS Y0p0s Paciletat oe foviyapixo Aaixo
Ofpa xaw epunpvevetar o8 viplpwvy xldoa us
oxapr taotiéoa xat Aauneon yoouk (D=a#’),
EVW 0 OLVTEQOS OF XAOTANWDTIXO ETHO TOAY OV
(«Zdffaro foadv...») xat counveverae oe 2i0doa

pe yaunio zovodwopa (D=d").

AYOENTIKOTHTA

H avalnytnon rov “tpémov” oty counveic
foywy aiids povos odnyel oty Evvour e
avOevrxomras, Ti evvoovue pe tny AEEy
cavlevaxornrar: Ios apaye gyovoay ta
avlevreut opyava;

A0 Ta oV Tov Meoalmva vimeye yur xd0e
ZQTN YOI 0QYAVOV i AveEGVTANTY) TOLKIALL O
OYNMOTE, ZOROopaT, NYLOYOMpaTa, aptbpd xa
ToOTTa YOOV, Opyava (drov Timov difépepay
Oy HOVO (IO Y DO 0L YO UAAR %o A




AATAOALEVAOTI] OF XATAOXEVAOTT PEOU OTR (O
Tormxa Opua, xaO®OS 1] TELVOYVWOoia TS
HAOTOQUANS AVTLHETOMLOTAY Je EQMITLLT)
HUOTIROTITA IO TOUC 0QYAVOTIOLODE IOV elyav
NON ad v Avayévvnor apyloet vo
OQYUVEOVOVIUL 08 AVIUYWOVIOTIXODE TOLOTXODS
OVVETARWONOUS. Ooa Thoa GQyava dvrexay 0to
LOOVO %O ZONOLHOTOIOVVTOY Ut TIC EEQYONEVES
YEVIES HOUOIRMV, AXOM) PAALoTa %t 6o
£pOaoay axéQaua mg pdc, £XoVV HEOM OTOVS
armveg vroorel TG00 cofapéc ahhayés
RATAOXEVNG %XUL ZOWOVIZOD 0OAOV, MOTE HOVO
UODE0EIS PWTOPOTPE VO XAVOUUE YUt TO TUHE
axotyoviay apyxd. Ta opyavoloyixnd
OUYYOAHUATH XU OL ELXOVIZES AVATUOUOTAOELS
TOV 00YAVOY ETOYNS £xovV ouyva mupartomOel,
mapavonOel 1) xonoomow el cvpPfoiotixda. H
TAOTITODPA dEV anoTeAel AOAVTO NECO
emrowvoViag pe Ty el povorxt), xabog
TROORLLOTAV %VOIME Vi ZAOOdNYNOEL TNV TIOMTY)
KA OUYVE POVAOIKT| EXLTEALON) UGS XAVTATAS 1)
g Aettoveylag mou Sivotay pe Iy Iapovoia
Tou ouvhiTy, emdeybdTay O alhayés ohppwva pe
TO YOUOTO TWV COAOT 1] TWV HOECTOWY IOV
evoeyopuévog Oa v exteAoVoY 0T OVVELELX
O U0V OLA{TEQO 0TV ETTOYT] PIXQO%
Dzwpoivrav wg oL devrepol ovviETes. AAAGE xa
OL A MVIRES EVOQYIOTOWTIXES AVAAOYIES TV
aproToveyNpaTmy evog Bach 1) evog Hiindel dev
TarodCovy miéov onig vreppeyéleic al@ovoeg Tmv
OUYLOOVOV PHEYALOUVTOAEWMV RAL TO KOV TOU
onpepa dev axover ma Gmuwe avtd Twv Frescobaldi
1 Purcell, xa0®c o dudotnpa 10 xaw théov
ALOVEOV 1) N TR Tov alotinon eprdhovtiotyxe pe
AXOVOUATA TOOO TWRWMTOYVIO %KL (VOHOLOYEVT)
HETAED TOUS OO0 1) QOHAVTIXA, YUTDECOLOVIOTIXT),

18

AWOERAPOOYYLAY %L NAEXTOOVIXT) HOVOLKT], %O OhC
BéPara zan or BopuPmdeig Yol Tov ofjpepa. 1o
LAOPA OV pag xmEILer, TEA0C, amd Ty
EQUNVEVLTIXT] TOUXRTLXT) TOV TapeABOVTOL,
ovpPdiier aoPaAdg EONG %KL 1) TQONYHUEVT)
TEYVOLOYIC TV OUYYOOVOV HOVOLZOV 0QYAVLV
OV £YEL YU TTAVTIQ VITEQREQAOEL TOV TEVLYOO X0
TV VURTOV ETOYNAGC. TNV adU Vo) intonation 1wy
TVEVOTOV, TIS YOROEC OV OTEQOVVTAY UVIOLNG
%o ToVixfc axpifewac.

O oLYYX00VOC EQMVEVTIIC OEV PITOQEL EX TV
TOAYRATWY AOLTTOV VO ATooronel 08 pla xatd 10
YOQuua avamapaymyt, alhd oty %atd 1o

AVED RO ZATavOnon TS %(a0g WoToPXNS eOYNS
ov £5et@let. Elvan og avtd to onueio ov 1)
ovpPoin me Awlnteajs Keoroomoviov elvan
QVEXTIUNTY] 0TO % MO TN %bGpag, #abne yia
ARGOTN oA 0T OVYYLEOVI LOTORI TOV 0QYAVOU
TOOOPEQOVTIUL OTOV EQUIVEVTT] OAQ TA HEOQL VI
TOWTOTUAES TEXUNOLOPEVES EQIIVEIES OTO TAT|OEC
G Gopa Tov “OUPLOTIZOD QETEOTORIOV

(O OTOTVIA £QY X %O PETAYOUPES).

Avadéper o Ferruccio Busoni (“Selbst Rezension™,
Von der Einheit): « AxoAovOsic motorepa éva
HEYALO TTARAOELY it ATTO TO TAPEAOOV, axoifws
orav dev 1o axoiovleic, yiatl xabe onovdala
MOOoWMAOTYTA elvar TETOLR yLatl TaQexxAlvet
UTO OTOLAONTIOTE TPONY OVUEVY) TAPAOEOEY UEVY)
moaxteay!s. FoGder o Paul Hindemith oto dox{pud
tou yua rov Bach (“Johann Sebastian Bach. Ein
verpflichtendes Erbe™): « Aev apxel va
CUVOOEVOVNE T HOVOIXY] OWHATION EXOYNG HE Eva
rOfuTaio oto poA0 tov continuo. Ioénet va
arAdEOvUE TS YOPOES AU TR XOVPOIOUATA NAS
OTa £YyY00OU, VU XATAOKEVACGOVUE OLAPOPETIXA
ra vevord,. ». Kai 0 omoudalog duavontic e




povowxiig Paul Henry Lang smonpaiver
(*"Musicology and Performance™): « Elvat mavra o
OOV OV EQUNVEVOVNE, QAL TO
TO WY UUATOTOLOVIE AVTO XONTALOVTAS TWOS TO
oeA00v. ITofmet va ovvtovioovue 1o Ttooxd
EMOVINTO e TO TRAXTIXA Xt AoONTied Aoyixo,
TO EVXTQLO JE TO EPIATO, IPOXEWUEVOV VA
TOAY HATOTOLOVNE TS oOioels tov ovvlsTy,
AHOUY NAAOTA XAl AVTES TOV JE T PEOU TOV
exelvog OuéOete dev Oa yjrav moté dSvvaro va
ToayparoromBoiv. To Enrovuevo Aowtov elvau
VEES MDOOEY YIOEIS %L Gyt va AVvovuE SLapxwms
yolpovs xaw awvlyuara...». Iog eEdhiov
CVTLRETMOMOMUY TOUES PO YOUHEVOUS OHOTEYVOUS
TovE oL pueydior ovvhéreg; O Bach
oy paronoinoe allayéc otov Palestrina #1 o
Mendelssohn otov Bach. O Mozart evopyfotomwoe
Eavd@ tov Hindel, o Grieg epmho0TI08 Aopuovind Tig
oovares Tov Mozart, 0 Mahler EavaovvEDeos Tov
Weber zat 0115 PEQES HAG AXOVUE TA recitativi Tou
Bach minjows evopynotompéva, ‘Omug 1) xGbe
ENOYN ETMPUVAGOOEL TY) n] TGS AVavEOUEVY
O£aom otov Owioda, Ty Aviydvn 1] tov
[MopounOéc, eror o #aOe yvijorog ovvOETC 1)
£OUNVELTIC emy el va 0L TO £0Y0 TV JTaADY
ME TA ATt TG E0YIS TOU Jt %at PECH TG
TOOOWMAENG TOV AVAYXIG YUt AUTOOYLEOIONO,
ENAVEPEVOEOT), «AVA-ETUVONOT)».
Elyopa 1 véa awobnuxs) mpooéyyion ov
TQOVOLALEL uT] 1) E0Yaola va avadelEe, o
600V TOV avalnToiv, £va SPOHo TPMTOYVWEWY
NANTROV AVAXAADPEDV.

2uaow lonyopuadov
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IMAPQTPHIOPIAAOY Zollor x0Goag,
ovvleTig

www.smarogregoriadou.com

www. youtube.com/sgregoriadou

Zrotdaoe rhaoowx #Bdoa pe to Nibpyo
Keprobmovio, avortepa Demonuind, povoux)
ovvOeon pe 1o INdEYo ZuwEd %Al AOYITELTOVIRT
oto EMIT ADfjvag. ZuveEXIoe TIS HETARTULLAXRES
povoEg omovdes s 0to Baoihxd Kolléyio tou
Aovdivou pe rymuxf vorpodia tov Koileyiou
zan waOnynoh ®x0aoag vov Carlos Bonnel.
IMagazohotinoe evepyd ®OXAOVS OEVAQIMY
#0Gpag xaw ovvieong pe povoxés avbevries g
eMOYNG pag, Otme o1 Jesus Castro-Balbi, Roberto
Aussel, Paul Galbraith otnv 200oa zow Oed6dwpog
Aviwviov, Nrivog Kovotavavidng ot odvieon,
#®VElwg Opws ETMELAOTNXE QIO T GWTIOREVT)

OO UoRUAlt o povorxt) prhiocodia Tou
pagorpov-maviora Nibpyov Xatrinvixov. Exel
Tpn0el pe moAv oo eAAnvind zat dieOvi
Poapeia eppnveiag zaw ohvOeong wou g
EMETOEPAV VU TIAQOVOLAOEL TV £0YOLX TNG 0TV
EAAGOa, g epuoodrepec yhpes e Evpoomg, oe
Tovoxla, Kavadd zaw HITA, "Exer ovpmpdEet wg
cohlot 20Gpag pe opynotees 6mng 1 OpynoTea
Z0yxoovne Movoxis e EPT, y RCM Symphony
Orchestra xat 1) Slovenic String Orchestra, evd
ovvOECELS NS EXO0VY OV OLAOTEL OF RO

Ty #Ooa e£TEAE0T) atd T ensembles ALEA 111
(Bootmvn) zaw Octandre (MmmoAdovia). AvaBéosic
vEWY £0YmV TS €xouy mpotabel atd T Biennale
Neéwv Kallreyvaov 1999 (Pohun) za 1o
BuCavuvé za Xownavizd Movoe(o ADivag
(2002). H Zpapd Fonyoouddou emxevipmveTa

OfNpepa otV eppunveie £0ymwv yua x0Goa (e
MY ROOUES TAQOVMAOELS TS Atolntixijs




Keoroomoviov), oty obvheor, ot Sdaoxaila
HAL 0TV £QEVVA «EQUNTIXDV» YVOOTIXOV TESIWV
OTng 1) pOVMXOTNTA TG AOYAlag EAANVIXNG
YADOOOS ®at Tov dpdparog. Elvar poli pe Tov
nbomowd Apn Mmviden wWovtixnd péhog e
Ocarpens Erawetas Avrtidaior pe oo
napaywyn T 2ogoxiiovs Avityovny, mapaoTaon)
Pacopévn oty apyaia petouxt (2007).

HNAHPOPOPIEX HXOI'PAPHIHX
Mapaywyde Nyoyeadnong, zeipeva: Zpapd
lonyopuddou. Mipravixrds fxov, editing, mixing,
mastering: Anpitons Ayepaxng, Black Digital
Studio. Wnduaxi) eneEepyaoia: APOGEE ADS000.
MuxpO¢pwva: Manley Cardioid, AKG Solitube.
Kovobha: D&R Cinemix. Ou x0apeg givan
rataoxevis N pyov Keprtobroviov.
dwroyoadies: Anpnrens Owovopidng, Avva
Mapayxovdaxr (xGtm deEux pwroypadia oTo
omo0bpuALo). Edva eEwdpvilov: INibpyou
Keptodmovhov « Awlnréc Zvupuetoles tov
Yaeofaticov», amd oetpd YPprpraxmv
YOUPLOTIROV AVATAQAOTAOEWV.

Delos Executive Producer: Carol Rosenberger

Av0ivrour INapaywyic DELOS: Carol Rosenberger

Art Consultant: Harry Pack
Kalrexvixds Zopfoviog: Harry Pack

Graphic Designer: Mark Evans
YrehOuvog Zxedwaopot N'oadguxedy: Mark Evans
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Single-stringed guitar in ordinary or low tunings with right-hand pedal (tracks 8-12, 14)

2a. FRONT 2b. DETAIL 2c. SIDE

Single-stringed high-tuned guitar with right-hand/movable back pedals and scalloped
fingerboard (tracks 1, 13) =

3a. FRONT

3d. SIDE



SMARO GREGORIADOU reinventing guitar!
T[>

‘It is always our present
we are interpreting, but we
are doing so by looking into
the past. The question is
that of new approaches...”
Paul Henry Lang

DE 3398
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