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THE COLD WAR ‘BLEND’ IN GREECE

Abstract: This paper describes cultural policy in Greece from the end of
World War II up to the fall of the junta of colonels in 1974. The writer’s ob-
ject is to show how the Cold War favoured defeated Western countries, which
participated effectively in the globalisation of American culture, as in the
Western world de-nazification was transformed into a purge of communism.
Using the careers of three composers active in communist resistance organi-
zations as examples (lannis Xenakis, Mikis Theodorakis and Alecos Xenos),
the writer describes the repercussions of this phenomenon in Greek musical
life and creativity.

Keywords: lannis Xenakis, Mikis Theodorakis, Alecos Xenos, Avant-garde
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The Second World War, the Cold War, and the civil wars that broke
out in the imminence of peace, have lately moved from the sphere of po-
litically coloured discussions to the sphere of history.

New aspects are examined, with an awareness that people who lived
through those events have been left out of histories, and that if they had
been taken into account, all three kinds of war would not be considered
as having ended with the signature of treaties.

This paper deals with the exclusion of the Greek people from the
country’s history, specifically its cultural history; it investigates cultural
policy in Greece from World War II up to the fall of the junta of the
colonels (1969-74), a policy dependent on western dominant powers,
which included countries that had lost the war. Germany acted as a pro-
moter of the new western (American) culture in Greece.

One could measure a country’s dependency on foreign powers and
its contribution to world culture by the percentage of its people left out
of history and by the degree of ineptness applied to fit its history into
circulating ideas.

Numerous theories that appear daily in musicological texts are
adopted instantly, paving the way to the blunting of identity differences.
Events and situations are adapted, often clumsily, to new theories. Evi-
dence of these forced adaptations is the use of English terms ‘that cannot
be translated’, or, if translated, are clarified with the English word in pa-
renthesis. This habit is at times amusingly frustrating. Since Greek lan-
guage is still producing international terms, one might often see in Greek
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texts, Greek words explained in parenthesis with their English translitera-
tion, such as: ‘tomog (topos)’, which should be further clarified and ex-
tended to ‘tomog (topos (t6moc))’.

Care has been taken to ensure that the following narration will not
be procrustean.

During the war, the communists’ domination over resistance groups,
and the general propensity towards the Left in Europe, resulted in the
unprecedented popularity of the communists in Greece — whose party
had been completely dissolved and disorganized during the dictatorship
of Metaxas (1936-41)."

The National Popular Liberation Army (ELAS),> one of the most mas-
sive resistance groups in Europe, and its branch, the National Liberation
Front (EAM)’ undertook the organization and distribution of food, hygienic
care, and the education of common people. Many Greeks in remote villages
had never before experienced such attention from state centres.”

Education and culture was primarily the work of the youth organi-
zation EPON’ which was founded on 23 February 1943.

Theatrical and musical representations were given on improvised
stages in villages, where the participation of the villagers themselves was
encouraged. For many Greeks, this was the first and last time they had
ever seen theatre.’

Many artists and intellectuals, influential after the war, had been
members of EAM and EPON. Three composers among them will be pre-
sented here as examples of how the different roads they had chosen to
follow were affected.

See, Tdpyog Mavpoyopddtog, ‘Meta&d 600 IloAépwv. IMolrtikn Iotopia 1922—
1940°, in: Iotopio. tov Néov EAnviouod 1770-2000, vol. VII (Athens: EAAnvikd
Ipappara, 2003), 9-32:31.

EAAZ = EOvikog Adikdg ATteviendpoticds ZTpotoc.

EAM = EBvikd Anelevbepotikd Métomo.

All historic information not related to music in this paper is — unless otherwise stated
— from: Mark Mazower, ‘Introduction’, in Mark Mazower (ed.), After the War was
over. Reconstructing the Family, Nation and State in Greece, 1943—1960 (Princeton
& Oxford: Princeton University Press, 2000), 3-23.

EIION = Evwia IMavedladwkn Opydvwon Néwov = Uniform Pan-Hellenic Youth
Organization.

With the exception of a few areas in Peloponnesus and Thessaly, where theatrical
performances were given by the ‘Arma Thespidos’ (modelled on the fascist ‘I carri di
Tespi’ and the Nazi ‘Wanderbiihnen’), which was founded in September 1939 under
the loannes Metaxas dictatorship. See, ['dvvng K. Mraotidc, O Kwotiic Mrootidg
ota. Xpovia tov Meoomoléuov. Meoororeuog Karoyn ArnelevOépwaon, vol. 1 (Athens:
Exdotucy Abnvav, 1997), 73.
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They are lannis Xenakis (1922-2001) who became an international
figure of avant-garde music; Mikis Theodorakis (1925-), whose vocal
music, based on high quality Greek poetry and traditional music, has ex-
perienced great and long lasting popularity in Greece and has deeply in-
fluenced Greek music as well as political life; and Alecos Xenos (1912—
95), a trombonist and composer of popular resistance songs and inci-
dental music for EPON theatrical performances, as well as symphonic
music influenced by Soviet composers.

Xenos was the more faithful to Soviet culture and conformed more
to the lines drawn by the Greek Communist Party. He criticized Theo-
dorakis for having propagated, through musical quotations, the rebetika.
To his view, those popular urban songs of obscene and immoral content,
should not have been presented as songs of the Greek people. Xenos be-
lieved that the Greek people would some day become familiar with the
symphonic works of the Greek National School, and he worked to that
end.

When the Germans left in 1 October 1944, the entire country was
under the National Liberation Front. Communists were now the most
important political and social force in the country. The British, to whose
sphere of influence Greece was entrusted (in an agreement between
Churchill and Stalin of which Greek communists were not aware) had
supported and collaborated with EAM/ELAS because of their effective-
ness in military operations. British politicians, however, anxious to put in
order the situation after the war, formed EDES’ —a counterbalancing
anti-communist resistance group—, and collaborated for some time with
both, finally watching the two groups fighting each other.

Concurrently, the British were building connections with the gen-
darmerie and other nationalist units and were paving the way for the re-
turn to power of Nazi collaborators.

The communists welcomed Georgios Papandreou as Prime Minister,
when he returned from exile, and participated in his government. Obey-
ing Russia, they did not move to seize power. Gradually, mistrust grew
between the leaders, who had the support of the British, and among
many resistance fighters.

Then in December 1944 a demonstration in the streets of Athens
ended with several deaths, British soldiers enclosed in the Grande Bre-
tagne Hotel, appropriately, and British jets bombarding leftist positions
in suburbs of the city.

" EAEZ = Efvikdg Anpokpotikdc EAAnvikog Zovdeopog = National Democratic Greek

League.
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After the fighting was over in January 1945, peace terms were
agreed in Varkiza in February 1945.

A period of ‘rehabilitation’ began, which purged civil services not
of Nazi collaborators, but of communists and heroes of the Resistance. It
was one of the earliest cases of this mutation that became the norm dur-
ing the Cold War on the western side of the Iron Curtain.®

To shorten the story, the communists formed armed groups again
and the Greek Civil War broke out, which Mark Mazower characterized
as the bloodiest conflict in Europe from 1945 until the break-up of
Yugoslavia.”

In 1949 the war ended with the defeat of the communists.

In 1950 the country was at peace. This was peace where hatred, fear,
pain and poverty reigned. Communists and leftists were persecuted.
Many left the country or went to its northern borders. Thousands were
interned in island camps and prisons.

In 1944 Xenakis was wounded on the left side of his face, in Athens.
In February 1946 he completed the Polytechnic School. In September
1947 he deserted the army (where he would have been fighting against
his comrades) and left Greece.

In July 1947 Mikis Theodorakis was arrested and sent to camps on
the islands of Ikaria and Macronesos, where he was badly injured by
torture.

Alecos Xenos joined the EAM in 1941. He worked for the organi-
zation of music ensembles throughout the country and wrote numerous
resistance songs that became very popular. His was the first Greek re-
sistance song. Also, according to him, his Eicaywyn Asvtepidg [Freedom
Overture] was the first anti-Nazi or anti-fascist symphonic work in the
world."” It was performed, under a misleading title, by the Greek Radio
Orchestra and the Athens State Orchestra.'' The latter was the first state
symphonic orchestra of Greece and was founded under the Nazis in

Toby Thacker gives an eloquent description of this mutation in Western Germany, in
combination with the support of avant-garde music the Germans were ‘forced’ to
give. See, Toby Thacker, Music after Hitler, 1945-1955 (Aldershot: Ashgate, 2007), 229.
Mazower, ‘Introduction’, 7.

Xenos has noted down this on the title page of the score. See, Aovoong
Mmovkovfarac, ‘Katdroyog Epymv Arékov Eévov (1912-1995)°, Movaikoloyia., 18
(2003), 164-207:192.

Eiwoaywyn Agvtepiag [Freedom Overture] was first performed on 23 October 1941 by
the recently founded National Radio Orchestra, under the title Zoupwvikn zeloypagpio
— Hoapotdoyy o’éva EMnviko Ofuo. [Symphonic prose — Variation on a Greek
Theme). See, ibid.
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1942, because, before that, no Greek government had understood the
necessity. Among Greek musicians who grasped the opportunity offered
by the music loving conquerors, and worked to pass the law of the or-
chestrzllz’s foundation, was Xenos himself, the musician of the resis-
tance!

In 1952 the program of ‘national rehabilitation” was completed.

Theodorakis returned to his studies in the Athens Conservatory of
Music and received his diploma in composition. He went to Paris in
1954 where he studied with Messiaen and others. He composed a num-
ber of symphonic works that were successfully performed in the West.
But in 1960 he changed direction, composing vocal works based on
modern Greek poetry, conceived to attract a vast Greek public. Those
popular cantatas, oratorios and song cycles brought his fame to heights
that no musician had ever known before in Greece.

In 1951 Xenakis met Messiaen, whose advice and encouragement
propelled his lonely but successful international career.

In the 1950s a second phase of ‘rehabilitation’ begun, undertaken by
foreign powers, victors and defeated together.

In 1951 the Italians founded the Instituto Italiano di Cultura in
Atene.

In 1952 the United States Information Service initiated concerts and
conferences of modern (mostly American) music.

The Marshall Plan had ended in 1951, and the economic stabiliza-
tion of Greece relied thereafter upon West Germany (the country that

had obliterated its economy"?), with whom diplomatic relations were re-
sumed at the end of 1950.

The Germans negotiated economic support in conjunction with a
noiseless solution of the war-crimes issue. Economic support contained a
not very noiseless propagation of cultural products in Greece.

The Goethe Institute was established in Munich in 1951 in order to
spread German language and culture abroad. Its first branch was estab-

In contrast to other non-leftist musicians who collaborated with the Germans for the
foundation of the Athens State Orchestra, Alecos Xenos, never tried to conceal his
contribution. See, his interview given to the composer Stephanos Vassiliades in 1987,
published in: AAékog Eévoc, ‘T tov Ayyeho Zikehovd kot to Movoikd Znmuato
tov Tonov’ Aléxog Zévog (1912—1995). Emravnoioxa Dvila, xxv/3—4 (Autumn —
Winter 2005), 485-490:488.

The ‘seizure of the financial wealth of Greece’ already occurring during the first
weeks of the occupation, is described in Mark Mazower, ‘O Awdc’, Zmyv EAAdda tov

Xitiep. H Eumeipio e Koroyng, translated by Kbotog Kovpepévog (Athens:
AleEavdpera 1994), 49-78.
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lished in Athens the following year. According to H.A. Oehler, working
in the Athens institute in 1980, the aim of the Goethe Institute in Athens
was ‘the collaboration of Greek and German specialists in contemporary

music and jazz’."

This blend is certainly not very representative of German culture. It
showed though that, as stated by Toby Thacker, ‘the goal of internation-
alising German music was [...] hugely successful’"” or, to fill in the gap
in that statement, it showed that German music was successfully interna-
tionalized after its hugely successful Americanisation.

Commenting on John Cage’s remark that ‘Europe will and must
give up being Europe for the world is one world now’, Alan Sinfield
says: ‘One world is in actuality, a world dominated by the United States;
and United States modernism, thus understood, merges internationalist
and chauvinist criteria, folding the two so that world culture is United
States culture’'®

So, in essence, the Goethe Institute aimed to propagate American
music in Greece. In 1956 Giinter Becker began teaching in Athens.'” In
1962 he founded the Workshop of Contemporary Music in the Goethe
Institute in collaboration with Yannis Papaioannou, a leading figure in
the promotion of avant-garde music in Athens. Papaioannou founded an
Hellenic Association of Contemporary Music, as well as the Greek
branch of the International Society for Contemporary Music (both in
1965). He organized a number of avant-garde music concerts, supported
by foreign institutions in Athens and by the Greek Tourism Organisation,
which is up to this day responsible for the Festival of Athens (inaugu-
rated in August 1955), this being one proof that the Greek state is inter-
ested in exhibiting rather than cultivating culture. It should be stressed
that the public of New Music in Greece formed a minor part of the small
public of serious music.

The first TV station in Greece was established in 1966 by the Greek
Armed Forces, as if to prepare for the coming of the junta of colonels the
following year (21 April 1967) and to facilitate their propaganda.

" H.A. Ochler, ‘Ivotitovto Goethe ABnvév’, Xpovikd ‘80 (Athens: Qpa, 1981), 73.
15" Thacker, Music after Hitler, 226.

Alan Sinfield, ‘The Migration of Modernism: Remaking English Studies in the Cold
War’, New Formations, 2 (Summer 1987), 111; quoted in: lan Wellens, Music on the
Frontline. Nicolas Nabokov’s Struggle against Communism and Middlebrow Culture
(Aldershot: Ashgate, 2002), 118.

He taught music in Anavryta, the school attended by the royal family (1956-1958)
and at the Goethe Institute (1957-1968).
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A new round of imprisonments, prosecutions, and island camps be-
gan for people with a great variety of political ideas, communism in-
cluded.

Theodorakis, arrested in 1967 and confined, was permitted to leave
the country after a worldwide campaign by famous personalities (in-
cluding Dimitri Shostakovich, Leonard Bernstein, Laurence Olivier,
Yves Montand, and Arthur Miller). He lived in exile from 1970 to 1974,
performing his music around the world and directing universal attention
towards the Greek Cause. His songs and popular oratorios, though pro-
hibited in Greece, were miraculously widespread, instilling enthusiasm
and accompanying every revolt before the final fall of the junta.

Avant-garde music continued to be backed during the junta and a
number of concerts were organized with music by both foreign and
Greek composers, some of whom had left Greece either to study or to
escape capture, or both; a great number of young composers attracted to
avant-garde music were politically at the Left. It was considered abso-
lutely normal and natural that people of progressive, revolutionary etc
ideas would compose progressive, revolutionary etc. music.

New generous benefactors appeared, such as the Ford Foundation,
which paid both for avant-garde music (for scholarships, concerts and
commissions of works) and for concerts, editions and recordings of
Greek folk music, to satisfy the colonels’ cultural interests and help them
with their propaganda. As for the Athens State Orchestra, its director
responded much too readily to the dictators’ requests to perform at their
nationalistic feasts and dinners. Alecos Xenos did not participate; he was

dismissed from the orchestra, because of his “political views’."

In 1974 the junta fell and a spirit of unbelievable and unfounded op-
timism spread among Greeks in general and Greek artists in particular.

Many musicians returned from abroad, some having studied with
leading figures of the avant-garde.

Mikis Theodorakis also returned and was welcomed as a hero.

He gave a number of concerts in stadiums and other open-air venues
to celebrate the return to democracy. The atmosphere of those concerts
was unique. The audience was electrified, its participation absolute, its
enthusiasm noble and sincere, its emotions moved to their extreme; thou-
sands of strangers feeling like brothers.

'8 The letter announcing to Alecos Xenos his dismissal is published in: Atovoong

Xéppag, ‘Xpovordyto yia tov Ahéko Zévo’, Extavioiaxd Polia, xxv/3—4 (Autumn —
Winter 2005), 410-450:437.
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lannis Xenakis returned to Athens in 1975, twenty-eight years after
he had left the country. This fact transformed all the concerts of his mu-
sic that he attended into highly moving events, culminating in the Poly-
tope he presented in Mycaenes in 1978. It is not safe to speak of others’
feelings, but my impression is that the public’s reactions were quite
similar at Theodorakis and Xenakis concerts.

I end my story at this high point. In those days it was regarded as
one point of an ascending road. Today, we see it as the acme.

“A unique experience: the public of a performance in a Greek village in 1944”
[photo by Dimitri Megalides]

Kemu Pomany

CTUII U UAEOJIOTUJA:
XJITAJHOPATOBCKA ,,CMEIIA*“ Y I'PYKOJ
(Pesume)

VY pany ce pa3marpa HCKJbYUHMBam-€¢ I'PUKOT HApoJa M3 JpXKaBHE UCTOpH]E,

noceOHO M3 BEroBe KyiITypHe ucropuje. CTynuja npati KyJaTypHY MOJUTHKY Y
I'pukoj ox Ipyror cBeTckor pata a0 nazaa BojHe XyHre (1969—1974) — kyntypHy
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MOJMTHKY OOJIMKOBAHY IMOJI YTHLIAjeM JOMHUHAHTHHX 3allaJHUX cuia, Mehy Ko-
juMa cy Ouie M 3eMJbe KOje Cy U3 paTa u3aluie Kao nopaxeHe. Hemauka je nma-
Jla yJ0Ty mpoMoTepa HoBe 3amajaHe (amepuuke) Kyntype y ['pukoj. AyTopka je
JKeJlenia Jia MoKake Kako je XiaaHu paT (paBopH30BO NOpaXKEHE 3arajaHe 3eMJbe,
Koje Cy euKacHO ydecTBOBalle y TI00ANM3aIMji aMEpHUIKe KYIType, ¢ 003u-
pOM Ha TO J1a je MeHanu(uKaIrja y 3amagHoM CBeTy Omira TpaHcopMucaHa y
gumheme 0] KOMyHH3Ma.

VY3umajyhu 3a npumep Januca Kcenaxuca (1922-2001), Mukuca Teonopa-
kuca (1925-) u Anekoca Kcenoca (1912—-1995), Tpojuily KOMIo3utopa Koju cy
YUYECTBOBAJIM Y TPUKOM ITOKPETY OTIOpa (2 KOju Cy YMHOTOME BOJIIIH KOMYHH-
CTH), ayTOpKa yKa3yje Ha MOCJe/uIle HABeJCHNX ()eHOMEHA Ha TPYKH MY3HYKU
JKHBOT U CTBApaJIAIITBO.

Haxon [lpyror cBerckor para y I'pukoj je ycnenuo kpBaBu rpaljaHcku par
Koju je 3aBpmieH 1949. rogune mopa3zoM KomyHwHcTa. [leneceTnx romuna mpo-
IUJIOT BeKa oTmouena je (asa ,,pexaduiuranyje’ Kojy Cy CIpPOBOAWIC CTpaHE
cute, Mel)y KojuMa cy OuIle mojjeJHako U OHE Koje Cy Kpaj paTa JodeKaie Kao
moOeTHUTIE U OHE Koje Cy Omyie T'yOUTHHUIIE.

MapinanioB miaH je okoH4aH 1951, a ekoHoMcKka crabmin3zanuja ['puke on
Taja ce oclamaia Ha 3amaaHny Hemauky (3eMJpy KOja je YHHIITHIA TPUKY €KO-
HOMH]Y).

Hemiu cy UCIIOCTIOBAIM 1a Y 3aMEHY 32 €KOHOMCKY MOAPINKY H00Hjy THXO
peniaBame MpobiieMa paTHUX 3JI0YMHA, KA0 M CIIMYHO THUXOT HMIMPEHha HHUXOBUX
KyJITYPHUX Npou3Boza y I'pukoj.

Orpanak 'eTe mHCTUTYTa OCHOBaH je y ATHHHU 1952. TonnHe U U3 Wera cy
ce MIMPUIIK [1e3 U aBaHTapAHa My3uka y ['pukoj. Y nepuony ox 1962. mo 1965.
HEKOJIMKO JPYyIITaBa CaBpeMeHe My3HKe je OCHOBAaHO Y ATHHH.

[IpBy TeneBusmjcky cranuny y I'pukoj ocHoBane cy ['puke opyxaHe cHare
1966, xao na cy mpunpemaie Aoja3ak BOjHE XyHTE HapeIHe TOANHE U MTOCTICIIH-
BaJIC BEHY IPOIaranmy.

OTI104€eo je MPOroH JbYIM KOjU Cy 3aCTyINaly HIMPOK CIIEKTap HOJIUTHYKHX
nzaeja, ykpydyjyhn xomynusam. TeomopaknucoBa My3nka, Hako je Ouia 3abpa-
BeHa y [ puKkoj, mpaTuia je cBe NpoTecTHE MaHU(ecTanyje Mpe KOHAaYHOT CJIoMa
XYHTE.

Caza 3HaMO J1a je ONTUMHK3aM KOjH je 3aBJIala0 HAKOH Iajia XyHTe OHO Heo-
CHOBaH.

(C enruneckor nperene Becna [Teno u Menuta MuinH)

UDC 78.036:316.75](495)1945/1974”
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