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--Co n sta nti n e P a l a eo l o g u s by M a n o Ι is Ka I om i risl: .

By MΑRKoS TSΕTSOS

The National School opera in Greece

A lyrical work can be called "national" from three basic

angles: (a) subject matter, (b) language and (c) music. A "national

opera" should draw its subject matter from popular tradition,

deaIing νVith a distant or recent historicaI episode of the nation; it

should be written in the national language and incorporate, more

or less organically, elements of popular musical tradition. The

ear|Ιest specimens of Greek ,,nationa|,, opera usua||y fuΙfiI the first

criterion. A typical example of this is the opera Markos Botsaris - :
(1s5s) by |onian comρoser Pav|os Carrer (or Carreris, 

.1829-1896,

Ionian |sIands) on an |taIian Iibretto by Giovani CaccΙaΙupi. The

next step was the incorporation ofthe national Ianguage: the first

ooera based on a Greek |ibretto isThe ParΙiamentary CandΙdate :

(firstperformedin1867,Athen5premierein1888)byanother
lonian composer, Spyridon Χyndas (1814-1896),3 ln the above

cases, the Greek folk song is incorporated only sparingly and as

an external feature, as an ,,embetIishment,,we might say, whiΙe in its basic lines, the musica|

idiom foΙlows ltaIian sty|istic modeIs.

The reasons why it was v/ith such delay that folk scores were incorporated in Greek

aΙt mUSic, a fact which goes hand in hand with the de|ay in estab|ishing a nationaI schoo| of

music, are quite complex. From a historical point of view, one might point out the delayed

and gradual liberation of the territory which was to become modern Greece from the

cu|tura||y primitive ottoman Empire, and the strong po|itica| and cuΙtura| ties of the

significant|y more deve|oped Ionian Ιs|ands V/ith |ta|y. From a social point of view, the reasorf

v/as the delayed formation of a strong and nationally oriented urban tradition.4 l-lowever,

there are some purely musical reasons, too.

According to a recently expressed, well-documented point of view, we can talk about

a nationaI schoo| of music as sυch, onΙy where there is a marked difference bet!Λ/een art and

,Ι35. First paqe ofthe Iibretto of
the opera The Par|iaλentary
Candidate (Corfu, "lonia", 1867)
by Spyridon Χyndas (18,]2 or
18,]4.1896), teΧt by |oanni5
Rinoρoυ|os, the first Greek-
sρeaking oρera ρroduced by
Greek artists in its entirety. The
music is decidedly folklike and
the demotic language includes
several local elements. The
Candidate is the beginning
(1 888) of the efforts of Napoleon
LambeΙet (Georgios, brother) to
create a purely Greek
melodramatic tradition. (Corfu
RρarIar<,ζnrianl\

136. A scene from the first act of
Manolis Kalomiris' opera lhe
Motheι's Ring in the 1973-4 GΝo
production. Conductor: Vyron
Kolasis; director: Pelos Katselis;
sets-costumes: YannΙs Karydis. The
|eading roΙes were ρΙayed by T.
Skafidas (Yannakis), K Morfonioυ
(Mother), A. Kou|oυmbis (SotΙris),

M. Λ,4outsiou (Erofi|i), Ν. DaskaIakis
(KyrΙakos), M. Dou|i (Lady). (GNo
archive).).
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1 37. A scene from the second aζt
of ManoΙis Ka|omiris,oPera Ihe
Motheι/s Ringin the 1973-4 GNo
production. (see pic. 136 for
details, GNo archΙve).

138. Baritone Thanos Boυr|os as

Sotiris in Manolis Kalomiris' opera
The Motheι's Rιng in a 193o's (?)

production. [Γhanos BourIos, l4Γlth

Manolis Kalomiris, Νikodimos ρυb.,
Athens 1 983).

foΙk traditions. Within this frame\νork ,,Greece differs si9nificant|y from CentraI Europe. Τhere
'hlΞ-survived 

a rich tradition of fo|k music, which preserves many |ocaI features, a|though

contacts\λ/ith neighbouring countries [.'.] area|sofelt. Manyfo|ksongsdra\fffrom Byzantine

ihurch music. Therefore, Greek have a nationa| tradition which is distinα from the
traditions of other European countries (the element of otherness),,.S Ιt is this huge distance
between Greek folk music and the art music tradition of Europe which made it so hard to
adapt the former to the logic and the methodology of the latter. Besides, more often than
not, the aesthetic result of this adaptation is doubtful, as it produces a strong sense of
disparity and incompatibility.

Ιt is in the tyric works of Mano|is KaΙomiris, founder and main eΧponent of the Greek
National School of Music, that the organic fusion ofthe three prerequisites for the existence
of a national school of music (subject matter, language and music) is

achieved. Ka|omiris, ideologicaI|y oriented thoυght proceeded to
reform alI the aboνe factors, inspired V/ith the bourgeois poIiticaI
ideals of the Great ldea and imbued by the a'esthetic values of
Wagnerian ,,KUnstreligion,,, i.e. an artistic eΧpression aiming at
changing the fragmentary character of modern society through art.

The subject matter makes use of myth and allegory, demotic
Greek is exclusively used and Kalomiris draws initially from Russian
and Iater from trench music, being particuιar|y critΙcaI of the
"decadent" and "commercialized" character of ltalian music, as he
sav/ it. On the other hand, he is particularly attracted by
fundamenta| Wagnerian aesthetic va|ues, e.9. the ρoetic quaΙity of
the libretto, the density of the musical discourse and the Leitmotiv
method of composing.6 Of course, he attempts the necessary
οrganic incorporation of folk music into mainstream Εuropean art
Πusic forms.7



139. Athens, '1116/1908. Musical
evening \λ/ith works by M.
Kalomiris at the Athens
Conservatory. The 26-year-old
comρoser from 5myrna, Who has

made his dynamic presence felt in
Athenian cultural life, openly
sidΙn9 with demoticists and
opρosing his lonian coIleagues,
accompanies the presentation of
his music with an aggressive text
regarded as the "manifesto" of
the Nationa| SchooΙ. The worls
presented at the concert are
songs for voice and piano and
comρosΙtions for one and two
pianos, among which the Prelude
and FugUe for two ρianos under a

ρrovocativeΙy demoticist titΙe. (M.

Kalomiris, My Life and My Art,
Nefe|i ρub., Athen5 1 988).

140. scene from the first act of
Manolis Kalomiris' opera
constantine Palaeologusin a GΝo
produαion for the 1966 Demetria
Festival. Conductor: Andreas
Paridis; director: Pellos Katselis;
sets-costumes: Yannis Stefanelis.
The roles \r/ere played by D.

Tsakiridis (Constantine), 5. Glantzi
(Anna), Ν. Paρachristou (Father
Superior), E. Marselos (Notaras), E.

Pa|eoΙogos (FΙrewaIked, G'
Modinos (Charkousis) ao. (GNO
archive).

Manolis Kalomiris: a biographical note

Mano|is Ka|omiris lvas born in Smyrna in 1883 into a rich bourgeois famΙ|y. He first

studied music in Smyrna, Constantinople and Athens, and completed his studles at the
KonservatoriUm fιir Musik und darste|lende Kunst of Vienna (1901-1906). From 

,1 

906 to 19,]o,

he tau9ht at the obo|ensky School of Music in Kharkov, Ukraine, \Λ/here he acquainted

hΙmseΙf with the masterpieces of Russian music. His contributions to the magazine Noumas

and his ideas about a nationaI school of music caused a lot of controversy in the musicaΙ and

literary circles of Athens. Kalomiris was inimical to ltalian music and the lonian composers, to

expressioni5m and atonaIity. This hostiΙity, to a great extent prejudiced and ,,unfair,,, 
\νa5

moderated to\Λ/ard the end of his Ιife. Between the 20s and the 50s, at the peak of his artistic

creativity, Ka|omiris became the pi||ar of Greek musical Iife. He founded the ΝationaI and the

He||enic Conservatories, the National MeΙodrama Society, headed the Greek NationaI opera

and v/as the first musician to become a member of the Athens Academy. He wrote five

comp|ete Ιyric works, three symphonies and many works of symphonic and chamber music.

He wrote manUaΙs on theory, so|fδge, harmony and morρho|ogy. He died in Athens in 1962'

Κazantzakis, Kalomiris and the ideologicat

, 
Fackground of the opera

ln the preface to the piano version of his last opera, published in 1961, Kalomiris

v/rites: "l have spent the best part of three and a half years working on Constantine

Pa|aeo|ogus by Nikos Kazantzakis, which the great author himseΙf gave me at Antibes in

1953. He has just received the issue of Nea Εstia, where it first appeared. I made a musica|

tragedy out of it and for three and a half years I was immersed in the unredeemed night of

the Byzantine Legend and the tragic atmosphere of the vicissitudes of our race.,,KaΙomiris

regarded PaΙaeoΙogus a5 his topmost musica| achievement and was ful|y conscious of his

artistic goa|: ,.To combine Western Music with Byzantine chants and modes into a υnified

artistic whole, which, lthink, has never been attempted before to such an extent in Greek

musical creation".

In modern historiography, it is a common trend to interpret facts of the past as

ideo|ogicaI confrontations. BeΙng ideo|ogicalΙy cJrarged, these facts can be interpreted as

allegories of the present. This, of course, depends on the intentions of the interpreter, who

has the additional possibilityto express through this reference to the past, albeit indirectly,

not only his views on the present but his own ideological point of view as well. In the case of

Constantine Palaeologus, Kalomiris had to grapple with a specific poetic expression of'a

we||-known historica| event replete with ideo|ogicaι overtones. According to a re|atively

recent interpretation, "t
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a||egorica||y, i.e. wΙth reference to the ρresent. Hence, it is interesting to examine the way in
.which Katomiris treated the wea|th of messages and references in the teΧt in composing the

opera which \r'r'as meant to be his |ast great \Λ/ork, his ,,|ast song,,, as he himseΙf Used to say.

Let's begin with the text.

|n constantine PaΙaeologυs, Kazantzakis composes a phantasmagoria of acting

iymbo|s. The peopΙe, with the two elders and the dignitary at their head, incapacitated,

desperate and mistrustful of their governors, only thirst for peace: "We want no vvar, no

\,vesterners, no |eaders, \Λ/e ι,νant nothing, vve,re hungry.,,The invocation of God and the

divine intervention in the only thing that seems to matter in a world that is about to crumble.

Resignation becomes the only possible resistance. On the other hand, Father Superior is the

incarnation of an alienated clergy oblivious of its real mission, which is spiritual guidance,

indulging in political bickering and the struggle for secular power. ln this particular case, the

Christian \r'r'esterners and the Pope are represented by the clergy as Christ's enemies, as
- oπhodoxy,s \r'r'orst foes, even \,νorse that the infidel besiegers themse|ves' The po|itica||y

' . involved clergyman al\ryays represents his will as God's will, invokes miraculous divine
. inspirations and revelations, manipulating the credulous crowd through the power and

charm of the supernatural. On the other hand, the secularized clergy easily falls in with the
secular political povr'ers, which serve its interests.The latter, in turn, take advantage ofthe

. former,s pou/er over the peopΙe. ln Kazantzakis, tragedy, these powers are symboIized by

. Notaras. Yet, the most interesting symboΙc character in the ρ|ay is the Firewa|ker, the
- sarcastic nihi|ist who takes refuge in the madness of his ρractice, whΙch mystifies both
' people and nobi|ity' As a para||e|, Vie mΙght mention the yurodivi of the Russian tradition,
: masterfully presented in Mussorgsky's Boris Godunov. The Firewalker mocks the corrupt

leaders who exploit the populace, the people who are afraid of them, the warrior who fights
:'.. in vain for things whose fate is predetermined, Anna Notara's father, whose political

..-:. ambition wi|| cost him his head. Kazantzakis seems to keeρ aΙoof from the above powers and
:, their representatives. He simply puts them side by side, avoiding to bring out their dialectic
,1. relation. lnthismanner,hemanagestomaintaintheir_symb_oliccharacter,atthecostofa

:ademy. He \,νrote πve 
j 
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1 41. MarbΙe statUe ofconstantine
Palaeologus, a work by sculptor
Nicho|as Pav|oρouIos in th€
NationaI Historical Mυseυm of
Athens.

142. Scene from the 1971-2 GNO
performance of λ4ano|is Ka|omiris,
oρera constantine PaΙaeologus.
Conductor: Vyron Kolasis; director
Dinos YannopouΙos; seB<σiumes:
Yannis Stefanelis. The parts were
p|ayed by Τ. Skafidas (constantine),

M. Leontoρoυlou (Anna), N.

Papachristos (Father Sυperior), 5.

Angeloρou|os (FranEΙs), A.
KouΙoumbis (Charkoutsis) a.o. (GNo
archive).

143. Manolis Kalomiris c. '1958.

(M- Kalomiris Society archive).CFrtein <t\/liTatinn



1t14. Nikos Kazantakis with Albert
schvr'eieer in Austria in 1955.
(Eleni KazanEaki archive).

145.Scene from the ,197].2 GΝo
performance of Manolis lGlomiris'
oPe.a coΠstantine PalaeoΙogυs.
(See pic. 142 for detaΙls, GNo
archive).

Kazantzakis' ideals seem to be represented by Anna and Constantine. They are the
genuine Kazantzakian life-sized heroes who are free because they have no fear and no hope:

"to fight \^/ithout hope, bravely" says Constantine in the second part. They are the
Nietzscheian ,,overmen,, νvho act a5 free-minded individua|s and not through externa|ly

imposed values and ideals or the illusion of hope: "and let me accomplish free and unaided

whatmyunboundsoulhasvowed".ThehistoricaleventofthefallofByzantiumbecomesan _

allegory of the present decadence, about which Nietzsche vvrote, through which the
expected reassessment of values, the birth of new idea|s wil| take pιace. The issue here is the
rebiηth of the Greek nation. As Ka|omiris said, ,,even \{hen you see your dreams in ruins,

desperation itseΙf becomes a regenerative po\Λ/er.,. In Kazantzakis. Constantine and Anna .:
become allegories of the soul, i.e. of the real Christ and the real Virgin, which remains

unscathed by the ravages of history. Grasping the allegory, Kalomiris accompanied the
description of the Fighting Virgin in the third part with Anna's motif. The Virgin of the people

on the one hand and theVirgin ofthe Priesthood on the other are both extensions oftheir
inner Ιack of freedom. They easiΙy g|orifll her when she seems to be p|aying a|ong, and they

condemn her equally easily, accusing her of treason, "favouring the Turks", when their
prayers remain unanswered. This is a broad outline of the nucleus of this particular

Kazantzakianwork'Asaplay,it|aclsadynamicdramatΙcp|oξjuπaposingstaticimages
instead. The occasiona| voΙte-fate of the heroes is abruρt and sty|ized, Ιike that of Father ;

Superior in the second part. This particular instance of a character changing his mind is :

ρivota| in Kazantzakis, work. To the words of Father Superior ,,,..pa|e brotheη fοrgive me,

we,ve made a grave error,,, which express a,,tota||y human,,(in Nietzsche.s words) frustratioη
in the face of his prayers going unanswered, Constantine counters words of wisdom,
responsibility and true enIightenment: ,,Hush, it,s a heavy secret, the peoρΙe are |istening,,.

The disappointment of the monk is directly proportional to his fanaticism, while the .,..
enlightened leader, by refusing to undermine the faith of the people, turns it into a power in

their favour. lt should also be added that historical and metaphysical events are not enacted '

on stage but are presented verbally. All this is a necessary prerequisite for an allegory.The
obvious analogy to Richard Wagner's Parsifal is not just structural. lt is confirmed by the

rather deliberate reference to the |egend ofthe Ho|y Grai| towards the end ofthe third paπ:
,,angeΙs take the Ho|y GraiΙ uρ into the mountains, where chaste and pure defenders wi||

guard it behind the battlements of a distant castle lost in the snow". Finally, we need to ,''
stress a rather de|icate ρoinι the only way to mΙtigate the idea emerging from Kazantzakis, - ..

teΧt that freedom as the supreme idea| can onΙy be understood as synonymous V/ith the idea . ,].

ofGreeknationhood,isbynever|osingsightofthea||egorica|characteroftheaction;
otherwise the point can be extremely problematic. -
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Musical language and dramatic function
Consta nti n e Pa laeol og us

It seems, however, that Kalomiris himself took care of this, albeit unawares. In his

own words, ,,| bui|t into the music of Pa|aeologus the best part of me Ιn terms of power,

soul, heart, dream, desperation. Yes, desperation!" Although such insistence on the word
,,desperatΙon,, on the part of the most successfuI Greek musician and academician of that
period might seem far-fetched, KaΙomiris himse|f spares no effort to suggest it. Pa|aeoΙogu5

is not, as one might expect, yet another typicaI opera toeing the Iine of eπoΙ|lng 9reat ideas
and heroic deeds. At a time when, in countries of intense propaganda like the USSR,
traditional tonality and, occasionally, the major triad itself become the most effective
eΧponents of officiaI ideo|ogy, conservative Kalomiris resorts to a markedly differentiated
hand|ing of the tona| idiom which was historicaΙ|y associated with European ideatistic
ideologies, which harboured at the time the artistic reaction of the ννest. νVhat rea|ly
matters is not whether ,,the musΙc of PaIaeoIogus is modernistic of conservative,,, \Λ/rites the
composer. but the fact that it was through this that he managed to circumvent the trap of
the great tonal affirmation, precisely at the points where it would be ideologically most
effective. Kalomiris does not say "yes" easily. The mass scenes of the first and third parts, the
atypica|, occasiona|Ιy ambiguous harmonization of the Byzantine chant, often poised οn
the verge of tonality, combined with the bold freedom of the voices, contribute to the
buiΙd-up of an unreal, transcendentaΙ, symbo|ist atmosphere. KaΙomiris is often persistent
in undermining wherever possibIe, the affirmative stabiIity of the occasionaΙ triad or any
chord built traditionally through the superimposition of thirds. He does this through the
addition of nonharmonic and thus dissonant tones, which, occasionally, derive from voice
Ιeading. Thus, the use of tonaIity runs coU nter to tradition without transcending its borders,
in short it assumes a critical function. Typical instances of this critical undermining of
tonality are the basic introductory motifs of "the Virgin", "Constantine" "Anna" and "the
mΙracIe,,.

tn

147. A scene from a 2001 Athens
Festival performance of M.
Ka|omΙris, oPera constantine
P a |a eol og υ s \rrith the Pa rticiρation
of the Greek Radio and Television
5ymphony Orchestra, the Salonica
Choir, the Sofia Kaval Choir and
the M. Ka|omirΙs Chi|dren,s Choir.
conductor; Vyron FiderΖis;
directoΓ sρyros Evan9elatos; sets-
costumes: Yorgos Ziakas. In the
roles, E. Hatzisimos (Constantine),
M.Arapi (Anna), P. Psychas (Father
sυperior), A, LaIoUsis (Notaras,
Francis), T. Christoyannoρoυ|os
(Charkoutsis), D. Sigalos
(Firewalker) a.o, (GRT archΙve).

148. Kalomiris with his wife
Chariklia at the Herodeon. The
comPoser is Wearing the unιfom
of the Inspector of Military
Mυsicians, a post he he|d for a |ong
time (1918-1920, 1922-36). (M.

KaΙomiris 5ociety archive).

146. A portrait of M. Kalomiris.
(ManoIis KaIomΙris 5ociety
archive).



could this be explained?

'149. A scene from the first act oF

M. Kalomiris' opera Constantine
Palaeologus as performed in
SalonΙca by the GNo for the ,Ι 

966
Demetria Festival. (For details see
pic.140, GNO archive)

150. The main introductory motifs
used by M. Kalomiris in
Co n sb nt i ne P a laeo log u s. (F rench
translation of the libretto for the
GNO, Athens '1961).

tollowing the formula esta'blished by Wagner and, more recent by Richard Strauss, :

one would expect the highest musical symbols of the drama to dominate over the tonal
chao5 \η/ith the briΙ|iance ensured by the ,,order,, of the major triad or genera|Ιy the chords' ' :|

that consist of thirds. On the contrary, Kalomiris avoids all thoughtless tonal a{firmation - .

through the tonaI oρenne55 of his enigmatic musicaI symboιs, which is aided by an a|most ,

exρressionistic v/ay of \,νritin9 (see Anna,s motifs). ln addition, the composer broadens the :, ,-

sρectrumofthemusicaI toolsheuses,reachingthethresho|dofatona|ity: theintrodUctory.. ,',

motif "Constantine's decision to fight" orders 1 1 different notes (Cb, Eb, C, D, Db, Fb, G, GQ,',,,1,,.:-,

F, A, Ab), while the second variation on the Firewalker's theme orders all i2 notes of tl'ie :

chromatic sca|e as fo||ows: c'F#'B' F, Ε, Bb, Db, G, D, Ab, c, D#. '.'Ξ=;τ.lι:.

The tonaI environment \,νe described above is ρarticu|ar|y suitab|e for bringΙn9 outj . ':i'j

the aΙ|egoricaI character of Kazantzakis, text. KaΙomirΙs, however, does not stop there: ln . .i1..j

Palaeo|ogus \νe can discern a tendency to compose openin9 motifs a|ong simi|ar |ines, ,. .;-

which sometimes makes it very difficult to pinpoint their differences. For example, the ;,. .;r:,

descending chromatic motion i5 present in the motifs of the ,,ρeop|e', the'Turk'''' Ιh9.}:,,.:.i
"nobility", "Anna" and "Notaras". The motif of the "appeal to the Virgin'ald '-t ,.:.,.'
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The |ate Ka|omirian \Λ/ork

Earlier in this article, we mentioned Richard Wagne(s Parsifal.ln the "last

song', of the great German composer \Λ/e cannot help noticing an osmosis of

ideas, which is achieved by using the same poΙicy of drawing motivic.thematic

οaral|e]s. As in the case of KalomirΙs, Wagner saw to it that a number of very clear

allegorical associations were made, e.9. between Parsifal and Christ or between

Kundry and Mary Magdalene.l0 The isolation and the enigmatic mutual

alienation of the symbo|ic concepts was |ifted there, reveaΙing a ,,metaphysica|

dimension,, which, aicording to ιate Wagnerian aesthetics, was inherent in the

music. |s Ka|omiris simi|ar in this? Α carefuI examination of the re|ation between

motifs and concepts in PalaeoΙogus shows that Kalomiris had not set as his target

a consistent and systematic musical ,,thematogene5Ιs,, or the fabrication of

ideo|ogicaΙ and conceptual fusions. The score of Palaeologus shou|d rather be

seen as belonging to what Εuropean musicaI tradition calls ,,|ate musicaΙ work,,

and represents a retreat from the apparent organicity ofform, a retreat from the

constant endeavour to ,,rationa|Ιze,, musicaI decisΙons into norm5, the freedom in

treating the materiat which gives a sense of a quasi-"natural" affinity between

thematic elements, the disregard of triumphal positive climaxes and endings.

How coutd it be explained, among other things, that Kalomiris ends this

monumental work with an inherently unstable seventh chord?

Maybe without realizing it, maybe following the dictates of history, in this

exce||ent specimen of Ιate writing, Ka|omiris turns against the princip|es of thought which are
'uiually 

intertwined with ideologies, i.e. against positivism, which does not tolerate dialectical

antitheses, against the strict classification of ideas and their reduction to a superΙor idea and so
on. In Palaeologus there are no carefully prepared and organized gradations which lead to
,justified,, cΙimaxes, nor is there a pseudo-organic oνer-expIoitation of the thematic eIements.

"Historical necessity" is expressed by the fact that Kalomiris, a thinking person who is aware of
current trends in mυsic, cannot stand in the way of progress. When he confesses: ,,| don,t know
and it,s rea|Ιy none of my business to know whether the music of Pa|aeologus can be c|assified

as modernistic or conservatiνe,,, he in fact distances himself conscious|y from the expΙicit
partisanship and the ideologicaΙ and aesthetic se|f-restrictions of the past, thus a||owing his

aging hand to hand|e in an unbiased way whatever materia| his aπistic mind considers
suitable.

The above arguments show the innovative spirit of Kalomiris' late work, which, far from
|imiting itself to the mindΙess adoption of new or experimenta| methods of composition,
adopts a revisionary attitude towards musical traditΙon, adding a criticaΙ note to the musicaΙ
treatment of all ideologically oriented extra-mu'sical content. Eventually, the case of
Pa|aeo|ogυs may suggest in its own νvay that in the wor|d of KaΙomiris and, by extension, in our
own wor|d of world \ryars, frustrated ideoΙogies and,,desperation,,(to which he often refers),

music is, quite understandab|y, unable to become the enthusiastic apoΙogist of aIl manner of
,,great 

ideas,,. In this world there is something unreaΙ about pure major chords,

151. Cover of the trench
translation of the libretto of
constantine Palaeologυs made
for the GΝo. (GNo, Athens 1 961 )

152. In 1953, upon an invitation
by R. Wagner's grandchildren
Wieland and Wolfgang, M.
Ka|omiris traveΙ|ed to Germany
to attend the FestivaΙ of
Bayreuth. While there, he
attended the first fυlI production
of R. Wagner,s Der RΙng des
Νibe|υngen in the first Post.war
performance directed by
Wieland Wagner Ιn these
performances he had the
oρρortunity to hear the tetra|ogy
sung by distinguished
Wagnerian singers of the time.
trom |eft to rΙght IV. KaΙomiris, D.
Mitroρou|os, L symeonidou. (L
Symeonidou archive).


