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ANGELOS DELIVORRIAS

Erotic discourse in the iconography of Greek ‘folk” art

Kéxwy’ dxeidr épilnoa «° éfae 10 O1xd pov,

Kai ¢ 10 pavinii o ovpa «’ éfae vo pavrnii,

kai s 10 movdu1 16 mAvva «’ éfae 1o morduz,

&’ éfaye n drpn 100 yradov k1 péon tov neddyov.
KatéPn o dirog va min vepo «° éfapay ta prepd tov,
k" Efarpe 0 1tA10¢ 0 p10dg Kai 10 Yeyydpt diépio.

[ SHALL NOT GET ENTANGLED in the twists and turns
of theoretical justifications for putting inverted commas
around the epithet which qualifies the artistic production
featured in the title and text of this study.' Rather I shall
discuss at some length the summary of conclusions in the
final chapter of an unpublished essay on secular art of the
Post-Byzantine period, which systematically investigates
the relationship of male to female figures and the notional
space of their encounters. I should stress, however, that
a new kind of approach to the subject is required and a
new way of looking at the works dealt with here. Because
the demonstrative force of my argumentation will only
be seen once the implicitly pejorative use of the word
‘folk’ in our intellectual approach to artistic production
in general has been left behind. If, in other words, one
circumvents the subjectivity of 2 priori judgements which
underrate the importance of aesthetic values, overlooking
the decisive role of consciousness in the formative process
of expression.?

Because deliberations on problems of this kind have, in
Greece at least,’ failed to engage the interest of scholars
working in folklore, anthropological and ethnographic
studies, I sought the help of an essay by Roland Barthes
with a similar title to that of this article.” Yet neither the
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linguistic starting point which determines his orientation,
nor the aphoristic semeiology and semantic fixations of
his structuralist analyses bear any relation to the material
under consideration; nor, of course, do the insufferably
sentimental transpositions and romantic outbursts of
Berther’s airy-fairy psychology. Making a systematic col-
lection of the encomia of female beauty from the Greek
folk song, as offered to us in Aristeidis Doulaveras pre-
cious anthology,’ was much more helpful for my own ap-
proach. And this was not so much because it provided a
poetic counterweight to the visual discourse,* as because
the overtly erotic mood, even when expressed through the
mouths of women, allows the male element to appear the
subject, as George Seferis’ Erotikos Logos, written in 1930,
insistently reminds us. It is also thanks to Doulaveras that
I discovered an article with a somewhat analogous theme,
to which I shall refer below.” And now, in order to facilitate
the reader, I shall start by defining the parameters of the
research field, as an introduction to its idiosyncracies.®
The presence of the human figure in the various mani-
festations of Greek ‘folk” art poses, in any case, stimulating
questions for even the most untrained observer. From there
on, egged on by curiosity and the fascination of increasingly
refining one’s observations, the the urge to discover draws
us ever deeper into unexplored areas of cognition concern-
ing the nature of the figures depicted. We want to know
whether they have been conceived and whether they are
rendered in accordance with the absolute morphological
dictates of a specific repertoire; whether their artistic ren-
dering reflects the deep-seated convictions of established
mentalities; whether their ideological value corresponds to
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given historical and social factors; whether their evocation
in other, better-studied expressions of the same culture,
such as poetry or song, has similar starting points (and to
what degree); and finally, whether the transformations, or
rather the transmutations, they underwent up to the Sec-
ond World War or thereabouts, when the creative impulse
of this art finally breathed its last, followed the successive
stages of the historical process in evolutionary fashion.

Yetany investigation of the anthropocentric spirit of ‘folk’
art, or more correctly of the secular art that flourished dur-
ing the post-Byzantine period, comes up against insuper-
able obstacles. I stress again the limited access to the surviv-
ing material, or in other words our extremely inadequate
knowledge of the subject, for lack of essential aids such as
catalogues raisonnés of museum collections, specialist mon-
ographs, and relevant bibliography.” Indeed, it is not without
significance that the scholarly interests of those who study
this kind of artistic creation are expressed almost exclusively
in reviews of a general nature, producing a literature devoid
of publications on specific works and of observations on the
artistic autonomy of these individual works.

By underlining the inevitably superficial character of
any attempt at research in this direction, I do not under-
rate the challenge of the venture, nor do I underestimate
the lurking danger of the necessarily schematic — not to
say simplistic — nature of any conclusions which may be
drawn. This is because — as I hope has already become
evident — coherence in the logical development of an argu-
ment will depend on a knowledge of such testimony as has
managed, quite by chance, to break through the barrier of
unforgivable indifference to the material remains of Neo-
hellenic culture. In any case, the selective highlighting of
certain creations, which re-appear with tedious regularity
in the current literature, without the reinforcing authority
of the statistical frequency of related and analogous works,
leads only to generalizing maxims and pronouncements
that are inclined to miss their mark."”

Most of the problems facing anyone who takes a serious
interest in Greek ‘folk’ art spring from the very nature of
the subject: the fact that it is primarily art on a small scale
and of the private domain, not so much because it contin-
ues the Byzantine tradition, as because it developed in a
protracted period of foreign occupation, which did not fa-
vour the monumental, usually extrovert, artistic creations,
related to public life. The strictly symmetrical organization
of this art’s individual morphological elements, expressing
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a deeply-rooted need for good order at least in the arrange-
ment of things domestic, articulates an unbreakable law
of decisive importance, which directly influences the ren-
dering of the human figure and its setting. The symmetry
and the frontality of the compositions set the dimensions
of a world without movement, in such a way that it could
never illustrate the mutability of contemporary historical
circumstances. The world of Greek ‘folk” art, shaped in
difficult times, turned more towards the future than the
past — steeped in prayers for the fulfilment of unrequited
desires — does not represent reality but a dream. That is
why, even when the enchantment of naturalistic magic
leads it astray, it has difficulty in crossing the dividing line
of realistic accuracy.

In the picture field, the female figure is either idealized
and geometrically perfect," or more voluptuous but with a
highly stylized vitality.” More rarely it appears together with
other female figures in scenes of dancing,” imaginary feasts
or other social occasions." In several cases it is accompanied
by the male figure, highlighting clearly the expectation of
a marriage, to which I shall refer in more detail below. By
contrast, the male figure occurs in a wider range of icono-
graphic types, though tellingly genre scenes from everyday
life, with any hints at the professional, economic or social
status of the figures depicted are absent from this more ex-
tensive iconography.” Regardless of the semeiotic roots of
these representations, and others which may have escaped
me, in other words, independent of the specific drivers of
the artistic event, the man in Greek ‘folk’ art always ap-
pears to be of heroic inspiration. That is why whether he is
presented as a horseman, a freedom-fighter or hunter, as a
sailor or singer, he reminds us subconsciously of the prince
in the fairytale and the awaiting of his coming."

It has been stressed time and again that the blossoming
springtime of the imagined space surrounding the human
figures expresses the optimism of a profound affirmation
of life. Yet there is no doubrt that this vibrant sustainability,
the vast range of imaginative variations which orchestrate
the optimism of the flora in every expression of Greek
‘folk’ art veils an easily discernible procreative symbolism."”
This symbolism, over and above any artistic debt it may
owe to Ottoman aesthetics, is associated with the meaning
given to the flower in all cultures since time immemorial
and finds its fullest expression in the otherwise inexplica-
ble efflorescence of decorative systems in the Neohellenic
house. However, its semeiotic value can be more clearly
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Fig. 1. Embroidered hem from Crete. London, Victoria and Albert Museum, Dawkins Collection, T.706-1950 (© V&A Images/
Victoria and Albert Museum, London).

Fig. 2. Embroidered cushion cover from Skyros. Athens,
Benaki Museum, inv. no. 11332 (photo: K. Manolis).

understood from the almost exclusive recourse of female
adornment to an endless renegotiation of the inexhaust-
ible forms of floral motifs. In any case, as I have noted on
many occasions, jewellery, by enhancing female beauty,
arouses the interest of the male, ensuring perpetuation of
the species. Indeed, together with the floribunda of the
bridal costumes, jewellery essentially transmits a procrea-
tive prayer, which in some inexplicable, magical way seems
to ensure in advance its fulfilment."

These clarifications were considered necessary in order
to shed fuller light on a numerically small group of exam-
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ples of indubitable documentary value, which have been
selected on the basis of the clearcut nature of their subject
matter and its completeness from an artistic point of view.
I refer to the pairing of the male with the female figure as
climax of their expressive autonomy, that is, in an intensi-
fication of the emotive skin-tingling that the prospect of
marriage stimulates. Indeed, lest it be thought that I have
allowed my imagination to run away with me as regards
the direction I am proposing to follow in this research, I
repeat that all the works discussed relate to the furnishing
of the house, that their use is associated exclusively with
nuptials, and that the figural compositions are surrounded
by a profusion of blossoming flowers as filler motifs that
are equally important in meaning,

Certain representations suggest the idea that the love
affair was sparked off at some festive celebration, by a
chance encounter favoured by the social freedom and the
open-air setting. In this respect the dance on a Cretan tex-
tile, with the abstract geometry of its alternating male and
female figures, and the rhythmical pulse of a disarming
simplicity, is imbued with a general impression of equality
between the sexes in the context of an event sanctioned by
convention.” Similarly boys and girls dance together on
an embroidered hem from Crete, but the different move-
ments in the dance and the delightfully naturalistic fig-
ures impart a surprising charm to the aesthetic result (fig.
1).2 On the two edges of another embroidery, a cushion
cover from Skyros, it seems that only one man endowed
with exceptional vigour has the unexpected audacity to
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Fig. 4. Drawing of a gilded cup. Athens, Museum of Greek Folk Art, inv. no. 3114 (drawing: K. Mavragani).

break into the exclusivity of the women’s dance (fig. 2).”
However, in order to decode the scene depicted, as well
as the differentiated role of the two sexes in actual dance
performances and their diverse local versions, I would have
to get into the fine details of a subject that %has not been
paid particular attention by researchers’.** Consequently,
instead of attempting to identify the visual transcriptions
of these performances — which is in any case difficult—, I
shall give a fuller account of the dance episode, which is
illustrated in inimitable fashion in the carving on a dam-
aged wooden chest from Mani (fig. 3).”

Three musicians with their shawms (zournades) and
drum (daouli), placed at the right-hand side of the com-
position, set the beat for the women’s dance.* But the
smooth succession of figures is interrupted by the promi-
nence given to the first of two men, the one in front must
surely be the bridegroom and the one behind a friend of
his, perhaps the best-man. Interposed between them are
three rosettes, underlining their leading role in the un-
folding of a narration which is developping from right to
left (anticlockwise), opposite to the dictates of the flow of
speech in script but consistent with the rhythmic move-
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ment of Greek dances. In this respect, the recording of the
successive episodes is more rationally constituted in anoth-
er narrative, which runs around the inside of a well-known
gilded cup, where a male dance provides the starting point
and further details (fig. 4).” The representation unfolds
from left to right, with first a musician playing his pear-
shaped /yra* and then a group of four dancers, the one in
the lead holding a kerchief .”” A fifth man follows, alone,
with his hands on his waist as if dancing, having broken
away from the others. Perhaps he is the same figure as the
one who, at the end of the episode, expresses his amorous
feelings by embracing the sole female figure in the repre-
sentation. Indicative of the propitious symbolism of the
subject is the depiction of the couple in front of a cypress
tree topped by a bird.” The relationship between the two
figures is indicated by the positioning of the man on the
left, the place of honour, which denotes that the prospec-
tive bridegroom has already chosen his bride.

It should be noted that from here on the handling of the
subject takes into account the fundamental rule of prec-
edence, which applies in a general way to the organization
of compositions throughout the history of art. This rule
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Fig. 6. Fragment from an embroidered hem from Crete. Athens,
Benaki Museum, inv. no. 26110 (photo: M. Skiadaresis).
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emerged from the study of certain creations of Antiquity,
and, as is easily ascertained, also applies to so-called ‘folk’
art.” According to the principles of the rule, the position
of the figures in a representation, on the left or right side
—and of course at the centre —, gives an indication as to the
picture’s meaning. A second equally important rule defines
the semeiotic priority of the seated over the standing pose
and this has also been studied by scholars specializing in
the study of ancient art.** These two rules meet not only
in the representation being examined (fig. 4) but also in
the whole range of material under discussion, affecting the
tone of the erotic discourse being pronounced.
Returning to the cup with the image of the dance and
attempting to fill in what is only implied in visual terms
one can imagine that the ‘bridegroom’ was initially tak-
ing partin the dancing, but left in order to meet his future
‘bride’. However, whereas he occupies the most important
position in the first part of the narrative field, she takes on
added significance in the second, occupying the dominant
position on the left in the more developed scene with the
hookah. These subtle nuances of signification can scarcely
be dismissed as meaningless. This is because the second
part of the picture, with the conclusion of the narrated
event, which is bounded by the cypress tree with the bird
and the other cypress tree behind the seated man, obvi-
ously alludes to the felicitous outcome of a marriage. Their
life together in the now relaxed atmosphere of the house is,
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Fig. 7. Embroidered cushion cover from Crete. Newcastle University, Hatton Gallery, Bosanquet Collection (photo: Neville Taylor).

in fact, evoked by the depiction of the husband seated in
the place of honour opposite his wife, reminding us of the
semeiotic precedence given to the seated over the standing
pose from ancient times.

As is known from many examples, the act of smoking,
semeiological correlative of a man’s leisure and happiness,
is usually indicated with a pipe,” with which the hookah
is related in meaning, even though I have not managed to
tind a similar image for cross-reference. Certainly it is in-
terpreted in this way in the internal discourse of the scene,
that is in the relationship between the two figures: i.e.
the more important seated pose of the male figure, albeit
in the secondary position in the composition, simultane-
ously balanced according to the rule of precedence by the
standing pose of the female figure. And thus we can read
awelcome message of equality transmitted by the conver-
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sation between the two figures. Despite the refinement
of the iconographic elements, the ambiguous vocabulary
of expression seems nonetheless to prohibit even the most
hypothetical interpretation of the two entwined, small-
scale figures between the cypress tree with the bird and the
woman. In these figures I intuitively see two boys playing
and wrestling, that is the children who have completed the
couple’s familial harmony.”

But the amorous discourse of Greek ‘folk’ art is heard
much more melodiously and clearly in a considerable
number of other creations in which the man sings of his
love to the woman, to the accompaniment of the /yra, the
tambour or the lute.” Eloquent examples are encountered
once again in Cretan embroideries, indeed on one hem
the positions of the figures alternate in such a way that the
repeated scenes show the /yra-player sometimes in front
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Fig. 11a-b. Details of painted wood revetment, possibly from Patmos. Rhodes, 4th Ephorate of Byzantine Antiquities,
Rhodes Decorative Arts Collection, inv. no. EA235.
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Fig. 12. Painted leaf of cupboard from Patmos. Fig. 13. Painted leaf of cupboard from Patmos. Athens,
Rhodes, 4th Ephorate of Byzantine Antiquities, Benaki Museum, inv. no. 41080 (photo: Sp. Delivorias).
Rhodes Decorative Arts Collection, inv. no. 2A236.
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Fig. 14. Detail of painted wood revetment, possibly from Patmos. Rhodes, 4th Ephorate of Byzantine Antiquities,
Rhodes Decorative Arts Collection, inv. no. EA233.

of and sometimes behind the woman (fig. 5).* On a frag-
ment from what must have been an exquisite embroidery
of this kind, the missing figure would probably have been
female and not male (fig. 6),” as on a similar but complete
example with alternating same-sex couples.” The most
spectacular and boldly rendered, I would say the most em-
blematic depiction of the subject, is on a bridal cushion
cover from a private collection in the UK, formerly part
of the Bosanquet collection of Greek embroideries, which
has rightly led earlier research to read it as ‘an idyll’ (fig.
7).7 As happens in other examples from the same group,’*®
the depicted youth is not playing the violin but the Cretan
lyra, while the cypress tree with the bird here too refers
directly to the happy outcome of the amorous tryst.
Young men in love from the Dodecanese appear as
troubadours playing their /zouta in a whole series of pic-
tures painted in egg tempera on wood, which, thanks to
the glory of current scholarly responsibility , remain un-
published and neglected in the mansions of Patmos and
in the Rhodes Decorative Arts Collection.”” Most come
from decorative elements related to the bridal bed, as well
as from long narrow chests that were used as settles, or
from the door leaves of cupboards. Three of these fared
better and found refuge early on in the Benaki Museum,
where they mesmerize visitors with the quality of the
drawing, the impressive coloration and the sometimes
recondite semeiology of their imagery. Of interest with
regard to the subject in hand are the repeated couples in
two compositions, with the men occupying first place on
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the left, and wearing, like the women with kerchiefs op-
posite them, western-style clothes (figs 8, 9).* The same
thing is observed in one more example on which the paint
surface is better preserved (fig. 10).” Even the details are
clear on another piece in the Rhodes Decorative Arts Col-
lection (fig. 11),”* and even more so in the male figure that
dominates the left-hand leaf of a closet door in the same
collection (fig. 12).” Here the female figure will certainly
have been depicted on the lost right leaf, as can be seen
from a related example (fig. 13)* and is confirmed by
intact examples from Patmos.” In some cases of stylisti-
cally similar creations, always with the same hierarchical
sequence, the amorous discourse is not expressed in musi-
cal terms, but is captured and epitomized in a delightful

“ It cannot be ruled out that

gesture of greeting (fig. 14).
these variations render an invitation, perhaps to dance, if
the symbolism of the kerchief can be interpreted as having
such a meaning,.

The subject of the ‘idyll’ with the young man wooing
the girl he loves, to the accompaniment of some musical
instrument, is repeated isolated within a wreath, as on
the cushion cover from Crete (fig. 7) and on the inside
of the lid of a chest, most probably from Patmos (fig.
15).” On Patmos there are more related examples, with
minimal variations, one of which has been rescued, once
again thanks to the Benaki Museum’s policy (fig. 16).*
However, the most spectacular elaboration of the same
basic idea, animated in its painting with the intensity of
an unsurpassable directness, is encountered on the lid of
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Fig. 15. Lid of painted chest, possibly from Patmos. Rhodes, 4th Ephorate of Byzantine Antiquities,
Rhodes Decorative Arts Collection, inv. no. EA237.

Fig. 16. Lid of painted chest, possibly from Patmos. Athens, Benaki Museum, inv. no. 35253 (photo: Sp. Delivorias).

an intact chest from Mytilene, which is indisputably a
masterpiece of ‘folk” art (fig. 17). Here too the man woos
the woman, to the accompaniment of a tambour, occupy-
ing, as in the previous examples, the hierarchically more
important place on the left. We find the exact opposite on
the reliefs adorning the jamb capitals of a doorframe in
Amorgos, bearing the date 1730 (fig. 18).*° Here the female
figure is placed first on the left, carved in a naive style and
in frontal pose, as she listens to the song of her companion,
who is serenading her from the secondary position on the
right. Both figures are represented on panels topped with
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gables, which must symbolically represent the security of
the house, and indeed next to cypress trees denoting the
happy outcome of their courtship in their life together.

I do not know if there has been any serious research
into the semeiology of the allusions in many images to the
warmth of the home as the final stage in the evolving proc-
ess of a love affair and the blessing of marriage. Yet I be-
lieve that this is what is signified by its altogether frequent
presence in the form of a simple frame within which the
figures are enclosed. Just such a panel, marked by the pro-
tective blessing of a cross, stands out on the right side of a
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Fig. 18. Jamb capitals from marble door surround from the house of Sophia Theoloyitou, Amorgos (photo: G. Despotidis).

carved wooden chest from the Peloponnese, smothered in
a riot of floral decoration (fig. 19).” The male figure thus
surrounded is given prominence, indeed he is seated with
his feet resting on a footstool, something like a pedestal
or chest, just like on the jamb capitals from Amorgos (fig.
18), but mainly distinguished by his long pipe, an oblique
reference to the relaxation that only the home can offer.
The subject of the man smoking, forgetting the cares of
the day, must have been a pointer to his superiority in both
social and economic status, as borne out by the example
with the hookah, referred to previously (fig. 4), as well as
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by some other images that will be mentioned shortly (figs
20, 34, 35). However, the most easily readable version of
this appears on a rare painted chest from Lesbos, with
other iconographic connotations, the enigmatic meaning
of which I tried to illuminate some time ago.”

What is more interesting in the representation on the
Peloponnesian chest (fig. 19) is the way the female fig-
ure is placed in the place of honour on the left side of the
decorative field, as in the case of the Amorgos doorjamb
capital (fig. 18). The female is depicted on an appreci-
ably smaller scale than the smoking male figure, and in
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Fig. 20. Lid of painted chest from Mytilini. Athens, Apostolos Argyriadis Collection.
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a strange pose suggestive of movement, which could be
interpreted either as showing she is inclined to flight, or
as a coy invitation to dance. Beyond the observed differ-
ences and the clear indication that the house belongs to
the man, the precedence given to the woman cuts through
the apparent contradictions in the craftsman’s obviously
conscious effort to denote their equality. The painter of a
chest from Mytilini, now in a private collection, achieves
this with much greater skill, by depicting first the female
figure in European dress, apparently turning away from
the man, likewise in European attire, who follows her (fig.
20).” The scene is set in some indeterminate bucolic land-
scape with a few trees, a shepherd and his flock, which take
up the rest of the painted field. Indeed, since this genre
scene is repeated with remarkable accuracy in the mural
decoration of the well-known mansion of Vareltzidaina at
Petra on Mytilini,* we can begin to form an idea, albeit
a general one, of the production of a currently unknown
craftsman with a relatively well developed range of crea-
tive activities.

In the examples enumerated so far it has been a rarity
to find the female figure taking pride of place. But the
established order is completely disrupted in a vertical
arrangement on a curtain leaf from Siphnos, featuring
a rhythmical alternation of subjects in which couples
alternate, their arms imitating dance movements while
their bodies remain frontal and abstract (fig. 21).” In my
opinion the treatment of the same theme in relief at the
two ends of the front of a carved wooden chest from Chios
(fig. 22)°° endorses the view that we are not dealing with
isolated original conceptions, but with standardized artis-
tic achievements which consciously underline the parity of
the two sexes within the sanctioned boundaries of married
life. This parity is reflected in the horizontal alternation
of the male and female figures in the couples on a superb,
white-embroidered curtain, perhaps from Mykonos, on
which the dancers” hand movements are evocative of the
island balos.”

The equality between the two sexes can also be seen in
the painted compositions on the sides of a broken chest,
again from Mytilini (fig. 23a-b),” with the man, in Eu-
ropean dress, coming first on what was probably the left
side, while on the right side the woman comes first and
the man, moustachioed and fully armed, is represented in
island costume. Indeed, because decoration of the sides is
most unusual on chests in Greece, one may suggest that
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Fig. 21. Leaf of embroidered curtain from Siphnos. Athens,
Benaki Museum, inv. no. 6526 (photo: M. Skiadaresis).
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Fig. 23a-b. Adjacent sections of painted chest from Mytilini. Athens, Benaki Museum, inv. nos 25729 and 25728 respectively
(photos: Sp. Delivorias).

the craftsman, by choosing such an arrangement, wanted
to frame the central subject on the lost main face (surely
some variation of the typically repeated Rococo composi-
tions of flowers, fruits and ribbons), with women.”” Conse-
quently, the male figures defined the ends of the painting
on the front and sides, with their promising stability of
expectation. And I believe there is no doubt that a much
more spectacular and semeiotically intriguing narrative
scene would have adorned the inside of the now lost lid.
Whatever the case, I would say that in the rest of those
works I succeeded in collecting in my quest for the rhyth-
mic musicality of erotic discourse in secular Neohellenic
art, it is difficult to find some fixed rule of composition.

108

For example, on a bridal pillow case from Skyros a couple
featuring the man first is repeated unchanged twice in
a vertical arrangement.”” On the embroideries of Epiros,
sometimes the man takes priority and sometimes the
woman, something which may well have depended on the
unexplored content of the imagery and their undoubtedly
narrative but nonetheless mysterious nature.® In an easily
readable composition on a cushion cover in Manchester,
the woman is depicted first, between two cypress trees and
holding a coffee pot (briki), symbol of future plenty (fig.
24).° By contrast on another cushion cover from Epiros
now in the Benaki Museum, which is in a different style
and technique, in addition to many other figures and a
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Fig. 24. Embroidered cushion cover from Epiros. Manchester

University, The Whitworth Art Gallery, T.8130.

Fig. 25. Embroidered cushion cover from Epiros. Athens, Benaki
Museum, inv. no. 11214 (photo: M. Skiadaresis).
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host of diverse symbols, the couple is rendered with the
man first between three cypress trees (fig. 25).° However,
in three of the five parts of what is perhaps the most spec-
tacular embroidery to survive from the same region it is
the woman who is given her due (fig. 26a-c).**

An embroidery — perhaps erroneously considered an
Epirot sampler — which shows the house conspicuously
sheltering the harmonious and fruitful marital life of the
couple, is of particular interest (fig. 27).” Here the same
subject is repeated twice between cypress trees with birds
on the narrow seams of the textile, with the man in the
dominant position to the left on one and the women tak-
ing this place on the other. This overt equality as a pre-
condition for the successful marital relationship is aban-
doned, at least as far as I know, only in the case of certain
embroideries from the Dodecanese. And, to be specific,
on the sperveria, the curtains that protected the bridal
bed, where, at the top of the central opening, the woman
frequently emphasizes her absolute dominance within the
home,* in a way that recalls the imagery on the jamb capi-
tals of the doorframe from Amorgos described above (fig.
14). In the case of a Cretan textile where the primacy of the
man is a constantly repeated motif, it could be suggested
that the scene is not set inside the house but in a church
and at the wedding rite, since the schematically depicted
edifice that surrounds it is crowned by a cross (fig. 28).
Popy Zora has used more or less the same argumentation
in attempting to interpret the square ‘shape’ inside which
are inscribed the two leading figures (male this time) on
some embroideries from Skyros.® Nonetheless, to the
precedent of the Peloponnesian chest, where the symbol
of the cross undoubtedly blesses the house (fig. 19), can be
added the controversial representation on an embroidery
from Skyros with a wedding scene (fig. 29). Here we see
three vaulted buildings, the central one of which is wider
but lower than the other two and topped by a single cross.
The two taller ones on either side have five domes topped
with crosses and human figures on their balconies, which
rule out the established interpretation of them as churches.
Such an interpretation is in no way supported by the pres-
ence of analogous buildings in other Greek embroidery.”
In any case, the secular significance of the central building
is indicated by the three figures hovering above it, with
a girl holding a flower in the honorific central position,
flanked by a young man and a male friend of his.

With the quantitative component being dishearteningly
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Fig. 26a-c. Details of a bridal bed valance from Epiros. Athens,
Benaki Museum, inv. no. 6308 (photos: M. Skiadaresis).
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limited and without the support of statistical verification,
it is questionable whether the surviving evidence can be
sifted through any further. In any case, in the few exam-
ples which have contributed to the development of this
study, as well as in those that I have yet to investigate, the
hierarchical precedence, whether given to the male or the
female figures, seems to reflect rather a deeper delibera-
tion concerning the relationship between the sexes and
not the essence of an entrenched view. Such ambivalence
is apparent not only in the double rendering of the couple
on the famous bridal pillowslip from Lefkada, with the
good fairy guaranteeing its protection,” butalso in the fre-
quent alternation in the hierarchical relationship between
the figures, which is also observed in other cases. In the
embroidery of Skyros, for example, the woman can come
first, as in the repeated couples on a bridal bed-sheet (fig.
30),” while on a bridal pillowslip the man is represented
first (fig. 31).”

Given the foregoing, I hope I may be forgiven for not
knowing whether the dominant position of the man on
the lid of the chest in fig. 17 has some specific meaning
in relation to the social reality of Mytilini in the years be-
fore the Greek War of Independence. However, I ought
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Fig. 27. Embroidered sampler, possibly from Epiros. Athens,
Benaki Museum, inv. no. 6412 (photo: M. Skiadaresis).
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Fig. 28. Detail of an embroidered towel from Crete. Kastelli,
Olga Horeftaki Collection.

Fig. 29. Embroidered cushion cover from Skyros. Athens, Benaki
Museum, inv. no. 6390 (photo: M. Skiadaresis).

to point out that, in as far as we know anything about the
secular painting of the island, the same spirit can be seen
to characterizes other analogous creations. For example,
in the densely populated composition on the inside of the
lid of a chest formerly in the Leonidas Fanourakis Collec-
tion, the couple is depicted with the man first on the left,
flanked by two female figures (fig. 32).” On another chest
from the same collection, the importance of the man is en-
hanced by putting him at the centre of the painted trio (fig.
33):” in an indeterminate landscape with low bushes, the
moustachioed islander in baggy trousers offers his loved
one a flower, while she responds by offering him a drink
from the bottle in her left hand. If T have understood the
meaning of this representation correctly, the clean-shaven
youth behind the main figure should be considered as the
girl’s chaperone for the outing, indeed perhaps also as car-
rier of the drink in his knapsack. His depiction on a smaller

111



ANGELOS DELIVORRIAS

Fig. 30. Detail of embroidered sheet from Skyros. Athens,
Museum of Greek Folk Art, inv. no. 38.

Fig. 31. Embroidered cushion cover from Skyros. Athens,
Benaki Museum, inv. no. 11349 (photo: K. Manolis).

Fig. 32. Lid of painted chest from Mytilini. Athens, Private Collection.

scale to that of the two principal figures denotes not only
his youth but also his secondary status in a composition in
which the adult male element is given prominence.

The above mentioned pieces from the Eastern Aegean are
dated to the beginning of the nineteenth century. However,
an exceptional creation of 1804, in the possession of Olga
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Karatza, shows that a comparable artistic climate also pre-
vailed at that time in the Cyclades. I refer again to the left
leaf of a cupboard from a mansion on Siphnos, on the upper
part of which is painted the interior of an opulent building
with tiled floor and tripartite colonnade in the background,
from which hangs a candelabrum with six candles and two
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Fig. 33. Lid of chest from Mytilini. Athens, Private Collection.

cages with birds (fig. 34).” In the foreground of the image
and on formal high-backed chairs the couple of principals
sit facing one another. On the left is the man with a long
pipe in his right hand and a flower in his left. Opposite him
the woman raises her right hand to her bosom, as if thank-
ing him for offering the flower, while in her left hand she
holds a vessel that is difficult to identify, perhaps a jarfi,
in a gesture which would seem to mean the same as that
made by the girl on the chest discussed above (fig. 33).”
The sense of serenity emanating from the balanced depic-
tion of the two figures counteracts the way in which the
man has been given the more important position on the left
of the iconographic field. Indeed, in order to appreciate the
parity of the conjugal relationship represented, it is worth
comparing it with the related representation inside the cup
in fig. 4, where the woman stands in front of her seated,
pipe-smoking companion.

The equality of the two figures, as presented on the left
leaf of a wardrobe door from Siphnos, automatically piques
one’s curiosity as to what would have been depicted (and
how it would have been depicted) in the continuation of
the imagery on the lost right door leaf. It is by no means
impossible that a reversal of the symmetrical correspond-
ence would have given precedence to the woman, as on
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a later stone relief from Chios.” In other words we can
imagine that the original composition on the two door
leaves would have been fairly similar to the representa-
tion on a what is certainly a secular belt buckle of mother
of pearl, on the left part of which the man, seated and
smoking, occupies first place, while on the right the same
representation in mirror image puts the standing woman
first (fig. 35).” The inverted repetition of the subject on the
two parts of the buckle signifies the equality of the figures,
in accordance with the logic that likewise allows us to see
them as equals in the arrangement on the sides of the dam-
aged chest from Lesbos discussed above (fig. 23a-b).

It is possible to draw some conclusions (albeit with res-
ervations) from the examples I have cited in trying to pen-
etrate the mysteries of so-called folk art, and from those
which might possibly yet be added, if we were to show a
keener appreciation of our responsibility towards the ne-
glected remnants of Neohellenic culture. First, the incli-
nation towards an abstract or geometric tendency rather
than a naturalistic-realistic rendering of the subjects is not
associated with any demands made by the technique or
the materials used. Second, the rhythmical flow of the
repeated subjects with the alternation of male and female
figures in the end cancels out the rule of precedence, since
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Fig. 35. Nacre buckle. Athens, Benaki Museum, inv. no.
33976 (photo: L. Kourgiantakis).

the man’s leading role is frequently taken by the woman.
Third, the representation of men is not driven only by
their usual heroic form, but also by a notable courtliness
of manner. When the amorous discourse is not expressed
in dance, it is sung to the accompaniment of a musical
instrument, sometimes with the offering of a flower and,
more rarely, a glass of wine, to ensure the desired outcome
of the conversation. Finally in some cases the promise of
the warmth and harmony of marriage is conveyed by the
man’s man being depicted enjoying a relaxing smoke inside
the protected space of the home.

Unsurprisingly the above observations generate a number
of new questions. However, more serious preliminary work
will be needed before even surmises can be made as to the
answers. And this is all the more true when increasingly
complex creations, such as the densely populated picture
painted on the lid of a chest in the Athens Concert Hall
— with which I shall deal on another occasion — are put
under the microscope of the research method.* Here
ends, in any case, an investigative endeavour whose ul-
timate aim has been to encourage a wider collaboration
among researchers in the much needed effort to decode

the messages that Greek ‘folk” art continues to send out.
Despite the unavoidably oblique style of this essay, and the

Fig. 34. Leaf from door of painted cupboard from a mansion
in Kastro, Siphnos. Athens, Olga Karatza Collection.

conscious avoidance of any ramifications in the domains of
social anthropology, I hope it has been understood that this
endeavour has confined itself to what Christos Karouzos
would have called ‘excuses for unwrapping’: to attempting
to provoke a dialogue more constructive than that which
[currently] drives Greek scholarship.

Angelos Delivorrias
Benaki Museum

delivorrias@benaki.gr
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NOTES

* This text was translated by Alexandra Doumas and edited
by Valerie Nunn.

1. T consider enough has been written on the subject since
‘folk’ art was classified as either ‘rural’ or ‘urban’ by A.
Hatzimihali, EAAnvixsi daixi téxvn. Sxvpog (Athens 1925)
53-63; S. A. Papadopoulos (ed.), Greek Handicraft (Athens
1969) 13-29; A. Delivorrias, [Tapddoon kat mpetomopia,
ota 6pta ¢ Tardvi®ong v evvoldy, in: Téxvn xar [lapd-
doon (Thessaloniki 1997) 9-16; D. Philippides, Aiaxoounzi-
Kés véxves, 1peig ardves téxvng orny EAAnvikit apxirexzo-
vixrt (Athens 1998) 12, 52-66. Cf. E. Skouteri-Didaskalou,
H Xaoypagik} €pegvva otnv «emavactpo@y tov atdvar:
[TpoPAnpatiopol, katevBivoelg kat mpoomtikég, in: E. L.
Kontaksi (ed.), Oz Nedrepeg Eéedilers ornv EAAnvixst Aao-
ypapia, paxrixd Emornpovixiic 2vvivinong orn Myiiun
tov Kiroov Maxp#, Bélog 10-12 lavovapiov 1997 (Volos
1998) 49-63; M. G. Meraklis, H ovvnyopia tng Aaoypapias
(Athens 2004) 11-12, esp. 15-16 n.8.

2. “L..] the poverty of the material which has been pre-
served, or rather published, is also due to the limited interest
shown by scholarship in the artistic output of this period — an
output condemned in advance on academically question-
able, if not improper, grounds of anonymity and naiveté,
crude workmanship, unsophisticated design and mere deco-
rativeness, rigid symmetry in the handling of the motifs and
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Onassis Public Benefit Foundation, New York 2005).

Joannou-Yannara 2006: T. loannou-Yannara, Greek
Embroidery 17th-19th-century Works of Art from the
Collections of the Victoria and Albert Museum (exhi-
bition catalogue, Angeliki Hatzimihali Foundation,
Athens 20006).

Johnstone 1972: P. Johnstone, Victoria and Albert
Museum. A Guide to Greek Island Embroidery (Lon-
don 1972).

Polychroniadis 1980: E. Polychroniadis, Greek Embroi-
deries, Benaki Museum (Athens 1980).

Taylor 1998: R. Taylor, Embroidery of the Greek Islands
and Epirus (New York 1998).

Zora 1993: P. Zora, ZupPoAiki| kat oNpel®TKY] TTpo-
oéyyton e EAAnvikiic Aaixic Téxvng, Aaoypagpia
36 (1990-1992 / 1993) 1-77.

Zora 1994: P. Zora, EAdnvixi Téxvn — Aaixn Téxvn
(Athens 1994).

dearth of narrative content, immobility and disregard for the
achievements of perspective ”, Delivorrias 2001, 111. And see
Delivorrias 2002, 133-36 nn. 2-5, 7.

3.In terms of non-Greek publications Mihalis Meraklis
pointed me towards the studies by F. Loux, L’homme et
son corps dans la société traditionnelle (Paris 1978), and M.
Segalen, Mari et femme dans la France rurale traditionnelle
(exhibition catalogue, Musée national des arts et traditions
populaires, Paris 1973). Sophia Handaka recommended indi-
vidual contributions in: J. Coote — A. Shelton (eds), Anthro-
pology, Art, and Aesthetics (Oxford 1992) and the article by
C. Severi, Pour une anthropologie des images. Histoire de
lart, esthétique et anthropologie, L’Homme 65 (2003) 7-10.

4. R. Barthes, Fragments d’un discours amoureux (Paris
1977). And see the Greek translation by V. Papavassiliou:
Amnoondopara rov epwrixod Adyov (Athens 1977). I am most
grateful to Platon Mavromoustakos for bringing this to my
attention.

5. A. N. Doulaveras, H avipdmivn opoppid oro dnporixd
1payovdr (Athens 2007).

6. G. M. Sifakis’ book, [ta pia moinvixi tov eAdnvixov
onporirov 1payovdrod (Athens 1998) is also useful in a more
general way with regard to some issues.

7. E. Georgiadou-Koundoura — Z. Godosi, H anewévion g
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yuvaikac ot Adiky Coypagicy, in: C. Hatzitaki-Kapsomenos
(ed.), EAAnvixds Iapadoaiaxds [odirionds: Aaoypapia xa
loropia. Zvvédpro arn pvikun tne Adxng Kvpraxidov-Néoro-
pos, Ocooalovikn 6-8 Noeufpiov 1998 (Thessaloniki 2001)
334-42.

8. See A. Delivorrias, H avBpdmivn popen otnv EAAnvi-
K Aaiki téxvn, newspaper H Kadnuepivii (Envd Huépes),
(11.6.1986). These same issues have continued to concern me
repeatedly ever since. On the sensuality at the heart of imagi-
native development in the arts in general, see Delivorrias
2002, 136-37, 149 n. 36, where “the questionable judgements
relating to the diminished status of the woman in male-domi-
nated structures of traditional society” are emphasized.

9. A. Delivorrias, Ot Laoypagukég oviroyés tov Mov-
oelov Mnevdaky, in: Aaoypapind Movoeia orny EAAdda:
Moppés — e&édién — npoonrixés, Entornpovind Svumndoio
Movoeiov EAAnvixiic Aaixis Téxvng, Adnva 30 Noeuppiov-
2 AexeppPpiov 1997 (Athens 1998) 21-23. And cf. quotation
in n. 2 (above).

10. Consequently we welcome the relatively recent pub-
lication of some private collections, such as that of Vassilis
Korkolopoulos: Y. Kaplani, [Taldoxes xar pedovidpra (Ath-
ens 2000) and by the same author, 7apumarodiixes: rxovrid
xamvo? xar appafiva (Athens 2004); and that of Konstan-
tinos Notaras: K. Korre-Zografou, Xpvoixdv Epya 1600-
1900 (Athens 2002). The pioneering contribution made by
the monumental publication of the Eleni Stathatos collections
must be mentioned, as must the series of publications by the
Historical and Ethnographical Society and finally E. Pitsari-
Magioletti’s Ta Aartvia. 2vidoyrt Epng Mixel#. Movoeio
Eldnvixiig Aaixig Téxvng (Athens 2008).

11. As on a blouse from Skyros: Delivorrias 1997, 288, 298
fig. 77. Cf. the relief on a slab embedded in the wall of the
church of Ayios Nikolaos in Vassiliki near Kalambaka (dated
1818): L. Gouryiotis, Azdavdylvea kar paocrdpor tng nérpag
otn Svrixit Ocooalia. 190 - apxés 2000 ar. (Athens 2001)
65 fig. 26.

12. As for example on a wooden jewellery box in the
Benaki Museum, inv. no. 8722: A. Delivorrias — D. Foto-
poulos, Greece at the Benaki Museum (Athens 1997) 427 fig.
735. Cf. the mural portrait of Agnes D. Hatzimihail (1806) in
the Kanatsouli mansion in Siatista: Georgiadou-Koundoura
— Godosi (n. 7) 333-34 fig. 1; and the wall-painting of
the woman holding a branch from the Krallis mansion in
Molyvos on Mytilini (1833): M. Garides, dzaxoounzixi (wypa-
@ixh. Balxdvia — Mixpaoia 180¢ - 190¢ ardbvas. Mnapdx xaz
poxoxd, avarodirikn xar fvlaviwit kAnpovourd (Athens 1996)
100 fig. 132; Delivorrias 1997, 302 fig. 113; and Georgiadou-
Koundoura — Godosi (n. 7) 336.

13. See in general Delivorrias 2002, with examples.

14. Two fragments (Benaki Museum, inv. nos 8908 and
8909) stand out: Delivorrias 1997, 302 fig. 117; Delivorrias
2003, 58 n. 57 fig. 61; A. Delivorrias, Some thoughts on the
secular art of Hellenism under foreign rule, in: Delivorrias
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— Georgoula 2005, 137 fig. 13. Cf. the wall-painting from the
Krallis mansion: Delivorrias 1997, 302 fig. 114, and another
in the same mansion with three oriental women dancing and
two men playing pipe (zournas) and drum (daouli), which
remains unpublished: Georgiadou-Koundoura — Godosi (n.
7) 336 fig. 10. On the lid of a chest from Samos (Benaki
Museum, inv. no. 21005), the gathering takes place in front of
some houses, Delivorrias 1997, 302 fig. 115; Delivorrias 2003,
62 n. 61 fig. 71; Delivorrias, Some thoughts (see above) 137
fig. 10; and, on a rare embroidery from Asia Minor (Benaki
Museum, inv. no. 6736), in an imaginary garden: Delivorrias
1997, 298 fig. 97; Delivorrias — Georgoula 2005, 173 no. 88
(E. Georgoula).

15. In addition to the small-scale images in View of Rethym-
non in the Rethymnon Town Hall: Delivorrias 2003, 62 n.
71 fig. 77; Delivorrias, Some thoughts (n. 14) 136 fig. 8, the
carved depiction of a man working the land can be counted
among the rare exceptions: A. Florakis, H Aaix# Aidoylvmri-
x#t tng Trivov (Athens 1980?) 156 fig. 190. Cf. some bucolic
scenes with shepherds and their flocks from the Natzi-Aivazi
mansion in Kastoria (dated 1796): Garides (n. 12) 59-60 fig.
75. See also Philippides (n. 1) 12 fig. 15 30 fig. 50; 47 fig. 455,
and a wall-painting from the Vareltzidaina Mansion in Petra
on Mytilini (dated ¢. 1790-1800), whose design is repeated in
its entirety on the lid of the chest shown in fig. 20: Delivor-
rias 2003, 62 n. 73 fig. 73; Delivorrias, Some thoughts (n. 14)
136 fig. 6. The reliefs depicting the liturgy, carved by Milios
Zoupaniotis (1795) in the Monastery of St Athanasios in
Lafkos in the Pelion belong to the same category: Zora 1994,
215-16 figs 42, 44; as do those of the master, the deacon, the
herdsman and the cook from the bell tower of the Panayia
Tourliani church in Anomera on Mykonos (1806): Zora 1993,
46 fig. 66; Zora 1994, 215 figs 38-41; Delivorrias 1997, 312
fig. 149. The reliefs by the barber and self-taught dentist Ste-
fanis Prinias in the Aryentis Ethnographic Collection, Chios,
Koraes Library: Zora 1993, 44 fig. 62; Zora 1994, 213 fig. 29,
and in the pharmacy in Vassilikari Street by the apprentice
pharmacist, also in Chios: A. P. Stephanou, Aefypara Neoeld-
Anviriig Téxvng, A': [Avmrd (Chios 1972) 16-18 pl. 3; Zora
1993, 43-44 fig. 61, are inscribed with the dates 1849 and
1857 respectively, while the tombstone of the tailor lIoannis
Makrakis in Siphnos cathedral is dated to before 1874: Zora
1993, 45-46 fig. 65. They are representative of a bourgeois
tendency which emerged around the end of the 18th c., the
date given to the wall-paintings from the Triantafyllou house
in Drakia, in the Pelion, with the master and mistress and
their maidservant: K. Makris, H Aaix#n Téxvn rov [Iniiov
(Athens 1976) 21 figs 166, 171; and to the stone-carving
depicting the gentleman with the string of beads [komboloi’]
in the Mykonos Ethnographic Museum, inv. no. TA30: A.
Vathylopoulou-Haritonidou, Neoxvxdadixd Aidéylvmra
Aaoypagixov Movoeiov Mvwdvov (Thessaloniki 1989) 19
fig. 24; Delivorrias 1997, 312 fig. 35.

16. There are countless examples, cf. an embroidery from
Milos, Victoria and Albert Museum, T.346-1950 (Dawkins
Collection): Johnstone 1972, 18, 64 fig. 53; loannou-Yannara
2006, 268 no. 84, with another example from Skyros, Victo-
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ria and Albert Museum, T.77-1927, and its counterpart in the
Benaki Museum, inv. no. 6385: Polychroniadis 1980, 23, 82
fig. 73; Zora 1994, 224 fig. 80; loannou-Yannara 2006, 260
no. 64. For wood carvings depicting hunting scenes (in this
case with lions) see the front of a chest from the Mani, Benaki
Museum, inv. no. 21777 and an example in the Dionysis
Fotopoulos Collection: Delivorrias 2001, 116 n. 25 fig. 7; 116
n. 33 fig. 8. Cf. a wall-painting from the Manoussis mansion
in Siatista (dated 1762-1763): Garides (n. 12) 48-50 fig. 56;
Philippides (n. 1) 12 fig. 1; Delivorrias, Some thoughts (n. 14)
135 fig. 4. Sailors are depicted mainly on island embroideries,
and on the famous schooner from Skyros, Benaki Museum,
inv. no. 6389: Delivorrias 1997, 295-96 fig. 91 (and see the
white-embroidered towel from the Cyclades, inv. no. 6570 in
fig. 102 on 296); Delivorrias — Fotopoulos (n. 12) 438 fig.
761; Delivorrias 2003, 66 n. 88 fig. 78; Delivorrias — Geor-
goula 2005, 168 n. 83 (K. Synodinou). On the unconvincing
dating of this work to the 19th c. by Zora see Zora 1994,
224 fig. 79; and cf. Taylor 1998, 97. See also the image on a
rare tile, Benaki Museum, inv. no. 8682: K. Korre-Zografou,
Ta xepaperxd rov eAdnvirod xdpov (Athens 1995) 104-06
figs 175-76; Delivorrias 1997, 307 figs 133-34; Delivorrias
— Fotopoulos (n. 12) 404 fig. 694; Delivorrias 2003, 62, 66
n. 79; and the examples given by K. Makris, Marine Motifs
in Popular Art, in: S. A. Papadopoulos (ed.), The Greek
Merchant Marine (1453-1850) (Athens 1972) figs 190-96.
Depictions of musicians are found on embroideries from
Epiros and Skyros, e.g. Benaki Museum, inv. nos 11224 and
6398 respectively: Polychroniadis 1980, 19 fig. 23; 24 fig. 74;
Delivorrias 2002, 142 n. 22, 23 figs 5-6. And see below for
many of the works in question.

17. ]J. Chevalier — A. Gheerbrant, Dictionnaire des sym-

boles. Mythes, réves, coutumes, gestes, formes, figures, cou-

leurs, nombres (Paris 1999%) 447-49 (fleur).

18. A. Delivorrias, Greek Traditional Jewelry (Athens
1980) esp. 22-24. In this study I misinterpreted a rare gem
from a headdress from Halkidiki, Benaki Museum, inv. no.
Ea 1739, maintaining that it depicted two male figures (18
fig. 70): the first is undoubtedly a woman, as is evident from
the careful delineation of the hair and the costume. Cf. a sim-
ilar example in the Museum of Greek Folk Art, inv. no. 8828:
Y. Kaplani, Modern Greek Silverware. From the Collections
of the Museum of Greek Folk Art (Athens 1997) 54, case 220
no. 5 fig. on 156-57. On the coded meaning of expectations
of fruitfulness, see more generally Delivorrias 2002, 136-37
nn. 9-10; Delivorrias 2003, 66.

19. R. Stathaki-Koumari, 7z vpavrd tng Koritng, Aiaxd-
ounon xar ovufola (Athens 1987) 89 fig. 88; Delivorrias
2002, 150 n. 38 fig. 14. On the difference in size between the
dancers on a blouse from Arachova, Benaki Museum, inv. no.
EE 106, see Delivorrias 2002, 148-49 n. 33 fig. 13; Ioannou-
Yannara 2006, 249 no. 37.

20. Victoria and Albert Museum, T.706-1950 (Dawkins
Collection): Ioannou-Yannara 2006, 286-87 no. 132. And
see the same subject repeated on a similar example in the
same Museum, Victoria and Albert Museum, T.2047-1876
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(Sandwith Collection): Johnstone 1972, 28, 101 fig. 125;
Zora 1993, 22 n. 71; Delivorrias 2002, 150-52 n. 40 fig. 16.

21. Benaki Museum, inv. no. 11332: Delivorrias 2002, 150
n. 39 fig. 15.

22. This was pointed out to me by Rena Loutzaki, who
recommended a large number of texts relating to the subject,
but which do not touch on the issues I am exploring here. See
in general terms E. Antzaka-Bei — R. Loutzaki, O yxopég otnv
EMAGda, in: Exmaidevrixit Eyxvxdonaideia (Athens 1999)
28, 327-41. 1 nevertheless note the observation made by E.
P. Alexaki that “Dancing in a communal setting is one of the
most ‘legitimate’ and acceptable methods of courtship” (see E.
P. Alexaki, Xopdc, eBvoticéc opddeg kat oupPoriky| ovykpd-
mon g kowdtntag oo [oydvt te Hrelpov. Medén pag
nepintwong, Edvoypagrxd 8 [1992] 77).

23. Benaki Museum, inv. no. 37911: Delivorrias 2001, 115-16,
121 n. 22 fig. 5; Delivorrias 2002, 137-39 n. 11; 153-55 fig. 1.

24. F. Anoyanakis, Greek Popular Musical Instruments
(Athens 1991%) 117-31, 162-66 n. 302; Delivorrias 2002,
154-55 n. 48.

25. Museum of Greek Folk Art, inv. no. 3114: Kaplani (n.
18) 50 case 216 no. 7 fig. on 146; Delivorrias 2002, 156 n. 51
diag. 2. In redrawing the sketch, I think I was right to change
the order of the scenes.

26. Anoyanakis (n. 24) 256 fig. 190. A musician is leading
the way again in a men’s dance on a stone carving embedded
in the wall of the bell-tower of St Athanasios in Psychiko,
near Larissa (1865): Gouryiotis (n. 11) 21 fig. 25 n. 41.

27. On a bed valance from the Cyclades embroidered in
white thread, where a woman carrying flowers goes in front of
the man leading what is perhaps a four-man dance troupe, see
T. Ioannou-Yannara, Greek Threadwork: Lace (Athens 1989)
71 fig. 44.

28. On this and for further bibliography see Delivorrias
2001, 116 n. 29; Delivorrias 2003, 51 nn. 2, 3, 4, figs 44, 46;
loannou-Yannara 2006, 237 no. 3 n. 1; 256-58 no. 56 n. 19.
And cf. the pieces depicted in figs 7, 18, 26, 27 (below), and
Chevalier — Gheerbrant (n. 17) 334-35 (cyprés).

29. A. Delivorrias, ['po and tv atobntixt| tov kevinud-
tov g Zigvov, [paxrixd A" Aiedvovs Sipvaixod Svumno-
aiov, Sigvog 27-28 lovviov 1998 (Athens 2001) 3, 318 n. 37;
Delivorrias 2001, 114-15 n. 18; A. Delivorrias, Mia awiypa-
Tk} dnplovpyia g kukraditikng kevintiknie, [lpaxrixd
B’ Awedvovs Sipvaixov Svumooiov, Jigvog 27-30 lovviov
2002 (Athens 20006) 3, 197 n. 24 fig. 4.

30. P. Krangz, Friihe griechische Sitzfiguren: zum Problem der
Typenbildung und des orientalischen Einflusses in der frithen
griechischen Rundplastik, 43187 (1972) 1-55 pls 1-24; H. Jung,
Thronende und Sitzende Gitter : zum griechischen Gétterbild
und Menschenideal in geometrischer und friiharchaischer Zeit
(Bonn 1982). On the significance of the seated position see also
the pieces depicted in figs 19 and 34-35 (below).
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31. As for instance in the examples in figs 19, 20, 34-35.
Cf. the narrative on a painted chest from Mytilini, Benaki
Museum, inv. no. 37951: Delivorrias 2003, 58 n. 58 fig. 68;
Delivorrias, Some thoughts (n. 14) 137 fig. 12; A. Delivor-
rias, ['po andé v koopwy Loypagpikh g AéoPou katd
mv mepiodo ¢ Tovprokpatiag, Enideyos (2007) 325-30
figs 4-5. And the two confronted seated figures on the back
of a chair from Skyros: Hatzimihali (n. 1) 167 fig. 202. In
the depiction of a couple on a stone relief which forms part of
a doorframe in the Rondiris house (dated 1847) I think the
man is holding a pipe, not a sword: G. Rigopoulos, «Avdn
g [léwpagr. Ta Aidaviylvpa vov [Ilavdvov Navmaxviag
xai dAda dpya téxvng (Athens 2007) 25 figs 18-19.

32. For general reference see: E. G. Avdikos, 7o maid? orny
napadooiaxii xai tn ovyxpovn xorvwvia (Athens 1996).

33. Anoyanakis (n. 24) 207-10 (tambouras), 210-54 (lute),
256-71 (lyre).

34. A. F. Kendrick er al., A Book of Old Embroidery
(London 1921) pl. 62 (upper); Taylor 1998, 106-7, 112-13
(before 1720). Zoe Mitsotaki has pointed out to me another
two examples with the same subject: A. J. B. Wace, Mediter-
ranean and Near Eastern Embroideries from the Collection
of Mrs F. H. Cook (London 1935) 65 no. 70 pl. 90; idem,
Broderies grecques des XVlIe, XVIle, XVIIle siecles, in: Col-
lection Héléne Stathatos, Les objets Byzantins et post-Byzan-
tins (Limoges 1957) 106 no. 191 pl. 45. But the deep border
around the bottom of a phelonion is even more dazzling:

Konrixd Kévinpa (Athens 1993) figs 5-6.

35. Benaki Museum, inv. no. 26110: Delivorrias — Foto-
poulos (n. 12) 439 fig. 762; Delivorrias 2003, 66 n. 87 fig.
79.

36. Museum of Greek Folk Art, inv. no. 2335: Anoyanakis
(n. 24) 271 n. 439 fig. 129; Zora 1993, 21-22 figs 28-30;
Zora 1994, 229 fig. 110.

37. A. ]. B. Wace, Catalogue of a collection of old embroi-
deries of the Greek Islands and Turkey (London 1914) XXIII
(Introduction) 51 no. 191; Kendrick (n. 34) pl. 62 (lower);
E. K. Frangaki, And tnv xevinrixit ornv Kpnrn (Athens
1979) 15-16 n. 36; 45 fig. 7; Zora 1993, 22 n. 70. I am most
grateful to Clare Browne, Caroline Whitehead, Belinda and
Jean Goyder for locating the object and arranging for it to be
photographed, and above all to Xenia Politou who mobilized
their expertise.

38. Wace (n. 37) XXIII, refers to a skirt now in the Sand-
with Collection which belonged at the time to Mrs Boys
Smith, and two sections of borders in the R. M. Dawkins
Collection, which Clare Browne, Curator of Textiles in the
Victoria and Albert Museum, is currently unable to find.

39. In Nikos Sifounakis’ day, thanks to a grant from the
Ministry for the Aegean, a team of conservators from the
Benaki Museum headed by Stergios Stasinopoulos began
cleaning all the examples which had been collected in Rhodes
during the Italian occupation. Unfortunately the work
remains unfinished, as the grant was not renewed. Among
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the pieces which were conserved is part of an «aundrapov»
with an inscription dating it to 1790 (inv. no. EA234), which
allows the whole piece to be securely dated: Delivorrias 2003,

58 n. 52 fig. 60.

40. Inv. nos 8726, 8728: Delivorrias 1997, 303-04 figs
122-23; Delivorrias 2003, 58 n. 51 fig. 57a-b. On the dating
suggested see (in respect of the third example, Benaki Muse-
um, inv. no. 8727) M. Vassilaki, in: Delivorrias — Georgoula
2005, 152-53 no. 68, which also features a couple in which
the man is holding a musical instrument and drinking from
a glass and the woman has a fan.

41. Benaki Museum, inv. no. 39281.
42. Inv. no. EA235.
43. Inv. no. EA236.
44. Benaki Museum, inv. no. 41080.

45. As for example a cupboard in the house of Efthalia
Konstanidi: Delivorrias 1997, 304 fig. 125; Delivorrias 2003,
58 n. 55.

46. Rhodes Decorative Arts Collection, inv. no. EA233
(detail).

47. Rhodes Decorative Arts Collection: Delivorrias, Some

thoughts (n. 14) 137-38 fig. 14.

48. Inv. no. 35253. My thanks to Marina Karella for the
photograph of another example.

49. Benaki Museum, inv. no. 31165: Delivorrias 1997, 302
fig. 121; Delivorrias 2003, 58 n. 56 fig. 70. On the dating of
this piece see also Vassilaki (n. 40) 151 no. 67.

50. From the house of Sophia Theoloyitou: Delivorrias
1997, 313 fig. 152; Delivorrias 2001, 115 nn. 19-21 figs 2-
4, where I mistakenly stated that the figures were depicted
naked. Delivorrias 2003, 51 n. 4 fig. 44.

51. Benaki Museum, inv. no. 35496: Delivorrias 2001, 111-
15 nn. 15-16 fig. 1.

52. See n. 31. There may be a pipe in the hand of the small
standing figure occupying the central position in an arched
construction, which is flanked by a couple depicted on a larger
scale where the woman has the dominant position on the left,
in the wall-paintings of the Krallis mansion in Molyvos on
Mytilini (dated to 1833). Georgiadou-Koundoura — Godosi
(n. 7) 337 fig. 11.

53. Delivorrias 2003, 62 n. 60 fig. 66; Delivorrias, Some
thoughts (n. 14) 137 fig. 11. Another couple dated to 1833
(this time with the man coming first) who stand on either
side of the spectacular flower arrangement from the later
mural decoration of 1833 in the Krallis Mansion, also wear
European-style dress: S. V. Skopelitis, Apxovrixd tng Aéafov
(Athens 1977) [no pagination]. Regarding the taste for both
traditional and European dress at that time see the telling
emphasis on the former, particularly in the male figure, in
the impressive building depicted in the wall-painting of the
‘master’s throne’ in the same mansion: E. Vostani-Koumba,

MOYXEIO MIIENAKH



Erotic discourse in the iconography of Greek ‘folk’ art

Lesvos, in: D. Philippides, EAAnvixr [lapadooiarih Apxire-
xrovixh, Avarodixd Awyato — Smopddes — Enrdvnoa (Athens

1982) 1, 90-91 fig. 69.
54. See n. 15.

55. Benaki Museum, inv. no. 6526: Delivorrias 1997, 298-
99 fig. 100; Delivorrias, ['‘po ané v atobntucr (n. 29) 314,
316-17 nn. 16, 30 fig. 7, with other similar examples; Delivor-
rias 2003, 66 n. 93 fig. 82; Delivorrias, Some thoughts (n.
14) 142 fig. 22. Cf. Victoria and Albert Museum, T.693-
1919 (Wace Collection): Johnstone 1972, 18, 66-67 fig. 58;
Delivorrias, 'tpo ané v atoBnticy) (n. 29) 317 n. 35 fig.
10; Ioannou-Yannara 2006, 266 no. 79.

56. Benaki Museum, inv. no. 35286: Delivorrias 2003,
58 n. 40, 41 fig. 58, dated to soon after 1566; Delivorrias,
Some thoughts (n. 14) 139 fig. 18; Delivorrias, I'épo ané pa
dyvoot opdda épywv g veoeAlnvikrc Evloylumtikig,
Movoeio Mmevdxn 6 (2006) 93-94 figs 4-5.

57. Victoria and Albert Museum, T.402-1950 (Dawkins
Collection): Johnstone 1972, 20, 73 fig. 73, and another
fragment in the City of Liverpool Museum 56.210.119 (Wace
Collection). Cf. the alternating precedence given to male and
female figures on a metal bowl from Epiros, described as
‘bridal’ and dated to the 1850s: Korre-Zografou (n. 10) 140
no. T58.

58. Benaki Museum, inv. nos 25729, 25728: Delivorrias,
I'épo and tyv koot (n. 31) 324-25, 333-34 figs 2-3.

59. See examples in: Delivorrias 2003, 58, 62 nn. 56, 58,
59, 60 figs 66-68, 70.

60. Textile Museum, 81.99: J. Trilling, Aegean Crossroads.
Greek Island Embroideries in the Textile Museum (Wash-
ington 1983) 106 no. 21; S. Belger Krody, Embroidery of the
Greek Islands and Epirus Region. Harpies, Mermaids, and
Tulips (exhibition catalogue, Washington Textile Museum,
London 2006) 86 fig. 4.4. Cf. by contrast a cushion cover
from Skyros, formetly in the Stathatos Collection, where the
figures alternate in a dance arrangement: Wace, Broderies
grecques (n. 34) 98 no. 149 pl. 32.

61. On this see Zora 1993, 1-4, 37-47.

62. The Whitworth Art Gallery, T.8130: R. Taylor, Greece,
The Greek Islands and Albania, in: J. Harris (ed.), 5000
Years of Textiles (exhibition catalogue, British Museum, Lon-
don 1993) 248 fig. 310. On the coffee-pot and its symbolism
see Zora 1993, 17-18. And for a woman on horseback lead-
ing the way see the Epirote cushion cover in the Museum of
Fine Arts in Boston, 43.374: S. L. MacMillan, Greek Islands
Embroideries (s.l. [1974]) pl. 1. And cf. the detail on a similar
embroidery: M. Gentles, Turkish and Greek Island Embroi-
deries from the Burton Yost Berry Collection in The Art Insti-
tute of Chicago (Chicago 1964) fig. 46. It is difficult for me to
judge in this case whether the obviously affectionate gesture
of the male figure behind the bride could indicate her father,
as in other depictions of Epirote weddings, which I will not go
into here. On this see Zora 1993, 16-17, 22 figs 20-21, 31-33;
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Zora 1994, 221-23 figs 70, 73-74; loannou-Yannara 2006,
236-37 nos 1-4.

63. Inv. no. 11214.

64. Benaki Museum, inv. no. 6308. This marvellous exam-
ple of Modern Greek artistic sensibility deserves a monograph
rather than just a handful of references: A. Delivorrias, A
Guide to the Benaki Museum (Athens 2000) fig. on 105, and
see below. Similar subjects are repeated on another Epirote
embroidery, Benaki Museum, inv. no. 6307: Polychroniadis
1980, 19, 34 figs 2, 20; Delivorrias — Georgoula 2005, 171
no. 86 (E. Georgoula); Yannara 2006, 238 no. 6. Cf. the
alternation in the figures on the central part of a bridal sheet,
Museum of Greek Folk Art, inv. no. 3134, featuring “narra-
tive and symbolic depictions of the wedding ceremony”: Zora
1993, 18-21, 25-30 fig. 25; Zora 1994, 222 fig. 72; and the
bed-sheet, Benaki Museum, inv. no. 11211: Polychroniadis
1980, 23, 86 figs 79-80, whose provenance, according to
Ioannou-Yannara 2006, 256-58 no. 56, is dubious.

65. Benaki Museum, inv. no. 6412: Makris (n. 16) fig. 195;
Polychroniadis 1980, 19, 49 fig. 25; Delivorrias — Fotopoulos
(n. 12) 445 fig. 770; Taylor 1998, 155 fig. Ioannou-Yannara
2006, 240-41 no. 13, questions both its provenance and its
original use, distinguishing two phases in its production.

66. Cf. an example from Patmos, Benaki Museum, inv.
no. 6654; Polychoniadis 1980, 22, 67 fig. 51; Zora 1993, 29
fig. 41; Zora 1994, 226 figs 88-89; Delivorrias — Fotopoulos
(n. 12) 442 fig. 765; Delivorrias 2003, 66 n. 90 fig. 83. And
from Wace, Mediterranean (n. 34) 59 no. 50 pls 64-65; Tay-
lor 1998, 62-63; Victoria and Albert Museum, T.68-1902:
Johnstone 1972, 11, 39-40 figs 10, 12; Washington Textile
Museum, 81.3: Trilling (n. 60) 116 pl. 17; 128 no. 41. This
is how I interpret the female bust between two columns on
a carved wooden chest from Crete, Benaki Museum, inv. no.
8718: Delivorrias 2003, 52 n. 33 fig. 52; A. Delivorrias, Some
thoughts on unusual secular examples of Cretan woodcarv-
ing and the stylistic aspects of folk art, Movoeio Mnevixn 3
(2003) 100-02 n. 43 ﬁgs 14-15.

67. Stathaki-Koumari (n. 19) 75 fig. 70.

68. Zora 1994, 223-24 figs 78-79. Another similar piece is
recorded by Hatzimihali (n. 1) 113 fig. 110.

69. Benaki Museum, inv. no. 6390: Polychroniadis 1980,
23-24 fig. 86; Delivorrias — Fotopoulos (n. 12) 451 fig. 779;
Taylor 1998, 20.

70. Contrary to what Polychroniadis 1980, 22 fig. 57;
25 fig. 97 has argued in respect of two embroideries from
Astypalaia and Samos (Benaki Museum, inv. nos EE 2783
and 6430 respectively) and Johnstone contended in respect of
another from Astypalaia (Victoria and Albert Museum, T.2-
1923), Johnstone 1972, 14-15, 55 fig. 39. On a cushion cover
from Kos, Benaki Museum, inv. no. 6658, Polychroniadis
1980, 22 fig. 58, sees a line of women in front of churches
with crosses, adopting Johnstone’s interpretation of a similar
example, Victoria and Albert Museum, T.3-1909: Johnstone
1972, 11, 42 fig. 16. But the subject depicted is clarified by
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another example from the same island in the same museum
(Victoria and Albert Museum, T.550-1950 in the Dawkins
Collection) with the “so-called lady-in-castle partern”: John-
stone 1972, 11, 42 fig. 17. On this confusion see some com-
ments in: Kpnrixd Kévinpa (n. 34) 44-45 figs 43-44. Future
attempts at interpretation will take into account the multi-
storey construction featuring many figures but no crosses
and with a prominently placed female figure which occurs
on a sheet from Skyros (Benaki Museum, inv. no. 6379);
especially as Hatzimihali (n. 1) 131 fig. 109, while noting the
fact that local tradition calls it a “monastery”, prefers to call
it a ‘one-off”.

71. Benaki Museum, inv. no. 6262: P. Zora, Embroidery,
in: Papadopoulos (n. 1) 164 fig. 147; Polychroniadis 1980, 20,
38 fig. 9; Zora 1993, 25 n. 78 fig. 37; Zora 1994, 223 figs
76-77; Delivorrias — Fotopoulos (n. 12) 442 fig. 766; Taylor
1998, 118-19; Delivorrias — Georgoula 2005, 172 no. 87 (K.
Synodinou); Ioannou-Yannara 2006, 242 no. 16.

72. Museum of Greek Folk Art, inv. no. 38: Hatzimihali
(n. 1) 120 fig. 137, 142; Zora, Embroidery (n. 71) 176 fig.
159: “They depict human figures in elaborate and fantastic
costumes. It seems likely in this instance that they symbol-
ize the bride and groom, as one of the figures is male and
the other female (xouna’)”: Zora 1994, 224-25 fig. 82. Cf.
Hatzimihali (n. 1) 71 fig. 68.

73. Benaki Museum, inv. no. 11349. Cf. a cushion cover
formerly in the Stathatos Collection: Wace, Broderies (n. 34)
99-100 no. 156 pl. 34, and the couple on a chest from the Mani
in a private collection: Delivorrias 2001, 119 n. 34 fig. 9.

74. The bird in this composition must be a partridge, as
on the cushion cover from Epiros (Benaki Museum, inv. no.
11203): Polychroniadis 1980, 19, 44 fig. 18, on which Zora
1993, 25 fig. 38-39, recognized birds. Cf. the pieces from the
Dodecanese in figs 8-14. On the significance of the partridge
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see E. Karagiannis-Moser, Le bestiaire de la chanson populai-
re grecque moderne (Paris 1997) esp. 189-91, 198-201, 216-25
and passim. See also Doulaveras (n. 5) 174-77.

75. Delivorrias, Tépo ané v koopky (n. 31) 332-33 fig.
on 322.

76. Delivorrias 1997, 303 fig. 116; Delivorrias 2003, 62 n.
63 fig. 72; Delivorrias, Some thoughts (n. 14) 138 fig. 15. With
regard to the suggested attribution of this work see the excellent
recent study by N. Kastrinaki, Téyvn kat Ideohoyia. YnoBé-
og1g og dvo mivakeg tov Lwypdgpou Aevtepedovtog Zigpvou

(180¢-190¢ at.), Myriuwy 28 (2006-2007) 147-48 n. 167.

77. In this respect see the examples commented on by
Korre-Zografou (n. 10) 413-19. On the — in any case later
— chest, dated to the 19th c., which is unfortunately only par-
tially illustrated (407 fig. 87), the female figure is seated on
the left with a larger jarfi in her hand, but I cannot tell how
the image was completed on the right-hand side.

78. Made in 1849 and from the house of Hatzi Konstantis
Papazisis in Vrontado: Stephanou (n. 15) 15 pl. 1. Zora 1994,
214 fig. 30, inadvertently illustrates instead the undated stone
relief from the house of Nikolaos Pittas, also in Vrontado:

Stephanou (n. 15) 121 pl. 79.

79. Benaki Museum, inv. no. 33976, from heirlooms
belonging to refugees from Asia Minor (T.A. 311). On belt
buckles of this kind see Korre-Zografou (n. 10) 374-89 no.
Ko15; E. Rizopoulou-Egoumenidou — L. Loizou-Chatzigavr-
iil, ITovxAes xar Zdveg. H avAdoyit rov Aefévrerov Anpori-
xot Movoeiov Aevkwoiag (Nicosia 2003) 32, 79-82.

80. I am most grateful to Nikos Manolopoulos for permis-
sion to carry out this study, to Lambros Liavas for clarifica-
tions in respect of the musical instruments depicted and to
Spyros Delivorias for photographing them.
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AITEAOX AEAHBOPPIAX
O gpotkis Ayog oto Bepatkd pemeptdpto g eEMNVIKAG “Adikii téyvne”

2uvoyiCovtag moplopata prag avékdotyg epyaoiag yope
and v kooptky Téxvn eV petafulavivay xpévev, 1
perétn avt otoyetet edcdtepa ) dtepebvion g oxé-
O0£MOE TOV AVOPLKGOV TIPOG TIG YUVALKELEG HOPPES, OTIOG TV
QmoTLTIGVOLV dNUOVPYIEG KUP{WG TG TIPOEMAVACTATIKNG
neptédov. To avikelpevo evég tétotov epevviytikot mpo-
PAnpatiopot éxet ovotaotikd draglyet and ta emoTNHOVE-
KA evolapépovta Tov Aaoypagikay, avlpomoroytdy kat
eBvoypagtdv oovd GV, TPOoKPOBOVTAC Kal OTHV EAALTT
TEKPNPIOOT) TOV VAKGV Katalo{mov tov vedtepov Al
VIKOU TIOMTIOPOD.

e pa ogpd épymv mov €youy va kdvouv pe tov e£o-
TAops e katowkiag kat otg ouvvBéoelg tovg deondlet
éva mAfoc and mapamAnpepaticd dtakoopntikd otot-
xela @utikig mpogietoems, ot elkoviOpEvES POPPEG
agprvouv va poPdiiet evdidkptta 1 yapiiia didotaom
TOL VoNpatiko? e mepteyopévou. Me dEova tov kavéva
™mg tepapylag o omolog mpotdooet v aplotept] Béom wg
LEpApYIKA TP®TEVOLOA 0T ONYNHATIKT] PO TGOV TTapa-
otdoenv and ta aplotepd mpog ta defid, 1) aviyvevomn e
€KPopdg Tov £pOTKOL AGyou Talpvel akdpa vIIOYN TG
T onpactoroyiki| mpotepadtita g kabotig évav
™G 6pblag otdoewg og ouvdptnon kat pe o GLPPOALIKS
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avtikptopa tev dedopévav tov mePBAALOVTOC XPpOov.
AT’ boa apadeiypata apBpdvouy v avéMén e epev-
kg Stadikaoiag motonoteitat G tepapyikd mpoyet
d\ote 1) avdpuch popon] (etk. 4, 5,7, 8-12, 14-17, 25, 28,
29, 31, 32, 33), d\hote Spec 1 yovaikeia (ew. 18, 19, 20,
24, 26a-¢, 30). Avtd gaivetat tog avtavakid évav fabi-
tepo poPAnpatiopd yépw and ) oyéon twv %o YOAmY
Kat &yt To kataotdAaypa pag anokpLOTAAAMUEVNG ATto-
yng. To emPePardver dAhwote 1600 N ouyvi| evarrayr
™G tepapytkiic toug tdfewme (ewk. 21-23a-b, 27), doo kai
npéraln e kabotig évavu g épbiag otdoewg (etk. 4,
19) 1 onofa pe v avubetici} g eviote emavdinym (eik.
35) mpémnet va avadeikviet pdArov v todtipn eEopoinon
TV elkoviopevav (gik. 34).

O gpotkdg Abyoc Gtav dev expépetat yopevtikd (etk. 1,
2, 3,4), pehomoteftat pe ) ovvodeia evog povotkos opyd-
vou (ewk. 5-12, 14-18) 1 pe tv mpooopd evig dvBoug (etk.
27,29, 32-34), kat onavidtepa pe éva motijpt kpaot ya tmv
€v6dwon ™G ovvopthiag (ewk. 30, 33, 34). Xe oplopévec
pdAtota mepttdoels toviCetat amd ty véoyeon e Oai-
PTG KAt TS dveong tnv onofa avadivel 1) avdmavia tov

kadiopatog kat 1o KAmviopa otov ac@ait] xdpo tov ooy
(ewk. 4, 19, 34, 35) 1} o€ éva elduriiaxd tomio (ewk. 20).
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