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ANGELOS DELIVORRIAS

Carved wooden chests from the Peloponnese: questions of stylistic
and thematic singularity

SECULAR WOODCARVING of the post-Byzantine era — by
contrast with the ecclesiastical variety' — can hardly be
said either to be represented by spectacular works or to
have been the object of systematic study. During the
centuries of Turkish occupation the precautions taken
by the church to protect its possessions were of course
much more strenuous than those which the vigilance of
private households devoted to their domestic chattels.
But 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 aca-
demically questionable, if not improper, grounds of
anonymity and naivete, crude workmanship, unsophis-
ticated design and mere decorativeness, rigid symmetry
in the handling of the motifs and dearth of narrative
content, immobility and disregard for the achievements
of perspective.” In attempting to understand the mech-
anisms which regulate the expressive idiom of so-called
folk art I shall have recourse to an unknown, numeri-
cally restricted group of carved wooden chests from the
Peloponnese, in the hope of initiating not so much a
scholarly dialogue as an increase the number of works
under examination which hover in the space and time
of modern Hellenism.*

The denudation, of the Peloponnese in particular, in
respect of all evidence to shed light on its cultural pro-
file is attributable to the Turkish reprisals in the War of
Independence and the relentless plundering by
Ibrahim.’ This dramatic conjunction of historical cir-
cumstances, from which only architecture remained to
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some degree immune,® and which had a catalytic effect
on the preservation of every other form of artistic out-
pug, significanty blurred the image even of local forms
of costume.” Against this background the information
that a wooden chest in the Benaki Museum had an ori-
gin in Mani or Arcadia takes on a particular signifi-
cance; this carved chest is notable for its exceptionally
unusual combination of painted decoration on the
inside of the lid, showing two brikia (ewers) full of sin-
uous flowering tendrils, facing each other and flanking
a shallow vase in the centre (fig. 1).*

Even without the aid of comparative material, the
well preserved painted composition clearly indicates the
craftsman's preference for a linear as opposed to a plas-
tic rendering of the subject matter. The strictly sym-
metrical arrangement of the conventional design is par-
ticularly noteworthy, especially as it is governed by a
spirit quite contrary to the freedom of execution which
marks the carved section of the chest. There the dense,
unruly texture of the formulation provocatively defies
the rules of symmetry,” making it difficult to follow the
design of the subsidiary features and to "recognise” the
content of the representation. Nevertheless the irregu-
lar configuration of a mass of convoluted tendrils is
clear enough; emerging from an long-stemmed, shallow
cup in the centre (as in the painted version of the same
theme on the inside of the lid) they terminate in spiral
coils, with no leaves and only one meticulously drawn
flower. There can be no doubt that this representation
is one of the many variants of the "tree of life""” and
that, consciously or unconsciously, it has been chosen
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Fig. 1. Carved wooden chest. Athens, Benaki Museum 35496 (photo: K. Manolis).
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for the indomitable semantics of its fertility symbolism,
and is closely connected with the nuptial-matrimonial
content which tends to characterise the most skilfully
worked bridal dowry chests." The bird and the inde-
terminate four-footed creature followed by a snake,
which flank the stem of the cup asymmetrically on the
carved wooden surface, must have the same function as
the two brikia in the painted version, while the small
fish hidden among the vegetal features on the right
hand side may possibly retain a vestige of its early
Christian protective symbolism."

Also relevant is the significance of the two human fig-
ures who complete the representation, of which the one
on the right projects its conceptual weight more obvi-
ously, both through its size and through its dominant
frontal pose. This is a male figure with in his mouth a
long pipe of the type which retained its popularity
throughout of the War of Independence.” This icono-
graphic detail is particularly significant, firstly because
it provides a terminus ante quem no later than the first
quarter of the 19th century, and also because it indi-
cates a relaxed and tranquil situation, suggestive of the
social superiority of the man portrayed, which is under-
lined by his wearing breeches instead of a fustanella
(skirt), the more usual form of dress in the Pelopon-
nese.” In the enigmatic "narrative” context of the rep-

Fig. 2. Marble door frame of 1730, Amorgos
(photo: G. Despotidis).

Fig. 3. Detail of door frame fig. 2
(photo: G. Desporidis).

Fig. 4. Detail of door frame fig. 2
(photo: G. Despotidis).
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resentation the significance of the male figure is also
emphasised by its position in a rectangular frame,” one
of whose vertical sides terminates in the sacred symbol
of the cross.

In maintaining that the man portrayed with breeches
and pipe represents the ideal figure of a bridegroom I
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Fig. 5 Section of a carved wooden chest. Athens, Benaki Museum 37911 (photo: M. Skiadaresis).

Fig. 6. Carved wooden chest. Athens, Alekos Eustathiadis Collection (photo: K. Manolis).

would invoke the general atmosphere of fertility in the
representation, with its plethora of plant motifs, the
standard "erotic" content of many similar composi-
tions,"” the nuptial purpose common to the more skil-
fully ornamented chests, and, above all, the corrobora-
tive evidence of the second figure, the decipherment of
which leads us to an equally fascinating field of specu-
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lation. This figure is to be found on the left side of the
carved panel, and is female, but smaller-scale than the
male, and portrayed in a three quarter pose, in a mo-
vement suggestive of flight towards the left, holding a
mirror in her right hand and lifting up her skirt with
the left. This treatment immediately raises several
issues, but I would place emphasis on her presence in
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Fig. 7. Front section of a carved wooden chest. Athens, Benaki Museum 21777 (photo: M. Skiadaresis).

the semiologically dominant position of the narrative
level, on the left and not on the right, because it over-
rides the "canon of hierarchy" which is respected even
in folk art.” The same aberration is also a feature of the
remarkable relief composition on a marble door frame
of 1730 from Amorgos, where the female figure is flam-
boyantly glorified through her revealing nudity, in a
manner far from common in the secular art of the era
of the Ottoman occupation (figs 2-4)."”

In the Amorgos door frame the male figure is also
depicted nude (fig. 4), but from the context of marriage
and fertility there emerges an erotic nuance of a poetic
order, as the ideal bridegroom is shown as a musician-
singer with his lute in his hands.” In contrast to the
idea of the prosperous householder suggested by the
representation in the carving on the chest (fig. 1), this
crystallises another view of how male virtue was under-
stood and visualised by the consciousness of the age. In
both cases however, the placing of the male figure on
the right side of the composition instead of the hierar-
chically more significant left must reflect a deeply held
conviction that the woman is the ultimate master of the
house, since she holds the semiologically prime left
hand position, in spite of the honorary recognition of
the superiority of the other sex indicated by the differ-
ence in scale of the figures on the chest.”

As already mentioned, in so-called "folk art" couples
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are normally portrayed as being of equal scale and size,
with the man in the semiologically and hierarchically
dominant left-hand position. The breach of this rule
also contravenes the equally fundamental principle
which requires the narrative flow of representations to
move in a direction towards the right. In the example
under review the contrary movement of the female fig-
ure, which concentrates the kinetic flow of the narrative
towards the left, recalls the rhythm of the unique repre-
sentation of the dance on the extant panel of another
Peloponnesian chest in the Benaki Museum, probably
from Mani (fig. 5).” This might provide justifiable
grounds for speculation about the possibility of a differ-
ent perception of the social position of woman, but
issues of this kind fall beyond the scope of my objectives
here. However I would not make the same disclaimer
about the issues relating to the provenance of the work
under review which arise from its stylistic affinity —albeit
somewhat distant- with the "Dance" chest, in spite of
the different level of density of the decorative features. I
refer specifically to the overall manner of the execution
of the work which avoids sharp outlines and displays a
clear preference for succulent curves.

A comparison of the chest which has stimulated our
arguments so far (fig. 1) with another in a private col-
lection, which the owner understands to come from
Dimitsana (fig. 6),” casts further doubt on the former's
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alleged origins in Arcadia, while at the same time
strengthening the case for its alternative provenance in
Mani; apart from the obvious differences in the quality
of the carving and of the synthetic development of the
ornamental motifs, the totally unsophisticated portray-
al of the female figure in the centre of the Dimitsana
chest betrays the naivete and clumsiness which go hand
in hand with the dying era of Greek folk art. This view
is corroborated by another work which has the same
provenance and subject matter, but displays much
more meticulous execution.” Closer stylistically, on the
other hand, is the representation on the panel with the
dance (fig. 5), as well as the surviving carved panel of
another chest in the Benaki Museum from the Helen
Stathatos bequest (fig. 7).

In spite of the obvious difference in the execution,
the expressive idiom is in both cases governed by quite
similar accents. In the second however the subsidiary
motifs display a more "constricted" design with a glut
of densely arranged supplementary elements, recalling
the "abhorrence of a vacuum" which is a feature of the
works of other periods and other categories of artefact.”
It must be admitted however that the stifling profusion
of thematic ideas does not totally obscure the structure
of the composition, with the pivotal central position
allotted to the apotropaic/protective roundel with the
double-headed eagle, crowned by two birds facing each
other (fig. 7).” The left-hand section is dominated by
the monumental, heraldic presence of two confronting
lions rampant.”® Below, a smaller-scale vase of flowers
provides the semiological completion of the coded mes-
sage of the life force which is always presented by
adherents of the "tree of life". The discreet presence of
the birds here also ensures a happy outcome to the
prayer for fertility suggested by the thematic material,
and, in combination with the apotropaic/protective sig-
nificance of the double-headed eagle, it obeys the rules
of a symbolism which is totally in accordance with the
nuptial/matrimonial purpose of the work.

On the right hand side of the composition (fig. 7) the
allusive symbolism is completed by the heroic theme of
a fantastic hunt, with an impressively large-scale male
figure, raised sword in hand, prominent in the centre of
the representation and flanked by a smaller companion
and a cypress tree with a bird on its crest.”” This inter-
pretation of the scene is confirmed by the presence of a
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group of three lions, which is also indirect justification
for the decipherment of the conceptual significance of
the two horsemen as hunters in the upper register of the
"Dance" chest, mainly because of the presence of the
two dogs accompanying them (fig. 5).* The heroic
dimension of this subject, which is repeated in a differ-
ent form in the more clearly carved ornamentation on
a chest from Epiros,” may be attributed to the idealised
dream of manhood which girls must have devised for
their future companion -not merely a prosperous, suc-
cessful, and socially recognised figure (fig. 1), a musi-
cian who can sing his melodious song of love (figs 2-4),
or a skilled dancer (fig. 5), but also a brave hunter, who
has the strength to defy the dangers of the forest and
the irrational supremacy of the life force. Such were
Heracles, Perseus, and in more recent times St
George.” In the Benaki Museum chest the happy out-
come of the confrontation is suggested by the superior
positioning of the male figure among the narrative
components, the unusual plasticity of his bearing, the
splendour of his striking garments, and, especially, the
optimism which radiates from the presence of the sin-
gle vase with flowers.

I shall not spend time here on an examination of the
subsidiary decorative features surrounding the basic
thematic nuclei of the representation, which display
inventive and imaginative variations on more or less
well known vegetal motifs. Once again it seems to me
that there is more significance in the uncanonical
arrangement of the material, with the main narrative
weight of the composition on the right hand side and
an unorthodox kinetic inclination towards the left. The
fact that precisely the same thing does not occur in
another chest in the Dionysis Fotopoulos collection,
which in spite of its stylistic differences can readily be
attributed to the same craftsman, might perhaps lead us
on to the secrets of the enigmatic dating of all these
works (fig. 8).” In the representation on the Fotopou-
los chest the narrative level is continuous, the supple-
mentary vegetal ornamentation sparse, with intermedi-
ate breathing spaces, while the unusual two-headed
eagle in the centre lacks the roundel which both empha-
sises and confines it in the other examples (figs 5, 7).
The hunting scene here unfolds correctly in the left sec-
tion but with the large lion rampant coming first and,
confronting it in the semiologically secondary place,
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Fig. 8. Carved wooden chest. Athens, Dionysis Fotopoulos Collection (photo: M. Skiadaresis).

Fig. 9. Carved wooden chest. Athens, Alekos Eustathiadis Collection (photo: K. Manolis).
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Fig. 10. Carved wooden chest. Athens, Alekos Eustathiadis Collection (photo: K. Manolis).

Fig. 11. Carved wooden chest. Nauplion, Peloponnesian Folklore Foundation 1989.09.0001 (photo: Museum).
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the hero-hunter, who is dressed as impressively as in the
Benaki Museum example, and also raises his sword
with his right arm (fig. 7). On the right hand side is a
clearly delineated flower vase with two birds face to face
on the top, with below a small cypress tree surmounted
by another bird. The upper edge of the representation
has a border with two coiled snakes facing each other
and uninterrupted tongue-shaped ornamentation,
which, as in the previous example, frames the whole of
the carved surface.

Despite the reciprocally matched pose of the con-
fronting snakes, here again obedience to the rules of
symmetry appears not to have been the craftsman's
main preoccupation in the work. The same goes for the
"canon of hierarchy", since the huntsman is on the
right, in the secondary position, which might suggest
his defeat at the hands of the beast, were this not incon-
ceivable in the context of the overall spirit of the work
and the subsidiary thematic material. Nevertheless
although, at least at present, it is difficult to find any
plausible explanation for the divergences from the tra-
ditional rules, the narrative flow begins logically on the
left side of the representation, to end, also logically, on
the right, with the promise of fertility inherent in the
symbolism of the flower vase.

Narrative unity and, to some degree, symmetrical
positioning of the decorative motifs are of greater inter-
est to the craftsman of two other, more crudely execut-
ed, examples in the Alekos Eustathiadis collection,
which again urgently raise the issue of the date of the
entire group under review. The first has in the centre a
female figure whose hands are clasped to her waist, with
below her a vase from which a long flowering shoot
stretches out to the right (fig. 9).** On the left side,
above a low shoot stemming from the same vase, a male
figure in a fustanella and fez approaches the woman,
holding a flowering branch and clumsily grasping at her

breast.”

The "canon of hierarchy" is reinstated here
through the primary place held by the male figure,
although the woman indisputably carries the greater
weight in the composition, as can be deduced from her
pivotal position and frontal immobility, as well as by
the notable profusion of flowering vegetation which
forms the conceptual counterweight to the male figure.
It is also not without significance that of the two figures

who face each other with raised swords, on either side of
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the central subject, the dominant position on the same
side as the female is held by the second, who can be
identified with certainty as St George from the dragon
depicted below his horse's feet. This forces us to identi-
fy the first horseman as St Demetrios, and also to seek
some interpretation for the bird pecking at a bunch of
grapes below his horse. It follows that the same
guardian saints are represented on the second chest, gal-
loping off to the right, in a headlong rush away from the
large pot of flowers and the two birds placed back to
back in the central axis of the composition (fig. 10).”

In the remaining works the narrative element of the
representations gradually diminishes and finally disap-
pears, and the human figures steadily lose their seman-
tic interest, while there is an intensification of the spirit
of ornamentation, whose demands are met by symbols
which are by now abstractive and conventionalised. The
attainment of symmetry — albeit to a limited degree — in
the configuration of the motifs seems to be a somewhat
desiccating process, as can be seen for example in a chest
in the Peloponnesian Folklore Foundation (fig. 11).”
The modest, unassuming relief of the carved surface is
here surrounded by a band of the tongue-shaped
moulding familiar from other representations, though
here transformed into triangular form, and the narrative
unity is obscured by the vertical lines which create three
equal planes, the central one containing the roundel
with the double-headed eagle. In the first plane on the
left two horsemen are shown facing each other with
raised swords and a snake between them; these are St
Demetrios and St George, as indicated by the barely vis-
ible monster and the clearly depicted dragon beneath
the horses' feet. The two figures are arranged symmetri-
cally with, under them, stylised vegetal motifs and a
symbolic wheel in the form of a circle with six leaf-
shaped radii, which also appears in the previous exam-
ple (fig. 7). The same symbol forms the decoration of
the third plane, in the midst of similar vegetal motifs
and with two animals facing each other above.

Even cruder and more simplistic, displaying a dif-
fused child-like naivete but also a curious immediacy, is
the representation on another chest in the Eustathiadis
collection, where three irregular planes are created by
four tall cypress trees (fig. 12).” In the first of these,
above a six-petalled flower, is a roundel containing a
rosette with six petals, an enlarged version of which
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Fig. 12. Carved wooden chest. Athens, Alekos Eustathiadis Collection (photo: K. Manolis).

Fig. 13. Carved wooden chest. Athens, Alekos Eustathiadis Collection (photo: K. Manolis).
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dominates the second plane, below two many-petalled
flowers of differing size. The third by contrast emits a
rather faint echo of the hunting scenes found in the
preceding examples, with a male figure standing acro-
batically on the back of a horse below a beast with two
flowers next to it, whose execution recalls the chest
from Dimitsana (fig. 6). More competent design and
exceptionally skilful carving is to be found in the total-
ly symmetrical ornamention of a large chest also in the
Eustathiadis collection (fig. 13).“ The carving on the
main panel consists of a broad band of convoluted leafy
plants which frames the rectangular decorated inner
plane containing three contiguous roundels of equal
size, with the double-headed eagle in the centre. On
the other two roundels the human faces with a double
halo of rays might be thought to represent two suns,
but the clear discrepancy in the facial features suggests
the idea of sun and moon, and that the chest was prob-
ably intended for use in church.” The outer edges of
the design are symmetrically delineated by a large ani-
mal with a smaller one above — probably lions — while
four pairs of vertically placed rosettes separate the sub-
sidiary features.

The cohesion, or rather inter-connection, of the styl-
istic and thematic elements, as well as the correspond-
ing failure of the compositional principles to observe
certain rules of fundamental significance even in folk
art, provide a decisive argument for the attribution of
all the works examined here to a common centre of
production. The first chest in the group (fig. 1), the
chest with the representation of the dance (fig. 5), and
that in the Peloponnesian Folklore Foundation (fig.
11) were all acquired with the vague information that
they come from Mani. The chests in the Eustathiadis
collection (figs 9, 10, 12, 13) are said more precisely to
have their origin in Messenian Mani, the provenance
of the last being given as Tseria, in the Taygetos
mountains above Kardamyli, while all information
regarding the examples in the Stathatos bequest (fig.
7) and the Fotopoulos collection (fig. 8) has disap-
peared. At present therefore we only have the evidence
of dealers who have been handling this material on the
Athenian market since the 1970's to substantiate the
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existence of workshops established somewhere in the
south-west Peloponnese to service the requirements of
a wider area, nor has it been possible to trace any bib-
liographically corroborative clues in marriage con-
tracts or local newspapers, in publications of secondary
academic importance or in more general treatises.
Even oral testimony provides scant recollection of the
presence of such chests in Maniot houses to confirm
the existence — albeit hypothetical — of a woodcarvers'
workshop there. It is indeed persistently reported that
after the burning of Laconian Mani by Aslan Pasha in
1614, the first olive trees were only planted in the
1860's, while from Areopolis downwards wood was
unavailable even for the basic necessities of life.”

Once again, in a context where problems of artistic
creation relate to space, the parameter of time intrudes
uninvited — the duration of human memory and the
duration of historical data, the duration of works of
material culture and the duration of unverifiable schol-
arly ignorance. There may well have been no trees in
Central Mani, but walnut wood, the material from
which the majority and the best examples of Greek
chests were made, could be found in Quter Mani and
neighbouring Messenia, and also in the not too distant
areas of Laconia and Arcadia, quite apart from the fact
that it was a marketable commodity which could be
transported.”’ It is inconceivable that the household
effects of the Maniots — however limited and meagre —
should not have included a chest, the one basic piece of
furniture in every Greek house.” The heroic spirit of
that inaccessible area can be similarly adduced in sup-
port, to provide an interpretation for the singular the-
matic material of certain of the representations. But I
believe there is more decisive significance in the clear,
if somewhat remote, stylistic affinity displayed by the
stonecarving of the same area: as yet, however, I am not
in a position to go further and answer the question as
to whether the craftsmen who carved in stone and in
wood were one and the same.”

Angelos Delivorrias
Director of the Benaki Museum
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yewpoteyvia, Deltion Eraldikis kai Genealogikis Etaireias

124

Ellados 8 (1992) 184-89 esp. 185-86; specifically on the
lion: Spitzing 1989, 223-24 s.v. Lowe; Karagiannis-Moser
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29. Cf. Makris 1969, 64 fig. 29; P. Zora, Ot Botoahotég
aviés tev Zmetodv, Zygos 70 (1961) 26; Florakis 1980,
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,see A. Petronotis, To kvnapioot oty eAAnviky apddoon:
Bulavtvd kar veoeAAnvikd ABavdylvgpa, kat dAda dely-
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breast, the offering of flowers, the most overt erotic gesture in
the vocabulary of folk art, is generally a feature of representa-
tions of female figures: Hatzimichali 1925, fig. 210; Polychro-
niadis 1980, 23 fig. 86 (Taylor 1998, 20; Fotopoulos—Deli-
vorrias 1997, 422 fig. 728, 426 fig. 735). Cf. however Poly-
chroniadis 1980, 19 fig. 2, fig. 25 (=Fotopoulos—Delivorrias
1997, 445 fig. 770); Taylor 1998, 151, 152-53.
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J. Ward Perkins, Peopled Scrolls: A Hellenistic Motif in the
Imperial Art, BSR 18 (1950) 1-43; LCI 4 (1972) 483-86, s.
v. Weinbau, Weinernte (with full bibliography); L. Bouras,
Some observations on the Grand Lavra Phiale at Mount
Athos and its Bronze Strobilion, DCAAE 8 (1975-76) 85-96,
pl. 47a; Th. Pazaras, Katdhoyog yponavikév avayAbgov
mAak@v pe {oopdpeovs mapaotdoels, Byzantina 9 (1977)
23-95, nos 30, 48-49; id., Avdylvpeg oapropdyor kar emird-
pieg mAdkes Tng péong xar vorepng fvlaviwis nepiddov orny
E27dda (Athens 1988) 100, no. 7, 24, 27, pl. 6a, 18, 20;
Kassis 1983, 92 (relief from Mani).
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41. In spite of the fact that the moon is usually represented
differently: P. Johnstone, Byzantine Tradition in church
Embroidery (London 1967) 107-08 pl. 56, 125-26 pl. 113,
127 pl. 118; Korré 1978, 64-65; Florakis 1980, 142-44. For
the significance of the motif, see N. G. Politis, O HAtog katd
toug dnuadels pdbouvc. H Xedjvn katd toug piboug kat tag
dotaoieg tov eAAnvikod Aaob, Laografika Symmeikta 2
(1921) 110-53, 154-77; Spitzing 1989, 240-41 s.v. Mond. Cf.
in connection with stone carving in Mani, Kassis 1983, 50, 66.

42. As D. Vayiakakos has pointed out to me: see A. E.
Vakalopoulos, loropia rov véov EAAnvicuov 111 (Thessaloni-
ki 1968) 357; Iotopia tov EAAnvixov Edvovs X (Athens
1974) 328-33; D. N. Mexis, H Mdvn xar o1 Maviireg. O¢-

para yia Tnv 10r0pia Tovs, TN Adoypapia Kkai InV TEXVR

(Athens 1977) 288-93.

43. See the remarks of A. Petronotis on timber in connec-
tion with architecture generally, Mavidtec Maotépot,

Lakonikai Spoudai 5 (1980) 172-74, 183-84; Kassis 1983, 15.

44. The evidence from travellers is clear: J. Galt, Voyages
and Travels in the years 1809, 1810 and 1811 (London
1812) 155: "A bed occupied the furthest corner, under which
I perceived a large, antique, carved coffer” (in the tower of
Antonbey, at Vathy); B. de St. Vincent, Expedition Scien-
tifique de Morée (1829-30) 1 (Paris 1836) 351: “ce sont des
coffres ou bahuts, quelquefois cependant d'un certain prix a
cause de leurs ornements, qui en garnissent le pourtour; on
renferme dans ces sortes de magasins tout ce qu'on possede,
depuis la plus vile chaussure jusqu' au linge de corps, aux tre-
sors et aux titres de famille...”. Cf. G. Saitas, EAAnvix#
[apadooiaxi Apxirexrovixn, Mdvn (Athens 1992) 67 n. 220,
90-91 n. 259, 103 n. 283.

45. For details of similar thematic features see above nn.
12, 28, 36, 41. Compare also the style of chest no. 8 with the
reliefs decorating a window of the chapel in the tower of
Bourzinos in Kardamyli, Kassis 1983, 70. There are also
affinities in the carved ornamentation of the church of Agioi
Taxiarches in Areopolis (1789): K. G. Korré, Aaixd b-
avdyhvgpa and mv Apednoin Mdavng, Lakonikai Spoudai 4
(1979) 349-54; Kassis 1983, 29, 61-66.

ATTEAOXY AEAHBOPPIAY

Buléylumteg eAAnvikég kaoéheg and v [ledondvvnoo. Zntjpata teyvotpomikrg

kat Bepatkig wattepdntag

H napovoiaon piag avékdotng Euhdylvmng kacérag
and ug ovAroyés tov Movoelov Mnevdkn (ewk. 1) kat
1 ouwvdpopr] 8o ouyyevikdv £pyav (gwk. 5, 7), kaBodn-
yobv v ypnAdenon optopévev {nmudtev yépo and
£vav avéyyryto ouolaoTiKA TOREQ TG KOOMIKYG TEXVNG
tov petafulavivdv xpévov. Me ) pedét avty em-
Xetpeitar yta dAAN pa @opd pia diefodvomn otov awviy-
patké kéopo g Aeydpevng "Adikig” dnpovpyiac.
Ot kaoéhreg, ta anapaitnta av &yt povadikd émmra
kdfe mapadooiakot omtiod, amavtodv €m¢ Kat Tov
npadipo 206 at. o 6An v éktact tov eEAAadiko? yod-
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pov, xwpic evrottolg va €xovv akdpa perenbel ov-
otmpatikd. Ané tov €Leyyo TG TEPLOPLOPEVIG dAA®-
ote PiPrioypagiag ovvdyetal edkora dtt to owldpevo
VAIKS, olte emapkdg dnpootomotmpévo, ovte kat e€a-
VIANTIKG anootaypévo eivat. Evbeiktiky] yia to enire-
8o ¢ épevvag Ba mpémer pdiiota va Bewpnbel 1 a-
movofa plag £0te Kar SOKIPACTIKAG KATAVOPTS TGV
KATAYEYPAUPEVDV TIAPASEIYHATOV O OULYKEKPLPEVEG
evoTnteg pe Kowd texvotpomikd yvopiopata. Kdu
mov Ba devkéiuve kdBe peténeita andnepa yewypa-
@ienc katdratne, aAlrd kat kdBe ooPapn mpoondbeia
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va ryvniamBel o aPféPaiog eEehiktikds xpbvog g &-
neepyaoiag, kuplag Spwg va evtomotel to Stagetyov
otiypa 6owv dadikactdv oyetiCovat pe ) Sraxivion
G Tapaywymg.

H vné e€éraon opdda tev napadetypdtov tov Mov-
oelov Mnevdkn, epmdovtiopévy and pia evétnta opd-
Aoyav épyov oe dArec ovAdoyéc (ek. 6, 8-13), pmopel
va anodobel pe oxetky aopdiela oe epyactripa g
vouodutikic TTeAomovwioov kat edidtepa ¢ peo-
onviaxric Mdvng. Qg mpog v texvotpormiky] dlatte-
péTNTA KAl TO YEVIKGTEPO TPOOAVATOALOUS TG atobn-
uKkng, emonpaiverat o evieAds SlagopeTikés xapa-
KTpag mov mapovotdiel téoo n wrotvnia g Adéeuv-
onG, 600 kat 1 Bepaticr] Tov dtakdopov oe oyéon ue
Kkdmota votepdtepa mpogavdcs mapadeiypata and vy
Apxadia (eik. 6). To yeyovég avté emPeParcdver ) Pa-
okt ya ™) Aeyépevn "Aaiky” téxvn apxq mg exppa-
otkyjc avtovopiag mov Siémel To kaAArtexvikd oilopa
TIOAADV EAANVIKGOV TIEPLOYGY, TN PeYdAn dniady katd
témovg motkiAla tov kaAArtexvikay exdnAdosay, 1) o-
mo{a efvar aloBnti A.x. oy kevinuky, mpondvtov é-
poc oto eEalpetké avdmtuypa Ttov SlakoopTKov
TVebpatog mov mapovotdiovy ot yvvaikeieg evbvpaot-
£6. Ot dhhot empépoug topeic e "Adiknic” dnptovp-
yiag, mapapévovtag epevvnTIKd PETE@POL, OEV TIPOOPE-
pouvv duvatdtnteg ovykpiukadv mapafordv. Todto -
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oyver eldkdtepa oy nepimtwon mg [edonovvrjoov,
1 omoia yta Adyoug totopikols epgaviCetar mpaypatt-
KA anoyvpvepév and ta ovotatikd tov o mpdoga-
ToL ToAtTtoTiKoU TS TapeABdvrog.

Me agempla ta dedopéva emonpaivovrat kat oyo-
Atdlovtat kdmoteg and TG OopopPies TG Havidtkng
EuhoyAurtikig, kupleg g Tpog tig Bepatikég emAoyég
TV dtakoountikdy edlov. Ze axéon A.x. He OPLOPEVES
TovAdytotov and g apy£ég mov onpadevouy Tig ouvhé-
oelg ¢ "Aaikic” téxvie, evdlagépov apovatdlouy ot
ouyvég anokAfoelg and to factkd kavéva TG CUHPETPI-
ag (ewk. 1, 7, 8). Znpavtkdtepo vonpatikd Bdpog mpé-
TiEL ®OTO00 VA LTIOKPUTTTETAL 0TIV EMavEANpupévn dia-
tdpa&n tov kavéva g tepapyiac pe v avuotpo@t
™G kabiepopévne gopdg, mov katevBiver kat yevikdte-
pa ) SyNUATIKy poy TeV TApacTdoe®y and ta apt-
otepd mpog ta 6efid (e, 2-4, 5). e oplopéveg mept-
TMTGoELS ta etkoviiépeva Bépata agrjvouv va mpofdiet
evdidkpra éva epatikd otoryeio, 6Twg kat og avtiotol-
xa mapadefypata dArov neploydv (e. 1, 2-4,9). H n-
poky, térog, Stdotaom, 1 onofa dagaivetar otig din-
YNHATIKEG AnMOTEPES TOV TAPACTATEDY TOL KLV YOV
(ew. 5, 7-8, 11-12), dev eivar kaBéiov Eévn mpog o
@pévnpa tov katoikov e Mdvng kat o mvedpa g
pavidtikng apetig.
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