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EIPHNH I TATTATEQPTIOY

Mappdpivo veorbikd elodAto-nepianto yvvatkeiag popeng:
ovumepdopata and éva maiad dpnpa

2n pviiun tng Maipng Oavacovla

To0 1991 ENA MIKPOY METEOOYE PapHApvo e10GALO YU-
pviiG yovawkeiag pop@ric, (ap. evp. 31350) dwpibnke oto
Movoeio Mnevdkn ané v Elisabeth French ot pvi-
un tov natépa ¢ Alan J. B. Wace, evég ané toug da-
TpeMEoTEPOLG apyatoAdyoug tov 2006 atdva (ewk. 1-4).!
To épyo elye ayopdoet o Wace ané dyvooto apyaio-
TOAY, pe évdetn mbaviic mpogiedoewg ™ Mijho, Af-
yo mpwv ané to 1949, ypovid katd v onola to dnpooi-
gvoe o {dtog, mpoodiopilovtag v katackevy] ToL OTNV
nrepotiky EALGSa kat ypovoroydvtag to oty apyr
mg [pdipune Enoxrc tov Xaikod.? Ot ovotnpatikés
dnpootetoelg evég ovveyds avavépevov vAKoD oTg
dekagtieg mov pecordPrnoav, kat ovvakdérovba 1 kata-
vénon —oe peydro Pabpd— tov Sopkdv kat twv oTuAL-
oKV, tev otabepdv dnradn kat tov eEeMoodpevav
yapaktnplotikedy e veorbikig ewdoromlaotkig, &-
méParav v enavadnpooicvon tov Taratod avtoy ev-
pripartog, to omolo, ywplc va éyet ayvonbdei, dev mpo-
oefAkuoe éxtote 1o iaitepo evdragpépov g £pevvag.’

To e186dAi0, Kataokevaopévo amd Aevkd, adlagavég
kat eEatpetikd AeTtéKoKkKO pdppapo pe ykpiCes pAefd-
oelc,* anodidet pa kabiot yovaikeia popei| pe ta yé-
pa evopéva akptPas kdte and to otjfos. O Aapde,
vriepPoiikd YnAde, eival kiovéoynpog, pe TAdtog mov
pELdVETAL TIPOG TA TIAVE. 110 avidtepo oxeddv oEAN-
KTo dkpo Ttou, pa optiévtia Padid eykomy dnAdvet pe
evieAd¢ agatpetkd tpémo 1) Béomn g keparc 1 tov
nipoodmov. Evéd 1) meployy tov otjboug efvat pdiiov e-
ninedn, 1 KotAd Sratvndvetat apkeTd YuOLOKPATIKA HE
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pa paotoetdn mpoPory, mov opiletat mdve kat Kdtw
ané Pabiéc avhakooes. Ta néda e, ywpiopéva pe
pia Pabid avAdkwon, eiyav avadtmA®pEVES TG KVHHEG,
ané ug onoiegc odlovtar pévo ta yévata, ) defid oe
opB1 ywvia pog toug unpove, Ty dAAN pe katetBuvon
TpoG Ta mAdyta, ota aptotepd tov Beati. Ot emgpdver-
¢ Opavong v modidv, akpPic kdtw and ta yévara,
efaipeticd detaopéves and ) pakpdypovy xprion, ed-
VIKav PETd TNV agaipeon g aoPeoTitikyc kpovotag,
TIOL KAAUTITE THY TTEPLOYT] AuT OTWG KAt TV TEPLoY é-
dpaomngc tov etdwAiov’ (eik. 5 a-P). To woopéyebec pe g
£0pag avdmrtuypa Tov PV, oe ouvOLacpd pe v évio-
v kofAavon oto Bypoc TG puéong, mpoodidovy oto 0K-
pa e popehc Prordoynpo mepiypappa. Ot empépoug
daotdoeic tov edwriov @atvoviar va cuppovoly pe
tov anid pafdnpatiké kavéva nov daniotwoe 1 Lauren
Talalay ya v kataokev] tov veolBikdv AiBvov ei-
dorlwv e véuag EAAGSag 1om and ) Méon Neoht-
Bucr} epiodo,® obppwva pe tov omoio 1o TAGToC TeV @-
pov eivat {co pe o Hpov, Kat to TAATOG TG HEONG HE
10 éva T€1apto Tov oLVOALKOT Bypoug ™G pop@ng.” Ave-
Edpunta and to mAibog twv epotnpdtov mov yewd 1
amodoyn] ™S xprong evdg TéTolou Kavéva —oxeTKd pe
my teyviky| egedikevon, v mbavy] dtakivion tev et-
SoAlwv amd Toug droug toug Teyvites k.d.— kat oL Pe-
Baioe dev Ba ouinnBoiy €06, Ba pénet va toviotel 61t
10 ovprépaopa ¢ Talalay Paciletar oe éva eEapeti-
Kkd ppd Sefypa vikod.” H emPefaioon v avtibeta v
andppLyn Tov kavéva avtot efvat ovvendg vnébeon tov
pérrovtog.

2mv onfoBa 6y tov edwiiov, oto Vpog G Kkot-
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EIPHNH ITAITATEQPTIOY

Ew. 1-4. Mapudpwvo eiddrio-nepianto kabiotig yovaikefag poperic. ABriva, Movoeio Mmevdin 31350
(pot.: Xm. AeAnPopprdc).

Ew. 5 a-B. Ot emgpdveteg HBpadong tev modidv tov etdwiiov 31350 kaivppéveg pe aoPeotitiky kpolota mpy kat petd v

agpaipeon mg (pot.: and ptkpookdmo, x10, I'. Aoydvn).

Mg, éxet drapoppabel pe ) ypron tpunaviot dape-
pric o} avdptnong (ewk. 2-4). Katd ) otepeopikpo-
okomky e€étaon tov pappdpou dev evioniotnkay {yvn
KpOpatog oe kavéva onpeio e emeavetdc tov. H mop-
tokarépuBpn akavéviotov oyfpartog knAida mov kaii-
TTEL TO PEYAAUTEPO UEPOG TV Loylmv Kkal T péomn g
Hoptc opeidetal o mapateTapévy enagr] Tov £pyou
pe o&efdia tov odjpov.

[Tapd v evieddg oxnpatonompévy anddoon g
KEQPAANG Kal TNV epPavidc meptAnmuky] dlaténwon twv

10

empépoug Gykmv, to eddAto tov Movoeiov Mmevdkn
avijkel avapifoia otov THNO TOV PLOLOKPATIKGOV VEO-
MOy edwriov. Edidtepa, n otdon twv modidv, 1
TAQOTKOTNTA TV GYKOV 0TO KATHTEPO THTHA TOL KOp-
pot aArrd kat o otatkde, oxeddv euPAnpatikés yapa-
Ktipag tov dtmopévav kdte and to otjboc yepidv,
vmopvnpatiCovv pe tpémo povadikd to yovaikeio @oro
™G pop@PniG, mapd to 6t amovotdlet 1 SjAwomn tov ot
Boug 1} tou NPikot tprydvou. Tpdkertar, dnrady, yia pa
kabiopévn oto €dagog yvvaika mou €xetl ta nédia otav-
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Mapudpwvo veoliBiké etd@dAio-nepianto yuvatkeiag popeiic: ovpnepdopata and éva naratd edpnua

Ew. 6 a-p. Ebohia 6phrov yovakeiov popeév (a. pappdpvo, B. Atbvo) and v Atywva (ané: A. Opgavidy, Eroaywyri orn
veodifixi erdwlondaorini [ABiva 1998] eik. 65).

Ewc. 7. AiBwo elddrio-nepianto kabiotic yvvaikeiag
poperc and t Mdrbn (and: A. Oppavidy, Ewaywyi otn
veod1dixr erdwloniaotirsi [ADjva 1998] eik. 94).

popéva ota mAdyla, pe évav tpdmno otkelo téoo o veo-
MOy eoromiactiky g Ocooakiag, 600 katr otg
oly)pOVEG aypOTIKEG KOWV®VIEG. AT TUTIOAOYLKHG amé-
PeRC AAA®OTE, 0TO £€pyo QUTG OUUTILKVAVOVTAL Yapa-
KTNPLoTkd 800 StapopeTikdv opddwy, olppova pe Ty
tawépnon v Beooatikdv avBpondpoppwv eldoAl-
ov rov mpérewve o [dpyog Xovppouvliddng, e IIB kat
g HITY and myv npdn vioBeteital 1) Béon twv yepidv
Kkat and ) Seltepn 1) 0TAOT TOV TOOLHV.

H anédoomn touv épyov oty evpbtepn meployy g

2, 2002

Ocooaiiac mpookpotel ®oTéo0 oYV ekel amovoia kd-
notac opdroyng dnpovpyiag oe A{Bo. Tlap’ dha avid,
Oa pnopotoe va eyypagel otov kdkio e Decoarixiig
napayeyne, edv dev eixav avakaivgbel 1§ anodobel oe
dLdpopeg TEPLOYEG TOL VOTUGTEPOL NIELPWTIKOD KOPUOV
Kdmola dAla €ld®Ala HE ERPavi| Ta OLYYEVIKA TEXVO-
TPOTIKA TOVG APAKTHPLOTIKA.

O Wace v emoyy] mov to dnpooieve, yvapile $on g
neploodtepes and avtés. 'Etot, o ouvékpve pe ta pap-
pdpva yuvawkeia eiddia and v APapitoa e O¢o-

" mv EAevoiva,” 1o

oaifag,” v Ayopd tev ABnvaév,'
AtBwo g Atywvac (ew. 6f)," arrd kat to e1ddAL0-TiEpi-
arto and ykpiionpdowo oteatitn mou eiye Ppebel o
Madr0n g Meoonviac” (ew. 7).

Eapdvtag to Beooaiikd émee kat to abnvaixé ma-
pddetypa, 1o mp@TO ya Vv vrepPoriki] oteatomuyia
Kat to OglTEPO yLa TV TEPIEPYT] TLGTPOPY] TOL CARATOG
TOL LIOOEIKVOEL PAAAOV HOpPY] avamavdpevy Tpmv-
86v," 1o ewwdAio Tov Movoglov Mnevdkn mapovotdlet
EVIOVOTEPES TUTIOAOYIKES OLVAPELEG OC TIPOG Th) dtdmAa-
01] TOL KOPHOU KAl TOV KAT® dkpwv, Thv anddoot kat
™ Béom tev yeptodv, téoo pe to £pyo e Afyvag, 600
Kat pe éva dhio pappdpvo and to ido vnoi'® (ewk. 6a),
tpia pappdpva ewddita mov Aéyetar du Ppébnkav ota
nepiyopa mg Xndpnc —{owg oto KovpdPouvvo g Aa-
koviag” (ew. 8-10)— kuplwg dpog pe to ewddAo-niepia-
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Ew. 8 a-f. Mappdpvo e1ddAio 6pbrag yovatkeiag

poperic and ta nepiywpa ¢ Zndpmg. Abjva, Ebviko
Apyatoroyiké Movoeio 3929 (pat.: Apyeio Movoeiov).

mto s MdAOnc. Exetvo mov ouvéyet ta péin e opd-
dag avtr|g, ekté¢ amd v emdoyr| tov A{Bov 1| Tov pap-
PApouL yla THY KATaoKeLy) Toug, eivat ot gupeig oL, 1
Aemt| péon pe v eAa@pds 1 évtova poeEéyovoa Kot-
Ad, ot oxedbv opatpikol yAoutol pe Toug oyknpovs pn-
potc mov yopilovrat petald touvg pe pa Pabid avAdko-
on, Kat 1 oxnpatiky) anddoon twv ndvtote evopévay |
Sumlepévov kdte and to aperdg 1 kabdrov diatvme-
pévo otjboc xeprav. ‘Exovrac dedopéveg avtég g na-
papétpoug, pmopotue va Bewproovpe to eddA0 and
v EAevoiva pe to oyeddv eyyeypappévo oe tetpdyovo
meplypappa Tov oOPATOS Kat T1) puotokpatikdtepy da-
TOIOOT TOV YEPLOV OG pakpvy pévo ouykpioun aia.

Qg mpog 1o TAdotpo Touv KlovéoyNpoL Aatpol Kat TG
Ke@aing, 1o eddAito Tov Movoeiov Mmevdkn epgavi-
Cer avapgifora otevij ovyyévela pe ta elddita and
Zrdpm (ewk. 8, 10-11)," kabadg kat pe Tprjpata pappd-
ptvav eldowiiov ané to Ppdyybt,” kat v Axpdra,” ota
omola and Ta ¥APAKTIPLOTIKA TOL TIPOSHOTOL dNAdVE-
Tat pévo 1 put.

Ze kavéva, wotdoo, and ta npoavagpepbévia épya dev
naplotdvetat kabot popyt), pe povadiky eaipeon av-
16 ané m Mdrbn (ew. 7). E6¢, otic mpogavels opotd-
mteg —amd Omov MaAPEKKAVOUV Ol KAPTTOPEVEG OF Op-
01 yovia kvijpeg mg popgric— npootiBetat Pefaiong kat

12

Eik. 9, 10. Mapudpwa eiddria and ta nepiyopa g
Zndpne. Abfva, EBviké Apyatoroyiké Movoeio 3931,
3932 (ané: A. Opavidy, Ergaywys arn veodidixi
erdwlondaorini [ABvva 1998] eik. 76 p-a).

N xp1on tov ewAiov wg mepdmtov. Xy {dia opdda
evtdooetal kat to eWddAo-mepianto and oteatity mov
Bpédnke ouic Mukijveg kat etkoviCet to kdto THpa yu-
vaikeiov GOUATOC pe TV o1 TG avapTnong 0To avdta-
10 dKpo tou (ewk. 12).”' ITapd v anovoia tov dve kop-
pov, 1 otdon kat 1 0éon v TodIGY, 1 pactoeldng Kot-
AMd pe ™) otevi] péo), 1) TAaoTkéTTa Tov OYKeV, o Tpd-
TIOG JOPLOPOV TOV HNPAV KAl TOV YAOUTGV, GLVIGTOVV a-
ddyevota teyvotpomikig PUoEOS TEKPNPLA. ZUYYevEQ
®©C TPOC TNV an6d001] Tov Koppov potdlel akdpn kat éva
pappdpivo eddA0 yopvic kablotc yuvaikeiag popeng
ané Wty ovALoyy, pe évdelln npoeietoeag ) Oco-
oarfa. Ta m6da, mraopéva ywplotd, aprvovy va @a-
vel 1 dAwon g Png kat éxouvy g ovvortikd drapop-
Pouéves KVjHEG kKapmtdpeves ota yovata.” Téoo g
Mdibng 600 kar tov Muknvav €xouv ypovoroynOel
ot Méon/Nedtepn Neolbucr| nepiodo™ 1, obpgova pe
Ja o ouvVINENTIKY Amoyt), 0Toug TPOLoToptkovg Ypd-
vouc.” H aodgeta ot ypovoroyiki} toug éviaén opelie-
tar oty ebpeot] Toug oe avaokagukd mepiPdiiov apke-
Td petayevéotepo and ty etkaldpevy meplodo g ka-
taokevnc toug. To eddAto ané ty MarOn avakaivedn-
ke otov yopo B64 touv otkiopot, oe apBévo €dagog, pa-
(i pe 6otpaka ypovoroynpéva téte oty TPOTOEALAdIKY
icat pecoeAradixy] emoyr).” O ovykekpipévog Ydpog ya-

MOYZXZEIO MITENAKH



Mappdpivo veortOiké eiddio-tepianto yovaikeiag popeig: ovpnepdopata and éva naraté edpnpa

Eik. 11. Mappdpwo eiddito 6pbiag yovaikeiag
popevic améd ta mepiywpa e Lndptne. Abva, Ebvikd
Apyaroroyd Movaoeio 3930 (pat.: Apyeio Movoeiov).

Ewc. 12. AiBwvo eiddAo-niepianto kabotic yovaikeiag

pop@ig and tg Muknvec pe ap. evp. 62-1757 (and: A.
Opgavidn, Ergaywyi orn veodidixii e1dwlonlaoriii

[ABYva 1998] k. 95).

paktnpiotnke apéons and Tov avaokapéa og LEpog Kat
10 aovvibioto yia v enoyy tou edpnpa €yve Yooto
oG “N Agppodity e Marbne”. To debtepo mapdderypa
evtoriotnke og votepoeradiké IIIB otpdpa, otov vnéd-
yeto amolnkevtkd x@po pe ) ovpPatiky ovopaoia «Aw-
pduo I», avdpeoa oto «Aopduo tov Eddrov» (tpdnv
«Owia e Akpomdrenc») kat Ty KA{paka mov 0dnyov-
og otv avAy m¢ «Owdag Toodvia» tov Opnokevtikod
Kévtpou tov Muknvev.™

H katd to dvvatdv asgarnc ypovordynon tev dbo
nipoavapepBéviov elborlov-nepidntov, enopévag Kat

2, 2002

tov und e€étaom €pyou, Tapovotdlet, 6mwg efvat Tpo-
pavég, apketég Oduokolieg, mOAD meptoodtepo @G-
00V TO OLYKPLTLKG LALKG and v Alytva kat ta mepiyo-
pa g Zndptng mpoépyetat and tuyales avakarvpetc.
H anovoia veorOikig kepapeikiig amd t Mdidn” kat
1 0ptofétnon v mpolpdtepey 1 VoY KATolknong otg
Moknvec katd ) Méon Neoibucr mepiodo™ ouvétet-
vav oneodNIoTe 011 obyyuot yopw and t xpovoroyt-
Kk évtaln tov dvo edomovwnotakdy evpnpdtav. O ti-
TIOG TIOL EKTPOCo®TOVY, dyveotos oty EAldda e E-
noy¢ tov Xaikol, ovwviotd oe kdbe mepintoorn dnpt-
ovpyla tav veorbikav xpdveov.” Zmv vrobetiky] Toug
toroBémon ot Méon/Nebtepn Neobuki| mepiodo,
1 omoia €yet emyepnlel pe Pdon otviotikd kar po-
Vo KpLtiipla, épyetatl mpog enippmon 1 mbavi| mpoéigv-
on and to KovpdéPouvo tev onapuiatikdv épywv, emi-
oG povoroynpévay otg (dieg pdoeic.” H mpotevdpe-
Vi) XpOvoAGYNon ovvddel kat pe v enfonun dnpooiev-
on tov evpnudtev tov O.-W. von Vacano, odpgpova pe
v omoia 1 meptoyy katokiOnke petd v Méon Neo-
MOy €og kat v [potoeiradki 11 nepiodo.™

To gawduevo GAA®OTE TG EPPAVIONG AVTIKEIPEVDV
o€ deltepy) yprjon) apketd Kawpd petd v apyiky tovg
KATaoKeLt), efvat yvootd kat and dAleg mepurtooetc.”
“Etot, téoo tov Muknvédv kat g MdiBng éco kat to
eddMo tov Movoegiov Mmevdxn gatvetar og xprot-
pomotfnkav ovveyde yra e€atpetikd pakpd ypovikd ot-
dotnpa 1}, To mbavdtepo, eykatareipbnkav, jpbav oto
POG —AyveoTo TTAG— (0m¢ KAddeg xpévia petd Kat e-
navaypnotponotiinkav ywa enfong dyvooto didotnpa
TPV and Vv TeAKY TouG andppiyn. Xe avtd ouvnyo-
potv, extdc and to meptfdirov g edpeong twv o
TPGOTOV, 1] SlamAdTuvor TG omg avdpTnong oTo e6p)-
pa twv Muknvév, nov mpokAtibnke mpopavads amd v
emavarapPavépevy tpipt) tov Aibov oto onpelo exketvo
pe to vijpa, oto omnofo to mepianto Ba Hrav mepaopé-
vo,” aAid kat 1) Aelavon twv emgaveldv Bpatong kdtw
and ta yévata, oto £pyo tov Movogiov Mnevdxr). Be-
Baiwg, elvat adbvatov €0t kat va elkdOOVRE TO (POVL-
K6 dtdotnpa, katd to omofo to mepianto avtd Hrav oe
xprion. Q¢ mpog tov xpbévo e teAkig tov eykatdret-
P16 evdektiky eivat 1 opaty oty oniobia éypr mopto-
kaAépuBpn knAda (ew. 2), ) omoifa, av dev ogelietat
otV £MAQPT] TOL £pYOL e KATIOL0 o1dePEVio avTtkelpevo
ot podijkec Tov apyatondiy —ar’ émov o aybépace
o Wace—, Ba pnopodoe va mpoépyetar and ) yetrrviaon
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EIPHNH ITATIATEQPIIOY

pe to pétarro avtd péoa oto xdpa. ovendg, oty det-
tepn) mepintoon Ba opilape wg terminus post guem yia
™V terevtaia epiodo g xpHoNG TOL TN HECOUVG-
k) LIB-IIIA ondte kataypdpetat v mpopdtepr) epavi-
o1 tov orjpov ato Aryaio.” H odlokAnpotiki] yopvéotn-
Ta oV yovatke{ov popedv mouv ekoviCovrat og avtd ta
tpla £pya, OTwG Kat 1) TPOPAvVI|C AELTOLPYIKT| TOVG O1)-
paota eivar BéPato 6t Ba npooeiikvoav to evbiagpépov
OV Katéyev toug ot 21 yitetia w.X., ot onofot toug
TPooEdwoav (0WG CUYKEKPLUEVEG PaYIKES DG TNTEG, Tii-
Bavév 6yt doyeteg IPOG TG AATPEVTIKEG TIPAKTIKESG THG
enoyfc. H vnéBeon avty efvar e6loyn, dedopévou 6
oty éxvn ¢ mepddouv omaviCet N anddoon tov yu-
Vol 0ORATOC Kal TTAVIOG 0T PIVETKY Kat T PoKNvai-
K1) eldwAomAacTik] dev eival KaAd TekpNpLOpévy TIpLy
and myv votepoeriadikii/votepopvaiky IIIB.»

A&oonpeioto elvar emiong ét kar ota Tpia avtd ei-
ddha-mepianta e Méonc/Nedtepne NeoBukrig me-
pLédov* anodidetar o (drog axptBas témog, anapayvaopt-
OTO YAPAKTNPLOTLKS TOL 0TTO{OL GUVIOTA O LTIEPTOVIONSG
TOUL KAT® HEPOLE TOL OMUATOG O 0YE0T PE TV Emime-
On kat oxedév oxnpatomompévy anédoon Tov dve Kop-
pov, atoryefo mov anavtd Eavd ot pveiki| eldoromia-
ouKf] TeOV maialoavaktoptkdyv ypdvev.” Ewdudtepa,
oto mapddetypa and g Muknveg éyet emuieyel 1o kdtw
NHov tov odpatog, 6mws akpPag ovpPaivel oe Albva
Kat pappdpiva etddra-nepianta g Apyatbtepng kat
Méonc NeolBikrig 1600 and to PpdyyH*® 600 kat and
™ Oeooaria® kat t Maxedovia.” Oa npémnet pdiiota
va toviotel du 1o ovvoro and to PpdyyOt, povadikd ya
oAbiAnpn ™ véua EAAdda, eivar kat to moAvmin0é-
0tepo 0t 001 PE Ta OTIOPAdIKA EVPHHATA OTOV LTIO-
Aotro eAAadiké yodpo. Oepatoroyikd kat teyvotpomkd
ouyyevt] pe obyypova meplanta tov Baikaviov,” ta pé-
An avtig g opddac eppnveltnkay o¢ “oppayides”” 1
o¢ andtoka g mpoondBeiag va katavondei kat va ta-
EwvopunBel to neptBdiiov oe 6o pépn, péow tov avlpa-
VoL 0OUAToG.

H anewcdvion oAdrxAnpou 1) peAdv touv yvvatkeiov oc-
patog ot éva veolbikd kdounpa pévo tuyaia PePaiwg
dev Ba pmopotoe va BewpnBel. Avtibeta, Pploketar oe
apeorn ovvdgela pe TG payikobpnokevtkég memoti)-
O£1G TOL KOWMVIKOO-(PUAETIKOD 10TOU TIoL Ta anmodéye-
tat kat evrédret ta ypnotpornotel. Ta veorBukd neplamta
oe oxfjpa avlpodmvng popeng anotedoty dAAmote pa
Eexoplot katyopia koounpdtev, kat daitepa exei-
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va mov anodidouvv @uotokpatikd to TpdTLTd TOLS aTap-
tilovv pa oAyopern] opdda, o képlog 6ykog g omolag
npoépyetarl and ™ Oeocaria kar v [eAonévwnoo.
Aev efvar pditota doyero mpog ) PabBitepy onpave-
K1 TOUG OTL yla TNV KaTaokevy] Toug TpoTpHedvTat vALKA
pe peydin Sdpketa Lovig, ovwiBwg otkileov ypopatt-
opadv AlBot 1) to pdppapo kat Aydtepo o ThASG, Eve Ta
dotpea kat ta 0otd avijkovy oG eEAlPETIKA OTIAVIES &~
THAOYEC TV ONULOLPYGY Toug Iapd T paraxy] vy kat
T ovvakdrovldn edkoAn katepyaoia toug.

Ta veolBikd kooprjpata mov napiotavav to avlpa-
Vo odpa 1) péAN tou, pe pddnio tov guraktiké/a-
TOTPOTAlKS TOLG Yapaktipa mov avaintd TG anapyég
TOL OTOV YGOPO ToL paytkol oupfoitopod, (owg Htav go-
peig vepuotkdy duvdpemv ov Ba pmopotoav va katt-
oydoouvv tov guotkod vépov. Tavtdypova ovpmibkvaovav
TIANPOPOPIEG KOV@VIKOU Kal IOEOAOYIKOY yapaktipa oe
tétoto fabpé, dote va anoterody avayvepiotpa kodikd
ofjpata avdpeoa ota péAn g kowdtrag. Avtd mov a-
vanaptotovv 1o yvvaike{o odpa, dpeca ouvdedepévo pe
m yovipénta, m forf kat tov Bdvato, Ba pmopovoav
va efvat —émwg oAb gdotoya onpetdvel ) Niva Kuna-
ploon-Anootolika pe apoppy ta Becoarikd koopfpa-
ta— “paytkd Gpyavo otnv katoxy yovatkedv mov Bérovv
va tekvomotfjoouy” 1 aképn “epyareia” katd ) dtadt-
kaoia pénong oy avanapaywyn.” Xe oxéon pe v e-
Tkpatéotept) émg ofjpepa epunveia tov veolbikdy et-
dwiiov and v mrevpd e ToAranAtig Aettovpylac kat
¥xpYong touvg —1 omoia enavanpoadiopiCetar kdbe popd
avdloya pe v €évtaly] Toug o€ oLyKeKpLpéves avBpo-
TIVES OPACTNPLOTNTEG OYETIKEG PE TH) PETAOOOT) YVAONG,
) ponon 4 ™ payeia—“ 1 npocéyylon teov avlpensd-
HOPQOV TEEPLATTTOV Efval pdAAov povoopavn.

Xy nepintoon tov pidv eldorilov-teptdntov and
mv Iledomdvwnoo, av évtwg to mapddetypa tov Mou-
og{ov Mnevdkm mpoépyetar ané exel, £xovpe va kdvou-
pe pe v egappoyn tou idtov témov oe pla kar pévn ka-
myopia Kooppatog, yeyovog mov fa pmopovos va vio-
pvnpatiCet mepoodtepo ) ovpPoriki| tovg Sidotaon
KAt Ty avdykn Slapdpemong evog kadika emkowveoviag
avayvepiotpov kat and g 6o mAevpée, mapd v mba-
vij avaywyy toug oe kdmota yovaikeia Bedtnra. Zopgpo-
va pe ta éwg topa avackagikd otorxela dAAwote, oty
EAAGSa twv veorBikdv ypbvav 1 Bpnokela, pe v v-
ndatacy] g MEPLYapak®PéVN oto maalolo e payeiag
Kat eV TpoAfpeav, dev elye akdun anoktijoet TG av-
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otpéc kat dppeg dopéc e Enoyiig tov Xaikod. E-
TmAéov, 1) eldmroAaotiki g vétag EAAASag dev €-
@Baoce moté oe otddio palikyc tapaywyng, OTwg ovvé-
fn ot Oeooaria ¥ ) Makedovia, ta eddAita g o-
nofag kat avtdv ota Baikdvia gaivetrat étt ouvdéoviat
He kard opyavopéva teAetoupytkd.”

Ty dratvnwbeioa viéBeomn yia tv mbavyj tpoérevon
tov meptdnrov tov Movoeiov Mnevdxy and v [ero-
névwnoo Oa propovoe evdeyopévag va vrootnpiet —pe
60a mooootd BePatétnrag g avaioyolv— 1) 100TOTIKTY]
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A neolithic marble idol pendant from the Peloponnese. New conclusions on an ancient find

This marble idol in the form of a naked female (inv. no.
31350) was donated to the Benaki Museum in 1991
by Elisabeth French in memory of her father, Alan ]J.
B. Wace, one of the most distinguished archaeologists
of the last century. It came to her as part of her father’s
legacy, as it had been bought by Wace shortly before
1949, the year when it was published by him. On the
basis of information available at the time, Wace declared
it to be a product of mainland Greece and dated it to the
beginning of the Early Bronze Age (end of the 4th mil-
lenium BC).

The small idol represents a seated female figure with
her hands clasped just below her breast. The legs, sepa-
rated by a deep groove, would have displayed their now
lost calves bent at the knees, the right one vertically and
the left behind it sideways. It belongs to the category of
naturalistic neolithic idols, in spite of the near-schematic
treatment of the head and the clearly summary rendering
of secondary features.

The Benaki Museum figure displays obvious similari-
ties with marble and stone female idols and idol pendants
from inland Laconia, Messenia and Argolis, mainly in
the treatment of the lower body and the sharply pointed
head, which suggests that it belongs to the same type
and possibly originates in the same areas. The proposed
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dating of the Peloponnesian findings to the Middle or
Late Neolithic period (5.800-4.500 BC) —since most of
them are either accidental finds or located in various later
contexts— implies a rather earlier date than the published
one. Apart from that, however, its main interest lies in its
use as an amulet. Of great significance is the fact that two
of the typologically related examples, one from Messenia
and the other from Argolis, where also used as amulets.
Human-shaped Neolithic amulets form a distinct cat-
egory of ornament, and those which render their models
naturalistically and not schematically form a small group,
the greater part of which originates in Thessaly and the
Peloponnese. The materials used in the manufacture
of the human-shaped amulets are normally stones in a
variety of colours, and less often clay, while oystershell
and bone were chosen by craftsmen exceptionally rarely,
in spite of the softness and consequent malleability of
this material. Prehistoric ornaments representing the
human body or limbs, with their obvious prophylactic /
apotropaic character which has its origins in the world of
magical symbolism, were perhaps vehicles for supernatu-
ral powers which might prevail against the laws of nature,
while at the same time they contain information of a so-
cial and ideological character that makes them recognis-
able codewords among members of the community.
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Two Faience Shabtis from the Egyptian Collection
at the Benaki Museum

AMONG THE BENAKI MUSEUM’S superb collections of
ancient and modern objects' can be found three small
collections of Egyptian antiquities, namely bone carv-
ings,” clay figurines’ and faience objects.* The major
part of the faience collection was donated by Lucas
Benaki to the Museum between 1959 and 1974; the few
inscribed pieces were acquired during the 1930s. The
collection comprises about 140 pieces (more than 90%
uninscribed), most of which date from the Ptolemaic and
Greco—Roman Periods up to AD 300, although several
pieces date from the New Kingdom (NK), Third Inter-
mediate Period (TIP) and Late Period (LP). It includes
objects of various kinds, among them funerary imple-
ments such as several amulets (mainly divinities), two
funerary pectorals (one inscribed) and nine small shabtis
(seven inscribed). Seven of these are on permanent loan
from the private collection of Georgios Leotsakos.
Faience’ was a material used at various periods of his-
tory in the manufacture of many types of object, includ-
ing beads, pectorals, statuettes, votive objects, steles,
tiles, animal figurines, vases, jars, lamps, plates, bowls
(Nunschale) and chalices bearing floral and/or zoomor-
phic decorations, as well as a vast number of amulets and
shabtis. Faience was primarily valued for its latent sym-
bolism, because it was regarded as a manifestation of the
colour of the sky and of light, as is clear from its ancient
Egyptian name,® ¢hn.t, which derives from the old stem
thn(i), meaning sparkle, be dazzling. Ancient Egyptians
connected faience with the sun’s regeneration from the
Netherworld and the subsequent dazzling light, which

was essential for the well-being of deceased humans in
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the afterlife. The bright green colour usually associated
with this substance (although faience also appears in
other colours) was related to the rebirth of everything in
nature, alluding to an Osirian connotation.”

The use of shabtis by the Egyptians of antiquity is well
attested and understood.® They were funerary figurines,
usually mummiform in appearance, which developed
during the Middle Kingdom out of the funerary statu-
ettes and models placed in the tombs of the Old King-
dom. A plausible etymology of their name (they were
known as wshty from the Late Period onwards) derives
from the verb wsb(7), which means answer, respond? The
purpose of these statuettes was to magically spare their
owners from the menial corvée labour in the afterlife
(at the Field of Reeds) by which deceased humans were
required to produce their own food. Many shabtis are in-
scribed with a version of Utterance 6 from the Book of the
Dead."” The two faience shabis studied here belong to
the Museum’s small but interesting Egyptian collection.
The first of them was donated by Lucas Benakis during
the late 1960s. The second is a recent acquisition, part
of the permanent loan from G. Leotsakos. Both objects
come with no information as to their provenance.

B 21.830
Typology: Class VIIla2 / W21-H4-15-B15-Tp7b
Date: Mid Dyn. XXI - Early Dyn. XXII
Colour: Sky-Blue Paste (bearing magenta-violet
decoration)
Dimensions: 9.5 cm (max height)

This is a faience shabti in a mediocre to bad state
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of preservation, bearing an unframed column of short
illegible inscription on the front (figs 1-2). Its colour
is sky-blue (or blue-turquoise), and its dimensions are
as follows: H. 9.5 cm, L. 3.9 cm, B. 2.1(base)-1.5 cm.
The paste is damaged and missing in several places
(especially head, face, body and thighs). At the bottom
of the base and on the back there are places showing
patina. The deceased is portrayed wearing the tripartite
wig (a TIP striated lappet wig), a considerable part of
which is now damaged. The striation is depicted with
magenta-violet paint (see below), which has disap-
peared on the right side part of the wig. The side parts
of the wig continue along the forearms, curve slightly
and reach down to the palms of the deceased, running
almost parallel to the agricultural tools he is holding.
The face is almost totally damaged and the left ear is
broken. The right ear is extant and protrudes over the
right side part of the wig." Few traces of the paste re-
main on the face. There are no different colour paste
inlays on the object. The deceased holds two m-hoes
in his hands (or jbs-hoes, Gardiner’s U6), painted on
the sky-blue paste with a magenta-violet colour deriv-
ing from manganese oxide (MnO). Only the hands
and part of the forearms protrude from the chest and
the upper part of the body. The thickness of the body
hardly varies from the shoulders to the toes, although
it becomes somewhat narrower near the feet. On
the back of the figure is an elaborate rectangular bag
painted with the same magenta-violet colour, depicted
as attached to the wig by straps (which are also painted
in the same way).

The shabti originally carried a short hieroglyphic in-
scription running down from the chest to the feet as an
unframed column, which is now illegible and almost
completely destroyed. The last and only extant symbol
looks like the dd-hieroglyph (Gardiner’s R11) and is
situated near the feet. The object has no pillar on its
flat back and cannot stand upright. It appears to be of
mediocre craftsmanship, and was most probably mass
produced in a funerary workshop for use at a burial.
On the basis of stylistic similarities this object should
be dated to Dynasty XXI (c. 1070-945 BC) or slightly
later, but in any case not later than the beginning of
Dynasty XXII of the TIP (terminus a quo c. 1000 BC,
terminus ad quem c. 900 BC). Indeed, the thick-set bo-
dy of the object is consistent with shabti models cur-
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Fig. 1-2. The shabti 21. 830, donation of L. Benakis (photo:
K. Manolis).

Fig. 3-4. The shabti B/L 83 part of the permanent loan from
G. Leotsakos (photo: K. Manolis).

MOYXEIO MITENAKH



Two Faience Shabtis from the Egyptian Collection at the Benaki Museum

rent at the end of Dynasty XXI or even the beginning
of Dynasty XXII, mainly in the Theban area.

B/L 83
Typology: Class X1al / W36-H4-18-B28-Tp0
Date: Dyn. XXX

Colour: Blue
Dimensions: 12.2 ¢cm (max height)

This is an uninscribed faience shabti in an excellent
state of preservation (figs 3-4). Its colour is blue, and its
dimensions are: H. 12.2 cm, L. 4.2 cm, B(mean) 2.5
cm (the sides of the base, which, unlike that of the pre-
vious piece, is well and clearly defined, are 2.8 cm, 2.1
cm and 2.5 cm, while its maximum height is 0.9 cm).
The base is separated from the body of the statuette,
like a low pedestal. The deceased is depicted wearing
the tripartite wig (in this case the Saite common plain
lappet wig), which is well preserved. The face is almost
perfectly preserved, the eyes have the characteristic
Egyptian stare —as if gazing on eternity— and both ears
are extant and protrude over the wig. The eyes, lips,
and nose are very prominent and well sculpted. How-
ever, part of the face and almost the whole of the chest
are decolorized and have a white appearance, having
lost their blue paste coating; the same applies to the
agricultural tools, but not to the hands. The deceased
wears the divine beard, an indispensable feature of his
sCh—status," as is the mummified representation of his
body which alludes to its post mortem essence of purity
and virtual union with the divine. The beard itself is
plaited, runs parallel to the side parts of the wig and
ends at the same height as these. The deceased holds a
mr-hoe (or hbs-hoe, Gardiner’s U6) and a cord in his
right hand, and a pick (without cross bar) in his left

NOTES

* I should like to thank Prof. Dr A. Delivorrias for per-
mitting and encouraging the study and publication of these
faience shabtis. Warm thanks are also due to those in charge
of the Museum’s Egyptian Collection (Mrs E. Papageorgiou
and Mrs A. Ziva) for their kind assistance. I am also grateful
to Prof. Dr. W. van Haarlem and Dr. J.-L. Chappaz for con-
firming the dating and for some comments on typology.
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hand. The rope holding the agricultural bag (a Saite
trapezoid bag with crossed oblique pattern and loop)
runs parallel to the hoe on the left side of the body, then
over and round the back of the shoulder to keep the
bag in place. The tools are incised in high relief, as are
the beard and the facial features of the deceased. Only
the hands and part of the forearms protrude from the
chest and the upper part of the body is more volumi-
nous in shape, reminiscent of the swollen type of coffin
characteristic of the second half of the LP." The shabti
has a pillar on its back, which starts where the wig ends
and stops at the base, but it cannot stand upright. The
whole composition and style evoke official undertones.
On the basis of stylistic similarities this object can be
dated to Dynasty XXX (380-343 BC); indeed, the agri-
cultural tools sculpted in high relief are reminiscent of
the style of shabti models during that period. During
the reign of this last Egyptian (autochthonous) Dy-
nasty, the Nectanebos' presented the temples with rich
offerings, tried to reconstruct Egypt and invested the
artistic style with a pharaonic nuance which is evident
in this shabti.

A large number of shabtis similar to those described
above can be found scattered all over the world in vari-
ous Egyptian collections. Since nothing is known of the
context of the objects presented here, it would appear
somewhat superfluous to attempt any specific compari-
sons, since this would reveal neither their actual prov-
enance nor the exact date of their production.

Dr Amanda-Alice Maravelia
Egyptologist/Archaeoastronomer
Université de Limages | Athens
e—mail: a_maravelia@hotmail.com
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AMANTA-AAIKH MAPABEAIA

Abo ovoodruia and gayevuavi] oty Atyorrtiaky] XvAioyr] oo Movogiov Mmnevdxr

2y mapovoa perétn eetdloviar dvo ovoodmtia and
payevuavy mou Ppiokovrat oty katoyf tov Movoeiov
Mmevdxn. To npdro tagké ayaipduo (ténov VIIa2/
W21-H4-15-B15-Tp7b) ypovoroyeitar amé v emoyn
me XXI Avvaotefag (mep. 1070-945 1.X.) kat anoteel
TUTIKG TIapddetypa ovooantiov g meptédov avtig Kat
e apéowng emdpevng (mpodun XXII Avvaoteia, mep. 900
1.X.). "Exet ypdpa kvavd, n katdotaon dtatjpnoric tov
elvat kaky] kat mapovotdiet évroveg amokpovoels. Opatd
gfvat (v doug XPWOTIKAG, yla TV ametkévion tov
dbo emwypagiopévav apdtpev ov kpatd 1 popey. To
avuke{pevo avtd @pépet oxed6V 0AOOKEPHG KATEOTPAL-
pévn emypagy, 1) onoia elye anodobel pe xprion mg -
dlag 1ddovg ypwatikhc kat g onolag pdvov iyvy da-
odCovtat mAéov (ouykekptpéva to obpporo zaz).

To dettepo tagikd ayaipduo (témov X1al/W36-H4-
18-B28-Tp0) ypovoroyeitar and v emoyn tne XXX Av-
vaoteiag (380-343 1. X.) kat amoteAel enfong tomkd ma-
pddetypa avtric e meptddou, kat kuping THe teAevtalag
ynyevouc Avvaoteiag mpty and ) deltepy) mepoki] katd-
Kktnon g Awybmrov. “Exet ypdpa oxovpdypopo kvavé
Kat 1 katdotaoy| Statpnorig tov eivat oxedSv dpoyrn. H
KEPALY), TA YAPAKTNPLOTIKA TOL TIPOCWTIOL, 1] PEVAKT), TO
TIAEKTS AELTOUPYLKS LTIOYEVELD, Kal Ta YE®PYLIKA epyaiela
(&potpo, oxowi kat okamdvy) mov Pépet N v AGym pop-
o1 éxouvv anodobel dypoya o éktumo avayiuvgo, av kat
oplopéva pEpT toug elval anoypopatopéva Adyom ano-
KGAANONG TOL KLavol TIOATOU TG PayeEVTIAaVI|G.

Ta ovoodnria (apy. avy.: wsbty.w) eivar ovviBoc wi-
kpot peyéBoug ayaipdua, ta omola mapiotavav tov
VEKPS HOURIOTIOIHEVO, KPATMVTAGC YEWPYLKA epyarela,
émwg dpotpa, okandveg k.Am. IToAAd ftav aveniypa-
@a, eved apketd épepav oOVIOpT) Mypagy) pe 1o Gvopa
Kat Tov TTAo Tou vekpoy, yapaktnpilovtdg tov g pwrs-
opévo Oorpr (apy. avy.: shd Wiir). Ta peyaittepa ané
avtd épepav payiki] enwmdd, 1 onofa Ba ovvterodoe o
duvnuky toug fwomoinetn kat otnv mpdHuvpn mpooéieu-
01] TOUG 0TOVG aypolc, HOAG 0 vekpOE TIoL Ttaplotavay
ta kakovoe. Enpokerto ovvibog yia mapariay mg E-
nwdob 6 g Bifdov rawv vexpdy, v Pactky poper| mg
omnofag mapépetve 1 tdia and to Néo Baoideio éwg ka
v “Yotepn Ilepiodo. Ta ayaipdtia avtd tomofetot-
viav ot ddgopeg tagéc (téoo twv Pactiémv 600 ka
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1oV amkdv avBpdnev) 1on ané 1o Méoo Baoileio oe
peydiec moodtteg (apyikd éva, aild ané to Néo Ba-
ofieto oAréc popéc 365, éva ya kdBe pépa tov ypd-
vou, ovv 36 emordreg, ouvolkd 401), apketég gopéc pé-
oa ot kiPpdua. Ta ovoodntia kataokevdlovtay and d1d-
popa LAKG, dTOC gayevuavy], emrypopatiopévo Eoro,
aofeotérbo, opelyaio, kepl kAm. Kat’ avtd tov tpé-
O ta oLoOATNa, propoviag va evepyornotnbodv pe
Oavpatouvpykd tpdémo and ) payr} evyy] avd mdoa
ouypy, Yrav oe Béon va vmokatactijoovy Tov vekpod
oTC KOTLWOELG ayyapeieg, T otypr] katd v omoia Oa
anoAdpPave v mapadeiowa yaAnvn. Etot ta paxdpia
mvevuara (apy. ay.: 3p.w) Ba pnopodoav va “yedovtat”
oto dinvekés TG amoAaloelg TG TPOPNG, TV TOTAV,
mg dpooepric avpag kat va aydirovrat maifovrag to 6-
pop@o mayvidt Cever (éva eldog Catpuciov, apy. aty.:
zn.1), pall pe toug ayamnuévoug toug, arAd Kat va Aa-
tpedouy 1 Bednteg oe dpeon emagt| pali tovg. Ag on-
petwbel 6t 1 ovopacia avtdy tev paykody ayaipatiov
elvat apyala ayvrraky| mov onpatvel dnoxpviuevog,
dnavrdy [ané to aobevéc pripa wsb(i)].

Ta ovoodnua ovviotody myv e£éMén tov apyatbre-
POV TaPikev ayatpdtov tov Apyaiov Baoidelov ov a-
notehodoav motd avilypaga tov vekpdv. Ta ovood-
mua g pdtuns meptédouv tov Néov Baotreiov ouvvo-
dedovtav moAAEG opég and okamdveg kat kaidba, 6m-
Aadn opotdpata tov yeopylkov epyaieimv mouv ypeld-
Covtav otouvg aypotg tov napadeioov. And v Tpity
Evéidpeon Ieplodo kat €€¥ig pepikd ovoodnria entora-
zeéy (mov vrotiBetal 6 Oa enéPrenav v epyacia tov
anAdv ovooantiwy) ovvodeboviav and paotiylo, eve
katd v “Yotepy Ieplodo to paotiyio dpyioe va amo-
telel evialo tpjpa tov ayaipatiov. Eniong, ta ev Adye
ayaipdria tov Néov Baotkeiov dev pépouv mavtote ta
evdvpata-repttvifelg g tapiyevong, aArd kavovikd
popépata. Katd myv Yotepn [epiodo, to kuptdrepo v-
MKG yla TV KATaokevy] Toug tav 1 gayevuavy), eve ta
kaAUtepng modtntag mapadetypata mpoépyovratr and
mv {6ia mepiodo (Avvaoteieg XXVI-XXX). I[Tpdypat, 1
OO T TA KATAOKELTG TOUG TIOLKIAAEL, KAl EVE Ta YEIPS-
tepa —ovvibag EAva— defypata mpoépyovial amd
XVII Avvaotefa, katd to Néo Baofieio vgiotavral
noAAég meptntdoeic e€alpetng téyvng ovooantimv. Emni-
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ong N moodTd toug dtépepe and nepiodo oe mepiodo
kat and tagy og ta@y. tnv mepintoon g TaPiig Tov
papacd Znbov A, matépa tov Papeoor| B’ (tov Meyd-
Aov), Ppébnkav mepinov 700 tétowa payikd ayaipdtia.
H aténon ¢ moobétmtag tav ovooantieov oe Sidgopeg
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ta@éc 0dfynoe oty Kataokevy] edtkdV kifotiov, ov-
viifog E6hwvev, ta Aeydpeva xifdria ovooanriwy. H
xpriom toug meplopiodnke mdpa moA katd v [Trore-
paixr Iepiodo, mpog to térog g omofag eEéAtmav.
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Zu einer phrygischen Grabstele in Athen

“... er (der Besucher) wird aber gerne auch das Ensemble
auf sich wirken lassen, das den provinziellen Charme die-
ser naiven und erzihlfreudigen Denkmilergattung schon
zum Ausdruck bringt”.!

NEBEN DEM SPEZIALISTEN ist es sicherlich auch der nor-
maler Betrachter antiker Denkmiler, der von diesen
‘provinziellen’ aber recht ‘erzihlfreudigen’ Monumenten
phrygischer Sepulkralkunst angetan ist. Zwar sind die
Grabdenkmiler romischer Zeit grésstenteils erforscht hin-
gegen stellt der Grabstein im Benaki Museum eine weitere
Herausforderung fiir die archiologische Hermeneutik dar
(Abb. 1).

Mit gesamt 1,32 m Hohe, 0,70 m Breite und 0,25 m
Tiefe ist das Monument in einem sehr guten Zustand
erhalten. Leichte Abschlige sind an den Seiten und am
Einlasszapfen, der im modernen Sockel versenkt ist,
erkennbar. Die Stele wurde aus weissem, briunlich ver-
witterten, phrygischen Marmor gearbeitet.

Beschreibung

Der naiskosférmige Grabstein im Benaki Museum ent-
spricht in seinem Aufbau den Grabmonumenten aus der
Altintag-Ebene in Nord-Phrygien. Bei dem dargestelten
stehenden Ehepaar dieser Gattung steht der minnliche
Part immer links, wihrend der weibliche die rechte
Hilfte einnimmt.? Auf dem leicht zuriicktretenden
Grund der Stele im Benaki Museum sind innerhalb
einer bogenférmigen Nische (H 1,02 m, Br. 0,50 m)
zwei stehende Figuren (links A und rechts B) eingetieft
wiedergegeben. Es handelt sich hierbei um zwei ju-
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gendliche Personen, was bei Figur A (H 0,97 m) die
Bartlosigkeit und bei Figur B (H 0,81 m) der Aufbau
und die Gesichtsbildung deutlich erkennen lassen. Das
in der Kaiserzeit neue und wohl aus dem Kiistengebiet
eingestromte Thema der stchenden Gestalten ent-
sprach in der Altintag-Ebene einem anwachsenden Re-
prisentationsbediirfnis der biuerlichen Bevélkerung,
die besonders im 2. und 3. Jh. n. Chr. einen Hang zur
Selbstdarstellung entwickelte.’

Beide Dargestellten geben die gleiche Haltung wieder:
mit rechtem Spiel- und linkem Standbein stehen sie in
starrer Vorderansicht da und blicken geradeaus in die
Ferne. Der Gattung entsprechend sind sie flach, ihre
Proportionen falsch, die Wiedergabe der Einzelformen
ist stark vereinfacht und die Gewinder stilisiert. Der linke
Arm hingt senkrecht herab, wihrend der angewinkelte
rechte in den Mantel gewickelt ist. Wie bei der Mehrheit
der Vertreter der nordphrygischen Grabstelen sind die
tibergrossen Hinde mit den langen ausgestreckten Fingern
flach an den Kérper gelegt.” Die Figur A hilt in der Linken
eine Buchrolle, in der Rechten ein Diptychon. Um die
Tugenden der Dargestellten und ihre Beschiftigungen
weiter hervorzuheben wurde reiches Beiwerk hinzugeftigt:
Neben Stab und Heugabel in Hohe des Oberkérpers von
Figur A kommen noch Spiegel, Kamm, Korb, Spindel,
Rocken und Vogel iiber dem Kopf von Figur B vor.
Auf der Sockelzone am unteren Teil des Grabsteines
ist zwischen den Buchstaben der Inschrift ein Pflug
dargestellt.

In der Kleidung folgen die Gestalten der vorherr-
schenden romischen Mode. Beide tragen einen bis
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Abb. 1. Grabstele aus Phrygien. Athen, Benaki Museum 31520 (Foto: M. Skiadaressis).

26 MOYXEIO MITENAKH



Zu einer phrygischen Grabstele in Athen

Abb. 2. Obere Hilfte der Grabstele (Foto: M. Skiadaressis).

tiber die Knochel reichenden Mantel und darunter
eine gleichlange Tunica. Deutlich formt sich das rechte
Knie und der Oberschenkel unter dem Gewand ab; der
tibrige Korper ist darunter kaum modelliert.

Etwas plastischer als der grosstenteils flichige Kérper
sind die Kopfe ausgeformt (Abb. 2). Die relativ gross
geratenen aber dennoch sorgfiltig bearbeiteten Kopfe
stehen auf dicken Hilsen. Die jugendlich wirkenden
Gesichter werden durch die gerundeten und glatten
Wangen- und Kinnpartien sowie durch die ausdrucks-
starken grossen Augen, die lange gerade Nase und den
kleinen Mund bestimmt. Der Blick wird besonders durch
die Angabe der Pupillen und die dick umrandeten Augen
betont. Fiillig umspannt das Haar die Kopfe. Das kompakt
wirkende Haupthaar von Figur B ist in regelmissiger
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Strihnenfolge nach hinten gekiimmt, wobei es den Kopf
halbrund bis zum Nacken umspannt. Dasjenige von Figur
A ist symmetrisch in {ibereinanderliegenden horizontalen
Lockenreihen angeordnet. Die Ohren von Figur B sind
vom Haar verdeckt. Dagegen werden sie bei Figur A stark
stilisiert und am Haar anliegend wiedergegeben.

Obwohl der Faltenwurf und die Stoffwiedergabe sehr
schematisiert und voluminds sind, wird aufgrund der
Angabe des rechten Oberschenkels der Gewandgestaltung
Lebhaftigkeit und  Differenziertheit

verlichen. Dazu tragen noch die nur angedeutete

eine relative

kontrapostische Stellung und das damit verbundene
korperliche Gestaltungsvermogen des Bildhauers bei. Die
Gewandfalten sind durch gleichmissige und horizontal
bogenformig geschwungene Rillen angegeben. Typisch
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Abb. 3. Untere Hilfte der Grabstele mit Inschrift (Foto: M. Skiadaressis).

fiir die phrygische Tradition ist auch der lange und dicke
Waulst, der an der linken Kérperseite beider Figuren her-
abfillt.’ Der untere Saum bildet besonders bei Figur B
einen dickeren Bausch.

Obwohl auf den phrygischen Grabsteinen als Schuh-
tracht iiberwiegend Stiefel iiberliefert werden,® tragen
auf unserem Exemplar beide Personen Sandalen. Diese
haben bei Figur A aufgrund der Lederpartie, die den
gesamten Knochel einnimmt, eine kompaktere Form,
withrend sie bei Figur B lediglich aus diinnen Laschen
bestehen.

Bei Figur B ist der Versuch evident durch das Falten-
spiel in Brust- und Genitalienbereich das weibliche
Geschlecht angeben zu wollen. Die Haartracht folgt
hier zwar einer nur bei Minnern auftauchenden Mode
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der Zeit um die Wende vom 2. zum 3. Jh. n. Chr.” Bei
Frauen wird generell langes, in der Mitte gescheiteltes
oder auch durch den Mantel verhiilltes Haar erwartet.®
Gewandanlage und Schuhwerk sowie das Beiwerk tiber
dem Kopf von Figur B lassen jedoch keinen Zweifel am
weiblichen Geschlecht. Ein weiteres Beispiel der Dar-
stellung eines jungen Midchens mit kurzer Haartracht
bietet ein Grabstein, der wahrscheinlich aus Kotiaeion
stammt.’” Die Gestaltung des kurzen Haupthaares, das
lange Unterkleid, der Halsschmuck und der Rocken in
der linken Hand sind auch in diesem Fall eindeutige
Indizien.

Neben der Wiedergabe der Figuren und der Kom-
position weist auch die Form des Grabsteines auf eine

Herkunft aus Nordphrygien hin. Als giebelbekronter
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Zu einer phrygischen Grabstele in Athen

Grabstein lisst sich unsere Stele mit dem von M. Wael-
kens fiir kleinasiatische Tiirsteine definierten Typus C
Altintag 1 verbinden. Die Verbereitung dieser Tiirstelen
mit Spitzgiebel konzentriert sich besonders auf Aizanoi
und das Flussgebiet des oberen Tembris, wo hauptsitzlich
dieser Typ vertreten ist."” Die Gestaltung der Nische ist
im Gegensatz zum Volumen des Grabsteines sehr schmal
ausgefallen. Ganz der Tradition der nordphrygischen Ttir-
steine entsprechend besteht die architektonische Rahmung
unserer Stele aus Pilastern und gebogenem Giebel. Die
Pilaster schmiicken einfache schrige Einkerbungen, auf
dem Giebel sind ungeschmiickte Akrotere dargestellc.
Zwischen den Eckakroteren und dem Firstakroter winden
sich eingeritzte Ranken empor. Dieselbe Giebelform mit
identischem Dekor findet sich bei zahlreichen Tiirsteinen
des spiten 2. und 3. Jhs. v. Chr. des Typus C aus der
Altintag-Ebene wieder; dort allerdings mit deudich
qualititvollerer und plastischerer Ausarbeitung  der
pfanzlichen Details." Die Grabstele im Benaki-Museum
beinhaltet, wie schon die kleinasiatischen Tiirstelen des
gleichen Typus, die Idee eines hausférmigen oder sogar
tempelfdrmigen Grabes mit Satteldach. Zusammen mit
Grabarchitektur und Grabinschriften entspricht dies der
Auffassung, dass in Anatolien das Grab als Wohnhaus des
Toten angesehen wurde.”

Ranken und Rosetten gehorten zudem zur pflanz-
lichen Dekoration, die Werkstitten in Gebieten mit
tippiger Vegetation, wie z. B. in Zentralanatolien, ver-
wendeten.” Schliesslich verrit auch der Einlasszapfen
unserer Stele ihren Herkunftsort, da es erwiesen ist,
dass Grabsteine mit einem Zapfen auf Nordphrygien
beschrinkt sind, und zwar vor allem auf Kotiaeion und
das Flusstal des oberen Tembris."

Betreffend der Ausarbeitung der Stele sei noch bemerkt,
dass die roh belassenen Seiten kein Ausnahmefall
bei kleinasiatischen Grabsteinen darstellen.” Diese,
auch bei freistehenden Tiirsteinen und bei Beispielen
mit Einsatzzapfen vorkommende Zurichtung kann
sowohl mit der Herstellung von Halbfabrikaten in
Zweigwerkstitten bei den Steinbriichen als auch mit
der Vorstellung verbunden werden, ein Felsengrab in
Erinnerung zu rufen.” M. Waelkens’ Vermutung, dass
die Nebenseiten einfach nebensichlich waren,” da
sich die Hauptansicht der Stele mit dem Bildschmuck
auf die Vorderseite beschrinkte, ist zu widersprechen.
Ebenso kann man den Kostenfaktor vernachlissigen.
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Durch die roh belassenen Seitenwende kénnte man zwar
Kosten sparen, in Phrygien, von wo die Auftraggeber
dieser Monumente aus der Schicht der reichen Gross-
grundbesitzer stammen, ist der finanzielle Aspekt aber
eher auszuschliessen. Zu der von E. Gibson zurecht ge-
dusserten Idee der Vorstellung eines Felsengrabes wire
noch das Argument der Zeitersparniss hinzuzufiigen.
Da viele dieser Grabsteine als Serienprodukte angesehen
werden konnen, war die Frage der Quantidic fiir die
Werkstatt sehr wichtig. Man verzichtete deshalb lieber auf
die zeitraubende Ausarbeitung der Seiten um die Auftrige
rascher zu erfiillen.

Die Inschrift

EINl TAY TEKNOIZ AIOAQPQ KAI I ZTEQANQ

KAI ATH ETI ZOXA KYPIAAA KAI XQTHPIXZ

TOIZ AAE<A>QOIZ ETTOHXA

“Fiir die Kinder dem Diodoros und dem Stephanos/
und sich selbst' als sie noch lebte Kyrilla und Soteris/
habe ich fiir die Geschwister angefertigt”."

Die Inschrift (Abb. 3) enthilt viele Fehler und Ab-
weichungen von der Norm, so dass vermutlich der
Steinmetz die Verantwortung dafiir triigt. Die Inschrift
beginnt nicht mit der sonst tiblichen Nennung des Stifters
bzw. der Stifter, sondern mit den Namen der Verstorbenen
Kinder. Den darauffolgenden Namen der Stifter wird am
Ende die Allgemeinbezeichnung “fiir die Geschwister”
angebracht. Die Inschrift endet nicht mit den fiir
phrygische Tiirsteine iiblichen Worten pviiung xdpsv oder
uviiung évexey sondern mit dem Verb ézdnoa® Durch
die Verwendung des Verbs 7zoz¢7 wird darauf hingewiesen,
wer fiir wen den Grabstein errichten liess.

Nach Ausweis der Inschrift wurde der Grabstein noch
zu Lebzeiten der Kyrilla von dieser fiir die Kinder und
Briider errichtet. Merkwiirdig ist, dass die Namen der
Toten Briider fehlen.

Die in den meisten griechischen Inschriften Anatoliens
zu beobachtenden orthographischen Abweichungen vom
klassischen Griechisch sind wertvolle Zeugnisse fiir die
Lautverschiebungen in der gesprochenen Koine Anatoliens
sowie fiir spezifisch phrygische Spracherscheinungen.” Die
phonetisch bedingten Eigentiimlichkeiten der phrygischen
Inschriften sind der Beweis dafiir, dass in Phrygien nicht
nur griechisch geschrieben, sondern auch gesprochen
wurde. Nach Ausweis der Grab- und Votivinschriften
scheint die griechische Sprache die phrygische spitestens
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Abb. 4. Phrygische Grabstele. Istanbul, Archiologisches
Museum (Foto: DAI Istanbul InstNeg. 70/80).

im 2. Jh. n. Chr. verdringt zu haben.”

Die Inschrift ist auch hier, wie bei der Mehrzahl der
phrygischen Grabsteine festzustellen ist,” allgemein ge-
halten ohne Erliuterung zum Leben und dem Beruf
der Dargestellten. Eine Verbindung zwischen Relief-
darstellung und Inschrift ist nicht vorhanden. Es ist evi-
dent, dass die Stele als Serienfabrikat entstanden ist und
die Inschrift erst in einer zweiten Phase, als Auftrag des
Kiufers angebracht wurde.

Werkstattzuweisung

Die architektonische Einrahmung sowie der Giebelde-
kor verraten die Herkunft der Stele. Die Ornamentierung
und ihre Wiedergabe findet sich auf Tiirsteinen und
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Grabstelen aus dem nordlichen Phrygien wieder, und
zwar aus der Gegend um Altintas.” Dass die Stele wohl
einer phrygischen Werkstatt in der Gegend von Kotiaeion
und Aizanoi angehért, verrit die Gewandbehandlung.
Die Stele in Athen lisst sich mit Sicherheit der von G.
Koch definierten Gruppe II zuordnen. Anhand seiner
Untersuchungen bemerkte er zurecht, dass sich die Reliefs
in Bursa, Istanbul (Abb. 4) und Malibu (Abb. 5) von der
“Hauptwerkstatt” in Altintag absetzten.” Wie man bei
Figur A in Héhe des rechten Armes deutlich erkennen
kann und was zugleich charakeeristisch fiir diese Gruppe
ist, sind zwischen den Falten des Obergewandes diinne
Wiilste bandartig eingefiihrt. Bei allen Vertretern dieser
Gruppe wirkt der Stoff schwer, die Haarbehandlung ist
etwas lebendiger und differenzierter, die Gesichter voller.
Die gerundeten Wangen sind glatt gespannt, das Kinn
wirkt spitz. Der Mund ist schmal wihrend die man-
delférmigen, grossen Augen von dicken Augenliedern
umrandet sind.

Die Altintag-Gattung gehért zur provinzialrdmischen
Kunst, dieinderhistorischen und wirtschaftlichen Situation
des romischen Kleinasien verankert ist.* Die Gegend
erlebte wihrend der Kaiserzeit einen 6konomischen Auf-
schwung, da sie an einem Netz von Handelsstralen liegt,
die Anatolien mit den Wirtschaftsmetropolen an der
Westkiiste Kleinasiens und Bithynien sowie den Pontus
im Norden mit dem siidlichen Kleinasien verbindet.”
Die intensive bildhauerische Aktivitit dieses Gebietes ist
zudem noch vor dem Hintergrund der allgemeinen wirt-
schaftlichen Prosperitit der mittleren Kaiserzeit zu sehen,
da die lindliche Bevilkerung vorwiegend von der sehr
eintriglichen Landwirtschaft und vom Ackerbau lebte. Auf
der anderen Seite waren lokale Marmorbriiche eine weitere
Voraussetzung fiir die reiche Steinhauertitigkeit.® Wie
M. Waelkens durch seine Untersuchung festgestellt hat,
verfiigte fast jede Stadt in Phrygien iiber eigene Werkstitten
und Steinmetzen, die Marmordenkmiler herstellten.?”
Bei wichtigen Steinbriichen, wie in Dokimeion und
der Altintas-Fbene, entwickelten sich Werkstitten fiir
die Fertigproduktion.”” Sieht man die Benaki Stele im
Rahmen der Produktion phrygischer Grabstelen, so ist
es aufgrund ihren Qualitit auszuschliessen, sie als Arbeit
eines zweitrangigen, selbstindig arbeitenden Steinmetzen
anzuschen. Unbeantwortet muss allerdings die Frage
bleiben, ob es sich bei der Stele im Benaki Museum um
ein Fertigprodukt handelt, das von einer Werkstatt in

MOYZEIO MITENAKH



Zu einer phrygischen Grabstele in Athen

Abb. 5. Phrygische Grabstele. Malibu, J. Paul Getty
Museum 77.AA.32 (Foto: J. Paul Getty Museum).
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Kotiacion oder Aizanoi hergestellt wurde und fiir den
Export in benachbarte Siedlungen gedacht war. Die ste-
reotype Dekoration lisst zumindest erkennen, dass es
sich auch im Fall Athen um eine Vorfabrikation handel,
wobei der Bildschmuck bis auf die Ausarbeitung der
Kopfe bereits fertiggestellt war.”’ Wie zudem noch die In-
schrift verrit, gab der Auftraggeber seine Bestellung noch
zu Lebzeiten auf.

Wie man schliesslich auch anhand der Untersuchung
der Stele in Athen bestitigen kann, waren Einfliisse aus
anderen Zentren stets von Bedeutung fur die Kunst
der Altintag-Ebene. Fremde Tendenzen aus der hel-
lenistischen und kaiserzeitlichen Tradition der verschie-
denen Gebiete des 6stlichen Mittelmeeres, wurden in
der Altintag-Kunst jedoch in eine eigene Bildersprache
umgesetzt, die nur den lokalen Anspriichen entsprach. Im
Allgemeinen zeigt das Beispiel der Altintag-Reliefs, dass
hier die inhaltlichen Aussagen direkter offenbart werden
als es bei der Kunst der renommierten Werkstitten im
tibrigen Reich der Fall ist.”

Datierung

Durch die bereits gedusserten Gedanken zur typolo-
gischen und geographischen Zuweisung der Grabstele
ist eine Grundlage zur Datierung des Monumentes
geschaffen worden. Dementsprechend ist die Stele
den von M. Waelkens definierten nordphrygischen
Grabsteinen des Typus C Altintag 1 zuzuordnen.” Eine
weitere Datierungsbasis schafft die Verbindung der Stele
in Athen mit der von G. Koch definierten Werkstatt der
Gruppe I1.** Anhand dieser Elemente kann die Grabstele
des Benaki-Museums nur in der Periode zwischen 150
und 250 n. Chr. entstanden sein, was auch durch die
folgende stilistische Analyse untermauert wird.

Die Haaranlage des Papias auf dem Grabstein Nr.
263 in der Basler Sammlung Ludwig aus dem zweiten
Viertel des 3. Jhs. n. Chr. ist derjenigen der Figur A auf
der Benaki-Stele sehr dhnlich.”* Obwohl die plastische
Wiedergabe der Einzelformen bei der Ludwig-Stele
etwas verflacht wirke, ist das kurze Haar in beiden Fillen
in iibereinanderliegenden Lockenreihen angeordnert,
die in Perlen enden. Eine analoge Behandlung findet
sich auch auf einem weiteren Grabstein in Basel aus der
Zeit um 220-230 n. Chr.*® Auch hier bleibt der Nacken
frei. Stilistisch schliesst sich noch ein Stelenfragment in

Malibu aus den dreissiger Jahren des 3. Jhs. n. Chr. sehr
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eng an die Benaki-Stele an (Abb. 5).” Vor allem das
Volumen des Haupthaares aber auch die Kopfform, die
Frisur mit den dicken, sichelférmigen Locken, und der
Faltendukrtus des substanzreichen Mantels entsprechen
sich. Zudem liegt auch hier der Kopf auf dem dicken
Nacken auf.

Die lineare Behandlung der Haare bei Figur B findet
Parallelen auf Grabportrits des beginnenden 3. Jhs. n.
Chr. in Basel, Istanbul (Abb. 4) und Miinchen.”® In
dhnlicher Weise wird das kurze aber dennoch volle, den
Nacken freilassende Haar, wiedergegeben.

Ein weiterer chronologischer Anhaltspunkt bietet
sich durch die Inschrift. Die Buchstabenform ist cha-
rakteristisch fiir das 3. Jh. n. Chr. wie die Beispiele aus
der Altintag-Ebene in Afyon und Istanbul darlegen.”

Die zum Vergleich herangezogenen Beispiele lassen al-
so erkennen, dass die Stele im Benaki Museum wohl in
die erste Hilfte des 3. Jhs. n. Chr. datiert werden muss.

Beiwerk

Kleinasiatische Grabsteine mit Darstellungen von
Geriten, die auf die Verstorbenen Bezug nehmen, sind
zahlreich anzutreffen. Diese Art von Wiedergaben erstreckt
sich von Nordostlydien iiber Phrygien und Galatien bis
nach Pontus.” Es werden Gegenstinde benutzt, welche
sich auf die gewerblichen und kulturellen Titigkeiten der
Verstorbenen beziehen, also eine wichtige Quelle fiir die
Sozialgeschichte in der Antike darstellen.”

Auch bei der Stele des Benaki-Museums werden die
Gegenstinde nach dem in Nordphrygien iiblichen
System gruppiert: in der linken Stelenhilfte erkennt
man auf die Bildung des Mannes anspiclende Objekte,
wihrend sich rechts typische weibliche Gerite fiir Haus-
arbeit (Spindel und Rocken) und Schénheitspflege
(Spiegel und Kamm) befinden.”

Uber dem Kopf von Figur B werden Spiegel, Kamm,
und Vogel als Attribute beigesetzt, um die Dargestellte als
junges Midchen auszuweisen (Abb. 2).” Ikonographisch
verrdt nur der Mantel und seine Drapierung das junge
Midchen. Der Kalathos kennzeichnet die Tugend der
Verstorbenen.” Der Korb definiert eine spezifische
Arete der Frauen und Midchen. In einem Epigramm
flir eine Menophila aus Sardes heisst es, dass der Ka-
lathos die Tugend der Eutaxia verkorpere, also der
Disziplin im Sinne von Wohlverhalten, Gehorsam und
Pflichterfiillung.® Einer Frau zur Seite gestellt signalisiert
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er, dass sie den gesellschaftlichen und moralischen
Konventionen ihrer Zeit voll entsprach und ihre Ver-
pflichtung stets wahrgenommen hatte. Der Korb
signalisiert durch den Hinweis auf ihre frauliche Tugend
das Totenlob.* Die Hinzufiigung von Rocken und
Spindel betonen die ordnende Hand der Frau. Spiegel,
Kamm und andere Toilettenartikel weisen zudem auf ihre
gepflegte Erscheinung hin.

Links neben Figur A ist eine Heugabel,” am Einlass-
zapfen ein Pflug dargestellt, der allerdings in grober
Manier die Inschrift an zwei Punkten durchbricht. Erst
in rémischer Zeit tauchen auf Grabstelen vermehrt Ne-
benbilder mit dem Motiv des pfliigenden Bauern auf.
Durchgesetzt hat sich dieses Thema erst im 2. und 3.
Jh. n. Chr. Dann allerdings wird der Pfliiger, oder nur
das Gespann mit dem Pflug, auch nur dieser allein, eine
geliufige Darstellung, besonders in Bithynien und in
Phrygien.*® Der Pfliiger steht lediglich als Chiffre fiir
Grundbesitz in Form von beackertem Land auf der
Stele, er weist damit auf den Grundbesitz des Ver-
storbenen und auf seinen Status als Gutsherr hin. Die
vor allem im 3. Jh. n. Chr. bevorzugte Darstellung
einer Arbeitsszene macht klar, dass landwirtschaftliche
Titigkeit nicht mehr negativ angesehen wird.”

Im diesem Zusammenhang ist wohl auch der
Krummstab gleich iiber der rechten Schulter von Figur
A zu sehen. Bei diesem, auf einer weiteren phrygischen
Stele des 4. Jhs. n. Chr. vorkommenden Attribut han-
delt es sich um einen Hirtenstab.” Hirtenidylle und
Bauernstand werden zusammen mit der intellektuellen
Beschiftigung vom Auftraggeber in das Zentrum der
Komposition gestellt. Die Buchrolle mit eingeritztem
Buchstaben A in der linken und das Diptychon in der
rechten Hand von Figur A sind Motive, die im Grunde
auf die Bildung des Verstorbenen hinweisen.” Durch
diese, in den biuerlichen Landschaften wie der Altintag-
Ebene beliebten Objekte, brachte die lokale Bevilkerung
ihren Enthusiasmus iiber die literarische Kultur und die
fortschreitende Hellenisierung zum Ausdruck. Die Stele
im Benaki-Museum unterstreicht dies um so mehr durch
Anhiufung des Beiwerks und Angabe des jugendlichen
Alters: Anders als z.B. auf dem Grabstein des Tatias in
Basel oder einem anderen Grabrelief in Bursa, wo der
reife, birtige Mann nur eine Buchrolle in der gesenkten
linken Hand hilt,” trigt hier eine jugendliche Figur (A)
in beiden Hinden Bildungsatribute.
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Ahnlich den stadtrémischen Sarkophagen mit ent-
sprechenden  ikonographischen Motiven,” entspricht
die Darstellung offenbar den Vorstellungen von para-
diesischem Gliick, wie es die Oberschicht ausserhalb
Roms auf ihren Landsitzen im krisenreichen 3. Jh. n. Chr.
als gliickliche Alternative erlebte.” Man kann wohl auch
fiir die spezifische Gattung der phrygischen Grabstelen
behaupten, dass bei diesen, in Anlehnung an die
romischen Sarkophage, die bukolische Tkonographie als
bildliche Realisierung eines idyllischen Gliickszustandes
zu verstehen ist.”” Somit kann die friedliche Hirten- und
Bauernidylle auf der Stele im Benaki Museum als bildliche
Metapher fiir das einfache Leben auf dem Lande gelten,
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YXTAYPOZXZ BAIZOX
Muta @puoyikii otiiAn oty ABjva

H otjin oto Movogio Mnevakn pe ap. gvp. 31520
evtdoogtal tomoAoyikd oty Katnyopia temv emtdpPiov
pvnueiov and m ppactatikyy Ppuyla. Méoa oe vai-
okGpop@o TEpiypappa maplotdvovtat Katd péTemo 6o
GpBieg vivpéveg popéc (A —aprotepd—, B —deéid—), ot
omnoieg meptPdAtovrar ané mAnbog ovpPorikdv avtiiet-
pévav, 6w dpotpo, Piprio, kdtomrpo k.d. 1o Kdtw
THAHA TG OTHANG LTIAPYEL EAANVIKY] emypagt, 61OV
pvnpovetovtat o avaBétng tov pvnpeiov kat ta ovépa-
TA TOV VEKPOV.

H otauxy kat dxapntn anddoon tov popedv kat
1oV gvdvpdtev kabdg kat ot oynpatkd amodiddpe-
VEG QVATOUIKEG AETITOUEPELIEG ETUTPETOLY HLA YPOVO-
Abéynom tov €pyov oto B’ tétapto tov 3ov at. p.X. O
akpiPric TPoaSOPIOUSS NG YEOYPAPIKTC TIPOEAEL-
ong mg otAng and m Bépeia Ppuyia, kat ovykekpt-
péva v meproyy tov Altintas, mpokimter and to va-
TokSpopo apyttektovikd mraiolo kat ta StakoopnTi-
Kkd tov otoryela. H otiAn evidooetat oe pia mapddo-
on paliknc napayoyic emtopProv pvnpeiov oty me-
proxn g Pépetac Ppuyiac katd tov 20 kat kupieg tov
30 at. p.X., pia mepiodo and v omoia mpoépyetat o
peyaiitepog aptBuds tov owldpevov épyev g Ka-
myopiag avtic. H évrovn kalitteyvikn dpaotnptém-
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ta oV meployf g keviptkric Mukpdg Aotag oyeti-
Cetat pe 1) yevikdtep) olkovoputky] evpdpela tov tort-
KoV aypotikot mAnBuopot katd tn péon avtokpatopt-
kN mepiodo. EEGALov, ) oxéon g mapdotaong g
OTAANG pE TNV OtKOVOpLKA e0pwotn tdln tev yatokn-
Hévav, dnidvouv téoo to dpotpo doo Kkat To dikpavo,
mov ovvodetouv t poppn A. Ilapdrinia, eivat pave-
pf 1 poontdfeta tov YAt va mpoodooel oty (dla
pope mvevpaukéc atieg, tonobetdviag ota yépa
¢ avotktd PrPiio kat kOAwSpo dmov eivat yapaypéva
ta ypdppata A kat Q. Eundéov, ) andédoon tov kdAa-
Oov, g kTévag kat tov katdmtpov ndve akptPag and
) popen B toviCet g 1draitepeg apetég g yvvaikag,
6mwg 1 evtadia, 1 vakor| kat N ekMARpwor twv kabn-
KOVTOV ¢ @G ovliyou kat kuplag tou omtton.

Eivat pavepé 6u 1 mapdotaon kat ta obpPoira mov
ovvodevouy t6oo T otiAn tov Movogiov Mmevdxn
600 Kkat ta moAvdpidpa dAla defypata g karnyopi-
ag tev emtopPlov otnrav me Ppuylag, avikatomtpi-
Couv TNV OLKOVOHLKY KAl TNV KOWV®VIKY] Sopn tov mAn-
Buopot e meployNe, eved tavtéypova Tapéxouvy mAY-
pogopiec ya v kabnpepwvy o1}, tov ToATopd Kat
g Bpnokevtukég dofaoie tov avBpdnov e Ppuyiag
Katd v avtokpatopiky nepiodo.
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“YTTENQN XPQ KYPI(E)” A Late Roman brass bucket
with a hunting scene

AMONG THE MOST interesting acquisitions by the Bena-
ki Museum in the last decade is an inscribed copper-
alloy bucket, inv. no. 32553 (lat. situla), which was on
display in the impressive exhibition, Everyday Life in
Byzantium at the White Tower, Thessaloniki (fig. 1).'
It was raised by hammering from a single sheet of metal
and is covered all over with a green, in some places
brown, patina. The sides are vertical and the base flat,
which gives the object a cylindrical appearance.” The
height (without the handle) is 10.7 ¢m, and the diam-
eter varies from 17 to 17.8 cm.

The semi-ellipsoid “lugs” (h. 1.4 c¢cm) are fixed on
either side of the rim of the bucket and have holes in
the middle for the handle which is made from a strong
polygonal curved rod. The two ends of the rod are bent
back to form closed hooks, thus fastening the handle to
the bucket.

The exterior of the bucket (fig. 2) has three bands
of decoration, divided by single rows of punched cir-
cles. The upper and lower bands are almost equal in
height (1.5 ¢m and 1.3 cm), while the central band
with a hunting scene measures 6.4 cm. When adding
the ornamentation the craftsman used as a “guide” six
pairs of incised lines running round the sides at regular
intervals; the precision of the lines indicates that they
were incised while the vessel was lathe-turned.’ Starting
from the top, the first two pairs of lines coincide with
the borders of the top band, thus defining the size of
the letters of the inscription (fig. 3). The two following
pairs enclose the bodies of the hunters from shoulder
to hip, the fifth is at the level of their calf and the sixth
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pair at the bottom of the lower band defines the lowest
point of the decorative surface. In spite of their use in
organising the decoration, these lines do not appear to
have restricted the craftsman’s freedom of execution,
as he has managed to avoid stereotyped, geometrical
forms. The technique used in the ornamentation is
largely responsible for this, as the shapes, letters and
decorative motifs have been executed with successive
annular punches and not with an engraving tool.

The upper band contains a Greek inscription in capi-
tal letters YTTENON XPQ KYPI(E) EN TTOAAOIC CE
XPONOIC KE KAAOIC EYTYXQC (Use this in good
health, master, for many good years happily); the start
of the inscription is indicated by the stylised figure of
a bird. The lower band has a zig-zag pattern and the
triangular spaces thus created contain dotted patterns
in the form of triangles.

The broad central band shows a hunting scene with
five figures in groups of two and three, chasing a lion-
ess and a leopard respectively. The hunters are naked
except for cloaks covering their front shoulder and calf-
length boots. Four carry large bossed ellipsoid shields.
Three are armed with spears and the other two hold
large stones. A hunting dog can also be seen, while
stylised trees and plants provide a suggestion of back-
ground scenery.

The principal figure of the representation appears
to be the hunter shown below the start of the inscrip-
tion with the hound at his feet. He has an additional
weapon, a sheathed sword at his thigh, while the cloak
flowing freely behind him adds to his significance.
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Fig. 1. The Benaki Museum bucket (no. 9) (photo: M. Skiadaresis).
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“YTIENQN XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

Fig. 2. The decorative scheme of the Benaki bucket

(drawing: K. Mavraganis).
Fig. 3. Detail of the decoration of the Benaki bucket.

The treatment of the figures is stylised, and pro-
vides little in the way of detail, but the basic lines of
the anatomy are accurate, with special emphasis given
to the muscles, so that the voluminous bodies exude
strength and power. The two animals are shown stand-
ing on their hind legs, poised for attack, a stance which
is repeated in all similar hunting scenes.*

The Benaki Museum bucket may be considered as a
new addition to a group of eight similar objects which
have been identified and studied as a unity, while a
Their
provenance —where available— is strikingly varied, rang-

tenth one appeared recently in the market’

ing from Mesopotamia and Palestine to East Anglia
and Spain. Unfortunately the Benaki vessel comes with
no indication of provenance. The list of situlae of the
group is as follows:*

1. Provenance: Kale e-Zerzevan, Mesopotamia, now
in Istanbul. Height: 23 cm. Decoration: Series of cros-
ses under an arcade. Tin(?) plated. Inscription: YITEP
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EYXHC KAI COTHPIAC ANTITIATPOY KAI ITANTOC
TOY OIKOY AYTOY KYPIOC ®YAAZI CAI (In fulfil-
ment of a vow and for the salvation of Antipatros and all
his household, Lord protect you);’

2. Provenance: Caesarea, Palestine(?), now in Rome
(known as the Secchia Doria). Height: 23.5 cm.
Decoration: Scenes from the life of Achilles (fig. 6).
Uninscribed;*

3.Provenance: Buefia, now in Madrid. Height: 15.5
cm. Tin(?) plated. Decoration: Hunting frieze. Unin-
scribed, with two Greek letters on the base;”

4. Unprovenanced, now in the Ashmolean Museum,
Oxford. Height: 13.5 cm. Decoration: hunting frieze
(fig. 4b). Uninscribed;"

5.Provenance: Bromeswell, Suffolk, now in
the British Museum, London. Height: 13.5 cm.
Decoration: hunting frieze (fig. 4a). Inscription: YTI-
AINON XPQ KYPI(E) KOMHC EN ITOAAOIC CE
XPONOIC KA[I KAAOIC] (Use this in good health,
Master Count, for many happy years);"

6. Provenance: Chessel Down, Isle of Wight, female
grave 45. Now in the British Museum, London. Height:
9.9 cm. Decoration: animal frieze (figs Sc, 7). Unin-
scribed;'

7. Unprovenanced, now in the British Museum, Lon-
don. Height: 12.7 cm. Decoration: animal frieze (fig. 5a).
Inscription: YITAINON XPQ KYPI(E) EN ITOAAOIC CE
XPONOIC META THC KYPAC KE [TON TIT]EAI(QN)
(Use this, master, in good health for many happy years
together with your wife and children);”

8. Unprovenanced, now in the Rémisch-Germanisches
Museum, Cologne. Height: 10 cm. Decoration: animal
frieze (fig. 5b). Inscription: YTTAINOYCA X[P]O KYPA
OEOA[Q]PAC XAPIC (Use this in good health, Lady
Theodora, [with] grace);"

9.Unprovenanced, now in the Benaki Museum,
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Fig. 4. The decorative scheme of two hunting buckets: a. the Bromeswell bucket (no. 5), b. the Ashmolean bucket (no. 4)
(after: Mundell-Mango et al. 1989, fig. 4 a-b).
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Fig. 5. The decorative scheme of three animal frieze buckets: a. the British Museum bucket MLA 1988, 10-1, 1 (no. 7),
b. the Rémisch-Germanisches Museum bucket (no. 8), c. the Chessell Down bucket, British Museum MLA 1869, 7-21,
136 (no. 6) (after: Mundell-Mango et al. 1989, fig. 5 a-b).
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“YIIENON XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

Fig. 6. The Doria bucket with scenes from the life of
Achilles (no. 2) (after: Age of Spirituality, no. 196).

Athens. Height: 10.7 cm. Decoration: hunting frieze
(figs 1-3, 10, 11). Inscription: YTTENQN XPQ KYPI(E)
EN TTOAAOIC CE XPONOIC KE KAAOIC EYTYXQC
(Use this in good health, master, for many good years
happily);”

10. Unprovenanced, now at Amherst College, Mas-
sachusetts. Height: 14.7 cm. Decoration: hunting sce-
ne. The mythological names of the four hunters are
inscribed in Greek: THPECIAY, AKTEQN, TTEPAIKAY,
YIIOAYTOCH

In their basic article on this group of objects Mundell-
Mango et al. discuss in detail their common character-
istics. The distinctive features of this group of buckets
are, in brief, their uniform shape, the use of identical
techniques in their manufacture and ornamentation,
and common epigraphic elements not only in the letter
forms but also in the content of the inscriptions. They
all have a flat base and an identical handle. Buckets nos
1, 2 and 3 have slightly tapering sides (fig. 6) while nos
1 and 3 have additional silver or probably tin plated
decoration, reminiscent of earlier Roman examples
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Fig. 7. The Chessell Down bucket, British Museum MLA
1869, 7-21, 136 (no. 6) (courtesy of the British Museum).

such as the impressive bucket with Bacchic decoration
in the J. Paul Getty Museum,"” which also has tapering
sides but is significantly taller (height: 33.5 cm), while
its overall appearence is more slender by comparison
with the group of buckets under examination. As for
their dimensions, nos 1 and 2 are the largest, with a
height around 23 c¢m, while no. 3, which has similar
tapering sides, is smaller (height: 15.5 cm); the remain-
ing examples have a cylindrical form and range from
9.9 to 14.7 cm in height.

Both the decoration and inscription of bucket no.
1 show that it was intended for a religious environ-
ment.'® Situla no. 2, known as the Secchia Doria, has
mythological iconography from the Achilles cycle; the
remaining eight buckets bear ornamentation related to
hunting, in the form either of a full-scale scene or of
a row of running animals, presumably a scaled-down
version of the scene. In most cases the running animals
frieze has been chosen for smaller vessels, such as exam-
ples 6, 7 and 8. However, for the central band of the
equally small bucket in the Benaki Museum (no. 9) the
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Fig. 8. Detail of the decoration of a cross. Munich, private
collection (after: L. Wamser, G. Zahlhaas [eds], Rom und
Byzanz [Munich 1998] no. 64).

craftsman selected a full scale hunting scene. It should
also be observed that three of the vessels, which clearly
relate to women, —no. 6, which was found in a female
grave and nos 7 and 8 which bear inscriptions referring
to women-— are all decorated with an animal frieze.
When inscribed, the buckets bear Greek inscriptions.
Nos 5, 7, 8, 9 contain a stereotyped, occasionally person-
alised expression (as in nos 5 and 8), wishing the owner
of the vessel a long life in good health and happiness.
The content of the inscriptions combined with the deco-
ration suggest a private domestic use for all the buckets
nos 2-10, with the exception of no. 1, which as previ-
ously mentioned has a distinctive ecclesiastical purpose.
Apart from a few minor details, the manufacture and
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Fig. 9. The hunting mosaic in the Triclinos building,
Apamea (after: ]. Balty, La grande mosaique de chasse du
Triclinos [Fouilles d’ Apamée, Brussels 1969] fig. IX).

ornamentation of all these buckets was executed in the
same manner. They are hammered from a single sheet
of metal, and have a flat bottom and straight sides,
either vertical (figs 1, 7) or tapering. In most cases the
background and even the bodies of some of the animals
are punctuated with rosettes (fig. 6), a feature which
is absent from the Benaki Museum example. Ring-
punching is the dominant decorative technique in all
ten buckets. This technique creates a strong impres-
sionistic effect reminiscent of the style of a group of
glass bowls, attributed to mid-4th century workshops
in Cologne, where equally impressionistic figures are
rendered with shaded contour lines."

The similarities of the buckets apparent from visual
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Figs 10-11. Details of the decoration of the Benaki bucket.

observation can be supplemented by the published
results of technical analyses. The Benaki example was
recently examined by the conservator Despina Kotza-
mani —see her following article—, and metal analyses
showed that the techniques involved in its production
and decoration exactly matched those of the previously
analysed buckets in the group.” It is clear therefore that
we are dealing with a group of objects with a common
manufacture, provenance, dating, purpose and usage.
The technique of decoration by annular punching
is found in other 5th and 6th century metal objects
from workshops in Asia Minor and Syria, for example
an impressive liturgical cross in a private collection in

Munich (fig. 8).*' On the other hand, although dot and

2, 2002

ring punching is used for decorative details on earlier
examples —e.g. the Getty situla— it is not the dominant
technique characterising their style, as it is with the late
antique buckets examined here.

An abbreviated depiction of a hunting scene with a
row of running animals very similar to the decoration
of buckets nos 6-8 is encountered on the floor mosaics
of the Synagogue at Gerasa, with a terminus ante quem
of AD 530/1.% The rendering of the animals and the
plants present close affinities with the decoration of the
buckets. The modelling of the bodies, the depiction of
many figures from the rear, and the striking poses with
exaggerated but not distorted musculature (figs 10, 11)
are all found in contemporary mosaic pavements, in
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Figs 12-13. Details of the Great Palace mosaics,
Constantinople (after: W. Jobst et al., [eds], Istanbul, the
Great Palace Mosaic [Istanbul 1997] figs 21, 24).

which hunting scenes played a prominent role.”” Beside
the Antiochian mosaic parallels presented by Mundell-
Mango et al.,* the closest resemblances occur in two
mosaics which may be considered the masterpieces of
the late 5th and first half of the 6th century. These are a
realistic hunting scene in the Triclinos building in Apa-
mea, Syria (fig. 9) which has a disputed terminus ante
quem of AD 539 but can be dated on stylistic grounds
to the second half of the 5th or early 6th century,” and
the pavement in the Great Palace, Constantinople (figs
12, 13), the crowning glory of the art of the mosaic of
the era, whose dating troubled academics for years* —it
has been given dates from the early 5th right up to the
late 7th century— but which can now be firmly attrib-
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uted to the first half of the 6th century on grounds not
only of style but also of archaeological evidence.” In
spite of the different media involved —a metal vessel and
a mosaic pavement— they display close affinities, mainly
in the shaping of the human body, but also in the rep-
etition of certain iconographic forms and the treatment
of the natural environment and animals, all of which
indicate that these works originate in and are faithful
to common aesthetic trends of the period.

The unvaried repetition of standard forms in the
depiction both of humans and of animals is found in
a variety of objects, and even in first-rate works of art
such as the Palace mosaic. This is an indication of how
artists and public alike were interested not so much in
the inspirational discovery of new iconographic types as
in the formation of new compositions through the recy-
cling of well-known, recognisable motifs and standard
patterns, an observation also made about other thematic
cycles of the period.?®

Epigraphic elements in the inscription, such as the
inclined X and the divided (2 are found on inscribed
vessels dated to the 6th century,” including several
examples from the Hama Treasure.” The form of dedi-
catory inscription that appears on four buckets (nos 5,
7-9) is repeated on various utilitarian objects in late
antiquity, some of which also have functions related
to water, such as the tin(?) plated, copper alloy jug at
Trier and the well-known Géttingen patera.”’ However
the same inscription appears on all kinds of objects,
among them a gold toothpick in the Louvre with
the inscription Yywivovoa xp@ wvpa xaldv xepdv
dnodavong (Use this, lady, for many years of enjoy-
ment).” A simpler version with the same content is the
type EYTYXQC XPQ, and EY XPQ or UTERE FELIX
(Use well),” as in a pair of 6th century compasses in
the Benaki Museum with the silver inlaid inscription
EYTYXQC XPQ ITANTOTE.*

As for the main theme of the decoration, hunting
was from the time of Hadrian onwards a standard aris-
tocratic pastime® and as such was depicted in real-life
hunting scenes in the 3rd and 4th centuries,” while
occasionally realistic and mythological hunts could be
mixed, as in the mosaics of the Constantinian Villa in
Antioch.” Realistic scenes from hunting spectacles in
the hippodrome (the venatio) were also widely popular.*®
However there is a third category of hunting scenes, the
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Fig. 14. The Megalopsychia hunt mosaic, from Daphne, Hatay Archacological Museum, Antakya (after: Chr. Kondoleon [ed.],
Antioch, The Lost Ancient City [Princeton 2000] 8 fig. 6).

representation of the ‘heroic hunt’, in which the real-
istic element diminishes.” Here the action takes place
at the level of symbolism and myth and the hunting
theme is no longer the prerogative of a particular class
who could indulge in this form of sport, but becomes
the common possession of all. The representations on
the situlae belong to this category of mythical hunts, as
suggested by the depiction of the hunters naked.” Nev-
ertheless the hunting scenes on these situlae display no
clear identification with a particular myth (e.g. that of
Meleager) but rather an abstract depiction of a heroic
hunt which endows the owner of the bucket with the
emblematic characteristics of the hero.* The allegorical
transmission of heroic characteristics to the owner of

E\J
o
(=}
(=]
39}

the vessel —or the house— is clearly manifested in exam-
ples like the Megalopsychia hunt mosaic from Daphne,
Syria (fig. 14); there, the presence of the personification
of Magnanimity at the centre leaves little doubt of the
purpose and meaning of the hunting scene that sur-
rounds it. Similar connotations can be discerned in the
Ambherst College bucket (no. 10), where the depicted
hunters are accompanied by mythological names, as
in the Megalopsychia hunt mosaic.” Against the back-
ground of this reading of the hunting theme, the ani-
mal frieze may have been considered more suitable for
female owners (buckets nos 6-8), since the allusion to
heroic deeds is much less pronounced and the decora-
tive character prevails; however full scale hunting scenes
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OLYMPIC STADIUM

BATHS OF ARDABURIUS —¢ DAPHNE

Fig. 15. The baths of Ardabur from the border of the Megalopsychia mosaic, Hatay Archaeological Museum, Antakya (after:
Chr. Kondoleon [ed.], Antioch, The Lost Ancient City [Princeton 2000] 148 fig. 2).

could also have merely decorative purpose, as they de-
picted a subject which was in vogue at the time.”

In view of the fact that the hunt can be perceived not
only as a scene where man’s bravery is put to the test but
also as an allegory of his battle with hostile forces* an
apotropaic nuance cannot be excluded, particularly in the
conjunction of the stereotyped inscriptions with the rep-
resentations of the hunt.® This interpretation finds sup-
port in a mosaic from a house in Carthage which shows
a hunting scene surrounded by an inscription: “(7n)bide
vive e(t) bide (ut) possas plurima bid(ere)’ (O Envy, live
and see, so that you may see more):* the reference to
Invidus (Envy) and the siting of the mosaic and the
inscription at the entrance to the house underline their
apotropaic character. The same connotation of man’s
brave fight against hostile powers can be found in the
depiction of the hunt in late Roman sarcophagi, a refer-
ence to his ultimate and greatest battle, against death.”

As for their use, the shape and various pieces of evi-
dence available to us suggest that vessels of this type were
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intended for water and were probably used in baths, as
part of the instrumenta balnei, the bathing kit.* The
connection with water is strengthened by the etymology
of the Latin word for this type of bucket, sizula, whose
derivation is the verb sitire = to be thirsty.”” This is also
suggested by their inclusion in bathing scenes,” for
example in the mosaic with the bath of Ardabur (fig. 15)
on the border of the Megalopsychia mosaic from Daphne
(4th century)” and in the 6th century floor mosaic of a
private bath at Sidi Ghrib in Tunisia, showing a lady at
her toilette.” A bucket with slightly tapering sides is also
depicted in the scene of the visit to the bath on the lid
of the Projecta casket (4th century)” and another, which
could be intended for washing the hands, is depicted in
the mosaic panel of Opora, Agrosand Oinos, in the House
of the Boat of Psyches, Daphne (3rd century AD).* The
same use in baths has been suggested for more sumptu-
ous silver buckets, like the Hippolytus sizulae, from the
Sevso Treasure.” Moreover, as has been noted by Mun-
dell-Mango et al., according to the Chronicle of Michael
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Fig. 16. Attic grave relief with Epigonos and Elate in
the dress of Isis, Athens N.M. 1308 (after: E. J. Walters,
Attic Grave Reliefs that represent Women in the Dress of Isis

[ Hesperia Suppl. XXII, Princeton 1998] pl. 24d).

the Syrian (1126-1199), Constans was killed in 668 by a
blow from a silver situla in a bath in Sicily.*

The connection of vessels of this shape with water
is also demonstrated by their earlier history. Objects
with comparable dimensions and a similar handle,
sometimes with vertical sides” but more often ovoid
or semi-spherical with a foot,” were associated with
mystery cults, in particular those of Isis and Dionysos,
where they were used for ritual ablutions.” Typical
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examples are a silver situla from the Iseum in Pompeii®
and tombstones with the devotees of Isis holding a sis-
trum and a situla, her distinctive cult objects (fig. 16).
These vessels were also used for holy water (hagiasma)
in a Christian context,” as indicated by similar metal
objects and also the few precious ivory sizulae which
have been preserved in the west from medieval times.”
A comparable liturgical use in church may also be
assumed for the Constantinopolitan sizula (no. 1) of
our late antique group.

A final question concerns the provenance and the
wide distribution of the buckets. Greek inscriptions
and elements of the ornamentation suggest a common
place of manufacture in the Eastern Mediterranean in
the 6th century and the authors of the article (Mun-
dell-Mango et al.) have persuasively argued that Syria,
and more specifically Antioch, is the most probable
candidate. As regards the distribution, they argue that
an explanation possibly lies with the army: a 2nd cen-
tury text includes a bucket among the standard items
of military equipment, a situation which may well have
continued until the 6th century.®® All this suggests that
the buckets may be attributable to fabricae, the state
factories which equipped the army,* such as we know
existed in Antioch.”

However we also need to take into account the tes-
timony of those inscriptions which refer to women or
couples (nos 7 and 8). Without of course rejecting the
idea that vessels of this type were manufactured for use
by military officials as well, we should perhaps look
more closely at some form of wider mercantile activ-
ity which would have permitted the export of these
buckets to western Europe, like other 6th and 7th
century metal objects from Eastern Mediterranean
workshops (e.g. the so-called ‘Coptic’ bronzes).® In
spite of the earlier barbarian invasions, during the 6th
century maritime trading routes remained open,” as
is confirmed by a host of findings of Eastern origin in
barbarian graves in the Rhine valley, Gaul, Spain, and
Britain.®® An indication of the level of trading activity
is that written sources inform us that at the beginning
of the 7th century the church at Alexandria had at
its disposal ships which, among their other activities,
transported metalware to Britain, Sicily and the Adri-
atic:¥ this information is confirmed by metal findings
in shipwrecks with cargos originating from the East.”
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Fig. 17. Ecclesiastical bucket for holy water, Munich,
private collection (after: L. Wamser, G. Zahlhaas [eds.],
Rom und Byzanz [Munich 1998] no. 41).

Fig. 18. Islamic bucket with a dedicatory inscription,
workshop of Egypt 10th c. (after: Masterpieces of Islamic Art
in the Hermitage Museum [Kuwait 1990] no.14).

Fig. 19. Islamic bucket with running animals and a
dedicatory inscription, from Khurasan, 11th c. (after: R.
Ward, Islamic Metalwork [London 1993] fig. 42).

Furthermore, we know that by the late 6th century,
perhaps earlier, the army received cash allowances,”
and it is therefore highly possible that military officials
were themselves the vehicles for this trading activity,
buying fashionable items of the day such as brass buck-
ets with hunting scenes.

If the buckets under discussion were, as suggested,
used in baths then they would represent a necessary
personal item reflecting the financial means and social
status of their owner in the socially significant ritual of

visiting the Baths.” Cheaper than the sumptuous glass
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examples, like the one in St Mark’s Treasury, Venice,”
and far more affordable than the heavy silver situlae
from the Sevso Treasure™ or the lighter yet elaborate
silver bucket in Vienna (AD 613-629/30),” this group
of brass buckets, all with their well executed, fashion-
able decoration, and made of a semi-precious metal
alloy that occasionally through tin-plating imitates
more precious examples, appears to be well suited to
a ‘middle class’ clientele —a clientele which is present if
not easily identifiable in the content of the dedicatory
inscriptions of the buckets. Furthermore, it is possible
that these buckets formed a functional unit with closely
related jugs, such as the Trier example whose inscrip-
tion, decoration and technique are identical with those
of the situlae under examination.”

We do not have analogous groups of buckets from
later centuries, but if the association with baths is well
founded the lack of such objects should not surprise us
in view of the change in attitude to baths and all that
they stood for in the late Roman empire.”” Comparable

ABBREVIATIONS

Age of Spirituality: Age of Spiritualiry. Late Antique
and Early Christian Art, third to seventh Century (exhibi-
tion catalogue, The Metropolitan Museum of Art, ed.
K. Weitzmann, New York 1979).

Anderson 1985: J. K. Anderson, Hunting in the
Ancient World (Berkeley 1985).

Dunbabin 1978: K. Dunbabin, The Mosaics of Roman
North Africa (Oxford 1978).

Dunbabin 1999: K. Dunbabin, Mosaics of the Greek
and Roman world (Cambridge 1999).
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vessels continued however to be in use throughout the
Middle Byzantine period in an ecclesiastical context: an
11th-12th century bucket for example, now in a private
collection in Germany, has a dedicatory inscription
which testifies to its use in church (fig. 17).”®

But there are even closer affiliations —in form, in or-
namentation and in usage for ablutions—" in the Islamic
world, which also inherited and exploited the legacy of
late antiquity.® An almost identically shaped bucket,
made by the same technique, dates from the 10th cen-
tury and is attributed to a workshop in Egypt (fig. 18),*
while an 11th century cast example from Khurasan (fig.
19) is decorated with the well-known motif of running
animals, now placed within spreading vegetation.®
Both have below the rim the familiar inscriptions wish-
ing good luck, happiness, joy and peace™ to their owner.

Anastasia Drandaki
Curator of the Byzantine Collection
e-mail: anastasia@benaki.gr

Levi 1947: D. Levi, Antioch mosaic pavements 1-11
(Princeton 1947).

Mundell-Mango et al. 1989: M. Mundell-Mango,
C. Mango, A. Care Evans, M. Hughes, A 6th-century
Mediterranean bucket from Bromeswell Parish, Suf-
folk, Antiguity 63 (1989) 295-311.

Mundell-Mango 1995: M. Mundell-Mango, Artemis
at Daphne, in: S. Efthymiades et al. (eds), Bosphorus.
Essays in honour of Cyril Mango (=BF XXI [1995] 263-
82.
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NOTES

1. D. Papanikola-Bakirtzi (ed.), Everyday Life in Byzantium
(Athens 2002) 137 no. 148, with earlier bibliography; A.
Drandaki « Yyiévov xp...». Eventypagog xdAkwoc kdbog pe
oknVvij kovnytot oto Movoelo Mrevdkn, in: 220 2vundoro
wng Xowriavirig Apxaiodoyixiic Erapeiag, Tlodypaupa xai
[epidsiypers eronyrioewy kar avaxowdoewy (Athens 2002) 32-
33. This sizula first appeared in an auction catalogue in Ziirich,
Excavations - Semitic Inscriptions: 11th Cent. B.C. - Jth Cent.
A.D. - Jewish, Early Christian and Byzantine Antiquities, 20
Nov. 1989, lot 416. It is mentioned by M. Mundell-Mango
in: D. Buckton (ed.), Byzantium, Treasures of Byzantine Art
and Culture from British Collections (London 1994) 85, and
by R. Scholl, Eine beschriftete Bronzekanne aus dem 6. Jh.
n. Chr., ZPE 103 (1994) 235, 237; see also Mundell-Mango
1995, passim.

2. On the manufacture of the bucket and its present condi-
tion and conservation, see the article of Despina Kotzamani
in this volume.

3. C. E. Snow, From Ingot to Object: Fabrication Tech-
niques Used in the Manufacture of the Hama Silver, in: S.
Boyd, M. Mundell-Mango (eds), Ecclesiastical Silver Plate in
Sixth-Century Byzantium (Washington 1992) 200; see also

the article of D. Kotzamani in the present volume.

4. Cf. the representations of feline animals in mosaics; e.g.
Levi 1947, 11, pls LVI, LVII, LXXVII, LXXXVI, CLXX,
CLXXII; Dunbabin 1999, figs 135, 137, 142, 147, 160.

5. Mundell Mango et al. 1989, with full bibliography on
the vessels of this type. Another two buckets are mentioned
by M. Mundell-Mango in: Byzantium (n. 1), one of which
is the present vessel, now in the Benaki Museum. The tenth
appeared in an auction catalogue and is now at Amherst Col-

lege, Massachussets, Mundell-Mango 1995, passim.

6. For the convenience of the reader this list follows the
same order as the basic article on these buckets (Mundell-
Mango et al. 1989, 298).

7. F. W. Deichmann, U. Peschlow, Zwei spéiitantike Ruinen-
stiitten in Nordmesopotamien (Munich 1977) 39-40; Mundell-
Mango et al. 1989, 301.

8. A. Carandini, La Secchia Doria: una “Storia di Achille”
tardo-antica, Studi Miscellanei 9 (1963-64) 1-45; Age of Spi-
rituality, no. 196; Mundell-Mango et al. 1989, 298.

9.]. Arce, La Situla tardorromana de Buefia (Teruel), Estu-
dios sobre la epoca tardorromana. Museo Argueologico Nacion-
al. Catalogos y monagrafias. Estudios de iconografia I (Madrid
1982) 113-62; the Greek letters /"and O on the base of this
bucket are probably indications of weight as suggested by
Mundell-Mango et al. 1989, 305, and not workshop marks
as Arce interpreted them (Arce 1982, 126, 130).

10. Byzantium (n. 1) with earlier bibliography.

11. Mundell-Mango et al. 1989, passim; for the reading of
the inscription see Scholl (n. 1) 234.
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12. C. J. Arnold, The Anglo-Saxon cemeteries of the Isle of
Wight (London 1982) 27; R. Bruce-Mitford, The Sutton Hoo
ship-burial 111 (London 1983) 748-50, 756; Mundell-Mango
et al. 1989, 298, 305-08.

13. Mundell-Mango et al. 1989, 298, and passim.
14. 1bid.

15. See above n. 1.

16. Mundell-Mango 1995, passim.

17.].]. Herrmann Jr., A Bacchic bucket of Rhenish Origin
in the J. Paul Getty Museum, in: C. C. Mattusch et al. (eds),
From the Parts to the Whole. Acta of the 13th International
Bronze Congress, held atr Cambridge Massachusetts, May 28-
June 1, 1996 11 (Portsmouth-Rhode Island 2002) 205-12.
The Getty bucket, dated AD 210-230, is unprovenanced.

18. Two more examples of metal buckets with Christian
iconography could be intended for use in a similar environ-
ment: one is decorated with christograms and the other with
Christian figures and symbols, Oxford Dictionary of Byzan-
tium 111 (1991) s.v. situla (M. Mundell-Mango).

19. Age of Spirituality, nos 74, 378; D. B. Harden (ed.),
Glass of the Caesars (Milan 1987) 226-30, nos 126-28.

20. Mundell-Mango et al. 1989, 308-09.

21. L. Wamser, G. Zahlhaas (eds), Rom und Byzanz. Ar-
chiiologisches Kostbarkeiten aus Bayern (Munich 1998) 72-76
no. 64 (A. Effenberger).

22. M. Piccirillo, The Mosaics of Jordan (Amman 1993)
290, figs 547, 548, 551.

23. Dunbabin 1978, 46-64.
24. Mundell-Mango et al. 1989, 299.

25. J. Balty, La grande mosaique de chasse du Triclinos
(=Fouilles d’ Apamée de Syrie, Miscellanea 2, Brussels 1969)
26-35, where the mosaic is dated to the end of the 4th cen-
tury; Balty convincingly proposes a new date in Mosaiques
antiques du proche-orient (Paris 1995) 23, 78-9, followed by
K. Dunbabin (Dunbabin 1999, 183-84).

26. J. Trilling, The Soul of the Empire: Style and Meaning
in the Mosaic Pavement of the Byzantine Imperial Palace in
Constantinople, DOP 43 (1989) 27-72, esp. 29-36, where

there is a retrospective analysis of the earlier opinions.

27. W. Jobst, H. Vetters (eds), Mosaikenforschung im Kai-
serpalast von Konstantinopel (Vienna 1992) 26-60; Dunbabin
1999, 232-35.

28. The same observation has been made about objects
with mythological subjects, e.g. the Secchia Doria situla
(Age of Spirituality, no. 196, where comparable examples are
mentioned). On the general question on the use of model
books by artists, and more specifically by mosaic workers,
see P. Bruneau, Les mosaistes antiques avaient-ils des cahiers
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des modeles?, RA (1984) 241-72; for a general discussion on
model-books, Dunbabin 1999, 300-03.

29. Mundell-Mango et al. 1989, 297; Scholl (n. 1) passim.

30. M. Mundell-Mango, Silver from Early Byzantium.
The Kaper Koraon and Related Treasures (Baltimore 1986)
74-77,96-97, 108-11; 1. Sevéenko, The Sion Treasure: The
Evidence of the Inscriptions, in: Ecclesiastical Silver Plate (n.

3) 39-56.

31. For the patera: W.-F. Volbach, Zu der Bronzenpfanne
von Géttingen, Germania 17 (1933) 42-47; P. Périn, A pro-
pos des vases de bronze ‘coptes’ du Vlle siecle en Europe de
I'Ouest: le pichet de Bardouville (Seine-Maritime), CahArch
40 (1992) 37-38; on the inscription of the patera R. Egger,
Die Inschrift der Bronzepfanne von Géttingen, Germania
(ibid.) 114-18, and more recently S. Colussa, Sul significato
dell’iscrizione del bacile a padella di Reggio Emilia, Pagine di
Archeologia-Studi e Materiali 1 (2000) 7-27, with a general
discussion on the meaning and form of this type of inscrip-
tion. For the jug which is decorated with a hunting scene
and an animal frieze, colsely related to our group of buckets:

Scholl (n. 1); SEG XLIV (1994) 465.

32. J. Durand et al. (eds), Byzance, [’ art byzantin dans les
collections publiques frangaises (Paris 1992) 137 no. 93.

33. Mundell-Mango et al. 1989, 304.

34. A. Delivorrias, D. Fotopoulos, Greece at the Benaki Muse-
um (Athens 1997) no. 350. For further examples and a general

discussion on these inscriptions, see Colussa (n. 31) passim.

35. J. Aymard, Essai sur les chasses romaines (Paris 1951)
chapters 23-24; Anderson 1985, 101-21; M. R. Salzman,
The Making of a Christian Aristocracy. Social and Religious
change in the Western Roman Empire (Cambridge, Mass.
2002) 44-45.

36. Dunbabin 1978, 60.

37. Dunbabin 1999, 164 fig. 170; Levi 1947, 1, 236-44;
11, pls LVI-LVIL.

38. Age of Spirituality, no. 84; Dunbabin 1978, 65-87.

39. For this development in North African mosaics,
Dunbabin 1978, 60.

40. Mundell-Mango et al. 1989, 299.
41. Anderson 1985, 135.

42. Byzantium (n. 1). The Megalopsychia hunt is believed
to depict the venatio: the hunters are clothed and the mytho-
logical names given to them may well refer to mythological
stage names given to contemporary heroes of the amphi-
theatre (Mundell-Mango et al. 1989, 299). The fact that the
hunters on the Amherst College bucket have the same names
suggests an imitation of such mosaic scenes and at the same
time emphasises the heroic character of the theme, which
may reflect a foundation myth of Antioch (Mundell-Mango
1995, 274-79).
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43. The 3rd century sophist Philostratos describes a hunt-
ing scene painted to give pleasure only, without any allusions
to bravery or victory (Anderson 1985, 135). The popularity
of hunting scenes is manifested not only in mosaic floors
and objects of daily use but also in textiles of the period.
See for example H. Maguire, The Good Life, in: P. Brown
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“YITENQN XPQ KYPI(E)” A Late Roman brass bucket with a hunting scene

ANAXTAXIA APANAAKH
«YTTENON XPQ KYPI(E)...». Yotepopopaikc opetydAkivog kddog pe oknvi kuvnytod

2ug ovAroyég tov Movogiov Mrevdkn ovykataréye-
tat évag evenlypagog kddog (situla) and kpdpa yai-
K0V, S1aKOOpUNUEVOG pe OKNVY Kuvhyloy, o omtofog po-
opata mapovotdotnke otV evivnwotaky] ékbeon tov
Aevko$ [T6pyov, Kadnpepwii {wit oro Bvldviie. To
okelog eivat opupniatnpévo o evialo QUALO peTAA-
Aov, to omolo ot petarrouvpyikée avarloelg anédet-
Eav du elvan opelyarkoc. Ta torydpata eivar kdbeta
Kat 1 Pdor eninedy), dapoppavoviag éva akevog oye-
66v anéivta koAtvdptd. To odpa éxet dypog 10,7 ek.,
eved 1 ddpetpdc tov kupaiverar petad 17-17,8 ex.
Ao mperherpoedy] “avtid” vpdvovtatr avikpuotd
oto yefhog Tov okevovg Kat and Tig TPUTEG 0To PECOV
Toug TEPVA pa yept], KapmuAopévy pdfdog moivyw-
vikig dtatopng, 1 omofa ouvviotd ) Aafy tov kddou.
Ta avadimiopéva dipa g pdfdov oynpatiCovv khel-
0T00G Yavifoug mov 11 0TEPEWDVOLY 0T0 OKEVOG.

H eEwtepicn em@dveia yopiletat oe tpeig dtakoopn-
ukég Lodveg, Tig onoleg opilouvy povég oetpég and yrumn-
toUg ktkAovs. H mdve kat kdto (v elvat epinou too-
tyeic (1,3 kat 1,5 ex. avriotorya) evd n mhatd peoaia
Covn (Gyog 6,4 ex.) @épet tov kupimg drdkoopo Ttov Kd-
Sov, ™) oknvi] Tov kuvnyob. T'a v opydveor g 6t-
AKkOOUNONGC 0 KATAOKELAOTHG YPNOtpoToiNoE w¢ 0dNyd
£t Cetyn eyydpaktov ypappdV mov TePLTpEouy o€ Ka-
vovikég anootdoelg ta torydpata. To obvoro tov dia-
K6opOL glval oTKTS, exTeEAEOUEVO pe dradoyid KTumi-
pata and karépt pe kokAtky anéinén. Tyv ndve Ladvn
TEPLIPEYEL 1) peyaroypdppaty eAAnviky| entypagi: YII-
ENON XPQ KYPI(E) EN TTOAAOIC CE XPONOIC KE
KAAOIC EYTYXQC. Xty kevipikij {dvn avantbooetat
1) OKNVY] TOL KLVNYLOU, OTNV OTTo{a TPOTAYW®VIOTOVY TTé-
vte kovnyol. Avd tpetg kat d6o kuvnyoly aviiotorya Aé-
awva kat Aeomdpdaiy). ZTo KuVijyl CUPHETEREL €va Ku-
VNYETKS OKULAL, €ved ovvortikd anmodoopéva dévipa kat
QuTA dNAGVoOLY To PLOtKS ToTio oTo ool EKTLAOOE-
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tat 1 oknv]. H katdtepn Lovn yopiletar pe ypapun
Gik-Cak o tpryovikd Sidywpa, ta onoia meptkiefovy pe
1 0£1pd TOUG PKPSTEPA SLAKOOUNTIKA Tpiymva.

O Kkddog tov Movoefov Mnevdkn épyetar va mpo-
otelel oe pa opdda avdroyev avikelpévov mov é-
youv evromotel kat peretnlel wg eviaio ovvoro. Ot
Kddot avtig g opddag mapovotdfovy EVILTIOOLAKY]
dtaomopd ®¢ TPog tov TOTIo £VPENC, pOvoroyolvTal
otov 60 atdva kar anodidovial oe epyactipla g A-
vatoitkic Meooyeiov, mbavétata g Avudyetac. Me
v e€aipeon tov mpédTov kddov, o onolog Pépet drdko-
OHO HE 0TaLPOUE KAl APLEPOTLKY ETILYPAPY TTOL TEKN-
PLOVEL T Xp1joT TOL Ot ekkAnoia, ot véAotmotl evvéa
dtakoopotvtat pe oknvég Kuvnytod kat puboroyikd 0¢-
pa and tov kiAo tov Axtdiéa. H drakdounomn oe ovv-
dvaopd pe g svyetikég emypagég mov StaPfdlovral oe
Té00epIg kAdoug, LIOdEIKVIOLY CaPAS Tt Ta avuKelpe-
va avtd anotelodoav mpooenikd okevy kadnpepvig
xprone. AnoteAoty gnvétepa avilypapa TMOALTEAGY
KAdwV and yvail 1 aopt kat —Oneg paptupoly ot ert-
ypagéc— anevBivovtav oe avdptkd Kat yovaike(o Kowo.
[TiBavae mpdkettat yia okedn Aovtpot, dnwg vrtodnAd-
VOULV Ol QTIEIKOVIOELG TOVG O OYETIKEG OKNVEC. Avdlo-
ya petayevéotepa okeln He Sla@opetikég emypageg e-
vionifovtat o€ ekkAnotaotikd mepidiiov, 6mov mpoo-
piCovtat yia ayfaopa.

Axdpn mo ouvyyevikég Opog eivar ot emPiooelg tov
OYHATOG, TN SaKGOPNONG Kat TG XPYong tev KAdmv
nov e€etdlovpe otov xdpo tov loAdy, Tov KAnpovéun-
oe kat aglonoinoe e&ioov vy napakatabikn e Yote-
pnec Apyxadtntag. ‘Opotot kddot pe mpooptopd ) xpi-
o1 010 AovTpd katackevdlovtav tov 100-110 at. oe ep-
yaotjpia g Arydrtov kat tov Xopaodv. Zoyvd dtako-
opotvtal pe {oda mov tpéyouy, Kal KAte and 1o yelthog
PEPOLY YWVAPIUES ETUYPAPES TIOL ebyovtal Kadn tixnm,
evTvXia, Xapd Kai e1p1Hvn 0TOV KATOYO TOUG.
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Technical and chemical examination of the brass bucket
with a hunting scene

THE METAL SI7ULA in the Benaki Museum (inv. no.
32553) (henceforth called “Benaki”) was examined in
order to correlate its techniques, composition, and finds-
pots with the group of buckets mentioned in the article
by Mundell Mango et al.! (henceforth “the Group”).

Fig. 1 shows Benaki’s present appearance, after partial
restoration by gap-filling to strengthen the main body.
For the same reason, a backing film can be found on the
interior surface at the point where the base and vertical
walls meet (fig. 2). Both these processes were carried out
during earlier conservation treatments. Cracks or com-
plete breakage near or around the base commonly occur
in these objects and probably result from the technique
used to produce this particular shape. For this reason, as
Mundell-Mango et al.* point out, some of the vessels in
the Group had to be repaired, as was also the case with
Benaki.

Benaki was examined using several analytical techniques
such as X-Ray fluorescence spectroscopy (XRF), scanning
electron microscopy (SEM), X-ray radiography and met-
allography. Unfortunately not all these techniques were
employed for the Group, where only the composition of
the alloy was established.” Since the examination of the
latter was carried out on a more empirical and archaeo-
logical basis, precise correlation with Benaki has had to
be limited to the elemental composition.

Technical examination

1. X-ray Radiography.® X-ray radiographs of Benaki
were made at the X-ray Diagnostic Center in Athens.’
Fig. 3 is an example of a print from a X-ray negative.
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The X-rays revealed some hairline cracks in the body of
the object and also some areas which were incomplete.
The crack patterns in the wall are characteristic of a ma-
croscopically brittle fracture. Cracks often occur since
the cold metal, which is at first malleable and not yet
annealed, hardens under the action of crushing forces
during its shaping.® In Benaki, serious crack patterns
exist only near the base, which may well indicate that
the annealing process was generally satisfactory, with the
few cracks in the body perhaps resulting from the use of
an inappropriate annealing temperature.

Fig. 3 also shows the external decorative grooves visible
in fig. 1. This decoration was effected by chasing. The
special tools used have displaced the metal to produce a
flat mat bottom and an annular dot as well as a straight
groove. The X-ray negative shown in fig. 4 revealed shad-
ed areas, which are a characteristic result of hammering.

2. Metallography.” Two samples less than 1mm. in size
were removed from the object for sectioning. One was
extracted from a position near a previous gap-filling area
on the wall of the main body and the other from one of
the two edges of the handle (fig. 1).

The samples aimed at being as representative as pos-
sible of the object as a whole, while at the same time
conforming to the basic requirements for analysis and
study, the general principles of sample preparation and
the Museum’s own standards,* although the problems
of making comparisons using a limited number of small
samples as representative of the overall structure of the
object are well known.”
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Fig. 1. The external appearance of the sizula, which has Fig. 2. The interior surface of the sizula. A backing film
been partially restored (gap filled areas) to support the is used at the area where base and vertical walls meet to
whole shape of the object: a. sample selected from the support the base.

body, b. sample selected from the handle.

Fig. 3. X-ray image of the external appearance of the sizula. Fig. 4. X-ray image of the interior, showing tool marks
Note the few hairline cracks, decoration tool marks and gap produced by hammering.
filled area on the right of the image.
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Technical and chemical examination of the brass bucket with a hunting scene

Figs 5-6. Cross section details of the body sample under
bright field unpolarized illumination and polarized
illumination. Etch: FeClz x 200: a. Homogenous stucture,
b. Slip lines, grain deformation, annealing twins emerging
on grain boundary facets, c. Hair line cracks especially
around the surface of the samples, d. Intergranular

corrosion (few areas), e. No inclusions.

The samples were mounted in a polyester resin block"
and polished for subsequent examination under the
optical microscope. The samples were examined under
an unpolarized and polarized light with magnification

ranging from x 200 to x 500 (figs 5-8).

3. SEM examination." The specimens were re-polished
and covered with carbon for examination under the
scanning electron microscope. Both samples displayed
features similar to those observed under the optical
microscope, but no elongated inclusions were visible.
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Figs 7-8. Cross-section details of the body sample under

bright field unpolarized illumination and polarized illumi-
nation. Etch: FeCI3 x 500: a. Homogenous structure, b.
Equaxed grains, some annealing twins emerging on grain
boundaries facets, c. Intergranular corrosion, preferentially
near the upper surface of the sample, d. One internal crack,
possibly due to corrosion, e. Some light gray-blue elongated

inclusions.

Technical results

1. Fabrication. All the methods mentioned above' con-
firmed the method of fabrication. The situla was made
by hammering the metal into shape, and was raised from
a single cast disc (ingot) of metal, the size of which was
calculated by adding together the average diameter of
the base and the height. It was then shaped by the tech-
niques of sinking"” and planishing." The disc was first
sunk in a block as far as possible, but, as Sherlock states,"
it is planishing which can give depth to an object, and
this must have been the main procedure followed here.
The latter is unquestionably the more difficult technique
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but according to Hodges' it allows a greater variety and
complexity of form by varying the sizes and shapes of
the stakes involved in the process. Indeed the shape of
Benaki is unusual since the base is flat and the walls verti-
cal; an expert craftsman would have been needed for this
work, since the meeting-points of base and walls were
apparently difficult to produce. The base seems often
to have become broken or detached during hammering,
and for this reason craftsmen of the period produced the
base separately from the rest of the object.”” Even where
this was not done, these meeting points seem to have
been so sensitive that in most buckets the bases are either
broken or missing."®

Another possible method of shaping Benaki is spin-
ning," a technique which involves the use of the lathe. This
mechanical process is consistent with the date of Benaki’s
manufacture,” and would be well suited to the production
of such a deep vessel.’ A great advantage of spinning was
that it could assist in strengthening the rim or creating a
more elaborate shape, both of which were sometimes dif-
ficult to achieve merely by hammering.” But according to
Hodges,” only simple open shapes or closed forms could
be produced by this method. He also states that while
the metal is being compressed on to the form, there is a
great tendency for the object to pleat, and to mitigate this
problem a second tool, the backstick, was normally used
to support the metal behind the burnisher.

No pleating is observable in Benaki, but a centre-
mark was detected on the exterior surface, the standard
indication of spinning (fig. 9). This mark can also be a
sign of turning,” a process difficult to distinguish from
spinning, and which usually leaves a second centre-mark
in the interior of the object,” though this was not found
here. If the second mark ever existed, it could have been
removed by polishing the inner surface of the base.
Another indication of the use of a lathe arises from the
fact that both Benaki and the Group™ have borders (fig.
10) made with an annular punch, containing inscrip-
tions, scrolls and other motifs. These borders could only
have been made with the assistance of a rotating wheel.

The fabrication of both Benaki and the Group, all of
which have this particular shape, could not have been
satisfactorily completed and could also give rise to cracks,
unless the metal was annealed.” Indeed the cross-section
examination of the Benaki body sample under the opti-
cal microscope proves this to be such a case. Figs 5 and
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Fig. 9. Detail photo of the base (outer surface), showing the

centering mark left from the use of the lache x 25.

Fig. 10. Detail image of the body, showing the borders

made with an annular punch on the lathe.

6 show evidence of heavily worked grain structure. The
grains present strain lines and are deformed, probably
by additional hammering at the end after the working
and annealing cycles (annealing twins) in order to shape
the situla. The structure appears fatigué and also displays
slight mid-section cracking. According to Lanord® this is
also associated with over-working during some stages of
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Technical and chemical examination of the brass bucket with a hunting scene

melting point
of pure gold
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Fig. 11. Copper-zinc phase diagram by Scott (1991).

manufacture. Although the grains are recrystallized upon
annealing, these cracks cannot be removed by subsequent
working and annealing. This accords with the findings of
the examination by X-ray radiography and SEM.

The handle of the sizula was produced separately from
the body, as was normally the case with buckets ‘car-
rying’ a handle. It was formed from a thick cast metal
rod, hammered to shape, and is rectangular in section.
According to the metallographic examination (figs 7, 8),
the structure shows a well-formed re-crystallized grain
matrix with annealing twins. The grains are finer but
not flattened, which means that the handle was not left
in a worked condition. The structure is not fatigué, as
was the case with the body sample (no strain lines). This
suggests that the handle of the situla was not heavily
worked; on the contrary it displays more intergranular
corrosion patterns, especially near the upper surface of
the sample, which probably indicates the use of a more
impure alloy.

The metallographic figures from both the handle and
the body display no evidence of a second phase. No
ternary mixtures occur. This conforms with the compo-
sition analysis of the metal of Benaki (see below), and
thus only the study of the copper-zinc phase diagram is
required. From fig. 11, we may assume that the concen-
tration of zinc in the copper-zinc alloy must have been
less than 40% since an alloy with a higher concentra-
tion, having passed below the liquidus line, will begin
to precipitate out alpha grains, which are then partially
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Fig. 12. The light blue elongated inclusions in cross
section. Etch: FeCl3 x 1000.

attacked and converted to beta during solidification,”
so that the resulting structure consists of alpha + beta
grains.

The few, very small elongated inclusions present in
the cross-section of the handle sample (fig. 12) must be
impurities of the metal, which tend to segregate at the
grain boundaries if the alloy is hot-worked and not cold-
worked and annealed.” Their elongated shape probably
results from the final annealing.’’ Although annealing
was used, and served to remove the strain lines from the
grains and to deform the grains, these inclusions do not
seem to have been re-crystallized.”” Since they were not
dissolved by ferric chloride solution, they are probably,
according to Scott,” sulfide rather than cuprite inclu-
sions. Their composition will be discussed later.

2. Decoration. The appeal of metalwork of the culture
and the chronological period of Benaki lies in its surface
decoration. The various methods previously mentioned
provided an opportunity to examine the marks left by
the tools used to decorate it.

The surface of the object appears chased, without the
removal of any metal through engraving. According to
Ogden* and Hodges,” the cross-section of impressions
produced by engraving is very different (fig. 13). This
was observed in Benaki when examining the body sam-
ple under the optical microscope and SEM. The body
sample in profile (fig. 14) shows a curve near its external
surface, which is proof of the subsidence of the metal
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Fig. 13. The different cross-section of the impressions
produced by chasing and engraving by Ogden (1982) and
Hodges (1976).

Fig. 14. The subsidence of the metal under the force of a

chasing tool. The hairline cracks around it arise from heavy
working of this area.
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under the pressure of a chasing tool. Hairline cracks
around it also indicate a heavily worked area.

Figs 15-18 illustrate the various types of marks left by
the chasing tools, and suggest that four different tools
were used, each of which produced a series of repeated
impressions on the metal surface. However it is also pos-
sible that a single tool could have produced this variety
of textures if applied in differing ways. For example, the
similar circular marks on Sassanian silver vessels (AD
226-651), described by Harper and Meyers,* could
have arisen as a result of the circular tool being held at
an angle to the surface and not perpendicularly to it.

Chemical analysis

1. XRF analysis.” One very small area from the lower
part of the Benaki body was well polished (to remove
corrosion products) for analysis by XRF at the Democ-
ritos Laboratory of Archacometry, N.C.S.R. in Athens.”
The purpose of using this technique was to make a
preliminary estimate of the composition of Benaki and
to correlate the analysis results with those from the five
other objects of possibly the same origin which were also
analysed by XRF by Oddy and Craddock.” The results
are given in Table 1 (fig. 19) with the analysis results
taken from the body, handle and / or base of the buckets
in the group.

The metal composition of Benaki is 82% copper, 17%
zinc and very small amounts of other elements. If we
consider the qualitative results from the body composi-
tion, it can be seen that Benaki and the group of five
buckets are extreme examples of this variety of composi-
tion in which the tin and lead® contents are so negligible
that the alloy must be considered to be brass.” Trace ele-
ments such as chromium, calcium, sulphur and arsenic
identified in Benaki have not been detected in the other
buckets. Conversely, trace elements such as antimony
and silver, identified in the group, were not found in the
body composition of Benaki. Despite the above, if we
correlate the quantitative analysis results of Benaki with
those from the group, it can be seen that their percentage
cluster is minimal.

2.SEM analysis. The small polished specimens
extracted from the body and the handle for technical
examination were also chemically studied by scanning
electron microscope at the scientific research laboratories
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Figs 15-18. The characteristic marks left by the chasing tools.

2, 2002

of the Institute of Archaeology, University College, Lon-
don.” The purpose of this examination was to correlate
the chemical analysis results by SEM with those given
by XRF. In addition, SEM investigations were carried
out to identify possible compositional differences among
areas that could not be approached by XRF (bulk) and
to correlate these results to make them more representa-
tive. Sometimes corrosion products which have passed
through the metal surface, or been subjected to several
technical processes, cannot give representative data when
a chemical analysis method is only applied on the sur-
face.” The results are presented in Table 2 for both the
body and the handle samples. According to Table 2, the
measurements provide similar analytical results to those
taken by XRF spectrometry. In addition, by comparing
the overall measurements of the two samples, the SEM
analysis results for the handle sample show two addi-
tional elements, iron and nickel.

As far as the inclusions are concerned (see above,
Technical Examination), they were not detected in the
handle sample by SEM as they were under the optical
microscope, and it was difficult to analyse them with-
out knowing their specific position. Nevertheless, after
the figures from the metallographic examination were
printed, a chemical analysis of the limited area, which
included one inclusion, was attempted. The composi-
tional results given for this area seem to confirm our first
estimation that these might be sulfide inclusions. Table
2 also gives the chemical analysis results. As can be seen,
sulphur appears as one of the main elements. The pres-
ence of sulphur explains the appearance of the light blue
inclusions in the cross section (fig. 12). Although the sul-
phur content is small, this amount appears to segregate
in copper since its solubility in copper is almost nil.*

Chemical analysis results

In general, the chemical analysis of Benaki conforms
with the composition results for the Group, as regards
both the body and the handle. The evidence of both XRF
and SEM accords with the metallographic evidence that in
both samples the alloy is single-phased. It also fits the cop-
per-zinc phase diagram mentioned previously. The brass
of Benaki accordingly belongs to the category of alpha
brasses, which were in use particularly in earlier times.”

From the 1st century BC onwards brass made an
increasing impact on the world of the coppersmith,*
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so that by the 7th century AD it was probably the most
important alloy. As mentioned by Oddy and Craddock,”
brass was of great significance in the metalwork of Byzan-
tine Egypt, where hammered objects such as buckets are
usually made of unadulterated brass. The ancient Greek
word for brass, mentioned by Aristotle, was oreichalkos
(‘golden’ or more likely ‘mountain copper’),* and accord-
ing to Plato, oreichalkos ranked second only to gold as a
precious metal among the inhabitants of Atlantis.” These
references show that brass was used in pre-Roman times,”
and also that brass was valued more highly than bronze,
as is also apparent from brass and bronze coinage’ before
the time of Diocletian (AD 286-305).

The preference for brass over bronze was also based on
its properties. Copper base alloys in earlier, and especially
Roman, times contain both zinc and tin.”* But accord-
ing to Utchract® and Tylecote,” there was a tendency
for wrought copper alloys to contain more zinc than tin,
while the opposite is the case in cast alloys. Brass was
therefore used not only for coinage but also for personal
ornaments” and decorative metal work.”® The metal used
for such work needed to be highly ductile and of good
colour, and chemical analysis of the alloys used for work-
ing has accordingly shown a 80% level of copper and an
18% level of zinc.”

The alloy used for wrought brass usually contained
about 11 to 28% zinc. The zinc content of Benaki and
the Group correspond to this significant cluster, which
could be achieved by using the cementation™ process to
make the alloy.”

Many of the textual references indicate that the process
originated in Asia Minor, in the region of Phrygia, near
zinc deposits which are known to have been worked in
antiquity.” The maximum zinc content that could be
obtained by this process was 28%.¢" This amount con-
forms with the alloying of copper with zinc oxide (cala-
mine), and not with metallic zinc where the final product
(brass) would contain a higher percentage, comparable
to modern brass or commercial high zinc brass.®

Although the cementation process was a much more
efficient method than the use of metallic zing, it pre-
sented some disadvantages. A small amount of the zinc
vapour, which copper retains by absorption during the
process, could eventually be lost. According to Tylecote®
it would not be as easy to obtain such an accurate con-
trol over composition as when zinc was added in metal-
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Fig. 19. The corresponding X-ray Fluorescence spectrum
of the Benaki bucket.
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Fig. 20. The corresponding Scanning Electron Microscopy
spectrums of the Benaki bucket
— Analysis of the body (overall area)
— Analysis of the handle (overall area)
— Analysis of the elongated inclusion (detection of sulphur)
— Analysis of the handle (limited area-detection of lead).
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BUCKETS ELEMENTS %
S g
e g E Q :-Ei E
§ 1 8 |8 14 '3 |2 | B |8 B 12 1% |8

BROMESWELL BUCKET

body 794 | 0.14 | 0.03| 20.0 | 0.02 | 0.22 | 0.12 | 0.02 - - - -

handle 785 | 0.88 | 0.17 | 19.7 | 0.01 | 0.40 | 0.34 | 0.01 | - - - -
ANIMAL FRIEZE BUCKET
(no. 7) 1988, 10-1,1

body 79.4 | 0.28 | 0.51 | 19.3 | 0.03 | 0.26 | 0.11 | 0.02 - - - -

base 78.8 | 0.23 | 0.46| 20.0 | 0.01 | 0.30 | 0.10 | 0.05 - - - -

handle 68.7 | 1.50 | 0.28 | 28.4 1 0.01 | 0.57  0.49 | 0.01 - - - -
CHESSELL DOWN BUCKET,

grave 45 (no. 06)

1867, 7-29, 136.

lug 76010031 0.2 0228 00210157015} = - - - -

handle 820 10351 0.1 - 170 1001 | 0.4 021 - - - - -
CHESSELL DOWN BUCKET,

grave 26

1869,10-11,10

handle 82.0 | 0.08 | 0.45| 16.8 | 0.12 | 0.15] 0.32 | 0.09 - - - -
ASHMOLEAN BUCKET

(NO. 4)

1975.308

body 795 - - 18.0 | 0.01 | 0.14 | 1.45 | 0.02 - - - -

handle 680 |51 - 26.9 | 0.07 | 0.13 | 0.09 | trace - - - -
BENAKT MUSEUM BUCKET |

body 82.1 - 0572175 = 02 02 - <04 0.05 0.2 100

500 ppm

Table 1. X-ray fluorescence analysis of the Benaki bucket, together with earlier analysis of five comparative buckets

by Oddy and Craddock (1983).
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AREA ANALYZED ELEMENTS%
[
- H so]
15 = = | B
= -
Q S = Z A - O
BODY SAMPLE
Overall area 81771 | 1823 - - - Z
Limited area 84.82 | 15.18 - - - - -
HANDLE SAMPLE
Overall area 81.99 | 17.01 0.48 0.49 - - -
Limited area 81.53 | 18.47 - -
Elongated inclusion 81.92 1.16 = - 0.41 = 16.19
Limited area 70.31 | 15.00 Z Z Z 14.66 -

Table 2. Scanning Electron Microscopy analysis of the Benaki bucket: a. Two indicative analysis results of one overall and

one limited one of the body sample, b. Four analysis measurements of the handle sample. Each area analyzed also presents

trace elements which indicate the use of a more impure metal for the handle manufacture.

lic form. A variety of zinc content in copper alloys for
the manufacture of similar objects could therefore be
detected.

In addition the cementation process allows impuri-
ties from the zinc ore to become incorporated into the
alloy. This problem is a possible explanation of the
presence of so many elements in the composition of the
buckets, though it may also be connected with the other
major constituent used (copper), where many impuri-
ties could have been incorporated from the copper ore.
It could also result from the use of scrap metal derived
from many sources.

In addition to the study of the alloying metals, the
smaller quantities of metal can sometimes be useful in
pointing to an individual source of supply.® Indeed trace
elements have recently been used satisfactorily to prov-
enance studies of metals, associating a metal artifact
with a metal ore or recycling process, even though some
scientists disagree with their value.” However in Benaki
as in many other cases, the situation is far more compli-
cated as we are dealing with an alloyed metal whose lesser
components could derive from many sources.

64

Sulphur

Sulphur was detected both by XRF and by SEM. This
seems to confirm our first estimation that the elongated
inclusions revealed under the optical microscope are
sulfide inclusions.®® Sulphur as a component has con-
nections with copper, specifically with the copper ore
chalcopyrite CuFeS which changes to sulfide, sulfate,
carbonate, hydroxide and oxide ores.” According to
Hauptmann et al.,” sulfide inclusions can be found in
slags from the smelting of copper ores. Muhly et al.” also
refer to the finding of inclusions in oxhide ingots, such as
those from Gelidonya.

The amount of sulphur detected in Benaki was small.
Muhly et al.” suggest that if the sulphur content is small,
the ore used for the production of copper was probably
a fairly well weathered ore (azurite or malachite). Con-
versely Hauptmann et al.” suggest that a low sulphur con-
tent and other trace elements, together with the existence
of cuprite (Cu,O) identified in raw and copper ingots,
such as those from Maysar, indicate the refining of the
raw copper from sulfide ores produced before the cast-
ing of these ingots. Such a combination was detected in
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Benaki’s alloy, although cuprite was empirically detected
(polarized light). Sulfide ores were mainly found in
Cyprus and Sardinia.”* Hauptmann et al.” believe that
the copper deposits from Oman are similar in origin and
comparable in form and type with the famous copper
deposits in Cyprus.

Iron

According to Tylecote™ the iron content of a copper
zinc alloy is related to the copper used. He also believes
that the iron and zinc content was related and that iron
was a product of infiltration, having been precipitated
by zinc from percolating water in a form suitable for its
preservation.

Cowell and La Niece”” claim that iron could be incor-
porated into the alloy from impurities from the zinc ore
and this would adversely affect its mechanical and corro-
sion-resistant properties. Conversely Michel and Asaro™
suggest that its presence is more connected with the use
of old scrap metal.

However the former theory enables us to recognise brass
made by the cementation process in the Benaki sizula. In
addition the low zinc content (<28%) combined with an
high iron content leads to the same conclusion.”

Indeed the iron content given for the composition of
the Benaki sizula and the other buckets is high and cor-
responds to the percentage detected in some Sardinian
oxhide ingots® (the Uluburum or the Encomi ingots)."
This amount ranges from 0.1% to 4.6%, which also
indicates that the copper was probably not refined or
multiple recycled.”

Tin

The small amount of tin indicates that the metal used
for alloying was zinc.® This increasing use of zinc prob-
ably reflects the scarcity of tin in the eastern Mediterra-
nean following the break-up of the Roman empire and
the loss of the tin mines in both Spain and Cornwall.**
Oddy and Craddock® refer to the wide distribution of
sources of zinc in Asia Minor, which were probably first
exploited in Roman times and were certainly extensively
used in the Islamic period. They believe that the small
amount of tin in these buckets may reflect the introduc-
tion of some Roman scrap metal into the crucibles.
Muhly* agrees, claiming that a product with 1-2% tin
content indicates the re-melting of scrap metal.
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Conversely tin could have been an accidental product.
It may be connected with the copper used in the produc-
tion of the brass, and in particular with the copper ores,
even though they very rarely contain a significant amount
of tin.¥ But according to Gale et al.,* where this does
occur, a tin content of up to 3% can be detected in the
copper smelted from them. Tin may also be introduced
into the alloy due to gossans (which may also contain tin)
being used as a flux during the copper smelting.”

This distinction confirms the difficulties faced when
discussing the re-melting cycles of copper according to
the amount of tin present in the copper alloy.”

Nickel

The nickel content often depends on the copper which
has been used in the alloy.” According to Hauptmann
et al.,” nickel is also associated with the Cu-Fe sulfide
ores. The nickel is always concentrated in the iron sulfide
phases in the matte, which of course are slagged. In this
case, the nickel content of the metal is much lower than
in the ore and the nickel content of the slag is higher.
Nickel is divided equally between the slag and smelted
copper.”

In the composition of both Benaki and the Group, the
nickel content clusters between 0.1% and 5.7%. A simi-
lar concentration of nickel was detected in copper ingots
from a Maysar hoard as well as some of the artifacts from
Ras al-Hamza, which seemed to correspond with the trace
element pattern of many copper ores from Oman.”

Hall” claims that a high concentration of nickel can
indicate the use of scrap metal. Conversely, it has been
suggested that this high nickel content arises from its
enrichment during smelting,” as is the case today with
arsenic during the smelting of ores found at Timna.”

In Benaki the arsenic content is very small, and this
could indicate that refining was carried out in a crucible.

Lead

Lead was detected in the composition of the Benaki
handle sample only (Table 2), as was also the case with
the Ashmolean bucket. This confirms once again the dif-
ficulty noted by Oddy and Craddock™ in studying the
variations in the lead content. In general the quantity of
lead in the buckets is small, and this may indicate that it
was not an addition to improve the fluidity of the alloy
in the moulds.” According to Oddy et al." the exist-
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ence of a small amount of lead must have been the result
of its introduction into the copper alloy as an impurity
in both the copper and the zinc from the parent ores.
Conversely it has been suggested that a larger propor-
tion could also pass into the copper metal produced in
this way."" These conflicting theories make the position
somewhat confused.

Conclusion

The application of all the techniques described above
has enabled us to make a technical and compositional
examination of Benaki and to confirm the hypothesis
that it belongs to the group of buckets studied by Mun-
dell-Mango et al."” and Oddy and Craddock.”

The situla was fabricated by sinking and, more espe-
cially, by raising either manually (planishing) or mechan-
ically (spinning). Cold-working and annealing was used
for a more satisfactory result. The final working to make
the body of the vessel, including the external decoration,
resulted in substantial work-hardening residual deforma-
tion in its microstructure and some internal residual
stresses. This phenomenon was not noticed in the han-
dle. The final polishing and the double borders contain-
ing inscriptions were completed on a lathe. Decoration
was made with chasing tools.

The composition analysis indicates a metal made of
copper and zinc with several trace elements. The compo-
sition of the alloy, together with the concentration of the
zinc element, demonstrates that the alloy was produced

NOTES

1. Asmentioned, the techniques, composition, iconography
and findspots of all the buckets appear similar and give clues
to the date, origin and use of this copper-alloy group: M.
Mundell-Mango, C. Mango, A. Care Evans, M. Hughes, A
6th century Mediterranean bucket from Bromeswell Parish,

Suffolk, Antiguity 63 (1989) 295-311.
2. Ibid.

3. Oddy and Craddock have used X-ray fluorescence
for a similar purpose, as part of an on-going study of the
composition of East Mediterranean copper alloys, W. A.
Oddy, P. T. Craddock, Scientific examination of the Coptic
bowl and related Coptic metalwork found in Anglo-Saxon
contexts, in: B. Mitford (ed.), The Sutton Hoo ship-burial
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by the cementation process. The study of the main al-
loying elements and trace elements could not provide
a definite answer to the provenance of the material. As
with other cases, it is not clear whether the incorporation
of the trace elements was accidental or intentional. Was
the material re-cycled, imported, or produced from par-
ent ores near the workshops? And what about the two
main alloying metals, copper and zinc? It was not possi-
ble to find an answer which would confirm the existence
of a central point for the production and distribution of
the buckets.

However the iconography and historical sources sug-
gest that the eastern Mediterranean played a central role
in the distribution of the buckets. Compositional studies
may also confirm the use of the important sources of
ores from that area. Oman, Asia Minor, Cyprus may
well have provided the bulk of the material used in their
fabrication, in the form either of the primary product
(ores) or the secondary product (scrap, traded material).
There has been a recent resurgence of interest in the
development of ancient metallurgy in the Eastern Medi-
terranean, particularly Anatolia,'™ and further studies
will be of great assistance in identifying metal sources of
more recent periods.

Despina Kotzamani

Conservator of the Metals and Glass Department
Benaki Museum

e-mail: kotzamani@benaki.gr

(London 1983) 753-57.

4. X-ray radiography is familiar from its medical use, but,
on the basis of the different densities of materials, it offers the
possibility of obtaining an insight into the internal structure not
only of the human body but also of antiquities and paintings.
An X-ray sensitive film (or more than one in the case of three-
dimensional objects) is thus impregnated with the relative
intensities of the rays that emerge from the several materials.

5. Diagnostic Center, 99 Sokratous and Davaki Streets,
Kallithea, Athens.

6. D. A. Scott, Metallography and Microstructure of Ancient
and Historic Metals (Getty Museum 1991).
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7. A method of examination of polished sections of me-
tallic materials using a microscope that reflects light passing
through the objective lens onto the specimen surface. The
structure of the section can thus be studied as the reflected
light passes back through the objective lens to the eyepiece.

8. The conservators of the metals laboratory at the Benaki
Museum insist on the extraction of samples small in number
and size.

9. Scott (n. 6) 57-58.

10. Neotex, 42-45 Victoros Ougo Street, Metaxourgio,
Athens.

11.A method based on a beam which interacts with the
metal sample and creates various signals (secondary electrons,
internal currents etc.) all of which can be appropriately
detected. These signals, in synchronism with an electron
beam, can form an image highly magnified and with a great
depth of field. With ancillary detectors, the instrument is
capable of elemental analysis.

12. The use of the binocular microscope (an initial ap-
proach), X-ray radiography, optical microscope and SEM,
assisted our study by elucidating the technological data
concerning the Benaki sizula.

13. Sheet metal hammered either on the flat surface of
an anvil or into a shallow concave depression cut into the
surface of the anvil.

14. Repeated hammering on the outer surface, the work
being done over a small dome-headed stake or anvil.

15.D. Sherlock, Silver and silversmithing, in: D. Strong,
D. Brown (eds), Roman Crafis (London 1976) 11-23.

16. H. Hodges, Artifacts: An introduction to early materials
and technology (London 1976).

17.C. E. Snow, T. D. Weisser, A technical study of the
Hama Treasure at the Walters Art Gallery, in: Greek, Roman
Metalware (Baltimore 1997).

18. Mundell-Mango et al. (n. 1).

19. Mechanical form of raising which requires the use of

the lathe, Sherlock (n. 15) 15-16.
20. Sherlock (n. 15).
21. Hodges (n. 16) 74.
22.R. Ward, Islamic metalwork (London 1983).
23. Hodges (n. 16) 74.

24. The object is set up on the lathe and a sharp tool is
held against the metal to remove any irregularities on the
surface.

25. Hodges (n. 16) 75.
26. Mundell-Mango et al. (n. 1).

27. This happens because the metal, which at first was
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malleable when cold worked, subsequently hardens, thus
leading to distortion of the crystal structure: Sherlock (n.
15) 13. The annealing process thus becomes necessary to
allow the metal to reshape itself and to restore its softness

and malleability.

28. A. F. Lanord, Ancient metals structure and characteristics
(Rome 1980).

29. Scott (n. 6) 20.
30. [bid.

31.D. Dungworth, Report on the chemical analysis and
metallographic examination of copper alloy samples from Tell
Selekkahire, Syria (Sheffield 1999).

32.Scott (n. 6) 101.
33. Ibid.

34.S. Ogden, Jewellery of the ancient world (New York
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35. Hodges (n. 16) 79.

36.P. O. Harper, P. Meyers, Silver vessels of the Sassanian
Period (New York 1981).

37.A non-destructive method of analysis since it does
not require sampling. An X-ray beam is aimed at a small
area around 2mm. in diameter on the artifact’s surface.
The interaction of the X-rays with metal causes other
(fluorescence) X-rays to be generated, which are detected
as a spectrum. The energies of these fluorescence X-rays are
specific to the elemental composition of the object.

38. Laboratory of Material Analysis, Institute of Nuclear
Physics N.C.S.R. “Demokritos”.

39. Oddy, Craddock (n. 3) 753-56.

40. Lead was only discovered in the composition of the
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the store of Euxine”: Copper Development Association,

Copper through the ages (London 1962).
49. Craddock (n. 41).
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AEZTIOINA KOTZAMANH

MeAétn g TexvIKC kat TS oBoTactg ToL LOTEPOPOHATKOT KAOOU e OKNVI] KLVIYLOU

O petariucds kddog pe ap. gvp. 32553 mouv avijket
oto Movoglo Mnevdkn, peretiinke pe okond va eée-
Taotel 1 TEYVIKY KATaokevyg Kkat dtakdopnong tov -
TG Kat 1) 000tact) tov HETdAAOL KAaTtaoKeLYC, PE OKO-
16 ta anoteAéopata g eétaong va ovykplbolv pe
mv opdda mapdpoiwy kddwv otnv onoila £xouvv ava-
@epbel 1 M. Mundell-Mango oe ovvepyaoia pe di-
AOUG EPELVI|TEG.

XpnotpormojOnkav ddgpopec pébodor avdarvong 6-
nwg Akuvoypdgnon, Plopopdec pe axtiveg X (XRF),
Hiextpoviké Mikpookémo Xdpoong (SEM) kar Me-
TaAAoypa@iké pkpookémo. Avotvydg and ug pedd-
doug avtée, pévo o phoplopds aktvav X elye epappo-
otel yia v e£étaon Tov LTIOAOOV KAS®V.

ITio ovykekptpéva 1 mpocéyylon v ALV Topémv
o6mwg 1 dlapdppwon 1 kal 1 dakdopnom, frav mepLo-
odtepo epmelpiky] kat fdoet apyatoroyikdv dedopévamv,
Kat €tot 1 TANoLéotepn oVYKPLOT NG OpAdaAg TV Kd-
dov pe tov kddo tov Movoeiov Mmevdky, otnpiytnke
o¢ enil 1o mAelotov ota anoteAéopata g avdivong
™G 0VoTaoctG TOUG.

Ipdypatt, ) epappoyy tov napandve pedddwv, dbo
ané g omofeg anartodoav v efaywyy defypatog, e-
mPePaiowoav dt o kadog tov Movoeiov Mnevdkn aviy-
Kel 0TV opdda tev kadwv mov peretiinkav and tovg
Mundell-Mango et al. kat tovg Oddy kat Craddock.

2, 2002

O kddog popgpomorinke pe opupnAidtmon amd v
£0WTEPLKY TTAELPA Kkal kuplwg and v ewTeptky pe to
xépt (mbavoroyeitar kat 1 yxpYon tépvov). To vAkd
Kataokevnc voPfAOnke oe pa oepd and dradoyiég
puypéc katepyaoieg kar avomtioelg, divovtag £totl to
embBopnté anotérieopa. Ot terikée diepyaoies ya v
KATAOKELY] TOL OOHATOG TOL KkKAdov, ovpneptiapfdvo-
vtag kat ) dtaxdopnon tov, elyav og anotéieopa tmy
OUOLAOTIKY] TIAPAREVOLOA TIAPAHSPP®OT] 0T UKPOdO-
U TOL KAl OPLOPEVEG TIAPAPEVOLOEG ECMTEPIKEG KATA-
novijoeic. To gawvépevo avtd dev mapatmpiidnke oto
delypa mov apapédnke and m AaPy tov kddov. To te-
AMKS @iptopa (yvdiiopa) kat ot SUTAEG SlaxmpLoTiéc
ypappéc mov dnpovpyridnkav yia va oproetioouvy ty
emypagt] oty eEwteptky empdveta, mpaypatomnotron-
kav otov tépvo. 'a m) drakéopnoy tov ypnorpomnoi-
Onkav dragpopetid 01 KaAepdy.

Ta anoteréopatra g avdivong g obotaong tov
petdirov, mpoadidploav €va Kpdpa KATAOKELAOHEVO
and xaikd kat Yevddpyvpo (opelyaikoc) pe thy mapov-
ola kat dStdgopwv dArev tyvootoryeiov. H obotaon tov
Kpdpatog avtol kabobg kat o mooooTd GUYKEVTP®ONG
ToL Pevdapydpou péoa oe avtd, vodniavet 4t o opel-
XAAKOG ftav HAAAOV TPOTIOV TG avaywyikhig evoopud-
TOONG Pevdapylpou pe xahkoé (cementation process).

H e&éraon tov Pacikdv otoryelov kpapdtwong tov
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opelyaikouv kat twv didpopav tyvootoryelwy, dev umo-
peoav va amodeifouvv pe Pefaidtnta tmy mpoérevon tov
VAIKOY kataokevig tov kadov. Ta amotedéopata dei-
xvouv 6t 1 brapén v otoryeiov avtdy talaviedetat
peta&l mg toyxafag kat mg ovveldntic eVopAT®onC.
To viikd frav mpoidy avakdkiwang, fjrav epmopelot-
po 1 tav mpwtoyevég mov elxe mapayBel oe kovivd ep-
yaotijpia; Kat oo ané ta 6o pétaira o xaikéds 1 o
pevddpyvpog; Ta epotipata avtd dev prdpeoav va v-
m00e{E0uV KATIOLO OUYKEKPIPEVO KEVIPO TIAPAy®YNG TOL
opelxaikov yla Ty Kataokevy] avtob tov kddov kabwdg
Kal @V LTOAO{T®V.

YOppova e EIKOVOYPAPIKEG KAl LOTOPIKEG avago-
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péc 1 Avatorkr] Meodyelog éyet maifer onpavuxs pod-
Ao oty mapayey tev kddov. Ot peréteg g obota-
omG tov opelxaikov yevikdtepa, pmopodv va emfPePar-
doovv ) yprion afloonpeintov TYdV Tov peTarAeld-
patog oty mepoyt} avty. To Opdv, n Mikpd Aocia, 1
Kémpog pmopotioav va mpopnBedoovv 1o vAIKS yia T
Kataokevy tov kddwv g tpetoyevéc (opuktd) 1 devte-
poyevéc (avakvkdopévo, epmopedotpo). Tedevtaia ex-
dnidvetal éva évrovo evdragépov ya v e&€MEn e
apyatag petariovpylac oty Avatoriky) Meodyeto kat
ovykekptpéva otny Avatorr], aird Oa vjtav mpaypatkd
eVOLaPEPOV va TTPoadLloptoTtody TNYES yla VEGTEPEG Xpo-
vohoyuég meptédouc.

MOYXEIO MITENAKH
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EXepaviootéivo Ktévi pe TG mpoomwmonotoetg
¢ Poung kat e Kovotavtvotmoing

ZTON O4Hro 10y MoyYzEIOY MITENAKH, Tiov ek0601nKe
1o 1935, avagépetar 61, obppova pe v maiad €k-
Beom, 1 531 mpobrjkn ¢ aibovoag I' mepildpPave po-
paikd, komukd kat oAapikd ktévia and E6ho kat ele-
@avtooto, pe mpoérevan v Atyvrto. Avo and ta ekti-
Oépeva ktévia Nrav «élepdvrva popaird» xar and av-
1d 10 deltepo —mov anoteAel kat to Oépa avtig g pe-
Aétne— éepe: «&mt yuev tng piag oypews tnv Pduny, eni
0¢ g dAAng thy Adeldvdperay, auporépag evipdvove».!
Akptdc 1 (dra meprypagy| tov kteviot, pe pvela tov
npoownonotjoewy, anavtd kat oto Piprio tov Mn-
zpdbov pe v Anpogopia 6t ayopdotnke oto Iapiot
ot 10 OktePpiov 1925 ané to apyatoneieio tov of-
xov Daguerre.” Apketd ypévia apyétepa, o E. Capps Jr.,
ot Pipfriokpioia tou yia ) debrepn £xdoor tov Paot-
Ko —yta kdle peAétn oyeukn pe ta maiaoyplotavikd
épya and eregavtédovio— Piriov tov W. F. Volbach,
avagépbnie ta mapandve ktévia tov Movoelov Mre-
vakn avdpeca oe éoa o ovyypagéag eiye mapaieipet
va mepthdfet otov katdroyé tov’ o Capps vijpée, 600
yvopiln, o TpdTog Mo Tavtioe TG popPéc Tov devtepou
kteviot pe tig Toyeg g Pdung kat e Kovotavivoi-
noAnG. To ktévt avtd éywve mepoodepo yvootd drav
napovotdotnke oty peydAn ékbeon Buvlavivi Téxvn
— Téxvn evpwnaixri oty ABfva to 1964 kat oty k-
Ocon Splendeur de Byzance oug Bpu&éhieg o 1982. Ta
oxeTKA Ajppata tov kataldyov ypdetnkav avtiotot-
xa ané v A. Baoildxn-Kapakatedvn' kat ané v a-
elpvnoty A. Mnotpa.” Potoypagieg tov Kteviol pe e-
VIHEPOTUKEG AeLAvTeG dnpootedtnkay o€ 0d1yols tov
Movoeiov Mrevdim, oto ovvorukd tov agipvnotov M.

2, 2002

Xattnddkn,* aAld kat oto pbéogpato Aebkopa tov A.
AeanPopprd kat A. Pwtémovrov.” To ktéw, téhog, me-
pipBnke oy tpity ékdoomn tov épyov tov Volbach
(V88b):* oto ouvykekppévo Pifiio mhéov napanépmovy
6001 EPELVTEG Ypetdletal va to avagépouy oto mhaioto
eUPUTEPOV PEAETHY TOLG, OTIOG £kavay Adyou xdpm o A.
Cutler’ kat 1 G. Biihl."

Ané pua mpdtn paud, 1 da 1 xprion tov Kreviot Kat
10 £{00G ToL LVAIKOY TOL LIIayopevoLy TOV TPGTIO PE TOV
omnofo to moAdtpo avtd avukeipevo pnopel va mpooey-
yiotel. Kat’ apyde, mpdkertat ya éva téyvepyo kabnpie-
PWHS xprione, ja xtéva yia ta paritd, mov dpeg dev -
¥€t kataokevaotel and E6ho —to o ovvnbopévo vAL-
K6 ywa avtikeipeva tétotou gidovg' wotdoo, Tapovot-
dlet aloonpeioteg opotdtteg pe Edhwva krévia. Emd-
0MG, O£V PEPEL YVOOTEC KAl KOWVOTOTIEG TIAPAGTATELS” O-
vtifeta, eivat to povadikd owldpevo oto eidog tov, 6-
nwg €xet o1 emonpdvet 1 Mnodpa.'> EmmAéov, o tpd-
TOG KATEPYAoiag Tov Kal ta TEYVOTPOTIKA Yapaktnpt-
OTKA TOV HOPPEY TIOL ATIOTUTIGVOVTAL 08 AUTO dev HITo-
potv va ouykptBoldv mapd pe épya pkpoyAvmukig ané
ehepaviddovto, ta onofa Gpec elxav diieg xproetc.”
Ze avtd ta Oépata Oa mpoonabioet va emrevipwnel
1 mapotoa peAét, mov €rafe apopprj and ) ovyypa-
@1) OYeTIKOV ANUPATOG YA TOV KATdAoyo TG TTpoopa-
g ék0eong Kadnueprvii Cwit ovo Buldvrio™ —oplopéva
and ta ovpmepdopata tov AMjppatog avtot yivovtat a-
VTIKe{peEVo TEpAITEP® GLCHTNONG.

To ktévt kat ot ouvdgelég tov
To ktévt pe ap. gvp. 10287 tov Movoeiov Mnevd-
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Ew. 1. Ktévi 10287. TTpéobia 6yn: mpoowmnomoinon g

Popnc. Abrjva, Movogio Mnevdin
(pot.: M. XZkiadbapéong).

KN elvat opBoydvio (péytoteg draotdoeig: prkog 16,3
k., TAdtog 5,5 ek., mdyoc 0,6 ek.) kAl avijkel otov
TUTIO TOV CUUTIAY®OV KTEVIGY, agpol @épel Kat aTig dvo
OYPELG TOL EYXAPAKTO Kat EMTEDOYAL@PO didkoopo (elk.
1-2). To pakpbotevo keviptkd tov THRpa mAatotcdve-
tal and oepég dovidv, apatdv kat peydrov otn pla

7d
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/, /// ,A
L 73—& »' V
H Sraie o B
? o é

Ew. 2. Ktévt 10287. Oniobia 6yn: mpoowmnomnoinon g
Kovotavuvoimoinc. ABva, Movogio Mnevdkn
(pot.: M. Zxiadapéong).

otevy TAevpd, TUKVAY Kat AeTttdv oty dAAr. O eiko-
VioTtkG¢ ditdkoopog tonobeteital oe didyopa mov opi-
Covtat amé eyydpakteg ypappés. Xt pia éyn (ek. 1),
pa évBpovn yovaikeia popey} tonobeteital kdto and
Kifdplo pe yeloinodeg, to omolo otnpiletat oe otpe-
nrodg kioves. O ovpavdg tou kifwpiov oynpatiCet ya-

MOYZEIO MITENAKH
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pnrepévo t6Eo oto kévipo kat pépet avbepotd akpo-
mpta oug yoviec. H yovaiia gopad yrtova mov agijvet
akdAvrto to de&i g ¥épt kat to éva otrjfog g, kat
Covn mov o@iyyet to pobyo ynAd oty péomn kat avePai-
vet dtaydvia avdpeoa ota otiidy, evéd éva andmtoypd
¢ poPfdriet and niow kat mMé@tel unpootd, Prdvo-
vtag ota moda yapnAid. H yovaika gopd kpdvog ka
kpatd d6pu oto deli kat opaipa pe yraotl ypappéc oto
aptotepd. Xy dAAn oy (eik. 2), eucoviCetal pua emi-
ong €vBpovn yuvaikeia popen kdto and kifoplo pe
didkoopo koyxUANG, Tov @épetal and otpentols Kio-
veg kat TAatotdvetat and avlepotd akpotipa. H yu-
vaika @opd xeptdmtd yrrdva pe Koopnpéva empdvika
kat wpdtio. Pépet oty kepari] mupyntd Stddnpa kat
ané endvo TéTAo Tov TEPTEL péypt Tovg dpovs. Kpatd
ddda (1) mopod) oto deki kat képag e AparBeiac oo
aptotepd s xépt. Kat ot 6o Opdvor drabétouvv ynrd
gpetoivarto, pairdpt oto kdbiopa kat vonédio.

To ktévi, pohovot elvar and ehepaviootd, pépet 6-
A Ta TUTIKA {APAKTNPLOTIKA TV KTEVIGV TIOL £)0LV
kataokevaotel and E6Lo kat mpoépyoviat and v Af-
yurrto, anodedetypéva 1 vobetkd. 'a v mieovs-
TTA TOV KTEVIOV autol Tov TUTou dev £yet akGp mpo-
tabel kdnowa ypovoroyiki] katdraly, alid o ovyvig
XAPAKINPLOPOS Tovg ¢ “Kkomtkd”, énwg ovvijbeg a-
navtovv ot Piprioypagia, Tovg pocdidet éva ypovo-
Aoytké mhaioto avdpeoa otov 50 kat tov 70 aidva.”
Etvat wotdoo yeyovdg éti tétoton eldouvg ktévia au-
véytoav va kataokevdfovtatl kat petd v Katdktnomn

16

mg Arybmrtov ané touvg ApaPeg,' evedd mapdpota @uid-
yvoviat émg kat ofjpepa.’” ‘Ora Srabétovv opboydvio
oxfua kat ovpnayég oopa (avijkovv oty katnyopia
massive Hochkimme), kat otig otevéc mievpéc @épouv
dvo €{d1 dovuidv, apatd kat peydra ot pra yia va e-
pmAékouv kat va divouvv dyko ota pariid, mukvd kat
Aemtd oy dAAN ya va ta kabapiCouvv kat va toug ya-
piCovv ouAmvétra. [pdogateg wotdoo evioporoyt-
K€ €pevveg £detlav 6Tt ta Aemtd kat mukvd dévtia Tewv
KTEVIQV yproipevay evoexopévmg Kat yta Ty anopd-
KPUVOT TV PELPGOV arntd To TpIeTo ¢ keparhc.” Té-
tota E6Ava ktévia purdooovtal o povoela kat ouA-
Aoyég 6Aov tou kdopov. Evdelktkd avapépw ta E6At-
va ktévia tov Komtikos Movoeiov tov Kaipov,"” tov

20

Kpatikév Movoeiov tov Bepohrivouv,” tov Movoei-

21

ov tou Aovfpou,” kaboc kat Tov (dtov Tov Movoefov

Mmnevdkn.” Ané avtd, kavéva dev @épet Tapaotdoelg

2, 2002

OV va pmopovv va ovykptBoldy pe avtég tov kreviob
Tov pag anaocyoiel, apot katd kavéva koopovvrat pe
yeopetpikd Oépata.

AALG kal avdpeoa ota dnpootevpéva Krévia Tov €-
¥ouv Kataockevaotel and eAepavtédovto, To KTEVL Tov
Movogiov Mnievakn §bokora Ppiloket ovyyéveleg. And
Ta KTévia Pe Tayaviotikd Stdkoopo Pmopovv va dtakpt-
Ootv oplopéva vootvolra, ta omoia Spwg dev pmopotvy
va anodobovv pe PePatdtnta olte oe ovykekpipéva ep-
yaotijpla olte oe oLyKekptuévn ypovikn nepiodo. Mia
npad Ty opdda ovviotody dvo krévia ota omoia o Adyog
TOL PHKOLG TIPOG TO TAATOG eival pikpdtepog amd av-
6V oto Ktévt tov Movoeiov Mnevdkn. Xe avtd, to ke-
viptkd tufjpa koopeitat pe opboydvia didyeopa mov tei-
VOLV TIPOG TO TETPAy@vo, evd ta dévuia amodidovrat 6-
nwg akpPoc kat ota EéAva ktévia, pe ta akpaia tp-
pata miatd kat ta dévuia mpoyelpopuiaypéva, ta a-
patd meMAatuopéva Kat ta Aemtd pun dtakpttd kat -
icvodopnpéva. Avagépm eVOELKTIKA TO KTEVL TIOL QUAGO-
oetat oto Rémisch-Germanisches Zentralmuseum tov
Mainz (V88a) kat ekeivo mov Bploketar oto Movoeio
Mmnevdxn (V88c). Ze dagopetiky opdda avijkouv KTé-
VI HE 0AQPOS TIO PPOVILOPEVT] KATAOKELY: 1o Sdym-
PO TOL KEVIPLKOU THYpatog elvat tetpdywvo, pe didtpn-
10 1] Kat ypantd Sidkoopo, evéd ta dévuia elvat drapop-
popéva pe eEapetiky empédeia, pe ta akpaia tpipata
Aemtd, ta apaid déviia ocoAnvéoynua kat putepd, kat
ta Aemtd apketd apatopéva kat evddrpira. [Ipdrertal
ya ktévia 6meg avtd tov Movoeiov touv AotPpov, pe
mv emypapy e woktirplag(;) EALadiac,” kat exei-
vo tov Atyvrrtoroyikot Ivotitodtov tov [avemotpiov
g XaideABépyne.” Ané ta ktévia pe dtdikoopo and to
xprotavikd Oepatoréyio, ta meptoadiepa £xouv mAdtog
peyaidtepo and to pfkoc tovg. Eniong, ot ogipéc tov
doviidv tomobetodvial otig pakpéc mievpéc tov opbo-
YOVIOU Staydpouv TIOL PEPEL TV ELKOVIOTIKY Tiapdotaoct)
Kat 6yt oug otevée, Onwg ota mponyolpeva napadety-
pata. ITlpdkertar yra xtévia 6mos avtd tov Batikavo
(V202), tov AodPpouv (V203), tov Split (V203a) kat tov
Kaipouv (V204).”

To xktévt tov Movogiov Mnevdkn napovotdlet aéto-
onuelwteg avaloyiec @g TPog ) popet| pe dvo ovpmna-
Y1 ktévia and v Afyurto, to éva ané erepaviédovio
HE TIAYaVIOTIKEG TIAPAOTACELS Kat To dAdo amd EvAo
pe tumikd ypotavikd Bépata. Ot dractdoeig toug &i-
vat TapGpoLee, 1 anédoon tov dovIdy evieA®g 6pota,
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Ew. 3-4. ITapiot, Movoeio Cluny. Ktévi Cl. 16074. TTpéobia kat oniobia 6y (and: J.-P. Caillet, L antiquité classique, le

haut moyen dge et Byzance au musée de Cluny [Paris 1985] 112).

—t600 petaly toug oo kar pe Gira EdAva ktévia—, to
Keviptko didywpo opiletat and eyxdpaktes ypappéc pue
ovyyeviki] péyetpn Stdtaén kat ot tapaoctdoelg anodi-
dovtat oto {610 yaunAéd avayivgo. To mpdto ktévt (etk.
3-4), ovykoAAnpévo ané Bpadopata, Ppébnke ot ava-
oka@éc e Avuvéne (Abu Hennes) kat ovjpepa @uido-
ogtat oto Movoeio Cluny touv [Tapiowod: oty npéobia
oyn pépetl Tapdotaoct e Ty avaydpnon evog MOAEpL-
ot ) ouypr] oL anoxapetd 1 oBvipogd tov (evde-
XOHEVOGS oG pop@és Ba pmopotoav va avayvoplototy
0 Apng kat 1 Agpoditn)- evedd oty onfobia dyry anodi-
detar 1 epotiky) ouvavinon evég diiov Cetyoug (fowg
ot pop@éc Ba pmopotoav va tavtiotoby pe tov Atévooo
kat v Aptddvn).” To devtepo ktévt (ewk. 5-6) mpoépye-
tat and tg avackagés g [avénoing (Akhmin). Ia-
Aatétepa @uracodtav oto Kaiser Friedrich Museum
tov BepoAivou kat ofjpepa Bewpeitar yapévo: otnv mpd-
obwa dym €gepe apdotaon tov mpo@rjtn Aavii otov
Adkko tav Aedviov kat oty oniobia dyn tov v ayia

74

Oéxha avdapeoa oe Movidpia.”’ To ktéwt pépet ta -
mkd yia tov didkoopo tov EGAveV Ktevidy Stokdpla pe
éEepyoug o@Baipotc 1) kukAikég Pabivoeig oto péoo,
ta omoia Bewpobvrar Gt £xouvv anotponaikd yapaktj-
pa.”® Emmiéov, 1 tonobéton g oelpdc tov apatdv
dovudy kdte and v napdotacy) Tov KeVptkov dtayd-
pov dev @aivetat va eivar kat tdoo tuyaiar avtibeta, a-
mavtd pdArov omdvia, a@ot ektdg and To eV AGY® KTEVL
tov Movogiov Mmevdk, to (6o Bpiokouvpe va ovpPai-
velr oe Ktévt and ) Brescia (V88) kat oto dAro ktéwt
ané to Movoeio Mnevdin (V88c).

Qo1600, ©G TPOG TNV TEYVOTPOTIA, TO KTEVL TTIOL PAG
anaoyoAel dev mapovotdlet apketég avaroyieg pe ta
dvo mapandve ktévia. Me avté tov Movoeiov Cluny
ot péveg avaroyiec mov Ba pnopodoe kaveig va da-
Kpivel, elvat 6t o yapnAd avayivgo ypnotpomotei-
tat oe ovvdvaopud pe xdpaln, kat 6t o kdvvafoc pe
ylaoti ypappéc, mov anodidet to meplexdpevo oV Ka-
Aabidv elvar avdroyog pe ekeivov ota padirdpla tov
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Opdvev. AAAG ekel o avaroyieg tov popedv elval ye-
VKA KOVTOYOVIPEG, Ol Puotoyvmpikol témot elvat evie-
Ad¢ Sragopetikol, eved ta pdtia anodidovtar pe Pabiég
teheleg kat Oyt pe é€epyouvg PoAfoulc, dnwg oto KTévi
tov Movogiov Mnevdkn. Zto ktévt tov Bepodivov, o
Aavii kat ot Aéovteg elval oe oyetikd ££epyo avdyAv-
@0, eved 10 Kifdplo amodidetal pe xdpaén oto miow &-
n{nedo, oav va mpoKeLTal yia oknvikd eTdve oTto omoio
npoPdiietat n oknvy} tov Badpatog. Ta meptypdppa-
Ta KAl Ol AETTOPEPELEC paivetal va £X0LV OPAAOTION)-
Oel —amé ) xprion Y and m @bopd touv ypbvov— kat
kdBe mepatépw obykpton pe to ktévt tov Movoeiov
Mmnevdkn dev gaivetat dikatohoynpévn.

Ot mpokatapktkés avtés mapatnpfioeis yia to yevi-
K6 oxfpa kat tov tpémo drdpBpwong tov drakdopou tev
KTeVIGV, avdpeoa ota omofa Oa pmopotoe va ovykata-
Aeyel kat avtd tov Mouvoegiov Mnevdxr, kabdg kat ot
HOPPOAOYLKEG OUYYEVELEG TIOL OLATILOTAVOVTAL AVAPEST
ota ktévia ov éyovv kataokevaotel and EGAo kat and
ehepaviddovio —pe ) empiraln éu to cwldpevo kat
dnuootevpévo VALK dev pag anatd—, pag npoPinparti-
Couv yia tov tpdmo pe tov omofo 1 xpjon VoG avtiket-
pévou kabnuepiviic xprong Ba pmopodoe va emPdAiet
To OYHa Kat T pop@t] tov oe omotodmote LAKS. Av
ﬁnla&r’], OtV TEPITTOOT TOV KTEVI®V, Ol TEXVITEC TOUG
dev mpoPAnpatifovrav yia ™ poper| pe v onoia Ba ta
katacketalav, agot diébetav kar maytopéva oyfjpata
KAl OLYKEKPLUEVY) TEXVIKY yla THV katepyaoia toug. Ae-
dopévou dtL 1 motkiria tétotov eidouve avukepévay f-
Tav TEPLOPIOHREVY], 1] ETHAOYY] TOL UVAIKOU KATAOKELYG
Kat 1 ekovoypagia tev mapactdoemy evdexopévag va
emagplovtav oTov mapayyeAtodd T toug.

Eicovoypagikég emAoyég kal eKAEKTIKEG GUYYEVELEG
Zug 6o dyeig Tou Kreviot etkovifovtat yvvatkeieg
HOPPEG, TIOL PopOUV apyalompemt evolpata Kat Kpa-
Tobv daitepa odpPolra, ta omofa deiyvouvv St dev
npdkettat yia peaitotikd noptpaita. Mdiota, 1 to-
nofétnon tov popedv oe Bpdvoug kdte and kifdpla
dev emrpénet apgiforiec yia v aitepn upf mov
Oa g meptéParie. H yovaika pe tov yrtdva mov a-
@rvet o éva otfog yopvd, v mepikeparaia, to 86-
pu kat ) ogaipa ota xépta tavtiletat pe ) Oed P~
un-? eved 1) Hop@PY| HE ToV YEPOMTS YLTdva, To Tupye-
16 dddnpa, to képag g ApdAbeiag oto éva kat tov
TLpad oto dAlo xépt pmopel va tavtiotel pe v mpo-
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Ew. 5. Bepokivo, Movoe{o Kaiser Friedrich. Xapévo

ofpepa ktéve. Ipdobia kar onfobia by (ané: DACL
XIIT,2 [1938] X. Peignes [H. Leclercq] 2939 ewc. 10041).

oemonoinon g Toyne e Keovotavuvodnoing.” Av
Kat apyikd 1 dedtepn avty mpoowmnonoinom elye Oe-
opnbel wg 1 Toyn me AdeEdvdpelag —6nmg mpoava-
@épOnke—, dev vopilo 61t evotabel pa tétota tavt-
on: ar’ 600 yvepilw, dev éxovv oobel mapadeiypata
ota omola 1 ev Abyw mpoownonoinom, Wdiaitepa petd
Vv owketonoinan moArev ovpfoérev g Towac, kpa-
td mupos.”!

H 0ed T6ym éyer wa mord evdiagépovoa totopia
0ToV EAANVOPOUAIKS KéOpO. AViKe «oTic ovpflarikés
dedrnreg mov mpodpxovrar and apnpnucves Evvotes xw-
pic pvdodoyind neprexdpevo»* war katéAaPe pa onpa-
vty Béom oto dievpvpévo dvBeov TG eEAANVIoTIKNG
neptédov:” and Bedtnta mov €deyye v evailayi gv-
wylag kat dvotvyiag ot Lo tov avlpdrev anéPy
Bed moAtobyog, mov amodduPave tpée yia va eEaopa-
Aller v evnpepla tov dozews, g Pacticc Kowvmvi-
KOOLKOVOHLKNG povddag tov moAttiopévou kéopov, té-
00 yia tovg ‘EAAnvec 6oo kat ya tovg Popaiove. "Eva
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Euc. 6. Bepolivo, Mouvoeilo Kaiser Friedrich. Xapévo
ofjuepa ktéve. [Tpbdobia by (and: Byzanz. Die Macht der
Bilder [katdhoyog ékBeong, Dom-Museum, Hildesheim

1998] 38 euk. 26).

ané ta apyadtepa yvootd aydipata g Bedg Toyng,
Tov ovvdvdotnke pe v mpootdtda Bedtnta ouvyke-
KpLpévNg TOANG, Bewpeltat to dyaipa g Toyme g
Avuidyerag, to onolo @rrotéyvnoe Atyo petd to 300
n.X. o yrdmmg Evtoxidng and m Zwvdva, pabnie
tov Avoinmov, kat anotéAece MPOTLTIO yla APKETES
ané g Toyeg nérewv otovg Botepovg EAANVIOTIKOVG
ypovoue.* Ta aydipata g Toyns tov néiewv yvo-
ptoav ) péytotn dddoor] tovg katd t popaixy| me-
plodo, étav pe v moiotyo Toyn ovvdvdotnkav t-
détnteg kat obpPora drapépov dAiwv Beotitwv, 6-
no¢ 1 Fortuna® xat n) Tutela.** Qotéoo, n Pdun dev #-
tav pla anAi] mpoowenonoinoy g Toyng g méAng
mg Podpng, agod frav 1 dia Bed, kat pditota obvva-
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o¢ Bed tov Avyovotov. Ot anewkovioelg ¢ dpwe frav
TALTOONUEG PE EKEIVEC TOV TIPOCHTOTIOROEDY TwV Tv-
XAV 1oV dAAev ooy kat, mbavétara, katd v V-
otepn apyatdtyta katavootvrav kat 1) (dia og ) Toyn
¢ TOANG ekelvng Iov dtotkovoe oAdKANPY TNV avto-
kpatopia.” AvtiBeta, n Kovotavuvotnoin dev vmjp-
&e moté Bed —ndd¢ Ba pnopovoe dAdwote; H mpoow-
nomoinon g Toynec g dnpovpyidnke pe v dpu-
01 ¢ véag pmtedovoag TG avtokpatopiag and tov
Meydio Kovotavtivo, émeog dtacadlovy ta petdAiia
OV KOTI KAV HE Ty evkatpia tev eykaviov g ToANg
ot 11 Maiov tov 330.%

H npooenomnoinon tg Pdung oto ktévi tov Mov-
oglov Mmevdkn 6taBéter avapgioPrimra éia exeiva
1a yapaktnpiotikd mov ovvBétovy Ty oKy E1KGVI-
o1} mg. O yurdvag mov agijvet o éva otibog yopvo,
amoteAel TumKS Yapakmpotikd e evdvpaoiag e,
nov €xet kAnpovounlel and v epedvion tov Apals-
vav, eve 1 eptke@aiaia kat to d6pv, pall pe ) ogai-
pa, etvat ta katefoyfv odpford te.”” H popen gpopd
ikpdvog kat kpatd d6pu, 6nwe oto aonuévio ayaipati-
810 ¢ Podpne and tov enibeto didkoopo evég gopei-
ov kaBédpag kdmotov Stotknt(;), (o tou (dov tov
endpyov g MOANG, Tov ypovoroyeital oto B’ pod
oL 4ouv atdva kat ofjpepa puidooetat oto Bpetavikd
Movoeio.” H npocemomnoinon dpwg avt dev eivat v-
WYLV, £V AKOLHTIA TO aplotepd TG ¥Ept endvem o€
aomida. "EvBpovr, pe yrtdva mov agrjvet to éva otij-
0oc yopvé kat pe ta da insignia ota yépia, 66puv Kai
opaipa, n Pédun ewoviCerat oty avdepn Ldvn tov
dimtuyov tov Kevotdvuov IV, mov ofjpepa guidooe-
tat oto Onoavpogurdkio tov kabedpikod vaov tov
Halberstadt (V35) (ewk. 8) kat ypovoroyeftat ydpo oto
417." Exel, 6pog, n Pdun kpatd to 6épu oto apiote-
p6 Kkar ) ogaipa oto deli, eved drabétet kat potooté-
@avo. Kat ta 6o avtd napadeiypata anoteroty, ka-
14 ndoa mbavénta, mpoidvta epyactnpiov e Aati-
vikng Avong.”

Amé v dAAN TAevpd, to kifdplo kGt and to o-
nofo elvar tonoBetnuévn, Pplokel ta napdAinid tov
oe épya mov éxovv mpooypagel oty mapayeyy dAieov
epyaotnpiov kat éxouvy ypovoroyndei moAd petayevé-
otepa and ta mpornyodpeva. Tétowa kifdpia, pe to {(d1o
“ondotpo” oto péoo kar pe avdroyoug yelolnodec, a-
nod{douv tov tdpo ot oknvy g Avdotaorg tov Aa-
Cdpov oto ktév and v Avuvdn (V204),” onjpepa oto
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Euc. 7. Middvo, Movoefo tov Castello Sforzesco. [Thaxidto

pe v npoownomnoinon e Kevotavivosnoing (amné:

Biihl 1995, 183 suc. 95).

Euwk. 8. Halberstadt, Onoavpogulrdxio tov kabedpuicot
vaou. Afrrtvyo Kovotdvtov IV (ané: Biihl 1995, 152
k. 79 [Aemropéperal).

Komntiké Movoeio tov Kaipov, kat otig erepaviooté-
weg muéideg twv povoeiwv tov Eppitdl oty [etpot-
noAn (V179)* kat tov Cluny oto ITapiot (V180),” ot
omolec {owg grhoteyviinkav enfong oty Afyurto oto
B’ pod tov Gov awdva.* Ta ovykekpipéva kifdpra, o-
oté00, dev anodidovtal pe pvnpetaxdtta kat dev dta-
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Oétouv avlepotd akpotipla otg dkpeg tov ovpavoyv
touc. AvtiBeta, n @rriodolia tov kaAAttéyvn touv Kte-
viot tov Movoeiov Mnevdkn gatverat va frav 1 ané-
doon evég emPAnukot kifepiov pe akpotipra, mov
evdexouévoc éAkel v katayoyy tov and kovPou-
KAla, 6mwg avtd tov évBpovov Xpiotod oty moéida
tov Kpaukdv Movoeiov tov Beporivov (V161), tov
TéAoug ToL 400 1 TOV apy®v Tov S0u ava, Kat ekeivo
tov ayfov Mnvd oty nvéida tov Bpetavikod Mou-
oglov (V181),” {owg tov péowv tov 6ov atdva.

H Toyn me Kovotavtuvodmoing oto ktéve tou
Movoegfov Mnevdakn ¢épet daitepa obpPora, avu-
TPOOWTELTIKA NG 1téttds 6. Katd mpdto Adyo,
10 oyNpHaToToOUévo Stddnpa ™G KEPAAC oL aTo-
d{de1 mopyoug Kat petanipyla ter v, avijker oTny i
Kovoypagiki] mapddoomn tov Tuydv tev moéreov,™ evod
0 oLVdLAopAE Tov TUPyWTOL dradrjpatog pe tov TéMAo
and Ve TOL TAPATIEPTIEL 0 APKETA TTAAALEG ATIELKO-
vioeig ¢ Bedg KuPéanc.” Zuyyevikd aArd oyt akpt-
Boc (6o, terySpoppo otéppa popd 1 Toyn e Kov-
otavuvoloAng oe dvo erepavtootéva hakidia mov
anotelotoav, katd mdoa mbavémta, ta avotepa
TURpata meviapepdy QUALGOV avtokpatopikdv St-
ntyov: mpdkettat ya to mAakidio mov ofuepa Ppi-
oketat 010 Movoeio tov Castello Sforzesco tov Midd-
vou (V49) (ewk. 7), kat yia ekelvo mov gurdooetat oto
Romermuseum tov Augst (V50).”* Zta mhakidia av-
14, épag, n Kovotavuvoimody ewoviletat oe mpoto-
W) péoa og ote@avt mov pépetal and prepwtéc Nikeg,
Kat @épel evdipata mov dagopomototvtat and ekei-
va Tov Qopd 0T KTEVL TIOL PAG amacyoAel: yla mapd-
detypa, o mémhog g tonobeteitar kKdt® and to mop-
YoOT6 dtddnpa, eved o yrtdvag g €xet miatd mapue
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otov Aapd kat épet dditbo didkoopo, dnwg oTig a-
Tetkovioelg ¢ ota vratikd dimtuya tov Kinpevtivou
(V15),%" tov 513, kat tov Opéotn (V31),% tov 530. A-
vtiBeta, oto ktévt tov Movoeiov Mnevdakn ) Kevota-
VIWOUTIOAT] Popd YeptdRTé yridva pe empdvika, 6-
wg Adyou xdpn anavid oto ypvod kimeAlo and to
Onoavpd tov Vrap, nov ofjpepa guidooetat oto Mn-
tpomoAttiké Movoe{o e Néag Yépkng kat ypovoro-
ye{tar pdArov ota téAn tov 6ov f§ otg apyég tov 7ov
atdva:* oto kineAro avtd | Kovotavuvosnoin gopd
eniong mupyotd dtddnpa, arrd dev kpatd ota yépla
obpfora, avdroya ekelvov ¢ TaApdoTtaong oto Ké-
vt tov pag anaoyorel. Ot etkovoypagiiéc dtagopomot-
Noeg and ta elegavrootéva mhakida efvat ebroyeg,
apot avtd gatvetal Tog Tpoépyoval and epyaotrpla
NG TPOTEVOLOAG, EVH Ol OHOLOTNTEG HE TO YPLOG KU-
neAro Ba pmopovoav éwg évav faBud va dikatoroyn-
Bodv and 1o yeyovég 6t kat avtd Bewpeital mpoidy e-
napylakov epyactnpiov, oto omoio ovveldntd avitypd-
@govtat mpdTLTa oL EAKOLV THV Katayoyy tovg amd
v Kevotavuvoimoin.*

O mupode kat oA Teptoadtepo 1o képag g Apan-
Oeiac anotedotv, avapgifoira, dvo and ta twmkd odp-
Pora tng mpoowmomoinong g véag mpetetovoag g
avtokpatopiag. Xto ktévt tov Movoelov Mnevdx, o
nopodg €xet opboydvia topn kar koope{tar pe emdA-
Ania V, anodidovtag (0wg —evieAdg oxnpatomnotn-
pévo— tov kvAwdptkd mupod g Kovotavivoimoing
oto mAakidio tov Mirdvou (V49) mov mpoavagéphnke.
Avdroyo mupod, pe didkoopo and ypappés Gyk-Cayk,
KPATd Ja aviypatiky] yovatkeia pop@r], mov udiiov
anodidel kat avty v mpooenonoinon g Toyng e
Kovotavuvotmoing, oe pikpé mrakidto and ootd mov
@urdoostal oty Aryurrtiaky] ZvAdoy) tov Movdyou
kat yevikd tomofeteital otov S0-60 aidva.” [Tapdpolo
obpPoro, mov €xet epunvevtel kat mg kouml 1 TUoVL
mAofov, kpatd 1 mpoowmnomnoinon tov motapol Nei-
Aov og muEida tov Movoeiov tov Wiesbaden (V105),
n omofa éyet anodobel pe kdmowa Pefadtnta oe epya-
otijplo pkpoyAvmukiic ths AheEdvdpetac kat €xet ypo-
voroynbBel otov 6o ardva.” To képag e Aparbeiac,
and v dAAn, tmkd obpPoro g Towwac-Toyng kat
e Pdung,” dev vioBetbnke ané v Keovoravuvoi-
moAn mapd petd to 380,* dnog evdektikd Sraodlet
ydAkwvo ayaipatidio tov Mntponoittikos Movoeiov
ot Néa Yopkn, mouv mpoépyetar evdeyopévag and
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Eiw. 9. ITapiot, Movoefo Cluny. ITvéiba Cl. 445 (ané: J.-P.
Caillet, L antiquité classique, le haut moyen dge et Byzance au
musée de Cluny [Paris 1985] 116).

[akatia kat gpovoroyeitat ota téAy tov 4ov atdva.”
To képag avtd, mov and marard evéyel Opnokevtikoig
ovpPoriopotc, amoterel o onpavukStEPo insignium
evtuyiag kat agBoviag, yU' avtd kat and vopic ouvdv-
dotnke pe TG ekovioels tov Toxdv tov méiemv —yati
gvtuyia kat agBovia ayabdv karobviav va eEaopaki-
ot otV kdOe AN 1) Tpocwmomnoinom e Toyne me.”
[Tapbpotovg ovpPoriopoic eixe kat to képag mov kpa-
todoav ota xépla tovg kat dArec Bednteg, avdpeoa
ot onoleg Eexoproty] Béom kateiyav ta Geniustov po-
paikot avBéov kar 1 Totda.”

To kifopro, kdte ané to onofo tomobeteital évOpo-
v 1 Toyn e Kovotavtivotmoing oto ktévt mouv pag
anacyohel, mapovotdlet avaioyleg pe kovPovkiia mov
anavtobv og épya anodidbpeva oe epyaoctiipla g na-
Aatoyprotavikic Arvybmrov. Evdeiktkd avagpépo ta
Kifdpla e muéidag pe oknvég and tov Plo tov mpo-
@ Aaviqd mov Pploketar oto Bpetaviké Movoeio
(V167),” tov keviptkot daydpov pe tov évBpovo Xpt-
oté and to mevrapepéc Pliro dimtdyou(;) oto EOvi-
k6 Movoeto g PaBévvag (V125)% kat tov avtiotot-
¥OU Keviptkot dtaxdpov pe v mpookivnorn tov Md-
yov kat ) T'évwnon ot BifAto6vkn John Rylands tou
Manchester, Bewpnuikd ané to {60 odvoro (V127).%
[Tapépoto, arrd mo oynpatikd amodoopévo, to dio
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kipodplo anavtd og kovPotkito tov tdgov tov Kupi-
ov og nuéida tov Mytponoiitikos Movoeiov g Né-
ag Yépkng (V177), tov Gov atdva,” aldd kat oe pe-
tayevéotepa napadeiypata, dnog oe mhakido pe to -
S0 Bépa andé ™ Zviroyn Briigelmann te Koreviag
(V2306), mouv evdeyopévos avuypdgel nakaloypiotia-
viké mpdtumo and v Atyurto.

Ot napandve eikovoypagikéc napatnprioelg odn-
YOOV 010 OLUTIEPACHA TG Yia TNV anetkévion e Po-
une xat e Kovotavuvotvmoing oto ktévt tov Mov-
oglov Mrnievdkn akorovdibnkav npdtumna mov Ha pmno-
potoav va ypovoroynboitv oto B’ uad tov 4ou 1 otg
apyéc v Sov adva (ayarpatidia Bperavikos Mov-
ogiov kat MntpomnoAttikos Movoelov, dintuyo Kov-
otdvuiov 1), og wa emoyn pe evepy) akéun v ma-
padoom g ekovoypagiac e Bedg Pdung kat kovtd
oTIG anapy£g G StapdpPmong e etkovoypagiag e
Toyne me Kovoravuvodmoing. Qotdoo, ta ovyyevé-
otepa glkovoypaglkd mapdiinia tev 6o mpoowmo-
motjoemv tonobetobvtal ota péoa kat to B’ pod tov
6ov atdva (ktévt and v Avavén [V204], moideg tov
EpptdC [V179], tov Cluny [V180] kat tov Wiesbaden
[V105], kdneAro and tov Onoavpd tov Vrap), 6tav ot
gtkovoypaguiol timot eiyav 161 anokpvotariobel kat
ouvvéyGav va emPidvovy pévo otig enapyiec—agpot
paivetat g eiyav mAéov eykatalelptel and ta epya-
otipla ¢ mpetevovoag tov kpdtovg. Kar mpaypat,
alilet va toviotel 6u ta napandve £pya tov B’ pood
Tov 6ov aidva £xovv ouvvdelBel pe v mapayeyn ep-
yaompiev me nakatoyplotiavikric Atydmrov. To kté-
vi €xel Ppelel oe avaokagn g Avivéng, eve ot moéi-
dec éxouv anodobel oe epyaotipla g Alelavdpetac.
Moévo to xpvod kimeAro €yet mpooypagel oty mapa-
yoyy} e Kénpouv.®

Qotdoo, eivar yeyovig ét oto ktévi tov Movoeiov
Mmevdkn, pe ovvortiky texviky kat kdmota ade&idn-
1a oty gpyaoia, enavaiapPdvovtat mpdruma g av-
Tokpatoptkiig ewkovoypagiac kat viofetovvrar oopPo-
Aa ¢ moAttkh¢ kat g otpatiotikyc e€ovolac. Ot
AAANYOPLKEG ATIEIKOVIOELG TOV TIPOWTELOLOWY TOL KPd-
TOUG, OV Koopoloav erepavtootétva vratikd 1 av-
tokpatoptkd dimtuya kat épya and molvtipa pétai-
Aa, ovpPériav vy evnpepia mov eEacpdiilie oe Ava-
1oAY kat Adon n kevipiky) kpatiky e€ovoia kat ot vo-
ptpot ekmpéoool g ot enapyiec. Tumkd, tétoa
vrodefypata ya tg dbo mpoownonotijoetg Ba prnopod-
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o€ va elye mpoopépel éva tdtaitepa onpaviksd £pyo, to
un owidéuevo ofjpepa mpdtumo and to omoio aviypd-
pnKav —atdveg petd kat kdte and Wiaitepeg moitu-
OpLKEG ouvBKeCc— Ol TTPOoOTOTOOELG TV dV0 TP®-
TELOLOWY 0TO eAe@avtootévo dimtuyo tov Movoelov
mg lotopiag g Téxvng ot Biévwn (V38). Tpdypa-
T, 01O €pyo aLTO amavtolV £1KOVOYPAPIKEG AETITOUE-
PELEC TIOL CLVAVTOVHE KAl OTIC avt{oTolyeg Tapaotd-
OE1G TOL KTEVIOV TIOL PAG amacyoAel: av kat ot 6vo
pop@éc amnetkoviCoviar épbieg, tomobetodviar kdtw
ané kifdpta, mov wotdéoo amodidovrar dSa@opeTkd.
H Poun gopd napépoto yitéva, mov agriver akdiv-
mto to éva otjfog kat dvetat pnid ot péon, Pépet
nepike@araia kat kpatd 6épu (petageppévo wg 0vp-
00¢) kat ogaipa pe yaoti ypappés, eved  Kovota-
VIWVOUTIOAY) PEpeL TELYGUOPPO OTEPHA KAt TIETIAO 0TV
KEPaAY, popd yelptdwtd yitdva kat kpatd mupod Kat
képag g ApdABetac. To mpdtumo avtod tov dmtd-
¥ov Ba propotoe evdeyopévag va avijket o opdda €p-
yov mouv tapixdnoav and kariiteyvikd mepipdirovia
dpeoa gfaptdpeva and Tov avtokpatopikd EAeyyo,
poavas petd v dpvon e Kevotavuvosmoing,
PE OKOTIO a@evog TNV EPTES®MOT TOL LOOTIHOL TV 600
TPOTELOLOGV, KAl APETEPOL TNV TPOTIAYAVOLoN TNG
wéac du kat ot 6o Tiéyec Ba eEaopdiilav oto dpe-
00 aA)d kat oto anotepo péArov evnpepia kat agbo-
via ayaBdv og 6An v avtokpatopia. Kat £6d yevwd-
Tat 1o eVAoyo epdtnua: n Waitepn Weoroyiky popt-
o1 evég Tétotov avukelpévou ovpPadiCet pe v teyvi-
K1 ¢ katepyaotag tov; Kat av éyt, morog Oa vjrav dv-
VaTov va TPOTHNOEL va KAVEL Yp1)oT) EVOGS TETOLOL avTl-
KEPEVOL PE TOV OUYKEKPIHEVO SIAKOOHO;

Teyvotpontikol maparinitopol kat xpovoroytkol
npofAnpatiopof

Ot mapaotdoetc Tov kteviot tov Movoeiov Mmnevd-
K1) O£V HTIOPO Y Va ¥apakTpLoTtody Tumkd KAQoIKIo T
kéc. H petomxn andédoon tov 6o npoownonotjoewmv
dev Ponbd oy npaypdtwon tov alidv tov tplodid-
otatov xwpou: porovott 1 Poun avaonkdver to apt-
otepd ¢ Ot endve oto vronGoto kat 1 Kevotave-
vounoAn otpégpetat mpog ta defid g, 1 dvedidota-
m anddoor kuptapyel. Ta dvo kifodpra, ywpic va @td-
VOUV O0TO ONHEl0 va amoteAobV To eyXApaxkto emine-
8o oknviké endvw oto omoio mpoPdAiroviat ot pop-
@€g, drabétouvv pvnpetakdTnta Kkat mapéyoovv v peu-
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daioBnon vnapéng ydpov kdte and avtd. AAAG 1 ai-
oOnomn tov ydpov anéyel and to va eivat Quotky], e@6-
oov dgv pnopel kaveic va katavorjoet peptdg av ot Bp6-
vou kat ot pop@ég tonobetobvtat pnpootd 1 oto Pdbog
tov kiPwpiov: ot dkpeg tov Bpdvev kaitmtovtat and
Toug oTpemtovs kioveg, ta ovpfora mov kpatody ota
xépta ot Bedtnreg kaivmtovy tovg kioveg, eved o ov-
pavéc mpofdiiel tdve and ta dradijpata e kega-
A¢ tovs. Ta mpéowna anodidoviatr oyeddv tetpdyw-
Va, He KATwg YapnAd pétona, pdua pe égepyoug fol-
Botg, pitn kar xetAn adpd. Ot Aapol efvar kovtdyo-
VIpoL, oav va avijkouvv oe abintéc mapd oe yovaukei-
ec popeéc. Ta yopvd péAn anodidovtal oyeddv enime-
da, yopic kapmurdoelg, dnwg yia mapddetypa to yo-
wvé otfog g Pdung, kat xopic moAréc Aemtopépet-
€6, 6mwg Adyou ydpn ta ddktuia tov modidv e Kaev-
otavuvovmoAng. Ta evddpata aykaiidlouvv eqappo-
otd to oopa s Pdung, avadeikviovrag tovg pdeg
TOL OOUATOG, VK 0T Aydtepo poparéa popey e
Kovotavuvosnoing anokaAitmrovv tn) Aemtiy péom
Kat v Kanog peydAn mepipépeta. Me ouvveyeic pa-
KpOOTEVEG £YKOTIEG pe Aemtd epyakeo kat pe yapdéeig
anodidovtat coANVOTEC ot TTUYEC, TTOL WOTdoOo drakpi-
vovtat yta ty akappia kat v tepatky —0a éAeye ka-
velc— avotnpotntd tovs. I'evikd, Oa propotoe kaveig
va vrootnpifet 61t o teyvitng aviéypaye pe moto ka-
Abtepo tpémo pmopovoe éva dptoto mpdrumo.

H anéboom tov puotoyveopKOY {apakt)ptotikey tov
dvo mpoownononjoewy Pploket avtotoryieg oe elega-
vtootéiva €pya tov 50v kat tov 6ov atdva, and v Ai-
YUTTTO —1] OUHQ®VA PE OPLOPEVOLG EPELVNTEG aTd T1) Zv-
portakatotivyy. To oxfjpa tov mpoodmov g Pdung, pe
Ta TayovAd pdyovia kat to pn e&éyov myoivt, kabog
Kat v mepikepaiata g, amodidoviat pe Tapopolo tpd-
To éTwG o TMpdoGTO Kat N mepikepaiaia e ABnvdg,
1600 0T oKNVT| ToL oLpTIooloL TV Bedv 600 Kkat oTo &-
neLo6010 g Kpiong tov Idpn oty muéida e [Tivaxo-
B1jkng Walters ot Barupdpn (V104).* H Kovotavu-
VOUTIOAN pe to At TPOOGTO, T AETt] Péon Kat T
@apdld Aekdvn, uropel va maparinAiotel pe ) popey
™m¢ Agpoditne oo oty muéida e Baiupdpne éoo
kat oty mvéida tov Movoeiov Bargello oty ®ropeviia
(V99). Kat ot 800 avtég nuideg éxovv anodobel oe ep-
yaotijpto g Arydmtou kat xpovoroyndel otov mpdipo
60 atdva. Enfong, oty muéida g Baituépne to pa-
Eldpt tov avaxAivrpov émov keitat o [Tooeddvag(;) a-
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nod{detat pe Aentd kdvvafo amnd ylaotl ypappés, 6mmg
avtég anavtd ota padirdpa tev Bpédvev tev ddo mpo-
OOTOTIO|TEDV.

A&oonpeinteg TEXVOTPOTILKEG OPOLGTNTEG PTTOPOLY
va dramotedoby petald tov Kteviol pag kat prag opd-
dag muéidwv and erepaviédovto, otg onoieg ta mpod-
owna anodidovrar pe avdroya adpd yapaktnplotikd
Kat ovvortikd mAdotpo. Ot guotoyvepikol témot Ppi-
okovv évtoveg avaloyiec: ta kepdAla amodidovrat emi-
oG TeETpaymviopéva kat pe kovtd pétomna, xovopoet-
defc poteg kar pdtia mov dnAdvovial pévo pe amiéc
ypappéc ya ta Prépapa —ovyxvd pévo ta mdve— kat
katd kavéva pe pakdoynpueg mpoeLox€c yra tovg Poi-
Bovc. EmmAéov, to avdyAvgpo kat ota épya avtd efvat
TOAL xapnAd kat auvdudletar pe Babiéc xapdeig: di-
VETAL 1] VIVTIWOT Slod1doTatey popeav, Tpdyelpa ka-
tepyacpévav arrd pe Lonpdmra kat ek@paotiky 60-
vapn. Ipéketrtar yia noideg pe v Avdotaon tov
Aagdpov, avty oto Rheinisches Landesmuseum g
Bévwng (V194)® kat exeivn ot Zviroyr Kofler-Tru-
niger ™ Aovképvne (V197, apyikd oty ZvAroyr Da-
guerre), kat yla dAAec pe mapaotdoeig Bavpdtov tov
Kuvpiov, mov Ppiokoviat ota Kpatkd Movoeia tov Be-
poAivou (V195) kat oo Movoeio Cluny tov ITapiotod
(V196) (eik. 9).”° Tovrdytotov ot téooeplg avtég mo-
&idec pmopotv va BewpnBoiv mpoiévta tov (dov ep-
yaompiov ¢ Arydntov, ov poavayyéAiovy ta te-
Kvotpomikd pedpata tov 7ov atvva.” Evidneon mpo-
KaAel 1o yeyovoc 4Tt ta teXvoTpoTikd Xapaktplotikd
nov patog Otékpve o E. Capps mpv and mepimov 75
xpévia ya ta epyactipra te AdeEdvdperag anavrotv
1600 ot mapandve muEidec oo kat 0to Ktévi tov
Movoeiov Mnevdkn.”” Etot, ot teyvotpomkéc avaro-
yieg avdpeoa og avtd kat o eEAe@aviootéva £pya tov
Gov ardva and v Afyurto, ovvyopotv otnv mbavi
XpOvoAGynot| tov oto B’ piod tov ardva avtov. Qoté-
00, Ba mpémnet va exgpactodv em@urdEels yia ) didp-
KELA TNC EPPAVIONG TV TIapanmdve TeyvoTpoTKOY Td-
otwv ota eAgpaviootd, T ouypy mov eAdyota and
avtd pmopotv va xpovoroynBoiv pe oyetky akpifera
kat va anodobotv o€ ovykekptpéva epyaotipla.

Aev vopile dpac 6t pmopotv va dratvnwboidv apgpi-
BoAiec yia v mpoérevon tov kteviod. [Mapbéio mov
anoteArel mpoidy ayopds and apyaonwieio, 1600 ot
EIKOVOYPAPIKEG AETITOPEPELEG GO0 KAl Ol TEYVOTPOTIL-
K€G ovyyéveleg, mov avaAilOnkav mapandve, ovviyo-
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pobv oty Pdoun vnébeon 6t purotexvinike oty
naratoyplotiaviky Afyvrro.” Oupilew pdévo tov mup-
06 mov kpatd n mpoownomoinon e Kevotaviivoi-
TOANG, 0 omolog anavtd oxeddv (drog oty Tuéida tov
Wiesbaden (V105) pe v mpooomnonoinon tov Nei-
AOU, €VH 0 OOUATIKGS KAl O PUOLOYVOHIKIS TUTIOC TOV
popeav kat o tpémog anddoong tev éEepywv ophar-
UOV Kat g ypapptkrc mruyoioyiag amavrody mavo-
powdtunia o€ €pya and eAe@aviddovio mov £X0uV ouv-
debel pe epyaotipra g komukig Aryémrov. EEdov,
éva Bpadopa and 1o ndpa ootéivng muEidag —mov Ppé-
Onke otv Alelavdpela péoa oty enixoon dopatiov
otkiag kat ov Ba propovoe va ypovoroynBei otov 6o
N tov 70 aidva— dtacdlel ) popet| tov Atovidoou, 1)
omofa mapovotdlet daitepeg OPOLOTNTES HE TIG TIPO-
oOTOTOoElS Tov Kteviod touv Movoeglov Mnevdkn:
10 pdowno eival enlong teTpdymvo, Ta pdtia pe evie-
Addg avdroyoug £Eepyoug BoAPotc, to odpa pe tig (Sieg
0yedév avaroyieg, 1 anédoon twv pudv énec akpPag
oy mepimtoon e Pounc.” Kat ot ovyyéveteg avtég
amofaivouv moAbtipeg, ytati to ovykekptpévo edpnua
éxel ovoyetiotel pe oepd evdeifewv mov vIOdELKVU-
ovv v Vrapén epyaotpiov katepyaoiag ootod kat
ehepavrootol oty AkeEdvdpera. Tpdypatt, 6mog kat
ot Popn,” peydin oelpd anoppippdtov kat npiepyov
avikelpévov and ootd kat erepavrédovio, mov pIo-
potv va ypovoroynBoilv and tov 50 ém¢ tov 70 atdva,
paptupoty v akpy eEedikevpévav epyactnpiov oto
Kévipo ¢ malatoyplotiavikiic AleEdvdpetag, kovtd
oe dnudota otkodoprjpata, oe SpGPOLS PE KATAOTHpA-
Ta Kat o€ voideg katotkiov.

To moivtedéc LAIKS Kkat 1) elkovoypagpia tov tapa-
0TdoE®V TOL KTEVIOU TTOL pag anacyOAnoe, mapamné-
UTIOLY O€ TIPOIGVTA EMAPYLAKOV epyactnpiov, ouyke-
kppéva exelvov g Are€davdpetag. Exel Oa pmopod-
oav va avuypdgovtat mpétuma and Ty Tpontedou-
0a g avtokpatopiag, e TPOPavy] OKOTO TNV 1KAvo-
mo{non mpaKTkey kat atscdnukdv avaykdv avétepov
KUKA®V NG peyarobnoine. H vnéBeon dtu to kréwt
tov Movoeiov Mnevdkn amoteiotoe e1dkf mapayye-
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AMa yia kdmotov efdoug ddpo éxet 1161 datvnwbel and

myv aglpvnotn Mnotpa,”

eved apketd ktévia —tdai-
tepa boa eival kataokevaopéva and moAvtipa vAtkd
1 éxovv o mpooeypévn kataokevij— Bewpolvtat ya-
pira ddpa, katd t M.-H. Rutschowskaya.”” Kat ot
d%o avtég vnobBéoelg dev pmopotv va emPePaiwboiv
ya to ktévt. Ta gpotipata mov mpokdntovy and v
napandveo avdivor eivar av mpdketrtat yla aviikeipe-
vo kaOnpepwvig xprione pe 61dkoopo oL AviKeL 0TV
en{onun téxvn, ota insignia TG TOAMTIKNG Y| kat TG
otpatotkis eEovoiag, § av mpdkettat yia dnuotp-
YNRa ov AKEL TV Kataywyyj tov and kdmoto onpai-
VOV TIPOTUTIO TG AUTOKPATOPLKTG eLikovoypapiag, xm-
pic ®otéo0 va éxel to do kavévav téaitepo ovpPo-
Aopd yua tov xprjoty tou. Amavtioeic Ba pmopodoav
{oog va doBobv, epdoov fjtav yvwotd ekeiva ta otot-
yela e apyatoroyikiic ovvdgetag tov kteviot mov Da
vnodeikvoav to e{dog tov Ydpou dnov anokarB@TNKe.
H bnapén kéxkwv ydpatoc avapeoa ota Aemtd dévua
TG MLAg oTevic TAgupdg touv ouvnyopel oty vdle-
on 6u Ppébnke oe avaokagy] (Aabpaia v pn, dyvooto)
mov dtevepyfOnke oty Atyurrro. Ildvtwg, n avebdpeon
evog mivaka pe v mapdotaon mg Toxme me Kov-
otavivounoing péoa oe otkia oto Edfu mg Ave Ar-
yumrov, paptupel 6t anetkovioelg tétotov eldoug mpo-
ownonotjoewv eviote anavtotoav kat oe meptPdiro-
via Oyt pévo avdtepev kdkiov arrd kat mepBopra-
KOV Opddmv, £KT6¢ peydAmv OV Kal 0€ TPOYOPY)-
pévn kdnog emoyy, oto a’ pod tov 7ov atdva.” Emo-
pévag, kde vndBeorn oyeuxd pe to onpelo arn’ dmov
Oa HAbe oo g to KTéVt Tov Movoeiov Mmevdkn ei-
vat mpog to napdv adbvaty. H alobnorj pov eivar 6u
Oa pmopotioe va ftav ktéplopa oe TAQo KATOLOL ETIL-
gavotg mpoodmov g Kovaviag g Atydntov kat et-
Oed g Ahelavdperag, arldd avtd efvat pa vrdbeon
TIOL TIPOG To TTapdv dev propei va emPePatwmbel.

Iodvvng A. Bapaive

Bulavtivordyog
e-mail: yannisvaralis@hotmail.com
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YANNIS D. VARALIS

An ivory comb with the personifications of Rome and Constantinople

The Benaki Museum comb (inv. no. 10287) was ac-
quired in 1925 from the Paris dealers Daguerre, with
a stated provenance of Egypt. It belongs to the type of
compact combs and has engraved decoration in low re-
lief. On one side is a depiction of the goddess Roma en-
throned under a ciborium with spirally fluted columns,
wearing a helmet and with a spear in her right hand and
an orb in her left. On the other side is the personification
of the Tyche of Constantinople, also enthroned under
a ciborium, wearing a sleeved chiton and himation. On
her head she has a turreted diadem and a peplos which
reaches down to her shoulders. She holds a torch in her
right hand and a cornucopia in her left. Both thrones
have a tall back, a cushion on the seat and a footstool.
Though made of ivory, the comb displays the typical
features of wooden Coptic combs. All have a rectan-gu-
lar form and a compact shape, with a few thick teeth on
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one of the two narrow sides and numerous thin teeth on
the other. In shape it bears a great resemblance to two
combs found in excavations in Egypt —one made of ivory
and the other of wood— though these are very different
stylistically.

The presence of the goddess Roma and the Tyche of
Constantinople make the Benaki Museum comb unique
of its type. The portrayal of Roma has adopted icono-
graphic features dating from the late 4th or early 5th
century, but certain details, such as the ciborium with its
baldachin, are found in works of the mid-6th century.
The Tyche of Constantinople has specific symbols repre-
sentative of her role as protectress of the new capital. She
wears a turreted crown which has its origin in Hellenistic
and early Roman portrayals of the goddess Cybele, but
is also found in representations of Constantinople from
the early 6th century. The depictions of Roma and Con-
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stantinople thus follow models from earliest Christian
times, but the closest iconographic parallels are to be
found in the 6th century, when the established forms
survived only in the provinces, and appear to have been
abandoned by the workshops of Constantinople.

The allegorical depictions of the two capitals follow
models of imperial iconography and no doubt symbolise
the prosperity guaranteed in the east and the west by the
central state authority and its legitimate representatives
in the provinces. An example of these portrayals may
perhaps have provided the model for the personifications
of the two capitals in the diptych in the Kunsthistorisches
Museum in Vienna, produced centuries later and under
special cultural conditions.

An analysis of the stylistic features of the representa-
tions on the comb suggests a cautious dating to the
second half of the 6th century. An identical treatment of
the facial types, also engraved in low relief, is found in a
group of ivory pyxides attributed to Egyptian workshops
and dated to the second half of the 6th century.

Both iconography and style accord with the probability
of the comb having being produced in Egypt. Moreover
a fragment of the lid of a bone pyxis, found on the floor
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of a house in Alexandria and datable to the 6th or 7th
century, shows a figure of Dionysos with remarkable sim-
ilarities to the portraits on the comb. These resemblances
are especially valuable as the object has been associated
with a large group of bone and ivory shards and unfi-
nished works which display the skill of such workshops
in Alexandria at their peak.

One of the most important questions concerning the
comb, whether it was an object of daily use with orna-
mentation inspired by the insignia of imperial iconogra-
phy or a work of art with no special symbolism for its
user cannot be answered in the absence of archacological
evidence. The presence of earth between the narrow teeth
of the comb merely confirms that it was found in an exca-
vation. The discovery of a painting with a representation
of the Tyche of Constantinople in a house in Edfu in Up-
per Egypt indicates that such personified portrayals are
sometimes found even in marginal areas, outside the great
cities and at a late date, the first half of the 7th century.
The Benaki Museum comb could have been a funeral of-
fering at the grave of a distinguished member of Egyptian
society, more specifically from Alexandria, but this is a
theory which cannot be confirmed at the present time.
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GEORGE TOLIAS

“Erudite pleasures”.
Two portable painted maps in Greek collections

THE BENAKI MUSEUM map collection contains a large
painted map of Greece; a smaller map of Corfu, similar
in technique and aesthetic, recently came to light in the
Kyriazopoulos Collection in Thessaloniki.' Both maps
are painted in tempera on wood and are unsigned and
undated. These two maps form the subject of this paper,
which attempts to trace their models and the cultural
ambience that engendered them, and to examine the
origins and functions of this type of map production.

Origins and developments

The 15th and 16th centuries were a key period in the
history of cartography. During this time the output of
maps increased radically, cartographic applications and
practices proliferated, and the display of maps in both
private and public spaces became a common practice,
serving a wide range of purposes. The situation was a
complex one, as this voluminous map production was
both the outcome of a long established tradition and a
field of experimentation for certain basic issues of the
emergent modernity.

15th and 16th century maps are products and initia-
tors of the new scientific spirit, as they tend to be tools
for the understanding and the administration of space.’
At the same time they retain their links with the medi-
eval heritage: early maps are largely dependent on the
texts they illustrate, both secular and sacred, serving
as visual memory banks and symbolic representations
of the Creation.” Throughout the 16th century print-
ing would gradually establish and impose the modern,
instrumental use of maps, without suspending their
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longstanding symbolic functions, which would remain
active until the mid-17th century. The constructive
tension between tradition and renovation, apparent in
all early map making, is most prominent in the prac-
tices of painted map production.

Although all maps were manuscript until the invention
of printing, the techniques which they adopted followed
parallel but not identical paths to those of painting. Me-
dieval maps were drawn on parchment and, as Patrick
Gautier Dalché points out, we have no evidence to sup-
port the existence of maps painted on wood before the
early modern period.*

Little by little, portolan charts achieved autonomy
from navigational textbooks’ and mappaemundi,® the
medieval maps of the world, were liberated from the
theological, cosmological and historical texts which they
had until then accompanied and illustrated. The interde-
pendence between map and text is indicated by the early
terminology: the terms “portolano” and “mappaemundi”
were used to designate both visual representations and
narrative descriptions.

A turning point in the history of western European
map literacy occurs when the map becomes independ-
ent of the text, a discrete, distinct artefact. The pro-
duction of independent painted maps is linked to the
tradition of book illustration. Maps and map-like topo-
graphical images were originally conceived as supple-
mentary tools for reading and understanding the texts
which they were summarizing and illustrating.

This process was strengthened by developments in
traditional topographical and cosmographic miniature
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painting. From as early as the end of the 14th century
the illustration of manuscripts of a religious, geographi-
cal, historical or encyclopaedic nature tended towards a
‘cartographic’ treatment of subject matter dealing with
the depiction of space.” Examples are numerous and
a systematic examination would reveal continuities,
breaks and landmarks on the path towards cartographic
representation in the modern meaning of the term.*

The earliest maps followed the techniques of mini-
ature painting and were intended for use with books, as
illustrations. The map was an integral part of the book,
and was housed and consulted in a library and kept on a
shelf or, in the case of the nautical map, in a special cy-
lindrical container. Conversely, autonomous mappae-
mundi present an interesting situation, as some were
independently displayed in public places. They adopted
for this purpose the techniques of stained glass, mosaics
or even reliefs, but normally those of mural painting (a/
fresco or secco),” and they became the most direct ances-
tors of the Renaissance painted map."

Painted maps form a specific category of artefact which
has not so far been examined in the context of the history
of cartography or of art. However certain aspects of the
production of painted maps —the most spectacular— have
been systematically studied, particularly in recent years.
We therefore have a relatively clear picture of the large-
scale programmes of cartographic decoration in palaces
of Florence, Venice and the Vatican, as well as of certain
important villas and monasteries in Renaissance Italy."

The practice of cartographic wall painting lasted
for a relatively long period. It covers the whole of the
early modern era (mid-15th - mid-17th century) and
cross-fertilises with the tradition of mural mappaemu-
ndi, especially in its earliest phase.”” These maps were
normally used to decorate public spaces or the private
spaces of public figures, the formal or informal centres of
spiritual and temporal power. Their display had a sym-
bolic, indeed a political character, while at the same time
it fulfilled a wide range of cognitive and aesthetic func-
tions. The use of cartography and broader cosmographic
iconography as a subject of interior and exterior decora-
tion had already been established by the early 16th cen-
tury: in a text of 1510 describing the ideal residence of a
cardinal, Paolo Cortesi states that it should be decorated
with maps and representations of the strangest and most
unusual works of nature. These pictures are a source of
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intense “erudite pleasure” which whets the mind and sets
its stamp on the intellect.”

Gradually, from the mid-16th century onwards, this
public cartography of prestige was articulated in wider
thematic cycles covering specially constructed halls:
painted maps became associated with maps of the heaven
and the constellations, with allegorical images of pagan
or Christian cosmology and with a rich encyclopaedic
iconography of subjects from natural history. Impres-
sive halls were thus created, which were at the same time
theatres of memory and spaces of meditation.'

These phantasmagorical halls would reach their zenith
(the period of their greatest currency) in the years 1565-
1585. Cosmographic halls might be seen as a stage in the
progression towards the atlas, in other words as one ex-
pression of the long maturation of the conventions which
allow the world to be represented in a series of uniform
cartographic images.”” However this evolutionary inter-
pretation is not completely valid as these concepts, albeit
collections of maps in serial form, present a number of
particular distortions of the conventions defining the
way the world is perceived. In conventional cartography
the mapreader is placed in a conceptual position outside
and above natural space, as the representation is a two-
dimensional image, transforming spherical reality into a
plane surface. Cosmographic galleries, by contrast, place
the viewer within a three-dimensional representation of
space, transform the convex surface of the earth into a
concave and express the globalising vision of Renaissance
cosmographic thought.

The platonic idea of the existence of a single truth
—unique, spherical and at the same time accessible to
the human mind- is one of the central preoccupations
of the era. In the cosmographic galleries, maps were
perceived by the Renaissance elites as instruments of
meditation, an idea to which the contemporary climate
of Mannerism and the allegorical aesthetic of the szu-
dioli unquestionably contributed.

Portable painted maps existed prior to cosmographic
halls, and in a way formed their ancestry. Their pro-
duction continued during the vogue of cosmographi-
cal halls, of which they represent the most private and
modest version. Maps executed in techniques drawn
from painting, usually in tempera on wood but later
in oil on canvas, appear at the beginning of the 15th
century. They emerge from the tradition of miniature
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Fig. 1. Egnazio Danti and Stefano Buonsignori, the Guardaroba Medicea. Florence, Palazzo Vecchio

(photo: A. Scognamillo).

illustration and display affinities with the early painted
terrestrial and celestial globes, whose origins coincide
with that of painted maps” and which are similarly
autonomous objects, freed from narrative traditions
and the world of books. The production of portable
painted maps gathered strength during the 15th and
16th centuries, in spite of the fact that from a certain
point onwards printing would permit the dissemination
of a standardised, reliable and less costly product.

Lacking the monumental magnificence of cosmo-
graphic galleries, portable painted maps such as the two
mentioned here failed to attract the interest of contem-
poraries. Furthermore, as they were frequently removed
from their original location, most have not resisted the
passage of time. Nonetheless the ownership and display
of portable painted maps seems to have acquired signifi-
cant dimensions.

We find in Venice a number of references to port-
able painted maps. Around 1443 Antonio Leonardi
executed two maps for the Doge’s Palace (one a map of
the world and the other of Italy), which were destroyed
by fire forty years later.”” In 1531 the cosmographer Do-
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menico Zorzi, a Greek from Methoni, painted a world
map for the Sala del Collegio and between 1535 and
1544 he executed for the Chapel of the Senate maps of
the regions of Palestine and Greece where events in the
New Testament took place. In 1574 these were also de-
stroyed by fire.?” The same fate befell the maps painted
by Giacomo Gastaldi in the Doge’s Palace.

Painted maps with varied subject matter, though
mainly of the earth and the heavens, appear to have
adorned not only the Doge’s Palace but also the man-
sions of the nobility, church leaders and intellectuals,
while cheaper printed maps were used in the dwellings
of people of limited education and means, and even of
simple craftsmen.”’ Recent studies of the ownership and
display of maps in Venice have brought to light many
cases where aristocrats, clerics and bourgeois used globes
and maps to decorate the entrance halls, salons and stud-
ies of their houses in the 16th and early 17th centuries.”

Information as to the ownership of portable painted
maps can be derived from the records of the moveable
property of rulers and officials both temporal and spir-
itual. We know that twentyone maps, now lost —most
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Fig. 2. Anonymous, painted portable map of Greece. Athens, Benaki Museum 33115 (photo: M. Skiadaressis).
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of which are stated as being painted— were recorded
in the inventories of Lorenzo de Medici in 1512.%
Painted maps are also referred to in property registers
of Venetians of various social levels, such as the mini-
ature painter Gasparo Segezzi, the collector Girolamo
Gualdo, Bishop Leonardo Mocenigo and the judge
Ludovico Usper.” Ownership and display of painted
maps was a practice adopted in smaller Italian cities
and also abroad, generally by those at the top of the
social ladder: they are thus found in the collections of
the Gonzagas, the rulers of Mantua, and in those of
Isabella d’Este in Modena, as well as in the property
registers of the kings of England, France and Hungary.”
In the British Isles painted maps were used to embellish
temporary constructions for hosting diplomatic or royal
festivities,” and together with mosaic, gobelin or col-
oured printed maps they were displayed in public and
private buildings in Amsterdam in the late 16th and the
early 17th century.”

The map of Greece

The map of Greece in the Benaki Museum (inv. no.
33115) (fig. 2) is unsigned and undated. It is painted in
tempera on wood (dimensions 110 x 88 c¢m) and was
donated to the Museum by H. Kecveis-Tobler in 1997.
The map was published in the catalogue of the exhibi-
tion Greek Venice, Venetian Greece® and in the Muse-
um’s recent publication, Greece at the Benaki Museum.

It is closely related to the map of Greece executed by
the Dominican cosmographer Stefano Buonsignori in
1585 (fig. 3)” for the Guardaroba Medicea in Florence
(fig. 1). The cartographical execution and the toponomy
of the two works are closely connected, the dimensions
are identical, the colouring and the lettering similar.

The Guardaroba in the Palazzo Vecchio in Florence,
known as the “Sala del Mappamondo” after the colossal
terrestrial globe made for it by Egnazio Danti which can
still be found there,” is the earliest cosmographical map
gallery and at the same time an organised collection of
natural curiosities, historical tokens and art objects, a
cabinet of curiosities or Wunderkammer, one of the first
of its kind.” The concept of the gallery aimed at trans-
forming the prince’s former Treasury, together with
part of his archacological collection, into an area of
universal knowledge, Cosmo de Medici’s private space
for contemplation and meditation.
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We owe to Giorgio Vasari a detailed description of the
concept and aims of the venture:* the treasures of the
Medici’s princely collections were to be kept in cabinets
with maps painted on the door panels. Celestial and
terrestrial maps would be painted on the vault with the
constellations all around. Between the constellations
and the maps on the cabinets 300 portraits of celebrated
figures from the previous five centuries would be dis-
played, together with original busts of men of antiquity
who ruled over the regions depicted in the maps. Sur-
rounding the maps would be the fauna and flora native
to those areas. The famous astronomical clock which
Lorenzo della Volpaia created for Lorenzo the Magnifi-
cent, showing the daily movement of the planets, was
to be suspended in mid-air with special machinery. The
hall was also to contain two globes by Egnazio Danti,
one terrestrial and one celestial, of which only the first
was completed. A system of references inscribed on the
globes would have linked them with the territories and
the constellations depicted in the hall. The supervi-
sion of the work was undertaken successively by the
Dominican cosmographers Egnazio Danti and Stefano
Buonsignori between 1563 and 1586.

Vasari sees in this invenzione a cosmographic device
with an encyclopaedic application: “7his fanciful inven-
tion came from Duke Cosimo, who wished to pur rogether
once and for all these things both of heaven and of earth,
absolutely exact and without errors, so that it might be pos-
sible to see and measure them separately and all rogether,
according to the pleasure of those who delight in this most
beautiful profession and study it > However the cosmo-
graphic ‘theatre’ conceived by Cosmo de Medici was also
to be perceived as a historical fantasy. The Guardaroba
was not completed during the lifetimes of Cosimo or his
successor Francesco, and when the new Grand Duke of
Tuscany, Ferdinando di Medici, sought information as
to his predecessors” projects in hand, Antonio Lupicini,
a mathematician and engineer involved in the revision
of the calendar, described the Guardaroba as a hall of il-
lusions aimed at interpreting history on a cosmographic
basis.*

The differences between the two maps are few but
significant: they consist mainly of variances in the cal-
culation of the meridians, the absence of rhumb-lines
in the Benaki map, differences in the place-names, the
shape and decoration of the cartouche and the addition
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Fig. 3. Stefano Buonsignori, painted map of Greece, 1585. Florence, Palazzo Vecchio, Guardaroba Medicea

(photo: A. Scognamillo).
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on the Benaki map of a decorative scene in the lower
part of the work.

The divergence in the calculation of the meridians
need not necessarily have been an error on the part
of the maker of the Benaki map. Cartographers of the
15th and 16th centuries, and especially those who drew
maps for Prolemy’s Geographia, vacillated as to whether
Corfu was traversed by the 44th, 45th or 46th merid-
ian.” The anonymous maker of the Benaki map agrees
with Stefano Buonsignori on the geographical longti-
tude of Constantinople (56th south), but alters that of
Corfu from 44th to 46th.

More important is the fact that the Benaki map does
not contain the network of rhumb-lines of the Florentine
map. This network constitutes a chartmaking tradition,
the basic canvas on which a portolan chart is drawn. The
rhumb-lines are notional lines based on the subdivisions
of the magnetic compass, which correspond in empirical
fashion to the possible directions of the winds, and thus
to the routes available to sailing ships. The lines have no
connection with loxodromes, which were implemented
from the early 17th century and are still used in maritime
cartography today. It was on this grid that the chart-
maker set up his map, calculated distances and sketched
islands and coastlines. The same function was performed
by the network of parallels and meridians, which defined
in mathematical fashion the location of the various areas
on the map and their relationship to cach other on the
basis of the coordinates of geographical longtitude and
latitude. *

The maps in the Guardaroba Medicea, whether de-
signed by Egnazio Danti or by Stefano Buonsignori, make
full use of both these methods. The reason is revealed to
us by Giorgio Vasari: the Guardaroba was to contain
paintings “afier the manner of miniatures [of] the Tables
of Prolemy, all measured with perfect accuracy and corrected
after the most recent authorities, with exact charts of naviga-
tion and their scales for measuring and degrees, done with
supreme diligence’.” Both Egnazio Danti, who worked
on the Guardaroba for twelve years (1563-1575) and was
responsible for 30 maps, and his successor, Stefano Buon-
signori, who painted nineteen maps over the course of ten
years (1576-1586),” made general, though not wholly
systematic, use of this mixed system of cartography which
combines maritime with Ptolemaic techniques.

This trend of ‘modernising’ Ptolemaic maps, and at the
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Fig. 4. Giacomo Gastaldi, detail from the printed coloured

map of south-eastern Europe. Venice 1560. Athens,
M. Samourka Collection (photo: A. Smaragdis).
Fig. 5. Georgios Sideris, portolan chart of south-eastern
Europe, 1537. Venice, Biblioteca Nazionale Marciana, 5223
(photo: Foto Toso).
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Fig. 6. Stefano Buonsignori, the Medici coat of arms from
the painted map of Spain, 1577-1581, detail. Florence,
Palazzo Vecchio, Guardaroba Medicea (photo: A.
Scognamillo).

same time of integrating empirical maritime cartography
into a mathematical framework, is apparent from the
early 16th century, with the addition of revised maps to
editions of the Geographia, and the incorporation of em-
pirical data within the mathematical system of Ptolemaic
coordinates.” The Florentine map of Greece thus in-
cludes elements from the two traditions. It has affinities
with the modern, updated ‘Ptolemaic’ maps which were
added to editions of the Geographia from 1513 onwards,
and in particular with the maps of Greece executed by
Giacomo Gastaldi between 1548 and 1560 (fig. 4). In
the outline of the Greek peninsula and the islands Gast-
aldi’s maps are clearly influenced by the portolan charts
produced in Venetian workshops, especially those of
Battista Agnese and his successors in the tradition, such
as Giorgios Sideris (fig. 5). The treatment of Crete raises
questions as to its model, however, as the outline of the
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Fig. 7. Anonymous, the Medici coat of arms from the

portable painted map of Greece, detail. Athens, Benaki
Museum, 33115 (photo: M. Skiadaressis).

island, although remaining within the general prescrip-
tions of Prolemaic cartography, does not correlate with
other representations of the island.”

The differences in geographical data lie in the place-
names and the treatment of relief. The toponomy of
the Florentine map is much richer, while, conversely,
the Benaki map shows the relief more fully and in
greater detail. There are also other variances, such as the
treatment of the island of Santorini, which is curiously
missing from the Florentine map, even though it shows
Christiani, one of a group of small rocky islets 10 miles
south-west of Akrotiri. The maker of the Benaki map
tries to correct the omission, substituting “Tera” (San-
torini) for the island of Dia to the north of Herakleion,
and adding a depiction of the Caldera volcano.”

As for differences of detail, the Benaki map treats
Greece and Asia Minor identically (the latter is sketchi-
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Fig. 8. Detail on the lower right side of the painted portable
map of Greece. Athens, Benaki Museum 33115 (photo: M.
Skiadaressis).

Fig. 9. [Egnazio Danti?], decorative motif on the lower
right side of the painted map of Basilicata, 1579-1581.
Vatican, Galleria delle Carte Geografiche (photo: Braziller
Publications).
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ly depicted in the Guardaroba) and contains a variation
in the cartouche. Absent are the mourning, allegorical
figure of occupied Greece and her attendant with the
extinguished torch. The historical description of Greece
is placed within a golden ring, while the decoration of
the Medici coat of arms reproduces that in the map of
Spain in the same Gallery (figs 6, 7), also the work of
Stefano Buonsignori. This provides a link between the
Benaki map of Greece and the overall cycle of carto-
graphic works in the Guardaroba, a point to which we
shall return. Small, superficial differences can also be
observed in the text within the cartouche. The most sig-
nificant is the omission in the Benaki map of the con-
cluding reference to the change from the ancient to the
modern Greek place-names, an omission which may be
explained by the smaller dimensions of the cartouche.”
The Benaki map also adds ships, sea creatures and
waves, especially in the lower right section of the map,
where there is also a representation of the African
coastal landscape, with two bedouins and their pack-ass
resting beside a palm tree and gazing towards Greece
(fig. 8). This is a significant addition, as it alters the
balance and the aesthetic of the work: the lower part of
the map, with the observers on the shore and the coastal
landscape, creates a primary area of realism above which
the map itself ‘hangs” suspended. This distinctive treat-
ment differentiates the Benaki map from those of the
Florentine cycle, while providing a link with another
contemporary painted map cycle supervised by Egnazio
Danti: the Galleria delle Carte Geografiche in the Vati-
can, to be discussed later in this article. Certain maps
of the cycle display a similar visual treatment, which
divides the map into two representational levels —the
first realistic and the second cartographic (e.g. the map
of Basilicata, fig. 9).
The maps in the Guardaroba, the first attempt at
a construction of a map gallery, were actually portable
painted maps which formed a series through being ex-
ecuted on the doors of a group of cabinets. The unsys-
tematic arrangement of the maps from the geographical
point of view, and the fact that two separate maps of
Asia Minor can still be found in the Guardaroba, indi-
cate the experimental nature of the enterprise and per-
mit the speculation that more maps of the same areas
were executed. It is therefore not entirely impossible
that the Benaki map comes directly from the map cycle
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Fig. 10. Anonymous, painted portable map of Corfu.

Thessaloniki, Kyriazopoulos Collection

(photo: K. Manolis).

in the Guardaroba, in other words that it is an original,
duplicated work. This hypothesis is strengthened by the
high artistic and cartographic quality of the Greek map,
the similarity of the lettering in the inscriptions, and the
identical dimensions of the two works.

But even if the Benaki map is a faithful reproduc-
tion of that of Buonsignori, the time-consuming work
of copying must have been carried out in situ with the
consent, if not at the request of the Grand Duke of
Tuscany, as the Guardaroba is situated at the heart of
the palace near the ruler’s private apartments. In this
case it must have been a reproduction, intended as a
gift from the Grand Duke to a distinguished visitor
to the Guardaroba who had strong ties with Greece
—possibly a Venetian— or to a prominent figure with
humanistic interests. The case is strengthened by the
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Fig. 11. [Egnazio Danti?], painted map of Corfu. Vatican,
Galleria delle Carte Geografiche
(photo: Braziller Publications).

presence of the Medici coat of arms on the Benaki map.
In this situation the circumstances and the procedure of
reproducing the map may even have left some trace in
the local archives.

The map of Corfu
The map of Corfu in the Kyriazopoulos Collec-
tion (fig. 10) is also unsigned and undated. It is badly
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Fig. 12. [Egnazio Danti?], Galleria delle Carte Geografiche, 1579-1581. Vatican (photo: Braziller Publications).

damaged, especially on its side edges, an indication of
varied adventures and travels. It is painted in tempera
on wood, 35.7 x 38 cm in dimensions. It is related to
the wall map of Corfu in the Galleria delle Carte Ge-
ografiche in the Vatican (figs 11, 12).

The Galleria was constructed between 1579 and 1581
and is the second and better preserved of the two large-
scale cartographic programmes in the Holy See.” The
first map cycle is in the Terza Loggia, and was begun
earlier than the Galleria, in 1560, although the decora-
tion was completed in 1585, after that of the Galleria.
The Terza Loggia cycle was constructed and decorated
by anonymous artists and consists of a group of historical
maps and religious pictures, which illustrate the sacred
cosmogony from the creation of the world up until the
spread of the Christian faith.* Egnazio Danti, cosmogra-
pher to Pope Gregory XIII from 1580 onwards, played
the leading role in the execution of both cycles.”
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The Galleria delle Carte Geografiche is a covered
peristyle 120 metres long which joins the old Vatican
palace to the Belvedere. It was constructed and decorat-
ed by Pope Gregory XIII and contains 32 monumental
regional maps of Italy and its islands (each 3.3 x 4.25
m.) and eight smaller maps of cities and lesser islands,
in groups of four at either end of the gallery, while on
the ceiling are 75 scenes from religious history. These
monochrome scenes depict episodes from the lives of
Catholic saints and important miracles connected with
Italy, from the time of St Peter down to the mid-16th
century.

The iconography and cartographic programme of
the Galleria is explained by the inscription: “Zzaly, the
noblest region in the entire world: just as the Apennines di-
vide it in two parts naturally, so here the whole of the coun-
try is depicted on maps on either side of the Galleria. One
side is bounded by the Alps and the Adriatic Sea, and the
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Fig. 13. [Egnazio Danti?], the fortress of Corfu, detail from
the painted map of Corfu. Vatican, Galleria delle Carte
Geografiche (photo: Braziller Publications).

other by the Mediterranean. From the river Var to the fur-
thest territories of the Bruitii and the Salentines, with the
kingdoms, provinces, dominions and islands placed within
their borders as they exist today. The vault displays the pi-
ous deeds of holy men in correspondence with the places
where they occurred. So that the knowledge of facts and of
places should provide erudition as well as pleasure, Gregory
XIII, the Pontifex Maximus, desired this work, which was
begun and completed at his initiative, to be completed with
skill and splendour, not merely for himself, but for all the
Pontiffs of Rome, in the year of our Saviour 1581”.*

This is a concept which differs radically from that of
both the Terza Loggia and the Medici Guardaroba, as
well as the other Italian Renaissance map cycles.”” The
aim is no longer a comprehensive overall representation
of the world and the powers which govern it, temporal
and spiritual. The Council of Trent has just come to
its end and the Counter-Reformation is settling its
accounts with all those arts and sciences whose teach-
ing displayed undue faith in man and the powers of
the intellect. The ‘cosmography’ of the hall (to use the
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Fig. 14. Anonymous, the fortress at Corfu, detail from the

portable painted map of Corfu. Thessaloniki, Kyriazopoulos
Collection (photo: K. Manolis).

contemporary term) has been abolished. References to
the generative powers of the universe are absent, all
mention of the supernatural has been eliminated, even
among the angelic orders. The provinces of Italy, the
new Holy Land, are shown here as the vital space of the
Church —a strictly natural space, the theatre where the
righteous are continuously put to the test. The ‘practi-
cal use’ of maps goes beyond ‘erudition’ and ‘pleasure’
to the systematic association of the area with the life of
Christian saints. It should be noted that the decoration
of the Galleria delle Carte Geografiche has less a pub-
lic than a private function, as indicated by the limited
numbers of people visiting it and the fact that special
permission was required to do so.” The gallery was a
place for the Pope to walk in and take his daily exercise,
and the main addressees of the message were the pon-
tiffs who thus had access to a hagiological monumental
atlas of Italy which supported the territoriality of the
Roman Church.” :

The map of Corfu is one of the smallest (298 x 144
cm), and is located at the north-west end of the Gal-
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leria. It is one of a group of four which flank the north-
ern entrance of the Galleria, immortalising the events
which set a limit on the western expansion of the Otto-
man empire and thus established the boundaries of the
Christian world: on the left of the entrance and below
the map of Corfu is the Battle of Lepanto (1571) while
on the right is a map of Malta with below it a depiction
of the unsuccessful Ottoman siege of Valetta (1565).
The main subject of the wall painting is the Battle of
Lepanto, to which reference is made through both the
title (Classis Turcarum ad Crocyleium profligara) and the
majestic angel with the palm and the crown of laurel
celebrating the Christian victory.

The map of Corfu in the Kyriazopoulos Collection
is a smaller, simpler work, based on the Vatican map
without being a copy, and borrowing from it the geo-
graphical coordinates, the outline and the orientation
of the island, the vignette with the representation of the
town of Corfu (figs 13, 14), the standard compass rose
included in all the maps in the Gallery and the notably
graphic treatment of the sea encircling the island. The
differences, apart from ornamentation (it lacks the tri-
umphant angel), are mainly found in the orographic
relief and the colouring. The question of colouring
should not be overstated however, as the Vatican maps
were subjected to radical and repeated restoration, since
the technique used (a2 secco) was not at all durable.”
Differences can also be observed in the place names,
where the Kyriazopoulos mapmaker seems to be better
informed (e.g. using S. Spirido instead of S. Spirito,
Paliopoli for Pagiopoli).

As the Galleria was constructed and decorated over an
exceptionally short period,” the execution of the maps,
though the general responsibility of Egnazio Danti,”
was entrusted to a large team of artists who worked
on a communal basis.”” Danti’s role was a supervisory
one and his duties as Cosmographer to the Pope must
often have been limited to selecting the most appropri-
ate map to copy. The map of Corfu was accordingly
based on printed maps of the island which circulated
from Venetian printers between 1565 and 1575, and
in particular the map published by Giovanni Francesco
Camocio around 1571 (fig. 15). In both the Vatican
and the Kyriazopoulos map the island is depicted in
the conventional orientation with the north of the is-
land uppermost, and not with the south upwards, as
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Fig. 15. G. Fr. Camocio, coloured printed map of Corfu.

Venice, c. 1571. Paris, Bibliotheéque Nationale de France
(photo: Olkos Publications).

Camocio showed it and indeed as those sailing from
Venice would have encountered it. A comparison of the
works from the point of view of toponomy reveals a
fair number of additional place-names in the painted
maps, and suggests the existence of a now lost original
or an expert primary source of information available to
their makers.”

It is not impossible that the Kyriazopoulos map was
a sketch for the map in the Vatican gallery, but this
hypothesis, though attractive at first sight, is unlikely
in view of the very short timescale in which the project
was completed. In these circumstances the most prob-
able conclusion is that the map was reproduced in situ,
perhaps by a member of the team of artists involved
on the project, and very likely by the same person who
made the copy of the Benaki map.

There is an obvious connection between the Kyria-
zopoulos map and the large-scale map of Greece in the
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Benaki Museum, and also the series of works produced
by Egnazio Danti, Stefano Buonsignori and their associ-
ates and pupils in Florence and Rome. This is clear both
on the aesthetic level and in the style and the cartographic
execution. The similarities in the colouring, in the in-
scriptions and even the lettering of the place-names, in
decorative motifs —from the ships and sea-creatures to
the embellishments and compass roses taken from other
contemporary works in the same cycles— all suggest the
existence of a workshop specialising in the production of
painted maps which, as a sideline to the large-scale works
of ornamental cartography, also produced independent
portable works.” This initiative may have originated with
the artists employed in the map galleries themselves, and
been continued later by others after the galleries were
completed and the original artists dispersed elsewhere.
This output revived the earlier tradition of the owner-
ship and display of painted portable maps and responded
to the demands of the cultivated and prosperous Italian
elites of late 16th and 17th century Italy, who required
tokens of the magnificent cosmographic galleries of the
Vatican and Florence.

Uses and functions

Portable painted maps had a number of advantages
over manuscript maps and also the associated printed
product. By comparison with frescoed maps, painted
portable maps allow the artist greater scope for colour-
ing through the use of tempera and oil paint. They had
greater decorative possibilities than maps executed on
parchment, as portable maps could be displayed and
hung more easily. The ownership and display of port-
able painted maps also had an influence on the produc-
tion and usage of printed maps. The regular practice
of colouring printed maps aimed at creating objects
which resembled original painted maps. Moreover, in
the 16th and 17th centuries, inventories often contain
references to framed maps, or maps stuck to wood, a
practice whose object was to improve both display and
preservation of the printed article.

Portable painted maps present a further advantage
which should not be overlooked. As they are unique,
original works, easy to transport and to safeguard, it is
not difficult to guarantee the secrecy of any strategic in-
formation they contain. A typical example of this occurs
with the work of Cristoforo Sorte. In 1578 the Serenis-
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sima commissioned from this artist a large map of the
Venetian possessions on terra firma, which was to cover
a wall of the Senate Chamber approximately 4 x 11 m
in size. Those responsible for state security suddenly
realised that if the map was put on public display the
highly detailed information therein might be of great
benefit to would-be invaders, with fatal consequences
for the Republic. For this reason alterations were made
to the format and the execution of the work. The large-
scale mural was divided into six portable maps which
were treated as classified material and kept in specially
made cabinets, where they can still be seen today.”

If the mural map was intended for public display, the
portable painted map responds more to private needs.
It should however be noted that in the early modern era
the connotations of ‘public’ and ‘private’ were complex:
‘public use’ did not imply free access and, conversely,
‘private use’ usually meant unobstructed availability to
a wide circle of interested parties.

Painted portable maps were marketable commodi-
ties, continually liable to change of both ownership
and location. They were collected and displayed both
for scholarly purposes and as decoration for a private
area of study and meditation.”® Writing in 1531 in the
English counterpart of Machiavelli’'s 7he Prince and
Castiglione’s the Courtier, Sir Thomas Elyot declared:
“the pleasure... in one hour to behold those realms, cit-
ies, seas, rivers and mountains that unneth [scarcely] in
an old man’s life cannot be journeyed and pursued; what
incredible delight is taken in beholding the diversities of
people, beasts, fowls, fishes, trees fruits and herbs: to know
the sundry manners and conditions of people, and the va-
riety of their natures and that in a warm study or parlour,
without peril of the sea or danger of long and painful
Journeys: I cannot tell what more pleasure should happen
to a gentle wit than to behold in his house everything that
within all the world is contained”.” John Dee in a rare
text on the functions and uses of maps in the late 16th
century refers to the regular practice of exhibiting maps:
“... Of this Arte how great pleasure, and how manifolde
commodities do come unto us, daily and hourely: of most
men, is perceived. While, some, to beautifie their Halls,
Parlers, Chambers, Galeries, Studies, or Libraries with...
To conclude, some, for one purpose: and some, for an other,
liketh, loveth, getteth, and useth, Mappes, Chartes & Geo-
graphical Globes”
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The difference between cosmographic galleries and
the portable maps which they inspired is basically the
difference between the whole and the part: a portable
map of a region does not perform the same function as a
place of cosmographic illusion or of ecclesiastical theo-
logical strategy. Furthermore, a painted portable map,
which like a terrestrial globe is on permanent display,
functions differently from other cartographic material
which is collected, filed away and consulted as the oc-
casion demands. Such maps and globes were collected
and displayed by the contemporary cultured elites as
potent and fragmentary semiological bridges which lead
to the understanding of the natural world.”

Maps of the early modern era serve as images gener-
ated by contemporary art and science.” The Renais-
sance perceived ideas as tangible forms, cultivated the
iconology and the art of personification and believed
that the path to the revelation of the truth lay through
visual games, optical illusions, symbolic or allegorical
forms, signia and impresse.”

There is considerable evidence to confirm the view
that the central motive for the ownership and display of
maps during the Renaissance was linked with the com-
pilation, visualisation and organisation of knowledge.*
However the process was also an aesthetic one. The in-
terest of Renaissance intellectual communities in maps
seems to be based on an identification aesthetic pleasure
with intellectual activity. A large number of maps end-
ed up in collections (if they were not specifically made
for this purpose), the criterion being as much their ac-
curacy as their artistic value, their precious materials
and their meticulous workmanship.® The sumptuous
portolan atlases of the 16th and 17th centuries were
mainly directed towards antiquarians, bibliophiles and
collectors, when they were not commissioned directly

for some princely collection.*

Maps were included in
collections and Wunderkammer on account of their
aesthetic quality, their uniqueness or the eccentricity of
their materials.”

The Renaissance map is by its very nature both an in-
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strument of erudition and an object of aesthetic pleasure.
These two functions are interlinked in contemporary
theoretical writing, where maps were perceived as works
of art and instruments of learning. The dual identity of
these works —cognitive and at the same time aesthetic—
allows them to function as visual tools which make pos-
sible the link between the invisible and the visible, and
as works of art which permit the conversion of natural
creation into human invention and construction.®

As has been noted, “erudite pleasures” are ambigu-
ous.” The role of the ornamental map was both to
provide instruction to its users and, at the same time,
to endow them with prestige and gravitas. As scholarly
artefacts related to humanistic and antiquarian interests,
maps hint at historical and cosmographic knowledge,
cosmopolitanism and patriotism while, at the same
time, they may suggest the economic status of their
owner, his association with the colonial trade, and his
geographical and technological expertise.” In referring
to the systems of universal knowledge in the cosmo-
graphic galleries, painted portable maps suggested that
their owners had access to that elevated community of
intellectuals who had been raised up to the spheres of
absolute wisdom. The Christianisation of cosmography
in the late 16th century would attempt to check the
paganistic, omniscient use of the map and to revive in
modernised form its mediaeval function. Maps would
again become representations of the Creation and a
path to a fuller understanding of Holy Writ and sacred
tradition. However this may be, in both aspects of its
ideology (the dogmatic and the empirical), map owner-
ship and display aimed at suggesting that the owner was
in contact with the prominent political and intellectual
milieus who were endowed with an overall vision of the
world and with governance over it.

George Tolias

Institute for Neohellenic Research,

The National Hellenic Research Foundation
e-mail: gtolias@eie.gr
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On the Shoulders of Titan: Viewing the World of the Past in
Atlas Structure (doctoral thesis, Pennsylvania State Univer-
sity, Department of Geography, 1996); H. Elkhadem, La
naissance d’un concept: Le Theatrum Orbis Terrarum d” Or-
telius, Abraham Ortelius (1527-1598) cartographe et human-
iste ([Bruxelles-Anvers] 1998) 31-42; D. Woodward, Italian
composite atlases of the sixteenth century, in: J. A. Wolter, R.
E. Grim (eds), fmages of the World, The Atlas Through History
(Washington 1997) 51-70.

MOYZXZEIO MITENAKH



“Erudite pleasures”. Two portable painted maps in Greek collections

16. Cf. L. ]. Feinberg, From studio to studiolo. Florentine
draftsmanship under the first Grand Dukes (Oberlin 1991).

17. On terrestrial and celestial globes, E. Dekker, P. van
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Baronio (The Galleria delle Carte Geografiche at the Vatican
and the Roman Church’s views of the History of Christianity,
Renaissance Papers (1989) 33-34). Cf. Fiorani (n. 11).

53. Fiorani (n. 11) 128-30.

54. Ionium Mare, Plortjo Casopo, Clavo] S. Stefano,
Ifsola] Serpa, S. Mfaria] di Casopo, Clavo] S. Caterio, Plorto]
Caragol, Ifsole] Otone, Agrali Monte, Plort]o Sidari, Salvatore,
Clavo] Diodi, Slelve], Magulades, Valle di S. Stefano, Clavo]
Cesali, S. Pantaleone, Ifsola] di Vido, Ipso, Casali, Corfir, Con-
dilonisi, Assone, Plortjo di S. Sidero, Plort]o Guni, Plortjo S.
Nicolo, PlortJo Tomon, Potamos, S. Spirido, Crisida, S.Barbaro
fliume/, Cardachi fonte, Clastel] S. Angelo, Mole, M/on]te
Sfan/I 100, Necrotalassa, Paliopoli, Pin[ Ja fljuvis], Clavo]
S. Giorgio, Calichiopulo, Mlon]te S. Croce, Gardichi, Euippo
Plort]o, Mesoghie, Corinto, Eurippo flfuvis], Potami flifuvis],
Levehime, Clavo] Lascan, Casali, Ifsola] Laguoia, Clavo]
Bianco, Canale, Epiri Pars, Sfanti] 40, Lago di Butruthum,
Butrothum, Plort]o Vati, Plort]o Paganea.
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55. Abraham Ortelius” map of Corfu which was published
in the Epitome from 1576 onwards (Zacharakis 1626), and in
which Lucio Gambi finds the prototype of the Vatican map (cf.
Gambi [n. 50] 194), was also based on the map by Camocio.

56. G. Baglione (Le vite de’ pittori, scultori et architetti
dal pontificato di Grigorio XIII nel 1572 in fino a’ tempi di
papa Urbano VIII nel 1642 [Roma 1642]) states that those
who worked in the Vatican under the direction of Ignazio
Danti were the brothers Mattheus and Paul Brill, Niccola
Circignani, Baltassare Croce, Antonio Danti, Marco da
Faenza, Donato da Formello, Matteo da Siena, Giovanni
Battista della Marca, Ottaviano Mascherino, Paris Nogari,
Giacomo Palma, Cristoforo Roncalli, Lorenzo Sabatini,
Jacopo Semenza (or Sementa), Giacomo Stella and Antonio
Tempesta. Modern scholars (Fiorani [n. 11]) have excluded
or substituted some of them. Be that as it may, they were all
specialists in the art of fresco-painting and certain of them,
such as Antonio Tempesta, had undertaken the execution of
other mural maps in the Vatican. As for the Medici Guard-
aroba, we know that Stefano Buonsignori had a number of
pupils working with him, producing the smaller works in the
gallery which dealt with the polar regions.

57. The maps were published in the exhibition catalogue
Venezia, Palazzo Ducale: Architettura e Utopia nella Venezia
del Cinquecento (Milano 1980). Cf. also J. Schultz, Cristoforo
Sorte and the Ducal Palace of Venice, Mitteilungen des Kun-
sthistorischen Institutes in Florenz 10 (1961-1963) 193-208;
id., New Maps by Cristoforo Sorte, Mitteilungen des Kun-
sthistorischen Institutes in Florenz 20 (1976) 107-26.

58. On the private use of maps, cf. Jacob (n. 3) 128-29.

59. Sir Thomas Elyot, 7he Book Named the Governor,
Everyman edition with an introduction by S. E. Lehmberg
(London 1962) 35, cited in Barber, England I (n. 26) 31.

60. J. Dee, The Mathematical Praeface to the Elements of
Geometrie of Euclid of Megara (Oxford 1570) Aiiii.

61. K. Pomian suggests the term sémiophores to describe this
function of objects in Renaissance collections, Collectionneurs,
amateurs et curienx, Paris-Venise: XVIe-XVIIle siecle (Paris
1987).

62. Cf. S. Y. Edgerton, The Renaissance Development of
Scientific llustration in: Science and Art in the Renaissance

(1985) 168-97.

63. For an overall summary of the formation of the new scien-
tific field, C. Hulse, P. Ericson, Introduction, in: P. Ericson, C.
Hulse (eds), Early Modern Visual Culture: Representation, Race,
and Empire in Renaissance England (Philadelphia 2000) 1-14.

64. Cf. G. Tolias, Maps in Renaissance Collections:
Knowledge, Memory, and Method, in: D. Woodward (ed.),
The History of Cartography, vol. 3: Cartography in the Euro-
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pean Renaissance (Chicago-London, forthcoming).

65. Cf. H. Wallis, Sixteenth-century Maritime Manuscript
atlases for Special Presentation, in: J. Wolter, R. E. Grim
(eds), Images of the World: The Atlas Through History (Wash-
ington 1997) 3-29; D. Loupis, Ottoman Nautical Charting
and Miniature Painting: Technology and Aesthetics, in: I. C.
Schick (ed.), M. Ugur derman: 65th birthday Festschrift (Ankara
2000) 369-97.

66. As with the maritime atlas of Lopo Homem which was
made for King Emmanuel of Portugal and ended up in the
collection of Catherine de Médicis. Among other examples
we can mention the Atlas Miller, now in the Bibliotheque
Nationale de France, Cartes et Plans Rés. Ge.D. 26179, DD
583, and AA 640, and the sumptuous atlas commissioned
by the Grifoni from the workshop of Francesco Gisolfo as a
gift for the Grand Duke of Tuscany, with the cosmographic
dedication: Te Cosmo Cosmu Cosmon Francisce Donamus (To
you, Francesco, adornment of the world, we give the world),
Biblioteca Ricardiana, Cod. 3616. Mention should be made
here of the sumptuous copies of Ottoman nautical charts
commissioned from the Nakkashane and the Galata work-
shops during the 16th and 17th centuries for the Sultans’
collections. Cf. Loupis (7bid.).

67. E.g. the six gobelin maps in the collection of Viglius
van Aytta (E. H. Waterbolk, Viglius ab Aytta, Sixteenth Cen-
tury Maps Collector, fmago Mundi 29 [1977] 45-48), maps
engraved on bone or metal and the colossal atlases of wall
maps, such as those presented to Frederick William, Elec-
tor of Brandenburg by Jean-Maurice de Nassau-Siegen in
1630 (now in the Staatsbibliotek, Berlin), and the so-called
Klencke atlas, presented by Dutch merchants to Charles II of
England (now in the British Library, London). In the Univer-
sity Library, Rostock, is a third colossal atlas commissioned
in the Netherlands by Christian I, Duke of Meckelburg. Cf.
M. Pelletier, Carte e Potere, in: Segni ¢ Sogni della Terra. 1
Disegno del Mondo dal Mito di Atlante alla Geografia delle Reti
(exhibition catalogue, Milano 2001) 104.

68. H. Bredekamp, Antikensehnsucht und Maschinenglauben.
Die Geschichte der Kunstkammer und die Zukunft der Kunst-
geschichte (Berlin 1993), French translation: La Nostalgie de
[Antique. Statues, Machines et Cabinets de Curiosités (Paris
1996) 54; P. H. Smith, P. Findlen, Commerce and the Rep-
resentation of Nature in Art and Science, in: P. H. Smith, P.
Findlen (eds), Merchants and Marvels: Commerce, Science, and
Art in Early Modern Europe (New York-London 2002) 10.

69. A. Momigliano, The Classical Foundations of Modern
Historiography (Los Angeles 1990), French translation: Les
fondations du savoir historigue (Paris 1992) 71.

70. Woodward (n. 18) 85; Zandvliet (n. 27) 210-12.
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GEORGE TOLIAS

[TOPTOX TOAIAX
“Abyiec anoravoels”. Abo gopntol Loypagiopévol xdpteg oe EAANVIKEG GLALOYES

O avayevvnolakds ydptng anoteAel tavtoypova ep-
yaieio yvéong kat avukeipevo atoBnukic andiav-
one. Me ) 6umAn tovg yvootiky kar atoOnriky 1616-
™mta, ot {eoypaplopévol Yapteg AELTOLPYODY G OTTL-
Kd epyaieia mov kabiotobv duvat] tn obvdeon tov a-
4patov pe To opatd Kat, TavToyPOVeGS, MG KAAALTEYVI|-
PaTa mov EMTPETOLY T1] HETATPOTIH TOL PUOLKOL dnpt-
ovpyfjpatog oe avlpdmivo emvénpa kar kataokeva-
opa. Ot 6o avtég Aettovpyieg eppaviCoviat aAAnAév-
detec ota Bewpnuikd kelpeva g emoyric.

Ot popntol Loypagiopévot xdptes anoteAobv pépog
™G Mapddoons tev {oypaglopévey xaptdv. Luvdéo-
VIAL PE TNV TAPAY®YH QUTOTEAGV YAPTAOV OE Tepya-
unvij (moptohdvor kat mappaemundi), kupiowg Spog pe
TNV TApaymyy] Tor{oypapnpévav xaptav, Tov omoimv
petatpénovv ) dnpdota Aettovpyia oe StoTUKH.

Ot Loypagpiopévot xdptec EAkouvy TV Katayowyy toug
ané ) WKpoypagiky] tomoypa@ikyy mapddoorn. Xto
mAafoto ¢ mapddoong avtic, o xdpmg kabiotatat
otadiakd éva cupTANpOUATIKS epyaieio avdyvoong Kat
Katavénone tov Ketpévon, £éng Gtov avtovoundel and to
kelpevo kat anofel Eexwplotd, avtoteAés avukeipevo.

H katoyn xat n éxbeon @opntodv Loypagiopévav
xaptdv, mpooéiaPe onpaviikés Stactdoels Katd tov
150 kat tov 160 aidva, 6meg npoktntet and g amo-
YPAPEG TN Kiv g meptovoiag nyepdvov, matpikiov,
allwpatobyov arrd kat tAnPeiov oe didgopa kévipa
™mg Avayévwnone (Propeviia, Bevetia, Modéva, Md-
vtoPa, Apotepvrap aArd kat oug avAég g Ayyiiac,
mg ['airiac kat g Ovyyapiag).

Avdpeoa oTa XapaxKInploTikd T¢ Tapayeync @opry-
1dv foypaglopévev xaptdv onpavikdtepa eivat to e-
pmoptkd evdlagpépov mov apovoiaiav, ot peyarltepeg
KAAALTEYVIKEG TOVG duvatdtnteg (YpoHATIOpds, avio-
1 VAKAGV), 1) everiéia oty ékBeomn kat 1) Sraopdiion
TOV anéppNTOV TOTOYPAPIKAV AN pooptdv. H napd-
doon tev popntdv Loypaglopévey xaptdv enédpaoe
ot xpfion TeV Evivev Xaptev (EmypeOHATIonds Kat
ékBeom).

O ydpmg e EAAddag tov Movoeiov Mnevdkn pe
ap. gvp. 33115 (ek. 2), eivat avonéypagog kat aypovo-
Aéynrog. Eivar Coypagiopévog pe tépmepa oe EdAo, é-
et draotdoeic 110 x 88 ek. kat dwpibnke oto povoeio

108

ané v H. Kecveis-Tobler to 1997. To épyo oyetiCetat
pe tov xdpt e EALGdag ot Guardaroba tov Medi-
KOV, TOV TIPGOTO avayevwinolakd kokho Loypagiopévev
xaptev ov emperinkav o Ignazio Danti (1563-1575)
kat o Stefano Buonsignori (1576-1586). Tov ydptn
mc EALddac ot Guardaroba gulotéyxvnoe o Stefano
Buonsignori to 1585 (etk. 3).

Ta &%o épya ompiloviar oy avaveopévn mroie-
paixy xaproypagia e EAAGSac, 16iog v ttaiiky
(Giacomo Gastaldi, 1548-1560) (k. 4) mov evowpa-
tévet dedopéva kal TEYVIKEG and Ty mapayoyn tev
VALTIKGOV  XapTaV-TopToAdveov G Pevettkic 1dlwg
oyoric (Tedpyrog Zidépng) (ewk. 5). Ot dragopéc pe-
tafy tov dvo épywv evtonifovtal ot andkAiion otov
LTTOAOYLOPS TV peonpPpvev, otnv anovoia paptero-
ylouv otov eAAnviké xdpty, oe dlagopéc oY TOTHVL-
pia, ) Béom kat tov didkoopo Tov EM{TITAOL KOOI~
patog (mov daveifetat otoryeia and dAlov xdptn tov
{6tov kKoL (eik. 6-7), dMOC Kal yevikdtepa otov Ot-
dkoopo tev xaptdv. To abnvaiké €pyo axorovbel o1
AKOOUNTIKEG TIPAKTIKES TIOL oLVAVTApE o€ évav Ao
peydio kOkAo yaptoypa@ikic dtakdounong, ) Xtod
tov ['eoypagikdv Xaptdv oto Baukavé (1579-1581),
nov empeA|Onke o Egnazio Danti (etk. 8-9). Ot duago-
péc avtég emtpénovy va vrtoBécouvpe 6t to €pyo avti-
ypagnKke £mtomOL, KAl EVOEYOPEVOS TIPLY OAOKANPG-
Bel o yaproypagukde Sidkoopog e Guardaroba.

O xdpec mg Képkupag e Zviroyric Kupalonod-
hov (ewk. 10) efvar kat avtdg avunmdypagog kat aypovo-
Abyntoc, Loypa@lopévog e TV TEXVIKY TG TEPTEPAg
oe 6o, kat draotdosmv 35,7 x 38 ek. [Ipdkertal ya
éva pkpdtepo €pyo, pe apketéc @Bopéc, to omofo otn-
piCetat atov xdptn-toryoypagia e Képkupag, mov me-
ptiapPdvetal ot Ltod tev N'eoypagikdv Xaptdv tov
Baukavot (ek. 11-12), t xaproypagikti evfbévy g o-
notag elye o dopvikavég Egnazio Danti, koopoypdgpog
tov dma ané to 1580 kat petd.

O ydptng e Képrupag g ZvAroyrig Kvpralomoi-
Aov atnpiletat otov Patikavéd yaprn yopic va tov a-
vitypdget. Ané avtév kpatd TG YE@ypapikég ouvte-
Taypéveg, To TEPlypappa Kat Tov mpooavatoAMopd tov
vnotot, ) Pwviéta pe v avanapdotacn g mOANG
mg Képrupag (ek. 13-14), 1o yapaxmpioukd oe 6ha
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ta épya g X10dg avepoAdylo Kat tov e101ké elKAOTL-
K6 xeptopd g Bdracoag mov meptPdiiet to vnof. Ot
dtagopéc, mépa and ) Srakbdounor, eottdlovial Ku-
plwg 0T0 avdyiuvgo kat tov ypopatiopd tov xdptn. O
KataokeLaotyg Tov Xaptn e LvAroyrc Kvpalomot-
Aouv eppaviCetal mepooGTEPO EVIHEPOUEVOG OC TIPOG
v opBdtepn ekpopd eV tonwvupiov tov vnotod. H
xaptoypdenon otnpiletar otovg £vivnoug Ydpteg tov
vnotob mov KukAopdpnoav and ta Pevetikd tumoypa-
@ela katd v meplodo 1565-1575, 1drartépeg tov xdp-
m touv G. Fr. Camocio (nep. 1571) (ewx. 15).

Ta &bo €pya twv erlnvikdv oviioydv oyetiCovrat
petald toug, 6nwg Kat pe ta vndloma £pya twv peyd-
Aov yaptoypa@ikdv kikhov e Propeviiag kat tov
Baukavot. H ovvdgeia eivar atobnt téoo oto enime-
S0 ¢ aohnukiic, oo kat oe ekelvo TG TEYVOTPOTI-
ac Kkat ™ xaproypa@tkig ektéreonc. O kowdg ypopa-
TIORAG TOV XAPTOV, TO KOV YEPL TOV TOTIOVUHLKOV £Y-
YPAPOY —aKkdpn Kat 0TI AETITOPEPELEG TOL KAAALYpapL-
KOV Yelplopot Toug—, ta Kotvd dtakoopnukd potifa pe
mhola kat Baldoota kol péypt ta ddvela koounpdtov
Kat teyvotpomdv andé dila odyypova épya twv diov
KUKA@V, 6Aa vtodnidvouy v drapén evég ovykekpi-
pévou epyaotnpiov mapaywmyric Loypaplopévay xaptov,
1o omoio —oto Eptidplo TV peydAwv epyactdv yap-
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Toypagikiic draxdounone mov avardpfave— mapvyaye
Kat avtoteAj gopntd avtiypaga. H mpaiticy avtyj ov-
veylomke mbavétata and dAAovc kariitéyves apyd-
tepa, 6tav mAfov ot Koopoypagikés aibovoeg efyav o-
rokAnpobel kat ot kaliitéxveg toug elyav okopmotel
oe dAha pép. Tpdkertar yua pa dradikasia didyvong
TOV £PYOV: 1] TTAPAYOYY] QOPNTAOV aVILYpAPOV avavém-
ve v makawd mapddoon katoyis kat ékbeong Loypa-
PLOHEVOV POPNTAOV XAPTOV KAl AVIATIOKPLYOTAV OTIG €~
mBupleg v KAAMEPYNHEVOVY KAl ECTIOPOV KOWVOVIKGOV
élites g [takiag tov @bivovtog 160v kat tov 170v ai-
dva, Tov anolnrovoav opntd Loypaglopéva eviipa
and ug Aapmnpéc koopoypagikéc aibovoeg tov Batka-
vou 1| tng PAopevtiac.

H katoyi xat 1 ékBeon Coypapiopévev yaptdv, 6-
TwG ot dvo oL pag anacyorovv £d¢, anookomnovoe va
TPoad®oEL afyAn kat KBpog 0Toug Katdyoug, va uratvt-
%0el Tov koopomoALTIONS Kat TOV TATPIOTIORS TOUG, TG
YVOOELG Kat T YEoYpagtkt} toug evnuépwon. Emmiéov,
ot popnrol Lwypagiopévol ydptee, kabdc napénepnay
ota ovoTHpaTa Tavoeopiag Twv Koopoypapikoy atbou-
oV, vrtatvicooviav 6t ot kdtoyol toug 1jtav oe emagy)
HE TG 6€X0VOEG TIOMTUKES KAl H1AVONTKES KOWOTNTEG
nov elyav ) duvarétta g emontkic Oedpnong ar-
Ad kat g drayelptong tov KGopoUL.
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Aetypata pappapoyrvmtiknic tov Atyaiov oto Movoelo Mmevdkn

MITOPEI H NEOEAAHNIKH TAYIITIKH va €xet tn) 0€om g
omv Ebvikn IMvakoBrky, ota povoeia te Trvou, kat
va gknpooone(tat og Alya diotkd povoeia 1§ ovAto-
YéC aplepopéves ouvij0ng 0To £pyo PHEPOVOUEVOVY KaA-
Atteyvav, dev ovpfatvet dpag o {dto pe v mapadoot-
aky yAuvrrtky e vedtepng EAAddag. H napaywyq tov
gpyaotnpiov pappapoyrvntikng iaitepa and tov 180
atdva kat e€nfc omdvia @iroEeveltat o dNPOOLEG OLA-
Aoyéc 1 povoeia. Av eEapéoouvpe to Aaoypagiké Mouv-
oglo ¢ Mukévou kat to Apyatoroytké Movoeio g
Avdpov, to Movoeio Mnievdkn eivat o pdvog x@dpog mov
dabétet pa pkpry aArd afiéroyn oviroyn €pyov ma-
padootakic pappapoyiuvmukiic, defypata apyltektovi-
KOV YALTITOV oL €@epav oTo povoe{o to pepdxt, 1 pé-
plpva aArd kat 1 téxn KAToIOV IO1OTGOV.

2 perétn avty mapovotdloviat Ta Mo avupoom-
TeLUKA delypata VEOEAAVIKIG HAPHAPOYAUTITIKYG TIOL
avijkouvv ot ovAroyt] tov Movogiov Mmevdkr, tpla
pappdpva meptvpdpata kat pia miatoioon tapadiépov
ard my To, pappdpvor geyyiteg kar pla kpijvn and tmy
THvo, kabBog kat éva andtunpa and emotiAto épmiov,
6ha yapaktplotkd delypata mapayeync epyactnpiov
pappapoyiurtikic oto Atyaio, mov 0dnyolv og pia ov-
otmpatiky Stepedvnon tev TpoPAnpdtev ov ouvdéo-
VIAL PE TV Katyopia avtedv Tev £pymv.

Tpla pappdpiva neptBupdpata kat pia mratoioorn na-
pabipov ané g Kukaddeg (ap. evp. 29542)

Ta épya avtd, and kukiaditko pdppapo, dratmpov-
vtat og kaiy] katdotaon, pe Afyeg puévo amoremioelg
kal onacipata og yovieg kat dida onpeia tov drapd-
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POV apyITEKTOVIKGY oTtotyelmv. Aoktinkav and ayo-
pd, 6mov dnAwvdtav 6Tt poépyovtal and katedaplope-
vo ofjpepa apyovtukd g Tov (ew. 1-5).

Ta tpia nepibupdpata, Gpota TumoAoyikd, Hopporo-
yikd kat otAotkd petagd toug, pe pikpy dragopd wg
TPOG 1o Vpog tov peoaiov, anoteAodvtat and tpia tpur-
pata mov QEPoLY avayAupo Stdkooo: TG TapaoTddeg,
ta enikpava kat to vrépBupo. Ot tapaotddeg apyikd {-
0a¢ va matovoav oe Pdoeig, 6nwg ovpPaiver oe avi-
otovya meptBupdpara avtot tov Témov, ot omoleg €86
Spe¢ dev odlovtat.

Ot dpeig tov mapaotddwv koopobvtal pe oynpato-
Tompuévy eloodpevy kAnpatida mov Eekvd and ko-
KAMKG Soyelo kar vpodvetal oe TEVTE KUKAIKA oxijpa-
Ta. 2y kopu@y Toug dve and ta @iAia tomobeteitat
éva Vo otpappévo mpog 1o dvorypa. To obvoro e-
pPdrretat and yrvmty tawvia, 1) omola oty akpr| Tpog
TV TAEUPd TOU AVOIYHATOG €XEL TN HOPYPT] OTPLPTOD
oyowtot mov Eekvd mepimov ato vipog tov doyelov.

Ta enikpava (1) kepatoxdlova ot yrdooa twv pap-
papddwv) éxouvy T pop@r] KBBouv pe cuveydpevn mpog
v mAevpd oL avolypatog ty mpoeoyr| povpouvotod,
10 onofo koopel évag pédaxag pe pioyo xar omeipa.
210 tetpayoviopévo mia{oto g dYnG tev eTkpdvay
elvat torofetnpuévoc ato kévtpo tetpdpuilog pddaxag
ndve og ployo avdpeoa og dvo kumapioota, oTg Kopu-
@£¢ 1oV onofov anodidovtal avtikpuotd 6vo Tnvd.

Y10 vrépOupo kvpatiotol Practol kAnpatidag Ce-
Kwoulv and éva avorytd doyelo oto kKévipo kat amid-
vovtat, yopi¢ va oLHTAEKOVTAL, CLUHPETPLKA TIPOG Ta
mAdyla. Xy kdte akpy tov viepBipouv vidpyet 1 (-
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Ewk. 1-4. Tpia pappdpva neptBupdpata kat pla mraoioon napabipov and tg Kvkdddec. Abrjva, Movoeio Mrevdkn
29542 (pot.: K. Mavéding).

dta anéAnén tov oyowioy, mov Eekvd and KGO 01O
Kévipo kat “tpéyel” avubetikd npog ta mAdyla éeog to
onpefo mov Ba ovvéminte pe v Gpota katakdpuen ot-
aKGoUNoT TOV AKHAV TOV TTapactddmv.

Avté akpifdc ovpPaiver pe v mratoiwon tov mapa-
06pov, 6mov ot Tapactddeg, pe SIAKOOHO TTAVOROLGTUTIO
pe avtév tov Bupopdtov —edd €xovpe TPELG KUKAKEG
neplerielc e kKhnpatidac—, ompifouv anevbeiag to
avogAt, o didkoopog Tov omolov €yet emiong andiuvty
avuotoryia pe avtév ota vréphupa twv Bupopdtoy.

Ta neplBvpodpata avtd pali pe v mriaoiwon touv
napafipouv anoterotv yapaktnplotkd defypara Adi-
kf¢ AMBoyAvmtikric oto Aryaio. O témog avtég tou me-
ptOvpdpatoc anotereitar ané dbo napaotddes opboyw-
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vikt|¢ datopurig, mouv otnpifouvv pe ) pecordfnon em-
kpdvov gvBiypappo viépbupo. Ta enikpava mpog v
TAELPA TOL AVOIYPHATOG £€XOLV TH XAPAKTNPLOTIKY] dta-
népwon ae @ovpovot mov koopeitat cuvibwg and pod-
daxa. Eivar yapaxmpiotiké 6t ta enikpava potdiouvv
pe mpoobijkec kabadg dtakdmrovy ) ovveyy por| TG &-
oWTEPIKNG TAaLo{®oNG tov avolfypatog —tn oyovoeLdy
tawia ota Bupopata tov Movoegiov Mrevdakn. ‘Opeg o
dtdkoopde Toug otAtotkd dev agrjvet kapd apgiforia
6t ovpPadiCer andruta pe mapaoctddeg kar vépHupo.
Avdpeoa oug mapaotddes kat 0to Katdeit TapepuPdi-
Aovtat ovviBag Bdoets. Ta nepBupdpata avtd epga-
viCovtat 1dn and tov 160 awdva otg Kukdddeg oe et-

0680vg vaoy, kabBoikdv povdv arrd kat apyovukov.’
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Ta npdpa eivar axdopnta 1| épouvv ato vrépbupo éva
kevipukd potifo —otavpd, ypevdobuped, poper ayiov
K.d.—, eved oto onpelo avtd, 6e8id kat apiotepd Tou Ke-

viptkoU potifov, potpdietar 1 ypovoroyia 1 1 knropt-

kN emypagy]. Me tov kapd kar haitepa otov 180 ai-
ova ovvavtotpe meplbuvpdpata pe wAovolo avdayiupo
dudroopo, ovviiog erloodpeves kKAnpatides mov Ceki-
volv ané doyela, evd omavidtepa otov Sudrkoopo avtd
napepPdiiovial kat popéc ayyéAmv, aylov, o Evayye-
Aopde, ) avBpodmves popés oe koopikd ktipta. Mova-
d1kn), 600 yvopiCovpe, eival ) mepimtwon evég Bupdpa-

o6 otnv Apopyd, ypovoroynpévo oto 1730, pe v a-
TEIKOVION VO fevyaptot ota en{ikpava.’

O tbnog avtés twv Bupepdtov Bopeitat 6t poép-
xetar ané avayevvnolakd mpétona.’ Tléte dpog kat
ané motovg eofxOn oty apyrtektoviky] tov Aryai-
ou Sev eival duvatév va mpoodiopiotel. H mapepfoin
TV emKpdvov pe mpooBetikd, pun opyavikd, tpémo &i-
vat evdelkTiky ya ) Aaikétponn vmodoyn kat évia-
&n dutikdv otoelov ot vidma mapddoor), pe oko-
m6 va toviotel 1) eloodog, elfte mpdrettat yla ekxkAn-
otaotkd, efte yia koouké ktiopa. Etot, o témog av-
166 meptBupdpatog yprnotponoteital katd npotipnon
oty eEwteptky eloodo vadv, evéd 1 evBlypappun miar-
olwomn yoplc enlkpava 1| povpolota yxpnotpomnoteitat
ovvnBéotepa oe eowtepikd Bupdpata mov odnyolv
ané tov vdpOnka otov kuping vad.’

O A. Oprdavdog kat dArot gpevvitéc’® motedouv Gt
ta neptlvpdpata avtd eivat dnpovpyies Iapavev pa-
otépwv, eMed tov TOTO TOUG TOV OLVAVIOUHE OF va-
otg kat onitia ¢ [1dpov. Qotdoo, meptlvpdpara av-
00 tov ToTov vntdpyouvy oe GAo Tov YOpo tov Atyaiov
Mo and tov 160 awdva kat e€Rg.”

Ta neplBupodparta tov Movoeiov Mmevdkn ané ap-
xovukd g Tov, enavarapPdvoviat —éoo pmopoipe
va napakorovdrjoovpe and to Snpootevpévo vALKO—

A
Ny,
A <N

e e

pe ekmAnkriky axpiPeia oe mapadetypara oty Miko-
vo, oty I1dpo, ot Zkdnero, ot Xio kar otnv Apop-
v6.52 Mévn dragoponoinon etvat ) otevi] {dvn pe ov-
veyopeva tpiguidra potifa (kpwvdvBepa) kat to e&éyov
yeloo mov mpootifeviat ota vnépBupa exkAnotaotikdy

ovvifag meplBvpopdtev.’ H enavdinyn tov diako-
opntikedv Ospdrov yiverat pe téon akpifera, dote Oa
pmopotoe va ta anod®oel kavelg oe kdmoto meppepd-
UEVO O€ QULTY TNV TEEPLOYY EPYAOTHPLO, X®PIS va pmopel

aképn va mpoodioptotel 1 kataywyyq tov. Ta meptBu-
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Ewkc. 7. Mappdpwoc geyyitne. ABYva, Movoeio Mmevdxn
29545 (pot.: M. Zkiadapéong).

Euw. 6. I[dpog, [Tapoud, Aytoc Kevotavtivog oto Kdotpo,

nepfipopa me eloddou (pot.: A. Tovrdkn-Boutupd).
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pépata avtic e opddag oe vaouls g ZkoméAov &f-
vat ta péva mov pag od1yolv pe kdmola acpdArgla ot
¥xpovoréynon toug otig pateg dekagtieg tov 18ov at-
dva' Xy {d1a mepiodo pag odnyoly kat ta mrakdkia
ICvik mov etoPfdAiovy otov xdpo tov Aryalov avty v
emoy. Xapaktnplotikd, ta ouvaviotpe oty mpodooyn
tov vaoy tov Ayiov Kevotavtivov oto Kdotpo g I'la-
powkidg oty Ildpo va oynpatifovv tov otavpd mdve
ané v gioodo pe to yvootd meptldipopa kat va yepi-
Couv ta kevd dimia oo viépBupo (etk. 6). H péda avty
anA@veral o€ TEPLOoGTEPA VNold tov Atyaiov avtd ta
xpévia (evroniotnrav oty Zigvo kat tnv Avdpo —ka-
BoAké ITavaypdvrov) aAld kat ot Movy| Iprjpwv tov
Ayiov ‘Opovg."

H eloobpevn kAnpatida otov Sidkoopo tev mept-
Oupwpdtov popporoyikd givat ouyyeviky] pHe Tov avti-
OTO1X0 OldKOOHO O€ €MOTUAA HAPHAPVOV TEPTIAGV
g mepoyfic tov KukAddwv pe tyv dunero, mov ep-
paviCetar 1O oy Tpotpdtepy opdda twv perafula-
vivév tépmiev o evtoniGetat oty I1dpo ota téAn
tov 160v kat otov 170 aidva, pe kevipiky] dnutovp-
yla to peydro tépmro e Karamoiavic.” Xe exel-
va ta tépmia 1 andédoon tov UAAGVY kat Tov AETTO-
pepeLdY efvat o uotokpatiky, pe StaopeTiky oTiAL-
otkd anddoon. Zradiakd ta (dra potifa oxnuatomnor-
otlvtal Kat EKTEAODVTAL PE TOV YAPAKTNPLOTIKS TPETIO
oL “oyowvoeldods” avayAigouv, ov dev yvopilet pe-
tafdoeic oe emineda kal £xel eppavelc ovyyéveleg pe
mv texviky] e EvhoyAvnuknc.” Avtd to ouhldpt-
opa kat 1 €viovy oxnpatonoinoy eivat xapaxktnptot-
K€G yla tovg pappapddes tov Bupopdtov tov Mou-
oeiov Mnevdxr. Qotdoo, Aeinet 1) enomteia avtod tov
mAovotov kat dtdomaptov VAo ota viotd tov Atyai-
ouv. H napakorotBnon tov epyaotnpiov ota tépunia
@avépwoe v évtovy dpaotnplonoinoy xATKOVY ep-
yaotnpiov avtdv tov atdva, diaitepa otnv Avdpo ai-
Ad kat og dAAa vnowd tov Aryafov.” H peAétn ka0
yvéomn tov vAkoU {oeg peArovikd pag amokaAlpet
KAt TV Katayoyy] ToV paotépmv mov Kataokebaosav
ta Bupdpata avtot tov apyovukot oty To.

‘E&L pappdpvor @eyyites (ap. evp. 29545, 29551,
29549, 29547, 29550, 29548)

Ta épya avtd, dwped tov HAla kat g Awatepivne-
Nivag Mapioronotrov oto Movoegio Mnevdkr, mpo-
épyovtal and v THvo kat eivar and viémo pdppapo.

2, 2002

O npdrog geyyitng (ap. evp. 29545, daotdoeic: 53
x 46 x 1,5 ex.) Satmpeitar oe oyetikd kaAy katdota-
on pe Alyeg anoAemnioelg kat onaoipata oty akpy me-
PLUETPLKA (e1k. 7).7

Ztov tofwté avtd geyyitn-uvnépBupo dnutovpyoiviat
avoiypata, éva KukAKo kat o kdte éva didofo dvory-
pa pe kovioko va to yopiCet ot péon. Ta té6€a mept-
BdaArovrat ouppetpikd and 6o kumapioowar SimAa oty
KopLP1} Tovg anodidetar and éva tpiguaio potifo-oxn-
patomotmpévo oTéppa, mov enavaiapPdverat kar oto
péoo s kopugng tov vitepOpov. Avdpeoa ota 6o té-
&a kat kKdtw and to KukAiké dvotypa vndpyet doyelo,
ané to onoio Eekvoly peydra yapipaia kat dGAia @UA-
Aa kat avOn pe mplovetéc anorftels. Zuppetpikd, de-
1d kat aptotepd and to kukAtkd dvotypa anodidoviat
dvo kapafdiia pe ta mddAa (tg Aayovdépes) kat g
onpaiec tovg. Kupatoedrig yapaxty] ypappr] ovvoded-
&L v avdyAven napdotaon ot Bdon tg. ‘Opoteg ku-
HATIOTEG YPAPPES DLAKOOHOBY TIG KOLTIAOTEG TV Kapa-
Brév. H anddoomn tov avayrigou eivat emmeddylogn.

O debtepog geyyimg (ap. evp. 29551, daotdoeic:
77 x 56 x 2 ek.) €éyet vnootel eploodtepes phopéc and
tov pato (ewk. 8)." Ta avoiypata 66 eivarl tetpdyova
kat dtatdocovtal kKAMpaketd oe tpeig fdveg kab dypoc.
Xy kdto {dvn ta téoogpa avoiypata ywpifovtat and
neooiokovg. 21 debtepn kat tpitn {dvn ta tpla avoly-
pata elvar tetpdywva ota mAdyla, eved 0to KEVIpo Ka-
taifyouv o€ yapnAd ofukdpugpo t6Eo. Me Spoto 0&uks-
pugo 6o pénet va ovpumAnpobel kat to peoafo eykdp-
Ol0 XWPLOPA TV 000 AVAOTEPGV AVOLYHAT®V OTO KEVTPO,
omwg gaivetat and ta {xvn oto ondopd tov. O didko-
opog anodidetal pe emmedSyALPT TEYVIKY Kat xdpatm,
kat tomofete{tar oe petdneg, ot omoieg mapakorovbotv
KApaketd kad’ bypog ta avoiypata. Zug 6o yapnAid-
TePEC petémeg maplotdvoviar epardikd Atovidpia oe
6pbua otdom va ompifoviat oe kunapioota. Xta peoaia
ddywpa mapiotdvovtat epardikd Atovtdpia wov matovy
ota téooepa okéAN PE OTPAPHEVO TO KEQAAL TIPOG Ta
nlow” avdpeoa ota okéAn touvg and éva pdpt. Xta nd-
v Stdywpa anodidovtat mmvd mov TAatotdvouy @uti-
K6 Kéopnpa oty Kopugn tov tééov. Kupanotée yapd-
el ovvodevouv t Pdomn arrd kat 6Aouvg toug dtaywpt-
opotc tev Bepdtov.

O tpitoc geyyitng (ap. evp. 29549, daotdoeic: 104
x 68 x 2 ex.) @épet Ayeg anolenioelg kat onaoipata
OTNV akpy TEPIPETPIKA” eviovdTep eival 1) anolémt-
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Euwk. 8-9. Mappdprvot geyyiteg and tyv Trvo. ABjva,
Movoeio Mnevdkn 29551, 29549 (got.: Zn. Aednfopptdc).

on kdte and 1o akptavé dvorypa defid kabog kat a-
plotepd Aofd ot Pdon (ewx. 9).” Ta avoiypata otov
tofwtd avtd geyyity datdooovrat og dvo {dveg. X
XapnAdtepn dnpovpyeitat éva tetpdrofo dvorypa, ta
t6Ea tov omnoiov ywpifovrat and kloviokoug pe votu-
nddelc Pdoeic kat kovokpava. Xt debtepn Ldvy on-
povpyotvtat tpia avotypata: dto tetpdyova ota mid-
yla pe Koppéveg AoEd i mdve yovieg toug ovvoded-
oLV TO PUEYAADTEPO AVOLYpa OTo KEVTPO, GTO OTol0 Y-
ypdeetat “Eekovpopévog” otavpdc. Xta mAGyla, TV
TpATY {AVN avolypdtev TAAIoLHVOLY GUHPETPIKA Ka-
paPdkia pe tpetc oeipéc mavid. [pog ta mdve otig dbo
mhevpéc 1 empdveta yepilet and tpia mnvd kabe @o-
pa, datetaypéva gpaidikd mpog ta péoa kat mpog ta
éfw. Avdpeoa ota t6fa tov kdt® avolypatog kat ota
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Sidyepa petall tov ndve avorypdtov vidpyouvv do-
xela pe @utkd didkoopo. Agv Ae{movy ot kupatotég
xapdéetg ot Pdon kat otig Kovmaotés tev kapapidv.
To avdyivgo eivat doviepévo emmeddyrvpa, @oté-
00 ta oynpatonotpéva doyela pe @utd katr ta 6év-
dpa ota tpiyova tov tofuArinv, kabdg kat 1 avdyAv-
@1 tawvia ov ovvodedel ta tééa €xouvy éva xapaktn-
ploTtikd o £Eepyo avdyAvgo, cav kdmoto dtagopetikd
xépt va dobAepe avty tnv mePLoyH.

O tétaptoc geyyimg (ap. gvp. 29547, draotdoeic:
72 x 51,5 x 2 ek.) @épel Aiyec amolemioelc mepipe-
TplkKd, EVG oTacipaTa vIAPYOLY OTNV AKUY TTAVE KAl
mAdyta kdte de€id (ewk. 10)."

Avo 6{loPa avotypata pe andotaom peta&l toug m-
otépovtal and TPIy®viké avolypa, oto omoio eyypdgo-
vtat dvo tetpdyova didtpnta oxfpata daydvia tomo-
Oetnpéva to éva péoa oto dAro. Zta mAdyla twv avory-
pdtov ot emupdveteg yep{Covv ovppetpicd and dvo kia-
d1d pe mprovetd @viia kat dvly. Amé v kopuvgy tov
Tpyevikob avolypatog oto kévipo Eekvoldv €AiKkes kat
dbo peydra mplovetd poAla mpog ta mAdyta. o kd-
T 10 Kevl yepilel o kdbe mAevpd and tpia kumapio-
ota avdpeoa oe dVo yapipara mov matoly oe KLPATIOTH
ypappt] mdve and éva atpaktoeldég oxipa-ophaipd.
Kupatuotés xapd&eig ovvodebouv ) Pdon tov avorypd-
TOV KAl TIG AKPES TOV TETPAYDVOV.

O mépmnrog @eyyimg (ap. evp. 29550: draotdoelg 83 x
58 x 2 ek.) datnpeitat o kaki] katdotaon pe Afyeg amo-
Aerfoelg kat onaotpata meptpetpikd (e, 11).7

Ta avoiypata otov tootd avtd geyyity diatdooo-
vtat oe 6vo C(dveg. Ztn xaunidtepn Lovn téooepa te-
1pdymva avoiypata xepifoviat petaéd tovg and neooi-
oKoug pe vrotondn krovéxpava. H detdtepn Ldvn €xer
tpipept| didtaén: dvo tetpdyova avofypata ota mAG-
Y1, £V 010 KeVIPIKS TeTpdymvo dvotypa matd eEdgoi-
Ao didtpnto dvBog-papyapita, eyyeypappévn oe kikAo.
2ta mAdyta oto Yog TS TpATNG LOVNE 1) eTpdvela ye-
piCer amd 6vo Gvbn pe mpovetd @UAla mov Cekvoly
and pkpd otpoyyvrd doyela. Iio mave ovppetpikd
dvo kapaPdxia pe mmddiia (Aayovdépec) yepilovv tov
XOpo, eve 010 TIdve Tupa tov t6Eov and tpia oxnpa-
Tomotpéva Kumaploota cuvodedouy To KEVIPIKS PUTIKG
potifo. Kvpanotée ypappés kar atypés ovvodetouy
Bdon tov avorypdtwv oe kdbe L.

O £xtog @eyyitng (ap. evp. 29548, daotdoeic: 81 x
66 x 3 eK.) pépel TepLocdTEPES AMOLETHOEIS TTEPIPETPL-
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kd kat Alya onao{pata ot Pdom tov (ek. 12).*

Tpia avofypata ywpifovrat kal’ yog enfong oe tpia
ddywpa: dVo endAinia tetpdyova kat éva tplyovo-e-
nioteyn. To peoaio katakdpugpo dvorypa mov meptBAaA-
Aetal amd mhoypé elvar vypnAdtepo, pe o peydia a-
voiypata, mov dragopomotobvtal kat oto Bypog and ta
mhdyla (1o yapnidtepo @épet éva 66vit oto ndve Tov
TUHHa, To emépevo £xet dihoPn andinin), evéd oto nd-
vo 0EuképLpo dvotypa eyypagetal didtpnto éva mn-
vé. Zuppetpikd dratetaypéveg petdneg yopm and ta a-
volypata dtakoopotvtar and KAtw 1po¢ Ta TAve HE
kapaPadkia, kafardpndec-norepiotéc, kumapioota kat
ndA kapaPdkia kat ¥A0G, Tdve 600 KopWVES oLVodEU-
oLV TO KevVTpLd putikd kéopunpa. Kvpatiotéc ypappés
datpéyovv ) Pdon arrd kat Toug dtayeplopois twv
HETOTIOV KAl TV AVOLYHATOV.

Ot eyyiteg avtol eivar pa aftepa dadedopuévn
katnyopia vepfipav oty THvo. Ot vidémor ta Aéve
“kapdpa”, ylati ta neplocdtepa £xovy oA NpIKL-
KA. [pdkerrat yia pappdpiva didtpnta dragpaypa-
ta avolypdtev mdve and 0bpec, mov emtpénovy oto
POC Kal 0Tov agpa va eloympioovy 010 £0MOTEPIKO
omudv § dAhov ktuopdtev. Almia ot Aettovpyik]
Toug onpacia vdpyet kat pa dedtepn, 1 PLAAKTKY,
pe popyéc kat potifa anotpenukd, kabdg kat pia tpi-
), 1 dtakoounuky pe nowkiiia potifov, dnwg kuma-
ploota, kapafdiia, doyela pe avn, {da k.d.”" Térotot
@eyylteg kat dSrappaypata napadipov evromifoviat oe
ToAAG vnotd tov Ayaiov. Qotdoo, oty ouvve{dnon 6-
Aov ta épya avtd ovvoéovtat avtépata pe v Trjvo.

To vAké avtd, ddonapto kat Aenratmuévo oe 161~
TIKEG OLALOYEG, o€ dettepn xprjon ovyvd, dev £xel ov-
ykevipwblel, obte éyel perenBel Sie€odikd. Mia npd-
m e€étaom twv dnpootevpévav Epyov delyvel tnv mot-
KiAla otov ovvdvaopd kat oty obvheorn tumomopé-
vov potifov, ta onola ouvavtobpe kat og diia £idn
RAPUAPOYALTITIKIG, 0€ KpHveg, emtipfia, aArd kat
oe tépmia. ‘Etot, ta 6pbia Aovidpra mov otpifoviat
oto 6€vdpo g Lovc(;) ta ovvavtotpe oe Bopdria té-
prmiev Alyo petd ta péoa tov 18ouv atdva oty Av-
8po.” Ta kapaPdaxia vdpyouvv oe vépOupa aArd kat

oe emripPra g emoync. To Bépa twv doyelov pe av-
Bn eivar evpltata dtadedopévo ot StakoopUN Tk At

Ew. 10-12. Mappdpwvot geyyiteg and v Trivo. Abrjva,
Movoeio Mnevdxy 29547, 29550, 29548
(pot.: M. Zxiadapéong).

OoyAuvmrtiky tov 18ouv atdva.
2uMoTikd, aArd kat pe Pfdon to vAtkS Toug ot Pey-
yiteg Sraxpivovrat yevikd og 6o opddeg: otny mpd-
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™ avijkouv @eyyiteg and ykpito oxtotéiibo 1 pappa-
po mov dovAgtovtat emmeddyAvpa, pe xdpaén ovvi-
Boc, pe At ypappiki] anédoon tev Bepdrov mov Bo-
uiCet, 6mog metuynuéva xet Sratonwlel, «pzav arodn-
11K#A devkoxevinzikrig».® Xan dedtepn opdda ot @ey-
yiteg dovAebovtat o mo £Eepyo avdyAvgo, pe puoto-
Kkpatiky kat kdnote pnapdk anddoon twv Bepdrwv.

Kabd¢ Aetmovv ypovoroynuévor geyyiteg, n oxent
¥XpOovordyNo1| toug apovotdlet TOAAEC duokoAieg. Xu-
vijfog Bewpodv mpotpudtepovg tovg @eyyiteg g Tp-
™G opddag, xepic avtd va wytet anéivta. Ipdkertal
ndvteg yia dnptovpyiec tov 18ouv kat tov 190v kupieg
aidva, mov eEakorovfodv va avuypdgovrat kat ojpepa
Yla ToupLoTKY KatavdA®on ota £pyactypla pappapo-
yAvmtikiig ¢ TYvou pe peydAn epmopikt| emuyia.

Ot geyyitec tov Movoeiov Mmnievdkn avijkouy ota &-
mnedéylvgpa avayrlvgpa g mpde opddag. O mpd-
TOG TIAPOLOLALEL HOPPOAOYIKY] KAl OTIAOTIKY GLYYé-
vela pe évav @eyyitn g ZoAdoyric Maplodonotiov.”
O debtepog mAnodlet g mpog ta avolypara avdioya
épya oty THvo,” eve wg mpog ta potiPfa €yet ta na-
PAAANAG tov ot Bopdkia ydtikov TEpTAmv oty Av-
8p0.”* O tpitog @eyyitng ovyyevelet pe tmviakovg,”
xopic va pmopel va anodobel oe kdmowo kowéd dnut-
ovpyd. Ot vntéroumot @eyyiteg mpémet va avijkovy otnv
{0ta opdda pe tovg mponyolpevoug pe v dla emime-
déyAvgn teyviki.

Zvotnpatkdtepr) peA€tn tov vAlkol oe axfon {oeg
pe epyaotipla mov gpydiovtal o TEPTAA EKKANOLOV
tov Atyafou, pmopel peAroviikd va ddoet otoryela ya
TOLG SNHLOLPYOUS KAl TV KATAY®YT] AUTAV TOV £PY6V.

Mappdpvn kpivn (ap. gvp. 31170)

H xprjvn ané kvkraditiko pdppapo (Sraotdoeic: 64
x 37 x 5 &k.) dwpiBnke oto Movoeio Mnevdxn ané tov
Aovion Potémoviro (ewk. 13). ITdve aprotepd kat kd-
e delid efvatr onaopéveg ot yovieg g mAdkag, v
mdve de&1d Aeinet éva peyaldtepo Tppa pe péPog Tov
@utikov dtakbopov.”

2y opboydvia mAdka dnpovpyeitat avaylvga pia
oot {dvn, 1 omola koopeital and kopatiotd fraotd
pe toapmd. To eowteptkd tov téEov ywpiletat kad’ v-
yog ot tpia didywpa. 1o TpdTO YAPNAd Taptotdvo-
vtat tpla kvnapioota, oto debtepo pla KeQary kate-
VooV pe oY yla tov kpouvé ot Béon tov atéparog,
Kkat oto tpito dtdywpo doyelo pue oxnparonompéva ya-
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Ew. 13. Mappdpivn kprivn. ABrjva, Movoeio Mnevakn
31170 (pot.: M. Xxiadapéong).

pipara mov eyypdgovtat oto t6&o. Evdragépov éxet o
tpdmog Tov mpofdidetal 1 anotponaiky ke@ain oto
peoaio didywpo, kabog ot toviopéveg avaylvpikd yo-
vieg touv atpoyyvietouy to fdbog tov avayAigou ava-
detkviovrac v ke@aiy oto kévipo kat tovifovrag to
otpoyyvAd —oav kpavyr— dvotypa oto otépa.

H Siakéopnon tov kpnvav éxet va emdeilet onpa-
vukdtata épya otov topéa g Aaikfg AtdoyAvmtikic.
Yndpyovv peydrec dnpdoteg kprjveg, otkodoprpata
HE apyLTeKTOVIKT] Slapdppmon kat TAovoto Stdkoopo,
Kat dALEG amAovoTEPEG KATAOKEVEG, TTIOL GTNV TIO a-
Ay exdoyn touvg pmopel va eivar pra ABavdyiven
mAdKa eviorylopévy o€ KAmolo Ktiopa, wtiks 1) on-
péoto.” v tedevtaia avty katnyopia avijket kat 1
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Ew. 14. Anétpnpa tépmhov. ABvva, Movoeio Mnevdin 29066 (pwt.: M. Exiadapéong).

kpvn tov Movoeiov Mmievdxk), mov mpénet va mpoép-
yetar ané v Tvo.

H anotponaixy] kepary avijket ota ovpfoiikd Oépa-
Ta TIOL KOOPOUVV Kp1jveg Kkat gaivetat 6t oyetiCovrat pe
hatpevtikég dofaoieg yia to moAdtpo yia ) fon vepd.”!
‘Opora, yia tov putikd didkoopo kat ta dvin motebetal
6Tt {0MGC Va ATOTUTIGVOLY ELKOVOYPAPIKA KATota Katd-
Aotna maiidv poogopdv oty THvo, émov ovvibilav
va tonobetotv otig Ppioeg doyelo pe Aovrovdia.”

H «pijvn tov Movoefov Mnevdkn oyetiCetat otit-
otkd pe optopéva pappdpva vriépuvpa mov mpoépyo-
vtat mBavétata ané myv THvo.” H oynpatomnoinon
tov doyelov kat ta ouAlapiopéva yapigpara, oxetiCo-
viat pe pla Aaikétpomn andédoon yapaktnpiotiky yia

ta péoa nepinov tov 18ov atdva.™

Andtpunpa tépmiov (ap. gvp. 29066)

‘Eva daitepa evdiagépov avdyrvgo pe pa yopyod-
va, and kvkiaditiko pdppapo (draotdoeic: 64 x 29 x 6
ek.) Swprdnke oto Movoeio Mnevdky eniong and tov
Aovion Pwténovro (ek. 14). H mAdka tov avayii-
@ov eivat koppévn AoEd de€id kat aptotepd, TPOKEUE-
VOU va Tpooappootel og Tpymvikéd xwpo kdmolov ae-
tdpatog, loog ot devtepn xprion.”

2e yapnid avdyAugo maploTdvetal Katevamiov pa

2, 2002

yopyéva mouv kpatd pe amlopéva ta yépla ota midyta
g d%o dkpeg g Sryahwtic YoAdwTic ovpds TG, M)
onofa Eekvd kdte and éva @uArdpopgo potifo yipo
ané ) péon e poperic. H yopydva etvat yopvéon O,
€xel paKpld parAtd mov TEQPTOLY THO® GTOVE MUOVE TG
Kat gopd kopdva. Aptotepd, Kate and ) diyarlwty a-
TOANEN G ovpdG ™G, dtakpivetat To kepdit evog dpd-
KOL HE avorytd to otépa and 6mov Pyaivet pa proyom
yAdooa. [Tpékettat yra évav témo dpdrov pe peydro ke-
@AAL, ot odpa, aykabotd @tepd kat kovtd né-
dla, tov o10{0 CUVAVTOVHE OTIG EMOTEPELG TEPTAGY VA
ouvvdéetal pe ta Avmnepd ot Pdomn tov otavpod. Xt
def1a mievpd Oa vmpye €vag dedtepog dpdkog, and tov
omofo odetat pévo 1 dkpn tov plyyoug tou.

O tdmog g yopydvag pe dumhr] ovpd dev €xet to ma-
PAAANAS tov og pappdpva tépmia tov Kukhddwv. A-
navtd oe LuAdyALTITa TEPTAQ GAAGV TIEPLOYGDV, OTIKG
otV odtd tov tépmiov g Aylac [Napaokevic Kokki-
vormAo¥ OAdpmov, ota tépmia tov Tpodpdpov Kapdi-
toag, mg Oeotdrov Kaotavide Aypagwv, otovg Talt-
apyec Adiotag Zayopiov, otov Ayto Nikérao tov Ka-

néooPou Kk.a.*

H ropdva g yopydvag mapanépmet oe
anewcovioelg g Iavayfag, e ayfag Eiprjvng, me a-
yiac Atkatepivig 1 g Zooddyov Inyric.”” Ot yopvé-

otmbBec yopydveg pavepdvouy mbavétata ttariky| emi-
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Euc. 15. Avaylvgn petdnm and tov e£otepikd didkoopo

tou kaBedpikod vaoys e Modena (ané: Cl. Franzoni, E.
Pagella, ltinerario Romanico attraverso la mostra: “Lanfranco

e Wiligelmo: il Duomo di Modena” [Modena 1984] 76).

dpaom, pa kat ug ovvavtotpe o EuAGYALTITA TépTAQ
™G Zaktvhou mouv ypovoroyotvtal ata €A tov 170v
atdva.”® EEGAAov, o ténog avtde g yopvéotnOng yop-
yévag mov kpatd pe amlopéva ta xépla tug dvo dipeg
™G 0LPAG TS LTIdpyel o0& avdyAvpr HETOTN TIOL avy-
Kel otov eEotepkd didroopo tov kabedpuco vaod g
Modena (etk. 15) kat ypovoloyeitat otov 120 aidva.”
H yopyéva €6 pe pakpid paiiid kar pe d6o Pooti-
XOUG va kaAumtovv ta otifn g anodidetat vatovpa-
Aotikd Kat avijket o€ pa katnyopia tepatépopmv 6-
viev Tov katdyovrat an to Liber Monstrorum tov 9ou
atédva Kkat £40vV KOoHoypapLkd yapaxktypa.

H yopyéva ota EvAdyrvmta tépmia katatdooetat
ané tov Kitoo Makp1j pe emgurdeig ota anotpemnti-
kd B¢épata. Ze avtd tov odnyel ) eppavior| g ot toi-
xoypagieg avdpeoa ota tépata g Amokdivyng, ka-

120

B¢ kat 1 Béon e mdve andé my Qpaia TToAN tov
tépumdov (Ayla Kopuaky Toaykapddac, Ayia Kupra-
k1 Zayopdg, Ayia Mapiva Kiooot, Ta&idpyes Toa-
ykapddac).® O amotpentkde avtde yapaktipag tmg
yopyévag oto avdyivgo tov Movoeiov Mmnevdkr evi-
oybetat and v mAatoloot] g and Spdroug, yeyovig
mov pag odnyel va okepBolpe 6u n midka avt] Ha ko-
opotoe to KéVIpo pag and g ndve Ldveg evog pap-
pdpvou tépmiov, oto onpeio owg kdtw and tov otav-
p6. Qotdoo, bLa avtd mpénet va peivouv o éva vrobe-
uk6 eninedo, pra ka 6ev emPePardvovrat and kdmoto
napdAAnio oty meployy tov Aryaiov.

Tov ovoyetiopd tov avayrdgov avtot pe kdmoto vi-
olwtkd epyaotijpto tov Atyaiov, tov emTpENEL TO Ke-
@A\t Tov dpdrov mov oyetifetat Tumoloyikd pe avti-
otorya potifa oe eMOTEPELG pApUAPVOV TEUTIAGY TOL
B’ prood tov 18ov atdva otnv Avdpo (Talidpyne Me-
oapdg, Ta&tdpyne Apovakierot, kaBoiiké Movic A-
yiac Eiprivne ota Amnoikia) 1 kar oty Ndéo (BA. té-
unAo Zooddyov IInyrg k.d.), mov anodidovrat oe Xic-
teg kartéyves.! To Oépa avtd tev dpdkwv mov otn-
piCouv ta Avmntepd oy enfoteyn vndpyel kat oty
TPOIHOTEPY OUAdA YLOTIKOV HAPUAPVOV TEPTAGV
otv Avdpo, ) Aeyépevn opdda «Eavboi», mou ypo-
voioyeitat mepinov ota péoa tov 18ov aidva.” Qoté-
00, Ota TEUTAQ autd ot dpdkol oTpéovtal Pe TO Ke-
@Al Tpog ta mAdyla kat 6xt mPOG To KEVIPO, SIS
€0, Apaxot otpappévol Tpog to kévrpo eppavifovrat
otV eM{OTEYP TOL KEVIPIKOV TUYHATOG TO PAPUAPIVOL
tépmaov tov [pogprn HAla otn Zigpvo.”

[Mpékertar yia pa Eeywploti Aaikdtponn napdota-
on, mbavétata kvkraditikne mpoéievong tov 18ou
atdva, Tov perrovikd (oog propéoet va StaPaoctel oe
oagpéotepa ovpppalopeva.

AkreEdvépa T'ovadkn-Boutupd

Kadnynzpra Xxodng Kaldv Texvay AITO
e-mail: voutyra@mus.auth.gr
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ALEXANDRA GOULAKI-VOUTIRA

Aegean marble carvings in the Benaki Museum

The Benaki Museum has the good fortune to possess
some examples of neo-Hellenic marble carving of a
type which rarely finds its way into public collections
or museums. Marble fanlights (kamaria) carved in
champlevé, and a marble fountain with relief ornamen-
tion, all from Tinos, form the background to a study
of the ornamental secular art of the Aegean. Door and
window surrounds from a mansion in los are impressive
examples of architectural carving. Their close relation-
ship, typologically and stylistically, with similar works
in Mykonos, Paros, Skopelos, Chios and Amorgos sug-
gests that their provenance is a workshop circulating
in that area in the 18th century, but no more precise
attribution is possible. Such objects are thought to have
associations with Renaissance models, but how and
when these were introduced to the Aegean cannot be
determined.

The twin-tailed gorgon flanked by dragons, a relief on
a slab in second use, is a motif unique in Aegean marble
carving. However this dragon is a standard feature of the
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architrave of marble sanctuary screens, at the foot of the
cross and often supporting the Ajpira. The gorgon motif
occurs on carved wooden sanctuary screens in mainland
Greece. Bare-breasted gorgons can also be found on late
17th century wooden screens in Zakynthos, and prob-
ably indicate Italian influences. Moreover this motif of
a gorgon holding her twin tails in her outstretched arms
is to be seen in ornamental church carving in northern
[taly (Modena) as early as the 12th century, and seems
to have its origins in the 9th century Liber Monstrorum,
which contains figures of a cosmological nature. The
gorgon on carved wooden templons has an apotropaic
character which is confirmed by the presence of the
dragons flanking her; this suggests that the slab would
have formed part of the decoration of the upper regis-
ters of a marble templon screen, in the centre below the
cross. This is an unusual representation in the style of
folk art, which probably originated in the Cyclades in
the 18th century; however it has not yet revealed all its
secrets to us.
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E KOURIA

Imaginary perceptions and representations of the ancient

Greek monument in the engravings of European travel literature
(17th - 19th centuries)

In memory of Angela Tamvaki

GREEK ANTIQUITIES in their various forms have contri-
buted a rich source of material to the illustration of Euro-
pean travel literature. They played an outstanding part in
publications of the 18th and 19th centuries, when they
were at the forefront of the iconography of Greece. A
large number of these engravings can be found in the
Benaki Museum, and also in the important collection of
Eustathios ]J. Finopoulos, some of whose engravings are
being published for the first time in this article.

Depictions of Greek monuments, faithful or other-
wise, are crucial to the mythology of the ruin, which
adopts a multiplicity of forms in European art and
haunts the imagination and sensibility of intellectual
Europe, especially in the second half of the 18th centu-
ry. Europe’s relationship with Greco-Roman antiquity
in its various identities —the antiquity of the imagina-
tion, the antiquity of myth, the antiquity of visible, tan-
gible remains— and its representation have journeyed
down the centuries making innumerable appearances
in European art and culture. One aspect of this broad,
multi-dimensional theme in the 16th century has a par-
ticular impact on the illustration of ancient Greek ruins
in 17th century European travel literature, and brings
on to the stage one of the continuing protagonists of
this story —~Rome and its monuments. The bipolar axis
Greece / Rome, Greek antiquity / Roman antiquity in
all its manifestations is a decisive component of the
iconography of Greek antiquities during the 17th and
18th centuries, extending into the 19th.
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In the 16th century a large number of artists from the
Low Countries spent a period working in Rome, and
this was considered an indispensable stage of their artistic
training. The revelatory experience of the Eternal City
with its wealth of ancient monuments and with antique
works of art lying in ‘poetic confusion” and continually
brought to light by excavation, and the strong attraction
all this held for artists from Northern Europe engen-
dered a large number of drawings, prints and paintings
of ruined buildings and sculptures, often in imaginary
configurations within real or invented scenery, in the
tradition of Flemish and Dutch panoramic landscapes.
In these works artists made a conscious attempt to depict
in a ruined state even those buildings which were still
intact. A vanished world of decay suggests the idea of
(“tempus edax”), the universal

destroyer, as quoted in one of the most characteristic

Ovid’s “devouring time’

paintings of this type, the Landscape with ancient Ruins
by Herman Posthumus (1536, Vaduz, Sammlung der
Regierenden Fiirsten von Liechtenstein). At the same
time these images reflect the humanistic interest of the
Renaissance in systematically studying the relics of antig-
uity in order to decipher their secrets, as shown by the
activity of the human figures in these works. This per-
ception and vision of the ancient world is clearly reflect-
ed in certain engravings with arbitrary configurations
of ruins —images of Greece which illustrated volumes
of travel literature, mainly Dutch, in the 17th century.
An eloquent example is the view of Athens in the Dutch
edition of Spon and Wheler’s book (1689), which shows

the two travellers, gazing intently at the exterior of a
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Fig. 1. Spon and Wheler in Athens. Engraving, 12.5 x 16.5
cm, from Voyagie Door Italien, Dalmatien, Grieckenland,
ende Levant... Door Jacob Spon... En Georgius Wheler. ..

(Amsterdam 1689). Athens, Gennadius Library.

building, placed within the theatrical framework of an
Athens overrun with ruined edifices (fig. 1); another is
the engraving of the antiquities of Delos in a mountain
landscape (fig. 2) from the Dutchman Olfert Dapper’s
Naukeurige Beschryving der Eilanden in de Archipel...
(Amsterdam 1688, French translation 1703).?

In the 18th century Rome and its antiquities re-
mained one of the two equally powerful poles as
regards the European perception and representation
of the ancient Greek monument. Italian paintings and
engravings now played the dominant role, and became
the direct and primary model, as attested by certain
engravings of Greece executed mainly in the second
half of the 18th century (figs 3-7).

The obsession with classical antiquity —on a conce-
ptual / ideological and aesthetic level- throughout the
century, together with the fascination and magnetism
exercised by Rome itself through its grandiose architec-
tural settings, is expressed in the visual arts by a host
of paintings and prints: actual and imaginary land-
scapes and topographical views (vedute reale / vedute
ideate), and architectural capriccios or fantasies, the
work mainly of Italians, but also of French artists (the
so-called ruinistes) —Giovanni Paolo Panini and his fol-
lowers, among them Hubert Robert, G. B. Busiri, J. N.
Servandoni.* In the art of engraving Giovanni Battista
Piranesi was the undisputed master. These vastly po-
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pular works circulated in numerous versions by the
artists themselves. The same monuments and works
of art recur in different locations, with changes in the
staffage —supplementary pictorial elements and motifs
such as miniature figures (figurette), architectural seg-
ments and fragments of works of art. Paintings also
circulated in the form of numerous skilful and more
or less faithful engraved reproductions, often on a large
scale, which had the status of independent works of art.
These engravings, together with the famous etchings of
Piranesi, adorned the so-called print rooms of the man-
sions of the antique-loving British aristocracy —wealthy
collectors and travellers who had made the Grand Tour
through Italy, and who constituted the basic clientele
for such material.” Compilations of these engravings
were also issued in special albums.

A particularly interesting example of Greek material is
the broadsheet engraving of The Ruins of Attica (fig. 3):
this is a reproduction of a painting by Panini of almost
the same dimensions, as the legend indicates. The spe-
cific reference to the original, which was clearly aimed at
potential customers and enhances the value and author-
ity of the engraving, is significant; we may read in this
print an eloquent statement on the elevated status of
engraved vedute in the 18th century European market.

A comparative study with Roman vedute reale and
ideate and architectural capriccios reveals the inspiration
and origin of certain engravings of imaginary or actual
Greek antiquities, and their points of convergence on the
iconographic and the morphological level. The arbitrary
juxtaposition of heterogenous monuments and works of
art, these contrived assemblages (as they have been called)
in a fictitious, ideal space,’ the association of the grandiose
edifice with fragmentation and ruin, the theatricality of
the image with its scenic framework” and graduated planes
which direct the eye as it wanders through the ‘spectacle’
of the antiquities, the exaggerations of scale, the staffage,
the expressive use of chiaroscuro and the dialectic relation-
ship between nature and the creations of man —all these
provide direct or indirect references to Panini, Piranesi,
Hubert Robert and Busiri. Together they form a code
to the conceptual language which is conveyed by these
pictures —sophisticated vehicles for the expression of ideas
which obsessed the European consciousness and imagina-
tion. These images pronounce a discourse on the Sublime,
the lofty character and noble grandeur of works of Greco-
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Fig. 2. Ruins of Delos. Engraving, 27.5 x 34 cm (from: Description exacte des Isles de L'Archipel. .. Traduite du flamand d’O.
Dapper [Amsterdam 1703]). Athens, Benaki Museum.

Roman antiquity, within the spirit of Neoclassicism, with
intimations of the Romantic, while at the same time
echoing the refined, elegant aesthetic climate of the 18th
century with touches of Rococo picturesqueness.

The incorporation of statues, reliefs and ornate anti-
que vases into the representations, and their juxtaposi-
tion with buildings in a totally implausible manner is a
common practice of Roman vedute ideate, architectural
fantasies and capriccios, and is also observable in engrav-
ings of ‘Greek’ antiquities, as previously mentioned.
Sometimes edifices and vases are transplanted arbitrarily
from the Roman paintings (fig. 4).* Intact or mutilated,
set on pedestals or ‘accidentally’ thrown to the ground,

2, 2002

prominently displayed or half-hidden, to be discovered
by the eye of the viewer / traveller, illuminated by a glo-
rifying light or animated by more subtle nuances, they
remain symbols charged with meaning, emblems of a
world of ideal beauty that is lost for ever.

There has been much academic discussion about the
prestige and the magnetic attraction exercised at that
period by certain celebrated works of art such as the so-
called Borghese Vase,” the Laocoon, the Farnese Her-
cules, the Apollo Belvedere and the Belvedere Torso,
which adorned famous Italian private collections and
the Vatican and Capitoline museums. The cult of the
ancient work of art is associated with the contemporary
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18th century. Engraving,

39.5 x 52.5 cm. Athens, E. J. Finopoulos Collection.

study of antiquity and the excavations at Herculaneum
(1738) and Pompeii (1748) as well as Rome. Winckel-
mann himself, who extols the ancient ideal of beauty in
a generalised fashion, is at the same time held captive
by the irresistible fascination of certain Greek statues.
“Topoi’ of various projections and fantasies, objects of
desire for collectors and others, antique sculptures are
at the same time the models par excellence for artists,
in accordance with the theories and also the pedagogic
disciplines of Neoclassicism. “Slaves of the marbles’
is the description given by scholars to the artists of
that time," who were obliged to measure themselves
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against the unsurpassable models bequeathed by anti-
quity. The well-known drawing by the Swiss painter
H. Fuseli of the artist overwhelmed by the magnitude
and the grandeur of the ruins of antiquity, as indi-
cated by the title of the work, is a significant piece of
evidence, subject to multiple interpretation.” It also
assists in the understanding of how Greek antiquities
were depicted in certain travel engravings of the second
half of the 18th century. It has been noted that Fuseli
chooses the extremities of a massive statue, the Colos-
sus of Constantine, to represent the art of the ancient
world. In this way he points to an additional criterion
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Fig. 4. The Remarkable Ruins of the Morea, formerly called the Peloponnesus, in Attica, now Turky in Europe, second half of the
18th century. Engraving, 18.8 x 28.8 cm, after a painting by Giovanni Paolo Panini. Athens, private collection.
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Fig. 5. Ruins of Athens, 1783. Engraving, 12.5 x 17.5 cm. Fig. 6. ]. D. Le Roy, Temple of Olympian Zeus. Engraving,
Athens, E. J. Finopoulos Collection. 28 x 44 cm (from: Les ruines des plus beaux monuments de la
Grece [Paris 1758]). Athens, Benaki Museum.
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Fig. 7. Athens, Triumphal Monument of Philopappus. Temple at Mount Laurium, imaginary composition after Le Roy.
Engraving, 25.5 x 38.5 cm (from: Ruins of Athens, with Remains and Other Valuable Antiquities in Greece [London, for
Robert Sayer, 1759]). Athens, Benaki Museum.

for the evaluation of antiquities —that of scale, which
he empbhasises in his structuring of the picture. The
impressive dimensions of ancient remains, indelibly
associated with their monumental grandeur and mag-
nificence, become a prerequisite of this panegyrical,
emotionally charged approach and of the perception
of them visually as @ spectacle, under the inspiration of
Piranesi’s example. Awesome proportions become part
of the discourse on the Sublime in its association with
the aesthetics of antique edifices and sculpture.

The emphasis on impressive scale is also the crux of
the attitude taken by their contemporary, the French
architect Julien David Le Roy, towards antique monu-
ments, again with direct consequences on their treat-
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ment as images. We are now dealing with actual,
extant monuments in Greece, as found in the finely
wrought prints of Le Roy’s book, Les ruines des plus
beaux monuments de la Grece... (Paris 1758) and the
variants based on it (figs 6-7). In the introduction to
the second edition Le Roy makes his intentions quite
clear, disassociating himself from Stuart and Revett and
their meticulously accurate impressions: “And surely 1
would not have travelled to Greece simply to observe the
relation of the edifices and their parts with the divisions
of our feet... These ruins, in the views which I have pre-
sented, occupy a much greater part of the picture than those
of Mr Stuart; they thus affect the spectator more vividly,
and succeed in passing on to his soul all the admiration
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by which one is stricken when looking at the monuments
themselves.” Although Le Roy had observed the anti-
quities at first hand, he does not hesitate to take liber-
ties with reality. For instance he provides the Theseion
with a greater number of columns than it actually has,
in order to give it a more striking appearance.

The presence of nature is often crucial both to the
design and also at a conceptual level in those depictions
of ruins which address basic ideas of Romanticism —the
relationship between human achievement and Time,
the transitoriness of the works of man in the unchang-
ing cosmic cycle, fragility with connotations of vanitas.
The rendering of decay on the robust and rugged rocky
masses by engraved lines well suits the semantics and
the poetics of the illustrations. The same applies to chi-
aroscuro, which dramatises the monuments within this
elegiac, ambiguous climate of mortality and survival.

In their exaltation of the antique monument and also
in their morphology, the engravings of Le Roy and their
variants underline the affinities with the etchings of
Giovanni Battista Piranesi. They do not of course have
the visionary power and visual effectiveness of the Iralian
master’s pictures, which gave new content to the monu-
ment, creating new conditions for its perception from
the conceptual-aesthetic viewpoint and for its “appropri-
ation” by the eye of the viewer. Moreover, the arbitrary
and ornamental assemblages in clearly fictitious locations
and the idyllic picturesqueness are generally faithful to
the concept of ‘ruin painting’ which also flourished in
France —mainly with Hubert Robert— as a later phase of
the great tradition of the paysage historique.”

The engraving in fig. 8, the frontispiece of A New
Collection of Voyages (second half of the 18th century),
contributes its own illuminating evidence, in particular
through the rhetoric of the legend," which matches
the attitude of Le Roy, Two Travellers attended by a
Guide viewing with Surprise the stupendous Ruins of a
magnificent Pile. A distant View of a City with a Prospect
of the Sea, etc. This print with its legend may be said
to constitute an emblematic image, juxtaposing travel,
antiquity and exoticism, three prominent themes of
18th century European travel literature.

The 19th century would provide its own responses to
these themes. The first decades of the century saw the
actuality of modern, real-life Greece, spearheaded by the
Greek Revolution, emerging to establish a position on
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Fig. 8. Two Travellers attended by a Guide viewing with
Surprise the stupendous Ruins of @ magnificent Pile. A distant
View of a City with a Prospect of the Sea, erc. Engraving, 21
x 16 cm (from: A New Collection of Voyages [second half of
18th century]). Athens, E. J. Finopoulos Collection.

the intellectual scene and in the European consciousness
and sensibility. This process was fuelled by Romanticism,
Orientalism, and Philhellenism, which added their own
ideological and aesthetic filters, their own points of
reference and their own ‘colour’ to the European vision
and approach to Greece. The direct, physical encounter
with Greece by many European intellectuals, artists,
architects and archaeologists in the context of travel
should also be taken into account. All this created new
foundations and new conditions for the relationship
of Europe with ancient Greece, the Greece of visible
monuments and the Greece of a visionary revelation. Its
historical present, moreover, provided fertile soil via other
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Fig. 9. A View of the Eastern Portico of the Parthenon. Engraving, 30 x 44.5 cm (from: The Antiquities of Athens Measured and
Delineated by James Stuart... and... Nicholas Revett, Painters and Architects 11 [London 1787]). Athens, Benaki Museum.

routes for the shaping of imaginary representations. This
bipolarity of reality and imagination presents a special
interest through its diverse pictorial handling, and here
again travel prints are useful and telling pieces of evidence.
The thematic repertory of antiquities is ‘hellenised’” with
specific, actual and recognisable, monuments and works
of art, in particular those which for varying reasons had
become the current focus of attention (figs 10, 12). It is
no coincidence that it is the Elgin Marbles, the Acropolis
and the Caryatids that now dominate the interest of
the art-loving intelligentsia of Europe, a public already
sensitised through many ‘channels’. The new thematology
demanded new models. Fig. 10 refers directly to an
engraving from the painstaking work of Stuart and Revett
on the monuments of Athens, The Antiquities of Athens,
Measured and Delineated. .. (London 1762-1816) (fig. 9),
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which had met with a great response in antiquarian circles
in England and beyond. But it is characteristic that the
mosque inside the Parthenon, not yet demolished, is here
omitted. Yet compositional devices and iconographic
motifs of the earlier tradition —of ‘ruin painting’ and
the prints associated with it— survive in the inclusion at
the foreground of sculptures scattered on the ground.
Echoes of this artistic tradition are also recognisable in
the engraving entitded Greek Ruins on Crete (fig. 12),
where influences can also be traced from Byron’s “dream”
(1829, The Tate Gallery, London), the painting by the
well-known English artist Sir Charles Lock Eastlake,”
which was reproduced as an engraving (fig. 11).

The subject of this discussion, multi-dimensional in
its diachronic, evolutionary progress, cannot be ade-
quately covered within the limits of a single article. The
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Fig. 10. Remains of the Parthenon, or Temple of Minerva, at Athens, with some of the Fragments brought over to England by
Lord Elgin, 1829. Engraving, 14.5 x 20 cm. Athens, E. J. Finopoulos Collection.

Fig. 11. Byron’s “dream”, 1833. Engraving, 52 x 67 cm,
after the painting by Sir Charles Lock Eastlake. Athens,
Benaki Museum 25107.

2, 2002

approach taken here focuses on certain specific aspects,
and is based on two co-ordinates, the iconography and
morphology of the works, both of which, in more or less
equal fashion, display the plurality of the subject’s sig-
nificance —while at the same time indicating the broad
area of research demanded by a study of this material.
Empbhasis is given to the 18th century (the second half
in particular), a critical and especially important period
for Europe’s relationship with classical antiquity as a
result of a combination of factors. Of these, the direct
contact of a large number of European intellectuals, art-
ists, dilettanti and wealthy collectors with the tangible
remains of the ancient world —especially in Rome— was
catalytic, and it can indeed be argued that it contri-
buted to the construction of an imaginary perception of
Greek antiquity. In this context the ancient monument,
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Fig. 12. Greek Ruins on Crete. Hand coloured steel engraving, 9.8 x 13.3 cm (probably from: Meyer’s Universum oder
Abbildung und Beschreibung des Sehenswerthesten und Merkwiirdigsten der Natur und Kunst... [ca. 1840]). Athens,
Alpha Bank Collection.

the ancient ruin both in its natural state and also as an
image, is invested with a multiple meaning and charge,
a fact which gives to visual representations a particular
dynamic for their reading and interpretation. The ele-
ment of fantasy, a constant throughout the centuries
in the iconography of ancient monuments, acquires a
special semiological weight and becomes an instrument
for the better understanding of engravings relating to
Greek antiquity. It sheds light on the conditions under
which these pictures were produced, their shaping, their
reception and their function within a complex web of
relationships, references, obsessive fixations, and intel-
lectual and aesthetic trends against the background of
the socio-cultural environment of Europe and the lure
of Greece in its double identity: imaginary (a timeless
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vision) and real. This dual nature of Greece, arising
from the bipolarity of its glorious, near-mythical past
and its historical present, is the central element in the
way Greek antiquity was perceived and represented in
the first half of the 19th century, as new facets were
added to the pluralist identity of Greece which step by
step down the centuries was constructed and established
in the European consciousness.

Dr. Aphrodite Kouria
Art historian

33, Xenokratous str.
106 76 Athens

e-mail: kouria@hol.gr
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NOTES

1. D’ apres I’ antique (exhibition catalogue, Musée du Lou-
vre, Paris 2000) 356.

2. Cf. Fiamminghi a Roma 1508/1608. Artistes des Pays-Bas
et de la Principauté de Liege & Rome a la Renaissance (exhibi-
tion catalogue, Palais des Beaux-Arts, Brussels — Palazzo delle
Esposizioni, Rome 1995); also D’ aprés I’ antique (n. 1) 356,
357, 360, 369, 379, 380.

3. Compare the imaginary view of Delos encumbered with
ruins, in Les voyages de Jean Struys en Moscovie. .. et en plusieurs
autres pais étrangers by the Dutch traveller ]. Struys (French
edition, Amsterdam 1720) with landscapes by the Dutch
painter Jan van Scorel, cf. The Madonnas of Jan van Scorel
(1495-1562). Serial Production of a cherished Motif (exhibition
catalogue, Centraal Museum, Utrecht 2000, ed. by M. Faries,
L. M. Helmus). On Struys’ view of Delos, A. Kouria, H “re-
PUTETEL” TOV EAMVIKOV ApYALOTHTOV 0TI EVPOTAIKES TIEPL-
MyNukég exddoets, Apxarodoyia 23 (June 1987) 75-76, with
a reproduction of the engraving.

4. Cf. E. P. Bowron, J. J. Rishel (eds), Art in Rome in the
Eighteenth Century (Merrell in association with Philadelphia
Museum of Art 2000). The fascination of Rome and its
monuments, ancient and modern, was articulated in a spec-
tacular, indeed emblematic way in the well-known paintings
by Panini, /nterior of an Imaginary Picture Gallery with Views
of Ancient Rome and Interior of an Imaginary Picture Gallery
with Views of Modern Rome: cf. Art in Rome (ibid.), 425-27
pls 275-76.

5. As well as ‘print rooms’ there were also ‘ruin rooms’
dedicated to paintings. These same collectors, together with
their French and Italian counterparts, were engaged on a pas-
sionate quest for original antique works of art while at the
same time commissioning reproductions from artists in Rome.
These issues are considered in detail in studies dealing with
the relation between Europe and classical antiquity: cf. Art in
Rome (n. 4); F. Haskell, N. Penny, Taste and the Antigue (New
Haven-London 1998).

6. The recurrent motif of water in the foreground should
be noted.

7. Scholars have commented on the influence of theatrical
scenery on such works, and on the echoes from garden design.
It is no doubt relevant that certain artists (ruznistes) were also
involved in these activities: Art in Rome (n. 4) 417, 434; ].
Clay, Le Romantisme (Paris 1980) 264-66.

8. Cf. Sermon by an Apostle, 1754 (private collection) by
Panini. Reproduced in F. Arisi, Gian Paolo Panini (ed. Dei
Soncino 1991) 113 pl. 36.

9. It is no coincidence that the Borghese Vase often appears
prominently in the paintings of Panini.

10. Cf. ]. Siegel, Desire and Excess. The Nineteenth-century
Culture of Art (Princeton 2000) 42.

11. Siegel (ibid.) 28, 29, 30, 35, 36, 47; Art in Rome (n. 4) 38.

12. Translation from F.-M. Tsigakou, 7he Rediscovery of
Greece. Travellers and Painters of the Romantic Era (London
1981) 18.

13. Diderot’s pre-Romantic sensitivity towards the ‘Sub-
lime’ was particularly stirred by paintings of ruins: “d les belles,
les sublimes ruines”, a work by Robert inspired him to write
in his review of the 1767 Salon; Diderot, Salons III. Ruines et
paysages. Salons de 1767 (Collection Savoir: Lettres - Hermann
éditeurs des Sciences et des Arts, 1995) 336; on the ‘poetics of
ruins’, see also J. Starobinski, Diderot dans [’ espace des peintres

(Paris 1991) 54-57.

14. Such grandiloquent legends should not be interpreted
restrictively in the narrow context of the specific picture: they
are indicative of a general attitude towards the monuments of
Greco-Roman antiquity.

15. Eastlake, who lived for some time in Rome, had visited
Greece in 1819. A reproduction of the original painting in
Tsigakou (n. 12) pl. IV and 194.
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K1) Loypagikij kat Yapaktiky tov epeimiov —pe Kopu-
@aiovg ekmpoodnovg ¢ tov G. P. Panini kat tov G.
B. Piranesi avtiotovya, ot popaikés vedute ideate (@pa-
VIAOTIKEG TOTIOYPAPIKES ATOPELS) KAl TA APYLITEKTOVL-
Kkd “kanpitoia” Ba anoteréoovy to kiplo TpdTuTo —pE
ouvvenikovpo ) yaAiiky Coypagiky avtic g Bepatt-
KNG— Yla Ta Xapaktikd Pe QaviaoTikég 1 Kat paypa-
TIKEG EAANVIKEG apyatdtnTeg, 6mwg @aivetar and tnv
avBaipetn yerrviaon etepdkintov pvnueiov, ayatpd-
Tov Kat ayyeiov o éva TAAopatiké ydpo, T oKnvo-
Beofa ¢ obvBeong, o swffage, v exppaoctiky xpi-
on ¢ pwtookiaong, t dtakektiky oxéorn g @vong
Kkat tev épyav tov avbpdnov. Ot apyatdtnteg wg “0é-
apa”, péoa oto kKoppd atedntikéd ki{pa tov 18ov aid-
va, pe mveAlég pokokd, dmov eyypdgetat kal to aitn-
pa ya m ypagikdnra (to pittoresque). IlapdAinia,
aQuTéC ot €1kOVEG ek@Eépouy Adyo Kat yia to sublime:
ya tov “opnAd” xapaktipa kat to evyeviké peyaieio
TV eEAANVOpopaikGdY épywv, péoa oto Tvedpa Tou
NeoxAaoukiopot, émov avantbytnke kat 1 Aatpeia
(culte) Tov apyaiov €épyov-avtiketpévov téxvng oe ov-
vdptnon pe v apyaloyveoia g emoxng kat Tg a-
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vaokagéc. To evivnoorakd péyebog, dppnira ovvde-
depévo pe to pvnpetakd peyaieio, ovviotd téte évav
épo yta ) do&aotiky, OLYKIVNOLAKA POPTIOUEVY] avil-
PETATON TV apyatotitov kaddg kat yia vy omtky
npdoAnyy} toug, pe dpeon enimtwon oty Sraxelptor
ToUG WG etkévev. ATé TV dmoypn avty ta yapaktkd
tov I'dAdov apyitéktova Le Roy eivat mapadetypatikd
yla tov eAANVIKS xdpo.

210 a’ pod tov 190v atdva, 6tav 1 vedtepy, viap-
Kkt EALGSa épyetar oto mpookivio, ta 1eoroyikd kat
aoOnukd @idtpa tov Popavuiopod, tov Opieviait-
opot kat tov PiAeAinviopot Ba enmpedoouvy g ava-
napaotdoelg tov apyaiov eEAANvikob pvnpeiov ota ya-
PaKTIKA TV TEpynTayY, kat éxt pévo. To pemeptd-
pto tev apyaotjtov “eEeAdnviletal”, pe avayvopiot-
pa mAéov, mpaypatkd pvnpeia kat £pya téxvnge, kat pd-
AMota avtd ota onofa éprovy ot poPoreic (Axpbmo-
A, Exyivera, Kapududec). H véa Bepaticy mpoimodé-
tet kat anartel dGAAa mpdtuma (PA. . v éykupn €k-
doon tov Stuart kat Revett). EmPidvovv Spwc axdun
popgomiaotikol tpdmot kar etkovoypagikd potifa g
naiaidtepng mapddoongc, e Loypagikic kat xapaxti-
KN Tov gpetmiov tov 18ov awdva. To Sutoiiké oxrjpa
npaypatkdmrac kar gaviaciac mapovordler Eexwpt-
016 evOLaPépov 0TI EIKAOTIKEG EKOOYEC TOL.

H npooéyyton avtod tov moAvdidotatov Béparog &-
OTIAOTNKE O€ KATIOLEG XAPAKTNPLOTIKEG TITUYEG TOV, HE
d€ova g dvo ouvvietaypéveg touv: v elkovoypagpia
Kat ) popgoroyia tov Eépymv, mou kat ot 4o, wdtipa
0xeddv, avadetkviouy v ovonuia tov, evéd Tapdi-
Ania katadeikviouy tov gvpt opifovia épevvag mov
vrayopetet 1 peAétn avtot tov vitkov. ‘Epgaon 66-
Onke otov 180 atdva (mo ovykekpipéva oto B’ piod
tov), enoy) Wiaitepa onpavuky] yta ) oxéon mg Ev-
pdTMG pe ™V KAaotky apyaidtnta, péoa and ™ ov-
vepyla mokilov tapaydviwv. Avdpeod toug, 1 dpeon
emagn moAvdptBpov Aoylev, kaAitteyvdv, TAovolev
kat gulétexvev Evponaiov pe ta antd {xvy tov ap-
xafov kéopov ot Pdun kupileg, vmipée kataivty.
Mmopel pdiiota va vrootprytel étt avty] Aettodp-
YNOE KAt @G HOYXASG yla 1 OGuNom Hag paviactaxig
pdoAnypng e eEAANVIKIG apyatdtntac.
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Reassessing the Edward Lear Collection at the Benaki Museum

MUSEUM COLLECTIONS have a personal history of their
own: that is part of their appeal. To understand the his-
tory of the Benaki Museum’s Edward Lear collection,
and how it arrived at its present form, we must first
unravel a convoluted plot in which Lear shares the lead-
ing role with a fellow Englishman whose name is totally
unknown to any dictionary of art.

The Edward Lear collection comprises 182 works.
Some are exhibited in the Museum, and the remainder
are kept in the Department of Paintings, Prints and
Drawings. Apart from a superb oil painting of Mara-
thon (fig. 1), donated in 1997 by Stamos J. Fafalios,' —a
good friend of the Museum—, in memory of his father,
the collection consists of pencil and ink drawings and
watercolours. Most of these were donated by Dami-
anos Kyriazis in 1952-53, but some were acquired by
Antonis Benakis, the founder of the Museum, while a
small group from the house of Kyriazes” daughter, Mrs
Maria Spentsa, came to the Museum only recently. The
works date from 1838-39, 1848-49 and 1850-1863,
and they include landscapes, views and impressions
made during the artist’s travels in Italy and Greece.?

Edward Lear (1812-1888) was the most prolific 19th
century British travel writer and artist-traveller, and he
recorded his visual experiences in hundreds of sketch-
books.* He began his artistic career as an illustrator of
natural history and zoology books, but after turning to
landscape painting in 1835 he developed into one of
the major figures of the 19th century British romantic
school.” He first came to Greece in spring 1848, and by
the summer of the following year he had visited much of
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Mainland Greece, as well as Albania and Macedonia:® his
tour of the Peloponnese and Attica in March and April
1849 forms the background to this article. One result of
these visits was the publication in 1851 of an illustrated
travel diary entitled Journals of a Landscape Painter in
Albania erc.®

Between 1855 and 1864 he spent nearly every winter in
Corfu, an island which became a favourite subject of his.”
His sumptuous album of lithotints, Views in the Seven lo-
nian Islands (London 1863), is devoted to those islands,”®
and he used Corfu as a base from which to record the
Greek shores opposite. During a total of four years spent
in Greece he undertook sketching expeditions through-
out the length and breadth of the mainland from Mystras
to Mount Athos, as well as to most of the islands, notably
the Ionian islands and Crete, and this puts his work on
a different level from the amateur efforts of most of the
artist-travellers who visited Greece in the 19th century.’
Lear was a philhellene with a deep knowledge of Ancient
Greece, and the quality, thematic variety and quantity of
his output —approximately 3. 000 works in all- has made
him recognised as the 19th century painter of the Greek
landscape par excellence.

The records of the Damianos Kyriazes donation
mention a portfolio of 110 drawings by Edward Lear,
which I located when I was cataloguing the collection.
A board portfolio (60 x 45 cm), marked Collection of
Drawings, Views of Greece etc, it contains 110 pencil
and ink sketches on paper varying in size from 13.5 x
22 cm to 28.5 x 52 cm. These contents, however, raised
a whole host of questions in my mind, since little of
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Fig. 1. E. Lear. View of Marathon, 1854. Oil on canvas, 33 x 53 cm. Signed and dated (no. 33626).

the material bears the stamp of Lear’s artistic idiom; in
fact it is only in a small minority of the drawings —14

views of the Peloponnese—"*

that we can recognise the
precise draughtsmanship, richness of texture and sensi-
tive, lyrical brushstrokes of colour which are a feature
of his landscape drawings, together with the serial
numbers added by the artist for his personal records
and the plethora of notes with which he used to mark
his travel sketches (figs 2, 3). The remaining 96 (dim.
17.5 x 25 cm to 25 x 35 cm) will disappoint anyone
familiar with Lear’s drawings, since their composition
ranges in quality from clumsy to amateurish (figs 4, 5),
and their sparse washes of watercolour produce an effect
far removed from the normal aesthetic quality of Lear’s
warm, unforced palette.

To this group of ‘coloured-in’ sketches must be added
another eight watercolours from the recent donation of
Maria Spentsa, which presumably belonged to her father,
Damianos Kyriazis. Their dimensions are consistent with
those mentioned above (paper, 25 x 35 c¢m), and they
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display tonal gradations which are at best crude and at
worst unacceptable for a professional artist of the era
(fig. 6). These additional sketches bring the number of
‘problem’ works to 104, and they include travel sketches
mainly from the Peloponnese and Attica with hand-writ-
ten dates covering the period from 7 March and 18 April
1849; many of these are numbered consecutively from 1
to 40 (March) and 5 to 22 (April)," thus allowing us to
reconstruct the six week tour in precise detail. All bear a
signature in the form of a calligraphic monogram which
can be read as E.L. or as F.L., since the strokes of the first
initial merge into the second (figs 4-6). A study of com-
parable works which I have located in other collections"
shows that the dates and locations correspond exactly
with those of the journey which Lear made through the
Peloponnese, Attica and Mainland Greece in March and
April 1849."

Lear’s travel sketches, a form of artistic diary, exempli-
fy a working method ideally suited to the requirements
of a conscientious artist-traveller who aimed at clear,
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Fig. 2. E. Lear. View of ancient Corinth, 1849. Watercolour on paper, 29 x 51 cm (no. 24063).
Fig. 3. E. Lear. View of Mystras, 1849. Watercolour on paper, 26.5 x 41.5 cm, dated “24 March 1849” (no. 24062).
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Fig. 4. F. Lushington, View of Bassae, 1849. Sketch, ink
on paper, 17.5 x 25 cm, signed with monogram and dated

“March 18/ 49” (no. 24700).

Fig. 5. F. Lushington, Landscape towards Mt Ithome,
1849. Sketch, sepia on paper, 17.5 x 25 cm, signed with
monogram and dated “March 21/ 49” (no. 24705).

Fig. 6. E. Lushington, Mountain landscape, 1849.
Watercolour on paper, 25 x 35 cm, signed with monogram

and dated “March 11 / 1849” (no. 38766).
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concise and reliable visual notes. In addition to the
location, the artist also jotted down comments on the
geographical features of the landscape, fauna and flora,
and special characteristics of light and atmosphere. At
the same time, he used a coded vocabulary to record re-
semblances to places which he had sketched in the past
~“walls dashed with red ochre Amalfiwise’ for example,
and “pale Syracuse stone”. These notes are often a direct
expression of the artist’s mood which the viewer is thus
able to share, and his delightful comments recall the
language of the famous Nonsense Rhymes."”

Lear’s masterful reproduction of the Greek country-
side and the accuracy of his draughtsmanship are ex-
emplary —indeed, this is one of the features which gives
his work as a Greek landscape artist its particular sig-
nificance. For example, on a view of Mystras, he wrote:
“Attention. A gray black dark day —no mountain outline
visible”.'* The extent of these notes varies, but the date
and the serial number are seldom omitted. The original
on-the-spot pencil drawing was followed by a second
stage, the “penning out”. This was the standard proce-
dure for many artist-travellers, who needed to preserve
the pencilled outlines which they had hurriedly drawn
in the open air. Lear used pen and ink to trace over not
only these lines, but also all his hand-written notes, and,
as he says in his diary, penning out was an industrial
process which could be completed several months after
making the original drawing."”

From the typological point of view these ‘problem’
works belong with the travel sketches mentioned earlier
—pencil drawings with the outlines and dates later inked
in. Their draughtsmanship raises some queries, however.
Admittedly, the general quality of Lear’s travel sketches
is uneven, since, painstaking artist that he was, he often
made more than ten on-the-spot drawings. Yet his mas-
terful handling of line and mass is never absent even in
the most rapid sketches, such as the miniature illustra-
tions which he often drew in the margin of the sheet as a
first overall impression of the composition, the ‘totality’
as he called it (fig. 7). A small number of the ‘problem’
works which display hasty but competent draughtsman-
ship resemble these miniatures stylistically and may
be considered as rudimentary on-the-spot drawings in
Lear’s hand, but their incompetent colouring is far re-
moved from the gifted artist’s famously harmonious pal-
ette. And the presence of a signature in every item of the
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Fig. 7. E. Lear. Detail from View of Argos, 1849. Sketch,
pencil and sepia on paper, 26 x 43 cm. Athens, Gennadius
Library, no. 152.

group is particularly problematic; for Lear never signed
such sketches, which were topographical working draw-
ings, not intended for exhibition but kept in his studio
as samples of his work to encourage potential clients to
commission a landscape painting. Moreover the theory
that the calligraphic monogram represents Lear’s initials,
E.L., will not hold water for two clear reasons: firstly the
monogram which appears in Lear’s completed works,
both watercolours and oil paintings, has a different form,
L.F. (fig. 8), and secondly this monogram is known to
have been conceived by him in 1859, as he himself men-
tions in a letter dated July of that year."”

It follows that the first letter should be read not as ‘E’
but as ‘F’, and the person responsible for the sketches
must have the initials F.L. The vital clue to decipher-
ing the identity of the person behind these initials can
only be discovered —with a touch of detective work— by
examining the facts of the case: in this way we find the
enigmatic combination of the initials F.Z. with the me-
diocre quality of the works pointing us in the direction
of an amateur draughtsman, Lear’s travelling compan-
ion on this trip —his bosom friend, Franklin Lushing-
ton. A distinguished member of the legal profession
in Victorian England® and a cultivated hellenophile,
Lushington (1825-1901) (fig. 9) was appointed judge
to the Supreme Court of the Ionian Islands at Corfu in
1855, and remained in this post for three years, during
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Fig. 8. Lear’s monogram. Detail from View of Corfir, 1862.

Oil on canvas. London, private collection.

the governorship of Sir John Young.” In the summer
of 1858 he returned to England to devote himself to
a full-time legal career; he later married and Lear was
godfather to his first child. It should be noted that the
dates of Lear’s first residence in Corfu coincide exactly
with those of Lushington’s term of office there: Lush-
ington played a crucial role in Lear’s private life, not
merely as a friend of long-standing, but even more be-
cause Lear’s repressed and unreciprocated homosexual
feelings for the man who was thirteen years his junior
were a continuing source of unhappiness to him. In his
capacity as Lear’s executor and heir to all his papers,
Lushington regrettably destroyed all their correspond-
ence and systematically censored his friend’s diaries,
removing whole pages and deleting paragraphs, as can
be seen from Lear’s thirty ‘plundered’ diaries, now in
the Houghton Library at Harvard.

“I am about to set off for Greece. My companion is Mr F.
Lushington —the government secretary’s brother at Malta,
a very amiable and talented man— to travel with whom is
a great advantage to me as well as pleasure”, wrote Lear
to his sister from Malta on 8 March 1849. He had just
returned from a brief visit to North Africa, and was
planning a second trip to Greece, which he had first
visited the previous summer. The two companions dis-
embarked at Patras on 7 March and after making the
necessary arrangements began their exploration of the
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Fig. 9. F. Lushington, photograph.

Peloponnese two days afterwards. Six weeks later, on 21
April 1849, Lear wrote from Patras to his sister: “... the
most delightful tour I have ever made. Everything has been
so fortunate and pleasant that the time has gone by a great
deal too quickly... Mr Lushington has been so constantly
the most merry and kind travelling companion and I am
very sorry he is obliged to return to England... Altogether I
do not know when I have enjoyed myself more”.

The fact that a young British lawyer in 1849 could
display a certain talent as a draughtsman should cause
no surprise, as drawing lessons were a regular part of
the educational curriculum in upper-class Victorian
England. We know that travellers were eager to exer-
cise their artistic skills at a time when the sketchbook
had not yet been superseded by the camera, and such
amateurs played an important role in the history of Brit-
ish art, particularly of landscape painting.”? No doubt
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Fig. 10. F. Lushington, The Pantanassa, Mystras, 1849.

Sketch, sepia and watercolour on paper, 25 x 35 cm, signed
with monogram and dated “March 24/1849” (no. 24709).

Fig. 11. E. Lear, F. Lushington, Megaspelion, Kalavryta,
1849. Sketch, pencil and sepia on paper, 25 x 35 cm, signed
with monogram and dated “March 10/1849” (no. 24685).

Lushington practised his drawing on the tour, taking
full advantage of the presence of his artist companion,
who in his turn was only too happy to give him advice.
The Benaki’s series of ‘problem’ sketches may therefore
be viewed as the product of a close artistic collaboration
between Lear and Lushington. Most of them would
have been completed by Lushington under Lear’s su-
pervision (fig. 10), while the small group mentioned
above, which display a superior compositional structure
and a studied use of line (fig. 11), are likely to have
been rough on-the-spot pencil sketches by Lear, who
subsequently gave them to Lushington. We know that
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Fig. 12. E. Lear. The Pantanassa, Mystras, 1849. Sketch, sepia on paper, 24.5 x 41 cm, annotated “Mistra, March 1849”
(no. 24785).

Lear, who often made more than one such drawing with
minor variations (fig. 12), would on returning from his
travels ‘catalogue’ his sketchbooks by numbering the
pages; so assiduous was he in this regard that whenever
had to give a drawing away, he would first make a copy
of it. He presumably gave his companion some of the
sketches made on their journey, and in fact one of the
resulting watercolours, a view of Karytaina, contains a
note in Lear’s hand: “ The original of this sketch is one of 6
given to F.L.”.* We may therefore speculate that at the
end of the journey Lushington had in his possession a
series of drawings comprising both his own work and
sketches given to him by Lear, which he worked up “af
ter the manner of Lear’ —i.e. he elaborated, numbered,
penned out and coloured them, before ‘appropriating’
all of them with his monogram “F.L.”, which he per-
haps made to resemble that of his friend. All this might
well have been done with Lear’s approval, in view of the
general mood of euphoria which marked the journey. It
should be noted that the works in the Kyriazis collection
were bought in 1929, the year in which Lushington’s
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daughters had put all their father’s private papers up for
sale.”

There can be no doubt now that the Benaki Museum’s
Edward Lear collection comprises works by two artists, and
this reassessment results in the following overall picture.
The collection consists of a total of 182 works, of which
78 —views of Italy and Greece dated 1838-39, 1848-49
and 1850-63 respectively— are unquestionably the work of
Lear. The remaining 104, dated March and April 1849,
whose subjects are drawn from the Peloponnese and At-
tica, are attributable to Franklin Lushington.”

The Museum’s Lear collection may not be impressive
in theme or size. It is however unique in one respect: it
is charged with the specific weight of a direct experience
and echoes the immediacy of the artist’s personal story,
traits which no art historian should ever fail to detect
within the area of artistic creation.

Fani-Maria Tsigakou
curator of Paintings, Prints and Drawings Collection
e-mail: tsigakou@benaki.gr

143



FANI-MARIA TSIGAKOU

NOTES

* The Lear collection will be published as part of the
catalogue raisonné of all the works in the Department of
Paintings, Prints and Drawings, to be produced with the col-
laboration of specialists in the field.

1. Signed and dated 1854, 33 x 53 cm (Benaki Museum
no 33626).

2. In this article ‘Greece’ means the area within the coun-
try’s present-day frontiers, unless otherwise stated. At the
time of Lear’s first visit in 1848 the kingdom of Greece did
not yet include Thessaly, Epirus, Macedonia, Crete, the lo-
nian Islands and many of the other islands.

3. V. Noakes, Edward Lear: the Life of a Wanderer (London
1968).

4. M. Hardie, Watercolour Painting in Britain 111 (London
1968) 63-69.

5. F. M Tsigakou, H EAldda rov Edward Lear and rig
ovAdoyés tng T'evvadeiov, Edward Lear’s Greece from the Gen-
nadeion Collections (Athens 1997).

6. “ The gleanings of a landscape painter” was his description
in the Introduction. The book contains twenty lithotints,
of which nine depict places in Greece: Yenidjé (Yiannitsa),
Vodhena (Edessa), loannina, Nicopolis, Arta, Suli, Parga,
Meteora and Tempe.

7. The total length of time Lear spent in Greece amounted
to almost four years: April to December 1848, March to June
1849, December 1855 to August 1858 (with short breaks),
the winter months of 1861 to 1864, April 1866.

8. The album contains 20 lithotints and a title page with a
vignette. The lithographic plates were prepared by Lear him-
self and printed by Day & Son. They bear the words Edward
Lear, delt. et lith and his monogram. The vignette on the title
page is entitled View from “One Gun Battery” (i.e. Kanoni),
Corfie. The titles of the main plates are: 1) View from above
the village of Ascension (Analipsi), Corfir, 2) Mount San Salva-
dor (Pantokrator), Corfir, 3) View from the orange gardens of
Viro, Corfu, 4) View from the Benitsa road near Castouri, Cor-
Ju, 5) View from the hill of Santi Deka (Agioi Deka), Corfu, 6)
Palaiokastritsa, Corfu, 7) Castel Sant’Angelo (Angelokastro),
Corfu, 8) The villages of Lefchimo, Corfu, 9) View from the
fort, Santa Maura (Lefkada), 10) Amaxichi and the fort, Santa
Maura, 11) Capo Ducato, or Sappho’s Leap, Santa Maura, 12)
Argostoli and the Black Mountain (Mavrovouni), Cephalonia,
13) Walls of ancient Samos, Cephalonia, 14) Town and fortress
of Assos, Cephalonia, 15) View from the castle hill looking to-
wards Monte Scapo, Zante (Zakynthos), 16) View from Monte
Scapo, Zante, 17) View from the village of Galaro, Zante, 18)
Town and harbour of Gaio, Paxo, 19) Harbour and town of
Vathy, Ithaca, 20) The castle and town of Cerigo and port of
Kapsali, Cerigo (Kythira).

9. Cf. E-M. Tsigakou, The Rediscovery of Greece (London
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1981), Avaxalvnrovrac tnv EAAdda (Athens 1981).

10. The 14 views are as follows: 1) Mt Ithome, 20 March
1849, 28.5x 52 cm (no. 24775), 2) Messene, 20 March 1849,
25 x 42 cm (no. 24776), 3) Mavromati, 20 March 1849, 13.5
x 22 cm (no. 24777), 4) Sparta, 23 March 1849, 26.5 x 40.5
cm (no 24778), 5) Sparta, 23 March 1849, 25 x 41.5 cm (no.
24779), 6) Mystras, 24 March 1849, 23 x 15 cm (no. 24780),
7) Landscape near Mystras, 15.5 x 23 cm (no. 24781), 8)
Landscape near Sparta, 15.5 x 23 cm (no. 24782), 9) General
view of Mystras, 15/24 March 1849, 21 x 32 cm (no. 24783),
10) Mystras, the Palace, 24 March 1849, 15.5 x 23 c¢m (no.
24784), 11) Mystras, the Pantanassa, March 1849, 24.5 x 41
cm (no. 24785), 12) View of Mystras, 24 March 1849, 26.5
x 41.5 cm (no. 24062), 13) Sparta, 23 March 1849, 31 x 51
cm (no. 24061), 14) View of Argos, 27 March 1849, 22.5 x
35.5 cm (no. 24064).

11. The inventory numbers are: 24679-24728, 24773,
38504-38506, 38764-38766 (57 works), dated 7-31 March
1849; 24729-24741, 24743-24762, 244764-24773, 30311,
36367, 38509, 38733 (47 works), dated 1-17 April 1849.

12. The most important collection of Lear’s works and
manuscripts is in the Houghton Library at Harvard. Apart
from the valuable collection of 202 works in the Gennadius
Library, most of the works with Greek subjects are in private
hands in Greece and abroad.

13. He landed at Patras on 9 March 1849, toured the Pelo-
ponnese and on 1 April was in Corinth en route for Athens,
where he stayed for 6 days (3-9 April), visiting Sounion and
Aigina. On 10 April he set out for Patras via Thebes, Livadia,
Chaironeia, Arachova, Delphi, Salona and Naupactos, from
where he crossed to Patras on 21 April. Lear’s journal of his
travels in Greece in 1848 and 1849 is preserved in a manuscript
which was edited by his travelling companion Charles Marcus
Church, whose descendants left it to Westminster School.

14. Lear was especially well suited to appreciate the Greek
flora, as he was a distinguished illustrator of natural history
and zoology books, e.g. The Gardens and Menagerie of the
Zoological Society Delineated (London 1831), The Birds of
Europe (London 1837).

15. In his view of Corinth (no. 24063) he describes the col-
our of the columns of the temple as “columns all very brown
and gold —smoke-coloured patches— holes like gruyere cheese”
while in a view of Salamis (no 24795) he calls the island
“Sally Miss”. Lear was celebrated for his “nonsense limericks”,
poems which tell a nonsensical story in five lines, using the
rhyme scheme a,a,b,b,a: the limerick became a recognised
form of verse after Lear’s poems were published in 1846

under the title A Book of Nonsense.
16. No. 24062.

17. Sometimes Lear delegated the penning out to an assistant
such as Franklin Underhill, as he noted on a work in the Gen-
nadius Library collection, Tsigakou (n. 5) 30.
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18. “When we came to a good subject, Lear would sit down,
and taking his block..., would lift his spectacles, and gaze for
several minutes at the scene through a monocular glass he always
carried; then, laying down the glass, and adjusting his spectacles,
he would put on paper the view before us, mountain range, vil-
lages and foreground, with a rapidity and accuracy that inspired
me with awestruck admiration”, Strachey, Later letters 23 (Pref-
ace). The ‘totality’ was this preliminary outline sketch of the
composition, based on his observation through the glass.

19. “My new assygram”, as he described it in a letter dated
July 1859 to his friend Chichester Fortescue. Lear’s corre-
spondence, edited by Lady Strachey, was published as Letters
of Edward Lear (London 1907) and Later letters of Edward
Lear (London 1911). Most of the biographical information
we have about Lear comes from his almost daily correspond-
ence to his sister Ann and his friends. Lear was a letter-writer
of legendary prolixity and he would write up to eight letters
a day. As he himself said: “every created human being capable
of writing since the invention of letters must have written to me
with a few exceptions perhaps, such as the prophet Ezekiel, Mary
Queen of Scots, and the Venerable Bede” .

20. Lushington’s family had close ties with that of Alfred
Lord Tennyson, the Poet Laureate, for whom Lear had a
deep admiration. In 1851, after Lear had sent him a copy of
his Albanian journal, Tennyson responded by composing a
poem entitled 7o E.L. on his Travels in Greece.

21. Sir John Young was Lord High Commissioner of the
Ionian Islands from 1855 to 1858, when he resigned after criti-
cism from the government of his liberal views. Lushington re-
signed his office as judge in Corfu at the same time as Young.

22. Cf. M. Hardie, Watercolour Painting in Britain 111
(London 1968) 245-67.

23. Karytena. Watercolour on paper, 34 x 51.5 cm. Athens,
Gennadius Library, no 151.

24. All Lear’s papers which were in the possession of the
Lushington family were auctioned at Sotheby’s and Hodg-
son’s in 1929. The majority were bought afterwards by two
American collectors, W. Osgood Field and P. Hofer, who do-
nated them to the Houghton Library at Harvard in 1942. In
1929 Joannes Gennadius negotiated with the dealers Craxton
and Bernard for the acquisition by the American School of
Classical Studies, Athens of the works now in the Gennadius
Library; D. Kyriazis and, probably, A. Benakis acquired their

works from the same source.

25. I first mentioned the ‘problem’ series of drawings in a
paper entitled A ‘First-Chatter-Nonsense-Making” artist and a
Grecophile lawyer in the Morea of 1849, which 1 presented in
1994 as part of the symposium Travellers and Officers in the
Peloponnese, organised in honour of Sir Stephen Runciman
by the Monemvasia Society.

OANH-MAPIA TZIIKAKOY

H anokatdotaon g Zviroyc Edward Lear tov Movog{iov Mnevdkn

O Bpetavég tomoypdgog Edward Lear (1812-1888) &-
TokéOnke v EALGSa to 1848-1849 kat katd v me-
plodo 1855-64 diépeve oxedbv kdbe yewpdva oy Kép-
kupa. Adye g moodtntag g eEAANVIKAG KarAtteyvt-
K1 Tov Tapaywyrig —n onofa aptBpel mepimov 3.000 €p-
ya— g motétntag kat g Oepatikig mowkidiag, o Lear
éxet avayvoptobel oc o kateEoyv tomoypdgog e EA-
Addac tov 190v atdva.

H ZvAtoy) Edward Lear tov Movog{ov Mnievdkn a-
naptiletar and 182 épya. Opiopéva Pplokoviat otoug
exBeotakoig ydpoug Tov povoeiov, evéd ta meploodte-
pa guAdooovtal oto Tufjpa Zoypagukrc, Xapakukdv
kat Xyediov. H mietovémta tov épyov mpoépyoviat
ané tm dwped tov Aapravol Kvpraly to 1952-53 ka-
0d¢ xat v mpbdogarn dwped g kdépng Tov Mapiag
Zrévtroa. Oplopéveg mapekkAi{oelg and to Karitteyvi-

2, 2002

k6 dlopa tov eypdgpov kabdg kat teyvotpomikéc a-
vopolopopgpiec mov emonpaivoviat ota £pya g oLA-
Aoy1ig Tov povoeiov odjynoav oe pia ex véov Bedpnon
™G, Tpoketpévou va anokataotadel 1 evéuntd me.
To otvoro tov “mpoPAnpatikdv’ épyav avépyetal
oe 104. Eivar tafidtotkd oxéda and v ITeronbv-
VNoo, ta omoia PEpouv xelpdypapes NUEPOUNVIieS OV
kaAvnrovv to dtdotnpa petall 7 Maptiov - 18 Amnpt-
Afov 1849 kat eivat voyeypappéva pe éva kariypa-
@16 povéypappa. Ot xpovoroyieg tov GLUYKEKPIPEVOY
épyav émeg kat ot avtioTtotyeg anetkovifdpeve Ttomo-
Oeoiec, ovpnintovy anéivta pe avtéc g nepodeiag
mov mpaypatornoinoe o Lear katd to didotmpa avtd.
Qotéoo, N oxedaoctiky Kat ypopatiky toug datdne-
o1 mpokaiel epotmpatikd. Emmifov, evtdnworn mpo-
kaiel 1 mapovoia voypagric v e{det povoypdppatog,
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10 omolo pmopel va daPfaotel eite wg E£L efte og FL. H
mapovoia tov povoypdppatog avtot eivar eEatpetikd
npoPAnpatiki] yta tovg napakdte Aéyoug:

a. o Lear ovdénote vréypage ta tafildiwtikd emtéd-
ma ox€dd tov

B. To povéypappa to onoio amavtd ota teAetwpéva
épya tov Lear éyet Stagopetikt popen:

Y. to povéypappa tov Lear (to omofo efvat éva karit-
ypagiké LE) to emvénoe o karAitéyvng to 1859, om-
Aady) 10 ypovia petd tm dnpiovpyla tev “npofAnpatt-
KOV’ €pywv g ovAroyrg tov Movogiov Mmevdim).

H aiypatiky ouvimapén tov povoypdppatog kat tov
QT ol KaAMTEXVIKOD QOGS TaV £pyav, pag odfynoe
avaykaotkd oTov YGpo ToV TPAayHatoAoyIKGY ouVIoTa-
HEVAY, eVE 0 PITOG TG anokpuntoypdenons tov apyl-
KoV ov Ba anmokdAuvntay Ty tavtdtnta v dpdoty é-
(pepe oto g évav debtepo dnpovpyd. Ipdkertal yia
tov Bpetavé Franklin Lushington (1825-1901) ovvtaét-
dtdtn tov Lear oty ovykekpipévn meplodeia. Aiknyépog

146

Kkat epaottéxvne oxedaotiic, o Lushington vmjpée ote-
vic @ihog tou Lear, extedeotnc g dtabrjkng tov, evd
dadpapduoe évav daitepo pdro oty mpoowmiki} (o1
tov pihov tov. O mpaypatoroyikds pnyaviopds pag e-
nétpee va avaovotrioovpe v meptodeia tov Lear-
Lushington kat va Beoprjcovpe ) oepd twv “npofin-
patkdv” oxedlov og Tpoidy oTeVAG KAAMTEYVIKHG OL-
vepyaoiag tov 6o ouvtalidotdy.

Enopévog, pmopodpe va anoddoovpe acparog t
Xuviroyn Edward Lear tov Movoefov Mnevdkn oe 8o
dnuovpyols. H ovAroy) avti) porovétt dev pnopel
va Beopnbei apBunukd evtvnwolaky otte Bepatcd
TAYPNG, éxel pla povadikétnta: elvat epnotiopévn pe
1o e1d1k6 Pdpog pag mpoowmkic wotopiag and avtég
nov vrevBupilouv otov Beatn bt «o dpdorng eivar avi-
peod pag» war mov avapgloPrinta punopel va aviyveo-
O€L 0 TEYVOIOTOPIKOC OF WIKPEG KAl HEYAAEC OTIYHEC
¢ karAtteyvikric dnpovpyiac.
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Re-evaluating famata: the Mikes Paidousis Collection
of votive offerings

THE BENAKI MUSEUM houses one of the largest public
collections of Greek Orthodox metal votive offerings,
known in Greek as zduara (tamata). Most of the
material was generously donated to the Museum by
loanna (Yiona) Paidousi-Papantoniou in memory of
her late husband, Mikes Paidousis, in four separate
instalments during the years 1999, 2000 and 2002.'

The Mikes Paidousis collection comprises 1174
objects from all over Greece. Nine of these cannot
positively be identified as votive offerings, since they
lack the normal characteristics of tamata,* but the re-
maining 1165 objects are standard likenesses which
contain examples of most of the iconographical features
and production methods found in this form of Greek
material culture.

Tamata are representations in miniature of human
beings and objects related to human life. The collection
contains 450 human figures® and 522 parts of the body,’
as well as 55 animals (cows, horses, donkeys, goats and
sheep) and 108 inanimate objects (possessions and items
from everyday life);’ 17 offerings are icon revetments®
and 10 have a religious theme (saints, a cross and a gos-
pel); 3 more objects have not yet been identified.

A detailed study of the objects in the collection is
being carried out at the Museum with a view to estab-
lishing famata within a context in which they acquire
meaning. The main purpose of this article is to pro-
vide an introduction to the collection and to review
the practice itself and the relevant literature, as well as
discussing the potential problems which emerge from a
systematic documentation of the objects.

2, 2002

Tamata are made from thin flat metal plaques, either
cut into the shape of the object they portray, or rectan-
gular in form with a depiction of the object. Their size
varies from 3 to 20 cm in length and from 2 to 27 cm
in width. The metals used are silver and gold for the
most precious items, bronze, copper, iron, and tin, but
most commonly alloys. Most have the yellow colour of
oxidised silver, or brown-red in the case of alloys with
a high proportion of copper. The majority have a hole
at the top by which they can be hung from icons with
ribbons, wire or safety pins.

Apart from 3 wax objects (2 eyes and 1 animal), 1
paper (a pair of hands from Yugoslavia) and 1 marble
(a heart, probably French), the offerings in the Mikes
Paidousis collection are made of metal. The majority
are silver-plated (316) or made of other alloys, generally
known as @appaxepd (poisonous) silvers (272). 531
tamata are silver,” 6 gold and 14 gold-plated; there are
also 12 copper, 8 tin, 4 iron and 1 bronze object.

While the techniques by which they were made are
typical of traditional neo-Hellenic ecclesiastical and
secular metalwork, not all zamata attain such a high
degree of artistic elaboration. Many handmade figures
are quite simple, though others are almost certainly the
products of professional silverware workshops. They
tend to share common features, mainly in the decora-
tive patterns (abstract symbols, spirals, tufts, and floral
decorations), but their general nature is unlike that of
other forms of neo-Hellenic art.

Previous writers have tended to recognise three basic
methods of making mata —incision, pressing and
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casting in moulds— but the Paidousis collection pro-
vides examples of further techniques, or rather further
applications of these techniques, which produce clearly
distinguishable results and can thus be said to create
a separate category of object. It is in fact possible to
establish six categories of tamata based on produc-
tion method: dotted (o7ix7d), incised (eyxdpaxra),
chased (oxaliord), embossed (eumicora), pressed
(mpeoapiord) and cast in moulds (xvzd).

Earlier studies have sometimes included within the
category of incised smata the oldest type of offering,
in which the figure was formed by punching dots on
the back of metal plaques. Such “dotted” offerings (as
they are informally known) normally have stylised or
symbolic designs. The Paidousis collection contains
209 examples, a significant number considering their
rarity today.

“Incision” is the method of engraving a design on
the face of a normally flat plaque with a sharp tool or
nail. There are 123 tamata produced by this technique
in the collection. The carving on “chased” offerings
is thicker, and normally made with a chisel. The col-
lection includes few such examples (20), but they are
interesting because they present a particular style of
their own.

A number of objects in the collection are incised on
the front and repoussé or hammered on the back, so
as to create a rounded shape. Such “embossed” figures
form a separate category, different from, but sharing
certain characteristics with, the more recent offerings
that are “pressed” in a brass uterus. These latter, unlike
the embossed examples, have an identical, stereotyped
appearance. The collection contains 374 embossed and
427 pressed offerings.

The final category, offerings “cast in moulds”, are
rarer, possibly because they use a much larger quantity
of metal. Cast offerings resemble pressed in iconogra-
phy and style. The collection contains 12 examples of
this type.

History of the Collection

The Paidousis began collecting in 1959 and they
continued systematically until 1974. Starting off in the
Athenian flea market (Monastiraki) —where at the time
tamata could be found in considerable quantities both
among antique dealers and in small shops— they were
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soon picking up objects on their travels throughout
Greece, mainly in the islands (Crete, Chios, Mytilene,
Patmos, Samos, Santorini, Sifnos, Skiros, and Spetses)
but also in mainland Greece (Volos, loannina, Thessa-
loniki). They normally bought from antique shops, but
occasionally they collected objects from small churches
in the countryside, after obtaining the priest’s approval
and leaving a gift of money for the church.?

Their interest soon extended to all forms of tamata,
with special emphasis on human figures and parts of the
body, since they were planning to produce a detailed
study on the medical aspect of offering.” Their aim
was to assemble a wide range of figures, as the content
of the collection shows, but they also made a point of
including variants of objects already in their collection,
a policy that facilitates comparative study today.

All the objects in the Mikes Paidousis collection
have been registered,-documented, catalogued, photo-
graphed and digitally stored, and some are on display
in the Benaki Museum, in the galleries dealing with
everyday rural life.”

Definitions

In Modern Greek, the word zdua refers to an offer-
ing, usually directed to a particular saint, in reciproca-
tion for the granting of a favour. It is a promise in the
form of a prospective offer, entered into when a person
or his close kin are in danger or in sickness, or an act of
thanksgiving afterwards. The word zdua (plural zduara)
signifies both the act of offering and the object itself,
the votive offering. It derives from the verb 7doow (now
rd{w), which means “to promise to give to the divine”,
“to offer”, “to keep or execute”, “to provide something
as an offering”." The word has a wider usage in eve-
ryday language, illustrated by its inclusion in popular
expressions like “zdée pov” (“Listen to this!” lit. “Make
a tama for me”), used by someone about to announce
important, welcome, news, or “zdua o xerg;” (“Are you
really going to?” lit. “Are you making a tama for this?”),
an expression addressed to a person determined to carry
out a particular task. In different ways, the semantics of
the word contain the idea of a response to a vow.

Many words exist in Greek to describe offerings,"
but for the purpose of this study I propose to refer to
all the material as tamata; this term seems to be the
most appropriate as it suggests all aspects of the phe-
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Fig. 1. Mikes and Yiona Paidousis in their summerhouse on the island of Spetses in the late "60s.

nomenon: desire, inclination, belief, practice, and the
manifestation of these in material terms."

The votive tradition in Greece

1amata are religious objects used in a process of hu-
man communication with the divine, given material
form through the practice of offering. Offering to the
divine is a means of dealing with the adversities of life
that is regularly practised within the Greek Orthodox
tradition and further afield. It can take many forms and
may involve multifarious procedures, all pertaining to
the basic need for divine intervention in the resolution
of distressing circumstances.

An offering may be bestowed before, during or after
a crisis, or made for general future welfare. Propitiatory
offerings are prompted by times of sickness or danger,
when protection is urgently needed. In the case of offer-
ings promised at a critical period, the devotee is fully
dependent on the divine. Thank-offerings may represent
the fulfilment of vows made before or during a time of

2, 2002

distress, or be donated afterwards as an expression of
gratitude towards the saint.

Offering presupposes a system of exchange. The
means of exchange may be spiritual —in which case the
vow pledges a mode of action with a religious connec-
tion— or material, if the vow requires the presentation
of objects as gifts."* Spiritual offerings involve giving
the self figuratively, either through suffering voluntary
hardship —by the wearing of black, fasting or acts of
veneration such as genuflection—" or by long-term self-
enslavement (oxddfwpa) to the service of God."

Material offerings may be either symbolic, such as
financial contributions to the church for specific or
general protection; or votive, in which case particular
objects are donated. The latter may be expendable
—such as candles, incenses, oil, bread, pies” and other
raw or cooked food—"* or non-expendable.

Non-expendable votive offerings are usually of great-
er value. Templons, lamps, candlesticks, precious altar
coverings and other ecclesiastical objects may be offered
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Fig. 2. Silver dotted tama cut in the shape of a human figure with the hands raised in supplication and the name BIXAX
inscribed at the centre (9.8 x 3.6 cm). Collected in Chios, end of 19th century. Athens, Benaki Museum 36520.

Fig. 3. Silver incised tama cut in the shape of a female figure wearing a traditional Greek dress (7.6 x 3 cm), end of 19th
century. Athens, Benaki Museum 36579.

Fig. 4. Silver dotted tama cut in the shape of two figures holding each other, possibly an angel and child (8.2 x 9 ¢cm), end
of 19th century. Athens, Benaki Museum 36571.

to a church in accordance with a vow, and most Greek
churches contain examples of this kind. Such gifts
are often anonymous, but sometimes literary sources
provide information as to their background —General
Makryiannis’ memoirs, for instance, describe how he
dedicated a silver lamp to St John as a boy."”

The full or partial covering of icons with silver
(aohpwpa) is another common form of contribution
to the church. Silver revetments —crowns, halos, hands
and legs are the most common types— are attached to
the images of saints, and these are often to be found in
collections. They resemble ecclesiastical art in style, and
are distinguishable from other zamata by certain char-
acteristics indicative of their special nature, being made
of purer and more pliable silver and having multiple
holes for attachment to the icon (fig. 12).*

Votive offerings also include more personal gifts,
such as jewellery, clothing and other objects of particu-
lar value to the devotee, either sentimental or material.
A more recent observance is to leave money beside the
icons of saints.

Most votive offerings are objects of Greek material
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culture, which may or may not be specially produced,
and may or may not have artistic value. All offerings
have in common the feature that they involve the offe-
ror in some form of expenditure which is bestowed on
the divine in exchange for some form of return. Mate-
rial offerings have an explicit function as permanent
reminders. The objects we shall be examining, metal
images, form a specific category in that they are spe-
cially produced for the purpose of offering, and attain
some degree of artistic value.

Scholarly evaluation

Traditional Greek art began to be studied system-
atically at the beginning of the twentieth century when
intellectual circles started to take an interest in popular
artefacts as a previously undiscovered form of curio.
Attention was mainly paid to the beautiful and the elab-
orate, and so, unlike objects such as textiles, jewels, pot-
tery and woodcarvings, tamata lacked the credentials to
attract the researchers’ interest. Their comparative lack
of artistic elaboration and aesthetic appeal, together with
the fact that the practice was not in danger of extinction
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Fig. 5. Silver embossed tama cut in the shape of a torso decorated with three ‘Byzantine’ crosses (5.2 x 4,2 cm), beginning
of 20th century. Athens, Benaki Museum 36987.

Fig. 6. Silver embossed tama cut in the shape of a flaming heart with two ‘Byzantine’ crosses (7 x 5.1 cm), beginning of
20th century. Athens, Benaki Museum 37292.

Fig. 7. Gold dotted tama cut in the shape of a head with rich decoration (6.2 x 4.6 cm). Collected in Chios, end of 19th
century. Athens, Benaki Museum 36936.

and was still familiar to all, doomed them to receiving
the minimum of attention.

Tamata have been classified as objects of Greek po-
pular art with a religious character. As a category of art
they have received little attention, however, and they
have not generally been seen as having technical or
artistic interest. The practice of offering has sometimes
been included in general discussions of Greek popular
traditions, but only in passing and in order to stress
its affinities with the ancient world.*> Any evaluation
of the objects themselves has been limited to the basic
characteristics of votive offerings and their historicity.
Such discussion has taken place at random intervals
only, and has not aimed at scholarly analysis of the
evidence or at setting it in the context of other such
studies. However the following is a summary of such
material as has been published to date.

In the earliest known article dedicated to tamata,
Aonpénada,” Kostas Romaios describes them as
objects of “vulgar workmanship” (Bavavoovpyrinara),
“prosaic pieces of work slightly more successful than
you could expect from a seven-year-old child”.* A year
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later Nikolaos Politis wrote a criticism of Romaios’s
article, called Avabfpata kat evyijv,” in which he
argues that tamata may be the mediocre productions
of third-rate craftsmen, but they are important because
they touch upon human feelings and ancient custom.

A reversal of this attitude towards ramara appears in
the 1950s with Rudolf and Hubert Kriss’ book on pil-
grimage in contemporary Greece and Italy. The writers
devote a chapter to tamata, in which they describe and
illustrate offerings from all over Greece without detailed
analysis, but with pertinent comments.” In a short arti-
cle entitled Adikd AvaBrjpata: pra aképn popi| Aaikiig
Téxvng mov eAdylota o¢ topa elye npooeydr),” Alekos
Fassianos and Nora Archelaou extol the beauty and sim-
plicity of these under-represented examples of popular
expression.

The first book devoted to ramata came out in 1971.%
In presenting votive offerings as simple Greek artefacts,
the author, Nikos Papadakis was the first to appreciate
their significance.” Against the background of his own
collection, fully illustrated in the book, he describes the
history of the practice and the different methods of
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Fig. 8. Silver embossed tama cut in the shape of a male figure believed to represent the neo-martyr Saint George of Ioannina
(6.8 x 3.5 cm). loannina, end of 19th, beginning of 20th century. Athens, Benaki Museum 36830.

Fig. 9. Silver trapezoid tama with a chased representation of a human figure wearing a long tunic (7.1 x 5.3 cm), end of
19th century. Athens, Benaki Museum 36601.

Fig. 10. Silver chased tama cut in the shape of a teenage girl holding a loop that has the inscription [1]875 EPMHNIA
MAPTON ETON EE APIOMON 6 (10.3 x 5.4 cm), 1875. Athens, Benaki Museum 36905.

Fig. 11. Silver incised zzma cut in the shape of a diploma that has the inscription ITTYXIQ ©@EOAOTIAZ, tied together with

two embossed tamata representing eyes (3.9 x 3.7 cm, 2.2 x 4.4 cm, 2.3 x 4.3 cm). Collected in Spetses, beginning of 20th
century. Athens, Benaki Museum 38721 a-y.

Fig. 12. Silver embossed tama cut in the shape of a blessing hand (14.3 x 3 cm), beginning of 20th century. Athens, Benaki
Museum 37138.
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producing offerings. Half of the book consists of illus-
trations, but he adds comments in which he declares
his belief in the authenticity of handmade tamata and
denounces the decadence of more recent mass-pro-
duced examples.*” Some of the ideas he expresses in his
commentary are difficult to prove® but he also raises
interesting points for further discussion.”

Not long afterwards another amateur folklorist,
Zaharias Stellas, devoted a chapter of his book on Par-
ian folk art to hand-made votive offerings.” Using sim-
ple language, with frequent reference to popular sayings
and oral recollections, he presents a romanticised view
of votive offerings as the ultimate in folk art. The unso-
phisticated materials and workmanship are evidence of
the inability of donors to afford silver and to find suit-
able craftsmen to work it* —he notes— but the true
value of offerings lies in the donor’s intentions and not
in the material worth of the object. Admittedly, they
often look “clumsy” (azoovumala), but it is precisely
this feature which makes them so real.”

A 1982 study by Alekos Florakis concentrates on
boat-shaped zamata** The writer gives a detailed
account, filled with information and scholarly analysis,
of these and other types of marine offerings. He shows
us the most popular, finest and most unusual examples,
concentrating on those to be found in the Church of
the Annunciation on the island of Tinos.

The latest publications” on votive offerings are
two catalogues with introductions written by Maro
Kardamitsi-Adami, one focussing on human figures
(Tduara — O Avdpwnog, Athens 1996), and the other
on the remaining “miracles” (74uara — Oduara, Ath-
ens 1996). The author takes a substantially different
approach in assessing the place of votive offerings in
neo-Hellenic art, disagreeing with earlier writers who
considered the objects to be insignificant, and argu-
ing that if their only value was faith, then the believer
could just as well deposit a gold coin or light a candle.”
Kardamitsi-Adami is the first writer who pays equal
attention to pressed famata, and many of the objects in
the collection she is presenting are of this type. She has
also extended her research to two particular groups of
tamata: depictions of houses” and female figures.®

Certain other writers have included offerings in discus-
sions of Greek traditional metalwork. Markos Botsaris
believes that they do not constitute art, since they were
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Fig. 13. Silver-plated rectangular tama with a pressed
representation of a soldier in uniform and full gear (11.5 x

4.7 cm), 1940s. Athens, Benaki Museum 36765.

Fig. 14. Silver rectangular tama with a pressed representation

of a woman cut vertically in half (12.5 x 4.7 cm), beginning
of 20th century. Athens, Benaki Museum 36665.

produced by ordinary people. He argues that their pur-
pose was magical and that they were really a form of
bribery: the rich could afford to commission aesthetically
pleasing items from professional craftsmen, he remarks,
but any artistic qualities were accidental.” Dimitris
Stamelos contends that famata should be considered
as a form of Greek art, and were indeed often made by
well-known silversmiths.” Yianoula Kaplani sees them as
a separate category of silverware, “an amalgamation of a
variety of convictions and social bonds.” In the cata-
logue of a joint exhibition between the Benaki Museum
and the Museo Nazionale delle Arti e Tradizioni Popo-
lari (Rome), Luciano Blasco categorises votive offerings
as metalwork with a religious character, endowed with
magical-preservative attributes like amulets.™

In general, tamata have no clear position in the study
of traditional Greek art and material culture. They fall
outside accepted categories, such as silverware, secular
art, and religious art (or, if they are not art, religious
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Fig. 15. Silver oval tama with an incised representation of a fishing boat with its name ITPO®. HAIAY incised on the front
(5.7 x 14.7 cm), beginning of 20th century. Athens, Benaki Museum 36481.

Fig. 16. Silver incised tama cut in the shape of a house (4.3 x 8.7 cm). Collected in Thessaloniki, beginning of 20th
century. Athens, Benaki Museum 36404.

Fig. 17. Silver embossed tama cut in the shape of a two-mast sailing boat with the inscription Evayyeiiotpia-Enapvévdac
TéAAng on the mast. On the bottom right, the turgha is imprinted (16.5 x 20 cm). Collected in Chios, end of 19th
century. Athens, Benaki Museum 36254.

material culture). Most publications limit themselves to
presenting illustrations of these popular works, and add-
ing highly romanticised footnotes. Studies only appear
on the scene haphazardly, when a particular collection
is “discovered”.

Tamata tend to be taken for granted as individual
objects, and they are only discussed as examples of a par-
ticular trend. Most writings on the subject are general
and descriptive; they make no attempt at propounding
serious arguments, and the limit of their ambition is to
stimulate future studies. With this background, there
has been no discussion on basic artistic issues such as the
origin, chronology, morphology and style of the objects.
This situation reflects the general obscurity which over-
shadows the study of neo-Hellenic art in general, and
silverware in particular. As Angelos Delivorrias has noted
in the case of jewellery, there is a notable absence of com-
parative parallel analysis based on the historical context
in which the items first appeared.” But before we turn
to the implications of such problems on the classifica-
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tion of tamata, let us first get acquainted with the objects
themselves.

The objects of study

An examination of the various techniques used in
producing tamata suggests a basic distinction between
simple handmade artefacts, which are mainly rural,
and the more elaborate urban workshop zamata. Even
so there are a number of objects, employing multiple
techniques, which defy strict categorisation.

Dotted tamata are made by punching dots from the
reverse side of the metal, which has a soft texture.* All
of them are cut into the shape of the figure portrayed,
though sometimes rather crudely. Some objects are
very simply decorated, while others have ornamenta-
tion over the entire surface.

The objects depicted are mainly human beings and
parts of the body, but houses and animals can also be
found. Dotted tamata are particularly interesting as they
represent the simplest and most abstract designs, in that
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Fig. 18. Silver embossed tama cut in the shape of a female figure with her hands crossed on the chest —a characteristic figure
of the eastern islands and Asia Minor offerings (10.6 x 3.9 cm), beginning of 20th century. Athens, Benaki Museum 36641.

Fig. 19. Silver-plated embossed tama cut in the shape of a male figure, probably a priest (10 x 4.2 cm), beginning of 20th
century. Athens, Benaki Museum 36711.

Fig. 20. Silver cast tama in the shape of a female figure, probably an angel (5.8 x 3 cm), beginning of 20th century. Athens,
Benaki Museum 36636.

details are not rendered plastically. In this morphological
type there is no uniform style and their features depend
on local influences, as far as we can judge from the infor-
mation available.” In reality, each object is unique.

Human figures have a standard triangular shape, with
the head, hands and feet protruding. Hands may be
raised in supplication or lowered parallel to the body.
They usually stand in an attitude of piety, and are
sometimes given facial expressions. Occasionally, two
dots indicating the breasts facilitate the designation of
sex.® Standard features include costume —a skirt and
blouse or waistcoat for the female,” and trousers or
suits for the male.

The dotted group contains human figures with long
hands and broad shoulders, which have been identified
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as angels. However, these figures are also said to repre-
sent children™ and in view of the absence of children
among dotted famata, this may well be correct. One
item unique to the collection portrays an angel embrac-
ing a child (fig. 4).

Dotted parts of the body are also rendered in a styl-
ised manner. Legs are depicted in dotted outline from
the knee downwards, often with an indication of the
knee and ankle, and sometimes the toes. Hands are
similarly represented starting at the wrist or the elbow,
and usually with identifiable fingers and knuckles.
Eyes are normally almond-shaped with another eye or
a cross placed in the middle.” Ears are stylised, with
a depiction of the inner curve of the organ. The one
head in the collection is very elaborate, with a beautiful
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representation of facial features and hair, and a floral
decoration on the neck (fig. 7). Torsos are stylised,
usually oval and cut flat at the top, or rectangular, with
indications of stomach, breasts, navel and ribs. Separate
breasts appear in two forms: lateral, with the nipple at
the bottom, or frontal, with a dot in the centre.” Hearts
are given a symbolic form consisting of a heart shape
with a dotted outline and a cross in the middle.

Animals are meticulously portrayed, with detail on the
harness, and they are often given human facial character-
istics (fig. 21). The only inanimate designs are symbolic
renderings of houses, lucky horseshoes, and belts.”

Apart from the basic figure, certain dotted ramata
have further features which may be indicatory (e.g.
an arrow pointing to the relevant part of the body),
symbolic, or purely decorative. These have the expres-
sive quality of abstract images. The cross is the most
consistent decorative pattern and most objects have at
least one. Crosses may be simple, formed of two series
of dots, or more elaborate, in imitation of large eccle-
siastical crosses with a base, edges and rays. On human
figures, the cross is usually depicted on the skirt or
hanging from the neck by a chain, while on parts of the
body it is in the centre. Other decoration includes spi-
rals, circles, flowers, and abstract designs, with lacy or
dotted ornamentation commonly found on the edges.

A number of dotted objects have features made with
different techniques; of these, human figures with a
pressed, incised or chased head are especially interesting.
Sometimes a particular detail on the clothes is made by
incision, and names or initials may be dotted or incised.
Very few dotted offerings display workshop marks.

On incised tamata, the maker scratches the features
with a nail or other sharp tool on the front side of the
plaque. Incised objects may have a pattern of lines, or
a fishnet or zigzag design. In this type, the number of
rectangular plaques and plaques cut to the shape of the
figure is broadly similar.

The subjects represented are similar to those men-
tioned above in the context of dotted tamata, but the
categories of human figures are much more clearly
identifiable —men, women and children can be easily
distinguished. One may suggest that two basic stylistic
patterns can be differentiated, depending on whether
the objects are the work of amateur or professional sil-
versmiths. The simpler form resembles dotted tamata
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stylistically, apart from the use of incision. The profes-
sional offerings are more ornate, sometimes introduc-
ing novel elements, and there is evidence that they
come from city workshops.

Most of the simple human figures are incised in a
fishnet pattern, a procedure that results in an awkward
design. Many combine incision with punched dots, usu-
ally on the outline. They stand in repose, with hands
crossed on the chest. The more elaborate human figures
aim at a more representational and artistic portrayal. In
this morphological type parts of the body tend to be
simply made, while additional forms (fingets, mouths)
appear, though the customary hands, hearts, legs, torsos,
heads and eyes are still common. Depictions of prop-
erty can also be divided into simple and more elaborate
creations, and designs include boats, envelopes, wedding
garlands, books, ‘thank you’ notes and an aeroplane.*
An interesting offering consists of a diploma tied to two
eyes with a yellow thread and inscribed TITYXIQ @EO-
AOTIAX (for a theology degree) (fig. 11).”

Simple incised tamata contain virtually no decora-
tion, while that on the professionally-made items is
more naturalistic. Crosses still predominate, but can-
dles are sometimes held by human figures, as are other
objects relating to everyday activities. In general, design
and decoration are more realistic.

A small number of objects are chased with a chisel on
thicker metal —four women, a St George (fig. 8) and an
old man in village clothes. Kardamitsi-Adami has stated
that a motif claimed to be of Byzantine origin depicts
a man wearing a palladium, with his hands raised in a
typical Roman gesture of salutation. There is an almost
identical figure in the collection which looks more like
a woman, however (fig. 9).* A plaque depicting a girl
holding a hoop with the date 1875 inscribed on it is the
oldest item in the collection which can be dated with
certainty (fig. 10). Apart from one head and two eyes,
the only chased parts of the body are hands, which are
probably icon revetments.”

Embossed zamata involve the techniques both of
incision and of pressing or hitting. They are repoussé
on the back, using either dies or a hammer, and incised
on the front, to outline the design and create additional
features. Some are very similar to the pressed offerings
in appearance; others follow the style of the incised
variety and are more curved.
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Fig. 21. Silver dotted tama cut in the shape of a horse
with the harness (7.5 x 9.5 cm). Collected in the church of
Kokorovilia in Chios, end of 19th century. Athens, Benaki

Museum 36451.

Fig. 22. Silver rectangular tama with an embossed
representation of a boy and a girl holding a wreath, and a
pigeon on top (8.2 x 12.5 cm). Toannina, beginning of 20th
century. Athens, Benaki Museum 36829.

In this category we find the largest variety of styles.
Once again, certain objects are more elaborate than
others, and display exceptional workmanship. Mor-
phological variety also depends on the makers’ creative
talents and their ability to give individual shape to the
votary’s requirements. Such inventiveness is strikingly
displayed in objects which attempt innovative represen-
tations, such as two children holding a wreath, and a
woman cut in half horizontally (figs 22, 14).

The iconography of embossed tamata is again com-
parable with that of the categories already mentioned.
Figures, clearly male or female, stand in repose with
their hands crossed over their chest, or with their arms
bent and holding a candle or a cross. They are dressed
in rural or urban clothing, depending on the social
position of the votary. New categories of individuals
appear, such as babies, boys, girls, and young men and
women who can be distinguished by their dress.”* Two
male figures in long ornamented garments may repre-
sent priests (fig. 19).

Parts of the body are similar in style to the human fig-
ures. Embossed torsos differentiate between male and
female forms. Some display European stylistic influ-
ences, while others are stylised and symbolic. Heads,
eyes, ears, hands and legs range from simple handmade
depictions in rectangular frames to objects that clearly
follow specific artistic trends. Hearts are still rendered
in a symbolic manner, but they now have a flame on
top, an obvious indication of Catholic influences (fig.
6);” one heart is rendered naturalistically.

In the wider category of human property and objects
from everyday life we find novel representations such
as swords, tools and crops, though the most interesting
items are the boats from Chios. They are the products
of specific craftsmen whose names are incised on the
objects, and one has the rurgha® imprinted on it (fig.
17). Stylistical affiliations in this morphological type
are geographical rather than based on particular forms
of object —for example, the same style is found in
human figures, parts of the body and other items.

In this group there are two stylistic categories that
come out clearly.”” One of these is represented by a
number of offerings collected by the Paidousis in Ioanni-
na, which have in common a broad frame hatched with
diagonal lines. The other large category has no specific
provenance, but it contains designs which are typical
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of the eastern Greek islands (Chios and Mytilene) and
beyond (similar figures are found in Asia Minor®?). They
are round in shape and display recurring features in both
the main subject and the decoration (fig. 18).

Decoration on embossed tamata is less stylised and
more detailed. Crosses again predominate, though they
now take a different form —linear, two-dimensional
and square, similar to the so-called ‘Byzantine’ type.
However more examples appear without crosses, a phe-
nomenon that coincides with attempts at adopting a
westernised style.”” A trend towards realism is apparent
in offerings which depict details of clothing (jewellery,
belts, stockings, shoes and laces).

With the introduction of technology, handmade zam-
ata began to be replaced by stereotyped forms —pressed
shapes, fashioned in a brass uterus. As more modern,
mass-produced objects, they naturally form the largest
group numerically, but they display less stylistic inter-
est, and many items in the collection are identical. Here
again different stylistic divisions can be distinguished,
most obviously in a group of recent tamata still produced
today; the collection contains representative examples of
most objects included in this category.

Stylistic divisions in this category are mainly chrono-
logical, and are based on groups of objects, not indi-
vidual items, an indication of the existence of special-
ised workshops with a distribution throughout Greece.
Each group may take more than one form, no doubt
because the objects were produced from different casts
in different workshops.*

Pressed zamata display the same iconography as the
embossed form, with certain variations. Most of the
human figures hold a candle, a cross or a branch, sym-
bolising purity and holiness.” Women’s dress, whether
peasant costume or urban outfits conforming to Euro-
pean fashion, normally follows contemporary styles.*
Men are usually depicted in urban dress, though some
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wear military uniform.” Pressed depictions of parts of
the body and other objects have a standardised form.
Decoration forms an integral part of the design and
is accordingly stereotyped: a ring-matted or flat back-
ground, with flowers or large dots in the corners, accom-
panies all subjects, animate or inanimate. Sometimes a
cross with the name or initials of the votary is incised or
hand-written, indicative of a wish or a “thank you”. The

purity of the silver (800 gr) is stamped on some objects.
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A very small number of objects are cast in special clay
moulds, with the details rendered later by hand. The
motifs in cast zmata are identical to the pressed, and it is
possible to observe an overall continuity of form, a typo-
logical evolution where one form of offering copies anoth-
er until all zamata are produced in a stereotyped manner,
with virtually no attempt at individual creativity.

For the purposes of this article, discussion has been
limited to a single typology based on the morphology
and iconography of the objects. Although this categori-
sation is prima facie the most objective, being based on
external appearance, other methods will need examina-
tion in the future and may prove of importance to our
understanding of the subject.

Classification

Current literature on the subject of tamata has made
virtually no attempt at producing a consistent typol-
ogy; the only exception is Kardamitsi-Adami, who pro-
poses a thematic grouping of tamata in parallel with a
chronological classification based on female dress,* and
accordingly makes a division between rural and urban
tamata. We have already seen however that these two
categories may overlap, and will shortly be observing
the difficulties of specific dating and the limitations of
the methods of achieving it.

At the present time all we have to rely on for our
information is the objects themselves and the techniques
by which they were produced. The collecting of tamata
was carried out in a spirit which saw them merely as
curios suffused with ritual meaning, and this ensured
that very little other evidence has survived. Few details
were recorded which would enable us to obtain a more
thorough appreciation of the objects in context:® at the
most we are told where they were found, and this does
not necessarily coincide with the place of production.
An additional problem derives from the fact that ramata
were originally presented to churches and other sacred
buildings, and collectors are therefore often reluctant to
disclose how or from whom they were obtained.

Dating
Few intrinsic dating parameters on or about the
objects exist, but a stylistic analysis of the material may
enable us to arrive at a relatively accurate chronology.
The tamata we see in collections today were mainly
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Fig. 23. Gold-plated rectangular tama with an embossed

representation of the gospel book. On it is written £y eipi
0 POG TOL K6OHOL O akotowv Epol ob uy| mepratioet
¢v 1) okotia (5.5 x 11.4 cm), mid 20th century. Athens,
Benaki Museum 38319.

Fig. 24. Gold rectangular tama with a pressed
representation of a car (VW Beetle). (4.5 x 8.4 cm), mid
20th century. Athens, Benaki Museum 36420a.

produced between the late 19th and the mid-20th centu-
ries. Very few offerings can be positively dated earlier than
the second half of the 19th century; those which survive
only did so because they were somehow forgotten, lost,
or hidden, and thus escaped being dismembered for the
recycling of their component parts or melted down to
make new famata or other ecclesiastical objects.

One element that may be of help in dating certain
items is their iconography. According to Kardamitsi-
Adami, for example, the fashion of dress depicted on
human figures can reveal the period when the offering
was made. While it is certainly the case that, as far as the
20th century is concerned, female dress (village, urban or
European) suggests the period when it was fashionable,
the writer goes further and classifies all types of offering
chronologically on this basis.
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This line of reasoning may bring about misinter-
pretations. Firstly, iconography is often an arbitrary
matter and subject to the interpretation of the viewer:
what can be seen as a man in a palladium, for example,
could also be a woman in a dress. Furthermore, it was
common practice to reproduce figures even when they
were “out of fashion”. Stereotyped human figures, in
particular, remained on the market for a long time after
they began to be produced.”

The evolution from simple to more elaborate forms is
also difficult to detect. Most probably there was no sud-
den switch, and parallel production was normal. What
we can establish for certain is the period at which any
attempt at making new designs ceased. Since the 1950s
there have been no new forms even of pressed ramata,
and for this reason no figures exist which display con-
temporary iconography.

Against this background, it is clear that any figure
could be reproduced at any period of time. For this
reason, categorisation by style is more appropriate, as
it may enable us to arrive at the date of production by
making comparative studies of similar objects.

Author and provenance

As with the date, establishing the authorship and
provenance of most surviving tamata is very difficult.
To a great extent, tamata have always been the product
of anonymous artists —not even artists in the conven-
tional sense, in fact, since the votaries often made the
offerings themselves. General metalworkers or special-
ists in other fields, such as watchmakers, also made
tamata. In some ways they were utilitarian objects
which occasionally could even be produced by priests.

This brings to light a further parameter affecting
classification: on the one hand there are the clearly
anonymous objects, products of houscholds or small
workshops; on the other, certain objects achieve a
genuine individuality. So-called individuality can be
established on two levels. The offerings may contain
marks or features that are distinguishable as the work of
individual makers, even though we may not know who
the makers were; on another level, the votaries may add
names, dates and messages, in a way that makes the
objects personal and specifically directed to the saints.

Scholars agree that by the end of the nineteenth cen-
tury, special workshops had began to be established,
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to whom the faithful entrusted the making of offer-
ings. Traditionally, these were city workshops or small
undertakings in the larger urban centres. Most writers
state that Athenian workshops held the leading posi-
tion in the market for the production of tamata, but
this trend can only have been established in the twen-
tieth century, as the history of neo-Hellenic traditional
silverware provides no evidence for the existence of
Athenian workshops before then.

Certain urban workshops such as those of Ioannina
developed their own individual style, as mentioned ear-
lier. The Kriss's book contains photographs of similar
objects found in Corfu,” and we know that there were
trading links between the two areas, and that many sil-
versmiths from the Pindos area had in fact moved to the
Ionian Islands,” factors which may enable us to locate
and date the objects. Yet this is one of the few cases where
we have substantial evidence both from the objects them-
selves and from written sources; for most other stylistic
categories we have no knowledge of their provenance.

In discussions on silverware, classification tends to be
based on regional styles. A basic and widely accepted
distinction is made between mainland artefacts, which
are considered to be more genuinely Greek, and those
from the islands, which display greater external influ-
ences.” A further distinction can be made between the
products of small local workshops and those of more
professional production centres which had a distribu-
tion throughout Greece. In similar fashion, mmata were
produced either locally or on a country-wide basis.

Yet there is a basic characteristic that distinguishes
tamata from other metal artefacts. Jewellery, for exam-
ple, as well as most gold and silverware, was a form of
personal property, so that although it may have been
produced relatively anonymously, a degree of informa-
tion has survived to our own day. 7amata, on the other
hand, never formed part of household effects, as they
were given away as soon as they were produced. Despite
occasional registration in church records, therefore,
they are normally without identity.

It would appear therefore that the most satisfactory
approach to the problem is through an investigation
into the style of the objects concerned. Style depends
on the taste and creativity of the maker, the artistic
trends of his period and region, and the demands of
the votary. A combination of all these elements should
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allow us to create a typology for all tamata, whether or
not still produced today, based both on the appearance
of the objects themselves and their place in the history
of tamata production.

Conclusion

Much more could be said, and many further issues
included in this discussion of tamata, on the subject of
how they are made and of the wider social context in
which they are used. Is any particular knowledge and
value, technical or religious, inherent in the production
of these objects? And, consequent on this, should we
see them as works of art, or mere artefacts?

Another potential field of enquiry is the social and
religious context within which tamata acquire meaning.
What position do they hold in Greek Orthodox tradi-
tion? How do we account for the occurrence of similar
practices around the world both now and in the past?

It might be interesting to conclude with a look at
the current status of ramata. Votive offerings are still
in use today. Their form has changed from handmade
to mass-produced figures, with a consequent reduction
in variety.” The usage has diminished, and the ritual
procedures are followed less faithfully. Nevertheless,
offering is still regularly practised by faithful and active
members of the Greek Orthodox church.

Tamata have acquired new meanings which have
transformed their identity and introduced them into
novel and unfamiliar surroundings. Academic enquiry
has increased, and so has collection and exhibition. This
triple interest has stimulated the antiquarian and even
the humble vendor into becoming aware of their poten-
tial value, and this in turn has led to certain objects
coming on to the market with the label (and also the
price) of collectibles. Churches also exhibit them, with a
hint of spirituality, as living proof of miraculous divine
intervention. Thus while in the past they were simply
considered as a medium for communication with the
divine, tamata have today acquired an intrinsic value as
objects in their own right. For some their value lies in
their form, for others in their function.

In this article I have tried to account for the signifi-
cance of tamata both as works of art and as religious
objects. In both cases they have been underestimated,
but for different reasons: in the first case the problem
is their inferior aesthetic and technical quality by com-
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parison with the richness of other traditional Greek
artefacts, in the second the ambiguous status of votive
practices in Greek Orthodoxy, which derives from their
magical and pagan character. I would therefore like to
sum up this article with the contention that, contrary
to the views of some earlier writers, there 75 a great deal

NOTES

1. Other donors of tamata to the Benaki Museum are:
the Exchange of Populations Fund, 1931-1933, 22 objects;
the Friends of the Benaki Museum, 1979, 9 objects; Alekos
Fassianos, 1984, 47 objects; Athina Kalogeropoulou, 1994, 7
objects; Markar Sirapian, 1999, 2 objects; Angelos Delivorrias,
2000, 10 objects.

2. These include a Turkish coin, a flask cover dated 1714,
two xaiualid (animal talismans) and a small ivory pendant
depicting a saint.

3. 112 women, 1 woman and child, 54 men, 74 young
women and girls, 76 young men and boys, 1 boy and girl
holding hands and 3 more children, 30 babies, 25 soldiers,
15 angels and 59 humans of indeterminate sex.

4. 154 eyes, 95 legs, 85 hands, 50 heads, 44 torsos, 43 sty-
lised hearts, 1 naturalistic heart, 32 ears, 8 breasts, 3 mouths, 3
fingers, 1 tongue, 1 abdomen, 1 bone and 1 spine.

5. 28 houses, 1 representation of the Parthenon, 8 keys,
9 cars, 1 aeroplane and 18 boats; 2 books, 1 diploma (tied
together with two eyes), 5 tools (scissors, a ladder and 3
measurement tools), 1 crop (a bean); 3 envelopes, 3 “thank
you” notes, 19 wedding garlands, 2 horseshoes, 2 swords,
2 belts, 1 miniature shoe and 2 life-size shoes. (Paidousis
commissioned these last from a metalworker in Monastiraki so
as to have in his collection examples of the shoes traditionally

offered to the Taxiarchis of Mytilene.)
6. 3 crowns, 2 halos, 10 hands, 1 heart and 1 leg.

7. In actual fact metal is never 100% pure, and when
we talk of pure silver objects, we mean those whose main
ingredient is silver. I am grateful to Ginia Karydi for this
observation.

8. Collecting from churches has always been a controversial
issue, which is one reason why many famata collections are
kept private.

9. Mikes Paidousis was a distinguished haematologist, who
founded the Red Cross centre for blood donation in Greece.
He was also an active collector and man of letters, with many
publications to his name.

10. 6 boats are exhibited in gallery 30 (case 2) and gallery
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31 (case 1); 21 human figures and 4 animals in gallery 32
(cases 2 and 3); 4 houses and 4 heads in gallery 32 (case 5).

11. V. Diamantis, 7a Tdpuara (Athens 1999) 9.

12. Agiepdpara (offerings) and zaéipara (vows) are the
most common synonyms used. There are also other terms
with similar connotations, such as modocidia —possibly a
variation of the word avranddoon (retribution)— npoogpopéc
(offertories), and xapiopara (remitments); these latter are
commonly found in Crete. They are also called svvdpousc
(contributions), dwpeés (donations), derioers (rogations)
and dwpiopara (gifts). All these words incorporate in their
meaning the act of offering, but other expressions indicate
the place where the tamata are placed in the church: in
Mpytiline, they are referred to as xpepacrdpra (pendants), and
also xovopiopara (possibly a derivative of erxovopiopara, the
stem of which is ezxdva [icon], but which could also refer
to vopiouara [coins]). In Euboea and Paros, among other
places, votive offerings are called aonuévia or apyvpdpara,
from the adjectives aonuévio and apyupéd (silver), describing
the type of metal used to manufacture tamata; such words
mainly refer to the material form of the object. Tamata are
also known locally as zpomdpra (magnificats) (av)dpwmndpra
(weaklings) and aonpdnaida (silver children); in the last
two cases it is the figure represented that gives the object its
name, although the term can be used generally for objects
which do not depict humans; see Diamantis (n. 11) 10;
M. Kardamitsi-Adami, 7duara — Odpara (Athens 1996)
11; N. Papadakis, FAdnvixd Aaixd Apyvpduara (Athens
1971) 19; A. Florakis, Kapafixia- Tduara xai # dalacoivn
dpiepwricn npaxrikn oro Aiyaio (Athens 1982) 21; Z.
Stellas, 77%¢ Ildpos Covypapiés droovunales, 1: Aixépalos,
2: Kapeyldxia, 3: Tduara (Paros 1975) 83.

13. I have tried to avoid using the Latin term ex-voto
(literally ‘according to what was promised’; J. de Pina-Ca-
bral, Sons of Adam, daughters of Eve [Oxford 1986] 163-64
or ‘from a vow’; M. Egan, Milagros: Votive offerings from the
Americas [Santa Fe 1991]), even though it may sound more
familiar to the non-Greek reader. This is because, while metal
and wax effigies existed all over the world, the expression ex-
voto is also widely associated with other forms of offering —
paintings, woodcarvings, statues and other three-dimensional
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objects— which are not commonly found in Greece. In we-
stern countries such as France, England, Germany and the
Netherlands, the practice has now disappeared, though it still
continues in strongly Catholic communities like Portugal,
Spain, southern Italy and Latin America. For more on this
subject, Ex-voto Fribourgeois (exhibition catalogue, Musée d’
Art et d’ Histoire de Fribourg, Fribourg 1978); S. Butler, Ex-
voto (London 1928); B. Cousin, Ex-voto de Provence: Images
de la religion populaire et de la vie dautrefois (Desclée de
Brouwer 1981); Egan (76id.); G. Manganelli, G. Guadalupe,
Ex-voto: Storie di miracoli e di miracolati (Parma 1975).

14. Papadakis (n. 12) 23.

15. For manifestations of this at the Church of the
Annunciation in Tinos, ]J. Dubisch, In a different place:
Pilgrimage, gender, and politics ar a Greek island shrine (New
Jersey 1995) 76-100.

16. The latter was common in the case of children in need
of divine protection. They were offered for long periods and
were dressed in black. As a mark of their enslavement —also
known as selling (z@dnon)— they wore around their necks
or wrists for the full period of their service a bell, a silver or
brass ring, or sometimes even a votive offering depicting the
afflicted organ. This was held to be a sign of their debt to
the divinity, to be repaid in the years to come. Sometimes
repayment literally took place; people had to collect enough
money to pay for their ‘freedom’. When the time came for
freedom to be granted, prayers were read and the object was
removed and offered to the saint, and was usually placed
in the church beside other votive offerings. Kyriakides
mentions an oral account by a woman from Constantinople
who had been ‘enslaved’ as a child. One night she dreamt of
a man coming to her protection on a white horse; the next
day she fell down and broke her head. When she told the
dream to her mother and aunt, they recognised the horseman
as St George Koudounas (the ‘Bell'-Man, from Pringhipos
Island, Constantinople), who had protected her from a fatal
accident. As a result the girl was offered to the saint until
the age of fifteen, during which period she wore a small bell
hanging around her neck. At fifteen the girl was freed from
her enslavement. She was taken to church, where the priest
read certain spells and the bell was offered back to the saint,
S. Kyriakides, To oxldfopa, Laografia 13 (1950-1951)
351-52. The practice still exists today. The Benaki Museum
contains seven rings recorded as tamata for mentally
deranged people, which were donated by the Exchange of
Populations Fund.

17. One such example is the pavoypdnirra, a cake baked on
the feast-day of Agios Fanourios (27th August), a saint believed
to reveal (@avepdver) lost objects, as his name suggests, G.
Lekakis, Tduara xar Avadvipara (Athens 2001).

18. Equally expendable are animal sacrifices (xovppmdria),
yet in this case focus shifts to the consumable quality of the
offerings. Such practices are still extant, or have been revived,
in certain parts of Greece such as the island of Mytilene, but
their symbolism is less obvious than in former times.
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19. General Makryiannis recounts the moment he felt
wronged and decided to “make a deal with the saint”. He was
14 years old: “7 went into the church at night, locked the door and
began to cry out with loud exclamations and cries of repentance.
What has happened to me? I'm a donkey whom they are beating’
And I called on him to give me fine silver weapons and 15 wallets
of money and I would make him a big silver candlestick. We made
our agreement with the saint in a loud voice. Soon after this my
master’s brother wrote from loannina that his boss wanted a boy
to help him. They sent me there in 1811 (The reminiscences of
Makryannis1 [Athens 1992] 71).

20. Certain offerings are associated with particular icons;
usually these are representations of the hands or feet of the
relevant figure, e.g. the hand of the Virgin Mary embracing
the baby Christ, the hand of Christ raised in blessing, and
that of the equestrian saints Dimitrios and Georgios holding
a spear.

21. See the introduction to the Greek edition of Megas’
book on Greek calendar customs, where the writer notes that
he has not included those elements of popular worship in
common use —including t@mata— because they are generally
familiar to the Greek reader, G. Megas, EAAnvixés Iioprés
war E0ipa tng Aaixig Aarpeiac (Athens 2001 [1956]).

22. For an excellent study of ancient Greek votive offerings,
F. T. van Straten, Gifts for the gods, in: H. S. Versnel (ed.),
Faith, hope and worship: Aspects of religious mentality in the
ancient world (Leiden 1981) 65-151.

23. K. Romaios, Mixpd Mederripara (Thessaloniki 1955)
42-47. First published in the journal Melet; in 1909.

24. Quoted in M. Kardamitsi-Adami, Tduara — O Ar-
dpwmog (Athens 1996) 12.

25. N. Politis, Avabvjpata kat’ edyfv, Laografia 2 (1910)
125-50.

26. R. Kriss, H. Kriss, Peregrinatio neohellenica. Wallfabrs-
wanderungen im heutigen Griechenland und in Unteritalien,
mit 126 Bildern (Wien 1955).

27. A. Fassianos, N. Archelaou, Adikd avabrpata: pia
AK6PN pop@Y Adikng Téxvng oL EAdyoTa G¢ Todpa elye

npooeybi), Zyzos (1965) 44-47.

28. Papadakis (n. 12): It is interesting to note that on the
first page of his book, Papadakis specifically allows free and
unrestricted use of the information contained in the book:
“The purpose of works of this type is to provide information, and
Jor this reason they are not the private property of the author or the
collector or the photographer or anyone else. The intellectual pro-
perty belongs to anyone who wishes to continue research into the
anonymous art of our peaple. Use of the whole or part of the text or
the photographs is freely permitted without obtaining the author’s

permission or making reference to his work”.

29. Papadakis, who considers dotted tamata to be the most
genuine popular artefacts, notes that due to the strongly
religious nature of the objects, they were not influenced by
general artistic movements, nor by orientalising or other trends
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arising from the Turkish occupation, Papadakis (n. 12) 34.
30. Papadakis (n. 12) 116.

31. Such as the theory that there are no surviving offerings
in the shape of boats because people threw them into the sea,
Papadakis (n. 12) 115-16 n. 104.

32. Such as the absence of crosses on certain figures, a
mark of western stylistic influences, Papadakis (n. 12) 113
n. 65.

33. Stellas (n. 12).
34. Stellas (n. 12) 83.
35. Stellas (n. 12) 92.
36. Florakis (n. 12).

37. Certain other studies are not mentioned here, as they
do not make a significant contribution to the study of votive
offerings.

38. She also comments that the creation of what we
consider art is not always a conscious act of the craftsman.
A potter, woodcarver, smith, weaver or embroiderer often

make a utilitarian object which they subsequently decorate,
Kardamitsi-Adami (n. 24) 13.

39. M. Kardamitsi-Adami, H xaroixia uéoa ané ra
veoeAdnvixd vdpara (Athens, no date).

40. M. Kardamitsi-Adami, H ¢opeotd ¢ Attuaig ota
veoeAAnvikd tdpata, in: Ipaxrixd 8ov Xvunociov loropiag
war Aaoypagpias Arrixiig, Mapovo: (Athens 2001) 258-66.

41. M. Botsaris, H EAAnviki apyvpoyoia kat to caPdrt,
Zygos 4-7 (1974) 85.

42. D. Stamelos, NeoeAdnvixn Aaixi Téxvn (Athens 1982)
33.

43.Y. Kaplani, Modern Greek Silverware from the Collections
of the Museum of Greek Folk Art (Athens 1997) 51.

44. L. Blasco, "Epya ypvooyoiag pe Bpnokevtikd yapakt-
pa, in: [Todvripa Koousipara (exhibition catalogue, Benaki
Museum — Museo Nazionale delle Arti e Tradizioni Popolari
in Rome, Athens 1988) 49-51.

45. A. Delivorrias, EAAnvikd napadooiaxd wroouripara

(Athens 1979).

46. Usually a mixture of tar, sand and grained marble,
which is soft but durable, Kardamitsi-Adami (n. 40) 259.

47. In the Mikes Paidousis collection, it is possible to
recognise particular styles as being common to objects which
are recorded as collected in the same area.

48. Still, the sex is not always clear. Many of the objects scem
to be wearing a skirt, but their number is probably too large
to permit the assumption that this triangular shape necessarily
represents a female figure. In any case, some ‘skirted’ figures
have male characteristics such as a moustache, while others
distinguish the male by a small incision between the legs. The

2, 2002

figures which are clearly male are thinner and longer, wear
trousers and often have their hands in their pockets.

49. For more on dress, Kardamitsi-Adami (n. 40).
50. Papadakis (n. 12) 110 n. 39.

51. The latter may be a discreet reference to indelicate parts
of the body. Various views have been expressed concerning
‘venereal’ offerings, which were usually presented by sailors
afflicted with venereal diseases. Such offerings were seldom
displayed in churches, and they were sometimes hidden in
holes in church walls, or kept aside by the priests. In view
of this, and also in the spirit of a particularly personal inter-
action and understanding with the saints, people offered
these representations in a disguised form, generally eyes for
female genitals and fingers for the male (I am grateful to
Maria Argyriadi for information about the concealment of
tamata in church).

52. The latter resemble stomachs, yet similar objects are
found as coverings on a 16th century icon, where they re-
present the breasts of the Virgin Mary: Ceremony and faith.
Byzantine art and the Divine Liturgy (exhibition catalogue,
Hellenic Antiquities Museum, Melbourne — Hellenic Mini-
stry of Culture, Athens, May-October 1999) 116 fig. 11. M.
Kardamitsi-Adami informed me that certain offerings shaped
like eyes may in fact sometimes represent female nipples.

53. In his book on Greek customs, D. Loukatos mentions
Agia Zoni (literally the Saint of the Belt), celebrated on the
31st of August, a saint who represents the holy belt of the
Virgin Mary which was found in Cappadocia and brought to
Constantinople to be kept with other sacred relics. Mothers
take thread to the liturgy in the church of Aghia Zoni to be
sanctified and then ‘belt’ their children with it so that they
grow up strong and healthy. According to A. Adamantiou,
the worship of Aghia Zoni exemplifies devotion to the
virginity of Mary (A. Adamantiou, Ayveiag Ileipa, Laografia
2 [1910] 526). If this is the case, the ‘belt’ may be said to
be a symbolic representation of virginity, D. Loukatos, 7z
xadoxaiprvd (Athens 1981) 141-42. Kardamitsi-Adami gives
an equally possible explanation in her book, Kardamitsi-

Adami (n. 12) 26.

54. Incision is the easiest method of creating individual
designs; makers often use ready-made framed plaques which
they complete with the design requested by the votary, a
practice still in force today in certain workshops in Tinos.
This is also the case with embossed offerings; the objects from
loannina were probably made by this method (see below).

55. According to Yiona Paidousis, it was offered in Spetses
by the family of a well-known professor who had had
problems with his eyes while studying at university.

56. Kardamitsi-Adami (n. 24) 10.

57. Every feature of these offerings suggests this: the position
of the hands is identical to that of saints in icons, the style is
typical of ecclesiastical art, and the multiple holes around the
frame reveal that they were intended to be nailed on to icons.
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58. Babies are normally shown in swaddling clothes. Boys
and teenagers are dressed in nautical shirts or jackets and
shorts. Young girls wear dresses, and sometimes hats, and
their skirts become longer as they grow older. Older women
wear long one or two-piece garments and have elaborate
hairstyles, while older men are dressed in long trousers and
many have a moustache.

59. For offerings from Italy, Blasco (n. 44).
60. The signature of the sultan.

61. There may well be further categories which have not
yet been identified, for example a group of objects that share
morphological (colour and texture of the metal) and techni-
cal characteristics (frame and maker’s mark).

62. G. Kiirkman, Ottoman Silver Marks (Istanbul 1996)
216, 218.

63. Papadakis (n. 12).
64. Kardamitsi-Adami (n. 24) 15-16.
65. Kardamitsi-Adami (n. 24) 18.

66. See for example the introduction of the corset to make
women look slimmer, and the appearance of women in suits.

67. Offered mainly during wartime.

68. Florakis suggests as a further classification the social class
of the people who make the offering; however this was only
possible because he was dealing with one type of offering, and
we do not yet have enough evidence to suggest that this social
parameter can be used as a general classification, Florakis (n.
12) 87.

69. A similar attitude exists in stamp and matchbox
collecting.

70. For example, we find offerings produced today with
a design which first appeared in the middle of the 20th
century.

71. Kriss, Kriss (n. 26) 8-9.

72. P. Zora, Avo peydlor pdoropor rov aonuiov (Athens
1972); id., EAAnvix#i Aaixi réxvn (Athens 1980).

73. Kaplani (n. 43).

74. Except in cases where people kept the offerings on
their private icon-stands at home.

75. Typical forms today are men, women, houses, eyes,
hearts, hands and feet.

>O®IA XANAAKA
Tdpata: pa véa npooéyyton péoa and tm Zviroyy tov Miké Ilaidotvon

IIpéogpato amdkmmpa tov Movoeiov Mnevdxn eivat 1
dwped g ovALoyTic eEAANvopBddotev tapdtwy tov Mi-
ké Iaidovon and m ottuyé tov Iodvwa (Méva) Tai-
dovon ot pvipun tou. Zuykekpipéva, 1 oLAAOYY] amo-
tereitar and 1.174 avukeipeva ex tov onoiev 450 na-
ptotdvouvy avBpamiveg pop@eéc kat 522 péln odpatoc.
Eniong, mepihapfdver 55 {da kat 108 napaoctdoeig a-
VUKepévav ov oyetiCovtal pe avBpadmveg dpaotnpid-
mteg kat ayabd (omfua, avtokivita, epyakeia, otépa-
va ydpov k.AT). Mévo ewéa avukeipeva dev éxovv )
yapaktptotikr popei] tov tapdtav. Ta vérouna efvae
QVTTIPOOMTEVTIKA KOUPATIA TG TEYXVIKNG KAl TNG E1KO-
voypagiag tov eldoug tovg and 6An v EAAdda.

Ta neproodtepa givar kataokevaopéva and opHoya-
via Aemtd @UAAQ petdAlov, ouyvd Koppéva oto oyfpa
™G pop@rig mov amnetkoviCovv, to péyebog tov omolwv
kopatvetar petagd 3-20 ex. vyog kat 2-27 ek. mAGTOG.
['a mv kataokevy toug €xet xpnopomomdel aofpt kat
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XPLO6G, ahAd kupieg xarkds, pmpovviiog, oidepo, Aa-
papiva kat ot tpoopitels tovs. Ta neproodtepa @épouvv
o1t1] AvdpTnomg otV KopuPH, am’ GTovL KPEUOVTAV OTLG
elkéveg pe kopdéda, obppa Y mapapdva.

Or teyvikés TG KATAOKELHG TOV TAPATOVY poldiovy
pe auvtéc e mapadoolakic VEOEAANVIKNG eKKANOL-
AOTIKNG KAl KOOWKNG pETarioteyviag, alAd 1) teAl-
KN pope1 kat 1 ewkovoypapia dev anavrobv oe di-
Aa €pya apyuvpoyoiac. Kowd yapaktmpiotkd mapa-
mpotvtat kupleg ota dtakoopntikd mpdruna (obpupPo-
Aa, omelpeg, Bvoavol kat Stdkoopot pe oyfjpata avoé-
V). Mepikég yepomnointec kataokevés eivar aniéc,
eved dideg eivar mbavétata npoidvia emayyeApartt-
KOV epyaotnpiov.

H ¢o¢ tdpa épevva avagépet tpeig Paotkég neBboug
Kataokevnc tapdtov: my eyydpaln, 1o mpeodplopa
Kat v €yyvon petdriov. Ta avukeipeva g cvAro-

VH¢ mapovotdiouv popgéc enelepyaoiagc mov odnyotv
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ot dudkplon véev katnyoptdv. Edwdtepa, og mpog
TV KATAOKELY], Tapat)polpe mAL0V OLVOAKA TOVAG-
yrotov €81 katnyopiec: ouktd, eyydpakta, okaiiotd, &-
prleota, mpeoaptotd kat yutd tdpata.

Ta otktd tdpata kataokevdloviav pe to yrommpa
HKpOV oTtypadv oty omicbia 6y tov eAdopatog end-
vo og paraxéd viéPabpo. Katd my eyydpaln, to oyé-
Sto yapaldtav oty mpéobia dypn tov tdpatog pe kap-
¢i. Ta okaiotd tdpata yapaktnpifovtat ané miand
eyydpaén pe karépt. Ta epnieota tdpata vepiotavto &-
neEepyaocia kat and ug dvo dyeic. Zovibag elvat opu-
pridata 1] repoussé otnv onioBia dyn kat okaiiotd oy
npdaba. Ta mpeoaplotd katackevdloviav oe mpéoeg
epyaotnpiov, eved ta xutd popgornotovviay oe U1Tpeg.

H agepoticy mpaktki —og pébodog avupetdniong
v duoyepetdy G orc— anavtd oty eAdnvopBido-
&n mapddoon pe TOAAEG popPEG, TIVELHATIKAG Kal VAL~
kNG mpoowopdgs. Ta tdpata eivar avuxeipeva mov mpo-

opifovtat yia agépwot), péow twv orolev 1 avlpdmvy
emkovavia pe to Beio anoktd vAky vndotaom.

[Tapd to evbragépov mov mapouvotdlet 1 Wopoppia
tov tapdtov, ta avikelpeva avtd ovyvd napaPiéno-
VTav and toug HEAETNTEG TOL VEOEAANVIKOU TIOATIOUOD.
Ot Aéyot ov e€nyotv avty ) otdon eivat moArof: n At
) aoBnuky kat texviky toug napovoia oe odykplom pe
dAAeg pop@éc veoeAANVikiG TéxvNG 1 appionun 0éom
™G aglepwtikyc mpaktikic oty Opbodoiia mov amop-
pE£et amd Tov pHaytkod Kat mayaviotkd toug xapaktipa: 1
¥%pron toug £mg kat ofjpepa, 1) omola dev Ta Katatdooet
oto apadootaxd LVAIKS wg eldog pog “efagpdvion’.

“"Etot, eldylotec peréteg eEetdouvy ta tdpata wg a-
vukeipeva Opnokevtikod yapaxtijpa 1 épya téxvng, pe
anotéAeopa va vdpyovy eAMT ototyela oyetKd pe
g Paoikég apyéc e totopiag g téyvng, 61mg 1 po-
éhevom, 1 ypovoloyla, 1 poppolroyia, n ekovoypagia
Kat To BPog ToLG.
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H Anoxompronévn I'vvaixa: pa avayvoon

271¢ yvvaixes rov Movoeiov Mnevdxn,
yia tnv axoiuntn Qpovrida Tovg

H AmokoimisMENH T'YNAIKA (apyikds tithog: Aduna
xar Nvxta #t Aduna tn vixra) (ewc. 1) avijket oto o-
pa tov épyov mov kAnpoddtnoe oto Movoeio Mre-
vakn' o Nikog Xatinkupidkoc-T'kikag (1906-1994). O
nivakag (Staotdoeic: 84 x 64 ex.) éxet Loypagrotel pe
kaletvn® endve oe E6Lo to 1943, étav o T'kikag vjrav
37 etdv. Arammpeitar oe oetkd kait katdotaon (a-
vapévetat 1 ovvtiipnor tov and to Tpjpa Zoviipn-
ong ‘Epyov Téxvng tov Movoeiov Mnevdky’) kat o
Coypagik tov em@dveia gépet dud KUKALKEG amore-
n{ogic* mov anokaivntovy to fwypagikd LIGoTPpOA.

2to opBoydvio taparinidypappo mov opiel v e-
mpdvela tov mivaka, PAémovpe éva poookdtevo dw-
pdtio mov gotifetal povdya and pia Adpna netpehai-
ov. Ze moAvBpdva, pa yovaika éyxet mapadobeil otov v-
TIVO HE O KeQAAL yeppévo otov Oe€ld TG o pe To
otépa avoryté. Popd tpiypopo kaokdr, TLAypEvVo
yipo and tov Aatpd, kat Aadl évdupa mov né@tet pi-
%TO eMAve TNG Kat QTdvel péypt t péon tov Ppayid-
VOV TNG. ATt TOUG ayK®Ve kat kdto ta yépta efvat yv-
Wvd, OTAUPOUEVA, aKOVPTIOHEVA endve oe tpamélt. H
Adpma Pploketar endvo oto tpaméll kat and to yva-
Al g Pyatvouv, defid kat aplotepd, téooepis yroo-
0e¢ and wypd Puc, pe mPdowvn kat padpn dio. XTo
tpanélt Pplokovrar akpa éva pikpd kaviotpo pe tpia
Aovrotdia kat UAAa, éva tacdkt pe £va omptékovto,
pta tpdmovia pe tov Aoco Kouma kat To TE0oEPa oTa-
0{ va Eexwopiouv. Ztov tolyo tov dopatiov kpépetar -
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vag tetpdyovog kabpéng pe mhaioto, o omoiog avia-
vakAd to @o¢ TG Adpmac. Zto dekl kat aplotepd d-
Kpo tov Tivaka dtakpivovrat 6o SuTAd NpkikALa TTov
Oa npémer va avijkouv oe mAdteg kabopdtov. Téog,
ota defid vndpyet mapdBupo pe otavpoeldéc yoplopa
oto t¢dpt, to onofo kaibmretat and yardlia kovptiva.
Ztov ontikd ydpo ™G Anoxorpiouévig [vvaivag Oa e-
THOTPEPOLPE O Afyo.

Ag Sievkpvioovpe mpédta dvo gpotipata: mota et
koviCetat otov mivaka kat moteg frav ot e£oTePkég
ouvvBrikeg katd v mepiodo g dnpovpyiag tov —av
kat avté to tehevtaio kat pévo amd T ypovoroyia
(1943) eivar mpogavéc. Tic anavrjoeic pag ug divet
o {dog o Cwypdgoc. Amoondd dvo mpotdoelg and pa
adnpooievtn ovvévievEl tov ota YarAikd,’” oyeTIKES
pe tov mivaka mov e&etdCovpe: «Ce tableau représente
ma premiére femme, assoupie, qui a ce moment la, est
extenuée. C'est un temps de grande privation pendant
I'Occupation Allemande, oix on avait presque rien a
manger, ot il n’ y avait pas délectricité, d’ oil cette lampe
a petrole menagante qui tombe juste son cou comme si
c’etait pour la tuer [...]» («O nivaxag deixver tny mpdrn
pov yvvaixa mov —eéaviAnuévn tn oriyprt exeivn— éxet
anoxkowundei. Hrav xapds ueyding oréonong, xard tn
drdpkera tng yeppavikiic Karoxig émov dev eixape oxe-
00y timota va pdue kai Oev viripxe ndexipikd yia avrd
xar n aneiAnriki Aduna nerpelaiov poidler va népret
endvw ooy daiyud tng oav va tn oxordver). H Anoxor-
propévn Lvvaixa etvar Aoumdv pa ouykekptpéve) yovai-
ika: 1) Avuyévy (Tiykn) T'kika (1894-1969) nov aoyo-
AOnke otov Plo e pe moArd —éypaye motjpata, a-
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Ew. 1. Nikoc Xatinkopidroc-T'kixag, H Anoxopiopévn vvaixa, xaleivn oe E6ho, 84 x 64 ex., 1943. ABva, Movoeio

Mmnevaxn - [Twvako0jkn 'kika.
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H Anoxoipurouévn [vvaixa: pia avayvoor
H Y 1

@UAoAoY KN

TTRWTOXEOVI

oBnvee 1943

Euc. 2. Nixog Xatinkvptdroc-T'kikag, EEdgpuiro ya to
neplodikS Pilodoyixit [lpwroxpovid, oyédio pe perdwt,
22 x 17,5 ex., 1942-43. ABYjva, Movoeio Mnevdkn -
Bipfrio0vkn I'kika.

véPaoe Beatpikég mapaotdoeis, ékave yromtiky.® O a-
vayvedotne ag ovykpatfoet dvo otoryeia. Tnv mpoti-
pnon g yla m griocogia 1 kakdtepa tyv pevdogl-
Ahooogia (pe ypoltd €vtova amokpuikij) Kat ) peyd-
AN dragopd niikiag mouv eiye pe tov ['kika. Me ta v-
néroma ovpgpatopeva (Katoyr, aneiinuki Adpna
K.d.) mov ava@épOnkav mapandve, Oa aoyoinbodpe
apyoétepa.

Emotpégovpe otov onukd yodpo te Amoxompious-
vng ['vvaixag. Zinv anocagivior] tov, Ba pac Pon0i-
oet éva oédto tov I'kika, dnpootevpévo v (da ypo-
vid mov Lwypagiotnke o mivakag, oto e£dPUALO ™G
etfjotag meptodikig ékdoone DPilodoyixit [lpwroxpo-
v2d " (ewk. 2). To oyédio avté Pplokerat mord mo ko-
vid oty omtiky mpaypatikdta and 6,t o mivakag.
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Euw. 3. Pablo Picasso, Le Réve, 146t og povoapd,

130 x 97 ek., 24 Iavovapiov 1932, 161tk ovALoyY
(© Succession Picasso 2002).

[ToAd mbavév va mpdrettat yia ecotepikd evog dwpa-
tlov and 1 povokatoikia mov épeve téte o I'kikag,
omy 006 Tlaratordyouv-Mmevilédov 2 otig mapugéc
mg [TAdkac.* Towg pdiota va mpdketrtat yia to (610
akptPidg dwpdtio émov extviicoetar | Amokoipuiouévn
Tvvaixa. H obvBeon kat 1 extéreon elval mo amiég
oto oy£610, kat pag Ponbodv va katavorjoovpe Kaii-
tepa ) StappButon tov mivaka. Idtog kabpégng, (-
dlog tolyog, (dia kouvptiva, {60 mapdBupo kat dAro
tpanéil. O mpooektukdg maparnpnuic Oa Srakpivet
pia axépa opotétnta: 1 piya mov Pploketal kdtw and
1o tapdBupo oto oyédto, emavarapPdavetar oxedov 6-
pota otov nivaka. Kat pia dtagopd aképa: otov miva-
Ka, o potifo twv eyyeypappévov pduPov €xet peta-
pepBei and v kovptiva (oto oyédro) otov toiyo. Tle-
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Euc. 4. Pablo Picasso, La dormeuse au miroir, A\Go1 og

povoapd, 130 x 97 ek., 14 Iavovapiov 1932, idrwtixyj
ovAroyn (© Succession Picasso 2002).

ploodtepa yia to {Hpa e anocagivions Tov omtL-
KoV xdpov e Amoxotuionévng I'vvaixag dev ypeldlo-
vtat. To oyédio pkd and pévo tov.

Ag mpoywproovpe oty dadikacia obvleong tov mi-
vaka. O T'kikag, dtav Béret va Loypagioet éva niva-
Ka, epappudlet v e&iig pébodo:’ oty apyr| kabopi-
Cet to Bépa mov Bédet va mpaypatevtel. Avté ouovibag
npokmtet and to ovvdvacpd epebiopdrov and to e-
Eotepikd (ouyvd to dueoo) meptPdilov kat emppowdy
a6 to €pyo, ta Loypapikd evprjpata kat tig AVOELg
dArov Loypdgav, Snradi to t éxouvv kdvel ot dArot
nptv and exeivov —mpdypa mouv €yet peydin onpaocia
ya tov I'kika. Xt ovvéyela, mpoywpd ot dnpovp-
yia mpooyediov, pe okond va maytwbel 1 obvBeon, é-
oto ota Pactkd g otoryela, Tpotod avty va peta-
@eplel pe ypdpata oto povoapd 1 to E6ro. And av-
™ ™ @domn apyilet n perétn pe appovikés yapdleig
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Ew. 5. Georges Braque, Femme i la mandoline, .46 oe
povoaud, 128,5 x 95,5 ek., 1937. Néa Yépkn,
The Museum of Modern Art (© adagp, Paris 2002).

Kat xpvon} topn. AkorovBel 1) petagopd tov optoTikov
npooyediov otov povoapd Y o EVAo, dmov yivovtal
TPOOAPUOYES Kat divetal Tpoooyy KAt GTNV T UIKPTY]
hemtopépera —yia tov ['kika, n aydmn ot Aemtoloyia
etvat dedopévn. Térog, yia doovg mivakes Bewpel 1
Oa ¢xovv amodoyn, Ba apéoouvv, Ba movAnBoiv ebko-
Aa, Ba pudéet éva eidog avBiforov: oe dragavéc yap-
i (tracing paper) Oa avuypdpet pe poAopt v kdpfouvvo
tov miivaka, étot dote va pnopéoet o dedtepo xpévo
va tov enavardfet, maparraypévo PéPaia, av kat 6-
tav ypelaotel.' Aopévet k4t aképa. Mepikég gopéc,
o mivakag pmopel va mapapetver oty dkpn ya Afyo
(kat omdvia, yia moAs) domov va tov Eavamdoet o {w-
ypdpog yia va mpoobéoet kdmoteg tedevtaieg mveliée.
‘OLa ta mapandve anotelobv yevikég mapatnpyoeLs,
ot omnofeg vopuife 6t woydouvy oe peydro Babud péypt
ta téAn g dekaetiag tov “50."
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Egappédletar kat more, 1 pébodog avtr) oty Aroxor-
mropuévn Tvvaixa; Aev eivar aniB@avo 1 oknvij mou dia-
dpapatiferar otov mivaka va elye ovpPel oy paypa-
ukéta, dnrady apopun va vipée éva epébopa and
10 eotepikd mepiPdirov. Opwg, 10 fwypagpikd amo-
téleopa elvat téoo Aemtopepds oknvobetpévo, dote
tétotov g{doug avuoroiyion Larjc-téxvng va potdlet a-
BéPan. To otyovpo efvar du iy} épmvevong anotéie-
o€ 1o €épyo dvo anovdaimwv faypdpav Tne TEPLéd0u, TOU
Pablo Picasso kat tov Georges Braque —yia tov 'kika, ot
Picasso kat Braque givat ot Oeol tov, v emoyr| exeiv.
Avagépopat otovg miivakeg tov Picasso Le Réve (To &~
vewpo) kat La dormeuse au miroir (Kowpawuévn pe xadpé-
@n) kat ot do tov 1932, kabdg kat o évav mivaka tov
Braque, to Femme a la mandoline (I'vvaixa pe pavroli-
vo) Tov 1937. Ag dodpe pe ovvropia, Tt anokdpioe and
tov kabéva o I'kikac. To épyo Le Réve (ewk. 3) eivan é-
vag amd toug o yvwotous mivakeg tou Picasso kat 1-
koviler v t61e epwpévn tov Marie-Therese Walter”
(1909-1977). H Anoxospuronuévn I'vvaixa porpdletat ta
€&l otoyela: v ayammpévn yovaika (epopévn ya
tov Picasso, obluyog yia tov I'kika), tov ¢mvo oe mo-
AvBpéva pe to kepdht yeppévo otov Sebtd dpo kat
v tanetoapia pe t popPoetdr} drakdopnon." Yndp-
Y€t 6peG kat pa Paoiky dragopd: oto Le Réve emukpa-
el epouki) mAnpdinta kat yapd, atpdopatpa aviibe-
m and avty] g Anoxorprouévng I'vvaixas. Ty atpéd-
opaipa tov £pyou tov ['kika Ba v avalntijoovpe oto
La dormeuse au miroir (e1k. 4). Ed éxovpe emavdainyn
tov {Bwv Bepdtov (yovaika, vnvog, molvBpéva) ka
kdt mapandve. O Picasso Bdlet évav kabpéetn mov,
énwg n Adpuna oy Anoxoprouévn 'vvaixa, «néprer
ndvw oro Adiud tng gav va tn oxordver.” Ané tov
Braque kat to Femme a la mandoline (ewx. 5), o I'kixkag
daveiletal to potifo g povprétag, mov ot yuvaika
tov Braque Ppioketat akpifds pnpootd g, evéd otov
nfvaka tov ['kika petagépetal kat yliverat o1deptd tov
rapdBupou 1} mrdxwon g kovptivag. Amé éva anid
potifo, Spwe, peyaiitepn onpacia éxet n xpopaTKy
kAipaka g Anoxoruiouévng I'vvaixag mov aviavakid
b1 pévo to Femme a la mandoline al\é kar apketotc
dAloug mivakeg pe eooteptkd tov Braque g (dag ne-
prédov. I'a va ohokAnpobel to {jmpa tov emdpdoe-
oV Kat va déoovv 6Aa doa elnape, Ba mpénet va ava-
{nmoovpe tovddylotov evdeifels 6u o I'kikag mpay-
patikd yvodpiie avtd ta épya. v nepintwon tov Le
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Ewk. 6. Nikog Xatinkvptdkog-T'kikag, Avtiypagr]
Aemropéperag ané to Le Réve tov Picasso kat onpeidoelg
yla Tov xpepatiopd kat ty tovikdtntd tov, polift
oe yapti, 19,5 x 28,5 ek., nep. 1932. ABYjva, Movoeio
Mmevdkn - ITivakoBvjkn I'kika.

Réve dev éyovpe evdeilels, alrd anodeiEeic. O I'kikag
BAémet tov nivaka avtév tov Iovvio-lodAito tov 1932,
oty TpATY peydAn avadpopikt| ékBeon mov aplep-
Onke otov Picasso, kat mpaypatonojdnke ot Galerie
Georges Petit oto Ilapiot. I'a v éxBeon ypdger éva

(avékdoto) kelpevo,'

peietd oyediaotikd to Le Réve
Kal Kpatd oNUELDOELS YA TOV YPOUATIORS KAl TNV To-
vikédmtd tov (ek. 6). ['a tovg dArouvg mivakeg vopi-
Co 6 evdeleic amotehobv 1) otevi| giiia tov 'kika pe
tov Christian Zervos —npoowmikétnta-kietdi ya mv
éyvn tov MeoomoAépov ot ['ariia— kat v €kdoon
tov eptodikot Cabiers d’Art mov e€aogparifovv otov
Coypdgo mpéoPacn oto £pyo tev dvo Evpenaiwv ov-
vadérpwv tov."’

[a mv Anoxospurousvn 'vvaixa éxouvv oobel tpia
mpooyédia. Oa ta apBpfcovpe L, II, III obppova pe
™) oepd mov Ba mpénet va éxouv yivel. A6 v apyy,
oto nipooyédio I (ewk. 7) PAénovpe tov I'kika va yvopi-
Cet 1 Béder va kdvet kat ol va ddoet TV Epugaoct): ot
Aduma, oty yovaika kat oto tpaméll, mou elval kat ta
péva otoryeia mov Ba nmepdoovy oto TEAIKS €pyo. Xta
dAda dev €xet ddoet oprotikéc Aboets. O ydpog elvat d-
detog, avtl ¢ moAvBpdvag vrdpyet kapékia, oto Tpa-
néQL Pploketar avorypévo éva Pifiio, ta tpamovidyap-
ta dpavta, avti tov kavioTpov pe ta Aoviovdia éva Pd-
Co pe 6Vo kAadid gutdv, do @potta, éva koppdt Ppo-
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Ew. 7. Nixo¢ Xatinkopidkog-T'kikag, ITpooyédio I yia tmv
Amnoxoyprouévn 'vvaixa, podP kar kdpPouvo oe yapt,
35 x 25 ex., 1943. Abfjva, Movoeio Mmnevakn-TTivakoBnin
Tkika.

i, o tacdkt ddeto. To kupidtepo eivar ot oyedaoti-
kd (pararxdtepeg ypappés, iaftepn gpoviida yia tg
(POTOOKIAOELS, TIPoOTTTKES Ppayivoelg) kat ovvbetikd
(éMhewpn wooppomiag, avurapia xdpov) to mpooyEdio
I Bpioketat paxptd and tov mivaka. Me to mpooyédio
II (ex. 8) to tomio Lexkabapiler xar o I'kikag katahjyer
og TOAAG. ivetat dokipn yra v tedcy] Béon g Ad-
prac, eppaviCetat ) movBpdva, 1 otdomn kat ot Aemro-
népeteg oty yovaika efvat avtég touv mivaka, apyifouv
va draypdgovrtat kdte apiotepd ta gOALa pe to mepi-
ypappa evég Aoviovdiot, mpotoavitkpilovpe to yvail
HE TO QOC TNG AApTag, ToV Tol)Yo pe TV tanetoapia kat
tov kabpégty. Ot potookidoeic eival votunddelg Y a-
VOTIapKTEG, Kat To 0x£0to elvat oyedév ypapptks. 1o

172

Ewk. 8. Nixog Xatinkvptaxoc-T'kikac, TTpooyédio IT yia

v Anoxopropévn 'vvaixa, pehdve oe yapti, 28 x 20 ek,
1943, oty ovALoy).

npooyédio 111 (k. 9) éxovpe 1o oprotkd obotnpua Po-
TIOpoUV, CUPTIANpAVOVTAL KATIOlEG AETTTOPEPELES Kat Yi-
vetat andmelpa yia drapopetiky) B€om tov kepaiiot g
yuvaikag. Etvat moAd mbavé va éywvav kar dAia mpo-
oxédta —ta omnola dev éxovv owbel 1) AavBdvouv og 161-
otkéc ovhloyéc— kabdg oe avtd mov yvopilovpe, to
dkpo Seél koppdu tov €pyov dev vndpyet kabdiov.
Mrmopel dpoc kat va pnv éywvav dara mpooyédia kat 1
enefepyaoia oe 6,1t agopd tn odvbear va ovveylothke
EMAV® OTOV TiVaKa.

Katd ) petdBaon and o yapti (ta npooyédia) oto
&6ho (tov mivaka), o I'kikag Ba npénel mpdra va peté-
PEPE 0TI YOHVY eTUpdvela tov vroothplyparog” tnv
teAky) oBAANYN e obvBeong, kat oty ovvéyela e-
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Ew. 9. Nikog Xattnkvprdrkog-T'kikag, ITpooyééio 111 yia
v Anoxorpropévn I'vvaixa, pohoPr oe yapti, 35 x 25 ek.,
1943, Wwtiky ouiloyy.

kel EMAVO, HE OTOYAOTIKEG TIPOOAPHOYEG Kal pLicpodt-
opOdoeig, va éyxuoe ypopatxd tov mivaka. H amiy
axkuvoypagia (ewk. 10) oty ovykekpipévn nepintoon,
dev pag agrivet va dodpe to oyédio mouv Loyikd kpoPe-
tat kK4te and ta xpopata. Mévo oy avdkiaon oto
uvnépubpo gpdopa pumopodpe va Stamotdoovpe pia me-
poyn (euc. 11) émov €xet yiver mpooappoyn: 1 Pdom
Kkat to médt ¢ Adpmag katéAnfav va éxovv peyaii-
tepo ndyog amd 6, elye apyikd voroylotel. O ['ii-
Kag OAoKANpGVEL 0YeOGV ToV Tiivaka, KaAUTTeL TV &-
TpAaveld tov pe £va mpooTatevTikd otpdpa Pepvikiod
Kat tov agprvet oty dkpn ya Afyo. "Yotepa tov Eava-
mdvet kat Pdlet pepikég mveAtéc. Avtd pag delyvet o
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Ew. 10. Akuvoypagia (aktiveg X) ato apiotepd péoo

nedio g Anoxompropévng I'vvaixag. Maxpivetat o

TPOTAAOPOE 0T0 TPEo®TO NG yuvaikag.

Ew. 11. H Anoxoipropévn I'vvaixa. Avakhaon oto
vrépulpo pdopa. Aemropépeta.

pBoplopds vreptddovg oto opatd gdopa: oe didgpopa
onpeia (ewc. 12 a-y) gaivovtat ot botateg mverlég e-
ndve and 1o tedevtaio Lwypagikd otpdpa. ‘Ooo ya
10 {impa tov “avbiforov” mov avagépape mapand-
vo, pog to apbév Ba meproplotolpe oto bt TéToto
“avBiforo” ot cvALoyn tov Movoegiov Mmevdxn dev
odCetat, obte kat Oa mpémnet va éywve moté. To yati,
Ba to dolpe o ovvéyela.

‘Eog tdpa, avagepOikape ot dadikaocia g obv-
Oeonc. "Hpbe 1 dpa va aoxoAnbobpe pe v dra m
obtvleom, oyedraotiky kar ypwpatkny. O Tkikag €-
XL KGvel yia to épyo peiétn pe ypuor} topn-appovi-
Kég yapageis (ew. 13a), kat 1 dopr} mov mpovmtet &f-
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vat éva ToAvTAoko obotnpa aviotoyev (eik. 13 B-y).
Kat ovykexpipéva: 1 aplotept] drpn g Adpmnag ov-
printet akpPode pe v aptotepy} kataképupn ypvor
topn. To kbpro Bépa, n Adpuna mov méptel otov Aapd
g yvvaikag, eyypdgetat otov atavpd mov dnptouvp-
yobv ot ypuoéc topés. Xapic va eivar daitepa évro-
VEG Ol APROVIKEG Yapd&etg, kuptapyotv ot ToAs amarég
KapmiAeg ov anotelobv tpfjpata eAdelipewv. Ot gu-
Oelec ypappéc efvar pikpés. H Adpma, kat 6yt o péoog
dEovag tov mivaka, Aettovpyel o¢ dovag ovppetpiag
¢ otvbeong. To moAvmioko ovotnpa avuoto oy e-
mukpatel oxedév mavrov. Avd mapadelypata pévo (pe-
pikd aképa oty eik. 13 B-y): 1o ofdr kepdAt g yu-
vaikag Ppioket Tov andényo tov oty ofdi aviavdkia-
o1 tov OTd¢ ¢ Adunag endve oto mapdBupo. O ku-
patopds oxfjpatog A tev tpanovAdyaptev oto dedl
uépog avravarkAdrat oto de&l pépog pe (6o kopatiopd
tov Aovrovdidv. Tinota dev efval tuyafo. ‘Ora eivat v-
noAoytopéva, nleAnpéva, mpopeletnpéva —kat av oyt
pe Stapéoelg kat xdpaka oTiG MApapKpEG AETTOPEPEL-
G, téte pe 1o pdt, agov o I'kikac vjtav moAd éumet-
poc ot yapdéels kat tovg voroylopotc. ITpoketpé-
vou pdAtota va egummpetnBolv ot avdykeg g obvOe-
ong, dev dotdlet va kdvel ontikéc akpoPaoies: yia va
un Staomactel 1 ypappi tov xepLdv g yuvaikag a-
papel telelwg tov ployo and éva @utd mov Ppiloketat
070 KAVIoTpOo Kat Ta QUAAQ Tov Kpépovtal otov aépa.”
H ypopauxy kiipaka wmg Anoxopiouévng I'vvaixas
kwve{tar avdpeoa oug Spmpeg (pnuévn kar wpn), to
npdowvo (koPartiov kat veronese), TG OLEVEG, TIG O€TIL-
&¢, 1o vermillion (ot Adpumna) kat v dypa (kat dSrakpr-
TiKkd KOKKIVO Tov Kadp{ov otnv Tpdmovia Kat to omip-
t6Kovt0). I'arddn, Beppd, yrokd ypodpata.

Ogeilovpe kanoteg eEnyfoets, yi' avtd kat €0, &f-
vai anapait)m pa napékPaon. H xpvorj topn, 1 ye-
OpETPIKT] avaroyia mov €xet apbuntiky ékppaon to
1,618, eivar péBodog epappoyiic pag aoppetpng ap-
poviag emdve oe €va €pyo TEYVNG, HE YAPAKTNPLOTL-
k6 napddetypa t Mavidva rwv Bpdxawy (ITapiot, Aod-
Ppo) tov Leonardo da Vinci. Xty Anoxorprouévn -
vaixa koprapyel avtéc o puBpdc g duvaptkrc woppo-
nilag mov dev efvat Spwg ovppETPLKY, dTOE dev efvar kat
n duvapky wopporia mov yapaktpilet o avBpdmvo
odpa kat kdfe t ot @don. To evdiagpépov ya t xpuo-
on topt] Eexvd v Avayévwnon —pe évavopa tg ma-
patmprioeic e evkieldelag yeopetpiag— kat kopuea-
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Ew. 12 a-y. Anoxospropévn I'vvaixa. Opaté pdopa-

@Boplopée vrepddovg. Aemtopépeteg tov mivaka.
Awaxpivovtat, pe évtovo padpo, TepLoyEg pe
emoypagioels endvo and to tedevtaio {oypagiké
oTpAua.
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ASONAS. SYMMETPIAS Eik. 13 a-y. Avépiava BepBén, Meréteg mdvo oty

@

Anoxorprouévn Tvvaixa, a) appovikés yapd&eig, B-y)
napadeiypara and my opydveon mg obvBeone: pe idio
¥pdpa emonpaivovtal ot aviiototyieg e duvapkrg
tooppomiag tov mivaka (émov XT= Xpuon Topn).

— vetat pe to mepipnpo obyypappa® Divina Proportione
. i (Bevetta 1507) tov pabBnpatukot Luca Pacioli (mep.
\ 1445-1517). Ot onadoi g ypvorc topng, g amo-
f ’. e e dibouvv eyyeveic 1b16ttec appoviag kat xdpne. Ty e-
noyy| tov I'kika (kat Afyo mpv) 1 @oroyia mept xpu-
\ 2 oNg Toprg elxe Eavagouvidosl kal OLETLKVGVETAL
ota Pipria” tov Povpdvov Matila Ghyka (1881-1965)
Esthétique des proportions dans la nature et dans les arts

\ b el \2 % (1927) kat kvplog oto ditopo Le nombre dor (1931),
)\\‘ @ ‘ 6mou ot appovikéc xapdéelg emevdloviat kat pe évav
e e b e | pavdia eowteplopod, anmokpuelopot kat payeiag. Amd

| avtd ta Pipiia éxet emmpeaotel o I'kikag oto €pyo

tov® kat og avtd €yet factotel yia va ouvbéoet to 1937
—pall pe tov Anprtpn Hikidvn— v 6An tov tedevtai-
0L TeEvXOLG TOL TPTOTIOPtakoy (yla ta pétpa g emo-
M) meprodiko To Tpiro Mdrr* pe yeviké titho: «O
Népoc tov aptBpot ot @ion kat Ty téxv». Ze avtd
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Ew. 14. H Anoxowpiouévn Ivvaixa, hemtopépera.

Awaxpivetar 1) kpurrukr emypagy): TIMMYM.

10 onpeio ag kheioovpe v mapéxPaon avty.

Ag mdoovpe tov mivaka mdAl ané vy apyy kat ag
efetdoovpe ovvorttikd éva éva ta ototyela mou tov a-
naptiCouv. Eidape 61t yia tov I'kika n Anoxorpuiond-
vn Tvvaixa dev elvar pua omotadfimote yuvaika, eivat
1 yvvaika tov. H ovluoyiknq oxéon eényel ev pépet kat
mv emAoyy e xpwpatikic ykdpas. Xpopata yAo-
kd kat Oeppd appdlovv oe éva ayammpévo mpdomo.
21 ovluytkn oxéon, opelietat aképa to yeyovog ott,
evo 1 yovailka @aivetal vivpév, ovolaotikd eivat yo-
v —ta otln daypdgpovtal kdte and to podyo cav
avtd va pnv vmpye. e éva avipéyuvo —o€ pla Kot-
vovia 6o poodnav— o BabBudc g otketdtntag eivat
10106, POTE 0Ta PATIa Tov £VOG 0 AAAOG va paivetat
viupévog evé eivat yopvég (kat to avt{otpogo). H yu-
vaika kotpdrat oe dBoAn otdon kat pe 1o otdpa avot-
xt6. H Aduna «méprer ndvw orov Lawé tng oav va wn
oxordver. [eprrtedel €66 va enektabolpe oty ma-
olyvooTn KAt TOALYPNOIHOTIOUHEVY OTNV TEXVY], OLH-
Boikn otbvdeon avdapeoa otov “Ynvo kat tov Odvato,
pe kepaiaio ya va Qupunbodpe Tt atnv eAAnviky po-
Boloyia frav Sidvpa adépera. H evtdnwon tov Bavd-
tov enttelvetal and to avorytd oTOpa Kal ta oTavpe-
péva xépra, 6mmg oe éva vekpd mou €xet yabel miéov o
éheyyoc tov odpatog. Axépa, o I'kikag Ba npénet va
avnouyoboe dtaftepa yia ) yovaika tov, kat 1 avn-
ovyla avty avamapdyetat pe mévBipo tpémo otov -
vaka. ‘Hrav 12 ypévia peyardtepn tov, dpa eiye Ayd-
tepeg mBavétnteg va emPidoet and ) dokpaoia g
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Katoyne xat viépepe neproodtepo.” H oyeticy| otko-
vopky empdveta tov [kika dev pnopotoe va e€aoga-
Alogt 1o péAdov oe tétoloug Yaremols kalpovs.

H Adpma eivar anetnuxy («ampe a petrole mena-
¢ante») xat Pydlet éva Copddeg, wypd, pavponpdovo
poc. O I'kikag eivar katd fdon Coypdeog tomimv kat
gfvat ovviiBog 1o Puotkd NAtakéd @oc ov tov BEAYeL.
v Anoxorurouévn Ivvaixa éxovpe ) povadiky me-
pintoon 6mov to pug g eAdyac (avil tou nitakod
Po1ég) dev vidpyel anidg yla va gotiler aArd eivat
Kat TpOTayoviotis tov épyov.” Mia @pdon tou Jean
Clair yia ) Coypagukrj tov Picasso” Ba pac ypnotped-
O£l WG OYOAL0, OXETIKG Pe T YpYion Tov POTSES T Ad-
prag oty foypagiky tov I'kika kat edikdtepa otov mi-
vaka mov eetdovpe. O avayvdotng ag avikataoty-
o€l 1o dvopa tov lomavod pe to 6vopa tov "ErAnva.
«[...] cest comme autrefois & la lumiere de la flamme que
se dérouleront chez Picasso les scénes qui demeurent liés & la
mort et & lamour en tant qu’ épiphanies de l'individu» **
To (610 ovpPaiver kat oty Anoxoprouévn I'vvaixa.
Mua oxnvi épota («n npdrn pov yvvaixa») kar Bavd-
tov («n Adpuna néprer arov Aawud tng oav va tn oxord-
ver) StadpapatiCetal vd 1o Yo ¢ eAdyac. 'a va
olokAnpdoovpe ta mepl Adpmag, ag piCovpe pa pa-
Td oo TpHpa g mov Ppioketat akpifodc kdtw and to
yvali (ew. 14). Eivat to onpefo mov evdvetat to yvari
pe 1o kupiog odpa e Adpmag kat mov ota Tpooyé-
owa II kar IIT (ewc. 8, 9) @épet maparAnidypappeg o-
még. Ztov mivaka dpog vndpyel KAt Stapopetikd. A-
vil tov mapalAniéypappov, epgavietar pra gvdid-
KprTn kpumtikt] emypagy: [IMMYM. Tu pnopei va on-
paivouvv avtd ta apyikd, dev to yvepilo. [TiBavolro-
Yo dt mpdkettal yia kdnotov eidoug kadika avdpeoa
otov I'kika kat ™) yovaika tov. Mmnope{ mdit, va eivat
KAt oav andékpugn enikAnon. Asv yvopilo.

Endve oto tpanélt kat péoa ato kdviotpo eivat tomo-
Betnpéva éva kékkivo kat éva poG yapiparo (dianthus
caryophyllus) xat pia dptun (oto dioko g paivovrat
ondpta) kitpwn papyapita. To yapiparo ovpPoriCet,
1ilwg oty avayevvnolaky foypagikij, to ydpo, to ov-
Cuykd Seopd. To kbkkvo efvat to ypdpa tov afpatog,
10 Ypopa tov paprupiov. H emionun ovopasia g «i-
Tpivng papyapitag eivar chrysanthemum coronarium
kat {owg avtd va pr diépevye and g yvooelg tov [i-
Kka (to e6pog twv eviiagepdvimv tov rav oAl peyd-
Ao). Chrysanthemum, xpvodvBepo, vekpdvBepo kat e-
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H Anoxotpropévn vvaixa: wa avdyvoon

navepybpaote oe pia dvooiovn ovpPorikh.” Lo deki
pépog touv tpamnellod PAémovpe okopmiopéva pamov-
Abyapta —n yvvaika amoxopfnke agod mpdta £pi-
e ta yapud. H etoaywyr| tov potifov avtot dev éyi-
ve yopic Adyo. Ta tpamovddyapta eivar to odpforo
™G toyme (kat tov dotpomdv ) kat évdelén ava-
opdietag yia to pédrov. EmmAfov, 1 mapovsia toug
e&nyeftar ané m yontefa mov yta v Avuydvn I'ki-
Kka elye o,udfmote andékpuvpo —tpitn opd mov ypnot-
porotjoape ™ AéEn. Onwg npokdntet and ta katd-
Aotra tov xaptudv g mov owlovtat oto Apyeio I'ki-
Ka, fjtav taktky avayvootpia tov Beocopikod mept-
odikot [Azgods kar ta mpoowTikd TG tetpddia elval
yepdta pe okéypelg oxetkéc pe Bépata eowteplopon.
A6 Tov amokpuPlopd péypt T yaptopavieia,  and-
otaon elvat pkpy.

Ac otaBobpe Atyo. Tt Sovretd éxouvy ot Coypapiki
evéc "EAAnva touv 2000 atdva ot dpot: andkpugog, &-
owteplopds, Oeooogia; [Mpdkettat yia pedpata éyt a-
kptPdc dia aArd opoetdn kat mapdAinia, mov ava-
ntbocovrat and tov 180 aidva oty Evpdmn, kat ép-
yovtat otnv EAAGSa pe kabvotépnon —6mwg dra ta
aydvevta ddveta. Nopilw étt anoteroby mpoondbeteg
dnpovpyiag —pe maiid vAkd— prag kavodplag mvev-
patikic mapddoong oe avitkatdotaot ekelvig mov o
Avtikdég Kéopog éxaoe pe v emipdrnon g Aoyo-
KPATOUPEVHG ETUOTYING AKOUA KAl 0Toug Topelg Gmov
avty] Oev éyet dwarodooia. Ilpoomdbeieg kataduca-
OpEVEC va TEOOLY OTO KEVH, ylati ot TVEVPATIKEG Tia-
paddoeig dev efvat atopiid €pyo, OKOTEWEG TIPAKTIKES
Kat vontikés ovAifypeis. [Tapéovpav dpac apretoic,
avdpeod tovg kat coPapoig avlpdmovg, énwg o W. B.
Yeats mov yia Afyo kapd fitav pabnmic g draPfoénng
Helena Petrovna Blavatsky (1831-1891) mouv {dpuoe
1 Oeoocopixy) Etapia, § o OAhavdse Coypdpog Piet
Mondrian (1872-1944) nov éo¢ 10 téhog ¢ g tov
Ntav motés onaddc —kal ota ypamtd Tov Kal oToug
miivakég tov— ¢ Beooopiac. Xrov témo pag, exelvog
mov yvapiie Pabid kat eiye peretjoet eEovoylotid ta
Kwipata avtd, ftav o Ayyerog ZikeAtavdg kat otnpi-
XTNKE TTdve TOUG yla va SlapopPaoet, Katd éva pépog,
™ Aehiki] [6€éa.* Onwadinote, 1 enidpacy tovg ota
eAANVIKA ipdypata mapapévetl avepedvntr. O Tkikag
frav kaldg yvootne g oyetkic (mapa)gpiroroyiac.
2 BiPrioBiikn tov, katéyovv mepiomntn Béon ta Pi-
PAia e Blavatsky, tov Gérard Encausse (1865-1921)

2, 2002

Kal TOAAGY dAhov, yeyovog Tov onpaivet 6t tov a-
okotoav kdmota £AEN. Aev efvar tuyaio du oto pova-
dué (owlopevo oto Apyeio I'kika) ypdppa mov tov a-
nevBivel o Xikelavde,” tov mapaxarel va tov davei-
oet éva Pifrio tov papkfoov Alexandre Saint-Yves
D’Alveydre (1842-1909). Ot¢te eivar tvyafo dut o1 ap-
povikég yapdéetc (mov, 6moc eidape, o 'kikag g éxet
ypnoponotjoet kat oty Anoxopiouévn 'vvaixa) kat
1N Bewpla tovg, eixav oxedév viobetnbel and ta and-
Kpuga pedpata. Ag Tpoywproovpe SHGG.

['a ta otoryeia tov mivaka mov éxovpe agroet (to
Tacdkl pe To omptokovto, tov kabpéetn kat to ma-
pdBupo pe v Kkovptiva) dev éxovpe kdt draitepo
va movpe. Aev gaivetat va kptPetar kdmolog cupPort-
op6¢ miow toug. Efvan exel yiati mpémnet va etvat, yati
efummpetodyv tg avdykes e obvBeong kat v toop-
pomia g, yati propel va vmipyav kat oty Tpaypa-
ukémra kat o ['kikag va Coypdgioe 6,u éBrene. Ai-
ya Adyta puévo yia tov kabpégtn. Me avtév, o I'kikag
avuypdget tov gavtd tov. Eivat ) tétaptn gopd mov
yxpnoworotel to glpnua tov kabpéptn, n empavela
Tov omofov avAakdvetal and Adpyelg potdc (etk. 15
a-0). Tov dpeoe kat to EavaPdlet.

[TAnowdlovpe mpog 10 téhog. Méver va dievkpivi-
oovpe T onpacia mov efye ya tov B0 tov Lwypd-
o n Amoxompurouévn I'vvaixa kabdg kat to mog evido-
O£TAl 0TO OAUA TV £pymv Tov ekelvng g meptédou
(kar yevikdtepa). ['a tov I'kika, o ovykekptpévog miva-
Kkag efye Eexoplot onpaoia. Tpia ypbévia petd v o-
AokAYpwot] tov, mepthapPdvetar oty mpdtn avadpo-
iy ékBeon mov aglepdBnke otov ['kika oty aibou-
oa tov Bpetaviko$ ZvpPouviriov otnv Abrjva. Tpidvia
xpévia apydtepa, to 1973, grroleveitar oty EBvikrj
[TivakoB1in oty debtepn, kat peyaritepy), avadpout-
k1 ékBeon tov T'kika.” Kat otg 860 exbBéoeig, 1 emi-
Aoyn tov €épyev fjtav anokAetotikd diky tov. Axdua,
o miivakag frav avektipntog apot moté dev téOnke Cij-
mpa noAnotic tov. lapépeve ot ovAdoyr] tou Lo-
ypdgou yia 61 ypévia, and ) dnpovpyia tov £wg Tov
Odvato tov I'kika. Kat dev Ba pmopovoe va yiver ai-
Adc: av tov £Pale tpy, Ba frav cav va Eemoviotoe
10 apeAB6v tov 1 v {dra tov ™) yuvaika. I'V avtd
Kat Aéyape mapandve ot yia v Arnoxospurouévn v~
vaixa dev Oa mpémet va éywve avBiforo. Aev vmrple 04-
Ha ayopaoTtikijc TPOoOTUKNG, dpa kATt TéToto fjtav d-
xpnoto. Emmiéov, oty katowia-gpyactiplo touv Lo-

177



NIKOZX II. TTAIZIOX

;‘vk\&_;\'.‘{h‘i",.‘:a‘»“ ety

Ew. 15 a-8. To enavarapPavépevo potifo tov kabpéptn
oe Sidgopoug niivakeg tov ['kika: a) H Anoxompiousvn
T'vvaixa, Aemopépera, B) Onwponwieio Andidwr, Madi
og povoapd, 55 x 64 ex., 1939, Aentopépeia. Abjva,
EBvikt [Tvakobiikm, y) Zvvdeon oe dvo xlipaxes, Aadt
oe povoapd, 60 x 60 ex., 1939, Aentopépeta, 161K

ovlhoyi, 8) Eowrepixd pe yovaixa xair kadpéprn, Aadt oe

E6ho, 39 x 59 ex., 1940, Aemropépela, 1d1oTIKY OLALOY
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H Anoxowpropsvn I'vvaixa: pia avdyvoon

ypdgou g 060t Kpiefdrtov 3, to €pyo Bplokéray kpe-
paopévo oty mio neplomnty 0€on oto dwpdtio Tov ma-
tpoyovikod ypageiov (gik. 16) kat miatotevétav and
opB6dotec ekdves. Xtovg dAlovg Toiyovg tov dwpa-
tiov, o I'kikag elyxe tomoBetiioet Tig o avtompoowmo-
ypagieg tov, to moptpaito g yaytdg kat tov maté-
pa tov,” kabdg kat potoypapies e pNTEpag Tov mov
dev amotdéApunoe oté va ) Loypagioet. Me dAda Aé-
yla elye ovykevipooel oe éva dopdtio 6Aa ta mpéom-
1A TIOL TOL HTaAV ONHAVTLIKA Kat TOADTIHA, Kat 0To eTi-
kevtpo Pprokdrav  Anoxorprouévn I'vvaixa.

Trv nepiodo g yeppavikiic Katoync n téyvn tov
I'kika aArdCel. Eve moootikd mapapévet 1 (dia, to -
@og yivetat o peaiiotikd, to Oepatordylo petarori-
Cetat mpog ta eowteptkd oe Pdpog TV Tomimy, Kat Te-
plopiCetat 1 xprion tov Aadod. Tovg Adyoug Ba toug
avalntijoovpe oug dlaitepeg ouvbikeg oL emKpa-
tovoav. H petakivion oto dnadpo vjrav dvokoAr,
pta mov ypetatétav ddeia tev apyov g Katoyrc ya
petakivioelg ektdg TOAEwV, 1) ayopaotiky kivijon ya
épya Coypagikiic elye anovekpwlel, ta ypodpata tov
Aadob eiyav e€agaviotel and to epndplo yrati Hrav
anapaitnta oty moiepiky Propunyavia- yra avtd kat
o T'kikag avaykdletat va ypnotpomnotjoet meplocdte-
po TG épmepeg and owinvdpla mov Ba mpémnet va elye
nptv and tov [16Aepo. v ovaia g, dpwg, 1 {wypa-
@ukr) Tov mapapével avarroioty. Eivar pua Coypaguir
nov dev v ayyiGet n Iotopia. Odte o drog oty Lo
tov avapiyOnke Wrartépwg ota kowvd. "Etot 0éAnos, é-
1ot ékave (owotd | habBepéva, elvar dAro Bépa). Xy
Amoxorpiouévn I'vvaixa éxovpe v egaipeon —pali pe
dAAoug, to ToAY, dvo-Tpelg mivakes— mov emPePfatcd-
vet Tov kavéva. Edd, o I'kikag akpomatd ota yepdeia

YHMEIQXEIY

* Ogeilo evyaptotieg oe dooug pe Pordnoav oto ypdyt-
po avtig g pikpc peréne. Xy lodvva Ipofidn ya m
dekaet] viootpién me. Xy lodvva Mopait ya ) Po-
N0etd g oty avelpeon tov peTOypagpikod vAtkod and
™m @otobikn tov Apyelov I'kika. Ztnv Avépiava Bepfé-
T yla Ttov KOTo TG 0T HEAETH TG 0pydveoTng g obvhe-
on¢ kat yta g ovinuioelg mov elyape. Xy [itoa Todke-
va kat oug ['ewpyla Ayyéiov, Ntiva Evayyeiiov kat Ntépa

2, 2002

Eik. 16. Awpduo ypageiov otny katokia-gpyaotyjpto

tov ['kika oy 066 KpteCdtov 3 (Soped oto Movoeio

Mmevdxm). Zto kévipo | Anoxomprouévn I'vvaika.

mg lotopiag kat agrjver ) poipa tov dArev (ng yu-
vaikag tov) va anotvnebel kpued, pe ypopata endve
o€ éva koppdt E6Ao.

e exefvn v adnpooievty ovvévievin™ tov N. Xa-
wnruptakov-T'kika mov avagépape oty apyy, mapa-
Aelpape pa gpdom oyeuxy| pe v Anoxopiondévn v~
vaixa, yla va v npoobéoovpe otov emiroyo. «Cest
un tableaun désespéré |...]». «Etvar évag nivaxas avélmr-
dog». Kat var, kat dyt. H Coypagikn}, n téyvn yevid-
tepa, dev elvat moté avéAmdn, oo kat av kapld @o-
pa 0édel va elvat.

Nikoc I'T. T'latotoc
[Tvaxodiikn N. Xarlnrvpidrxor-I'xixa

[Tikidvn e BifAtobrikng tov Movogiov Mnevdkn yua v
ndvta mpdBopn Porjfeld tovg oty avaljmon tov katdi-
Anrov Bifiiov. Tov Adéko Zdvva yia v mapoyy vAtkod
arno to Apyeto I'kika, tov Jean-Pierre De Rycke yia tig vro-
detEeic tov kat tov Baoiin ITaoydAn tov Tunpatog Zvvei-
pNoNe ya ¢ potoypagiosic oto viépubpo kat otov @ho-
pLopd vneptddoug.

1. T'ia éva ppd otopid e Aopedc INkika oto Movoeio
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Mmnevdxn, pr. @-M. Torykdkov, H dwped ['kika oto Mov-
oelo Mmevdxn — "Eva véo povoeio dnpiovpyeital, oto: Ipo-
ownoypagia tov N. Xar(nxvpidrov-Ixixa, [lpaxrixd din-
pepidag, Axadnpia Adnviy, 24-25 Oxrwppiov 1997 (AB-
va 1998) 26-31.

2. H Coypagikn pe kaleivy elvat napakiayy] mg oypa-
@k1ic pe avyotépnepa. H kaleivn eivar to {Cnpa mov mpo-
KUmter and my oéedotky enefepyacia Tov ydiaktog kat
xpnoponoteitat mg ovvdeTikS péoo ya ta ypopata, 6meg o
KpoKog Tov avyot oty avyotépnepa. Ta xpdpata kaleivig
KukAog@opoty oto epndpio £totpa oe ocwAnvdpia, PA. R. J.
Gettens, G. L. Stout, Painting Materials: A Short Encyclopedia
(Néa Yépkn 1966) 7-9- The [Macmilan] Dictionary of Art V
(1996) s.v. Casein 912-13 (J. Stephenson).

3. Xévropa Ba apyioovv ot epyaocieg ovvtijpnong oe 6ia
ta épya e Awpedc Ikika.

4. Xto kdtw de&l kat Tdve aplotepd tetaptpudpto tov -
vaka, pe drdpetpo 12 xid. kat 6 k. avriotorya.

5. Adnpooievtn ovvévievén otov gatoypdgo J.-F. Bon-
homme, ABrjva, OxtédPprog 1992. Aaktvrdypago ato Ap-
yelo I'kika pe petayevéotepeg vayopevpéves dropbdoeig
KAl CUPTANPOOELS TOL KAAALTEYVT).

6. I'a ) dpdon g Tiykng I'kika, PA. N. Xatinkupid-
wog-T'wikag, Ipdupara orny Tiyxn, emp. 1. T1pofidn-Kpt-
toéln (ABYjva 1991).

7. @idoloyixri [Tpwroxpovid 1 (ABfva 1943). ZuveyiCet va
exdidetat £o¢ Tig pépeg pac. To e&duilo éxel prroteyvn-
Bel oAéKAnpo and tov ['kika.

8. Etvat yveoti 1 eppovy) tov I'kika otoug eowteptcoig
XOpove, Pr. oto Ghika — Ta epyacritpra rov kaldiréxvn (xa-
tdloyog éxbeong, Movoeio Mnevdkn, ABriva 1999).

9. 'Oneg mpokvmtet and ta ythtddeg oyédia kat to apyelo
oL 1oL €youvv kANpodotBel oto Movogio Mnevdk.

10. T¢tola dragavy yapud (tracing papers) éxouvv oobel
noALd ot Awped ['kika. Tn Aettovpyia tovg anoxatdmtet
1 avékdotn ovvévievén tov {oypdgov John Craxton (AB¥-
va, 27 PeBpovapiov 2000), emotiiBiov giiov tov 'kika, a-
mopayvntopavnon g omolag Pploketat oto Apyeio ['kika.
H ovvoptria evtdooetar oto mpdypappa ovvevieGEewv pe
6o0ug yvdpiiav kard tov {eypdgo, ov €yel kataptioet To
Movoeio Mmevdkn.

11. Apyétepa, gaivetar 6t anerevbepdvetat, 1600 ouvv-
Deticd —dev epappdlet pe meploor] avotnpdTnta ug appuovi-
KéG xapdelg 6mmg ékave mptv—, 600 Kat YpOUATIKA.

12. Awodcdtepa ywa 1o Le Réve, PA. Christie’s, The
collection of Victor and Sally Ganz (xatdhoyog dnpompaotac,
Néa Yéprn 1997) 160-69.

13. Ipérog o Nikog Xatinvikordov (N. Hadjinikolaou,
Ghika, ovo: Four painters of contemporary Greece [katdro-
yoc éxbeong, The Wildenstein Galleries, Aovdivo 1975]
30-34) emonjpave ) ovyyévela tov Le Réve pe ) Coypa-
@) tov T'kika avagepbpevog yevikétepa oto €pyo tov.
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[Tio ovykekptpéva yra v emppon tov Le Réve oty Ano-
xotpurouévn Tvvaixa, Ph. M. Tsikouta, Les influences dans la
peinture grecque apres 1945 11 (Iapiot 1991) (816. dratpiPr
oto Université de Paris-Sorbonne IV) 214.

14. Bioypagikd kat avdivon mg enidpaoric mg ot Lo-
ypaguci] tov Picasso, BA. R. Rosenblum, Picasso’s blond
muse: The reign of Marie-Thérese Walter, oto: W. Rubin
(emp.), Picasso and portraiture (xatdloyog éxBeong, The
Museum of Modern Art, Néa Yépkn 1996) 337-83, kat
ovvorttikétepa oto P. Daix, Dictionnaire Picasso (1995)

901-09.

15. Na npoobéooupe, oe oxéon kat pe touvg dvo mivakeg
tov peydiov lomavod, pla vndyeta enidpaon: kat oto Le
Réve xav oto La dormeuse au miroir xoprapyel évag (oyedov)
anpokdiuntog epetiopds (to pod mpdoemo e yvvaikag,
1o aptotepd yopvéd ot)bog, ta mieypéva daytuia —oto Tpod-
10 €pyo—, 0 KOppGG pe ta yopvd oy, oto devtepo). And
v Anoxospuiouévn 'vvaixa avadbdetar pévo éva gvyevikd d-
popa epeTiopod, mov ekppdletat pe ta otidn e yovaikag
mov dtaypdgpovtat kdte and o povyo ™G, oav va pnv frav
VIUPEVT, KAl HE TO apoeviké atotyelo g Adpmag. BA. kat
mapakdte oto kelpevo.

16. Exposition Picasso & la Galerie Georges Petit. ®dxelog
avékbotwv ketpévov. Apyeio I'kika - Movoelo Mmnevdin.

17. T ta Cahiers d’Art, tov Christian Zervos xat t) oyé-
on tov pe tov I'kika, PA. ].-P. De Rycke, La correspondance
Ghika-Zervos, Movoeio Mnevixn 1 (2001) 137-48.

18. A&iCer va onpetwBel 1) peydin anéotaoy mov xopilet 1o
mpooy£dto I ané to mpooyédio 111, kabog kat 1 orokAnpoti-
K1] AAAayN Tev TiEpEYopévay Tou tpameilot and to mpooyé-
oo I otov tehiied nivaka. ['a mapdderypa, ta dbo @povta kat
10 Koppdt woui (oto mpooyédio I) mov efvat pa kpavyaréa
LTTOPUVNOT) TOV Kakouytdv TG yeppavikic Katoyne, éxouvv a-
vukataotabel otov mivaka and ta Aoviovdia.

19. To av elye mpoetopdoet to E6Lo Tpv Tepdoet To Te-
Ak6 pooyédio, pévet mpog diepetvion.

20. Kat axépa, kat 1 moAvBpdva éxet mapapoppwlet, -
tot Gote va epapudlet oto odpa g yvvaikag, oav va ei-
%€ uaytel pévo ya ekeivn kat ) otdon oty omoia kdbe-
Tat otov mivaka.

21. I'epigmpo yia v etkovoypdenon tov pe 60 oyédia
tov da Vinci.

22. Avtitond toug vnidpyouvv ot Bifiodikn Ikika tov
Movoeiov Mnevdkn).

23. ’Eoc ta téAn ¢ dexaetiag tov "50, meplodog mov ov-
pnimeet pe ) ovvBeuky] anedevBépwor] tov (BA. kat mapa-
Tave oto keipevo, kat onp. 11). ['ia mv enidpaon mc ypo-
01i¢ topng oto €pyo tov T'kika, PA. TI. M. Muiwvdg, TTe-
pt tov «apyrtéktovog» Nikody Xatlnkvptdkov-I'kika — A-
vapvioelg tveg, oto: [lpoownoypapia vov N. Xar(nkvpid-
xov-1xixa (onp. 1) 58-60.

24. To Tpiro Mdr:7-12 (1937).
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H Anoxoipurouévn I'vvaixa: pa avayvoon

25. Ag pov gmtpanel oto onpeio avtd va napabéon pa
paptopia. Akpt @iAn kat moAdtpn ovvepydmg tov I'ki-
Kka, Tov Qupdtat va dinyeitat mog katd ) Sidpketa e Ka-
ToY1G, dtav yipiie to Ppddu oto omit tov, 1) Tiykn tov mpo-
0é@epe 1o povadiko mdto payntd mov vipye, npoonabd-
vtag va tov miefoet ot exeivn elye 1101 detmvijoet.

26. YnevOupiCo tov apyikéd titho tov nivaxa: Aduna xat
Niixta #h Aduna tn Nvxra.

27. BA. J. Clair, Le someil de cents ans, oto: V. Monnier,
J. Clair, Balthus — Catalogue Raisonné de I oeuvre complet
(Paris 1999) 22.

28. Metdgpaon: «[...] efvai, dnws dilore, oro @ac tng
@Adyag mov extvAioaovrar, oro €pyo tov Picasso, 01 oKknvég
7oV gvvdéoviai e Tov ddvaro kai rov épwra wg eniPdvelEs Tov
arduov». H MéEn “empdvela” ed6, £xet ) onpaoia mge eni-
okeync tov Belov, g EAapypne, 6Twg 1 oLVAvToT pE TO
Oefo mov yivetar ) oty tov épota 1} tov Bavdrov.

29. H epunveia eivar €6 emogarric. I'atl va punv éBa-
Ce éva kavovikd ypvodvBepo avil ¢ kitpine papyapitag
(mov pévo oto emotpovikd ™G dvopa Bupilel xpvodvle-
po), av 1bere va goptioet tov mivaka pe tétoto ovpPoii-

opd; Mia mbavi andvtnon elvar ét 1 mapovoia tov ypu-
odvbepov pali pe yapigaro eivar astpfarn, kabog €xovv
dtagopetikég meptédovg avbogopiac. Aev Ba mpénet mavta
va avainrotpe ovpfoiiopois exel Gmov dev vitdpyouv.

30. Ta tov Yeats, PA. 1o xiaowké R. Ellmann, Years
— The man and the masks (London 1987%) 58-72. T'ia tov
Mondrian, H. Kramer, Mondrian and mysticism, 7he New
Criterion XIV,1 (1995). I'a tov Zikertavé, Z. Aopevildrog,
Meldéreg A’ (ABfva 1995) 272-74.

31. BA. A. Zwkehavog, [ pdupara, @uk. emp. K. Mmouvpva-
Cakne (ABvva 2000) 583.

32. Bpetaviké Zuopfotiio, NoépPprog 1946 kar EBvikn
[Tivakobrikn, Mdiog 1973, avtiototya.

33. a) Avtonpoownoypagia, Adadt oe Ebro, 21,6 x 12,8
ek., 1921, B) Avtonpoocwmnoypagia, Addt oe povoapd, 60 x
44 ex., 1942, y) I1poownoypagia Exévne O. I'kika, Ad6t oe
povoapd, 56 x 44,5 ek., 1922, ) Ilpoownoypagpia tov ma-
épa tov KarAitéyvn, Addt oe povoapd, 78 x 60 ex., 1948.
‘Oha mréov ot oviroyr] tov Movoegiov Mrevakn.

34. Bh. onp. 5.

NIKOS P. PAISSIOS

Sleeping woman: an interpretation

Sleeping Woman (casein on wood, 84 x 64 cm., 1943)
belongs to the corpus of works bequeathed to the
Benaki Museum by Nikos Hadjikyriakos-Ghika (1906-
1994). The painting depicts a darkened room lit by an
oil lamp. A woman is sleeping in an armchair; her head
rests on her right shoulder and her arms, bare from the
elbow down, lie crossed on a table. On the table are a
small basket containing three flowers and foliage, an
ashtray with a box of matches, and a pack of cards with
the ace of hearts and the four of clubs exposed. On the
wall is a square framed mirror which reflects the light
of the lamp. To the right is a window with cross bars,
hidden by a blue curtain.

In an unpublished interview the artist disclosed that
the figure of the Sleeping Woman represents his first
wife, lying asleep exhausted by the privations of the
German Occupation (1941-44) and that the lamp is a
menacing object which seems to be falling on her and
about to crush her neck.

2, 2002

A brief description of Ghika’s working methods. After
deciding on his subject (a choice which was influenced
by his environment and by the work of other painters)
he proceeded to make sketches and to study the har-
monic proportions. The final sketch was transferred to
the paint surface. If the artist thought that the picture
would be successful commercially, he made a copy on
tracing paper after the painting was complete, so that it
could be reproduced with variations at a later date.

How this methodology was applied in the case of the
Sleeping Woman. The scene portrayed here had prob-
ably, though not definitely, been witnessed by the artist
in real life. The attitude in which the woman lies asleep
in the chair is certainly taken from Picasso’s well-known
Le Réve, and the atmosphere of menace suffusing the
painting comes from the same artist’s La dormeuse au
miroir. The tonal range, and a detail of the iconography,
have their model in Braque’s Femme a la mandoline.

Three sketches of the Sleeping Woman survive. In the
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first, which is considerably different from the final pic-
ture in both composition and execution, the artist has
already established the basic elements of his subject, but
is still in search of details. The following two sketches
show him making gradual progress and approaching
ever nearer to the final result.

The artist transferred the final sketch to the panel
and added the paint, making a few small changes in the
process. Because of the particular nature of the support,
we cannot use X-rays to trace the underlying sketch, but
infra-red examination reveals an area where some amend-
ments took place. For the composition, Ghika made use
of the ‘golden section’ and based the structure on a com-
plex system of correspondences, making the axis of sym-
metry not the central axis of the picture but the lamp.
In his decision to use the golden section, the artist was
influenced by the quasi-occult literature on harmonic
proportions which had at the time been summarised in

Matila Ghyka’s book, Le Nombre d’Or (1931).
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The details of the painting illustrate both the marital
relationship of artist and model (the use of colour, the
treatment of the clothes) and also a fateful symbolism
(the woman’s corpse-like pose, the menacing position
of the lamp and its artificial light etc.) indicative of the
uncertainties for the future caused by the horrors of the
Occupation.

The painting had a special significance for the art-
ist personally. He included it in the two retrospective
exhibitions he himself organised. He never sold it and
from the outset never had any intention to do so: for
this reason no copy on tracing paper was made. The
painting was hung in the main room of Ghika’s house,
together with family portraits and self-portraits.

Ghika’s work was not generally influenced by social
or historical conditions. Sleeping Woman is exceptional
in reflecting the historical background and in it the art-
ist reveals his anxiety for his wife’s future and also for
his own and that of others generally.

MOYZEIO MITENAKH
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H Ilpdn Z’v,uwuw’ﬂ touv ['dvvn A. Tlanaiwdvvou

To APXEIO INdvwn Avépéa ITanaiodvvou etvat to mAéov
afiéhoyo povotkd apyeio tov Turqpatog Iotopikdv Ap-
yelwv tov Movoefov Mrmevdkm,' dmov o¢ yvootév @r-
Aofevotvtar kat dAAa povoikd apyela kabdg kat yer-
poéypapa Exdivov ouvvBetdv (IT. Kapép, N. Xakus-
noviov-Mdvilapov kat N. Zkaikdta). To otvoro g
epyoypagiag tov [lamaiodvvou (224 ttiot épyav kat
ovAloydv) Sopibnke to 1990 oto Movoegio Mmevdin
ané ) obvrpogo tov ovvBétn, Eiprjvn Ilanaiwdavvou,
TpoKepEvoL va efval ebkora mpoaPdoipo o povoikotc
Kat epevvitéc. Ztouvg 118 gpakéroug pmopel va Ppet ka-
Vel yepdypaga twv £pyev tov ouvvBétn kabog kat mo-
Abtipo ouvvodeutikd LVAKGS. Zto apyelo avtd mepiiapPd-
vovtat aképn 1 arAnhoypagia tov cuvBéT), to Tpooe-
muké touv apyelo pe Poypagikd otoryela, mpoypdupata
Kal KPLTKEG oLVavALey, TTOAAG otoryela yla tg dpaoty-
PLOTNTEG TOL oLVOETN BS péroug tov EAAnvikos Zuvdé-
opouv Zbyypovne Movotkig, kat mA8oc dAAwv tekun-
plov. To apyelo ovpmAnpdvetar pe Yneraksé vAIKS 1-
YOYPAPNUEVOV £pymv kal ouveviebiemv Tov ouvBéT,
116 Yo ekdboelg Tov katardyou tev £pywv tov [lana-
iodvvou,” kaBog kat perétec yua to €pyo tov. O oyke-
¢ pdrerog pe to ddaktikd £pyo tov ovvBETn TpdKet-
tat va ekdobel pooeyds pe TV emMpEAELQ TOL HOLOL-
koAGyouv A. T'idvvou.

O Tdvvnc A. Tlanaiodvvov yevwibnke to 1910 oty
KaPdra kat méBave 1o 1989 otnv Abjva (eik. 1, 5). Ka-
Tayopevog ané pa owkoyévela g Aéofouv pe mapado-
01 TG EMOTHpES Kat TG Téyves,” o Tlamaiodvvou ép-
yetal 10m and v nhikia tov €8 e1dv oe enagy pe to
Tavo Kkat T povotky. Avtodidaktog oty apyy, mapa-
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xohouvbel ot ovvéyela g td&erg tov Eadnvikod Qoel-
ov ot ABvjva. Katd to ddotmpa 1928-1929 cuvavtd
tov ouwvbém and ™ Oeooarovikn Awilio Pidom, evd
20 yxpévia apyétepa, to 1949-1950, o vndtpopog e
UNESCO, emokémntetat ta peydia povoikd kévipa me
Evpdmng kat evipepdvetal yla ta véa povotkd pedpa-
ta. Ty dua ypovikij mepiodo Ba epyaotel mAdt otov
Arthur Honegger oto Iapiot.

Amd ug ovvavtiioelg Tov avtég e THV Eyyopla Kat
Vv gvpeNAiky] povolky mpotonopia, o Ilamaimdvvou
Sev mppodotel kapia. Emiéyel évav mpooamicd dpdpo
eE€MENG, diepevvadviac Tig vEEG TAOELS KAl TIC TEXVIKEG
obvBeong, otptidpevos oty dokvr) oTovdY| TOV oNpa-
VIKOTEPOV EPY®V NG AdYLag SUTIKHG POLOIKTC QLAOAO-
yiag. O (b0 dAAlwote avtoyapaktnpiloviav «avrodida-
kroe» ouvBég, taitepa pdiiota oe é,t agopoioe Tig
VEOTEPEG, P1) KAaowég, teyvikés. TTépa and ) cagpag
TEPLYEYPARPEVY ekTIALdELTIKY] TOL oTadtodpopia —dida-
&e Totopia e Movotkic kat Avédrtepa Oewpnukd oto
Ebvikéd Exnadevtipro AvaPpitov kat oto EAAnvicé Q-
oefo avtiotorya—, katd yeviky) oporoyia o Ilanaindv-
vou vmpée “0 ddokarog” NG VEOEAANVIKIG HOVOLKHG
otov 206 atdva, kabdg kovtd tov pabrjtevoay ot epio-
o6tepot and tovg avyypovoug EAinveg ouvbéteg, diev-
Buviéc opyfotpac kat povotkordyove. H papdypovn
avty mPooPopd ATMOTLTIGVETAL 0TO OYKWOEG OMUA TOL
Sdaktikot vAkot Tov £@Tace £m¢ EPAS, LAKS yla Ty
dpa avékdoto.

H epyoypagia tov INanaiodvvou meptrapfdvet épya
SAoV TV 06OV —ekT6¢ and dnepa—, ta onofa o {d1og o
ouvBétne katatdooet og €6t TEPLEOOLE, oUpPmVA PE TIG
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Ew. 1. O ouvBémne Idvwng A. Tanaiodvvou

oe potoypapia tov 1955.

TeYVIKEG Kat TG Tipooeyyioels mov akorovbel kdbe go-
pd. Bekvavrag and g “ipmpeotoviotikés” tdoeig Kat
™ xp1ion otoryeiov mapadootakis kat fuiavtviig pov-
otknig, petamndd petd ta mpodta xpévia e dekagtiag
tov ’50 o€ vedtepeg TeEXVIKEG, GTG 1) dwdekdpboyyn,
1 oglpalky] Kal 1 peTaoelpaiky], yta va kataifjiet petd
10 1966 o€ éva eviehds TPOowMKS HOLOLKS GLVTAKTL-
K6 —mdvta atoviké—, to omofo kat akorovBel péypt to
téhoc. Ta nepioodtepa and ta €pya tov éxovv emavet-
Anppéva extereotel oty EALGda kat oto eEwteptkd,
eved ta tedevtaia xpévia yiverat cvotnpatiky mpoond-
Oe1a va nyoypagpnboiv kat va exdobotv. Ztnv mapovoa
perétn Ba eEeraotel v [pdrn Zvupwvia tov.

Mia npdty akpbaon wg [pdrng Svppaviag (eu.
2-3) tov INanaiedvvou pmopel va dnpovpyrjoet tyv &-
VIOTIWOT) IO TPOKELTAL Yia OLHPOVIKS £pyo TG «Efvi-
kNG ZxoAne». Qotdoo, pia dieEodikdtepn npooéyylon
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oL £€pyouv odnyel ot draniotwon dt 1 ovola TV cuv-
fetkdv avalnmoeov Pploketar ot ypijon vedtepov
Sopkav otoryelov (ouyvétata tumpectovioTiky|g Kata-
yoyig), ta omofa o [Nanaiodvvouv ypnotponotei deélo-
teyvikd, xopic va teplopifetar oug “eBvikég emhoyés”.
Mua tétowa dramiotwon dev pmopel va efvat oupntopa-
ukn: aviiBeta, efvar dnrotky tov atoBnukot kat tov t-
dgohoylkol TpooavatoAopHoU pag oASGKANpNG emoyNG.
'’ avté kat Ba mpoonabijoovpe va vy tekpnprdoovpe
oty mopeia avtol Tov KELPEVOU.

Av kat to {hmpa g «Ebvikng XyoAric» dev éxet e-
napkdc peretnBei kar avaivbel oe 6,1t agopd 1600 Ta
npdomna 6co kat ta £pya, Oa emyelpicovpe pa tormo-
B¢t om tov tovikod £pyou tou Ilandiodvvov péoa oto
ehagpas vepedmdes —elvar akijfela— ya tov epevvn-
™ “eBvik6” mhafoto. I avté Ba avalnuijoovpe oty
Lpdrn 2vpupavia ta kowd veoloyikd kat 10e0Aoyikd
XAPAKTINPLOTIKA O €pya TOL ypd@TnKav katd kavéva
mpy and 1o 1930 kar Afyo Y} moA s evdidouvy oto pavigé-
oto tov M. Karopoipn.®

Xy Lpdrn Zvupwvia Stakpivouvpe YapaktnpLlotikég
EMAOYEG, TO0O0 OG TIPOG TN Ypapy, 600 KAl &G TIPOG TNV
atoBnuky, emAoyéc ov v kdvouy va dtagoporoteitat
atontd and 1o obvoro G ToVIKHG TEPLGOOL TOL GLV-
0ém.° To npdto avtd peydro €pyo tov Ilandiodvvov
ypagetal, émog eimape, dtav tov ouvbétn gaivetar va
anacyolel éviova to {mua tev daveiov and v eA-
vy} mapddoon —Polaviviy Y dnpoticri—, ptv dnia-
O and ) peydin otpo@i| Tov TPOG TNV atovikdTta
kat tov dwdekagpBoyytopd.” To {inpa avtd anoterel é-
vav ané toug pelfoveg mpoPAnpatiopos the EAANVIKHG
OKNVHG, amévavtl otov onofo AN 1 Adyla povotky ma-
payoyy| mpoonalel and kataforrc g va ndpet 0o,
pe ovvBeticéc emhoyéc Aybtepo 1 meptoodepo popti-
opéveg, OTUAMOTIKA Kal W0eoAoyikd. 2e oplopéveg pdAt-
ota mePITTHoelS ot mpoPAnpatiopol avto{ anotumdvo-
vtat kat o€ kelpeva ovvbetadv, 6nwg ot l'edpyrog Aapme-
Aét,t Mavoang Katopoipng,” TTétpog Ietpidng, kat
Oeopnukdy 6w o Kovoravtivog Wayog," ta onofa
paptupotv tg Pactkéc 1Oe0AOYIKES TAOELS TG ETOYTG.

[Ipoonabdvtag va geticovpe éoo pmopodpe to Bo-
A6 povotké tomio mov émetatl tov kwvijpatog tov Kaio-
poipn, ovvavtdpe ouvvBéteg ov Sev avijkouvy oe ovyke-
Kpévn oxoAt, émwe o Nikog Zraikdtag kat o I'dv-
vn¢ [Nanaiodvvov, ota tovikd épya tev omoiwv mpoodi-
dovtat ovyvétata “eBvikéc” Saotdoels. Apkel va oke-
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H Hpdrn Zvppawvia tov Tidvvn A. Tlanaiodvvou
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H Ipdrn Svpupwvia tov I'dvvy A. ITanaiedvvou

OPOI'PAMMA

MEPOEX TIPQTON

1. Zouita yid épxnoTpa and Ty «Waler music» G.FR. HENDEL
«Mouaikf) TV VEPOVI. ( MeTaypagh HAMILTON HARTY )

. Allegro

. Air

lll. Bourrée

V. Horn-pipe

V. Andante

VI, Allegro deciso’

2. Kovtoépto yia B10AoOvVTIEAAD L. BOCCHERINI

I. Allegro moderato
Il. Adagio (non troppo)
Il Rondo. Allegro
Ioklot ¢ k. "EA. Manaoralpou

MEPOX AREYTEPON

3. Lupguwyla FIANNH ANA. MATMAIQANNOY

I. Lento- Allegro non troppo
Il. Adagio
lll. Allegretto mederato
V. Finale Ercico (Allegro deciso)
(mpoTn &xTéAEOK)

Euw. 4. Ipdypappa ovvaviiag g Kpankric Opyfotpac
ABnvaév (1976), oy omofa naiymke 1 [pdrn Svupavia.

@tel kavelg méoo ovyvd ota padiotnieontikd péoa o
neplonpoc KAéprixos xopdg tov Zkalkdra éxet vidoet
pe “emki}” vndkpovon kdmoto natpiwtkd Bépa.? Em-
nmAéov, pa peboducy) avdivon épywv g neptéddouv tov
Meoomorépouv propel va gotioet tv eE€MEN g veo-
eMAMVIKAG Abylag povotkic kat pditota t Stadpop
g petdfaong oty véa emoyi|, émov véa povotkd ped-
pata Stapop@avouy pia kavoipta povotky “kowvi|”, ku-
plwg petd tov B’ Iaykéopo nérepo. To tovikd €pyo
tov [anaindvvov mpoopépetat kat” eEoyhv yla pua té-
tola peAétn, agot avukatontpiler ) petdPaon and
pa ypagy pe emppoéc “ebvicéc” (o drog o ovvBétng
WA ywa «7zpooéyyion tov QodxAdp» | Mg «fvlaviviig
Hovoikig») oe vedtepeg tdoels, ot omoieg kat Ba kabo-
ploovy teAkd to poowmikd tov Bpog. Akdpa Teptocd-
1epo, Ofvel To HETPO NG TANBDPAG TeV TATE®Y KAl TRV
EMPPOGY TIOV CUPPEOLY GTOV EAANVIKS YDPO TV €MOYH
avty (pall pe ta ovvakérovba eoloyikd Toug emibé-

22002

pata), kat ov pévo évag ovvBéme-epeuvntiic oav tov
[Nanaiodvvov pnopel va dayeprotel oe pa katetBov-
on dnptovpytky, épa and otelpeg ppfoelc kat aoki-
OE1G EVILTIOOIAOHOU.

Metd tov Karopoipn kat tov Iletpidn, o Ilanaie-
Avwou pe T TEVIE Tov oLPPLViEC avadetkvietal K¢ o
HeYaLlTEPOG OUPPWVIOTHG TG Yevidg touv. Téoo otny
Ipdtn Svppavia (AKI" 97 ypappévn to 1946) boo
kv ot Adevrepn Svppavia (AKI 114 ypappévn to
1951), o ouvvBétng akorouvBel éva kabapd tovikd, av
KAl «7Zpoxwpnuévng appoviagy' povotkd dlwpa ypa-
PN pe amoypdoelg AALOTE VEOPOPAVTIKEG Kal GALOTE
IUTIPECLOVIOTKEG, eV and TAELPAG pHoppoAoyikig do-
¢ pdrrov veokdaowkés. Avtileta, pe my 1pitn Svp-
pwvia tov (AKT 117 ypappévn to 1953), o Ilanaiodv-
VOU gyKavidlet 11 ovoTNHATIKY PO TV VEdTEP®Y
TEYVIKGVY Ypapnc tov dwdekapbloyyiopod kar tov oet-
paiopod. Ot dvo terevtaie ovppavieg tov (1 Tézap-
m AKT 154 ypappévn to 1963 kav n [Téumn AKT 156
ypappévn to 1964), avijkovy ot mpoterevtaia mepi-
000 tov £€pyou tov, katd v onofa yivetat yprjor otol-
¥elov tov “olkot oelpaiopot”, dmov 1 dwdekdpBoyyn
TEXVIKT] epmhovtiletal pe Ty el0ayoyr] VEOV HOpQoY
oelpdg kat véav puedddmv tpomonoinorg tove.”

Duoikd dev mpdkettat va ovvavtjoovpe oty [lpdrn
2ypupawvia v eEdavikevon oV Tapadoctak®y povot-
kv daveiwv mou emuyetpel wy. o Kaiopoipng, wotdoo
elvat mavtayod mapovoa 1 mpbéheomn tov ovvlé va kd-
VEL TO £pyo va akovotel “eEAANVIKG”, kat elvat to e¥pog
¢ mpdBeonc avtiig mov pag evotagépet va depeuvii-
coupe. XTOPEVY ETAV® OTNV KAAOLKY QOPUa, 1] CUPPO-
via mapovotdlet 1o yvoOoT6 TAGVO TOV TEOOAP®Y HEPDV
ta omoia, mapéio mov akoAovbodv tumomopéveg So-
péc, yapaktpiovrar and mpwtétuny eowtepiki) opyd-
voon. Tne gdppag covdta tov pdtov puépove (Allegro
non troppo) nponyeitat €8¢ pa apyr| kat apketd peyain
eloayoyt] (Lento), and v omofa exnopetoviar oyedbév
6heg ot per@dIKES 1déeg tou €pyov. H mpdn béa dev
elvar timote dAAo mapd pa apyy perwdia pe Pulavu-
V6 yapaktipa, eKteAeopév and ta képva, mave oe éva
ostinato tov eyy6pdwv. To ostinato avtd, pe péro ap-
povikd, ovvtifetar and téooepig dEoveg dradoyikd ota
devtepa Proid, otig frére, ota florovioérra kal ota
kovipapndoa. Ot téooepic avtoi dEoveg, ov anoteAody
6mwg elnape to faocikd appovikd véPabpo, dopotvrat
pe PO TOALVPWVIKG KAl anoTteAovV TuTkd defypa g
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TIPOOMTIKNG TEXVIKHG 0pyxNoTpikic ypagric tov Ilanai-
®Advvov, TIoL aviyveletal kat og dGAha €pya tov.
Baotopévn otov detbtepo fyo g Pulavuviic povot-
KiG, 1 perwdia e ewoayoyiic extiBetar oe 11 pérpa,
¥pnopomodvtag éktaoy) mov dev Eemepvd my oktdfPa,
evad 1 perwdtkn g Stadpoun paiverat va oéfetat tny
EKKANOLAOTIKY pHaviépa, ano@ebyovtag tn xprion peyd-
Awv Staotudtov. H puBuiky g opydvaoon Spng ef-
vat yopic apgiBoria n mo adloonueiwn: akolovbodviag
10 fuiavtvé g poviédo, 1 perwdia Eedumddvetal po-
kakdvrag pia texvnty pubutky pevotdra: vrepPaivo-
vtag ug SlaotoA£c, 1) ouyvy xprion ovykomnay eEaleipet
0%eddv dvta toug wLpots toviopols twv pétpav. H
TEYVIKY auTi| epappdietat and tov ovvbétn oe dAa oye-
06v ta “Pulavtvétpona” €pya tou yia gvvéntoug Ad-
yovs. Emméov, €8 ypnotpornoteitar oe avtiotuén pe to
moAvafoviké kat éviova puBpké ostinato tov eyx6pdmV,
npocdidoviag éva mpwtétLTo Yapaktijpa o€ autiy T
ewoayoyy. To ostinato avtd pe t oelpd tov TPOoWEpe-
Tat yta to mayvidt tev tapanopndv: eve ovvtiBetar and
dragopetikotc pubuikots yapaxktipes yra kdbe dova,
1 emavdAnyy tov oto didompa tev 11 avtdv pétpov
Aettovpyel meploodtepo cav éva TeTpdPpwvo 10oKpATy-
pa —daveto g Puiavuviig teyvikic—, mapd oav pia Tte-
yvikr] moAvgoviac. To {oov avtd mapovoidletat €5 oav
évag ovtavég pkpoopyaviopdc, ta moAuvmoilkida kotta-
pa tov onofov apapévovy apetdPinta oty ptkpodopii
TOUG, €V (aivetal va HETAROPPAVOVTAL akatdmavota
ot pakpodopn] g obvBeone. Ipbkertat ya éva «appo-
vikd Pddog», dnwg ebotoya amokarel avdioyy texviky
oe Otkd tov €pya o M. Addung,' mov, ywpic va eivat fo-
Cavwvo {oov, €yet Gpota pe avtd appoviky] Aetrtovpyia.
H appoviky enelepyaoia efvar kpavyaréog pdptopag
¢ aoBnukrig mpotipnong tov cuvBéy, Tov akohov-
Oel v avotnp rdétta e Pulavuviig texvikic yo-
pic va v kabiotd tavtdypova deoroyikd oyfpa. ‘E-
TOL, €V TO HOLOLKS TOL oLVTAKTIKG akorovdel to Opn-
okeLTIKS o€ 6,TL agopd to BPog, evtovtolg epumiouvtile-
Tat and pia tpomiki| ToAvpeviky enelepyaoia, 1) omoia,
akolovldvtac tovg kavéves Plag TPOTIKNG AppPoVIKHG
0pyaveog, Tpoodidet anpooddkntes kat eatpetikd ev-
Sagpépovoeg appovikéc Aoeis. "Eva tétolo mapdderypa
evromifovpe 0T0 PKPS YOpLKd TOV XAAKIVOV TTOL £TTE-
Tl G apydouptne perwdiag e ewoayoyrc. O dlog
o owBétng ypdget oxetkd: «Xin Zvupavia aviii xpn-
oponoinoa Tpémovs tng Puiaviwiic povorkrs. To mpd-
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Eix. 5. Mia ané g tehevtaieg potoypapies

tou dvwn A. TTanatwdvvou.

PAnpa itay o xeipiouds tng mOAVQWVIKIS ypapis pioa
orovs tpdmovs avrovs. Kat 1o mpdPAnua o idio odrynoe
oe Aboets mov mapovordCovy moAv evéiapépoy and tny d-
nOYN MPWIOPAVIwy MOAVPWVIKDY CVYOVATULY, TOTO 0TN
dradoxrt appovidy doo kar orny aviioriény.

210 onpelo avtd kpivetar avaykaio va dobovv Kkd-
noleg eENyNoels yia to e{dog g ToALVPWVIKTS YPagpng
tou [anaiodvvov, agot avdloyeg texvikéc yla ) Abon
napépoley mpoPfAnpdtey xpnoponoinoe kat o I[etpi-
ong. O terevtaiog, o¢ yvaotéy, £dwoe gvpeia didotaom
oto 0épa g evappéviong Ppulavuvay Oepdtev, npotei-
VOVTAG T %P 0T TIOALPOVIKTG YPaPHc &¢ T pévn ap-
poviky) Adomn yua ) Statiipnon tov «avdevizkot» yapa-
ktrjpa tov Pulavuvey 1 «fuvlavimvdrponwm permdiov.”
H peydin duapopd Péfata avdpeoa otig dUo mpaktikéc
éykettal oto yeyovos 6t otov etpidn Pploket kaveig
Hla OLOTHHATOTIONUEVH) AVIIOTIKTIKY ypagr] katd ta
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H Hpdin Svpupawvia tov Tidvwn A. Tlanaiedvvou

TpSTLTIA TOL HOTETOL, eved otov [lanaiondvvouv 1 avt-
OTKTIKY Ypa@y] —ektd¢ Tov 6Tt dev LTOKELTAL 0 KAVE-
vég etdoug deopetoelg (Sraotnpdrov, abidv k.Am.)— dev
yivetar avtikeipevo ovotmpatonoinong. Avapgifora
peydin etvar kat 1) dragopd oto aroOntkd anotéieopa
TIoL TIpOKUTTTEL aTtd TG Ov0 Tpaktikég otvBeonc.

Emotpégovpe oty avdivon mg [pdrng Svpupaviag.
vo Allegro non troppo mov axorovBel myv eloayoyyj, o
[Manaiodvvou katagevyet meploodtepo o €va Bpog pe
oagelg emppoéc and T dSNpoTIKY| povoiki| pdiiov apd
™ Priavivy. Zto onpeio avtd avoiyovpe pia aképr di-
evkpwiotiki] mapévleon: o Ilamaindvvou ypnotpomnorel
TOUG TPOTIOUG TNG EAANVIKTG HOVGLKNG EVIAGOOVTAG TOLG
O€ HlA OUYKEPAOUEVY] Ypat], HE amoTéAleopa va tauti-
Covtan tpdmot mov eppaviiovtar Stagopetikd oty dnpo-
Tk kat ™ Pulavuvy povotky. Kt evedd Aotév o ouvbé-
™me dMnrdver twg enelepydletat tovg Puiavuvoils tpd-
movg, ta petdtuna Bépata, tdéoo tov Pacikod Turpa-
TOG TOUL TIPGHTOL UEPOLS GO0 KAl TV LTIOAOITIOV THG oL~
poviag —6meg Ba dobue mapakdtw—, Tydlovv pdAiov
and m dnpouky napddoor, and v onofa gaivetat va
avtiotvtat kat pubpikd potifa, perodikd oyjpata ai-
Ad kat o yevikétepog yapaktiipag. Eiducd ) puBpiki| op-
yavwon kat to Ygog twv Bepdtov napanépmovy dusoa
0TOUG EAANVIKOGG Y0pOTG.

H vgporoywkr| Stagopd, mov mpokirtet petall e ap-
yNc etoaywyr|c pe Pulavtvy ypoid kat tov yprjyopou pé-
poug Tov akoAouvBel, yepupdvetal and tov ovvBétn pe
tpémo povadikd. O INanaiodvvov ypnotpornotel, dnog
Kat oIV €loayoy, pa appoviky enefepyaoia mov otn-
piletat kar mdAt o drapopetikéc, av Kat TapdAAnAEG,
ypappéc avdmtuéng, ot omofeg avtiiv t @opd vroPfdi-
Aovtal ovyvétepa o€ PETAPOPPHOELS 60O oToV Kdbe-
10 600 Kat otov opiévuio dgova, agoy kaiotvtal va v-
nmpetjoouvy évav ek dtapétpov aviiBeto témo perwodr-
ov. Avayvopilel kavel kat £6 toug pubutkoic ppo-
opyaviopotg mov ouvvBétovy tov kdbe dfova kat ava-
ntbooovtal opiévtia, evéd 1 kdbet tovg avumnapafo-
A1 dnpovpyel to appovikd mhaiolo péoa oto onofo Ki-
veltat 1) perwdia.

To debtepo pépog e IHpdrne Zvupavias (Adagio)
akorovBel Totd ta kKhaowd popporoyikd mpdruna. H
Soprn tov davelletar v apyitektoviky g obvletng
TpLpepots pdppac Y tov avemtvypévour led. To mpdto
koppdu (A) efvar éva adagio, 1o debtepo (B) éva an-
dante con motto xal 10 tpito (A’) guowkd pa emavékBe-
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on tou mpdrov. Ta tpla avtd pépr dev dragopomnotov-
vtat pévo g mpog ) pubpiky ayeyy mov akoiovBovy,
aAAG KAl ©C TPOG TOV TUTO YpaPhG, KAl ETOUEVOS O
1pog 1o Bog tovg. Téoo yra v npdty Bepatiky evé-
mta (A) doo kat yia v emavdinypi me (A’), o Ianai-
odvvou emotpatetel pa moAvgoviky ypaer|. Avtibeta,
v keviper] Bepauxy evémra (B) v enelepydletat
opogwvikd: og avtijv Ba ovvavtjoouvpe to mo pud-
K6 and ta eAdnvdtpona Bépata tov ovvérov. ‘Oro av-
16 10 pépog e ovppaviag etval dSravBiopévo and mpw-
tétuna Bépata cagog emnpeacpéva and Ty eEAAVIKY
Onpotiky} povoiky], av kat kavéva dev gaivetrat va ma-
pamépmel o€ KATOI0 CUYKEKPIUEVO SNUOTIKS Tpayovdt.
O INamaiedvvou dtagopomoteital pe avtj tov v ta-
Ktk and mordols ‘EAdnves ouvbéteg evidg 1 extdg
g «EBviric ZyoAiig», ot omofot emérelav va evoopa-
TAOOLY dNHOTIKA Tpayoldla oe pa CLUHPAVIKY] ypag).
Ané tov Aapnerét, tov Karopoipr, tov [etpidn, pé-
ypt kat tov Kevotavuvidn propel kavelc va mapabéoet
moALd tétola mapadeiypata. AAAG kat étav to ddvelo
dev elval ovykekpipévo, émog tovilet oto kelpevo g
ouvvaviiac tov 1908 otnv Abvjva o Kaiopoipng,” to a-
notéreopa givat to (dlo, kabdg ot Afyeg appovikég da-
popomotioel (1.y. xprion tpimpntoviev) dev kAoviovy
10 haioto evég popavtikol povotkot IIHUATOS TToL a-
képa otpéget 1o PAéppa oto maperB6v. Me eCaipeon
{owg éva avbeviikd Cetpmékiko g Aéofou mov evoo-
patddnke oto ovppovikd noinpa Bavilng o Apfavirng
(AKT 86 ypappévo to 1945),” €épyo mov avijket oty (-
dia mepiodo pe v Ipdin Svupawvia, kar kdmoteg dA-
AEG HEPOVOUEVEG TIEPUTTMOELS TIOL APOPOVY pETAYPA-
@€¢ dnpotkdv Tpayoudidv 1| Puiavivedv tpvev, o Ia-
naiedvvou emvoel ta “eAAnvikot yapaktipa” Bépatd
tov axorovldvrag pa mpooemki| tvnoroyia. Mua a-
TIAY akpdaon) efvat apketi yra va avilngBel kavelc é-
00 kovTvég efvat ot Texvikéc ypagic tov Bépatog tou
npdtov pépovs g lpdrng Zvupuwvias e tov €éviovo
YOPELTIKS Kal Npwikd Tov yapaktipa, kar tov Bépa-
to¢ tov Tpitov pépovg (Vivace) e Aevrepns Sovdrag
(AKT 95 ypappévn to 1945) ya Proil kat mdvo g (-
diag mepiddov. H avaivor BéPata e teyvikig ypagric
oV “eAAnvétponiov” Bepdtomv tov ouvBétn Ba propou-
oe va anoteréoet Bépa Eeywplotic peAéng kat dev ei-
vat tov apdvtog.

To tpito pépog (Allegretto moderaro) axorovBel
poppa evédg kKhaotkol menuetto, dmov ot Béon tov #rio
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o owBétng ypnowomotel pa pkpy Bepatky evéta
pe v évdelén andantino. Ola ta Bépata tov pépoug
avtot yta dAAn pa gopd amomvéouvy évav aépa dnpo-
KNG povotkic kat BupiCovv eEAANVIKOlE —£66 vnotdT-
KOUG—, X0povc. AveTttuypéva Tave o€ YWooTd eEAANVIKA
puBpLcd povtéda (touv pndiov 1 g covotag), ta Bépa-
1a avtd matotdvovtat and éva TpoTiLid appoviko Aai-
010 IOV avanTiooETAL OPOPMVIKA.

To tehevtalo pépog (Finale eroico) dev eivar mapd
éva rondo. E&¢ o Tlanaiodvvouv ypnotponotel g emw-
86 (refrain) éva Cebyog d{duvpwvy Bepdtov pe Gpog eAAn-
VIKGOV Y0pdv, evd otn Béon tev kouvmhé (couplet) ep-
paviCovtar enelepyaopéves permdikéc 1d€eg mov £xouv
o1 ypnotponomBei oe mponyolpeva pépn e ovppa-
viac. O TMandiodvvou ypdget xapaktnplotikd avagpe-
pépevog oto pépog avtd: « 7o Finale, Allegro Eroico, xa-
paxtnpi(erar and rov orifapd pvdué mov n evallayi rwv
drotipwy kar tproripwy modwy o eddvovy oe andlvin n-
pwikh Eapon. Edd ovvavidviar kar ovundéxoviar 6ia
ta Jeparixd ororxeia vwv dAAwy uepdy tng Jvupwviag,
mov tederdver o’ Eva kopvpwua vikngdpov dpiduPor».

H 6Awon avty}, mov yapakmpiletar ev uépet ané éva
popavtkéd nvebpa, dev mpémnet va odnyroet oe mapeén-
ynon o¢ mpog v atodnuky. O npotkds tévog, daite-
pa TPOOPIAIG oToug ekmpoodmovs g «Ebvikiig Xyo-
AMo», elofdAdier pdidiov AdBpa oe avté to mpdto pe-
ydro €pyo touv ITandiodvvov. A6 v avdivon gaive-
tat g dev efval kabBdiov otig pobéoets tov va ekpe-
TAAAEUTEL TOV 1POIKG YAPAKTHPA TOV PHEAGOLHY TOU yia
Va Toug Pood@oEL ETIKY dtdotao, aAAd va ekpetai-
Aevtel 010 £MaKpo TG EKPPATTIKES SUVATTITES TIOL TOV
npoo@épouvv ta Bépata avtd. To yapakmpiotké puBpu-
k6 toug meplypappa ypyjyopa yivetar ota xépta tou aguv-
B¢t PBaoiké dopuké otoryelo e ovvBeong, eEummpetad-
VIaG TG EOWTEPIKEG POPPOAOYIKEG L00ppOTEG YXwPiG va
diver “natpiotikd” tévo oto abvoro. To «koptpwpar, 1o
omofo emkaleitat o Ilanaiwdvvov oto onueiopd tov,
dev tavtiletat pe v puyoroyukr| évraoy mov anoteAel
tov akpoyeviaio AlBo ¢ popavtikiic atobnukric.

H amoguyn g xprione yvootdv mapadootakdv Oe-
pdtev, oty omola §on avagpepbijkape, evepyel mpog
v {da katebBovor. Me tov tpdémo avtd o ouvBétng
amo@etyel TIC dUeoes TIAPATIOUTIES, KAl TALTOYpova €~
Eaoparifer v evémta g ouvorlkiig Péppag, agoov
ta Oépata, av kat Srtagopetikdv pubpkdy oxedaopdv,
yewtobvtat pe v dra texvik. Edd Pploketar dAro-
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ote éva omovdaio defypa g ovvBetcric dewvdtnrag
tov [lanatodvvou, o omnolog daveiletar khaowkég bp-
HEG, AAAA KaTaPEPVEL VA avavedoeL TNV E0GTEPIKT] Oo-
i kat Sdtaén v npetdtunwv Bepdrov tov agrivo-
vtag va Stayvbel o évrovog Tomkds Toug xapaktipag.

T#éMog, 1 dtdlovoa dopr tov tedevtaiov pépouvg g
ovpgaviag, 6mov oyeddv 6rec ot pehwdikéc Wdéec Eava-
napovoidfovrar péoa oe éva véo miaioro, kalpegptilet
avdioyeg texvikéc tov Brahms —otic ovpgavieg tov o-
niofov TOAAEG @opéc To tedevtaio pépog amoktd Papi-
mta (o, av 6yt peyarltept), Tov TpHTOUL.”

Zupnepacpatikd, propotpe va motpe étt avarvoviag
v lpdtn Zvupawvia tov [Nandiedvvou diamotdvou-
pe 6u 1o mapadootaksd (Buiavuvd 1 dnpotikd) povor-
K6 VAKS ToU 1) TIp@TSTLUTY Ypagy emtkaie{tat dev vno-
Bdiretar amAd o eneepyaoia, dote va avaderybel ex
véou kat va katafiwlei 1deoloyikd péoa oe éva Adyo
oupgpoviké TAaioto. Anevavtiag, anoteAel tov Kvipti-
pLo poxAd emavanpoodioplopot pag péppag KAAoLkhg
(Butknc) mpoérevone. Ipdkettat yia to povoiké cvvia-
Kkt evég ouvBé mov katagelyet oe ddvela apado-
OlaKd, TIPOKEHEVOL VA ETILVOT|OEL TEAKA €Va TIPOOMTIKS
povotkd wiopa. Edd akpiPds evronifetat kat 1 eAAnvi-
k6T Ta Tov GAoVL eyyetpripatos. Akorovddvrag o kak-
Atteyviké tov évoukto, o [Tanaiodvvou ouvBétet pe na-
panopunés kat oyt pe mapepPoréc avbevukdv mapado-
olakav otoryelmwv, kat avty tov 1 otdorn eivat mov tov
Saywpilet kat apyiv and touvg eknpoodnovg g «E-
Bvicric ZyoAricr». Xprotpomotdvtag meptoodtepo eAAN-
vikotc tpémoug mapd Bépata, eAAnvikd pubpikd pové-
Aa Tapd oLYKEKPLUEVOUG YOPOUG, TANOLALEL (TG KAt O
2kaAikdTag” mePLOcGTEPO TG HTTAPTOKIKES TIApd TIG po-
HavTkEG TaKTkéG: o otéyoc elvat va ouvykpotnlel pa
véa peAmdiky| kat appoviky] yAdooa, n onofa ovvtiBe-
tat and pepovopéva dopikd otoryxeia, davelopéva and
™ Poiavavi §) ™ dnpotiky povotkr|. Ot @B6yyor g
yAdooag avtyg efvar EAANvikol, To ovvtaktikd Spwg &i-
vat dutikogvponairkd, kat pdiota yopic kavévav mept-
oplopd otig avalntioelg kat Toug TEPARATIOHOUE —On)-
Aadn ovotaotikd poviépvo.

21 Aemtopépetég g, Ba Bpodue otyovpa du v [pd-
n Zvpupwvia tov Ilanaiodvvouv mpooeyyilet exppaoti-
Kd KATIOLEG VEOPOUAVTIKEG TACELS, Kat £(el oaPelg evop-
ANOTPWTLKEG ETUPPOEG ATS TOV YAAMKS UTTpESIOVIOPS.
Mag eviiagépet, 01600, TEPLOGHTEPO VA KATAVOHOOL-

pe v eppovi] og éva eEAAvikS “dpopa’, m omofa —to
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H Ilpdrn Svppawvia tov I'idvwn A. Tlanaiodvvou

enavalapPdvovpe— eivat onpavukdtaty ya tyy kata-
vémom ¢ totoplag g Adylag EAANVIKIG HOLotkiG. Zi-
youvpa ovvdéetal pe pa didbeon ya dnprovpyia “eAin-
VIKN G Tavtdtnrac’, mov Spwc dev éyel oyéon pe g a-
vt{otoyeg emAoyég tov kikhov tov Kakopoipn, obte
gvayyeAiletat “eBvikéc oyoréc”. Tlog Ba v katavon-
oovpe otV Tepintoon evég ovvbét téoo poviépvou,
600 o ITanaiwdvvov; Av avayfolpe oto 1otopikd mept-
BdArov tou €pyou, 1 andvinon potdlet mpopavig: pe-
1d v katdppevon e Meyding [6éag, 6Aog o eAAnvi-
kGG Tvevpatikdg kdéopog avaintd va emavanpooavato-
AMotel péoa oTig KavoUpLeg TIOATIKOKOVMVIKES OUVTE-
taypéves. H amopvBomnoinon tov efidavikedocwv tov
napeABévtog efval emtaktiky, 600 Kat 1 avayky yla -
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Tavanpoodloplopd mg «eAAnvikéNtac» oe kdbe pop-
@1 okéyng Kkat £KPpacns. Ztov andnyo avtig g t6-
00 ONHAVIIKNGC OTOPIKNC Kkal TOATIOTKHS kplong,™ o
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GIORGOS KOKKONIS
The First Symphony of Yiannis A. Papaioannou

The Yiannis A. Papaioannou (Kavala 1910 - Athens
1989) archive is the most important musical archive
in the Benaki Museum’s Department of Historical Ar-
chives, which contains several archives and manuscripts
of Greek composers. The composer’s entire output, 224
individual works and collections of pieces, was presented
to the Museum in 1990 by his widow, Irene Papaioan-
nou, so that it should be readily accessible to musicians
and scholars. The 118 files contain manuscripts of the
composer’s work and a rich supply of accompanying
material. They are supplemented by a sound archive
of recorded works and interviews with the composer,
academic writings and the two editions of the catalogue
of his work.

Papaioannou’s output, which includes every musical
form except opera, was divided by the composer in-to
six periods according to the techniques and me-thods he
was following at the time. He started with impression-
ism and the use of elements drawn from traditional and
Byzantine music, but after the first years of the 1950s
he switched to more modern techniques such as do-
decaphony, serialism and post-serialism, and after 1966
he adopted an entirely personal atonal musical syntax
which he followed until the end of his life.

Symphony No. 1 (1946) dates from his tonal period,
before his decisive change to atonality and dodecaphony,
at a time when the composer’s main concern seems to
have been the issue of borrowings from Greek traditional
music, popular and Byzantine. This is one of the major
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questions which preoccupied the world of Greek classical
music from the outset, and led to solutions which were
to a greater or lesser degree loaded both stylistically and
ideologically.

In the First Symphony we do not find Kalomiris® ide-
alisation of borrowings from traditional music, but the
composer’s intention to make the work sound “Greek”
is always in evidence. Yet a close analysis shows that
his essential interest lies in the exploitation of modern
structural elements (often derived from impressionism),
of which he makes skilful use, without restricting himself
by following “nationalist” musical trends.

This insistence on a Greek ‘aroma’ is not irrelevant to
an understanding of the history of Greek classical music.
It is of course associated with a predisposition towards
the creation of a Greek identity, but it differs greatly
from the practice of Kalomiris’ circle, and does not pro-
claim the glory of the ‘national schools’. After the col-
lapse of the ‘Great Idea’, the entire intellectual world of
Greece tried to reorientate itself to the new socio-politi-
cal conditions. The demythification of the past became
a priority, as well as the need to redefine ‘Greekness’” in
every area of thought and expression.

Against the background of this major historical and
cultural crisis, the First Symphony shows Papaioannou
identifying himself as an intellectual prepared to assume
his responsibilities towards the issue as a whole, and not
simply as a composer who seeks exotic or original sources
of inspiration.
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O Ioadx 2andpta kat ta Loypagikd tov

O APXITEKTONAX [zAAK XAIIOPTA mébave tov Noép-
Bplo tov 1998 oty Athdvia 6mov fjtav eykateotnpé-
vog and to 1948 (ewc. 1-2). Fevwnpévoc atov Béro otig
19 Anpiiiov 1910, o Zandpta £€0noe kat mépaoce ta nat-
dued tov ypovia oty EAhada: «H pnrépa pov iray and
ra Lidvveva —dmyeital o (doc— dmov vrripxay Efjpaior
and rov kaypd mpo Xpiorov. O narépag pov, n oikoyévera
rov narépa pov, and vo 1500 pavidopar rirav orn Oco-
oakovikn. H owxoyéveia tov marépa pov rirav 2epapdi-
1es, Efjpaior tng Araomopds nov rovs miipav o1 Papaior
zo 78 p.X. xar vovg miiyav orny lomavia, 600 pmopovoay
m10 parpd and tny Iladaiorivny.

To nepipdrrov oto onofo peyardvel tov Stapop@d-
ver v moAlmAgupn Tpoowmikdtntd tov. H yayid tov
and v TAELPd TOL TIATéPA TOL, ZTAVIOAQ, TOL WA -
onavoePpaikd, ot yovelg tov eAAnvikd, 1 I'aAida ykou-
Bepvavta yaiikd. Xta 12 tov ypdévia tov otéAvouy va
ohokAnpaoel tg omovdéc tou otov adberpd tov o)
Apéadn. Exel Ba ndpet kat 1o dimropa tov apyitékto-
va to 1932: ABvva, Ilapiot, Apéodn, Bapkerdvn, Ma-
dpitn, Beporivo, Midhdvo. Znv Abva Oa yvoprotet pe
tov A. Apayotun, tov T. MdpBa, tov I'. KovtoAéovta,
tov 1. Aeomotémovio, tov Zt. [1anaddx, tov I1. Kapa-
viwd, to N. T'kika, tov B. Aotpa- oto Iaplot pe tov Le
Corbusier: ot Ap€odn pe 1 Mar Wigman, tov Martin
Wagner- ot Bapkeidvn pe tov Torres Clavé kat tov
José Luis Sert- oto Bepolivo, tov Mies van der Rohe, tov
Mendelsohn, tov Gropius: oto Mikdvo tov Terragini,
tov Pollini, tov Figini, tov Bottoni k.d.

Me kdmotoug and avtodg Ba dnpiovpyroer otevoig
deopotc @riiag mov Ba tov ouvtpogépouy pa oAdKAN-

2, 2002

pn Con. Tupilet tov kéopo, tabidetet, yvopiter avlpo-
Toug, Pploketat 0to kévipo Tov apyLtektovikey EeAl-
Eemv. Zovdéetat pe Coypdpoug, AoyoTEYVES, HOVOIKOUG,
apyltéktoveg. 2to ypageio oty AtAdvta dekddeg ava-
pvnotikd, Pipiria, oxitoa, akovapérec, pkpd Adda pe
Leotég @ulkég agiepdoetc. Kpatd ta pduia kat ty ypuo-
%1 Tov avolktd oe kdbeTt dpopyo kat kavoipio.

H kipuén tov IMorépov tov Ppiokel eykateotnpé-
vo ot ABWva: «Kvpraxs mpwi dpxioe o nddepos pe tn
Teppavia». T'pdper ato nuepordytd tov: « To mepipéva-
pe PéBara apyd i yprtyopa aldd drav dpxioe opoloyd bt
Sapviaoriixape xdnws, avid dev pag eunddioe duws va
kdvovue pra modv wpaia exdpoun orny kopveh tng Ile-
viéAng —mavrov dvin, xaraxddapn arpdopaipa, fAeme
kaveis péxpr 2ipo xar Kvdvo, oav pia yioprii tng pioe-
wg kar Sexvovoe xavels oddreda rov mélepno».? ‘Opwg o
mdAepog etvar ekel. Afyoug pjveg apydtepa ot 'eppavot
pnaivouv oty ABiva. O Xandprta {ntd va katatayei -
Berovric. Aev tov 6éyovtar. "Exet tomaviki] vimkod -
ta: «[lové dev eixa tny eAdnvikii vinxodrnia. Iloré! Ei-
var pia peydadn 1oropia». Kdver altnon yia va ty amo-
ktijoet. Aev iporaPaiver.’

Tov Mdptn tov 1943 navipedetar ) Népa Neyapd,
k6p1 Tov dtdonpov totopukot Ieorjgp Neyapd mov €xet
ypdyet v wotopia tov ERpalev e Oeooarovikyg.
Ot dwwypol tov EBpaiov é¢xouv 11dn apyloet. O Zamdp-
Ta anoktd v Tpd Ty tov eAAnviky tavtétta: Xpuod-
otopog Kovta&ig, "EAinvag vmijkoog, ypiotiavéc op-
0600L0c. EAANviKéG tavtéteg vidpyouv £tolpeg kat
yia ) yuvaika touv kat to fedyog Neyapd. ‘Opwg avtol
Sev Ba mpordPouv va tig ypnotpomnotjoovy. ZoArapPd-
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Ew. 1-2. O Ioadk Zandpta (1910-1998). Aptotepd, dtav foboe aképa otnv EALdda, kat de€id ota xpbévia g Apepikric,

katd ) dudpketa eniokepnic tov ot Néa Yopk).

VOVTAl KAl PETAPEPOVTAL OE OTPATOTEDO OLYKEVTPWONG
ot 'eppavia. Oa yvpioovv nlow 22 pijveg apydtepa,
10 1945. 210 Sidotpa avté o Zandpra-Kovta&c Ba
evtayBel oty Avtiotaon kat Ba Byet oto Bouvé.

Metd v emotpogn g yovaikag tov fa eykataota-
Ol yia Atyo oto ®dinpo: «Arapxds eixa pavapies xai
orevoxdpres. Eopia, aneidit aneldoews, andleta xpn-
pdrwy kar mdvw an’ 6da avepyia. Kapd dovieid dev e
nérvxe. Kavéva oxédro dev npayparonoieirar... dixes, xa-
oovpeg, KvVnyntd, ovkopaviies, orpardmeda, Kkivévvor
(wiig, epopies, yia v’ apriow xard péoog rig 101WTIKES
ka1l IPOTWIIKES ETWTEPIKES pov avnovxiee».*

Anogaoilet va @tyet. Na apyloet pua kawvotpta Lo
mpotov va eivat moAd apyd. [pdget oty APnoouvia, oto
Me&wkd, oug Hvopéveg IMolteiec. H andvinon €pye-
tat ané v Apepikn. To 1947 @edyet yia v AtAdvra.
Ekel Ba apyioer pa kawotpia {orf. Oa epyaotel, Ha
ktioet, Oa SiddEet oy ekel apyttextoviky| oxoAy. Oa
dnpovpynoet owkoyévela, Ba otioet omukd Ba evoo-
patwBel oty tomky| kowevia. «To onir twy Zandp-
T4 Hray Jidonpo yia Thy atudo@aipa tng aydmng mov e
mikparovoe o’ avrd. Eva onivt yia naidid xar axapwrd.
‘Eva onin yia evxapiornuéva xavoixidia. Evag xdouog
and gilovs xar pilosevovuevovs, ovvepydres rov lodax
pavpor (frav o TPpGOTOG AELKGG TIOL OLVEPYAOTNKE e
paspo epyordfo oty Athdvta) Evpwnaior an’ tny EA-
Adoa, tnv Toexia, tn [allia, padnrés xar povorkoi ov-
vddedgor tng Nopag, naidid, Norioapepixdvor. To omits
twy 2andpra orny 8n 006 riray avoixid yia 6Aovg».

Ta avBpdmva dikardpata, n avBpdmivn allonpéneia
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efvat kdu yia 1o onofo atiCet va maréyet kaveic. Oa a-
VAKATEVLTEL PE TNV TIOALTIKY) OUHPETEXOVTAG OTNV avti-
otaon katd tov Mac Carthy. Oa naiépet yia ta o1-
kadpata v padpev, Ba ovvepyaotel pe tov Martin
Luther King, 8a ayoviotel yia m didoworn tov mept-
BdArovrog. Kivnromoteitar evepyd yia va oooet to
Piedmont Park, éva mavépopgpo ndpko kovtd oto omi-
Tt Tov, oL TIpoopLétay yia povdda Proroyikot kabapt-
opot. ATé v mepETELa AUTY] TOL PHEVEL TO TTAPATOOU-
KAt Mr. Piedmont Park. Ytig diaxonéc ta&ideder: Aati-
viky] Apeptkr}, IToAvvnotia, Evpdmm...

Zuyvd emotpépet otnv EARdda. Edd Pplokoviat o
@ilot tov, ot ovyyeveic tou. Toté dev Eexvd ) ydpa
miov yevwiifinke. Mild kat ypdget oe €61 yAdooeg. ‘O-
pog mdvta ota eAAnvikd ypdeet Ceotd, eEoporoynti-
Kd, TpLPEPA YpAppata oty yvvaika touv Kt ag Tov ana-
vtd ekefvn ota yarlikd. Kat ota pmdok tov onpeidoe-
dv Tov, avdpeoa ota ayyAikd Y ota yeppavikd Bploket
Kavelg kdmoteg pkpés gpacotres ota eAAnvikd. Ot mo
S1kég Tov, OL TIO TIPOOMTIKES TOL OKEWELC.

Abo péhig ypévia mpv meBdver eiye épbet ya éva te-
Agvtaio taéidt oty EAAGda. O Afjpog Bérov tpd tov
Zandpta. Me my gukatpia avty divet pia amoravotiky
dudreln ya toug omovdaotég tov Ebvikod MetobProv
[ToAvteyveiov. Eixa v téyn va tov yvopioe téte yia
mpa TN Popd and kovtd. KovPevudoape, kovtoopmoré-
pape, yeAdoape, ovykivnBijkape. Me ovvemijpe o apyt-
téktovag, pe yorjrevoe o dvlpomog. Tov piAnoa yia ta
veoyévwnta aképn Apyela NeoeAAnvucric Apyttektovt-
ki tov Movoeiov Mmevdkr katr tov mpdteva va pag
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O loadk Zandpta kat ta {oypagpikd tov
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Ew. 3. . Zandépra, vuvd.

napayopfoet to apyrtektoviké v apyeio. EvBovotd-
otmke. H Zyoln Apyrtextévov tov Georgia Tech, émou
didaoke Apyrtextovikég Zuvbéoeig yia 30 xpévia, tou
elye 01 kdver aviiotoryn mpéraom. O o dpwg mpo-
Tpoloe va emotpéPet 1) GOLAELA TOL OTH XGPA IOV YEV-
viifnke kat ov dev énape va ayand.

210 Ayo Sudotnpa mov mépace péypt tov Bdvatd
tov, avtaArdEape kdmota pkpd Practikd onpetdpata,
Kdmoteg gvyetipleg kdpteg, 6Aa amd v mAevpd Tov,
ypappéva miow and pikpd okrtodiia.

Metd 1o téhog tov, Miplape oe emagpn pe Vv K6-
pn tov Mapia. Mag Gjtnoe va ndpe oty AtAdvia ya
va napardfouvpe to apyeifo tov matépa e, Afyeg pé-
peg miptv ané to [Ndoya tov 2000 pali pe ™ ovvadeA-
¢@o Mapyapita Zdxka-Onpaiov @byape yia tmyv AtAd-
vta. Ot 15 pépec mov peivape ekel Ba peivovv yra md-

2, 2002

Mol TONABU-KPWRT)

Ew. 4. 1. Zandpra, Movii Tondov, Korirn.

Via xapaypéves ot pvipn pov. Aev fjtav 1 mpdty ov-
e kat 1) terevtaia gopd mov maparduPava apyeio. Av-
™ M popd, dpeg, fjrav pla eviehds Eeyoploty, pia po-
vaodiky epmerpia.

Am6 1o agpodpépo g Athdvia odnyndikape Ka-
tevbelav oto omitt tov apyrrékrova, 6mov Kat Prhoe-
vnBfkape. H képn tov pag eykatéomoe, pac £dwoe ta
KAedd ki éuye, divovtdg pag v ddeta kat to dikai-
OHA va PAEOVHE, VA EVIOTCOVHE, VA CUYKEVIPOOOULHE
6,ut Tuotebape du pmopel va pag frav xprjopo. I'a 15
pépec {ioape otoug ywpoug dmov éinoe o Xandpta kat
1 otkoyéveld tov, pla oAdkAnpn Lor. To oniu eiye pei-
vet kAgotd and tov Bavato e yvvaikag tov to 1999
kat votepa. Ot képeg tov Mapia kat Exévn efyav om
StahéEet kat apmardpet 6,1 embupotoav va kpatij-
oovv. Ta vtérowma fjrav ot 6tdbeon pac.

Aethd oty apyn, Eektvijoape va gpdyvouvpe. Evioba
apnyavn oav va mpaypatonotovoa kdmoto eidog tpPw-
puxiac. Ziyd owyd eEoketdbnia. Zav va foboa ) Lo
kdnotov dAdov. To E6Avo omitt pe ) peydin Pepd-
via ) oKemaopévn pe ta MAd avliopéva toapmd g
ykAvoivag, ) Pepdvta-yaytdt mov o {dtog eixe mpoodé-
o€l oto Tpoimdpyov Ktiopa kat mov mapépola dev ov-
vavtovoeg o’ oAékAnp1 v 8th Street NL.E., to kaBiot-
K6 pe TG @Aokdteg kat ) PrpAodrkn pe g mpdeg ex-
d60¢1g Tov Pitoov, tov MupifjAn, tou Perilla, tov Apn
Kovotavuvidn éywvav yua péva xdpot owkelot. Ta mpao-
wd dtdPata atereiwta pmAok pe avapvijoets, alAnio-
ypagia pe gidovg and tv EAAGSa, pe tov Wagner, tov
Gropius, tov Martin Luther King, v Selma Lagerlsf,
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FLoarim ¢ Nymey

- £ L/Mw-(-«o-

Ew. 5. I. Zandpra, Floating Nymph (Awwpovuevn Nvupn).

HE TIPOOOTKOTNTEG and Ao Tov KOoHO.

Zyd otyd dpyroa va yvopilon v mpoocenkdtta tov
Zandpra. Kdnowa otyps), moAd ypryopa, kataypdgo-
VIAg To apyITEKTOVIKG Tov £pyo, avakaibypape ta {o-
ypagikd tov. Aekddeg, exatovtddes, yxtiddeg okitoa
npwtdtuna kat toAranid. ‘Hepa and tyv EALdda éu
o Zamépta oyediale, dnog dAlwote kdbe apyttéxro-
vag. Ot kdpteg mov pov elye otelhet, ta Alya okitoa mov
ewkovoypagovoav to Pipiio tov loadr Sandpra — Emndy-
yeApua Apxiréxrawv. Mia apriynon {wiig mov elye empe-
AnBel o INdpyog Znpatopopidne kat kukAo@dpnoe to
1966 ané exbotkd oiko Untimely Books, pe elyav mpo-
idedoet. 'ia to vAIKS Spwg mov Bprikape oto apyeio tov
NHOLY EVIEADG ampoeTOipaaTy).

“Evag tepdotiog aptOpds okitowv mov mpoonabodpe
va ta&vopfjoouvpe kat va katatdiovpe oe opddeg ota
Apyeta NeoeAinvikiig Apyttektovikiis kat kdfe @opd
Bproképaote oe adiéfodo. « Orav avaxdlvipe 1o Xerox &
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Pyae xiliddes pwroaviiypapa yia va eéaopalioer 61 da
vrdpxovy apkerd yia tig yeviés mov da’ pdovv», héet o @i-
Aog Touv apyttéktovag Joe Amisano.

Ykitoa pe pohdft, kpaydv, papkaddpo, pmk, otu-
A6, mevdki, mvéro. Zkitoa pkpd, moAS pikpd 3 x 5 ek.
okitoa, peydra 50 x 70 ek. Xkitoa oe piiéyapto, dia-
Pavég, yaoamdyapto, xapTévt, Kavoodv, YapTOTETOETEG,
sous-plats, yapt{ koviivag, pord tovarétag, mdta, ta-
odiia, vadvAov oakkoUAeG, o€ o,TdNmote £Pptoke pmpo-
otd touv. Aokipdlet, melpapatiferar pe texvikég Kat v-
Acd. Exatoviddeg pikpd katr peydia pmhok mouv tov
ovvédevav ota taidia tov pe okitoa Kar ONUEIBOELG.
2y mipdtn ogAida ndviote 1o Gvopa kat ) SievBuvor
Tov: «Xe mepimwon nov ra Ppeive mapaxald va ra emnt-
OTPEYETE OTOY .. >

Mia pukpy| opdda épywv tov, avijkouvv oty mepiodo
mov éfnoe oto [lapiot kat mapakorovboboe eretBepa
padipata Coypagikic oe ateité. Kupimg yopvd. AAAn
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O JToadk Xandpra kat ta Soypagid tov

pa opdda, dev mpémnet va Eemepvoiv ta 20, avijkouy ot
dekaetia tov '30. H teyvotponia toug neptoodtepo ov-
vInpn Ky, avotnp.

Avtonpoowmnoypagpia, n untépa tov,  Kaiionitoa,
0 pikpdg ayamnpévog tov aviptdg Mmvoig, to debtepo
nawdl g aderpiic tov Mapikac mov oxotdlnke mpdw-
pa Afyo petd tov [16Aepo ota 29 tov ypévia. [Ipdow-
na ovyyevikd ayarmnpéva. «Bdlog 1930». Tpia ané av-
td o HpakAng, n Mativa, kat éva akéun avévopo ko-
pitot eivar meptoodtepo apapetikd. Ot adpég ypappég
TpogTOIpdlovy yia T petanorepuxt] mepiodo.

Mepikd aképun maiid aypovordynta okitoa. Mia pd-
va pe 1o adi me. Na eltvar n Népa pe v mpatn toug
k6pn v EAévn; Mia niwopévny yovaia mouv pdfet.
Ta @uider pe mpoooyy oe éva @dkero. «Skiroa mna-
Ad», ypdger ar’ €Ew.

Tyv viérotnn dovheld tov pmopel kavelc va ) yopi-
ogt og 8o peydrec katnyopiec: tomia kat yovaikeia yo-
pvd. Yndpyouv aképn kdmoteg pikpdtepeg opddeg oye-
Slwv, {da —kvplog dypla mov okitodpel peretdvag ta
010 {wohoyikd Kfmo—, oknvég dpdpou kat kabnueptvig
Cong, moptpalta k.a. Etvar dpwg moAt pucpdc o aptbpdg
v oyedlmv oL evtdooovtal og auTEG.

H yn, n ¢bon, n yvvaika efvar ta 0épata mov ovyki-
vouv Kkat anacyoAotv tov Xandpta.

2ty padtn katyopla, ta tomia, Stamotdvovtat ap-
KETEC dlagopomotoels o Eekvoty TpoPavas and v
{dta v Ty e épnvevong. Magopetiki| eivat 1 @u-
on ¢ [ToAvvnotag, te XaPdng 1 g Apyevuvic ané
avtjv g Prepevtiag, g Bpetdvng, e Ioproyaii-
ac, e EALddac.

‘Onov 1o tomio efvar mhototo, N PAdotnon mukvy,
10 Tpdowvo kuplapyel, 6nwe ovpPaiver ota ddon pe ta
naviynia dévipa kat to yvartotepd gpoAropa. Edd o
papkaddépog €xet mdxog, to oyxédo eivar mAnBwpikd,
pevotd, vypd, kdmoleg opéc gAvapo. ‘Otav to tomio
efvat tpormkd pe pravaviég, Aoviotdta kat kKoko@oivi-
KeG, €évag évrovog atoOnotaopde Eemmdd péoa and to
oy£€d10 tov Zamndprta.

‘Orav oyedidlet ta vnotd tov Zapovikot kat tov Ku-
KAGdwV, Tig opewéc kopugoypappés e Kprjme e
eMpvikég Bdhaooeg, ot ypappée tov yivovtat ALtég,
adpéc, Aentég, avompéc kal tavtdypova agdvraota
evaloOnreg. Movokovivaiég mov daypdgouvy 1o oyi-
pa v Ppdyev, to TEPIypappa oV aKTOYPappdy, )
ypappr} tov opiovra. Mikpd tpugepd okitoa griaypé-

2, 2002

Ewc. 6. I'vpvé pe tyy voypagy} tov 1. Zandpra.

va péoa oto kapdPt, oto kaikt, oto édayos. Ta kottdg
kat vivlelg 6u Pplokeoal ki 0b katapeong oto méAa-
yo. Akotc to kpd&ipo tov yAdpev mov ipofdiiovy pé-
oa ané avtd. ITapampdvrag tov dyko g Movig tov
TonAob (eik. 4) pe mOAS Afyeg ypappés, g anapaitn-
1e6, idbetg tov Ao mov kafet, ™) Spootd tov sodpou-
nov, TNV vypaoia g Odiacoac.

Ta okitoa tov Zamdpra oe talidedouv pali tovg. Av
Kkat aompdpavpa ta TeEpLoodtepa, oe yepiouvv ypdpa kat
¢poc. Kdmowa and avtd, oyediaopéva pe yardlio 1 papt
papkadépo, o€ HETAPEPOLY O KATIOLEG BPES TNG AVYG
Kat tov covpounov, dtav taldeloviac KATapeor|g ot
Odraooa, n otepld paxpid, to vepd tprydpw, 6ra maip-
VOLV TIG anoypooelg evog povdya ypopatog. Efvat kd-
TIOLEG PAYLKES BPEC TIOL GAa ydvovtat péoa oto Gvelpo.

Xndvia, nold ondvia, emypopatiel ta okitoa tov
potilovtds ta pe 10 Q¢ g kabnpepwic Long. Aev
Eépo yati, alAd ta oyédla tewv vnoldv Tov Xandpta
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Ew. 7. L. Zandpta, Hommage & la jeunesse et la beauté

(Yuvog orn vedrnra xar tnv opoppid).

Hou @épvouv aTo vou Toug atiyoug tov EAdtn:

«H orepid mov Povrd & vipdiver avxéva

éva Aidwo dloyo mov inmever o ndviog

01 UIKPES Kvavés pwvés puprddes

n peydin Aevir kepali Iooeiddbvog».*

“Exyouv kdmoteg opotdtnteg ot otiyot pe ta oxéda. Ei-
vat avti] ) patd ota pikpd, Ta acjpavta, ota peydia,
ota awdvia. Eivar avti n adprj evatobnoia nov oe ay-
yiCet, oe yepilel, oe kdvel evtuyiopévo yopic va E€peig
10 yiati, kat mov epelc ot “coPapoi” dvBpamnot vipemns-
paote va motpe 6t ) vidbovpe, dev toApdpe va agrj-
ooupe Tov £avté pag va v atoBavlei pnv kat pag wou-
ve atoBnpatieg, vnepPorikotc, unv kar @avodpe Aryd-
tepo ooPapoi, Atydtepo emotipoves. Auvti 1) patid mov
ot paypatkd peydrot, 6meg kat ot yviola amhof,
vidbouy kat v ek@paovy xwpic add, yopic kopmop-
pnpoatvn.

“Etot yvijota amAdg, mpaypatikd peydrog, o Zandpta
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oxedidlel, oxeddlet aotapdtnra. epiCer 1o éva pmrox
petd to dAlro. Exel 6poc mov o Zandpta agrjver eredle-
p1 6An ™V Ppoxy Tou eivar Ta yuvatkeia yopvd.

l'vvaikeg, yovaikeg, yovaikeg (e 3, 5-7). Awobnoia-
KéG, vayelkés, minbopikés, amonvéouvv Bnivkdnta,
epotopd, avtonenoinon, amodoyr|. Kopud yepdra,
pe évtoveg KapmUAES, avatoA{tika KOppLd:

«H Epon, n Myprd, n Mapiva,

n EAévn, n Pwédvn, n @uwrewi,

n Avva, n Ade&ivdpa, n Kivora

... avtiKpv tov neddyovs n Muprd va oréker

oav wpato okt 1 cav Kavdry’

Kat TdAL n nxod tov EAvt.

T'vvaikeg Eamlopéves apépuva oty Eeyvotaotd tov
ovelpov pe apnpéva ta pariid ota yddia tov avépov,
yuvaikeg mov metdve eretbepeg ota ovpdvia:

«Omov n Zwtt appeviCer npog v’ ayvdviepa...

"Epwrag tny viidoxeon tov povppovpiCer»*

Aéer o EXSme. «Hommage i la jeunesse et la beauté»,
onpetdvel o Lamdpra (etk. 7).

Eivar kdmota ox€édta, avapeoa ota moAAd, mov o Xa-
népta ayand aitepa kat avtd ta dovkevet, ta Eava-
dovreter. [Maparlayég mdve oto dto potifo. Ta tund-
vel oe xaptl oéAAep, oe kKavodv o PEVTo yKpL, ALK,
dypa, yardllo, oe opikpuvor), oav Pkpd EMOKETTpLO,
oe peyéBuvon 600 onkdvet to pnydvnua. Kdmoeg go-
péc ta emypopatiCer: OASKANPA 1) HIKPES AETITOPEPEL-
£¢. Afyo yardGio otov ovpavé, Alyn oéma 1| moptokal
oTH YOUVH odpka.

Avty) 1 aydmm tov ya ) @don, ya tov dvlpoo,
nepvd aPlaocta oty apyttektoviky] tov. Xe éva Aedko-
pa & apyrtektéveov e AtAdvia, ov KukAo@opel to
1985 ye titho Architects sketchbook of Atlanta kar 6mov
kdbe évac and avtolg kaieitat va exppdoet ¢ ané-
PEIG TOL YIA TNV APYLTEKTOVIKT Kat TV TOAN Tov pe oki-
toa. O Zanépra ypdge: «Kapia apxirexroviksi dev npé-
€1 Va mpayparonoEitar Xwpic va Aaufdver vméyn tng to
puoikd, o avipdmvo kai ro Sounpuévo nepyfiidov. O-
no10¢ 0éder va aoxodndel pe tny apxirexrovikyi npémet va
apxioer and Ty KATAvonon TG QUOIKHS opuop@Lis mov
pag nepripiyvpiler, a 0€vipa, Tis Aiuves, Ta morduia, To
rpepo 1t avidpalo aviylvpo tov eddpovs. Yorepa va kor-
1dée1 Tovs Spoppovs dvipes Tig yvvaixes ta naidid, n Ge-
ot Kar exOnAwrikii Tovs QUon Kar tny tdon Tovs va €i-
vai pall, va ovpuperéxer orn xapd kai tn OAiyn. Eivar ué-
oa 0’ avrd to mAaioio, tn Yvon, to KAipa kar wn (wh, tny
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O loadk Xanépra kat ta oypagikd tov

evdovoraouévn avlpwndrnra nov eucis 01 apxiréxroves
npéner va doxipudoovue va Snpiovpyricovue éva avipd-
nwvo nepifddlov avidéio twv peAdoviikdy yevedy. Aote
pag va Snprovpyrioovue xdpovs yia dovlerd, yia Cwn, yia
ayopés, yia maryvior, yia omovon, yia iaon. Xdpovs yia
va yevyndeis, va Savayevvndeis, xdapovs dmov o dvipwrog
va pmopei va xapel tny téxvn, tn uéda, tnv opop@id xai
ndvw an’ 6la va xapei o évag tov dddo».

Avti} ™) yapd g Lwnc, avti v anAdyepn potpa-
0Old TG HE Toug YBp® Tov, Toug Otkols Tov, TOLG ayarn)-
pévoug, Toug PIAoLG, TOVG AVIpEG, TIC yuvaikeg, ta mai-
dd, ta {da, ) @lon Tépace o Zamdpta oto £pyo Tov,
APYITEKTOVIKG Kat Coypagiké.

YHMEIQXEIX

* To Apyelo I. Zandpra kataypdgetar amd v emot)-
poviki] ovvepyduda tov Apyelov NeoshAnvikic Apytte-
ktovikic Aétn ApBavitn-Kpdrou.

1. loadx Sandpra — Endyyelpa Apxiréxrwy. Mia apriynon
Cwitg (ABvjva 1996) 15.

2. I. Xanépta, Mnrlox onpeidoewy 1,1 (ABrjva 9.4.1941)
Apyeto Xandpra ANA (avékdoto).

3. Zanépta (onp. 1) 41.
4. 1. Zandpra, Mriox onperdoewy 11 10-11 (12.5.47)

Thyv éxave Biopa, tpémo Loric. "Eva peydro Ceotd ya-
péyehro, mov @dTIle T0 TMPGO®TS TOL KL avtavakAotoe
emdvo oov. Xe képdile, oe oayrjveve... 'edetat 1 Lon
pe pdtia opOdvoryta, kat TV amoTuIAVEL PEoa OTIG £l
KOVEC TOU.

Topa o Zamdpta, o ‘EAinvag, o Zepapditg, o I-
onavég, o Xandpta moA{tng Tov KGOHOL APNoE TO Ke-
@dA tov ota yépla tov Oeob. Iiow tov, 6wpo ya pag
ta oyédd tov «Tdpa ora pérwnd pag yerrovéypave d-
orpab .’

Mdpo Kapdapiton-Addun
Avandnpdpia kadnyritpra Apxirexrovixiig EMIT

Apyelo Xandpra ANA (avérdoto).
5. J. Amisano, ZuvévievEn oty Athdvia, 1998.
6. O. EX6wng, To Aéiov Eori (ABriva 1959) 73.
7.0.m. 75.
8. O. EAdwg, [Tpooavarodiouoi (ABYva 1978) 14-15.

9. L. Zandpra, Architects Sketchbook of Atlanta, American
Institute of Architects (Atlanta 1985).

10. EXdtng (omu. 8) 41.

MARO KARDAMITSI-ADAMI
The Drawings of Isaac Saporta

In Spring 2000 I went to Atlanta, Georgia together with
my colleague Margarita Sakka-Thivaiou, in order to
receive the architectural archive of Isaac Saporta (1910-
1998). Of Jewish origin, Saporta was born in Volos,
where he spent his childhood. He studied architecture in
Vienna and then travelled round Europe, where he got
to know personalities in the intellectual world, formed
friendships, and found himself at the centre of develop-
ments in architecture. He returned to Athens and settled
there, marrying Nora Nechama, daughter of the distin-

2, 2002

guished Thessaloniki lawyer Joseph Nechamas. The war
would take Saporta to the mountains as a member of the
Resistance and Nora to a German concentration camp.
They were reunited in 1945, decided to emigrate and in
1947 left for Atlanta to begin a new life.

In Adanta Saporta would work, build and teach as an
academic at the local architectural college, while engag-
ing himself in the struggle for black civil rights and the
protection of the environment. He retained his close ties
with Greece and often made visits there. During the last
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of these he decided to leave his architectural archive to
the Archives of Neo-Hellenic Architecture at the Benaki
Museum, even though he had already received an
approach from the architectural school at Georgia Tech.

As well as his architectural designs, we found in the
archive a huge number of drawings... mainly sketches
made with pencil, crayon, marker pen, biro, dip-pen,
paintbrush, fountain pen... small sketches, tiny sketches
(3 x 5 cm), large sketches (50 x 70 cm)... sketches on
ricepaper, tracing paper, cardboard, wrapping paper...
experiments with techniques and materials.

Just a few drawings belong to the pre-war period.
The vast majority, almost 99% of the total, were made
between 1947 and the time of his death. His output
falls into two main categories —landscapes and female
nudes. There are also smaller groups —animals, street
scenes and episodes from everyday life, portraits— but
the numbers are very small.

200

He rarely coloured his sketches and worked mainly
in black and white. But he fills you with light and
colour... sometimes incredibly frugal, sometimes lu-
xuriant. Sensitive, sensual, he gives free range to his
personality and his soul, without any sign eithe of
shame or of boastfulness.

Perhaps the most important aspect of his work are
the female nudes. The lines of Elytis come to mind: “4
glance at the small, the trivial, the great, the eternal”.
Some drawings he was especially fond of and reworked
again and again... reducing, enlarging, elaborating by
adding or removing details.

Saporta’s whole philosophy and life emerges from
his drawings. The joy of existence, the open-handed
sharing of this joy with those around one, family and
friends, love of beauty, youth, life. “Hommage a la jeu-
nesse et la beauté”, as he himself wrote at the foot one
of his female nudes.

MOYXEIO MITENAKH
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EKOEXEIY — EKAHAQXEIYX — EKAOTIKH APAXTHPIOTHTA

Amoyn ¢ ékbeong 2wxpdrng Mavpoppdrng. Epya Svveripnong Mynueiwv Axpondiews (pwt.: X. Mavpoppdng).

A. EKOEXEIX ¥TO MOYZEIO MITENAKH

Q H Yalovpyia vwy Jovivdvawy

(20 DePpovapiov - 15 Maiov 2002).

Awopydvwon: Corning Museum of Glass, Mytpomoht-

uké Movoefo g Néag Yépkng.

Zyedaopde ékbeonc: Zrapdng Zdvvoc.

Xopnyia: TITAN AE, T'eviki Tpdnela, Xpnpatiotipio

A&idv ABnvév. Me v vnootiipién tov Yrovpyeiov E-

Eateptkdv, tov Yrouvpyeiov EBvikric Apuvvag kat tov Y-

novpyefov [ToAttiopod.

Xopnyol emkowvaeviag: EPT, epnueptda H Kadnueprvi.
AeBviic éxBeom pe mepimov 140 and ta mo onpavti-

kd Sefypara wohapikig varovpyiag mouv ypovoroyot-

vtat and tov 70 éag tov 190 ardva. Xty éxBeon me-

piebnkav épya epmvevopéva and tg mapaddoelg

¢ Votepng apyaldtntag, avukelpeva and v mepi-

060 axpnic ™G oiaptkic vaiovpyiag Leypapiopéva

pe PHETAAAIKA XpdpaTa Kat OHAATO, KAl peETayevEéoTe-

pa okebn and v [epoia kat myv Ivéia. AtapBpopévn

Oepatikd kat ypovoroyikd, 1 £ékOeon mapovoiace dreg

¢ KUpLeg TeyVikéS kataokevig yvaitol, mapéyovtag

2, 2002

otov Beatj pa ovvomtky £1kéva ToV OXNRUATOV, TOV
TEXVIKGOV KAl TOV AQUTEPDOV YPOHATOV TIOV XPTOLHO-
molovy ot povocovApdvol varovpyol. H €kOeon eykat-
vidotnke oto Corning Museum of Glass kat ot ouvé-
xewa oto Mntpomoiitiké Movoelo g Néag Yéprnc.
Ztnv Evpdmn mapovotdotnke anokielotkd oto Mou-
oelo Mmevdxm.

Katdroyog: Stefano Carboni, David Whitehouse, /H v-
alovpyia twyv covirdvwy (ABYva 2002, éxdoon: eAAn-
VIKT], ptgp. and ta ayyikd Mdpia Awapdven ISBN
960-8452-88-0).

Q Xapdrapnos Zpaéldog Apxirexrovixn — Avinrvén

(28 Maiov - 23 Iovviov 2002).

Aopydvaon: Apyela NeoeAdnvikiig ApyitekTovikic.
Xy éxBeon mapovotdotnke 10 obvolo tov £pyou

tov apytrtéktova Xapdiapmov Xgagéirov, oty EAAG-

da kat to e€wteptkd.

Katdhoyog: Xapdlaumnog Spacdiog. Apxirexrovinri — A-

vamrvén (ABrva 2002, emp. Mapyapita Zdkka-Onpai-
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H vadovpyia
WY
oovAravuwy

MHTPOHOOAITIKO MOYIEIO TEXNHEZ
THE CORNING MUSEUM OF GLASS
MOYZEIO MIIENAKH

ov, AAikn Toipytarov, ékdoon: eAAnviki/ayyiwr} [ISBN
960-8452-91-0).

Q Lila de Nobili — I'idvvng Toapovxng. Mia ovvdvinon
(4 TovAiov - 23 ZemtepPpiov 2002).

Awopydvoon: Tpijpa Zeypagikig, Xapakukdy kat Zye-
dtwv, 1épupa I'dvvn Toapobyn.

H £kBeom —eAdytotoc @bpoc tpnc ot peydin okn-
voypdgo, foypdpo kat evdupatoddyo— amoterel pa
PG emagy| tov kool pe to dyvooto otnv EArdda
¢pyo g Lila de Nobili (1916-2002). H ovvdvinor] mg
pe tov ['dvvn Toapotyn oug dexagtieg Tov '60 Kkat tov
70 eCedlyke oe otevi| @ihia kat oe drapkr] Sidioyo
yGpw and v ovoia g Loypa@ikic kat g TéYvNG ye-
vik6tepa. Xy ékbeon ovykevipdBnkav and to Mov-
oefo Tdvwn Toapodyn kat Wwtikég ovAhoyés meplo-
o6tepa ané 200 épya g de Nobili, defypata g dov-
Aewdc ¢ oto Béatpo kat v dmepa aArd kar g Lw-
ypagikrig g deoteyviac. IlapdAinia, mapovotdon-
kav kat y6pw ota 40 épya tov ['tdvwn Toapotyn, mov a-
VadeLikvioLV TV KAAALTEYVIKY] OLYYEVELQ KAl TOVG KOL-
voug mipofAnpatiopoic twv d6o dnptovpydy.
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Katdhoyoc: Lila De Nobili — I'dvyng Toapovxng. Mia
ovvdvinon (exd. Movoglo Mnevdkn — Tépupa Idvwn
Toapotym, ABva 2002, emp. Nikn [pundpn, Mdpa
Awapdven, Pavij-Mapia Totykdkouv, ékdoon: eAAnvikiy/
ayyAter) ISBN 960-8452-93-7).

Q Swrpdrng Mavpoupdrng. Epya Svveripnong Mvnyei-
wv Axpondlews

(1-20 Oktwfpiov 2002).

Aopydvoon: Movoeio Mrnievdir, Emtpony) Xevinpi-
oeos Mvnuelov Axponéiead.

H éxBeom napovoiace 1o €pyo ¢ anokatdotacng
TV KAaotkdv pvnpeiov tov Bpdyov g Axpdmoing
péoa and ug gotoypagpies tov Lokpdt Mavpoupd-
), 0 omofog apakoAotinoe pe tov pakd tov Ty Tpo-
grolpacia kat ty eKTEAED TOV EPYACLAV.
Katdhoyoc: Ta éppa orny Adnvaixi Axpdmodn (1975-
2002). Pwroypapies rov Swipdrn Mavpopudrn (exd. Y-
novpyeio [ToArtiopot, Emtporny Zvvinprioewg Mynpei-
v Axportdreng, ADrva 2002, ékdoon: eAdnviki) ISBN
960-214-030-5, ayyAiki [SBN 960-214-031-3).

Q Kewpridia tng Appeviag and tny Kidixia. To Movoeio
tov Kadodixoodrov oro Avredids tng Bnpvrov

(30 OktoPpiov - 10 AexepPpiov 2002).

Aopydveon: Tpijpa MetaPBulavivic ZvAloyc touv
Movoeiov Mmnievdkn, pe ) ovpnapdotaon g Appevi-
krjc Kowdnrac kat g Appevikiic EkkAnotag tne EA-
Addac.

Xyedraopdc ékbeonc: rapdne Zdvvoc.

Xopryta: Yrovpyeio IloAttiopod, Topupa I. @. Keoto-
TovAOU.

Xopnykt} vootipién: Mntpénoiic tov ev EAAGSL op-
B066Ewv Appeviov, ALPHA Acopalotiky og ovvepya-
ola pe toug avtanokpitéc tov Lloyd’s, I'. KapaPiag kat
ovvepydrec EITE.

H £éx0eom Sranpaypatedetat v wotopia kat v té-
v tov Appeviov e Kilikiag ané v nepiodo tov
peoatavikot Baotreiov e Mikpdc Appeviag, tov 110
aldva, €0g tov peydio Stwypd tov 1915. Ta nepimov
80 avtikeipeva mov extéBnkav, Tpoépyovrat and touvg
Onoavpois tov matplapyikot vaot g Aylag Xogiag,
kat petagépbnkav ané to kapaPdvt tev mpoo@lywy
otov OpSpHo THE PULYHG Katl ToL EKTATPLOpos and to Xig
¢ Kitikiag, oto Xarém kat téAog oto Aviehids g
Bnputod, émov ofjpepa éxet v €6pa tov o KabBoAtkde

MOYXEIO MITENAKH
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Anoym g ékBeong Xpdvng Mndrooylov — Mia mpoownixit Néxvia (1993-2000). Eva eixaorind doxinto
yra tn Myviiun (pot.: A. Kovpyavtdxng).

\vaoraoia Apavbakn

140¢-180¢ atwvacg
Xuldoyn P. Avbpeddn

tov Meydiov Ofkouv g Kihkiag.

Katdhoyoc: Kewpridia rwv Appevior tng Kilixiag (exd.
Ohkde, ABiva 2002, éxdoon: eainviky) ISBN 960-
8154-20-0, ayyAwucr] ISBN 960-8154-19-7).

2, 2002

Q Eixdves, 140¢-18o¢ aidvas and tn ovAdoyi tng Pévag
Avdpeddn
(5 NoepPpiov - 5 Aekepppiov 2002).
Awopydvoon: Tpppa Bulavuviig kat MetaBulavtviic
Téyvnc tov Movoeiov Mnevdin

H napovoiaon ewdvov and m Zviroyn e Pévac
Avdpeddn péoa oug aibovoeg g Bulavtiviig Zvido-
yric onpatodotel tov avambonacto deopd e pe 1o
Movoeio Mmnevaxn —pérog e Aowkntiig Emrpo-
mg and 1o 1967 éoc to 1996, kat anoterel ya to
povoelo pa erdylotn ékppaoct evyVOROOBVHGC Kat Tt-
g ot pvAipn ™. H ovAloyn tev eikdvov g elvat
ané ug mo onpavukéc WTKEG OLAAOYEG Tov £ldOUG,
TPOOPEPOVTAG £VA TIAVOPARA TOV EAANVIKGOY POPN TV
elkdvev and tov 140 éwg tov 180 atdva kat pa agetn-
pla yia va avakardypet kaveic ta kowd otoryeia alrd
Kat v ekQpaotiky moAvpopgia mov g dtakpivet.
"Exboomn: Avaotaoia Apavddxm, Eixdves, 14o¢-18o¢
ardvas. 2vldoyi P. Avdpedon (exd. Movoeio Mneva-
i — Skira, ABYjva 2002, ékboomn: eAinviky ISBN 88-
8491-109-5, ayyiunq ISBN 88-8118-963-1).

Q Xodvng Mnérooylov — Mia mpoowmixi Néxvia
(1993-2000). 'Eva eixaorixé doxinzo yra tn Mviiun
(17 AexepPpiov 2002 - 19 Iavouvapiov 2003).
Aopydvoon: Movoelo Mmnevdxn.
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ITapovoiaon evég moAvmtvyov épyou tov Xpévy Mmé-
tooylov, ané v mepiodo 1993-2000. O titdog ava-
pépetat ot paywdia A e Odbooeiag, oty omola me-
prypdgetat 1) kdBodog tov Odvooéa oe évav t6émo Gmov
dev undpyel po¢ kat 6mov péoa and pa terety] “vekpo-
pavteiag” ovvavtd kat OLVOHAE] pE TIC OKIEG TV TiE-
Bapévev. X Sk tov mpocomiky| “vékuia”, o kKaAAité-
xvNe mpooniddnoe va ewkovioet to mag Bupdrar kdnowa

npdowna mov dev vidpyovv ofjpepa kat énatgav onpa-
vk poro ot Lot tov. To €pyo avtd grrodolel va armo-
teléoet éva etkaotikd Sokipto Tave ot PVipN.
“Exdoon: Xpévng Mnétooyrov, Ayyerog AeAnPopprdc,
Anpitpne Mapevitng, MdpOa-"EAln Xpiotogpébylov,
Xphotog I. Adlog, Eidwda kaudviwy. Mia mpoownixi
Néxvia (exd. Metaiyuo, ABYva 2002, ékdoon: eAAnvi-
i} ISBN 960-375-471-4).

B. EKOEXEIX TOY MOYZEIOY MITENAKH EKTOZXZ TON XQPON TOY IAPYMATOZX

Q Le bijou grec. Reproductions des Collections du Mu-
sée Benaki

I'evetn, Hotel du Rhéne (25 ®PeBpovapiov - 10 Map-
tiov 2002).

Awopydvoon: Tprpa NeoeAinvikot TToittiopod kat
NeogAAnvucric Téyvng.

210 mhaiolo g ekdNAwong Art et Sciences de la Gréce
ot l'evedn mapovordotiav koopfjpata and tg avi-
Aoy£S Tov povaoeiov.

Q Qwroypagpics rov James Robertson «Adrva xar EAAn-
vikés Apxarbrnrecy 1853-1854 and 1o Pwroypagpixd
Apxeio rov Movoeiov Mmevixn
Aovdivo, EAAnviké Kévtpo (17 Amnpiriov - 17 Maiov
2002).
Aopydveon: Tprjpa Potoypagikdy Apyeiov tov Mov-
ogfov Mnievdkn, EAAnviké Kévtpo Aovdivou.

2y ékbeon mapovotdotnkav 38 mpotdtuneg poTo-
YPa@iec tov dtakekptpévon ZkaTo€iou TEPIYNT-Po-
toypdgov James Robertson (1813-1888). Ot gwto-
ypagiec avtéc anaptiCouv to portfolio Photographs by
Robertson. Athens and Grecian Antiquities xat npoép-
yovtat and v npadt enfokeyt tov oty Abrjva. Zu-
pninpopatikd extifevial téooepic potoypagpies tov
1diov mov avijkovy oe dAAeg ouAAOYEC.
Katdhoyog: Pwroypapies rov James Robertson «Adriva
xar EAAnvixés Apxaidrnresy, 1853-1854 and ro Puw-
roypapié Apxeio rov Movoeiov Mnevdxn (ekd. Mov-
oelo Mmevdkn, ABrjva 1998, ékdoon: eAAnviki/ayyAi-
i) ISBN 960-8452-57-0).

Q Adrva 2001 — Pwroypapiés dypeis xar andipers
Agvkooia, KaoteAhiduooa (28 Maptiov - 7 Anpidi-
ov 2002).
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Aopydveon: Tujpa Portoypagikady Apyeiov tov
Movuoefov Mmnevdkn, Portoypagikés Kikhog, Apyr
Tniemkowovidv Kénpov (ATHK).

Ot niepimov 300 portoypagies g ékBeong tpaPriym-
kav ané 34 véovg "EAANvec potoypdgpoug, otoug omoi-
oug mpootéBnkav kat 6o ['dArot, taktkol emokénteg
e EAAddag, o Jean-Frangois Bonhomme kat o Bernard
Plossu. H ABYjva anetkoviCetat péoa and v vroketpie-
VIKT] TIPOOEYYIoT VE@V KAAMTEXVAV POTOYPAP®V TIOL
Couvv o€ avtijv.

Katdroyog: Adriva 2001 — Pwroypagixés 6ypers xar a-
népers (ABYva 2001, ékdoom: eAAnviki/ayyiiky ISBN
960-7404-50-5).

Q Heavenly Light. Greek Post-Byzantine Icons from
the Velimezis Collection

2eoVA, Korea Design Centre (15 Maptiov - 16 Iovvi-
ov 2002).

Aopydvoon: Movoeio Mmnevdin, Yrovpyefo TToArt-
opot kat Tovpropot Néuag Kopéag.

[Teprodetovoa éxleor) pe ewdveg g petaPulavu-

V¢ téxvng and tn ZvAioyt] tov Awpidiov Beapéln. H
ékBeomn mpaypatomnoteitar oto mraiolo twv diebvov a-
OAnukdv kar molTioukdy yeyovdtav Tov dtopyavd-
vovtat ot Zeo0A.
Katdhoyoc: Greek Post-Byzantine Icons from the Veli-
mezis Collection (exd. Movoeio Mmnevdkn — HaNa
AdCom, Zeovh 2002, éxdoom: eAinvikyj ISBN 960-
8452-90-2, xopeauki/ayyhky ISBN 89-952880-0-0).

Q NELLY Apéodn — Adriva — Néa Yépxn
Aopydvoon: Tpnpa Potoypagpdv Apyeiowv tov Mou-
oglov Mnevdxn, EAAnviké “I8pupa IloArtopod - Ila-
pdptnpa Bepoiivou.

MOYZEIO MITENAKH
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Méoa ané tc gpotoypapieg g ékbeong anotoipd-
Tal pa avadpopiky mpooéyylon tov £pyou TG peyd-
Ang gpotoypdgov ‘Exine Zepaiddpn. H ékbeon nepiéd-
devoe otig akdrovlec mdrerg:

Kleve (OArravdia), B. C. Koekkoek Haus (3 Maptiov
- 28 Ampiriov 2002),

Tiibingen (leppavia), Gallerie der Stadt Tuttlingen (13
Xemtepfpiov - 20 OxtwPpiov 2002),

Moévayo (Teppavia), Staatliche Antikensammlungen und
Glyptothek (30 Oxtwppiov - 15 Aexepfpiov 2002).
Katdroyog: NELLY, Dresden — Athens — New York
(exd. Prestel Verlag, Griechische Kulturstiftung, Mé-
vayo-Aovdivo-Néa Yopkn 2001, éxdoon: ayyAiki/yep-
pavikr) ISBN 3-7913-2553-1).

0 Ta Potoypagkd Apyeia, oto mraioo g 14ng 61
eBvotc patoypagiknig dtopydvoong g Oeooarovikng
«@oroypagiky) Zvykuvpia 2002» (15 Pefpovapiov - 25
Maptiov 2002), ovppeteiye pe 6bo exbéoeic:
Kwvaravrivog Mdvog, The Greek Portfolio
Beooalovikn, Anpotikr TTvakoBrjkn (22 PePpovapi-
ou - 20 Maptiov 2002).
Katdhoyoc: Kwvoravrivog Mavog, The Greek Portfolio
(exd. K. Mdvoc, Movoegio Mmevdkn, ABrjva 1999, éx-
doon: eAAnviki ISBN 0-393-04683-4).
I[péowna orn 2xid. Kdorag Mnaldpas — Bovla
anaiwdvvov — Anpritpns Xapiorddng
Oeooarovikn, Aratid Tpapét (19 PeBpovapiov - 15
Maptiov 2002).
Katdhoyoc: Ipbowna orn xid. Kdorag Mnaldpag
— Bovda Ianaiwdvvov — Anutirpne Xapioiddng (exd.
Xdpne Aotkag, Abvjva 2002, emp. Kootig Aviovid-
dne, éxdoon: eAdnvikr ISBN 960-8452-89-9).

Q Ipoopuyixoi Kanuoi (1925-1927) pe 1o paxd tng
Nelly’s ané tn ovAdoyri rov Puroypapixov Apxeiov rov
Movoeiov Mmevixn

Alopydvoon: ‘Eveoon Zpvpvaiov, Tpipa Potoypagt-
kv Apyeiov tov Movoeiov Mmevdkn.

Me v evkapia g enetelov tov 80 xpdvov and
Mikpaoauxy] Kataotpogy, napovoidotnke éxbeomn pe
17 gpotoypagies g Nelly’s ané ) ovAioyq tov Pe-
toypagikadv Apyeiov pe Bépa tovg Mukpaotdteg npé-

2, 2002

ogpuyec. H ovykexpipévn @otoypdgion eiye avareel
o Nelly’s ané mv apepicaviky opydvoon Near East
Organization, pe okond v evatodnromnoinon tou Kot-
vou yia v otkovopky evioyuan tev mpoopiyev. H éx-
Beon meptddevoe:

ABnva, IMvevpauksd Kévipo Ajpov Abnvaiev (5-26
Defpovapiov 2002),

KaAAiBéa, Anpotky] [Tivakobijkn Kariibéag «Xogia
Aaokapidouv» (22 Maiov - 5 Tovviov 2002),

Nikaia, AiBovoa ekdnidoeav Aypapyeiov Nikatag (5-
30 Iouvviov 2002),

Adproa, Knrnobéatpo Adpioag (28-30 Avyototov 2002).

Q Nelly’s, Xdpa xar Xopds

P£6upvo, Ktipto tov ITupoPorikod tov Meosatwvikot
Dpoupiov (21 Avyototov - 18 ZemtepPpiov 2002).
Atopydveon: Tuipa tov Potoypagikdv Apyeinv tov
Movoeiov Mmevdkn, IToArnotkég X6Arioyog Pefi-
Rvne.

H ¢kBeon elye mapovolaotel yia mpd gopd oty
Kaiapata to 1997, oto mhaioto tov Atebvoic Peoti-
Bar Xopod. Méoa and g 77 gotoypagieg tng £xbe-
ong Swaypdgetar 1 mopela ¢ paToypdpov amd
Apéodm ¢ I'eppaviac éoc g pvnpetakés potoypagi-
£G Yopot otV AkpOToAY), TTOL oKaVOdALoaV T CLVTY)-
pnticy abnvaixij kowvovia tov Meconolépov.
Katdhoyoc: Nelly’s, Xdpa xar Xopde (exd. Aypa — Ap-
pog, ABnva 1997, éxdoon: eAinvikiy/ayyiry ISBN
960-325-221-2).

Q Nelly’s, Xdpa xar Xopds

Abnva, Kévipo Ewkaoukav Texvav I'. Kapton (20 Ae-
kepPplov 2002 - 15 Pefpovapiov 2003).

Aopydvoon: Afpoc Purobéng, Movoeio Mmevdkn,
Mebvéc Kévrpo Xopot Karapdrac.

"ExBeon ¢ yvwotig getoypdgov Nelly’s. Ot poto-
ypagiec mov extédniav eivar 21 mpoTéTUNEG EKTLTIO-
oglg and ta ypévia mov foboe oty Apéadn, v EAPe-
tia kat v ABfva, kabBog kat 73 obyypoves extund-
oelg and ta mpOTOTLTIA APV TLKA.

Katdhoyoc: Nelly’s, Zipa xar Xopde (exd. Aypa — Ap-
pog, ABva 1997, éxdoom: eAinvikiy/ayyiucyy ISBN
960-325-221-2).
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[ ZYMMETOXH XE EK@EZEIX AAAON ®OPEQON ME AANEIZMO EPTON

— And v Ieviédn orov Ilapdeviva. Méoya, Kpatu-
k6 Movoefo Apyrtektovikric (10 Ampidiov - 10 Maiov
2002).

Aopydvoon: Ynovpyefo Ténov kat MME, Tpageio
Tténov Méoyac. Zuppetoyr| tov Turjpatoc Pwtoypa-
Qv Apyelov.

— 1884-1930: And tn Xproriavixsn Xviloys oro Bvia-
viwvd Movoeio. ABYva, Bufavuvé Movoeio (29 Mapti-
ov - 31 OktePpiov 2002). Xvppetoxy| tov Tufpatog
Dotoypagikay Apyelav.

— Avdpwnog xar Tomio, EAAnviki Pwroypapia 1930-
1960. BpaGiria, EAAnvikn TTpeofeia (19 Maiov -2 Tov-
viov 2002).

Aopydvoon: Ymovpyeio EEotepikdv. Zvppetoxy touv
Twipatog Petoypagikdv Apyeiov pe mapaxodpnon 6-
AOUL TOUL POTOYpAPIKol LAIKOY NG ékbeomg.
Katdroyog: Avdpwmog xar romio. EAAnvixi Pwroypa-
pia 1930-1960 (exd. Ynouvpyefo Ewtepikdv AbBrjva
2002, éxdoon: eAAnviki/ayyAikr).

— H Ioropia rov EAAnvikov AdAnriopov. AByva, Tlo-
Anotikég Opyaviopds tov Avjpov ABnvaiov (6 Iovviov
- 15 Noepfpiov 2002). Zoppetoxy tov Tpjpatog Neo-
eAAnvikob I ToArtiopot kat NeoeAAnvixiig Téxvne.

— Ybpa — erxaorixés anorvndoers. Epya EAA#ivay xad-
Awzexvay rov 2000 ardvar. "Yopa, Movoeio “Yopag (15
Touviov - 31 Oxtefpiov 2002). Xvppetoyr mg [Tvako-
Bning N. Xattnkvpidkouv-T'kika.

Katdroyog: Yipa — erxaorixés anorvndoeis. Epya EA-
Arvwy xalAirexvdy rov 2000 ardva (ABYva 2002).

— Opadixii éxdeon yra vov eopraoud rwv 40 xpdvwy tng
EAAnvoyeppavixiic Aywyric. ABjva, EXAnvoyeppavikn
Ayayy (10-16 Iovviov 2002). Zvppetoyr) e ITivako-
0Mkne N. Xattnkupidkouv-T'kika.

— Oz KvxAddeg and rov 170 éwg rov 190 ardva. aykpi
(Nd&og), [Tépyoc Mnataiov (21 Iouvviov - 8 Zentep-
Bpiov 2002). Zvppetoxf tov Tufuatog Zoypagikiig,
Xapaktikodv kar Xyediov, kat tov Tprjpatoc Neogh-
Anvikot IToArtiopotd kat NeogAAnvikig Téyvng.

— O1 Apxrrexrovikés Xmovdés oro Edvid Meradfio
ToAvrexveio, 1917-1974. ABfva, EBviké Metodfio
[ToAvteyveio, Iotopiké Ktipro Ilputaveiag (3 Maiov
- 30 XemtepPpiov 2002). Zvppetoxn tov Apyeiov Ne-
OEAANVIKNG APYITEKTOVIKNG.

Katdhoyog: O Apxirexrovixés Xmovdés oro Edvixd
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Meradfro TTodvrexveio, 1917-1974 (ABYva 2002, ék-
doom: eAAnviki/ayyAtkn).

— dwmAwparia xar ovyypapixd Eoyo. Abfjva, Ymouvp-
velo E€wtepikdv (26 Maptiov - 26 Anpiriov 2002).
Xoppetoxn] tov Turjpatog lotopikdv Ketpnhiov.
Katdroyog: Adwmdwparia xar ovyypapiié £oyo (ABYva
2002, éxdoon: eAAnviky).

— TRANSPHOTOMETAFORES: 1poxiés xar Araorav-
paoerg. Avdarovota, Centro Andaluz de la Fotografia
(30 IovAiov - 15 ZemtepPpiov 2002). Xvppetoxy tov
Tunpatoc Potoypagikdv Apyelov.

Katdroyog: TRANSPHOTOMETAFORES: 1poxiés xai
Aaoravpdoers 2000 (Oegooarovikn 2000, ékboon:
eAANVIK/ ayyAikr)).

— 2vvdvinon pe tn BvCaviivii Epvadwuévn Kepapixh.
ABnva, Bulavuvé kar Xprotaviké Movoeio (28 Av-
yotatov 2002 - 31 Oxtofpiov 2002). Zvppetoxr| tov
Tufpatog Bulavuviic kar MetaPuiavuvic Téxvne.

— Torques: Belleza y Poder. Madpity, EOviké Apyar-
ohoyiké Movoeio (26 ZemtepPpiov - 1 AekepPpiov
2002). Xvppetoy tov Tujpatog Ipoiotopikic, Ap-
yatac EAAnvikig kat Popaikrc Téyvnce.

Katdhoyoc: Torques: Belleza y Poder (Madpitn 2002,
£kboon: Lomavik).

— Bulls. Image and Cult in the Ancient Mediterranean.
Bapkerdvn, The City History Museum of Barcelona
(14 NoeuPpiov 2002 - 6 Maptiov 2003). Zvppetoy
tov Turpatog [poiotopikng, Apyaiac EAAnvikyc kat
Popaiikng Téxvng.

Katdhoyog: Bulls. Image and Cult in the Ancient Me-
diterranean (Bapkehdvy 2002, £xdoomn: kataravikny/
KkaotuAtdvikn/ayyAwi).

— To Awyaio rwv Balxavikdv moldéuwy 1912-1913.
AéoPog, Anpotiké Ofatpo Muturivng (8-22 Noep-
Bpiov 2002). Zuppetoxy tov Tprpatog Zoypagpikic,
Xapaxtikedv kar Xyediov, kat tov Tpfuatog Iotopt-
kv Keypniov.

Katdroyog: EXévn T'apbika-Katoraddicn, I'dpyoc Map-
vapime, To Awaio rwv Badxavixdy Tlodéuwv 1912-
1913 (ex6. Ynovpyeio Aryafov, EAIA, ABvva 2002).

— The Lost Arts of the Ancient Goldsmiths. Jewellery
Manufacturing in the Ancient Mediterranean world,
VIE] century B.C. Baiéta (MdAita), EOviké Apyai-
ohoyiké Movoefo (25 Oxtwfpiov - 24 NoegpPpiov

MOYZXZEIO MITENAKH
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2002). Zvppetoxn tov Turjpatoc Ipoiotopikic, Ap-
xalag EAAnvucic kat Popaikric Téyvnc.

Katdhoyog: The Lost Arts of the Ancient Goldsmiths.
Jewellery Manufacturing in the Ancient Mediterranean
world, VII-I ¢. B.C. (Baléta 2002, éxdoom: ayyiur).

— La Grecia nelle Imagini dei Pittori Filellini Italiani
del Museo Benaki (H EALdda twv Traldyv Dildelsivay
(wypdpwy). Bevetria, Mapkiavy BifAoBnkn (19 Ae-
kepPpiov 2002 - 31 Iavouvapiov 2003).

Aopydveoon: Mapkiavy Bifrobikn, EAinviké Ivou-
totto Bufavuvav kat MetaPuiavuvay Xmovddv Beve-
tag. Zoppetoxf tov Tpipatog Zoypagukic, Xapakt-
KOV kat Zyediov.

Katdhoyoc: Niccolo Tommaseo e il suo mondo. Patrie e
nazioni (Venezia 2002, éxdoon: ttaiik).

— Botia Ilanawwdvvov [lpdowna orn oxid. ADvva,

Doroypapikd Kévipo ABnvav (17 AexepPpiov 2002
- 31 Iavovapiov 2003).

Awopydvoon: Tpipa Potoypagikdv Apyeiov, Poto-
ypagié Kévrpo Abnvav.

— Anurirpng Xaprowdong. Ilpdowna on oxid. ABvva,
Doroypagucd Kévipo ABnvév (5 NoepPpiov 2002 - 22
NoeuPpiov 2002).

Awopydvaoon: Tpipa Potoypagikav Apyeiwv, Pwto-
ypagpiké Kévipo ABnvav.

— Iidwva war Tvypwva Haixvidra. Nadvmio, [lelomov-
vhotakd Aaoypagiko Topvpa IT.AL «B. [Tamavteviov»
(12-31 AekepPpiov 2002). Zoppetoysi tov Tunudrev
[Tarywdiev kat [Hawdikiie HAwklag kat Neogddnvikod
[ToArtopot kar NeogAinvikic Téxwne.

Katdhoyoc: [Tridwva xar yvyiva naixvidia (exd. Mouv-
oelo Mmnevdx, ABvjva 2002, éxdoon): erinvikn).

A. EKAHAQXEIYX XTO MOYXZEIO MITENAKH

210 Movoelo Mnevdkn npaypatonomidnkav onpa-
VIKEG TIOMTIOTIKEG €KONADOELS, OTIOG TIAPOLOLAOELG
Bipriwv, ovvevietEelg timov 1] Giaréielc —evdelktikd
avagépouvpe T Oidheln g mpoédpou g Ipravdiag
Mary Mac Alleese katd ) Sudpkeia g emionung
emfokepric g otv ABvva oug 9 Tovilov 2002 7
v mapovo{acn TNG OLYKEVIPOTIKHS €Kk60ONG Tou
nom kot €pyov tov Odvooéa EAvty Hoinon and g
exddoeic Tkapoc. Iapdriinia, paypatomormifnkav ot
axérovbeg exdnrdoeis:

O Hpeptda yia tov Xtého Tpidviy (26 Lavovapi-
ov 2002).

To Movogio Mmevdky kat ot apyatoréyot @ihot tov
yAUTTn Ztéhiov Tpraver, THEOVTAG T Pvpn TOL Kat Ue
a@oppy] T GLUETAYP@ON TPLY YpSvav and tov Bdvatd
0V, OPYAvVEOOaV ETOTNHOVIKY NHEPIdA PE AVAKOWVOOELS
yla pvnpeia kar mpoPAfpata g apyatag eAANVIKAG
YAUTITIKYG, 0NV épeuva g omolag 1) oupforn] tov Zté-
Aov Tptdvn vnjpée ebapeticd onpaveicy]. Ta mpaicti-
Kd ¢ Npepidag kukropdpnoav wg lo mapdptnpa tov
nieproduco’ Movoeio Mnevixn.

U Mouvowkég exdniooerc.
2ug 4 lovviov o ovvBétng Xdpng Bpévrog mapovoi-

aoe £€1 épya tou yia povotky dwpatiov pe kovaptéto

2, 2002

A@lEpmpa ot pvnun
toU YAUIIY
TtéAwou Tpravin

MOYSEIO
MITENAKH

eyXOpO®V, TAVO KAl PV

Yug 14 Tovviov to Tpfpa Movotkdv Zmovddv touv
[6viov Ilavemmompiov dtopydvmoe ovvavAia kovapté-
oL £YYOPOWV.
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21g 18 Iovviouv mpaypatonotjnke ovvaviia pmapdx
ROUOIKAG HE a@oppi| TNV mapovoiacy tov ekdoTKOU
¢pyov touv Ivotrtobtov g Bevetiac.

Q Exkdfroon pviune pe ) Adpva Zapiov (14 O-
ktofBpiov 2002).

Me agoppun} ta 80 ypévia anéd ) Mikpaciatki Ka-
taotpogr] dtopyavadnke ovvaviia g Adpvag Zapiov
He ptkpaoctatikd tpayoldla kar avayvmot] TPo@opiKav

paptoptédv and ) Aaoypdgo Mipdvta Teplomoviov.

0 Awaréeic tov oopateiov «Ot Didot tov Movoeiov
Mmnevdxn» (Noéupprog 2002).

To Zwpateio tov PlAov tov povoeiov opydvwoe
Tpetc Sraréielg oto aibpio tov povoeiov tov Noéufpio
pe Bépa m Pokida. Ot drarégeic mapovoiacav v
otopia kat vy apyatoroyia tne neptoyfig and ta veo-
MOwd g kat ta Pulavivd xpdvia.

E. AYTONOMEZ EKAOXZEIX TOY MOYZEIOY

Q Oxovopdnovioes, pwroypdpos (exd. Movoeio Mre-

vdakn — Metaiypo 2002, ékboomn: edinviki/ayyin
ISBN 960-375-121-9). ®wotoypagpieg tov N. Owovo-
pémovAou and ) douvield tov ta teevtaia 20 ypd-
via. H ovvékboon éywve pe agopun v katdbeon 150
potoypaglav g ékdoong oto Tprpa Petoypagpikdv
Apyelov tov povoelov.
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0 Mdpo Kapdapiton-Addun, Nikéraog K. Movtod-
novhog, H Ocooalovixn péoa and ro paxd rov Apioro-
téAn Zixov, 1912-1917 (exd. Movogio Mmnevdkn - Ap-
xeta NeogAddnvikric Apyttektovikric — EAAnviké Aoyote-
k6 Totopiké Apyefo, ABva 2002, éxdoon: eAAnvikr/
ayyAiky ISBN 960-8452-94-5). To Pipiio mapovordlet
portoypagiec mov tpdfnée o apyrtéxrovag AplototéAng
Zayog ot Oeooarovikn t dekaetia tov 1910.

Q I[Mdrov Md&wpog, [tdvvng Piroog. Erxaorixd (ABY-
va 2002, éxéoon: eAAnviky ISBN 960-91135-2-4). H
éxdoon meptiapfdvet kelpeva yla ta {oypagikd épya
tou I'. Pitoov. To poveoeio ovvéPare oupPorikd oty
pdT €kdoon yia tov ot petd tm dwped tov ap-
xelov tov og avtd.

Q Henri-Paul Boissonnas, Mixpd Acia 1921 (exd.
Movoeio Mnevdin, 1dpupa Meifovog EAAnviopod, A-
Orjva 2002, éxdoomn: eAdnvikyy ISBN 960-7957-18-0).
Doroypagikéd Aevkopa tov Henri-Paul Boissonnas ané
mv gkotpateia tov eEAMANVikGY otpatevpdtev oty Mi-
kpd Aofa to 1921 (emot. empéreta: Eiprivy Mmouvvtoo-
p1, ABavdoloc Xidepnc, ewoay. kefpeva: N. Tarodp,
Ei. Mnovvtotpn, M. Bapid).

MOYZEIO MITENAKH



Mappdprva ayaipdria ABnvdac kat At6g tev voTtePOEAANVIOTIKGOV Ypovev (QoT.: ZT. XKomeA{TNG).

TMHMA [TPOIZTOPIKHZE, APXAIAY EAAHNIKHY KAI POMAIKHYE TEXNHX

[Tpoowmikd
Ewtivn anayewpyiov (vnebBuvny tpufpatog), Ayye-
Mk Znpa.

Awpeés — [NapakarabBrikec

— AMéEavdpog Kakadidpne: tpfjpa veortBucot ayyeiov®
— Avdvupog: pappdpivn emtépfia Ajrkobog

— EAévn A. Zapapdxn: mjiwvo pévoto graoki g
AELKHG ypamtiic kepaptkic kat acPeotorBiky kepa-

2, 2002

M) nurteAodc ayaipatiov, KLTPLAKNC TPOEAELOTC

— Iodvva Aapnipn-Anpdky, ot pvipn tev yovéev tge:
peravépopgo ayyeio pe oknvij and naraiotpa kat 8o
epubpdpopgpa pe oxnvég and tov dovuotakd kKBKAO®

— Anéotorog Apyvptddng: dbo opetydrkiveg enibeteg
raPéc okevdv TOV pORATKOV XPOveY”

— Frieda Nussberger: pappdpivn ewcoviotiky] kegair
yovatke{ag popeiic EAANVIOTUKGY YpSvav:

— INdpyog Mavpoidng: miAtvo poknvaikd edmAto.
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Ayopéc

— artuky gpudpdpopen Ajkubog tov Zoypdgpov tov Be-
poAivou pe mapdotaon Nikng, mep. 490 n.X., and
dnpomnpaoia Jean-David Cahn (17 Oktefpiov 2002)-

— pappdpva ayaipdtia Adg kat ABnvdg tov votepo-
EAANVIOTIKOV XpOVaV.

Anpootetoeig — EEwtepikég ovvepyaoieg

— A.-A. Maravelia, The Ancient Egyptian Inscribed
Faience Pieces of the Benaki Museum, 1, /NS 61,2
(2002) 81-109

— A.-A. Maravelia, “Otu mieiota Bopdoia <Aiyvrtog>
£xet kal €pya Adyouv pélom mapéyetat mpog macav yo-
pnv...”. Egyptian Collections in Hellenic Museums: A
Brief History and Some Pieces, oto: A.-A. Maravelia
(em.), Ancient Egypt and Antique Europe: Two Parts of
the Mediterranean World. Papers from a Session held at

the European Association of Archaeologists, Seventh An-
nual Meeting in Esslingen 2001 (= BAR S1052, Oxford
2002) 15-29-

— S. Vlizos, Syrische Portritplastik im Benaki Museum,
AM 116 (2001) 189-211-

— avakofvwor) tov dtevBuvy} Tov povoefov Ayyehov Ae-
AnPoppid pe titho «Die alexandrinischen Sammlungen
im Benaki Museum», oto ouvédplo Ausstrahlung Agy-
ptens auf Griechenland und Rom oty ®paykgotpty (27
NoepPpiov - 1 AekepPpiov 2002):

— oto mAaiolo g ovvepyaoiag g Eiprivg Ianayewp-
ylov pe v avaokagij oto Axpotipt Ofpag, to 2002
ouvvexlotnke 1) PEAETH TOL OYETIKOU LALKOU, Kal TIPOYGD-
PNOE 1 CLUTATPOOT] TNG Toryoypapiag mouv elye evto-
mwotel 1o 2001 pe mepartépe ovvavikovia tuijpata

(Moveeto Mmeviaxn 1 [2001] 185).

TMHMA BYZANTINHYE KAI METABYZANTINHY TEXNHX

[Ipoowmiid
Avaoracia Apavédxn (vnedBovn tpfjpatoc). EOeds-
vipta: Mdpa Beptkokou.

Awpeég

— dvo ekéveg and o kAnpoddtua e Kietodg Ie-
odpyrov AoyoOétn: ) [1avayia Bpepoxparovoa avapeoa
otoug ayfovg Nikdérao kat Xapdrapmo (190¢ at.) kat
ov Tperg Iepdpxeg, pe ypovoroyia 1858.

Anpootedoelg

H empeinpia e Bulavuviic ZvAioyic Avaota-
ofa Apavddkn mapovoiace avako{veon pe TitAo
<“Yyiévov ypd...”. Evenlypagog yxdikwvog kddog pe
oknvi] kKuvnytot oto Movaeio Mnevdkn», oto 220 2~
undoro tng Xproriavixig Apxarodoyixiis Erapeiag. H
{dla perétn, avemtoypévy, dnpootebetal pe ) pHopet
dpBpov otov mapdvta tépo.

TMHMA NEOEAAHNIKOY ITOAITIEMOY KAI NEOEAAHNIKHYE TEXNHE
TMHMA IZTOPIKON KEIMHAIQN

[Tpoowmuid
Kdre Yvvodivor (vnedBuvn tpfjparoc), XtéAra [ki-
ka, ['todra Pioka, Zogpla Xavdéakd.

Awpeéc

— ITétpoc Makpric-Ztdikog: BeAotdivo kovtoyotvt mov
avijke otnv Evrpa&ia Zt. Makpt}, andyovo tov otpaty-
you Anuntpiov Makpy (1772-1841)

— Xpijotog kat Aéda AyyeAidn: evoopatoAoyiko yovat-
kelo ovvoro, ayyAtkig pagng, yipo oto 1890-1900-

— Maipn Kovtoobpn: Cevydpt eniypvoa okoviapikia
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(Attikn;) kat mepdépato pe aonpévia mhakidia kat xd-
VIpEG, (owe and ta Awdekdvnoa:

— Evotdfiog [Metpémoviog: E6Atvo koutdht pe okat-
opéva yeopetpikd oxédia, and to Métoofo

— Nikog ITetpédmovrog: Aeviokevinpévo yuvaikeio
movkdptoo and t Muurivn 1 t Mukpd Aoiar

— Katepiva Znetorépn-Beschi: vapyidég kat mopoehdvi-
vo doyelo pe Coypaglopévn mapdotaor ‘EAinva ayovi-
ot] va vrepaomiCetal pra yovaika, dexagtia tov 1830
— Zageipo Avdp. Avdpéou: AeUKOKEVINUEVO TIOULKA-
ptoo kat peco@dpt, pappéva ota Mooyoviota (Aifa-
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AM-Kudwviég), yépo ota téAn tov 190v atdva

— XpuodvOn ZépPa: moddyvpog kat pavikt tovkapicouv
ané v Attiky kat 6o Aevkéc patrapobikeg pe ke-
VIHEVO povéypappar

— Hévn Avaotaoiou: petalwty padpn kdma kat eodpmnar
— EXévn Zwolpn: eniypuvoo e€dpmua koopjpatog
and v Attey

— AvBY Baroapdkn: ypvookévinto kovroyotvt témou
Apaliag kat kKGkKIvo @péot

— Iéva Iaidobon: 6o anotpijpata EGALVNG TadIKTg
Kobviag kat aonpévio tdpa og oypa Tardpng

— Baowuin Iavayiotdin: netoéteg, pla okovidtn kat
&0 Aevkokevinpéveg pe povéypappa and ty Kpr
— Selga Sherrard: movkdpioo kat otykodvt and v At-
Ty, Todld Kkar pméAia and ) Zarapiva kar tidkog
ané v Apdyepa

— Aparia Kapatdyka: vpavtd kidipt, tuijpa and kiki-
pt kat dvo pikpd vpavtd yardkiar

— Ztédha Muyaniidn: tpeig Aevikokevinpéveg ACEQ
KAt HECOQPOPL

— Aavdn Kapnépov: “kovoouvéro” (komavérl) mou
xpnowpornoteitat oto mAEEpo g daviérac

— John Leatham: xdAkvo aptotefo kat %o petdriar
— Aavdan KovPapd: pumotdotoc and petaiotd (satin) pe

™ @ippa tov kataotipatog, yépw oto 1850

— 2Zpdpvy Mapaykot: Aevkaditiko vpavtd and Awvd-
pL pe TOAGYpOHA YEOHETPIKA 0%€dLa kat olkoyevelakd
avtikeipeva:

— Eipivy L. Xatlnpnipov kat "Een M. Ogolroyitov,
ot pvijpn tev yovéev tovg ledvwn kat Ilnveidmng
Awapomotiov: kdma kat vuxTiké pe to povéypappa IT
— Mapia Znévila: evdupatoroyikd e€aptipata kat
avdrtuma oyeTikd kuplong pe to £pyo TG

— Aykaba Qpaykiokdtov: aonpévio adpdytt, aonpé-
vio avdpikd poAdt, aonpévia madik] kovdouvviotpa,
deppatddeto Pifrio tov 1545, Il Petrarca, In Lione
per Giovani di Tovrnes

— Eda Bhacsoomotiov: pdiiivo kdivppa kpefatiot.

Ayopéc
— évag EBAwvog Aepovootiepng
— évag EGAvog viopatootigTng.

Anpootedoelg

— dpBpo e Kdte Zuvvodwvot pe titho «Kooprjpata
g Zigpvou katd toug vedtepoug xpévous (1706 - 190¢
at.)», ovo: [paxvixd A Aiedvovs 2igpvaixov Svunooiov

(ABYva 2001) 341-58.

TMHMA IETOPIKON APXEION KAI XEIPOI'PA®QON

[Tpoowmkd

Baieviivn Toelixa (vnedBuvy tpiparog), Mapia
Anpnrpuadn, Aiékog Zdvvag, Baow Kopmidrov, Pe-
vdta Madpov. EBeroviéc: Eiprivn IManaiedvvou, Ev-
dokia IlavAde, Avuydvn Xtviiavomotiov, AkeEdv-
dpa Ayyeronotrov, Aona Atdoka, Katepiva Toai-
k1), Eiprivy F'aPard.

Awpeég

— Ehevlepia kat T'apugaid Pitoov: apyeio touv [dv-
vn Pitoou (1909-1990)

— Kovotavtivoc Aouvkdkng: apyelo e morjtprag
'‘OAyag Béton:

— ader@i| Awpobéa: pwtoypagia the aderpnc g EAé-
vne Kdmnapn, n onofa vrjpe pérog avtiotaotakig op-
yavoong, kabdg kat ototunie tov mpoowmko g
apyelov’

— Aéha Ayyelidn: apyefo e epmoptkic etapeiag

2, 2002

Oeoddpov kar Znopidavoc Ayyeridn (1898-1933)

— Muiydine kar Atdva Evid: emotory] tov Avidvy
Mmevdkn (1940)

— TTé6Av Znavoriot: oBopavikéd éyypago (poporoyikn
dfAmon) tov 1910

— Apyivn 'odtouv: 6o piAra epnuepidov, Kadnpepivii
(tov 19306) kar Krpvrag (tov 1906)"

— Attn Karwyd: 6to peydia moprpaita tov factiémv
[Tadiov kat Ppedepixnc

— Ayyelky Maykdkn kat Zrovhavég Hanayewpylov-
Lovatde: apyelo Zrvitavos 'ovatd (1876-1966)

— AléEavdpoc Zaotong: Hépog ToL TPOoOTIKOV TOUL ap-
yelou (mapdvopo deltio edrjoewv katoyric 1943-1944)
— Muyyanr Melrdc: €& potoypagiec and tovg Bakka-
VIKOUG TIOAEPOUG'

— EXevBéproc Beviléroc: ta katdhouma g puntépag
tov, Mapikag Beviéhov

- TI'dpyoc Kanerdkng: apyelo tov Avaotdotov Kepapt-
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Déwgagnmé
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Xepbypagn oeArida momjpatog tov ['dvvn Pitoov. Awped
EhevBepiac kat 'apuparidg Pitoov.

avidn aitepov ypappatéa tov Exevbéprov Bevitéiouv
— "EBn Tovrotmna: éyypaga and to apyelo e Zépvne
Kapotlou

— Awovione Xaprtémovroc: to apyefo mov elye ovykpo-
ToEL yla ) ovyypagi] tov €pyov tov Apng o apxnyds
WY ardKkrwy

- lodvvne Mavpopdne: oktd gotoypagiec pe Bépa

mv deién tov e€épotov EAMvov oto Aidketo g
Kopotkijc tov lotvio tov 1917.

Ayopéc

— apyetaks vhikéd and tov ovAréktn Nikdrao [Tority
— éyypaga and to apyefo Nikéiaov Anprrpakdmoviov
— avtiypaga dikatompaktkay eyypdgev and v Ka-
pérawva (190¢ at.)’

— éyypaga yia v (dpuon kat t Aertovpyla tov Mme-
vakeiov [Tadikod Actiov.

Apaompidtnteg — Anpooiedoeig

— ovveyifovtat yta debtepn ypovid ta pabipata tovp-
KikiG YAdooag kat ofopavikic ypagi|c, kat pe T ov-
vepyaoia tov tovpkordyov Mohamed Panachi ovveyi-
Covtat ot peta@pdoels tov odopavikdy eyypdeov pe
okomnd va akorovdnoet 1 €kdoot toug.

O AréEavopog I1. Zdvvag:

— ovppeteiye otn Aebv) Zrpoyyvin Tpdnela mov op-
yavabnke ané to lotopiké Apyeio Makedoviag (ma-
pdptmpua tev Tevikdv Apyelov tov Kpdroug) ot
Ogooarovikn (12-13 Tovviov 2002) pe v avakoive-
on: «EmAoyr| kat ExkaBdpion Apyeiov — Mé0odot kat
npoPAnpatiopoi»’

— ¢dwoe OdheEn oto Hellenic Centre tov Aovéivou
(26 Okt@Ppiov 2002) pe titho «The Archive of P. S.
Delta: A Testimony of Modern Greek History».

H Ba)evtivn Toghika:

— napovoiace 1o @Ap ¢ kndefac tov Eppavovii
Mmevdkn oto EBviké 'I8pvpa Epevvav kar Meletdv
EhevBéplog Bevigérog, oty Kprjm.

TMHMA OQTOTIPACIKON APXEION

ITpoowmiké

Davii Kwvoravrivov (vmedBuvn tpijpatog), Apyovtia
Abdaponovrov, l'ewpyla Ipopidov, Aswvidag Kovpyra-
vtdkng, Mapia Mdtta, Eprjvny Mmouvvtodpn, Aiikn
Toipytarov, ‘Orya Xapdarid. EBeroviéc: Ni6pa Ka-
towkdxn, [1émm Kacowtdky, PovdAa Miyaniidov, Bob-
Aa Avdpouiddkn, Muptéd HAddn-Kobtotkov.

Awpeéc
— ®avij Baguaddxkn: apyeio tov Iedvvn Adumpov, mou
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avépyetat oe 30.000 apviukd mg neptédov 1942-1980°
— Mapia-Péa T'eopyddn: apyelo tov Kodota I'. Tewp-
y1dodm, mov avépyetat oe 1.200 yudAva apvnukd g me-
ptédov 1920-40. Xt Swped mepthapfdvetar kar mArifog
potoypagikév meptodikdy kat PiAinv tg meptédou

— Zpapd Aytakdtoka: 12 gotoypagies tov tEAGY TOv
20006 aidva pe Bépa ta napadootakd enayyéApatar

— EAévn Zappn: mévie potoypagpikd moptpaita pe-
AV ¢ Paocthikig otkoyévelag kat endvopev ABnvai-
®v ¢ TEPLGdov tov MeoomoAépou
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Doroypagia tov [Tétpov Mnpotoain and ) dexaetia tov

’60. Ané ) dwped tov {drov.

— Mapivog T'epovrdvog: potoypagia tov Nikdraov
Toundln

— Mapiva Zakerrapiov: pwtoypagikd moptpaito g
Nelly’s*

— TTétpog Mmpotoaing: 1.000 mepimov apvitikd, da-
otdoewv 6 x 6, kat 80 potoypagies (Tpotdrvna tunG-
pata) peydimv 0laotdoemy.

Ayopéc

— gotoypagikd mavépapa e Abjvag (amoteiotpevo
and mévte koppdua) tov Baron de Granges mou ypovo-
Aoyeltal oto 1865°

— 38 otepeookonkéc potoypapieg tov Underwood &
Underwood, H. C. White kat Keystone View Company*
— téooeptg potoypagpies tov 19ov atdva tov "EAdn-
va pwtoypdeov Kevotavtivov ABavaciov pe 0épa tig
afnvaikég apyardtnrec.

Anpootedoeic

H Eiprivy Mrovvtodpn éypaye:

— dpBpo pe titro «Avpt-ITod Mmovacova» oto évleto
Enrd Huépeg e epnuepidac H Kadnpepvii pe 0épa:
Mixpaoiavixit Exorpareia, pe vov paxd rwv Avpi-Ilod
Mrnovaoovd xar Avacraciov 2repdvov (8 Zemtepfplov
2002)

— dpOpo pe titho «H exotpatela mpog v Aykupa»
oto évleto Enrd Huéoeg tng epnpepidac H Kadnpe-
pwit pe 0épa: Mixpaoiarixi Exotpareia, pe vov gpaxo
rawv Avpi-T1oA Mnovaoovi kar Avaoraciov Srepdvov (8
Zentepfpiov 2002):

— apBpo pe titho «Potoypagikd Apyelo: 2001-2002.
‘Eva Avvapiké Eekiviipar» oto evipepotikd deitio Oz
Ditor rov Movoeiov Mmevirn.

Avaxowvdoelg oe ouvédpla

— avakoivoon ¢ Paviic Kevotavtivov pe titho
«Néa otoryela yia 1o €pyo g Bovrag [lamaioav-
vour, oto A’ 2vvédpro yra tny loropia tng EAAnvikiic
Pwroypapias (KobOnpa, Oxtdpprog 2002):

— avakoivwon ™G Eiprvng Mmnovvtolpn pe titho
«Henri-Paul Boissonnas, potoypagieg and ty enéiaoy
™G eAAvikic atpatdg ot Mikpd Acta: avdpeoa oto
ToAepLicd pemoptdl kat v taldteuky| potoypagpia»,
oto A’ Zvvédpro yia tnv loropia tng EAAnvixig Pwro-
ypapiag (Kobnpa, OktédPprog 2002):

— avakoivoon ™¢ Aiikne Toipytaiov pe titho «O
William James Stillman kat ) anewkévion g Axpémoing
v ABnvov (1870)», oto A 2vvédpro yia tny loropia ing
EAAnvixrg @wroypagpiag (Kibnpa, Oxtadprog 2002).
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APXEIA NEOEAAHNIKHYE APXITEKTONIKHXE

Ipoowmid
Mapyapira Sixka (vniedBovn tpfparog), EAévn Ap-
Bavity, Nataiia Mnodpa.

Abéyo ¢ ovveyolc atiEnong tov apyetakol vitkov kat
™G Tapemopevng P emdpietag tov datihépevou ydpou
ota ypageia mg 0dob Barawpitov 4 kat oto Siapépt-
opa mg 060t Iedvvou I'evvadiov 6, ta Apyeia emextd-
Onkav katd to 2002 oto Sapépopa g 0dot Koroko-
v 44, wrokmoiac Kevotaviivov AvyiCou.

Katd to 2002 ouvveyiotnke 1 ovvepyaoia pe tov EOT
yia ) otadiaky maparaPy 6Aev tev peretdv tov Ee-
vodoyelov «Eeviar. Apyioe 1 gotoypdgion e Ab-
vag, pdypappa mov apyikd teprapfdvet ta ktipta mg
Sekaetiag tov *30.

Awpeég

— Ayvi TTuwasdvn (og exnpdowmog g owkoyévetag [Ti-
KLdvn): apyeio apyttektovikdv oyediov tov Anprjtpn
[Tucdvy

— AléEavdpog Zdavvog: apyttektoviké apyeio tov diov’
— Amnéotorog Apyvptddngc: oyédio owkiag Aotdviiny ot
ZdaxuvvBo, 190¢ atdvac

— Ilapaokev) MyAtov: oyédio owkiag Myitov, Abvva,
1923

— Anpdora Emyetpnon [oreobopukot kar Owovopkot
Xyedraopot: oyédia anoténwong tov Apoakeiov kat pe-
tatpomnic Tov og £dpa tov ZupPoviiov e Emkpateiac
— Aovborog Bitoog: mévte modeodopucéc mvaxideg g
ZaxdévBou (oe pototunia):

— EAIA: apyeio ABavdoiov Aepipr (mpdobeta otoryeia)
— Kovotavtivog @idinmov: omovdaotikég epyaoieg
KAl ONUELDOELS ToL (Stov, and v mepiodo e oity-
o1 tov oto EMIT (1943-1948)

— Mdpo Kapdapiton-Addun: onovdaotikéc epyaoieg
Kat onNpeldoets e drag, and v nepiodo g poitn-
o1ic e oto EMIL

Avakowdoelc o ovvédpla

— avakotvwor s Mdpwg Kapdapiton-Addun pe titho
«Ta apyrtextovikd apyeia, to ytec oy vnpeoia tov
ofpepar», oto IE Svundoro lovopiag xar Téxvng, H ena-
vdxpnon tov napeAdéviog (MovepPaotd, Iovhog 2002)
— avakofvwon t¢ Mapyapitac Zdkka pe titho «H
exkAnota g Aylac ITapaokeviic oto opdvupo mpod-
otelo», oto H Aaoypapixé Svundoio Avarodixiig Ar-
rix7i¢ (Avidvag, lodviog 2002).

Xuvppetoyi] oe ovvédpla

— ovppetoyn oto 110 Zuvédpio tov ICAM (International
Confederation of Architectural Museums) mov dtopyave-
Onke ot Bigvwn (26-29 ZemtepPpiov 2002) pe mvaki-
da ovvorrtkrc mapovoiacng tov vAkoD twv Apyelov kat
oV dpactprotitev toug (exféoewv, exddocwv K.AT).

Xuvepyaoieg

— avdinyn ovvepyaoiag oe pévipn Pdon pe to eAln-
vikd tpijpa tov DOCOMOMO (Documentation and
Conservation of buildings, sites and neighbourhoods of
the Modern Movement).

TMHMA ZOTPA®IKHE, XAPAKTIKON KAI ZXEAION

IIpoowmd
Pavi-Mapia Toryxdrov (vnebBuvn tpfpartog). Ede-
Arovtéc: Avva Iamaotepyiov, I'pnydpne Ipepéme.

Aopeéc — Kinpodotipata

— TI'dvvnc Mépaine: aonpévia tapmaxépa, anoyatpe-
Totiplo ddpo tov padntdy tov v nuépa e anoyod-
pnong tov and v AXKT-

— Atvog I'. Mmevdkng: dimlopa kowvevikig mpévotag
oxedlaopévo and tov Bdoo Painpéa, to 1942
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— Katepiva Znetoépn-Beschi: oxédo tov Vincenzo
Gajassi, tov 1833, ue napdotaon LovAaTooGV

— Xprjotog 1. Mooyavdpéouv: Evloypagpia te Maipng
Xyowvd, petatoturnia tov Idpn IMpéka kat pia tov Zo-
™pn Zépoykar

— Mdprog ZapPovridne: téooepic totykoypagpie tov
190v atdva pe andpeic te Mikpdg Aotag

— ITia Xatlnvikov-Ayyerivn: 42 Coypagikéc avana-
PAOTACEIC WVOTKGOV KAl PUKNVATKOV TOLXOYpaPLdV,
épyav tov Loypdgouv TTdptin Ayyerivyy
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Ipoownoypagia tov Avtédvn Mmrevdkn and tov [dvvn

Wuyomnaidn. Awped tov Loypdgov.

— Tdpyog Mavpoidng: noptpaito tov Avidvn Mmevd-
K1, 2002

— Idvwng Woyonaidng: 6o moptpaita tov Avidvy
Mmnevdkn, 2002

— A{Ca Zavtapotpn: 6o eratoypagpiec tov Emapet-
vovda Oopdénoviov kat eratoypagpia dyvwotov I'dA-

Aou Loypdgou tov 1900 atdva (kAnpoddtmua).

Ayopég
— moptpaito tov Avievy Mmevdkn mov grlotéyvnoe o
2appac l'eopyrddng.

Anpootetoeic — Avakowdoelg

H vned0vvn tov Tpfpatoc Pavi-Mapia Totykdkou:
— mapovoiace avaxoivoon pe titho «From Hellas to
Greece», oto etijoto d1eBvéc ouvédplo mov ouvdlopyd-
vooav ot etatpeiec The Classical Association kat The
Classical Association of Scotland oto Tlavemotipio
tov EdpPoipyov (Anpiriog 2002)

— édwoe d1dreln yia tovg «Pidovg g ['evvadeiov
Bifrobrkne» pe titho «H EArdda tov Edward Lear
péoa and ug ovAroyéc e F'evvadeiov Bifriobrikne»
ot 'evadero Biprodijkn (26 Maiov 2002)-

— ouvvéypaye dpBpo pe titho «Athens by Artists Travel-
lers», oto: Comparable. Comparative History Review
Tov ekdidet o opyaviopdc European Council of History
Museums (Iotviog 2002).

Aourég dpaotnprdtnieg

2ug dpacmptétnteg tov Tufdpatog mepthapPdve-
tat kat 1 kataypagr and v eBerdvrpia Avva Ila-
naotepylov kat | pwtoypdgion and 1 Zogla Koi-
Adpov G ovAloyiic yapaktkay tov Evotdbiov Oi-
vémovAov.

[TINAKOO®HKH NIKOY XATZHKYPIAKOY-TKIKA

IIpoowmké

Twdvva [1pofidn (viebBuvn tprpatoc), Iodvwa Mo-
paitn, Nikog Ilaiotog. Emotnpovikdg ouvvepydtngc:
Jean-Pierre de Rycke. Efelovtéc: Mapia Bardon, A-
AeEdvépa Opgpavod.

Zuvey{oTNKE 1) KATAXGOPLOY O LTIOAOYIOTH TGV Epymv
tov N. Xatlnkvprdkov-T'kika, evedy ohokAnpdbnke kat
1 potoypdeion tov. Eniong, ovveyiotnke n avalvuky
Kkataroypdgnor tov apyelov twv eyypdpov e dwpedc
['kika, kat Eexivnoe 1 tomobétmon tov patoypagikoy
VAKkoU o eldikd dtapoppmpéva kovud kat Brjkec mov
eEaogakiCovv ) owoty] ovvtiipnon tovg. Orokinpd-
Bnke n obvraln tov mpdrov pépoug tov cLPTANPGORA-
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106 ™G Pproypagiag-epyoypagiac tov (1920-1940),
Uotepa amd Tov EVIOTIUOHS VEDV GTOIYE(@V OYETIKGY JiE
Snpootedoelg Kat TV Kataypagy] dyveaotov kat adpo-
alevtov €pyov g (tac mepiédov. H epyaoia ouvveyi-
Cetat yia ta ypdévia petd to 1940. Me otéyo ) ovyké-
VIP®OT OTOLYEIOV-HApTLpLOV Yla TNV TPOoOTUKOTHTA
kat to €pyo tov ['kika and @llovg kat ouvepydteg Tov,
Eexivnoe 1 dmpovpyla apyelov pe payvnropovnpé-
VEG OLVEVTELEELS. ZYeTUKEG ouvevtelEelg mapaywpiOn-
kav and tovg Patrick-Leigh Fermor, John Craxton, I1a-
vayiot) Téton kar AdéEavépo TManayewpyiov. ‘Ooov
a@opd T CLHTANP®OY ToL katardyov twv épywv I'ki-
Ka, totepa and £pevva o povoeia kat IO TKEG GLARO-
véc kaBag kat og oikoug dnponpactdv otny EAAGSa kat
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10 eEwteptid, anoktiidnkav potoypagieg kat Stapdvet-
€¢ and dyvoota £o¢ topa épya téxvnG, alld kat avti-
ypaga yepoypdemv Kat alAnioypagiag.

Ayopd

‘Evag  ompavuxdg mivakag tov [I'kika ayopdotnke
and to povoeio oe dnpompacia EAANVIKGV €pymv TOL
Sotheby’s oto Aovdivo. [Tpékertat yia 1o épyo Eowrepr-
6 pe xafadéro. Elvar ehaoypagpia o povoapd, vroye-
ypappévn, dtaotdoeomv 89 x 116 k., 1) omoia ypovoro-
yeltat to 1927, katd ) ddpkeia g dtapovic tov Lo~
ypdgov oto Ilapiot, kar aneikovilet to epyactiipt tov
oty 066 Denfert Rochereau 40. O nivakag eiye extebel
ot Galerie Percier oto Ilapion. Ta {xvn tov ydbnkav

TMHMA TTAIXNIAION

Tlpoocwmkd
Mapia Apyvpridn (vredBovny tpijpatog), Aéomowva
Kapakopvnvot. E0sdévrpra: Xapikieta Ioakeipoyrov.

Awpeéc

— Anéotorog Apyvpuddng: ydpuvo Béatpo (el teatro
de los nifios), onavikyg kataokevg, Tov Ypovoroyel-
tat yopw oto 1920°

— Aavdn kar @aidpa Toarapmapmobvn: yeppavikd
emtpanéilo mayvidt tov 1945

— [TAdrovac Mavpopodotakog: pkpd madied motéd-
AL amé totyko’

— Anéotorog Apyuptddne: Edivo foypaglotd «mavéd-
papa» and ) Makedovia kat E6Avog Kovpnapds pe
pop@n} Atovtaptot ané ) dekaetia tov 1920

— Avaotaota-TInyq leakeipoyrov: kovikra pe mHAt-
vo KEQAM kar oopa and bpaopa, mov ypovoroyeital
yipe oto 1945-1950

— XapixkAewa Ioakeipoyrov kat Avaotaoia-ITnyy lea-
ke{poyAov: auARoy TadikdY polyeV Kat TaryvViotdy:
— Aikn Bevigélou: dhoyo mov frav ddpo yevebriov
tov EAevOéplov K. Bevitérov mpog tov ayammpévo tov
eyyové Aevtépn Bevitédo 1o 1927

— Xprotiva Hager: mévte kodkAeg pe eAANVIKES ope-
olé¢ mov ypovoroyotvtat peta&t 1950 kat 1970

— Avaotdotog Podkag, otn pvipn g ouidyou tou
“EAoag: vpaopdtivy Boudoir doll ané v Itaria, mov
xpovoroyeitat yépw oto 1930 kat kodkAa-pepd and
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KAtd TNV avaykaotkl ekkévoon tov ateAté tov 'ika
ot ddpketa e leppaviriic katoyric. O endpevog 161-
okt g tov, o toutis Alain Bosquet, tov mapaydpnoe
o¢ ddvelo oto Movoefo Kardv Teyvdv e Carcassone
10 1949, émov kat extibeto yia mepimov 40 xpévia. O mii-
vakag €yet dnpootevte! orov katdAoyo g TpdoPaATNG
¢kBeonc tov Movogtov Mnevdxn, 7z epyaoripia rov N.
Xarlnxvprarov-Ixixa (NoéuPprog 1999).

Anpootetoeig

—J. P. de Rycke, La correspandance Ghika-Zervos:
souvenirs d’une amitié et chronique de la vie artistique
parisienne durant 'entre-deux-guerres (1933-1940),
Movoeio Mmrevdaxn 1 (2001) 137-48.

KAI ITAIAIKHYE HAIKIAX

To droyo mov ydptoe o Erev0éploc Beviléhog atov

ouvvovéparo eyyové tou yia ta yevéBiid tov. Amped Aling

Beviléhov (pot.: Zm. AednPopprdc).

mAaotikd tov 1950

— Awovvoia KapaPayyéin: ovidoyr| Bantiotikdy pot-
YoV 1oL Ypovoroyotviat peta&l 1925 kat 1960

— Eprjvn kat Mapia MapkoviCov, oty pvijun g adei-
@1ic toug Zwtc: ovirioyy and maidikd povya kopttotov,
Sdgopa oyorikd eidn kat yipw otg 50 foypagiég mov
xpovoroyotvtat ota péoa tov 2006 atdvar

MOYZXZEIO MITIENAKH
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— Xapikieia Ioakeipoyrou: tpeig ykpafodpec and ay-
yAk6 madiké PifAio tov 1920, 10 Loypagiég tov 1950,
kat £81 Eevéyloooa Pifiiia g dexaetiac tov 19401

— Mdvia Teypriiéyrou: totykivo pmdvio, {uyaptd po-
poy, kapdtol kKoVKAAG kat pdyeg tpévou g dekaetiag
tov 1950

— Alikn Zapavtomotiov: Kout He odNPOTPOYLES, ATHO-
pnxavy kat Payévia pévouv g yeppavikic etatpeiag
Mirklin tov apydv tov 2000 awdva, karabdxt exdpopric
kat kouti g Shirley Temple oe ydpuvn kotkrar

— Avaotdolog Povkac: tolykivo kapovoéh Corsa Dei
Cavalli, rtalikic kataokeviig Tov1925°

— Taudva Paion-Boravdkn: E6Awvo madikd oarév art
nouveau ané ) Biévvy tov 1899

— Pooétra IManayidvvy: pwpouvdaxt] O1jkn mouv xpovo-
Aoyeltal ota téAn tov 1900 atdva

— Maiprn Bpudkou: @ryotpeg wovnotakot kovkioBed-
tpov, paptovéta (mbavérata Meicdvog), gryolpeg kou-
KkhoBedtpov, E6AvY paplovéta Tolepoty] and ) Zike-
Afa, tpeig xdpuveg, 6o pmpolviliveg pdokeg kat pia
and o Equador, E6Awveg pdokec and v Agpiky, 26 pd-
okeg and ddgopa kpdrn, dbo mpoownela, kolkia and
to Nenda, kodkia and v Ivdia, gryotpa Bedtpouv oki-
v «['kapotviar, pryodpa Bedrpouv okidv «Kivéfog Mav-
dapivogr, kepdht dpdrov and kevimpévo bpaopa (Kiva),
Ke@dl Opdkov and papier miché (Kiva).

2uvédpla

— ovppetoyy pe titho «Emtpanétia Iayyvidia», oe ov-
védpro tov International Colloquium, Board Games in
Academia V (ITavemotijpo Bapkeidvne Ramon Llull,
21-25 Anptiiov 2002).

TMHMA IXAAMIKHE 2YAAOTHXE

ITpoowmniké

Avva Mnaididv (vredBuovny oviroyric), Avva Muu-
Anvaiov, Miva Mepaitov. Emotmpoviky ovvepydng:
Mipra Ieppdxn.

H Spaompiémta tov Tprjpatog emkevipdbnke oty
npoetopacia e enavéxbeons e ovAroyrg ov mpo-
ypappatiCetat yia to 2004 oto véo Movoeio lodaptky|c
Téyvnge, otov Kepapeks. Me Pdon myv katdraln tov
LAKOD 0€ TE00EPLS YPOovoroyLKEG evotnteg ovveyiletal
1 ETMAOYT], 1] OUVTHPNOT), 1] POTOYPAPLOT], 1] PYPLOTIOLT-
o), 1 anodeATi®OoN KAl 1) TEKPNP{OON TOV AVIIKEPEVOY
Kat tov épyav nov Ba ektebodv. [lapdrinia, kataPdn-
Aetat mpoondfeia va ovpmAnpebotv ta kevd e ouA-
Aoyiic and ovvepyaoieg kat aviarriayéc pe dAia pou-
ogtakd Wdpvpata kat ovAAoyég aAld kat pe ayopéc.
[Tpbéogarta, n lorawky Zviioyn tov povoeiov ep-
TAOLTOTNKE pE éva £pyo TEYVNG, TIPOOPOPA AVHVLHOL
dwpnt, and dnuonpaocia tov ofkov Christies tov Aov-
dtvou, to omnofo Ba amoteréoet éva and ta o emPAnt-
Kd avukeipeva otg albovoeg tov peArovukod Movoei-
ov Iohapixic Téyvne. Ipékertat yia éva AiBwvo mihrab,
10 KeVTpLKS dnAadn onpeio tov wapot ov delyvet TV
katevBuvon g Mékkag, mpog v omofa kdBe Mov-

2, 2002

oovApdvog otpégetat v dpa g mpooevyic. H oid-
tagn g dtakdopnong pe tg 6o apidec, v Kpepaoty
KavtiiAa oTto KEVIPoO Kat TNV KOLPIKY emypagy], ivat
XAPAKTNPLOTIKA THG tpavikic téxvne tov 12ov aitdva.
[Tapdarinia napadetypata anavrotv oe Aibwva, kepap-
Kkd kat yopwva mihrab ) emtépPieg otiieg e emoxnc
avtig. Autd to mihrab anotelel éva and ta onpavuks-
Tepa avikeipeva e oAapkig ovALOYTG, tdoo Adyw
g kaAiteyvikic aglag tov, 600 Kkat G TPoEAELOTIG
tov, Kabdg N paviky| Téxvn g enoyiic avtig dev avu-
TPOOOTEVETAL KAVOTIOUTLKA.

Katd m ddpketa tov 2002 ohokinpdbnke 1 mpoe-
towaoia tov gvpenaikot npoypdpparog e-Islam (Take-
up Actions g Action Line III.1.5 tov 5ov Kowot-
kot ITra{otov g E.E. yia myv "Epevva kat Avdmro-
&n). Ipdxerrar yra éva CD-Rom mov napovoidZet v
wotopia ¢ tohapkhc téxvng amd 150 avukeipeva g
LoAapukric ZvAroyrig tov povoeiov, kabdg kat TANpo-
@popiec yta to véo povoeio. To poviéro napovotdotn-
ke ot ovvdvinon EVA 2002 Electroning Imaging and
the Visual Arts ot Prepeviia tov Mdptio tov 2002
kabd¢ kat oe dAdeg evponaikég diopyavaoels. Ané ta
téAn tov 2002 dpyloe 1 opydveot yla T PETATPOTH
™G £EQAPUOYNG OF EPTIOPIKY TTAPAYDYY).
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{ko dnponpaoiédv Christies.

7

wva, ayopa and Tov o

’

AiOwvo mihrab tov 120v au
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TMHMA YYNTHPHXHY EPITON TEXNHX

IMpoowmkd

2répyrog Xragvémoviog (vmedBovoc tpufpatog), Ba-
ofAng Apyvpdrog, Adapavtia Avteviov (ovpPactod-
%0G OLVINPATPLA TOL ELPGOTIATKOD TIpoypdppatog Stage),
Eipijvn Bhayodrjpov, Xpvootra BovpPomobdrov, Eré-
v Bpavomotiov, Xptotiva Iavvormotiov, ElevBepia
I'kobga, Xdpng I'pappaticds, Muptd AeAnPoppid, An-
witpne Aodpag, Mapia-Aytida Zayapid, Olvprnia Oc-
ogavomotiov, Alelavopa Kariyd, l'ewpyia Kaptdy,
Naotp Kokkardg, Zogpia Korrdpov, Baosiiiki Kovta-
pakn, Aéomowva KotCapdvy, Kalvpd Middvou, Zwti-
pnc Mmekidpng, Baotiiki} NikoAomobAov, Anastasia
Ozoline, Khewd TTandZoyrov, Baoting ITaoyding, An-
pooBévne Iipmivig, Ava-Apptéta Pefibn, Bipyvia Po-
pdvov, Nukdraog Zpvpvdkne, Prdpa Ztepdvou, 2o-
¢la Toovpvdkn, Zogia Tootov, EAévn-Bepdvika Pap-
pakaridov, Evayyeria Pokd, Katepiva Xapokdmov
(ovpPactovyoc cuvtnprpla tov evpwTAlKol TPOYPAp-
patog Stage), Apyvpd Xthtaddkn, Erévn Wdakt. Efe-
hoviéc: Ayyehiky Oeoléyov-Mavpidov, Mapyapita
[Navvaxomodrov, Avievia Hitomotrov. Tlpaxtikyy d-
oknon: Alicia Garsia Garsia, Xpiotiva ['avvomotiov.

Ektég and g ovveyeic kat xpovoPdpeg epyaoieg ov-
VTiipnong mov agopovv ta ekfépata tov povoeiov, kat
kuplog tov ekbepdtov tov vd avéyepon Movoeiov I-
orapiktic Téyvng otov Kepapeikd kat tov épyov mov
napovotdotnkav otig neptodikéc exbéoeig, to Tpfjpa
aoyoAiBnke pe ) ovvtrpnon €pyev dAAeV @opénv 1
Wiotdv. Zuykekppéva:

— oto Tujpa Edrov ovvinprinkay mévie pijpata kpe-
Batdv pe ypanty drakdopnon and opdda ovvinpnIHV
tov gpyaotnpiov o xdpo tov Aaoypaptkod Movoeiov
Pédov, 32 ewkdves and ) ZvAroyy tov Idpdpatog APé-
pag, 12 épya ) [Napakatabrikng BeArivn oty Zipo
— oto Tppa Xaptod cuvinpridnkav épya tov idpvpd-
tov: Tépupa I'dvwn Toapotyn, [MvakoBikn Ajpov A-
Onvaiewv, Bpetaviky) Apyatoroyikiy Zxorr], Bipiiodn-
kn Kopaij, Movi} Tomrot, Navuké Movoeio “Yopac,
Movoeio ITablov kat AheEdvdpag Kaveironodrov.

2, 2002

Epevvnukd mpoypdppata — Aomég dpaotnpiétnteg

— ovveylotke 1 egappoyr| tov mpoypdppatoc Holau-
thentic, 1o omofo otoyetet ot dragiraln tov povoeta-
KOV €pyov and vy avukatdotaoy] toug pe miaotd (BA.
Moveeio Mnevdaxn 1 [2001] 200)

— oto mhaioto Tov evpeaikol Tpoypdppatog Jewelmed
1o Tuipa aoyorBnke pe tov ovvtoviopd kat v oro-
KAYP®OT] TV £pyactdv Tov agopovoav to TéTtapto “ma-
kéto” gpyaoiac-WP4 (emefepyacia kar S6pBwon twv
dedopévav twv avikelpévay ov kataypdpnkav, kabdc
Kat TV avddel&y tov epyactdv pe ) dnptovpyia evég di-
Kruakoy témov). Zto mAiaioto tov mpoypdppatog 1 Aé-
omowa KotCapdvn ovppetelye oty €pevva tov M. Ioav-
vidn ané v Kénpo pe titho Jewellery from Cyprus», ta
anoteAéopata g onofag avakowvdbnkav oe ouvédplo
oto Appdv tov Adyouvoto tov 2002. H épevva agopotoe
m perétn 000 KUTPLaKdV KOoUNHATeY and ) ouAAoYY
tov Movogiov Mnevdxr, ota omota egappdotnkav Oud-
popec pébodor avdivong g Texviknig Kat g oloTact|g
toug. Me v 0AOKAY p®oT] TOL TTPOYPARPATOS dlopyavd-
One éxBeon pe Bépa g Teyvikéc kKatackevyg TV Ko-
opnpdtev and tov 7o éog tov lo at. X

— ovppetoyy pe vmotpogia g Apyvpodg Xiitaddky)
oto etfjoto Tpdypappa ovvtrpnong yaptot tov Idpi-
patog Getty Trust otnv EOviky BifAioOvkn e Néag
Znravdiac.

Anpootedoetg

H Xogia Toovptvdkn:

— éypape apbpo pe titho «Evag IMTadikde Xitdvag
oy Komukyp ZvAroyry tov Movoegiov Mmevdin»,
Apxarodoyia 83 (2002)

— éypape dpBpo pe titho «Atamrokal ep [Thaoio, 4
N Teyviki] tov Sprangning. Ané toug eAAnviKolg Ke-
Kkpb@atovg otovg pdAiivoug keparddeopoug g At-
yémtov», Apxarodoyia 84 (2002)

— ovppetelye pe v avakoivoon «Late Antique Text-
iles from the Benaki Museum with Mythological and
Bucolic Iconography: Dionysiac Images», oto H' Ez#i-
ato Zvvédpro Evpwnaiwy Apxaroddywy (Oeooalovikn
20-24 ZemtepPpiov 2002).
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TMHMA TTAHPO®OPIKHZX

[Tpoowmkd

Ipryévera Arovvorddov (Topéag Texpnpioong), Zwr
Mezraéidrov (Topéag Zvotmpdtwv), Mapia I'kika, Ma-
pia Opovpdira, Xpjorog Kaopdng, Xpvodvin Kovrd-
k1, Nicorétta Mévin. EBehovtéc: Ayyelicy] Apgapd,
Awa Brayodnpov, Kaiidvln Zdpmov.

Apaotnpiétnreg

— olokAnpdBnke 1 mapaywyy tov mpdrov DVD-ROM
tithov eAAnvikoV povoeiov, H FAldda rov Movoeiov
Mievixn kar dtatéBnie mpog mdAnon tov Aeképufpro
(ISBN 960-03-3081-6). ['ia v ohokAfipwot| tov pay-
patomorinkav ot mapakdte epyacieg:

a. ohokANpwon kat teAky| texviky eneepyaoia SAwv
tav Pivteo oe ovvepyaoia pe tov ypagiota B. Xapa-
KNvo. Zyedtaopds kar vAomoinon g «Bonbeiac» kat
e dThorynone» g epappoyic. BeAtiwon kat ava-
Oedpnomn otov oxedraopd kat ta kpirijpa tov «Eupe-
mplov». Emotapévog éreyyog, dokipr| kat altoAdyn-
01 TOL OLVOAOL TNG EPappoyc amd Tpetg dradoyiicég
TELPAPATIKEC ekdO0EC TIOL TTapadbBnkav and g ek-
d6oeig Kaotavidty:

B. mpdtn dnpdora napovoiaon tov DVD-ROM ouig ek-
dAdoeig tov Movoeiov ya tov eoptaocpd e Aebvoig
Huépag Movoe{amv kat mapayeyy Stagnpiotkod @ui-
Aadiov oe ovvepyaoia pe tg Exddoeig Kaotavidn:

Y. ypagiky enefepyaoia kat dopbdoeig tov ouvéAov
1oV 0Bovdv pe 0komd v kKaAdtepy OIS THTA 0TV E-
@aviot] touvg kat ) PeAtinor TV TEPIEXOPEVOVY TOUG.
Zoyypagn tou ketpévou ya to uAALGdio ov Ba ovvo-
devet to DVD-ROM kat tov ketpévov g 086vng «Xu-
VIEAEOTEC» TG EPAPUOYTIC

8. teMdg €heyyog g Aettovpylag tov mpwTOTHTOL
(pjtpa avanapayeyfc) oe didpopa Aettovpytkd ov-
otjpata. Empéreta ovokevaoiag, evnuepotikot gui-
Aadiov kat eEagUiiov, etopacia dedtiov timov kat
ouvvtoviopdg ya ™ dnpdota mapovoiaon tov mpoid-
Vt0G, og ovvepyaoia pe tig ekddoeic Kaotaviom).

— yta to diktvakd témo tov povoeiou:

a. avaPdBuion oe Active Server Pages (asp popen)) tov
Suvaptkdv 10tooeAidoV Touv dtkTvakoy TOTOL TOL HoL-
oeiov og ovvepyaoia pe v Internet EAAAY AE

B. dapriic evnuépoon twv wtooeAidav ya TG véeg
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Spaomptétnteg tov povoeiov: 30 exBéoeig, 13 exdS-
oelg, dpaotmpiétnteg tov Tufpartog tov Exnaidevukdv
[poypappdrov kat tov Pikoav tov Movoegiov Mmevdk.
H epyaoia nepihapfdvet t ovAioyn otorxelov, ty em-
pédera Tov LAIKOU kat TNV TexViKY vAomoinon

V. 0pYAveon mavopapkic gortoypdagiong tov 25%
tav atdovodv Tov keveptkov kupiov and tov potoypd-
@o T. ZepdePd yia tov epmlovtiopd tov totooeridov
G ewovikiG Entoxeyng oro Movoeio

6. avaPdbpion tov oyedraopot mapoveiaong tov Néwy
rov Movoeiov kat vAomoinoy g

€. yla v ipoetotpacia g vipeoiag online toAfoe-
ov ané to [ToAntpro, mpaypatomotjdnke evnuépwon
G Pdong dedopévov TV avuKepévov, véa Katnyo-
plomoinon kat opydvmat g pnelakic potoypdelonc
TOUC.

Zuvortkd dnpovpyriOnkav 30 véeg totooeAideg kat evi-
uepddnkav 250.

— otov topéa e tekpnpiwone npaypatonotdnkay
Ol TAPAKAT® EPYAoieg:

a. 0AoKANPAOOYKE 1) NAEKTpOVIKY TEkppinon tev 5.000
avukelpévav tov Mitpdov Evdvpaoidv, pe myég to
xepoéypago Mntpdo Evéuvpacidv kat ta dedtia @ope-
owdv tov Tprjpatog NeogAdnvikot [ToAruopot kat Té-
yvne. ‘Eywe enelepyaoia g Pdone Sedopévev avd me-
dfo yta ) drevkéAvvon tev avalnrioeov. Etofyxbnoav
ot Paon dedopévav ot 2.050 neptypagic tov eviupd-
TOV 01 0TIo{Eg 1{Tav Kataypappéves ota yeipdypagpa dei-
tla gopeotde. "Emetal ) ovvoiikt| avurapaPorn mydv
peta& Mntpdou kat dertiov gopeotds:

B. ohokAnpadbnie 1 evpépwon g Pdong dedopévav pe
ta 2.050 xooprpata tov Mntpdov EAAnvikév Koopn-
pdtov pe avunapaolr) mydv too Myntpdov, tov derti-
OV Kal TV OeATiOV Popeotdc’

y. Stapoppdbnke Alota dwpntdv-yopnydv tov Movoei-
ov Mrievdkn pe v odokAfipoon g Pdong dedopévav
Kataypa@ig v S@pNTeV avitkelpévav v povoeiov,
ToV éAEY)0 TV ovopdtov oe avunapaBoln pe to xet-
péypago Mntpdo Awpntdv kat v evuépwon pe ta
ovépata doptdv-xopnydv tov terevtaiov étovs. ‘Eyi-
VE OUUTIAYP®OT) ovopdtev and ta apyeia tov Noptkod
Tujpatog kat tov Aoytotnpiov kat oe ovvepyaoia pe
tov p6edpo ¢ Aroknukic Emtpomic tov povoeiov.
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H EAAdda rov Movaeiov Mnevixn: o npdtog DVD-ROM

tithog eAAnvikoy povoeiov.

Hunoldry

Mapape

H 006vn avalijtmong avukepévov ané to DVD-ROM H

EAAdon vov Movoeiov Mmrevirxn.

)

, 2002

Kataypdgmke oto nhextpoviké apyeio Awpedv to me-
PLEYOPEVO apKETHV SOPEDY Kal XopNyLdv Kat kKAnpodo-
pATeV

. Eexivnoe 1) kataypagy tov deAtodnkdv tov Tpi-
patog Ipoiotopucric, Apyaiag EAAnvikig kat Popai-
kg Téyvng, pe oxomd va evtaytody ta avukeipeva tov
[evikod Evpetnpiov tov povoeiov oty ovAroyy oy o-
nofa avijkouv kat va kataypagel 1 0€on tou yepdypa-
@ovu deitiov tovc. Emmpdéabeta, evidymkay oto apyelo
kataypagrc tov Tufpatog ta 134 apyaia koounpdra
mov Oev elyav kataypagel to 1993 Aéyo g ovppeto-
¥1ig tovg oty éxBean Gold of Greece:

&. Lekivnoe 1) yngromoinorn tov ouvvéAoL twv dagavet-
dv mov Srabéter to povaeio and avukeipeva tov oLAAO-
yav tov. WngronomjBnkav 530 Sragpdvetec kevinpdtov,
KOOpMpdtoV, eviupaotdv kat yapaktikav. Emnpdobe-
ta, evnpuepenke to apyelo prnelromomuévay eikévomy
tov povoelov pe 3.200 véeg eyypagéc pn@lomotoeov.
‘Eywvav og moAAég meptdoels avalntioelg pnglakoy
EIKOVOV, OLYKEVIP®OT KAl EKTOTIMOY] TOLG 1] avtlypapy
ToLG 0€ OTTTKOVG O{OKOULG, PE OKOTIS T1) dtevkdALvaT] TNG
gpyaoiag tov empeANTdV Kat e ypappateiac

ot. ovykevipodnkav kat enelepydotkav 6Aa ta ap-
yela kataypa@ic Tov emeENyNHATIKAOV KEPEVOV TNG
Hévipng éxbeonc tov povoeiov. Me fdon tnv napand-
vo gpyaoia Eexivnoe 1 tadton tev eneinynpaTKGY
KEWPEVOV pe Toug aptBpotc tavtdntag tov avukepé-
vov ¢ €ékfeong, pe oxond v nAektpoviky| kataypa-
@1 ¢ Béomc brev tev exbepdtov Tov povoeiov.

— yia mv vootipién TV AAAGY TUNHAT®Y TOL pou-
oelov paypatonodnkav:

a. yneaky potoypdgion 650 avukepévov, ta omoia
EMAEYTNKAV and TOLG ETMPEANTES YA va TEPIANPTOLY
oe perrovt] ékbeon). Ot ewdveg Séynrav v ana-
paitnm enefepyaoia ya va ypnotponomboiv oto ov-
otpa dayeiptong Pdong dedopévav mov Oa vootnpi-
Cet v opydvoon ¢ apandve ékbeong. ‘Eywve mpo-
etolpacia tov gakéAov Tapovoiaong v eMAEYHEVOVY
AVTIKEIPEVOVY”

B. Tpipa Botavuvie kar MetaPulavuvig Téyvne: é-
heyyog, doplooelc, opotoyevomoinon oporoyiag kat
npdobeon nediov ot Pdorn dedopévov kataypa@iig
¢ Bulavuvijc ZvAdoyiic, pe okond v mpostotpa-
ofa g yta mv kataypagy g amodnievtikig 0éong
OV avikepévoy and to Tuqpar
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V. ZvAdoyn avBiérwv - Tpipa Zoypagikis, Xapa-
Ktikov kat Xyediov: avaBdbuion ovotjpatog tekpn-
plwong kat Tpoodptnon pnyxaviopos tekpnpimong tov
poToypagikol LALKOU oL avagépetat ota avtioTotya
avukeipeva:

8. ZvAroyf Tapdrov - Tprjpa NeogAAnvikod [ToAtt-
opot kat Aaiknic Téyxvne: avdivon anartijoewv, oyedt-
aopés kat avantuén ovotijpatog dlyAwoong fdong de-
dopévav yla ) perétn e oLALOYNC

. Tpqua Zoypagiknie, Xapaktukoy kat Xyediov: €pev-
va, avalntioeig kat ektunooels ototyxeiowv and tm fdon
dedopévav g CLAAOYHG HE OKOTIO TOV EVIOTUOUS TGV
épyov [taldv kaAiitexvodv mov Stabétet to povoeior
ot. Tpfpa Iokapnic Téyvne: avdmntuén ovotjpatog
Tekpunplwong G TEXVIKHG PEAETNG TOV LPAOHATOV
¢ Tpfpatog, to onofo vrootnpilel v kataypagy
yia 12 evdetktikots témouvg vpdopartog

C. ITvaxoBkn Nikov Xatinkuptdrkov-T'kika: avapab-
ptom kat tapddoot) Tov CLOTHRATOG TEKPNPIWONG, OTO
omnofo Ba kataypdgovtat ta €pya tov Nikov Xatlnku-
prdkov-T'kika kat to peToypagikd vAKS oL avagépe-
tat oe avtd. "Epgvva kat ovykévipmon SAmv Tov ypn-
QraKov eikévev and ta £pya Kkat To YoOToypapLkd vAt-
K6 tov KaAArtéyvn Tov Stabétet to povoeio (174 ekd-
veg). ‘Enetat o oyedaopdc kat 1) vhomoinon evéiiking
pebédov avalijtnong pe ovvdvacpoic kplnpiowv:

N. Tuipa Potoypagikdv Apyeiov: épevva oty eAdn-
ViKY ayopd yia mAnpo@opikd ovotipata apyeiov —et-
dikd potoypa@ikdv—, kadag kat yia v avdbeon g
pngromoinong v gotoypapldy tov Tpiuatog o
eLoteptkd ovvepydtn. Avdivorn avaykodv kat eEétaom
tev duvatotjtov tov kdbe ovotjpatoc ya v mpo-
Oappoyn Toug OTIG anattoelg Tov povoeiov. MeAém
TV TPOTACEMV yla TV Pn@lomoinon tov vAlkol kat
yla v vAomoinon cvoTipatog tekpunpimong tov ap-
xetov touvr

0. Tppa Zvviipnone Yedopatog: avapdduion ov-
OTHHATOC TEKPUNPI®ONG Kal TTPoodpTnoT pixaviopov
TEKPNPIOONG TOL POTOYPAPLKOL LALKOU TIOL avapépe-
tat ota avtiotorya avukeipeva:

L. mpoetotpacia meptodikdv exbBéoemv: avdmuéy kat
avapabuion ovotmpdrev Pdoeov dedopévov yia v
vootipiEn peArovkayv exBéoewv:

1a. vootpiEn oe Bépata mpoPolrig twv dpaotnproti-
TOV TOL povoelov pe mposTolpaocia omtikoy kat €viu-
oL LAKOU kabdg kat tapayeyn ontukdv Slokwv®
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1. ovppetoyn oto mpdypappa tov eoptacpol g Hpé-
pac Movoselov pe mapovoiaon tev dpactnprotiitev
tov Tpfparog, mapayoy) mAnpogoplakdy evivmov kat
agloag, kat texviki viootjptén GAwV TOV NAEKTPOVL-
KGOV ETUKOVOVIAKGOV HECOV TIOL Agttolipynoav katd thv
EKONAGDON.

— TEYVIKEG Epyaoiec:

a. mpopfiBeta kat eykatdotaon 13 véwv otabpdv epya-
ofag kat avaPdBuion €& mpotimapyéviev:

B. emékraom tov eowtepticoy HiKTEOL TOV LTIOAOYLOTHV
TOoL povoelov

Y. avuikatdotaor kat avaBdduion tov cvotijpatog di-
avoptic NAektpovikic arAnioypagiac

5. mpoprbeta kat eykatdotaon eEomitopot yia t Sa-
Siktbmon g Zviroyrg EvotdBiov @wvémoviou pe )
BifA1o61xn tov povoeiov

€. aviikatdotaon kat avafdduion tev katavepntdv
omrtikyg {vag mov ypnotponototvtal and to diktvo v-
TOAOYLOTGOV ToL povoeiov oe ovvepyaoia pe tv EAE-
KTPOMEK A.E.

Zuppetoyr) tov povoeiov oe ebvikd, gvpomaikd kat
dAha mpoypdppata ovvepyaotag

— peréty) TPotdoe®V CLUPHETOYNG TOL povoelov 01O
ebviké mpéypappa Iodiriouds 2000-2006, ta mpo-
ypdupata g ITET ANTATQNISTIKOTHTA, KOL
NOQNIA THE [INAHPO®OPIAS-E learning xai E content
(vmompdypappa YIIII0), ITOAMTIXTIKH KAHPONO-
MIA, to mpéypappa tov YIIIIO yia tyv vootiipiéy a-
TopoV pe etdikéc avdykeg oe povoeia kat ekBeotakoic
xdpoug kat ta gvponaikd mpoypdppata IIT-Culture,
Edulab, Musa, E-Museum, Jewelmed II, Aqua, VI-Jet,
E-Content, ETIEAEK II, Culture 2002-2006, Europe
Aid 2002-2003, Expressions of Interest under IST, Lab
and Future (Tpfpa Exnadevukdv [poypappdrev &
Twipa Bulavuviic Téxvne), AEPA, ARRHIM, CYBER
MUSEUM, ENVIRONART (Tpfqpa Zuvvthpnong),
CULTIVATE

— ovppetoxy otig dampaypateboelg vtoforiig mpo-
tdoev yla ta evpondikd mpoypdppata Kowvevia g
[TAnpogopiag 1.3, Stage Project*

— ouvtoviopdg kat teAkr] gvBivn yia v vroPfoir
npdtaong ovvepyaoiag pe to Ilavemortipio Princeton
Kat TPOTACE®V CUUHETOYNG OTa EVPOTIAIKA TIPOYPAp-
pata: Regnet (AietBuvon Movoeiov), Faiths (Tpipa
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Zvvtipnone), Glass for Artwork Protection (Tpdpa
Zuvtiipnong), Cyber Museum (Turjpa Zoveipnong)
— mapakoAoVlnon, evepyr OUPHETOYT] KAl TANPNG Ol
KOVOHLKY] KAt emtkoveviaky dtayeiplon tev evponai-
kv mpoypappdtov Holauthentic kat Jewelmed yia to
Tuipa Zovripnone

— olokAfpwo tov evpwmaikoy poypdupatog AvOpao-
mwvo Afktvo [ToAtiopikric TTAnpogopikic:

— Sanpaypateboelc yia ) dnpovpyla mratsiov cuvep-
yaotag pe to [Navemotjpio Hashemite ¢ lopdaviac.

Emokénteg

— petantuyiakd tpfpa katevBuovong Movoetoroyiag
tov tprjpatog Ioirtopkric Texvoroyiag kat Emkot-
voviag tov [Tavemotpiov Aryaiov

— 1o Tufpa mapeiye evipépwon kar ovpfovievtikéc
umpeoieg oTovg apakdtw gopeic mouv amsvdivinkay
oe avtd: Movoeio Baotan kar EriCag Tovhavdpn (Av-
dpoc), Kpatiké Movoeio Ziéyypovne Téyvne (Oeooa-
Aovikn), Mopgpouké Tdpupa E6vikic Tpanélng, loto-
pucd Apyelo EOviknig Tpanélng

— ovvepyaoia pe to Turpa [TAnpogopikadv Xvotnpd-
tov tov [Tavemotpiov g 'evedng ya tyv metpapa-
KN XPON EQAPUOYHC OYETIKAG HE KaTaypapy] TOAL-
TIOUKOY dedopévov:

— pepovopévol mpomtuytakol kat petamtuytakol @ot-
mtéc and didgopa mavemotijpia e EAAddag kat tov
eEotepikoy, ot omolot edikeboval oe Bépata texpunpi-
®ONG KAt XPHoNG VEOV TEXVOLOYIDV O TOALITIOTIKOUG
OpPYaVIOpHOUG.

TMHMA EKITAIAEYTIKON TTPOI'PAMMATQON

[Tpoowmkd

Nixn Yappdrn-Mnedeordrn (vnebBovny tpijpatoc),
Mapia-Xprotiva Asototvn-T'avvovidrov, Mapia Za-
pevomotrov, Mapia KapBouvdkn-Bamopdkr, Xapoi-
Aa Xatlnvikoddov. Efeloviéc: ABnvd Tpigov, Ein
I'ewpyiln, Maptdvva Kamedpn, ‘Eppa Courtaigne,
BapBdpa Mrereoidn, 'dpyoc Mneheotdng.

To Tudpa kat avty m ypovid avéraPe mAnboc dpa-
oTNPLOTHTOV, OT®G TNV 0pyAvemor Kat Ty mapovoia-
0] TIPOYPARUATOV yla 0KOAKEG OUAdES KAl PEHOVDUE-
va tadid, ) dieEayoyn oepvapiov yla eviyiikoug, )
ovvepyaoia pe @opelc kat ekmatdevtikols, Ty evepyd
OULpHETOYY Ot ouvédpla kat Nuepideg, Ty Tapaywyy
ekmadevTikol LAIKOD, Tt Aettovpyla epyactnpiov k.d.

[Ipoypappata yia ooAtkég opddeC

Ané my 151 Oktefpiov tov 2001 Aettobpynoav otig
pévipeg auviroyég tov Movoeiov Mmevakn ekmadevti-
Kkd poypdppata. Me Bdor 1o nepleydpevo twv oviio-
yov, opiotnrav kat mdit mévte Depatikég evotnreg: Ap-
xaia EAAnvixit xar Popaixi Téxvn, BvCavevi kar Me-
rapvlavevii, NeoeAdnvixn, Nedrepa Xoovia, Zwypagixii
xar Xaparrixd. To nuepordylo yia tov mpoypappatiousd
TV eMOKEPewV Aettobpynoe dto opéc péoa oto ypd-
vo: ) 15m ZemrepPplov kat ) 157 lavovaplov, eve ka-
1d ) Sdpketa 6ANG NS xpovide kpatibnke Afota ava-

2, 2002

HOVH|G yla T OUUTIATpeOT tov THavdy akvpdoeov.

Aavetoukd vAIKG pogtotpaciag pe Stagdveteg, enetn-
ynuatkd Kefpeva kat €vumo pe TANPpoPopies, anoateA-
Abtav ota oyoreia 15 pépeg mpv and v eniokeyn.

Egpappdotnkav o tpdmot emoképewv: ta ekmat-
devtikd mpoypdppata Kat ot eKTAdELTIKEG ETIOKE-
peig. Ta eknadevtikd mpoypdppata napovotdioviav
ané 1o 6o o Turpa kat mpaypatomotodvrav Agvté-
pa, Tetdpn, ITépm, Ilapaokevr), 9.30-11.15 m.p.
O tpdmnog napovoiaong tov Tpoypappdtey yrav mpo-
OappOOpEVOC oTa taitepa xapaktnplotikd g nit-
klag kdle opddac. Zta madtd g MPOOYOAKTC Kat
TPAIPNGS ooAKT¢ NAtkiag, 1) kivnon ywdtav pévo o
NeoeAAnviky} ZvAloyt] —vAtkd mouv tarptdlet o€ avtijv
™V NAkia— kat elxe g kevpkd déova pa otopia
oyxeuky pe tov Avidvr Mnevdky kat ) NeogAdnvi-
k1 ZvAAoyn tov povoefov. H napovoiaon ovpminpoe-
vétav oto gpyaotipt tov Tpijpatog, pe xelpoteyvikég
dpaotnptétneg, mov Pacifoviav oTiC EIKAOTIKEG TTPO-
tdoetg ¢ Nikag Nikoromotiov.

2ta peyarbtepa mawdtd kar tovg padntég tov Tv-
pvaoiov, to npdypappa neptiduPave dtdroyo, mepti-
ynon oug aifovoec kat yvopipia pe v emoyi| Kat TG
ouvvBrikeg mov dnpolpynoav ta avikelpeva g ouA-
AOYNG, TAVTOTE pe TNV evepyd OLHPETOYY TV padn-
tév. AxorovBdvrag ™ péBodo g “avtoavakdiv-
Yng, 1 mapovoiaon ovpmAnpovitay pe eknatdevukd
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Yuypdtono and to epyaotipt «xaptagtol oty Abvar (pot.: K. K. Mavéding).

puALGSIa Tov ot pabBntéc kalodviav va CUHTANP®-
oouv péoa oto povaeio 1 pe dnpiovpyky anacyéinom
oto gpyaotipt tov Turpatoc. Zug tdEeig tov Avkeiov
dwétav 1daitepn Papitnta oe Oépata povoetoroyikd,
eved 1) yvoptpia pe ) ovAloy yvétav pe emAerktiky
TAPOLO{ATT] TOV AVILKEIPEVGV.

[Tpaypatomolobvtay efdopadiaia 11 mpoypdppata,
Kat og autd dgv pmopoltoayv va OLUUETAOKOLY Ao Kd-
Oc oyoleio Teplocdtepeg and téooepig opddes. X on-
Adoelc ovppetoxic kpatibnke ogpd mpotepatdtiac,
pe povadit| eEaipeon ta dropa pe e101kEG avaykec.

Zuc endpevee {odvee (11.30-13.00, 13.30-15.00,
15.30-17.00) vrrjpye n duvatdnra ot eknardevtikol va
mpaypatonotjoovy eniokeyn pe Sk} tovg evblvny oe
pla and tg ovALoy£g tov povoeiov, avrote dpwg vote-
pa amd ovvevwénon kat pe v vmootipiEn tov Tpipa-
10¢. Edikd yt" avtoie, npaypatonotobvrav ané to Tun-
pa kdBe 15 pépeg —ITépmn andyevpa (17.00-19.00)—,
Eevaynoelg, ot omoleg kKaAobvtav ot eknatdevTkol TTov
elyav mpoypappatiost eniokeyn oto povoeio to emdpie-
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vo 15Yjpepo, va yvapioovy olyypovoug tpdmoug povoet-
akrc ayeyrig kat va EevaynBodv oty avtiotoryn ovA-
Aoyn mov Ba emokéntovray pe toug pabntéc tove. Ia-
pdAinia, toug mapadiddtav to davelotikd VALKS poe-
totpaoiag ov oxetiCetat pe tn ovAroyy ov Ba emoké-
TTOVTIAV, GOTE VA TIPOETOIPACTOVY kat ot {dtot aAld kat
ot pafntég toug yla v emiokeyn, kabog kat éva dety-
pa eknadevtikol uiradiov. To @uArddio avtd elyav
™ duvatdta va 1o POTOTLIHooLY KAl va To Polpd-
oouv TV Nuépa ¢ emfokepng otoug pabntég tovg 1 va
10 ayopdoovy o€ €101KY TIUY yia TG o(0AKES OpAdEC.
Ané myv 15m Oktefpiov 2001 ¢og v 151 lovviou
2002, ovppeteiyav 6.927 madid ota exnadevtkd Tpo-
ypdppata kat 20.812 otig exmatdevtikég EMOKEPELG.
Yuvohikd emoké@nkay dnAadn g pdvipeg ovAlo-
véc tov Movoeiov Mnevdxn 27.607 madid.
Avalutikd emoké@nkay TG ovALoYEG:
— Apyaia EAAnvua kat Popaiky ZvAloyr): 4.639 (ex-
nadevukd mpoypdppata 1.193, exnadevuxéc em-
oképelg 3.446)
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— Bufavuviy ooy kat MetaBotaviiviy ZuvAioyi:
5.825 (ekmawdevtikd mpoypdppata 1.213, ekmatdevti-
Ké¢ emoképelg 4.612)

— Neoedinviki} ZvAloyn: 7.242 (eknmawdevtikd mpo-
ypappata 1.821, exmaidevtikéc emoképeig 5.621)°

— Nedtepa Xpévia: 6.086 (exmardevtikd mpoypdppa-
ta 1.361, eknadevtikéc emoxéypeic 4.725)"

— XvAdoyn Zoypagikig, Xapaktikdv kar Xyediov:
3.615 (exmatdevtikd mpoypdppata 1.080, exmaidevti-
Kég emioképelg 2.535).

['a touvg eknadevtikols mov Ba ouvédevav pévot tovg
pabntéc tovg oug ovAroyéc, mpaypatonorinkav 13
QMOYELUATIVEG  EKTIAOEVTIKEG  Cevayfoelg.  Zuvortkd
ovppeteixav 297 eknadevurol. Ta dedtia afioddyn-
oNG Tov oLPTAYpwoav ot ekmatdevtikol £dwoav Bett-
Kd otovyela, téoo ya o LAIKG TpogTopaciag Kar
¥pNotpdtd tov, 600 Kat yia Tov Tpédno mapovoiacig
TOV TPOYPAPRATOV, TNV OpyAvmoT] Kat Ta anoteAéopa-
Ta v ektadevtkdv Eevaynoemy.

Exmadevtikd vikd

- X. Xatlnvikordov, O Aydvas tng Aveéaprnoias oro
xapri xar vo povoaud. Méoa and 1i¢ ovAloyés vov Mov-
oeiov Mnevaxn (Sa@dveleg kat ouvodevtikd kelpevo),
pa evairaxticy) mpocéyyion e 251 Maptiov.

Enavexddoeig

— N. Wappdkn-Mnereordtn, Koopo-rdpres (ABrva
2002)

— evvéa exnadevtikd PuALASIA TTOL aopovV TIG HoVI-
RES OUALOYEG TOL povoeiov.

Movogtookevéc

AnpovpynOnke n povoeookevy Bovda [lamaiwdvvou.
Eixéveg andyvwong xar eAnidag. EAAdda 1940-1960,
oe ovvepyaoia pe 1o Tpipa tov Potoypapikdv Ap-
xelov tov Movoeiov Mnevdkn, pla kivnti potoypa-
@ik1} éxbeon mov Ha propovoe va mAatoidoet ) oyo-
Atkn yropti e 28n¢ Oxtofpiov.

[Teprodikég exbéoeig

To Twijpa vootpiée 6reg tig exBéoelg tov povoeiov.
['a v éxBeon Adriva 2001. Pwroypapixés dpers xaz
andéypers (20 ZentepPpiov - 14 Oktofpiov 2001) mpo-
ypappatiotkay Eevayoelc and touvg dmptovpyolc-
pwToypdpoug kat otdrllnkav ota oyoiela mpotdoelg
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yia dpaotnpiéties. Tnv éxbeon emorépmrav 307
pabntéc Avkeiov.

I'a v éxBeon Adnprizpng Hikidvne. H apxirexrovixi
wng Xiov (19 AexepPpiov 2001 - 20 Iavovapiov 2002)
tonednke to exmatdevtikd évrvno, M. Zapevonotviov,
Anpritpng Mixidvng. Talidr orn Xio (ABYva 2001).
['a v éxBeon 1. Mépalng. Ayyedor, Movorxn, Iloi-
non (24 OxtwPpiov - 30 Noeufpiov 2001) tonabnke
1o ektatdevTikd PLAAGSIo, X. Xatinvikordov, 1. M-
palng. Ayyedor, Movoixi, [loinon (ABfva 2001), eved
otdABnke ota oxorela VA poetopaciag. Ty €x-
Beom emoré@nkav 405 pabntéc, otoug onoiovg dia-
vepOnie dwpedv to ekmatdeuvtikd Evruro.

['a v éxBeon H Yalovpyia rwv Zovirdvay (20 De-
Bpovapiov - 15 Maiov 2002) tundBnke to exmatdevt-
K6 évromo, M. X. Aeatotvn-Tavvovrdrov, «...zo yva-
Al oav Aapnepd aorépr...» Tvdlwes dnuprovpyies amnd
rov 1odapixd xéopo (ABYva 2002). Tnv ékBeon em-
oxkégprnkav 1.080 pabntéc, otouvg onofovg SravepiOn-
Ke Owpedv To EKTTALOEVTIKS €VTuTio.

ZUVoALKd emokéPTNKAY TIG Tieptodicéc exBéoeig 1.792
pabntéc, opyavopévol oe opddes tov 30 atdpov.

Epyaotipla yra nadid

e meptodoug ayorikdv drakomdv kat ZaPPatokipra-
Kka, Aettovpynoav oto gpyactijpt tov Tpijpatog epya-
0TiPLa YLa HEPOVOUEVA TTaLdLE:

— «jtav éva pukpd kapdfr» yia madid 5-8 ypovav.
Zuvppeteiyav 16 nadid. Xvvepydge: "Een Mnaptoo-
ta (ewcaotikdg)

— «Lwypagitovtag ayyérouve», ya nadid 10-14 ypo-
vav. Zoppeteixav 16 madd. Zovepydne: AvOy Bai-
oapdxn (aytoypdgog):

— «mhdlovrag yprotéypopar, yia tadid 5-8 ypovav.
Zuppeteiyav 16 nawdid. Zvvepydne: ‘Epn Mnaptoo-
1a (etkaotikdc)

— «yapdlovrtag ) diki) oov ['évwnon», yla mada 10-
14 ypovadv. Zvoppeteiyav 16 madid. Zovepydne: Egn
Podomotrov (yapdktpta)’

— «Xprotovyewva [potodyevva...», yia nadid 6-9 ypo-
vav. Zoppetelyav 16 madid. Zovepydtes: Ztéala Ila-
navikoAdov (povokdc), ‘Een Mnaptodta (etcaotkég):
— «mdpyovy kat aAliduka kdiavta...», yla madtd
10-14 ypovdv. Zvppeteiyav 16 madid. Xovepydrec:
Ztédha Tlanavikoddov (povorkéde), Een Mnaptood-
1a (etkaotikdg):
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Yuywdtumo and my ekdfiwon 18 Maiov. Huépa Movoeiov kar Huéoa ITodirionov oro Movoeio Mrevixn
(pot.: K. K. Mavéing).

— «gpelc ot kaikdvtLapowr, ya madid 5-9 ypovov.
Zoppeteiyav 16 nadd. Zovepydme: ‘Een Mnaptod-
ta (eikaotkdg):

— «pta totopia ya. .. nepiepyouvs kaitkdvilapouve», yia
nadrd 10-14 ypovav. Xoppeteiyav 16 nadid. Xuovep-
ydmge: "Egn Mnaptodta (etkaotikde):

— «amokptd oty Abrjva yia ABnvaiovg kat... oyt pué-
vo», yta tadtd 5-9 kat 10-13 ypovav. Zoppeteiyav 48
nadtd. Zuvepydrec: ‘Egn Mnaprodta (eikaotixdg),
Ytédra [Manavikoddov (povotkde):

— «yaptagtol oty ABfva», yta madtd 9-13 ypovdv.
Zuoppeteiyav 19 nadid. Zovepydteg: Anpntpng leop-
yakémovrog, ‘E¢n Mnaptodra (eucaoticée):

— «aoyaiwvd kat mg AvoiEne», yta ntadid 6-9 kar 10-
13 ypovadv. Zuppeteiyav 48 mawdid. Zvvepydtes: "Egn
Mmnaprodta (sikaotikdg), Zrédra [anavikordov (pov-
01K4Q).

2uvohtkd ovppeteiyav ota epyaotipla 243 nadid.

Zepwvdpra evniikov
210 epyaotipt Aettobpynoav ta oepvapta:
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— H zexvini tng pvCaviviig ayroypapias — popnrit e1-
xova, Tuipa Apyaplov. Kikrog 12 pabnpdrtev. Aei-
tolpynoe dbo popéc katr ovppeteiyav 28 dropa. Xu-
vepydmge: Avly] Baloapdin (ayoypdgocg):

— H zexvixit tng fvCaveiviig ayroypapias — popnini e1-
xova, Tuqpa [poyopnpévev 1. Kékrog 12 pabnpd-
tov. Agrtovpynoe 6o popég kat ovppeteiyav 16 dro-
pa. Zovepydmg: Avly| Bakoapdxn (ayoypdgoc):

— H zexviit tng fvlaviwviic ayioypapias — popnti e1-
xdva, Tuqpa Ipoywpnuévav II. Kikrog 12 pabnpd-
tov. Aettodpynoe pia @opd kat ovppeteiyav 11 dro-
pa. Zvvepydmg: AvOy Baroapdky (ayoypdgog):

— Kéounpa: pdppa-rexvicn, Tpipa Apyapiov. Kékhog
okt padnpdrev. Aettobpynoe 6o @opég kat ovppe-
telyav 23 dropa. Zuvepydmng: Atka vie TodPeg (eBvo-
Aéyoc)”

— Madnpara Ilalaroypapiag, Kwdixodoyiag kar loropi-
ag rwv kempévay, Kbkhog oktd pabnpdrov. Aeitobpyn-
oe pla gopd Kkat ovppetelyav 6o dropa. Zuvepydng:
Ayapépvov Toghikag (prdroyoc-naratoypdgog):

— H Texvixit tng Eyravoriiig, Tpqpa Apyapiov. Ko-
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kAog 12 pabnpdrov. Aertolbpynoe 6o @opéc kat oup-
peteiyav 14 dropa. Zovepydme: Katepiva [Tepipévn
(Coypdpoc):

— IAvnnixi: H vexvixi rov avdylvgpov, Tunpa Apya-
plav. Kékrog 12 pabnpdtev. Asttodpynoe 6o @opéc
kat ovppetelyav 24 dropa. Zuvepydmge: Evdokia ITa-
TovAT| (yAdmepa):

— Tvmrikn: H texvinit rov oAdylvpov, Tufpa I[poye-
pnpévav. Kbkhoc 12 pabnpdrev. Asttodpynoe pia gopd
kat ovppeteiyav €61 dropa. Xuvepydne: Evdoxia ITa-
mwouAy (YAbmrpua).

Xuvvolikd ovppetelyav ota epyactipia 122 dropa.

Xuvepyaoleg

To Turjpa ovppeteiye oty Sn Etjoia Zvvdvimon mg
AteBuvone Adaikot Tolitiopod, pe 0épa Exnaidevon
xar NeoeAdnvixrt Tlodiriorinii KAnpovouid. Exnaidev-
rixd [odiriorind Aixrva.

[Tapovotdomkav ta exnadevtkd npoypdppata:

— oe 40 OAlavdoic kabnyntée apyaiov eAANVIKGOV,
an6 to OAravdiké Apyatoroyukd Ivotitottor

— oe 30 exmpoodmovg tov Ivotrtottov «MiBiwv»:

— og vmaywyotc and v Kénpo

— OF PETATTUYLAKOVS YOITHTES

— o povoela kat opeig.

To Tufjpa ovvepydotnke:

— pe dexddeg oyolela yia Oépata téyxvng kat povoeta-
KIC ayoyne

— pe oxolikég kar dnpdoteg Pirtobrikes, otig omoleg
kat ddproe exnadevtied LALKS

— pe ta vnéroma tpHpata ya t dopydveoh g ex-

drwong 18 Maiov. Huépa Movoeiov xar Huépa Ilo-
Airiopov oro Movoeio Mnevixn, pe otéxo ) yvoppia
Tov KowoL pe to éppuyo duvapkd tov Movoeiov Mne-
vakn kat to €pyo mov emteAel. Zoppetelyav 88 vndi-
AnAot kat ovvepydteg tov povoeiov, kat poohAlav e
dwpedv eioodo mepimov 1.200 dropa. ITapdrinia, 1o
[ToAntiplo tov povoeiov diébete g exddoES TOL pE
éxmrtwon 50%.

Xovoyifovtag, katd v oxoiky xpovid 2001-2002,
emoké@kav 1o povoeio 29.642 mawdid. And avid,
6.668 napaxorovtBnoav ekmadevtkd TPSYpaAppa oTIG
povipec ovAloyég, 20.939 mpaypatonoinoav enioke-
1 pe evBbvn tov exmadevtikdy toug, 1.792 emoké-
@rav ug neplodikég exbéoeig, evad 243 ovppeteiyav
oto nawdké gpyaotiipt. Ta dnpdota oxolela ovppetei-
¥av og mooootd 82,6%, ta Wiwukd 13,8%, ta ewdikd
0,4%, molruotikol gopelc 1% kat Stdgopa dria dpd-
pata 2,2%. Ané vy Abvjva kat ta mepiywpa, mpoepyo-
tav to 69,1%, and v enapyia 30% kat and to e€wte-
pwd 0,9%. “Eywvav 1.202 anootorég davetotkod vAt-
KkoU mpogtotpaoiag kat dSravepridnkav dwpedv otouvg pa-
Ontéc 8.709 exnadevtkd puArddia. Ot povoetookev-
¢ tov Tufparog daveiotnrav 137 gopéc, evd 1 davet-
oukt] PtPriobrikn pe eknadevtikots pakérouvg kat Pi-
PAia téyxvne kvifnke 159 @opéc (37 popég ekmaideuvti-
kol pdkerot kar 122 gopécg Pifria). ITpaypatomoron-
kav 13 anoysvpativd ogptvdpla ta onola mapakoAot-
Onoav 297 eknadevtikol, evedd ota oepvdpla eviniikov
ovppetelyav 122 dropa.

BIBAIOOHKH

I'Tpoowmiké

[Tiroa Todxawva (vnedBovn tuipatoc), l'ewpyia Ayyé-
Aov, Anprtpng ApPavitdkng, INavwpaia Iaitdvov, Nti-
va Evayyeiiov, Zniépoc Koototiag, lodvwa [Nateid-
pov, Ocoddpa ITikidvy, Kovotavtivog Ztepaviic, EAé-
v Todkeva. ECotepucyy ovvepydng: "EAvia Mapua-
pd. EOedévipiec: TCévn Marhapitn, Méravi Ztdpov,
Zon ZkomeAit, Aidva Toopndvoyrov. Xto mhaioto
TNG TPAKTIKNG TOUG AOKNONG EPYAOTNKAY Ol QPOLTITEC:
Nuéraoc Mmnovpvdrng (Bifiobnkovopia), Xtédiia
Zapnidpa kat Tavia Muhevd (Evviipnon Bipriov).

2, 2002

Epmiovtiopdc — Evnpépwon

Katd to mepaopévo étog ovveylomke o epmiovt-
opéc e Bifriobrikng, mov mpaypatonoifinke pe a-
yopéc, avtaiiayéc, ouvdpopéc kat dwpeéc. [Tapdiin-
Aa, yla ™) oUpUTAYpmo1 TG OUALOYTG THG HE Ttahatd-
epec N kat omdvies exddoetg, 1 BifAoOnkn ovppeté-
XEL ovoTNHATKd oTig dnpompaocieg oL TPaAypaTonot-
ovtvtat otnv Abrjva.

2ovoMKd, katd TV Tpoyolpevy) xpovid, n ovAloyr
avénbnke katd 3.849 tépove. And avtoic ot 449 mpoép-
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yovtat ané ayopés (50 ané dnponpaoieg), ot 3.123 and
dwpeéc, ot 156 and ovvdpopéc kat ot 71 and avrarira-
VéG. Ztov gpmhovtiopd g ovAroyric ouvéfaiav kupi-
oG ot akdrovbot dwpntéc: Avopéac ABdeAbmovrog, Ee-
vopav Avtoviddng, Nikog Baoiddtog, AtAy BeviZérov,
Mapivog I'epovrhdvoe, Anpvjtplog I'vdgac, N'edpyrog I'6-
vukag, Ayyehoc AednPopprds, Maipn Kovtoobpr, Af-
toa Agpnéor, Aivog Mmnevdkng, Nuwdraog [ToA{tng,
ANéEavdpog Papdvog, Mdprog ZaPfoudidng, Atovi-
olog Zéppag, Aykaba Ppaykiordtov, [Tvevpatikd Ké-
vtpo Ajpov Mapkémouviov, Ynovpyeio E€otepiicay - Y-
mpeota Atmiopatikod kat Iotopikod Apyeiov, Ymovp-
yeto TToAttiopod - AetBuvorn Bulavtivéy kat Metafu-
Cavuvay Mvnpeiov, 1dpvpa Ovpdvn, Apyatoroywr| E-
tatpeia, exddoeic Méhooa, ITdtpokiog Zradpou (exkd6-
oeig Kalavtidkn), ekbdoeig Kaotavid.

Amé 1o obvoro tev ekbdoewv mov anoktiOnkav katd
v miepiodo auvty, emonpaivovpe:

— Nuwngépog Breppidneg, Emirourn Aoyixig (Aevpia
1784) (dwped A. ABderdmoviov)’

— Goldsmith, History of Greecel (Bordeaux 1806) (-
ped A. ApSedémoviov)”

— Anpnrprog AdpPapis, Xonorouddera andoeddnvixii
(Biévvn 1820, ayopd):

— Il Timone, e@. Képrupag, 1848-1849 (ayopd):

— H Anporixi, e¢. Zaxtvbov, 1870-1873 (ayopd):

— Paunayds, ¢t 1879-1880, 1882-1883 (ayopd):

— Goethe’s Werke I-V (Aewpia x.x.)"

— Schiller’s Werke I-IV (Aewpia x.x.).

Avtairayég

Katd to 610 didotpa, ovveylotrav ot aviairiayéc
pe emotnpovikd Wpvpata oty EALGSa kat to e€wte-
ptid, yeyovig mov ovvéPfaie apketd oty avénon tov
aptBpot tov exdbéocwv ov ewofyBnoav otnv Bifiio-
01kn. Znpetdvovpe peta&t dAiwv:

— oy EARdda: Prhocogiky Zxort] leavvivev, Abn-
vév, Oeooarovikng, Kprmg, TNavemompakéc exds-
oeic EBvikod Metodfiov TToAvteyveiov, EOviky [Tiva-
koBjkn, [Motioukd Texvoroyikd Idpvpa - ETBA,
«Kaipeiog Bipriodnkn», Maxedoviké Movoeio Xi6y-
xpovne Téxvne, Movoeio Tériade, Anpdora BiBiio-
01 Pebipvne, Axadnuia ABnvay - Bipriobrikn «lo-
avwne Zuvkovtprier, 'evikd Apyela tov Kpdrouvg - Ap-
yeta N. PeBopvng, Avotdmn Zyxorn Kaidv Teyxvov,
Scuola Archeologica Italiana (ABvjva), Kévipo EAAnwi-
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kh¢ [Adooag, Movoeio Makedovikot Aydva, Movoeio
Kuidadwkiig Téxvne, T6pupa Baoiin katr EriCag T'ov-
ravdpy] - Movoeio Zéyypovne Téxvne (Avépog), Bipar-
oBnkn g BovAic tov EAAqvev, EAinviké Aoyoteyvi-
k6 kat lotopucd Apyeio, ['evvddetog BiBAioBvjin, EPpai-
k6 Movoeio g Exrddog, EBviké 1dpvpa Epevvdy - Iv-
outovto NeogAdnvikav Epevvav, Xprotaviky Apyato-
hoywii Erapeia, Topopa Aefévin

— oto e€wteptkd: Fondazione Querini Stampalia (Beve-
tta), Istituto Ellenico di Studi Bizantini e Postbizantini
(Bevetia), Dumbarton Oaks Center, University of
Birmingham, Victoria and Albert Museum, Musée
des Arts Decoratifs (Bovbanéot), Clevelant Museum
of Art, Centre de Documentaciéon I Museu Textil (I-
omnavia), Institut pour la Protection des Monuments
de Beograd, The Spencer Art Reference Library of the
Nelson-Atkins Museum of Art, Fine Arts Library of
Harvard College, Archaeological Institute of Belgrade.

Epyaoiec — Aettouvpyia

To peyalbrepo pépog tov véov ekb60EmV TIOL EVIAYTN-
Kav ot ovhhoyy (extéc and ) dwped ['kdpa, ov a-
ptBuel 1.450 tithovc) kataypdgnkav oto Biflio Eioa
yayrsc kal otov NAEKTpovikd vmoAoyloty. Zvveyiotn-
Ke 1] anodeAtinor] TeV TEPLOSIKGY, TV OVAAOYIKOY T6-
POV Kal TV TPaktikdv ovvedpiov mov dtabétel 1 Bi-
PAoBkn kat ot Teproodtepeg eyypagéc kataywpiotn-
Kkav otov NAektpovikd vroroytoty. IlapdAinia, ovve-
ylotke 1 éviaén ot ovdioyn v PifAiov ov Suabétet
10 Tijpa Iotopucdv Apyeiov, to Tufpa INayvididv kat
[Tadiknc HAklag, to Potoypagikd Tunua kar v iva-
koBkn N. Xatinkoptdkouv-T'kika.

Ewdwki} avagopd mpémet va yivet oty kataypagy g

Bpriobrikng tov Evotdfiov Pwvémovrov, 1 omoia mept-
hapPaver yopo otovg 15.000 tépove. H Bifriobijkn av-
™, extdg and maraituma kar AAAEC omdvieg ekOGOELS,
nepthapfavel onpavtikdrateg ekOG0ELS OV apopolty T
vedtepn eAAnviky} wotopia, pe dwaltepy) £pgaocy oToug
TepMyNtéG, oty Enavdotaon kat otov @IAeAANVIGRS.
Ané tov PePpoudpro tov 2002, pa opdda epyalopévov
anaoyoleitat pe v kataypagn me Piprodrikng Pivé-
TOUAOU. ZUYKEKPIUEVA, OL pyaoieg meptAapfdvouv:
— kataypapy tov tthev oe edwd Biflio Eivaywyiic
(péypt ouypric €xouvv kataypagel 14.000 tithot Pifriov
KAl TEPLOOIKGV), avaiutiky] kataroyoypdenon tov Ppii-
®V KAl KATayoptor] Toug 0Tov NAEKTPOVIKS LTIOAOYIOTH'
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— HETAYPacy 0Ta AyyAlKd TOV ONUELOOEOV KAl TV
oxoAMav Tev eyypapdv’

— anodeAtinoyn TV TEPLOSIKGVY KAl TOV TIPAKTIKOV OL-
vedplav:

— ogpdylopa, anodeitioon kat gotoypdgion SAwv
TOV TEPLEYOHEVOV EIKOVOV*

— mpoAnmtiky ovvtijpnon Pipriodeciac kat vivotpo tov
Bipriav, pe v enifreyn ovvinpndy tov povoeiov.
[Tpémnet va onpetwBel 1t yra v kdAvyn tev avaykov
tov mapandve epyaoctadv ot Pritodikn Pvémoviov,
npaypatonotjdnke enéktact) Tov NAEKTPOVIKOD dikTi-
ov, og ovvepyaoia pe to Tprjpa Texpnplowong tov pov-
ogfov kat v etarpeia Elidoc.

Zoppetoyy ot exbéoeig — Exdnidoerg

H Biprobrikn ovppeteiye oty npaypatonoinon ek-
Oéocwv 1 exdnAdoeov, dtevkolbvoviag T oLyké-
VIpoon Tou amapaitnrov VAo yla tg dpaotnptéd-
TTeC autég. Zuykekpipéva, mapaywprnke vAké ya:
— v éxBeon mov opydveoe  Pikekmadevtiky Etat-
pela pe titho Exdbocig eddnvay pilooipwy, 150v xai
160v ardva (OxtdPproc-NoépPpiog 2001):

— v ékBeom pe titho loropixoi deopoi perav EALddog
kar Pwoiag, 180 - apxés 200v aidva, mov opyavdbike
oy Ipoedpia tg Anpoxpatiag (AeképPproc 2001):

— v €kbeon mov opydveoe o Afjpoc Mapkdmoviov,
ue titho Me rov xpworiipa xai vo xapropil: (Mdptiog-
Ampitiog 2002)

— v exknadevtiky ékbeon mov mpaypatonoinoe to Y-
novpyeio Ewtepikadv oty Konpo (PePpovdprog 2002).

Tov NoéuPpro tov 2001, 1 Biprobixn napaysdpnoe
oy EPT déeta potoypdgiong vitkot yia tig avaykeg
TOL VIOKLHAVTEP pe TiTAo dmmdteg kat Ztavpopdpow».

Ekbénidoeig — Eevayrjoeig

H Bipriobiijkn mpaypatomoinoe pia ekdijimon ya
toug «Pihovg ¢ I'evvadeiov Bifriobrne» (Pefpouv-
dprog 2002) kat pia ya tovg «@ilovg tov Movoeiov
Mrevdakn» (Oktédfprog 2002). Kat otig 8o mepimnted-
oelg, ot vmevBuvor e Bifriobiikng evipépwoav touvg
ETOKETITEG Yla T pUoT] KAl TOLG OKOTIOUG TNG GUAAO-
yh¢ kat touvg Eevdynoav ot pkpy €kbBeor) yetpoypd-
pov kat ekddoewv, Tov elye opyavwlel yia tov Adéyo
avtd otov xopo e BifAtobiknc.

2, 2002

Amootoréc exdboewv tov Movoeiov Mmevdkn

H BipAiob1jkn ovvéPaire otov epmrovtiopd dAiwv Pirfit-
ofnidv, anootélhoviac exddoemv tov povoeiov. Enpa-
vukéc anootorés Pifiinv éyvav mipoc: Anpdota Bifito-
0nin [apov, H” Egopeila Ipototopikedv kar Kiaoukdy
Apyatotitov, Anpdora Biprobrkn ZakivBov, Movoeio
EXnvikic Aaixic Téywme, University of Birmingham -
Center for Byzantine, Ottoman and Modern Greek Stud-
ies, BikeAaia BifAobrjkn (HpdkAero), Apyatoroyticéd kau
Totopucd “Tdpupa Pédov, EXinvikny Kowédtnra Bevetiag,
60 T'vpvdolo Xaviov, I'vpvdoto Zemoriov, Zrpatiaticr]
Axadnpia [ToAépov BovAyapiag - ITapdptnpa 'TEEOA.

Mehetnég

H Biprio0rjin Stevkdivve ) Pifrioypagucr| épevva tov
TPoowKol Ttov povoeiov, oupPdiroviag étot otny op-
yavoon exléoeov kat exdnidoenv, alrd kat ot ouvy-
YPA@Y EMOTNUOVIKGV HEAETAV. 210 (Ol0 dtdotnpa, N
BipiioOnjn efummpétnoe moArols peretntéc. Tavts-
xpova, eEumNPETNoE £PELVNTEG KAl ETUOTIHOVIKA 15pU-
pata oty EAAGSa kat to e€wtepticd, anootéAhoviag a-
viiototyo VAKS. Evdeucticd avagépoupe:

— ) ovvepyaoia pe 1o [Tavemonjpto tov Birmingham
(Department of Theology - Centre for the Editing of
Texts in Religion) yia ™ gotoypdgion evvéa xetpoypd-
pov and tm ZvAtoyn Xepoypdpav te Bipiodrikne
— 1t ovvepyaoia pe to EBvikéd Kévrpo Texpnpioong
yia ) otvBeon tov «BifrioBniovopikot Bnoavpoi»,
nov to Kévrpo €yet avardfet va viomomoet oto miai-

oto tov ETTEAEK II.

Zuppetoyi| oe ouvédpla kat npepideg

H vred0uvn g BipAo0nxne Iitoa Todkeva:

— éhaPe pépog omv nuepida pe Oépa Avayvaores kai
Bifliodrixeg, mov opyavddnke oto EOviké Kévipo Bi-
PAriov (PePpouvdprog 2002)

kat o Anpitpng ApPavitdkmg:

— OAOKAPp®OE TN OLYKEVIPpOOT kat Thv emefepyaocia
tov VALKV ya ) peAétn Aidnloypapia Avdpéa Mov-
o10évon xar Ampidiov TvmdAdov mov mpdkertal va ekdo-
Oel ané to povoeio péoa oo 2003+

— ovppetelye pe v avakoiveor), « T'doelc e totopto-
ypagiag tov Iéviov ydpouv (1606 - apyés 190v atdva)»
oto: Z' [avidvio Zvvédpro (Aevkdda, Mdiog 2002)

— éypaye tpla kefpeva oto neplodikd loroprxd oyeTi-
kd pe Bépata vedrepnc totopiac.
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To ktipro oty 0066 Ietparddg 138

Metd v ohoxkAnpeon the peAég epappoyne Tov
Mduio tov 2002 and v opdda tov peretntadv (Avdpéag
Kotpkovrag, Mapia Kokkivov, Kdotag Zapmag, [Tavre-
Mic Apyvpdc), TPoKNpUYTHKE O Slaywviopds ya Ty
avdBeon tov €pyov «Anpovpyia IToAttotikod Kévipou
tov Movogiov Mnevdin enf tne Odob Iepaidg 138,
Emokevn] - Enéktaon Kupiov». Zug 10 IovAlov 1 em-
pom) tov dayoviopol mapérafe kat amooppdyloe
TG TPooopéc mov katatédnkav. Avddoyog tov €pyou
avaknpoymke 1 peoddTpla epyoAnmriky etaipeia
BIOTEP AE. Ot owodopikéc epyacieg eferloooviat
obpgpova pe to apykd ypovodidypappa touv €pyou.
Tov Abyovoto tov 2003 mpoPAénetar va mapadobel
10 100yel0 TOL KUPIOL, TIPOKEIUEVOL va PLAoEEVHOEL
npoypappatopéves ekdniaoeic. To ktipio Ba amome-
patwBel kat Ba apadobel oug apyég tov 2004.

To Movoeio loraptkric Téxvne

Yotepa and v olokAjpwor TG avaokagng Tou
npaypatoroinoe M I Egopeia Tlpoiotopikdv kat
Klaowev Apyatom)tov yia v anokdAvyn tev £o-
ppdtov ota Bepéiia tov Kuptakol GLyKPOTHHATOS
otov Kepapekd, ot olkodopikéc epyaoieg ya v e-
ToKeLY] Kat v avdmhaoy tov Kupiov mpoydpnoav
pe taybratovg puBpotc. ‘Exet 11 anonepatwbel
T0 YOVIAKS Tptdpo@o Ktipo otr ovpforr| tov oddv
Autéhov kat Acopdtev, evéd to Stdpogpo ¢ 000U
Autéhov 12 pali pe to kevipkd kiipakootdoto mov Oa
ouvdéet ta dvo ktipra Ba tapadoboiv oo povoeio yipe
otov Ampidto tov 2003. IMapdiinia, éxetl Eekvijoet o
oyedlaopos tov véav exkbeotakdv ydpov, Tpoketpévou
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To ktipto tov vré avéyepon Movoeiov Tohapucrc Téxvng
(pot.: Zm. AeAnPopprdc).

10 Movoeio va eykaviaotel tyv dvoién tov 2004.

Inpeioon: L ovviadn v ypovikdv ovvéBaiav ot: Eipijvn
[Tanayewpyiov, Avaotacia Apavddakn, Kdte Zuvodivod,
Ahixn
Toipytarov, Mapyapita Xdxka, Iodwa ITpofidn, Mapia

Bakeviivyy Toehixa, Pavi-Mapla Torykdkov,
Apyvptddr, Awa Mmnaiidv, Aéva Bpavomodrov, Ntémn
KotCapdvy, Zogia Koridpov, Oluvpria Oegogavomotiov,
Ipyévera Aovvorddov, Zor Metalidrov, Nikn Wappdkn-

Mmneleowdm, itoa Todkeva, Eiprjvn 'epovidvou.
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2 ovvéyela mapatifevrar dwpeéc kat ayopég, ot o-
mo{eg dev EPTIMTOLY OTIG APHOOLOTNTEG TOV VPLOTAE-

VOV OUAAOYGV TOL HOLOETOV.

Kinpodémua I'dvvn Iannd: oty ovvévievén ténov,
nov mpaypatonotilnke v Tpitn 9 Anpiriov 2002 pe
agoppi] v ékdoan tov Pipiiov [idving Hanmds. IAv-
Tk, 0 YAUTITNG avako{ivwoe Ty ané@act] Tov va KAY-
podotjoel oto povoeio ta €pya tov mov Pplokovial
oty katoyy tov. Ta épya efvat ovykevipopéva oto ep-
yaotipto tov I'dvvn I'annd otov Zoypdypov, oe Ktipto
TOU ATOTEAOVOE KAL TNV KATOLKIA TNG OKOYEVELAG TOL
éwg ) dexaetia tov 1960. To akivnto avtd mpdrettat
va npoogepBel oto Movoeio Mnevdxn and tov yio tov
Aléko Iannd, dote ta épya va Statnpnboiv oto mept-
BdArov touc. H doped kalbmtet to peyaritepo pépog
¢ kahAteyvikig mapayoyis tov I'dvvn Tannd and
10 1930 éwg ovjpepa.

Awped Erikng Zavva:  Edikn Zdvva ddproe kpatod-
viag ™y by kuptdtra to onit kat ) Pipriobiiky
TNG YA TV TIPOay®yT] ¢ HEAETNG TOL vdLKkoV TOALTL-
opol KAl TV avatoAKOV TEYVOV.

Aoped Zepeptddn: ta adéigra Evpunidne kat Kvpid-
KOG ZePeptddng ddproav tov eEomiopd Kat to epya-
otpto apyvpoyoiag tov apyev tov 20ov atdva.

Awped T'eopyiov I'éviika, ot pvijun tov matépa tou:
156 avuxefpeva mpokoropfravic téyvne kabog kat
peydro aplpd and mjiva ogpovdtiia, kupiog and to
Equador, to Me&iké kat to ITepod. H doped evioydet on-
pavtikd Tig oulroyég tov povoeiov, ot omoleg mpdKetTat

peAloviikd va oteyaotolv ota véa Ktipla tov povogiou.

Ayopd Tavwn Ztegavéddn: to povoefo aydpace to
apyelo tov oknvoypdgouv I'dvwy (TCov) Xtepavériin
(1915-2001), to omoio amoteieitat kvping and paé-
1e¢ oknvikey tov. O ZrepavéAing Eexivnoe ) otadt-
odpopia tov to 1942 oto Ofatpo Téxvne vnd v ka-
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O yidnng 'avvng [anndg oto epyaotpid tov

(pot.: T. Atapavtémovrog).

B061ynon tov Kdporov Kouvv. Epydotke wg teyvikog
dtevBuviig oty EBvicy) Avpucr] Zknvi}. Zovepydotn-
ke pe 1o EBviké Oéarpo, to KOBE kat dilove Oid-
oovg. Zknvoypdgnoe moivdpiBpa épya kaboe kat 6-
niepeg oty EALGSa kat oo e€otepuid.
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AQPHTEX

Avdpéag ABSerdmoviog

Xpnotog kat EAévn Ayyeridov

Zpapd Aylakdtowka

I'dpyoc kat Bidika Ayoupidn

Mdpo Kapdapiton-Addun

pntpomoAitng Zaydk Aifalidv

Aptoteidng Adagoitog

I'eddpyroc AheEdmoviog

Alovpiviov g EALGSog

Hévn Avaotaoiov

Hevopdv Avieviddng

Avdvupot

Zagepdd Avdpéou

Mapyapita Amootoridn

Amndotorog Apyuptddng

Mntpémorn tov ev EALGSL OpBoddéwv Appeviov

AvOY Baroapdk

Nikéraoc Baotidrog

Iodvvng kat EAévn Bdm

Avtévng kat Pavi) Bageiaddky

EAevBéprog kat Ailn Bevitérov

Awoviolog Bitoocg

Eda Braooomotrov

Taudva Paion-BoAavdkn

Maiprn Bpudkov

I'evikiy AEAAK

I'evikcny Tpdnela

Aéomowa 'epovAdvou-Ntéyka

Mapivog kat Atpiria I'epovidvou

Mapia-PéCa 'eopytddn

Mipwva T'kiykida

Anprjtproc I'kégpag

Tedpytog I'é6vucag

NtéAAn Fovravdpn

Apyivn Totdtou

Iodvva Aapnipn-Anpdkn

Anpdoia Emyeipnon [oreodoptiot
kat Owovoptkod Zyedaopotb

Avaotaoia Apavddxn

Muyding Awpric

ader@n Awpobéa

Exdéoeic Kaotavid

EAAnviké Aoyoteyvikd kat Iotopid Apyeio
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Exdnvikr] “Eveon Zuppetaoysviov
oe Ohvpmakodc Aydveg

EAikn Zdvva

Emtpory) [ToAnmpiov tov Moveeiov

EPT AE

AMéEavdpog Zdavvog

AréEavdpog Zaovong

Xpuodvin ZépPa

I'kobvtpouvv Zopund

EXévyy HAtdokov

ATET Hpaxivc

"E¢n Ocoroyitov

T8pupa IMavayid kat "Eene Muyery

‘T6pvpa Zapotbpkra

Avaotaoia-IInyy leakeipoyrov

Xapikiea loakeipoyrov

H KaBnpepwni AE

AréEavdpoc Karadidpng

Aitn Kariyd

Aavan Kapmépou

Avdpéag A. KaveArdmovrog

[Népyog Kamerdkrg

Xradpoc Kamravidng

Arovuaia KapaPayyéin

I'. Kapafiag kat ovvepydreg ETTE

Aparia Kapatdyka

AbBavdorog Kdppng

[odvvng Kaptdng

Zdpa Kapotov

Alin KeAaiditn

Kiéa Keyayidyrov

Ayidréac kat ErodPet Kopvoo

Aptepg Koptéon

Aavan KouvPapa

Tedpyroc kat Zogia Kovpavtdpov

[wdvvng Kovpavotdong

Maiprn Kovtootpn

Miva Kpien

Avtovng Kuprakoding

['dvvng Kootdnovrog

Iopvpa I. @. Keotonotiov

John Leatham

Altoa Agpméon
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Adgvn Adumen

NéAAn Audumen

Kheid AoyobBé
Kovotavtivog Aovkdkng
Ayyerikiy Maykdin
[Tétpog Makpric-Xtdikog

otkoyévela Nikoddov Makpuyidpyov

Zpspvn Mapaykot

Eiprivn kat Mapia MaproviCov
I'edpyroc Matodkag
Nikéraog kat Popd Mavpikiov
I'édpyoc Mavpoidng

Iodvvne Mavpopdtng
[TAdtov Mavpopototakog
Apaiia Meyamdavou

Muyanh I'. Mehdg

[Tapaokevy} Mijitov

ZtédAa MiganAion

I'évvne Mépaing

Xpriotoc I1. Mooyavdpéou
Aparia-"EAAn Motoeviyou
Atvog Mmevdkng

Xp6vne Mmnétooyrov

ITétpog Mmpovoaing

Frieda Nussberger

Atava kat Muyding Evidg
['é6va I'aidoton

Baothwy| TTavayiotdrn
Enapewdvdag [Navralémovrog
[Tepikinc [Mavieredxng
Ztoaavég [amayewpylov-Tovatdg
Pooétta ITamayidvvn
Oeb66wpog [ManareEdnoviog
Aavan Ianaotapdm

Dotewvn anayatin

AMéxog [Tanmdg

['dvwng IManndg

‘Etta IMapaokdxn

EAévn ITaviomotiov

Mapia ITaviomotiov
EvotdOiog [Metpdmoviog
Nikog ITetpdmoviog

Ayvi) TTikidvn

Nuéraog IToritng

I'eddpyrog Iporomiov

EAnida Pakwviln

Kait Prviotdxn
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EAevbepia xat I'apuparid Pitoov
AréEavdpoc Popdvog
Madprog ZapPovridne
Mapiva XakeArapiov
EAévn A. Zapapdxn
Oe66wpoc Zapovpkag
A{Ca Zavrapoitpn

Alikn Zapavtomobrov
EXévn Zapp

ZoW Zappn

Atoviotog Zéppag
Evpunidne Zegepidadng
Kuptdkog Zegeptddng
Selga Sherrard

EAévn Zwvotpn

[1é6Av Zmavoiiot

Mapia ZnéviCa

Katepiva Enetoépn-Beschi
Totha Zteprdty

Nikéraog TaPovrdpng
[Tavaywdg Tétong
Madvia Teyprildyrov
TCavwig TCavvetdkng
Trav AE

“Efn Touvrotna

Aavan Toalapmapmotdvy
Paidpa Toarapnapmobvy
Ynouvpyeio Aryafov
Yrnovpyefo EBvikiic Apuvvag
Ymouvpyeio EBvikrig Owovopiag
Yrnovpyeto E€otepikdv
Ynouvpyeio [Toittiopot
A)lékoc Paotavig
Kovotavtivog Pidinmov
Dirot tov Movoeiov Mmevdkn
Evotdbioc @vémoviog
Zndpog I. Proyaitng
Avaotdotoc Povkag
Kuprakotra @Ppaykoyidvvn
Aykaba Ppaykiokdtov
Aroviong @wtdmoviog
Xprotiva Hager

Atoviong Xapttdmovrog
Eiprjvn Xatlnunipov

[T{a Xatnvikov-Ayyeiivy
Xpnpatotipo Afidv ABnvav
['dvvne Wuyonaidng
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Aotk emtpon

[Tpéedpog: Mapivog I'epovidvog

Avumpdedpog: I'dvwng Kootdmoviog

I'evikéc pappatéac: Xapdiapmog Mnotpag

Tapiag: AAéEavdpog Popdvog

Mérn: Aquria T'epovidvou, NtéAAn Tovravdpy,
Muyyair Mehrdg, Tlpoxdémng ITaviémovrog, I'dvvng
[Tupytdng, I'edpytoc [Tamadnunrpiov.

KaliAteyviké ZopPodiio

Ehevbéprog Bevilérog, Nikorétra Apdpn-Bardkov,
Nwkdéraog Ziag, I1ém Zdpa, Erévy Popaiov-Kapa-
otapd, loidwpoc Kakodpne, Aparia Meyandvov, I-
ovAia MeAd, Biktop Merdc, Maipn [Navayiotidn, Ma-
pla Znévtoa, [lavayidg Tétone, "Epn Tovlotna.

Emotpoviky Emtpony Apyeiov NeogAlnviki|c
ApyITEKTOVIKNAG

Mdpo Kapdapiton-Addun, Mdavoc Mnipng, Xapd-
Aapmog Mmodpag, Aptotéa Ilanavikordouv-Kpiotev-
oev, Evotdbioc Pwvémovioc.

Emtponn} [Tivaxo01kne Nikov Xattnkvpidkov-T'kika

EBita Apdnoylov, Adpidva BepPétn, John Craxton,
Ayyerog AeinPopprdc, Ntépa HAomobrov-Poykdv,
John Leatham, Iodvva ITpoidn, Atovione Pwtémov-
Aoc.

Emtpony| [ToAntpiov
Aéomowa 'epovidvou, Atptiia I'epovidvou, Aptepig
Koptéon, "Etta INapaoydxn, AréEavdpog Popdvoc.

ArevBovtig
Ayyehog AeAnPopprdg

Avarinpotic dtevbuvtig
Etprjvn I'epovrdvou

I'pappateia

Mdpia Arapdvrn, Ztabpog BAiloc, Natdoa Kapay-
véhov, Mapia Kpéton, Erévn Kwvotaviédiov, ‘Een
Mreptowd, Aroviong Zkovpirc, ‘EAeva Topmotioyrov.

Tuipa Ipoiotopikig, Apyaiag EAAnvikic kat Popa-
K1 ZvAloyng
Esprivn Tamayewpyiov, Ayyerucy ZiPa.
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Tufpa Bulavuvie-MetaPulaviviic vAioyig
Avaoraoia Apavdixn, Avva Mnaldidy.

Tunpa NeoeAlnvikot ToArtiopod kat NeogAAnvikig
Téyvne, Tpnpa Iotopikdv Keypniiov

Kire Z2vvodrvod, Ztédha T'kika, T'obra Ploka,
Zopia Xavdaxd.

Tudpa Iotopikdv Apyeiov kat Xepoypdgpav
Balevrivn Toelixa, Mapia Anpnrpiddov, AréCav-
dpog Zdavvag, Baothiki} Kopmddkov, Eipvjvy Madpov.

Tuhpa Potoypagikdv Apyeimv

Davit Kwvoravrivov, Apyovtia Adapomotrov, ['ewp-
yla Ipopidov, Aswvidac Kovpyravtdrng, Mapia Mdrt-
ta, Eipvy Mmovvtodpy, ALikn Toipyiaiov, ‘Olya
Xapdatid.

Apyeia NeoeAAnvikig Apyitektovikrg
Mapyapira Sdixka, EAévy ApPavitn-Kpdkov, Na-
taiia Mmodpa.

Tuipa Zoypagikijs, Xapaktikdv kat Zyediov
Pavii-Mapia Toyxdrxov. Opdda kataypagiig avi-
Borov: Idvwne Baparvic, ITavopaia Mnevdtov.

[TwvaxoB1jkn Nikov Xatlnkuptdkov-I'kika
lwdvva Ipofion, lodvva Mepait, Nikog Ilaiotoc.
Emotpovikég ovvepydng: Jean-Pierre de Rycke.

Tuipa Haywvididv kar [aduric Hikiag
Mapia Apyvpidon, Aéomowva Kapakopvnvoo.

Tunpa Iorapkic Téxvne
Avva Mraiiidv, Avva Mutdnvaiov, Miva Mopai-
tov. Emotnpovicy ovvepydne: Mipta [eppdxn.

Tunpa Exdéocwv - Atopydvoong ExBéocwmv
Hiéxrpa I'eawpyovda, Anpitpne Aapdokoc.

Tuipa Zovtiipnong ‘Epyov Téxvng

2iépyrog¢ Zraoivémoviog, Baoiing Apyvpdrog, Ei-
privn BAayodfuov, Xpuootia BovpPomotrov, Eré-
vi) Bpavomotiov, Xpiotiva I'avvomotiov, Erevbepia
I'kobga, Xdpne I'pappatxds, Muptd AeAnfoppid,
Anptpne Aobpag, Mapia-Axtida Zayaptd, Olvpnia
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O¢eopavonodrov, Aleldvopa Kariyd, I'ewpyla Ka-
ptdm, Naodp Kokkarde, Zogia KoAildpov, Baouit-
k1 Kovtapdkn, Aéomowa Kotlapdvy, Katvypd Murd-
vou, Xotipne Mnekidpng, Baoiiky Nikoronotiov,
Anastasia Ozoline, Khetd TTandZoyrov, Baoiing Ila-
oxding, AnpoocBévng [Tipmivg, Avva-Appiéta Pefibn,
Bipyw Popdvou, Nudéraog Zpvpvdkng, Prdpa Xte-
@dvov, Zogla Toovpwvdxm, Zogia Toolov, EAévn-Be-
pévika Pappaxarivov, Evayyeria Pord, Apyvpd Xi-
aaddxn, Erévny Wakm.

Twipa [TAnpogopixiic

Ipryévera Arovvorddov (tpfijpa tekpnpiowonc), Zwi
Meraéidrov (tpfipa ovompdrov), Mapla Ikika,
Mapia ©OpouvPdra, Xphotoc Kaowdtng, Xpioa
Kovtdkn, Aétta Mév.

Tuipa Exknadevtikdv [poypappdtov

Nixn Wappdrxn-Mnedeordrn, Mapia Agotobvn-
[avvovidtov, Mapia Zapevonotiov, Mapia Kap-
Bouvaky, Xapd XatlnvikoAidov.

BiprioBrxn

[Tiroa Todxwva, N'ewpyla Ayyélov, Anpuitpng ApPa-
vitdkng, [Tavepata 'attdvou, Kevotavtiva Evayyeiiov,
2népog Kwototrag, Iodvva ITaterdpov, Ntépa [Tikidr-
vi-Pékov, Kovotavtivog Ztepavig, Erévn Todkova.

Nopwkn Ynnpeoia
Mapia Beviépn, Kopvniia Bovpyoutly, Xravpolra
Kopvnvod.

KvAtketo

Havayidrng Xproropidéag, Aéomowa I'ewpyooo-
nothov, Xmbpoc Apavddkng, Anpritpne Kugpoviong,
I'epdoipoc Movoayéag, Xdpa Mmoip I'kepic, Baoi-
Ang Owovopéac, Apyvped Zopotov, I'edpyroc TChdple-
oov, Anuftpng Ppaykopiyarog.

Aoylotijpro

Anunirpng  Apovyxag, Tdpyoc Bhaoidng, Xpi-
oto¢ Bpakdg, Xpiotiva Aevéypy, Aparia Zayapdkn,
Oopds Kootovrag, Nektdprog Avpnépng, Tlavayiod-
¢ MapvéCog, TaBpmA TTaratodfpoc, ABnvd Zappd-
), Meinopévn Tpravtagiiiov.

[MoAntipro
Aéomorva [epovldvov, lodvwa Avteviov, Baotliky

Baotionothov, Kariiémn Anpnrpomnotiov, Afuntpa
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Zoypagov, Xprotiva Zoypdgpov, loaPéra Curtis, Ev-
ayyeria Keypd, Negéin Korokubd, Prdpa Kupiton,
l'edpyog Kovotavtivov, Mapia Mapwvdkn, Mapia
Mrneptoid, IMapaokevy Mmeodpy, Pody Evdot, Ni-
kog [ Tetpdmoviog.

Teyvikd Turpa
Maviing Mnidalidrng, Ztéhog Mapyapitng.

KaOaptédmta

Aéomorva TCepPinn, Avdpéac Mmdrag, Nikorétta
Mukavd, lodvva Tlavteridov, Ayyeiikn [likpodnuni-
11, l'ewpyla TTiotord, Mapia ZkovpAy.

Duraktkd [Npoowmkd

Anpritpng Anuntpiov, tabpog Amhadds, Anprtprng
l'ewpyaxémovrog, Baoiietog Tavwng, Mapia Aapiyov,
Anuntpng Anpakénoviog, Zravpolia Anuntpiov, Oe-
66wpog Anpnrpdmovrog, lodvwng Zapmdpag, Qwpdg
Zanavudtg, Anprtpng Ziapndpag, Kovotaviivog
Kaitig, Kovotaviivog Kovpukdkng, Kevotavtivog
KuvAivig, Evdyyerog Kupitong, [Tétpog Kupitong, I'e-
opyrog Madpog, AréEne Mmoviiding, I'edpytog Ntov-
Bainge, Iavayidng anaotadpov, Anprjtpng Idtpac,
Evdyyeroc TTiotordg, Avidvng [Thtdykog, HArtac To-
Mg, lodvwng Pappdmoviog, Anpftpne ZaPPdyg,
[Tavayidtng Zregavidng, Baoiietog ZtpaPookotpng,
Kovotavtivog Z¢rjkag, Aapavée TCexdidng, Biktopia
Todproain, Adumpog Todvng, AléEavdpog Xiung, An-
wijtpne Xpootkdnouviog.

Kévtpo EAréyyou

Baoiing Kapapmirog, MiydAng Bitding, Bayyéing
I'kAdPac, Apnec Aavide, Kuprdkog Koopidng, Aviavng
Pamnc.

Znp.: Me midylove yapaktipeg avagépovtat ot vnedfuvot

TOV TUHATOV.

Zopateio

Ot ®ihot tov Movogiov Mmevdkn

[Thateia Plkig Erapeiag (Korovaxiov) 15
106 74 ABnva

™mA. 210 7229958, @a 210 7298183

e-mail: friendbm@hol.gr
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OAHTIEZ I'TA TH 2YNTAEH KAI THN YITOBOAH MEAETON
>TO I'TEPIOAIKO TOY MOYZEIOY MITENAKH

1. 'Adooa: peréteg mpog Onpooievon pmopoiv
va vmoPAnBodv oty eAinviky| kabodg kar oe pia and
©g uvnélowneg evpéng Sradedopévec yAdooeg. Xto
téhoc kdBe kewpévov Oa vndpyet extevic mepiinyn
otV ayyAky yidooa yia ta eAAnvikd kelpeva, kat
oty eAAnviky yia ta Eevéyloooa. Ot ovyypageic Ba
vroPdlouvy v mepiAnyn ot yAGooa mov €xet ypagtel
N perém. Tn petdgpaon e mepiAnyne avarapPdvet
1] CUVTAKTIKY] ETLTPOTLH).

2. 'Extaon kepévav — ypoviké 6pro katdBeong:
ta voParidueva kefpeva kaidv efval va pnv Eemep-
vouv g 20 daktvAoypagpnpéves oeridec. Ta kelpeva
voPdAdovtat otov vredBuvo yia ) obvtaén 6p. Anui-
tp1 Aapdoko ot dtedBuvorn tov Movoeiou:
Kovpmndpn 1, 106 74 ABvva, mA.: +30-210-3671011,
nAektpoviky SiebBuvorn: damaskos@benaki.gr.

3. H otvtaén tov mepodikot Ba amevBiverar oe
efwtepikoic e1d1kolc kpLTég, avdroya Pe TO YVOOTIKO
avukelpevo, ot onofot Ba kpivouv to mepleydpevo tov
HEAETAV, G TIPOG THV TPOTOTLTIA KAl TNV EMOTIHO-
viky] tovg Papitnra. H obvraln €xet to Sikaiopa va
anogacioetl og otov tépo Ba ekdobobv ot pog dnpo-
oievon vofinBeioeg perétec.

4. Odnylec ypagric kar katdBeonc kewpévouv: ta
kefpeva mapadidovtar extvnopéva oe pla 6yn kdbe
oehidag A4, pe kavoviké didotiyo kat oe dokéta (mpd-
ypappa Word, MS-Dos # Mac). Ot vroonpeidoeig
ypdgovtat 0to TEAOC ToL KEIPEVOL Kal eival TUTOUEVES
ot Lexwpoté @vAlo yapuol. Ot ovyypagels dnAd-
VOUV OTO TEAOG TOL KEHEVOL THV EMAYYEARATIKY] TOUG
1016 1A, Kal TV TayudpOpLKY Kal THV TGV NAEKTPO-
viky] Toug dtevBuvon. Ot pwtoypagpieg mpémnet va efvat
MpWwTOTLUTIES, va Tipoodiopiletat 1 mpoéAevon Toug Kkat
ta mAfpn otoryeia tov amewkovifépevov Oépatog pe
dakturoypagnuéves Aeldviec oe Eeywpion oegAida.
210 meplodikd TumdvovTal acTIPGUALPES KAl EYYPOUES
potoypagies. I'a v kaddtepn exténoon tov éyypw-
pov gotoypaplay embopnt efvat 1 voforyy Sragpa-
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vewdv. To gatoypagiké vikd emotpépetal otouvg
KATdYOLG TOL UETA THV EKTHIIOOT TOL TIEPLOSLKOU.

5. Ai6pBwon Soktpimv: o cuvyypagéac AapPdvet
npog €Aeyyo tumoypagiikd dokipta, ta onola mapaka-
Agltat va ta emotpépet pe toxdy Sopbdoeig péoa oe
Stdompa 6vo efdopddev amd v nuepopnvia mapa-
AaPric tove. Ze mepintoon mapéAevong tov povikos
opiov mapatteitar avtopdtwg and to dikaiopa G16p-
Boong, extéc av ovvipéyetl ooPapds Adyog, o omnoiog
Tp€meL va Kotvoroteltat eyypdgng otov vnetBuvo ov-
vta&ne tov meprodikot. Ek tov votépov ailayéc oto
ke{pevo emPapivoov tov ovyypagéa.

6. Avdatvma: kdBe ouvyypagéag Oikatobtar €vav
Tépo Tov TEPLodikot kat 50 avdtvna dwpedv.

Z60TNpa LITOONUELDOEDY

1. 'evikég odmylec:

— Av éva PiPrio éxer ndveo and évav ovyypagéa, ta
ovépatd touvg xwpitovrar pe képpa. O fifitoypagr-
K€G apanounég péoa otny {dta voonpueinon yopiGo-
vtat pe dvo tereia

— Ortithot tev povoypagidv 1 tov meplodikdy ypdgo-
vtat pe mAdyta ypdppata:

— Ot tépot dev dnAdvovtat pe ) cvvtopoypagpia
— Ot ogridec akorovBolv mdvta petd ) ypovoroyia
xopic v évdeltn o. O apiBpol twv oeAridov napatibe-
vtat cuvteTpnpévol étav eival tpipr@rot, my: 123-34,
oyt bpog dtav eivar dSiprgrot, my. 43-47-

— Ot perétec, ot onoieg avagépovtal og PO yolpeEVT
vnoonpe{won, napatiBevial pe to dvopa tov cuvyypa-
@péa kat oe mapévheon: onu. *, m.y: AeAnPoppidc (onp.
8) 34. Autég ov avagépovral akptdc oty mporyou-
pevn, mapatiBevrat pévo pe to 6.7, kar tovg aptdpoic
tov oeridov. Av oe pla vrnoonpeioon avagépovrat
ndve and pla perétn tov (dlov ovyypagéa, tdte napa-
tifetar o enbpevn voonpeioon pévo to enibeto tov
ouyypag@éa kat GLUVIETPNHEVOS O TTAOG TNG HEAETNG
otV omofa TapaTéPTETalL €K VEOL, .. XPLOOGTOHOU,
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Néa Exataia (onp. 5) 243-54-

— Ta ug ovvtpioelg tov ovopdtev tov apyaiov EAAY-
VOV OLYypagémy ypnotpomnotodvial ot ouvtopoypagpieg
tov LS] kat yia tovg Aativovg tov Latin Dictionary
(Lewis-Short)-

— Metd ug napevBoeig dev pmaivel képpa

— Ot Aatwikol épot ypdgovtat pe mrdyta ypdppata:
— Onov avagépetat ota eAAnvikd dpbpa o témog dte-
Eaywyrjc ouvvedpilov 1) £xdoong Levéylwooou tithov,
avtdg dev petaypdgetat ota eAAnVikd aArd mapapé-
vel o éxet: .. London, Paris, New York, Budapest,
Wien k.Am.:

— 2ug Eevéyhwooeg peréteg oL TTAOL TOV EAANVIKGOY
TEPLOSIKAV KAl TV TPAKTIKGOV oLvedpiov ypdgpovtat
pe Aatvikolg yapaktipec:

— Ot aptBpol tov vtoonpeidoewv torobetobvrat petd
ta onpeia otiéne.

2. Movoypagiec: npénet va onpetdvetal oe mapévheon
0 té10¢ Kat 0 Ypdvog ékdoone (o ekddtng Sev avaépe-
tar), my.: S. R. Canby, The Golden Age of Persian Art
1501-1722 (London 1999) 38-45.

3. ApBpa ané neplodikd: ot cuvtopoypapie twv TEPLo-
dudv akorovBotv to obotmpa tov American Journal
of Archaeology (95, 1991, 4-16) kat tov Byzantinische
Zeitschrift. O yp6vog éxdoong kat o1 o 16mog npémet
va onpewdvetar péoa oe napevhéoeic. Metd ané tov
t{tho tov meptodikol dev praivet képpa. O tithog tov
dpOpov mapatibetar avapeoa oe képpata, mwy.: E. B.
Harrison, Eumolpos arrives in Eleusis, Hesperia 69
(2000) 267-91.

4. Zulhoyikd épya: napatiBetar mpdhra 1o Gvopa tov
ovyypagéa kat o titAog tov dpbpov, ot cuvéyeta to
6vopa tov ekdoT-eTpEANTH, dtav avagépetal, Kat
TOU GLAAOYLKOU £pyOu TL.Y.:

— W. Hoepfner, Architektur und Stidtebau, oto: A.
H. Borbein (emp.), Das alte Griechenland (Miinchen
1995) 191-239-

— A. Kapaxatodvn, Or ewcdvec mg Lepric Moviig Ztav-
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povikfta, oto: Movii Sravpovixitza (ABYva 1974) 41-60:

5.1Ipaktukd ovvedpiov: mapatiberar to dvopa tov
ovyypagéa kat o tTtAog TNg avakoivmang, Katomy to
évopa touv ekd6TY, dtav avagpépetat, to Bépa, o Témog
Kkat ypévog dreEaymync tov ovvedpiov kat nuepopnvia
£KO00MG TOV TIPAKTIKOV, TLY:

— N. Owovopidng, Opog Pwpaiwv xar BovAydpwy, oto:
BuCavivii Maxedovia 324-1430 u.X., Ocooalovixn 29-
31 Oxwwppiov 1992 (Maxedovixii Bifliodrixn 82, 1995)
239-45-

— H. von Hesberg, Das griechische Gymnasion im 2.
Jh. v. Chr., oto: M. Woérrle, P. Zanker (emp.), Stadtbild
und Biirgerbild im Hellenismus. Kolloquium Miinchen
24-26 Juni 1993 (=Vestigia 47, 1995) 13-27.

6. Katdroyot ekBéoewv:

— Ewayoywd keipeva: Ilapatibetar mpdra to dvopa
TOL oLYYPAPEQ, KATOTIV O T{TAOG TOL KEIPEVOL KAL TNG
éxBeomg, kat oe mapévBeon o témog kat xpdévog dopyd-
vooNng kal 1o Gvopa tov exdoTn/empeinty, my.: H.
Maguire, Images of the Court, oto: The Glory of Byzan-
tium (katdroyog ékBeong, Metropolitan Museum, New
York 1997, emp. H. C. Evans, W. D. Wixom) 183-89.
— Ilpdra o tithoc ¢ ékbeonge, oe napévheon o témog
Kat xpévog Slopydvmong kat To 6vopa tov ekdoTH, Kat
katémy ot oerideg kat o aptbudc tov Ajupatoc. To
dvopa touv ovyypagéa tov Mjppatog (1) tov eloayoyl-
KoU ketpévov) pmaivet oto térog oe mapévbeon, my.:
The Glory of Byzantium (katdhoyog ékBeong, Metro-
politan Museum, Néa Yépkn 1997, emup. H. C. Evans,
W. D. Wixom) 94-95 ap. 48 (J. C. Anderson).

7. AMjppata Aefikod/eykokhonatdidv:

~Tapatifetar mpodrta o tithogc tov Aefikod mAdyia,
katémy 1 npepopnvia £kdoong tov oe mapévbeon
Yoplc tov témo €kdootg, o aptBuds oeAidac kat evde-
yopévag o aptBpdc tov AMjppatoc. Xto éAog pnaivet
T0 dvopa tov Afjppatog kat ae mapévleon to dvopa
tov ovyypagéa, m.y. LIMC T (1981) 782 ap. 86 A.
Andromeda I (K. Schauenburg).
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GUIDELINES FOR THE
OF ARTICLES FOR THE

PRODUCTION
BENAKI

AND SUBMISSION
[ MUSEUM JOURNAL

1. Language. Articles for publication may be submit-
ted in Greek or any major language. At the end of each
article there will be an extended summary in English
(for Greek texts) or in Greek (for foreign language
texts). Authors should submit the summary in the lan-
guage of the article, and the Editorial Committee will
be responsible for its translation.

2. Length of texts — time limit for submission. Sub-
mitted articles should preferably not exceed 20 typed
pages in length. Texts should be submitted to the
assistant editor, Dr Dimitris Damaskos at the Museum:
Koumbari 1, 106 74 Athens -tel: +30-210-3671011-
e-mail: damaskos@benaki.gr.

3. The Editorial Committee will approach external spe-
cialists in the particular field to judge the content of the
articles from the point of view of originality and academic
value. The Committee reserves the right to determine the
issue in which submitted articles are published.

4. Guidelines for production and submission of ma-
terial. Material should be submitted typed on one side
of A4 size paper, in normal double spacing, and on a
diskette (in Word, Ms-Dos or Mac). Footnotes should
be placed at the end of the article and be typed on a
separate sheet of paper. Contributors should give their
professional title and postal and email addresses at the
end of the text. Photographs should be originals and
be accompanied by information as to their source and
full details regarding the subject matter in the form
of typed legends on a separate sheet of paper. The
periodical contains both colour and black and white
photographs. For optimum reproduction of colour
photographs submission of transparencies would be
appreciated. Photographic material will be returned to
its owner after the publication of the periodical.

5. Correction of proofs. Authors will be sent printed
proofs for review, which they are requested to return
in case of amendments within two weeks of the date
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of receipt. After that time the right of amendment will
be automatically forfeited, unless there are exceptional
reasons which have been communicated in writing to
the Editor. Any subsequent changes to the text will be
at the author’s expense.

6. Offprints. Every author will be entitled to receive
the relevant issue of the periodical and 50 offprints free
of charge.

Notes

1. General guidelines:
— If a book has more than one author, the names
should be separated by a comma. Bibliographical refer-
ences within the same footnote should be separated by
a semi-colon;
— Tites of monographs and journals should be written
in italics;
— References to volumes should not contain the abbre-
viation “vol.”, and the number of the volume should be
given in Arabic numerals;
— Page numbers should always follow the date of publica-
tion without “p.” or “pp.”; numbers with three or more
figures should be in abbreviated form, e.g 123-34, not
123-134, but not two-figure numbers, e.g. 45-49, not
45-9;
— Works mentioned in an earlier footnote should be
referred to by the name of the author, followed by “n”
in parentheses - e.g Delivorrias (n. 8) 34. Where the
work has been mentioned in the same or the immedi-
ately preceding footnote without intervening reference
to another work, the reference may be abbreviated to
“ibid.” and the page numbers. If the earlier footnote
refers to more than one work by an author, the later
reference should contain the surname of the author
and an abbreviated reference to the particular work,
e.g. Delivorrias, chests (n. 5) 243-54;
— For names of ancient Greek authors the abbreviations

in Liddell and Scott’s Greek-English Lexicon should be
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used, and for Latin authors those in Lewis and Short’s
Latin Dictionary;

— Parentheses should not be followed by a comma;

— Latin terms should be given in italics;

— Where articles in Greek refer to the place of publication
of a foreign language work or the location of a confer-
ence, these should not be translated into Greek but should
remain in their original form, e.g. London, Paris etc.;

— References in articles in foreign languages to books
and articles in Greek should give the name of the
author transliterated into Latin characters and the place
of publication in the language of the article. The title of
the work should remain in Greek characters;

— Where articles in foreign languages give the titles
of Greek journals or of conference proceedings, these
should be transliterated into Latin characters;

— Footnote numbers should be placed after the punc-
tuation mark.

2. Monographs:

— The place and year of publication (without the name
of the publisher) should be indicated in parentheses:
e.g. S. R. Canby, The Golden Age of Persian Art 1501
-1772 (London 1999) 38-45.

3. Articles from journals: The abbreviated title of peri-
odicals should follow the system in the American Jour-
nal of Archaeology 95 (1991) 4-16 and Byzantini-sche
Zeitchrift. The year of publication (and not the place)
should be indicated within parentheses; there should
be no comma after the name of the journal. The title
of the article should be given between commas, e.g. E.
B. Harrison, Eumolpos arrives in Eleusis, Hesperia 69

(2000) 267-91.

4. Collective works: The name of the author and the
title of the article should be given first, followed by the
name of the editor where relevant, and that of the col-
lective work: e.g.

— W. Hoepfner, Architektur und Stidtebau, in: A. H.
Borbein (ed.), Das alte Griechenland (Miinchen 1995)
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191-239;
— A. Karakatsani, Ot eixéveg mg lepric Movig Xtav-
povikita, in: Movii Xravpovixiira (Athens 1974) 41-60.

5. Conference papers: The name of the author and the
title of the paper should be given first, then the name of
the editor where relevant, the subject and the place of the
conference and the date of publication of the papers, e.g
— N. Oikonomides, ‘Opoc¢ Popaiov kat BovAydpov,
in: Byzantini Makedonia 324 - 1430 AD, Thessaloniki,
29-31 October 1992 (Makedoniki Bibliothiki 82, 1995)
239-45.

— H. von Hesberg, Das grieschische Gymnasion im 2.
Jh v. Chr., in: M. Waorrle, P. Zanker (eds), Stadtbild
und Biirgerbild im Hellenismus, Kolloquium Miinchen
24-26 Juni 1993 (= Vestigia 47, 1995) 13-27.

6. Exhibition catalogues:

— Introductory articles: the name of the author should
be given first, then the title of the article and the exhi-
bition, with in parentheses the place and year and the
name of the editor, e.g.: H. Maguire, Images of the
Court, in: The Glory of Byzantium (exhibition cata-
logue, Metropolitan Museum, New York 1997, eds H.
C. Evans, W. D. Wixom) 183-89.

— Cartalogue entries: First the title of the exhibition,
with in parentheses the place and year and the name of
the editor, and then the pages and the number of the
entry. The name of the author of the entry comes at the
end in parentheses, e.g. The Glory of Byzantium (exhibi-
tion catalogue, The Metropolitan Museum, New York
1997, eds H. C. Evans, W. D. Wixom) 94-95 no. 48 (J.
C. Anderson).

7. Dictionary / encyclopaedia entries:
— The title of the dictionary / encyclopaedia should
be given first in italics, then the date of publication
in parentheses, the page number and if possible the
number of the entry, e.g. ZIMC1 (1981) 782 no. 86
s.v. Andromeda I (K. Schauenburg).
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