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Athletes, trainers and a victor:
two new Siana cups in the Benaki Museum

THE TWO CUPS presented here belong to the main type
of Attic black-figure cup in the second quarter of the
sixth century BC, the Siana cup, named after a village
in Rhodes where two such examples were found.' Their
provenance is unknown. They were both donated to
the Benaki Museum by Mrs Peggy Zoumboulaki and
it is possible that they were found together; although
they were not produced in the same workshop, they are
roughly contemporary and are also related iconographi-
cally, since they are both decorated with athletic scenes.
Some of these scenes present a particular interest as they
rank among the earliest of their kind, and one is even
unique in the archaic iconographic repertoire.

The first cup (inv. no. 31130) (figs 1-4)* has been
mended from many fragments. Several pieces of the lip
and bowl, as well as both handles, are missing and have
been restored in plaster. There is some repainting on the
inside (border of tondo, elbow of man, tip of his spear).
The black glaze is shiny. There are additions in red and
white which are well preserved.

The inside of the cup (fig. 1) is glazed except for a
reserved line near the edge of the lip, and the tondo
which is decorated with a naked man who runs towards
the right with his head turned backwards; in his lowered
right hand he holds a spear horizontally and he raises his
left hand. The tondo is bordered by a band of tongues,
alternately black and red, within triple glaze lines. The
outside is decorated in the overlap system, ie. with the
figured decoration extending on both lip and handle-
zone. There is a glaze line along the edge of the lip and

another at the junction of lip and bowl. The lower bowl
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is glazed except for a decorative band of base-rays. The
foot is glazed, with a reserved resting surface which is
decorated with a glaze circle.

Side A (fig. 2) shows athletes training. From left to
right, we see a naked youth who moves to the right, a
wrap hanging over his raised left arm; a discus-thrower
facing right who holds a discus in his lowered right hand
and raises his left hand (there is a drop of paint above his
head and another in front of his raised arm); a draped
man, probably a trainer, facing left; a javelin-thrower
facing right; a naked man with a wrap draped over his
raised left arm who moves to the right and looks round.
Between this figure and the previous one there is a red
object, probably a garment hanging on the wall.

Side B (fig. 3) is decorated with horsemen and men.
From left to right, there is a draped male figure (upper
part missing) standing and facing right; a naked man
with a wrap draped over his raised left arm striding to
the right; a youth on horseback wearing a short chiton
and holding a stick in his right hand galloping to the left;
in the field behind the rider, a bird flying to the left; a
draped male figure standing facing left and extending
one arm; a second horseman (upper part missing) gal-
loping to the left.

Red: On the inside, man’s hair and beard. On side
A, hair and beard of discus-thrower, trainer and javelin-
thrower; vertical fold of wrap of youth on the far left;
parts of himation of trainer; wrap of man on the far
right; cloth hanging on wall. On side B, hair and beard
of man facing the central horseman; dots on himation
of man standing on the far left and fold over his left

9



MARIA PIPILI

Fig. 1. Siana cup (interior). Athens, Benaki Museum 31130 (photo: K. Manolis).

forearm; wrap of man facing the horseman; himation of
figure following the horseman; neck of central horse and
stripe on its hindquarters; wings of bird. White: On side
A, dot-rosettes on wrap of youth on the far left.

The cup has been attributed by Brijder to the Malibu
Painter,’ a member of the C Painter’s workshop, which
was one of the most prolific producers of Siana cups.
Together with his close colleague, the Taras Painter, he
seems to have joined the workshop during the middle
phase of the C Painter’s career, around 565 BC, and
was active until about 550 BC.* Our cup was dated by
Brijder around 560 BC, in the Malibu Painter’s middle

10

period. It is a large cup, as are most cups of the painter’s
middle and late periods. Its shape (fig. 4), with a lip
which does not project too much, a curved shoulder
and a rather rounded body, is quite common in the C
Painter’s workshop, occurring at all periods in the prod-
ucts of most of the artists who worked there.” The simple
band of tongues bordering the tondo is used frequently
not only by the Malibu Painter, but also by the other
artists in the C Painter’s workshop. On the Benaki cup it
is rather narrow and framed by three glaze circles,® a type
which occurs mainly on cups of the Malibu Painter’s
late period, i.e. the decade 560-550 BC. Base-rays, usu-
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Achletes, trainers and a victor: two new Siana cups in the Benaki Museum

Figs 2-3. Siana cup. Athens, Benaki Museum 31130 (photo: K. Manolis).

ally with a band of dots above them, occur as a rule on
the painter’s double-deckers,” i.e. those cups which have
a two-row decoration on the outside, and only rarely
on his overlap cups, the few examples of which are all
from the painter’s late period.® Our cup may, therefore,
belong to the beginning of the painter’s late period, i.e.
to the years just after 560 BC.

Most of the Malibu Painter’s cups have almost iden-
tical pictures on both sides. On the cup in the Benaki
Museum the scenes are not the same, but they are
closely related since they both deal with athletics. On
side A (fig. 2) we have a discus-thrower and a javelin-
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thrower among draped or naked men and youths in
what is probably intended as a scene in a gymnasium.
The athletes on our cup are among the earliest of their
kind in ancient Greek vase-painting. Before 550 BC
there are only three other discus-throwers on vases, two
of them on Siana cups,” and three other javelin-throw- -
ers, two of them on Sianas.' All works date from the
decade 560-550 BC. Only two of these early vases, the
Benaki cup and a Siana cup by the Heidelberg Painter in
Amsterdam, combine a discus-thrower and an acontist,
something quite common on later vases." The discus-
thrower on the Benaki cup stands with legs far apart and

11
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Fig. 4. Profile drawing of Siana cup. Athens, Benaki Museum 31130, scale 1:2 (drawing: A. Dringopoulou).

both arms extended forward; the right arm is lowered
with the discus resting flat in the hand, while the left
arm is raised. This pose, which is the most common in
the earliest period, is regarded as one of readiness before
the back swing and throw."” Almost all vases from the
decade after the middle of the sixth century show the
acontist in a slightly different pose, i.e. with the left
arm brought back —either lowered or raised— in what is
regarded as the beginning of the backward swing.”? The
discus is always shown foreshortened, in three-quarter
view, and this is remarkable for the early works." The
javelin-thrower on our cup steps forward, holding the
javelin horizontally at head level. His fingers are inserted
in the ankyle, the loop made from a strip of leather
wrapped around the centre of the javelin shaft which was
used as a throwing-aid."” The two athletes on the Benaki
cup are the only discus-thrower and acontist known so
far to have been produced in the C Painter’s workshop.
Other athletic events, however, like wrestling and box-
ing, and above all horse-racing, occur on several Siana
cups by the C Painter and his most prominent younger
colleagues, the Taras Painter and the Malibu Painter."
From the late 560s onwards there is a growing interest
in depicting sporting scenes on vases in general, and this
has been associated with the reorganization of the Pana-
thenaic Games, traditionally dated 566/565 BC, when

it seems that gymnastic and equestrian contests were
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added to the festivities, of which they would remain a
very important part.” Moreover, just a few years ear-
lier three Panhellenic athletic festivals (the Pythian, the
Nemean and the Isthmian) had been instituted on the
model of the games at Olympia.'* The development of
sport at that time brought with it an improvement in
athletic facilities and the need for professional trainers
who would supervise the athletes’ exercise.”” Trainers are
often shown on vases, usually as elderly draped figures
watching the athletes closely, often holding sticks; but it
is not always easy to distinguish them from mere specta-
tors, judges or other officials. On the Benaki cup the
draped man standing opposite the discus-thrower watch-
ing him closely could well be a trainer. There are two
more bystanders, a youth on the far left and a bearded
man on the far right, both naked but for a chlamys
draped over their left upper arm, who seem to show a
vivid interest in what is going on: they raise a hand as if
to encourage the athletes in their efforts. It is not easy to
tell, however, if they are fellow athletes, trainers or simple
onlookers. What we can say is that they belong to the
iconographic stock of the C Painter’s workshop, since
they appear in an almost identical form in several scenes
—athletic or other— produced in this workshop.”

Side B of the Benaki Museum vase (fig. 3) shows
horsemen, a very popular subject on Siana cups by the
C Painter and his closest colleague, the Taras Painter,

MOYZXZEIO MITENAKH
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but also more generally in ancient Greek vase-painting,
which favoured scenes connected with the activities of
aristocratic citizens. The horsemen who are dressed in
short chitons and carry spears are usually regarded as
cavalrymen, and the naked youthful riders who either
do not hold anything or are equipped with short sticks,
as jockeys.” The latter may be shown either galloping
in a race or a training-session, or riding quietly in the
company of youths, men and women, many of whom
raise their hand in greeting. In the latter case they are
usually interpreted as victorious athletes received by their
family, friends, trainers and perhaps the owners of the
horses.” Associated with this scene is another one where
youths who often raise a hand in a gesture of greeting
are shown together with men and women. The scene,
which is very frequent in the work of the Taras Painter,
has been interpreted as the return of victorious athletes,
although none of the youths is clearly characterized as
a victor.” The scene on side B of the Benaki Museum
cup is the Malibu Painter’s only version of the so-called
‘return from the horse-race’, a theme which is treated
twice by the C Painter and very often by the Taras Paint-
er where the riders are usually welcomed by women.*
The jockeys on the Malibu Painter’s cup, unlike those
by the C Painter and the Taras Painter who are naked
and do not hold anything, are dressed in chitoniskoi and
carry thin sticks.” As for the horses, these are not stand-
ing or advancing quietly, as always in this type of scene,
but galloping among the spectators. This is not found
elsewhere, and we may wonder whether the artist did
not intend to show horsemen training for the race, in
which case the scene would be a counterpart of the scene
on the other side which shows two athletes training in
a gymnasium. We should note that the bystanders are
very similar to those on side A: we again have a naked
man with a wrap hanging over his arm who gesticulates
in a lively manner —a trainer or an excited spectator— as
well as two draped men standing quietly and holding
out one hand.

The naked man with a spear who is shown in a kneel-
ing-running posture on the interior of the cup (fig. 1) is
a puzzle. Typologically he is close to the image of a run-
ning warrior who looks round as if pursued on the inte-
rior of several cups by the Malibu Painter.*® These war-
riors, however, are always wearing a helmet (or a pilos)
and greaves, and carry a shield as well as the spear. There
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is only one example of a warrior who is bare-headed and
does not carry a shield, on a cup once on the New York
Market, which offers the closest parallel to our figure.””
But this figure, who is dressed in chiton and chlamys,
wears greaves, while the man on the Benaki cup has
nothing but the spear to characterize him as a hoplite.
Now, the spear may be held not only by hoplites in full
armour but also by civilians who are otherwise unarmed.
On vases by the Heidelberg Painter and the Amasis
Painter, for example, we often have draped spear-bear-
ers —presumably upper-class citizens— flanking a central
scene, or participating in social encounters.” In the C
Painter’s workshop we may also have civilians (of a dif-
ferent type to those by the Heidelberg Painter) holding
a spear. In one of the Taras Painter’s favourite gatherings
of youths, men and women (a scene which, as we saw,
has been interpreted as the return of athletes) we have a
naked youth carrying a spear on his shoulder,” and in
another, a naked man with a wrap draped over his arm
holding a spear.”® The running man on the interior of
our cup is to be compared to these figures more than
to any others, in spite of the fact that the artist has used
here his favourite compositional type of a warrior who
runs holding a spear horizontally as if ready to attack.
Another possibility is that this is an athlete, something
expected on the interior of a cup both sides of which
deal with sport. The javelin did not usually have a sharp
metal point, unless used for throwing at a set target, an
equestrian event which seems to have been introduced
later in antiquity; but there are a few vases contempo-
rary to ours —one of them a recently published Siana cup
fragment by the Heidelberg Painter— where javelins used
for throwing at a distance, as indicated by the presence
of a thong, have the form of a spear.”!

We now come to the second Siana cup in the Benaki
Museum which will be discussed here. This cup (inv.
no. 31131) (figs 5-9)* has also been mended from sev-
eral fragments. Some pieces of lip and bowl, half of one
handle and the entire foot are missing and have been
restored in plaster. There is some repainting (border of
tondo, parts of women and right leg of Theseus on side
B, part of rays on lower part of bowl). The surface has
flaked in many places, especially on the lip of side B.
The black glaze is of very bad quality; it has misfired a

reddish brown on the inside, and is red to reddish brown
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Fig. 5. Siana cup (interior). Athens, Benaki Museum 31131 (photo: K. Manolis).

on the right part of side A, on the left part of side B, and
on the handle in between. There are additions in red and
white which have disappeared in many places.

The inside (fig. 5) is glazed, apart from a reserved line
along the edge of the lip and the tondo which is deco-
rated with a naked youth who runs to the right looking
back, carrying two tripods, one in each hand. The tondo
is framed by a band of tongues, alternately black and red,
within triple glaze lines. The outside is decorated in the
overlap system. There is a glaze line at junction of lip
and bowl. Under the ground line there is a glaze band
and below it a band of rays.

14

Side A (fig. 6) shows three young horsemen gallop-
ing to the right, wearing short chitons and holding thin
sticks. The first horseman, on the far right, looks round;
behind him a naked man runs to the right looking back,
holding the reins of the second horse with his right hand
and a stick in his raised left hand. On the far left there is
a bird flying to the right.

On side B (fig. 7) we see Theseus attacking the Mino-
taur between onlookers. In the centre, Theseus, who is
bearded and wears a short chiton and a skin on top,
strides to the right. He grasps the Minotaur’s left wrist
with his own left hand and thrusts his sword into the

MOYZEIO MITENAKH
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Figs 6-7. Siana cup. Athens, Benaki Museum 31131 (photo: K. Manolis).

Minotaur’s chest (only the tip of the sword is preserved).
The Minotaur collapses on his left knee. He has a tat-
too of five parallel rows of dots painted on his left thigh
and holds a stone in each hand (the left hand has flaked
leaving only some traces of a round fist; the right hand,
shown as a circle with a white patch inside indicating the
stone, is visible on Theseus’ animal skin, at waist level).
The central group is flanked by spectators: three women
in belted peploi and himatia on the left and four youths
in chitons and himatia on the right. The woman imme-
diately behind Theseus raises her left hand. The upper
part of the woman who follows her is lost (the missing
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fragment has been restored in plaster and the silhouette
of the figure repainted).

Red: On side A, hair of horsemen and manes of horses.
On side B, himatia of all women and dots on peplos of
middle one; himatia of first and third youth and dots on
chiton of second one; hair-bands of youths. White (not
preserved): On the interior, bowls of both tripods and
dots on middle leg of one. On side A, chitons of riders.
On side B, chitons of first, third and fourth youth stand-
ing behind the Minotaur, and dots on himation of second
youth; tattoo on Minotaur’s thigh.

The shape and secondary decoration of this cup are
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Fig. 8. Profile drawing of Siana cup. Athens, Benaki Museum 31131, scale 1:2 (drawing: A. Dringopoulou).

not too far apart from those of the first cup discussed
here, but the straight lip is turned much more markedly
outwards and the bowl is shallower (fig. 8). The shape is
not unknown to the C Painter’s workshop, to which the
horsemen of side A are also close. The style of drawing,
however, does not allow us to attribute it to any of the
known painters of this workshop. According to Brijder,
our cup has something in common with the style of the
Painter of Boston C.A., and might be a work of a fol-
lower.?® Of the known Sianas, one which is stylistically
very close to ours is a cup in Thebes which shows on
both sides horsemen surrounded by men and women,
a composition interpreted as ‘the return from the horse-
race’.* The faces of the figures with their fringed hair
and pointed noses and chins are similar on both works,
although on our cup the noses and chins are not as
prominent. Also, on both works the men’s hands which
are concealed under their himatia and held in front of
their bodies are rendered with the same small incised
curves (more cursorily drawn on our cup), and there are
further similarities like the vertical incised lines on the
men’s chitons, and the drawing of the horses. Very close
to the cup in Thebes is another Siana cup in Cleveland
which has been attributed to the same hand.* Our cup
is probably a product of the same workshop and should
be dated in the decade 560-550 BC.

The scene on side A (fig. 6) deals with horse-racing.*
The youths are dressed in short chitons and carry sticks
like the jockeys on the Malibu Painter’s cup. Here, how-
ever, we have no draped men or youths standing between
the horses, but just a naked man who runs alongside a

16

horse holding its reins with his right hand and a stick in
his raised left hand. This detail, as well as the fact that he
is the only bearded figure among the young horsemen,
indicates that he is a trainer of jockeys, and the scene a
training session, as is possibly also the case with the scene
on side B of the other Benaki cup that we saw.”

The struggle of Theseus and the Minotaur shown on
side B (fig. 7) is one of the earliest representations of
the theme in Attic vase-painting where the subject first
appears in the decade 560-550 BC.* It is rarely depicted
on Siana cups: apart from the Benaki cup, there are only
three others, all slightly later than ours, showing the
theme.” These cups come from different workshops and
do not use the same iconographic scheme. Two of the
cups show the Minotaur confronting Theseus, while the
other two show him trying to flee. In no other Siana
cup does Theseus stretch out his left hand to restrain
the left hand of the Minotaur, a scheme which is very
popular on Attic vases. Our cup also differs from the
others in that it shows Theseus bearded, something not
unexpected, however, since Theseus is often bearded in
early works. As for the way the Minotaur is shown, all
Siana cups depict him holding stones in both hands, as
very frequently in art;*" but not all painters were of one
mind about whether the monster had a tail or not.”? The
tattoo-mark on the Minotaur’s thigh on the Benaki cup
occurs in exactly the same place on some Attic vases,” so
must have belonged to some early iconographic model.
The meaning of such dots which are painted or incised
on the bodies of some figures (especially warriors, heroes
or monsters) is rather obscure.* The youths and women

MOYZEIO MITENAKH
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flanking the scene might refer to the Athenian tribute of
youths and maidens who were to be fed to the Mino-
taur. The woman behind Theseus who raises a hand
might be Ariadne but she is otherwise not differentiated
from the other women.

The image on the interior of the cup (figs 5, 9) brings
us back to the world of sport. A naked youth who runs
to the right and looks round is shown carrying two tri-
pods, one in each hand. The image of the tripod-bearer
is not unknown to archaic vase-painting, occurring on a
fair number of vases from the second quarter of the sixth
century BC on.” The earliest such scene is on a Siana
cup by the C Painter dated about 570-565 BC where
a man in short chiton carrying a tripod on his head
is received by draped men who stand on either side.®
The Benaki cup offers the second representation of a
victorious athlete carrying his prize, since all other such
scenes belong to the years after 550-540 BC. Sometimes
the prize is carried not by the victor, but by a follower
who walks behind him,” but in our case a single naked
figure in a tondo cannot be anyone else but the victori-
ous athlete himself. Our painter did not follow the usual
iconographic scheme for this type of image, i.e. the tri-
pod being carried on the head, often with much effort.
He has shown a youth carrying with great ease not one,
but two tripods, one in each hand. The tripods are much
smaller than those in most other scenes, where they are
usually life-size, but this may have been imposed by the
restricted space of the tondo.” The depiction of two
tripods carried by a single person is, as far as we know,
unique in the iconography of the subject. Is the youth
shown as a victor in two athletic events? Or did the artist
want to emphasize the notion of victory by duplicating
the prize? The latter seems more probable, and we may
think here of the large number of tripods shown next
to some athletic scenes in order to stress their agonistic
character.” There is no point in trying to find out what
victory the young man on our cup won, since the artist
does not give us any hint of this, and seems just to be
interested in depicting a victor.

If the two vases in the Benaki Museum discussed here
were found together, as their related iconography and
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Fig. 9. Tondo of Siana cup. Athens, Benaki Museum 31131
(photo: K. Manolis).

contemporary manufacture seem to suggest, we may
suppose that they were owned by someone who had
some association with athletics, for example an aristocrat
who kept and raced horses, or a pentathlon athlete, since
pottery was often commissioned for the symposion after
an athletic victory.” In any case, it must have been some-
one who would have been interested in the scenes from
the world of sport so amply depicted on the two cups,
and for whom the image of the victorious youth carrying
his prizes would have been a personification of his own
athletic achievements or aspirations.

Maria Pipili

Academy of Athens

Research Centre for Antiquity

14, Anagnostopoulou Str.
GR-106 73 Athens

e-mail: pipili@academyofathens.gr
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ABBREVIATIONS

Brijder 1983: H. A. G. Brijder, Siana Cups 1 and Komast
Cups (Amsterdam 1983).

Brijder 1991: H. A. G. Brijder, Siana Cups 11: The Heidel-
berg Painter (Amsterdam 1991).

NOTES

*1 am most grateful to Prof. A. Delivorrias for inviting
me to publish the black-figure vases of the Benaki Museum, a
work which is under preparation. I should also like to thank H.
Brijder for sharing with me his unequalled knowledge of Siana
cups, M. Tiverios for discussions, B. Stassinopoulou for her
friendly assistance, and, most especially, 1. Papageorgiou for
her invaluable help at the Benaki Museum. The photographs
are by K. Manolis and the drawings by A. Dringopoulou.

1. For Siana cups the standard work is Brijder’s meticulous
multi-volume study of all the known examples: Brijder 1983;
Brijder 1991; Brijder 2000. A fourth volume is under prepara-
tion.

2. Height, 13.6 c¢m; diameter of rim, 27 cm; diameter of
foot, 9.2 cm.

3. Brijder 2000, 669, 724, add. no. 14.

4. For the Malibu Painter see Brijder 1983, 169-81; 255-59
nos. 216-52. Additional vases in Brijder 1991, 481-82 nos.
1-10; Brijder 2000, 669, 723-24 nos. 11-17. Most of the
works attributed by Brijder to the Malibu Painter had been
assigned by Beazley to the C Painter or to his manner. The
need to create new painters from the work of a well-known
one was questioned by some reviewers (D. C. Kurtz, CR 35
[1985] 345; T. H. Carpenter, /HS 106 [1986] 252; D. von
Bothmer, Gromon 59 [1987] 716-21). The Malibu Painter’s
style of drawing is very close to that of the C Painter, but,
as in the case of the Taras Painter, there is no doubt that we
have here a distinct artistic personality. Apart from Sianas, the
Malibu Painter decorated some other shapes: three lekythoi, a
“pilgrim-flask” and a skyphos (Brijder 1983, 169 n. 492).

5. Cf. the C Painter’s cups Brijder 1983, no. 58 pl. 75
(middle period); no. 117 fig. 33 (late period); also, the Taras
Painter’s, ibid. no. 133 pl. 81 (early period) and no. 149 pl.
82 (middle period). The shape of the foot is also common in
the C Painter’s workshop (see, e.g., the Taras Painter’s, ibid.
no. 149 pl. 82 and no. 195 pl. 85).

6. Brijder 1983, 172 fig. 55d.
7. Brijder 1983, 174-75 fig. 57 a-b.

8. Brijder 1983, no. 237 pl. 43b; no. 246 pl. 43 c-d; no.
247 pl. 44 a-b; Brijder 1991, 482 no. 5 pl. 165 a-c.

9. (a) Boeotian tripod pyxis, Berlin 1727: ABV 29,1; CVA
4, pl. 197,7; (b) Siana cup, Amsterdam 10.000: Brijder 1991,
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Brijder 2000: H. A. G. Brijder, Siana Cups I11: The Red-
Black Painter, Griffin-Bird Painter and Siana Cups Resembling
Lip-Cups (Amsterdam 2000).

no. 330 pl. 105d (Heidelberg P.); (c) Siana cup, once Zurich
Market, Gallerie Nefer: Brijder 2000, 728 no. 11 pl. 251a
(Heidelberg P.). It is not clear if there is a discus-thrower
among the athletes shown on the Tyrrhenian amphora,
Geneva MF156 (ABV 99,49; CVA 2, pl. 43,1-4). From the
decade 550-540 BC there are six more vases, five of which
—four Siana cups and a cup-skyphos— are by the Heidelberg
Painter: (a) Siana cup, Munich 7739: ABV 64,28; Brijder
1991, no. 407 pl. 133d; (b) Siana cup, Paris, Cab. Méd. 314:
ABV 65,41; Brijder 1991, no. 408 pl. 134b; (c) Siana cup,
once Brussels, J. L. Theodor Coll.: Brijder 2000, 730 no. 22
pl. 254e; (d) Siana cup, once New York Market: Brijder 1991,
no. 385bis pl. 130b; (e¢) Cup-skyphos, Corinth CP-881: A.
B. Brownlee, Attic Black-Figure from Corinth: I, Hesperia 56
(1987) 81-83 no. 14 pl. 13. The sixth vase is a proto-A cup
very close to Lydos (Athens, NM 445: ABV 113,83; Para 45
and 49; CVA 3 pl. 48,1, 4).

10. (a) Siana cup, Amsterdam 10.000: see above n. 9; (b)
Siana cup, Thebes 6113 (R 49.261): ABV 70,2; CVA 1, pl.
30,2 (Sandal P.); (c) Tyrrhenian amphora, Geneva MF156:
see above n. 9. A newly published Siana cup fragment from
Miletus, attributed to the Heidelberg Painter and showing an
acontist, has been placed in the painter’s late period, i.e. in
the decade 550-540 BC (Miletus Z93.28.10 and 11: Brijder
2000, 730 no. 25 pl. 254c). For early javelin-throwers see also
the fragmentary dinos from the Athenian Acropolis (B. Graef,
E. Langlotz, Die antiken Vasen von der Akropolis zu Athen 1
[Berlin 1925] no. 590 a-c pl. 27), a work of ¢. 560 BC, show-
ing javelin-throwers at a mythical event, the Funeral Games
for Pelias.

11. Amsterdam 10.000 (see n. 9). Two other pentathlon
events, however, wrestling and boxing, are combined on
several early Siana cups: see, e.g., Brijder 1983, no. 106 and
no. 111 pl. 21 e-f (C P.); Brijder 1991, 482 no. 4 pl. 164d
(Malibu P.); Brijder 1991, no. 406 pl. 132g (Heidelberg P.).

12. Of the four earliest vases depicting a discus-thrower
three show him in exactly this pose: the Benaki cup discussed
here, the Boeotian tripod pyxis in Berlin and the Siana cup
in Amsterdam (see n. 9); also, of the later vases, the proto-A
cup close to Lydos (see n. 9). For discus-throwing see E. N.
Gardiner, Athletics of the Ancient World (Oxford 1930) 154-
68; J. Juthner, Die athletischen Leibesiibungen der Griechen 11
(Vienna 1968) 225-303; R. Patrucco, Lo sport nella Grecia
antica (Florence 1972) 133-70; B. Legakis, Athletic Contests
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in Archaic Greek Art (Diss. Univ. Chicago 1977) 236-75; D.
Vanhove a.o., Les disciplines sportives in: D. Vanhove (ed.),
Le sport dans la Grece antique. Du jeu a la compérition (exhibi-
tion catalogue, Palais des Beaux-Arts, Bruxelles, 23 Janvier-19
Avril 1992, Bruxelles 1992) 109-11.

13. This pose is favoured by the Heidelberg Painter; it
occurs on one vase from the decade 560-550 BC (once Zurich
Market: see n. 9) and on his five vases from the decade 550-
540 BC (see n. 9). On the cup once in Zurich and on the cup
once on the New York Market the discus is held with the left
hand!

14. See the comments by J. D. Beazley, The Development of
Attic Black-Figure (Berkeley-Los Angeles 1951) 51.

15. For the technique of throwing the javelin in antiquity
see Gardiner (n. 12) 169-76; Jiithner (n. 12) 307-50; Patrucco
(n. 12) 171-89; Legakis (n. 12) 318-55; Vanhove (n. 12) 111-
12.

16. C Painter: Brijder 1983, 127-28; Taras Painter: ibid.
161-62. By the Malibu Painter we have one horse-race (6.
176; cf. below n. 25), and three scenes with boxers and/or
wrestlers: Brijder 1991, 482 no. 4 pl. 164d (wrestlers and box-
ers); Brijder 2000, 669, 723 no. 11 pl. 246¢ (wrestlers); 7bid.
669, 724 no. 18 pl. 246g (boxers).

17. Brijder 1983, 127 with n. 179; id., Changing the
Subject: Evidence on Siana Cups, in: H. A. G. Brijder (ed.),
Ancient Greek and Related Pottery. Proceedings of the Inter-
national Vase Symposium in Amsterdam, 12-15 April 1984
(Amsterdam 1984) 248-51; Brijder 1991, 391. For a statisti-
cal study see E. Goossens, S. Thielemans, The Popularity of
Painting Sport Scenes on Attic Black and Red Figure Vases: A
CVA-Based Research-Part A, BABesch 71 (1996) 59-94. On
the development of sport in Athens and its significance in civic
life see D. G. Kyle, Athletics in Ancient Athens (Leiden 1987);
id., The Panathenaic Games: Sacred and Civic Athletics, in:
J. Neils (ed.), Goddess and Polis. The Panathenaic Festival in
Ancient Athens (Princeton 1992) 73-101; C. Mann, Athlet und
Polis im archaischen und friibklassischen Griechenland (Gottin-
gen 2001).

18. On the inauguration or reorganization of athletic games
in the 6th century BC, see H. van Looy, Les festivals, in: Van-
hove: (n. 12) 79-97; W. Decker, Sport in der griechischen Anti-
ke: vom minoischen Wettkampf bis zu den Olympischen Spielen
(Munich 1995) 39-65.

19. On training in the gymnasium and the palaistra see
O. Tzachou-Alexandri, The Gymnasium. An Institution
for Athletes and Education, in: O. Tzachou-Alexandri (ed.),
Mind and Body: Athletic Contests in Ancient Greece (exhibition
catalogue, Athens, National Archaeological Museum, 15 May
1989-15 January 1990, Athens 1990) 31-40; Decker (op. cit.)
143-50; D. Vanhove, Le Gymnase, in: Vanhove (n. 12) 57-
77; Kyle, Athletics (n. 17) 141-45.

20. See, for example, the C Painter’s cup Brijder 1983, no.
63 pl. 17d, or the Taras Painter’s cups, 7bid., no. 143 pl. 28d;
no. 147 pl. 30b; no. 157 pl. 30d; no. 163 pl. 32a; no. 169 pl.
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32 c-d; Brijder 2000, 720 no. 28 pl. 243d. On the Malibu
Painter’s cup once on the New York Market (Brijder 1991,
481-82 no. 1 pl. 164b) the man on the left raising his hand is
very similar to the man standing in front of the horseman on

the Benaki cup.

21. See Brijder 1983, 125, 127-28. On horse-racing see H.
A. Harris, Sport in Greece and Rome (London 1972) 151-71;
Patrucco (n. 12) 373-403; D. Bell, The Horse Race (keles)
in Ancient Greece from the Pre-Classical to the First Cen-
tury B.C., Stadion 15 (1989) 167-90; E. Maul-Mandelarzt,
Griechische Reiterdarstellungen in agonistischem Zusammenhang
(Frankfurt 1990); Decker (n. 18) 105-15. A Siana cup once
on the Freiburg Market (Brijder 2000, no. 642 pl. 210 b-c)
shows on each side three youths galloping to the right flanked
by huge tripods which confirm the agonistic character of this
type of scene on Siana cups (see Maul-Mandelartz [op. cit.]
61-62). T. B. L. Webster, Potter and Patron in Classical Athens
(London 1972) 181-82, does not exclude the possibility that
riders with spears are also meant to be jockeys, since one of
them appears on an amphora of Panathenaic shape next to a
tripod (Bonn 589: ABV 86,7; Maul-Mandelarzt [op. ciz.] no.
PS2 pl. 31).

22. Webster (n. 21) 182-87; Brijder 1983, 128 with n. 188,
161; Maul-Mandelarzt (n. 21) 61 with n. 196.

23. Brijder 1983, 129, 162. The interpretation is largely
due to the image of a victorious athlete carrying a tripod who
is attended by similar gesticulating figures on a Siana cup by
the C Painter in Heidelberg: ABV'51,1; Brijder 1983, no. 46;
CVA 4, pl. 152,1.

24. C Painter: Brijder 1983, no. 86 pl. 20a; no. 89=CVA
Toronto 1 pl. 31, 2-4; Taras Painter: 7bid. no. 136 pl. 28¢;
no. 138; no. 148; no. 158 pl. 31a; no. 158bis; no. 159; Brij-
der 1991, 480 no. 2 pl. 161¢; no. 3; no. 6 pl. 162 a-c; Brijder
2000, 719 no. 25 pl. 243b; 720 no. 28 pl. 243d; no. 36; no.
37.

25. Similarly rendered are the jockeys in the only horse-race
by the Malibu Painter on a cup in Taranto: Para 24,57bis;
Brijder 1983, no. 224 pl. 39a. Cf. a dressed rider on a frag-
ment by the same painter from the Athenian Agora, possibly a
jockey too (ABV'59,5; Brijder 1983, no. 225). A rare instance
of jockeys wearing chitoniskoi in the C Painter’s work is the

cup Brijder 1983, no. 89 (see n. 24).

26. See, e.g., Brijder 1983, pls 41f, 46a, 46e, 47a. Cf. the
archer, 7bid., pl. 47b and his counterpart by the Taras Painter,
ibid. pl. 36g. The running warrior on the interior of several
cups by the C Painter and the Taras Painter does not look
round.

27. New York, Atlantis Antiquities: Brijder 1991, 481-82
no. 1 pl. 165e.

28.On such figures see H. van Wees, Greeks Bearing
Arms, in: N. Fischer, H. van Wees (eds), Archaic Greece. New
Approaches and New Evidence (London 1998) 352-58 with the
carlier bibliography.
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29. Brijder 1983, no. 140; C. Drago, NSc 1940, 351 fig.
44,

30. Brijder 1983, no. 147 pl. 30b.

31. See the fragmentary dinos from the Acropolis (n. 10)
showing the Funeral Games for Pelias, a Siana cup fragment
from Miletus (see n. 10; the leaf-shaped point of the javelin
is just visible on the break of the fragment) and an amphora
by the Amasis Painter with athletes shown above the main
panel on side B (once Berlin 3210: ABV'151,21; Papers on the
Amasis Painter and his World [Malibu 1987] 101 fig. 2). The
naked man throwing a spear on a red-figure lekythos of about
470 BC (Tzachou-Alexandri [n. 19] 266-68 no. 159) has been
regarded as an athlete. For a detailed discussion of the form of
the javelin shaft see Jiithner (n. 12) 309-13.

32. Height (as restored), 13.3-13.5 cm; height of lip and
bowl 9 cm; height of lip 2.6 cm; diameter of rim 25.2-25.7
cm; width across handles 32.4 cm. Side B is illustrated in A.
Delivorrias, D. Fotopoulos, Greece at the Benaki Museum

(Athens 1997) 77 fig. 105 (colour ill.).

33. Letter of 1-2-1995. For the Painter of Boston C.A. see
ABV 69; Para 28; ]. Boardman, Athenian Black Figure Vases
(London 1974) 33.

34. Thebes 25540: CVA 1 pls 31,1-4, 33,1-2, 34,2. For the
subject see n. 22.

35. Cleveland 65.78: CVA 1 pls. 21, 22,2. The attribution
to the same hand who painted the cup in Thebes is due to V.
Sabetai (CVA Thebes 1, 44, text to pl. 31) who named the

painter “the Pyri Painter”.
36. For the subject see n. 21.

37. The composition is quite similar to the image of runners
trained by racing against horses as shown on some band-cups:
see H. A. G. Brijder, CVA Amsterdam 2, 86-90 pl. 112; cf. the
Siana cups, ibid., pl. 90 and Brijder 2000, 646, 698 no. 644.

38. For the subject see E. R. Young, The Slaying of the Mino-
taur. Evidence in Art and Literature for the Development of the
Myth, 700-400 B.C. (Diss. Bryn Mawr 1972); P. J. Connor,
The Painter of Villa Giulia 3559: Additions to his Work,
BABesch 55 (1980) 29-34; F. Brommer, Theseus (Darmstadt
1982) 35-64; LIMC VI (1992) 574-81 s.v. Minotauros (S.
Woodford); LIMCVII (1994) 940-43 s.v. Theseus (S. Wood-
ford).

39. Thebes 6107: CVA 1 pls 32,1-2, 33,3-4; Athens NM
12586: CVA 3, pl. 20,1-3; once Basel Market: Connor (n. 38)
35 fig. 9. These cups belong to the decade 550-540 BC.
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40. The Minotaur is shown confronting Theseus on the

Benaki and ex-Basel Market cups (see n. 39).

41. For stones as the Minotaur’s weapons see Connor (n.

38) 31.

42. The Minotaur is tailless on the Benaki cup, but has a
tail on the Athens and ex-Basel Market cups (see n. 39). On
the Siana cup in Thebes (see n. 39) the painter had not made
up his mind: on one side the Minotaur has a tail, while on the
other he does not!

43. See, for example, a slightly later amphora, close both to
Lydos and to Group E, in Malibu, Getty Museum 86.AE.80
(CVA 1, pl. 1)

44. B. Fellmann, Zur Deutung frithgriechischer Kérper-
ornamente, JdI 93 (1978) 1-29, regards them as signs of
superhuman power; J. Boardman, An Anatomical Puzzle,
AA (1978) 330-33, sees them as mere representations of old
wounds. On tattoo-marks see also K. Schauenburg, Ein Psyk-
ter aus dem Umkreis des Andokidesmalers, /4780 (1965) 80,
82 with n. 20; K. Zimmermann, T4towierte Thrakerinnen auf
griechischen Vasenbildern, J47 95 (1980) 165 n. 6; A. Clark,
CVA Malibu, Getty Museum 1, 51-52, text to pl. 50, 1-2.

45. On the subject see I. Scheibler, Dreifusstriger, in:
Kanon. Festschrift Ernst Berger (15. AntK-BH, Basel 1988)
310-16; E. Kephalidou, Nixnzsig (Thessaloniki 1996) esp.
66-67, 88-89 and 172-74 (lists of early works); A. Sakowski,
Darstellungen von Dreifusskesseln in der griechischen Kunst bis
zum Beginn der klassischen Zeit (Frankfurt 1997) 92-94, 254-
56 (lists). For representations of victorious athletes see also
Webster (n. 21) 152-57. For representations of tripods in art,
Sakowski (0p. cit.). For the meaning of the tripod, K. Schwen-
demann, Der Dreifuss, Jdl 36 (1921) 98-185; for its evolu-
tion, S. Benton, The Evolution of the Tripod-Lebes, BSA 35
(1934-1935) 74-130; for tripods as prizes, Maul-Mandelarzt
(n. 21) 53-54 n. 146; Kephalidou (0p. cit.) 104-09; Sakowski
(op. cit.) 82-106.

46. Heidelberg S1: See n. 23.

47. See, for example, an amphora in Rome, Villa Giulia

8340 (ABV'149,1; Scheibler [n. 45] pl. 88,2-3).

48. We should note here that the tripod carried on the C
Painter’s cup in Heidelberg (see n. 46) is also small in spite of
the fact that there is plenty of space for a larger one.

49. See Maul-Mandelarzt (n. 21) 72 n. 247.
50. See Webster (n. 21) 152.
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MAPIA TTITIIAH

ABANTEG, TpomovnTéG Kal évag VIKNTHG: 600 véeg kiALke Tomov Zidvvav oto Movoeio Mmevdkn

Ot 6o koAikeg oL Tapovotdioviat avikovy otV K-
pla katnyopia attkdv peravopopeev Kuiikev tov B
TeTdpTou oL Gov at. T.X., TG KOAKES TOTOU ZIAvvmv.
H npoéievot] toug eivat dyvwotr. Awpridnkav oto Mov-
oglo Mnevdxn ané v Tléykv ZovpumovAdkr kat dev
anokielerat va Ppédnkav pall, kabog eivar obyypoveg
(e dexaetiag 560-550 m.X.) kat ovyyevebouy glkovo-
ypagikd, pe Wdaitepy éppaot otg aBAnukés oknveg.

H mpddtn koAka (ap. evp. 31130) (dypog 13,6 ex., di-
dp. xefhovg 27 gk.) mpoépyetal and to £pyactyplo Tov
Zoypdgov C kat anodidetat otov Zaypdgo tov Malibu.
Zmyv a’ éyn anewkoviovtar évag dtokoPdrog kat évag
AKOVTIOTHG va aokouvvtat oto yvpuvdolo —pia and Tig
TpwIUSTEPEG anetkovioelg tétolwv abintdv oe ayyelo.
X B dyn maptotdvovial utnelc avdpeoa oe Gvdpeg
TIOU YELPOVOHOUY, OKNVY| TIOAS dNUOPIAY|G 0TO £pyaoTy-
plo tov Zaypagpou C, 1 onola epunvedetal ouvbwg wg
VOSOYY IMIMEWV TIOL EMOTPEPOLY VIKNTEG Votepa and
utmkd aydva. ‘Opog, avtiBeta pe dAdeg napdpote ma-
Paotdoels, €06 ta dhoya dev oTékovat ovte TEPTATOLY
fouvya, aArd kKaATdlovy, KAt pov pag kdvet va vrobé-
oouvpe 6t ot trmels ackovval yla Tov aydva. 210 £00Te-
ptko, 0 yopuvdc dvdpag mov tpéyet kpatwvrag dGpu ako-
Aovbel Tov Té1o ToL OTAlTY TOL TPéYEL KortdLovtag mi-
0w, éva Bépa mou koopel 10 E0WTEPIKS TIOAAGY KUA{K®V
tov Zwypdgov tov Malibu. ‘Ouwg e8¢ dev mpdkettar yia
omAftn, kaBadg ektéc amd to dépu dev @épet dAhov apv-
vuké 1 embetid eonmiopd. H mbavénta va mpdet-
tat yta aBAnti dev pnopel va anoxieiotel kabdg to a-
kévTio epgavifetar pepikés gopéc pe arxpnpy] amdintn.
e pa térola TEPITTRoN 1) £0OTEPIKT] StakGOPNoT TNG
kOAtkag Oa efxe dpeon oyxéon pe my ewteptkn.

H Sedtepn kdhka (ap. gvp. 31131) (bypoc yxwpic to
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OUUTIATPOPEVO TIGOL 9 ek., ddp. xeldovg 25,2-25,7 €k.,
Sdp. pe AaPéc 32,4 ex.) pordier va ovyyevetel pe €p-
ya tov Zaeypdeov g Bootdvne C.A., Supwg dev elvan
duvatév va anodobel oe kdmotov ouykekpipévo Lwypd-
o KuAikev témov Ztdvvov. H a” éyn kat 1o eowtept-
k6 G KUAKaAg €xouvv oxéon pe tov abAnuopd, evéd 1
B dym @épet pvboroyiky| mapdotacy, thv mAAn Tov
Onoéa pe tov Mvdtavpo, éva Bépa mov eppaviletat
auty Vv enoyy otV attiky peAavopopgn ayyetoypa-
pla. 2y a’ éyn éxovue mdAL el —dmwg kat oty
TpoNyotpevY] KGAKa— Spos €66 glvar mo @avepd 6Tt
npdKettat yia npondvnot tméov mov 8a Adfouvv pépog
oe aydva, kaboe évag dvdpag pe paPodi tpéxet dimha oe
éva and ta dhoya kpatevag to and ta xaiwdpla. 2To
£0OTEPIKS TG KOALKAG évag YUpPVES vEOG Tpéxet TIPog
ta defld kpatdvrag o tpinodeg. Avty eivar 1 devte-
pn maradtepy) anetkdvion vkt abAnt mov petagé-
pet to €mabré tov, Bépa 6yt OAD omdvio otV apyaiky|
ayyetoypagia. Movadukt| elvat 1 anetkévion ddo tpumnd-
dwv ata yépta tov adAnti|, mov pdirov éxet okomd va
ddoel Epgpaoct oty évvola g vikng.

Ot 860 koAtkeg tov Movoeiov Mnevdkn ovykataré-
yovtat ota npotpdtepa attikd ayyeia pe abAnukég ma-
paotdoeis. Avikovv og pia mepiodo (ota yxpoévia ybpw
oto 560 .X. kat apéoec petd) katd ty onofa mapatn-
peltar avEnuévo evbiagépov yra v anetkévion abin-
ukdv oknvev ota ayyeia. To evbiagépov avtd oyeti-
Cetar ubBavae pe v avadiopydveon tev [avabnvai-
KGOV aydvov to 566-565 1.X., dtav yopvikol kat tmmkol
aydveg paivetal mwg mpootédnikav otg teretéc, arrd
kat v {dpvon Alya ypdvia vepitepa tpidv peydrov
naveAARviev ayovov (Népea, Tobua, IT60w) odppa-
va pe 1o mpétumo twv OAVUTIAKOY.

21






AHMHTPHYX AAMAYXKOX

Me agoppt dbo veoamoxtnévia areEavdpvd yromtd
tov 20v at. .X.: eIKovoypa@ikd Kat eppnvevtikd mpofAnpata

OI1 XYAAOTEE TOY MOYSEIOY MITENAKH avédvovtat
ouvexdg, kuplwg ydpn ot yevwatodwpia tev ToAvd-
pOpev iAoy tov, ot ontofot epmotedovrat oto dpuvua
avukeipeva and TG HKPEG 1] HEYAAUTEPEG TIPOOWTUKEG
toug ovAroyés. H mapodoa perétn aoyoreftar pe d6o
onpaviikd yauntd, npdogateg dopeés mov gpmiouti-
Couvv to Tpvjpa g Ilpoiotopikric, Apyatac EAAnvikrc
kat Popaikric LvAioync tov povoeiov pe dvo eAAnvi-
otikd épya areavdpvrc texvotpomniag. [lapd to du f-
vat adtvatov va poodtopioovpe pe axpiPela tnv mpoé-
AEVOY] TOUG, Ol TEYVIKEG AETITOPEPELEG, TA TEXVOTPOTUKA
KAPAKTNPLOTIKE Kal Ta elkovoypagikd touvg ortoryeia
ovpPdrrovy kaboplotikd otnv epunveia touvg, dedo-
Uévou 4Tl 1) TaLTéTNTA THG KAAAMTERVIKNG TTAPAy®yng
otV mpotebovoa tov are€avdpvod Pactieiov kat Ty
gvpUtepn Teplpépeld g elvar gdkora avayvoplowr).
Evéeiktikd tov ovpntdoswmv oty apyatoroyiky épeuva
efvat 1o yeyovog 6t wg onpaviikol apwyol otr peAéy
TPOoTPéYoLY Kal YAuntd mov koopotoav and naratdre-
pa 11 Tpobijkeg Tov povoeiov, evioylovtag Ty emvyeL-
pnpatoroyia yia tov npoadioptopd e kataywyns Kat
)G TAUTOTNTAG TOV VEDV ATIOKTNUATOV.

H napovotaon tev dbo yAumtédv —yvvatkeieg eicoviot-
KéG KEQAAEC—, eKTOG amd TOV EPHAOUTIOUS TV YVAOEDY
pag yta v aregavdpvi| mAaotiky g emoync, £pyetat
ek véou va Biget tov yvwoté mpoPAnpationd avagoptkd
pe TG exhekTikég ouyyéveleg otV etkovoypagia Bedv
Kat Nyepdvev, éneg avtyj avartdybrke oty mpwtedov-
oa tov [Trorepatov and g apyés tov 2ov at. m.X. kat
petd: vayopevpévy dniadt| and v tdor tov Nyepd-
v va emdidkovy v pocdijkn Beikdv yapaxtploti-
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KOV ota dvvaotikd touvg moptpalta.' “Etot, evéd and tmy
npdn e€€taot tov d6o yAurtdv dvokoha pmopel kaveig
va katarrEer pe Pefadra oto katd néoov ta avBpd-
TIVO-1YEHOVIKA Yapaktnplotikd vreptepodv tov Beikdy
A 10 avtiotpogo, 1 drampaypdtevor) dtaitet ) pikpy
d6om apgiPoriag mov eAloyedel ava@optkd pe TV op-
06 ta 1 pn e Sratvnepévng droyng.

A. T'vvaikela kepard ap. evp. 38784

To épyo ddproe 1) @i Tov povoefov Frieda Nussber-
ger-Tsacos. [Tpdkertal yia pla yvvaiketa ke@ain oe pé-
yebog pikpdrepo tov @uotkod mov odlet kar Tuipa Tov
Aatpod, pe dypog 19 ex. (ewk. 1-4).> To pdppapo eivar
AEUKG, PEGOKOKKO HE PAPHAPUYH KAl TN XAPAKTHPLOTL-
K1 kitpvony mativa. Ané tnv avdivoy) Tov pappdpov
dev éytve duvatdc o mpoodioplopds g TPoEAELOTiC
tov. To mbavétepo, dpwg, elvar 6t pdkeitar ya ma-
pravé pappapo.’ Aev dakpivovran ixvn ypodpatog. 2to
ondotpo tov Aatpod odletat Tufpa tov otdepévion T6ép-
pov yia v £évBeon g Ke@aing otov Koppd, kAT Tov
amodetvietat kat and My KApILAGREVY andAnir tov
yAumtob oty mpdobia deéid mhevpd tov. H miow Sy
elval xrommpévn pe karépl Xy oo aplotepy) mAevpd
Stakpiverar xapmulopévn akpy, yeyovés mov dmidvel
1] SUPTAYpwot) G adpd doviepévng omioblag empd-
velag pe diro vid, mbavétata yoyo. Ta avud eivat
amokpovopéva.* Mia kohvdpikn omh] (BaB. mep. 2,3 ex.,
ddp. 0,8 ex.) oto péoo ™G KOPLPNC NG KEParT|G efvar
gpyacia tov apyaiov xpévov.

H popen} otpépet to kepdt g eAappd mpog ta apt-
otepd ™6 kat dve. To mpdowmo eivat eAdetpoetdoie
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Ew. 1-4. Ewoviotkn] xegas. ABvjva, Movoegio Mnevdkn 38784 (pot.: M. Zxwadapéone).

oxfuarog, ta pdria apvydardoynua, tomodetnuéva
Babid péoa otig kbyyxeg toug, pe ta mdve PAépapa va
kaAlmtovy TG eEwtepikés dkpeg tov kdte. To pérwmno
elvat Tptyovikd, ta pariid datdocovial 0g KUPATOEL-
deic Pootpiyoug, ot omolot ywpilovtal og 6o tpfpata
pe wa Pabd ypappr]. Mia eragpid BdBuvor oto micw
UEPOG TG KEPAANC kat katd prjkog tev Pootplymy mouv
mAQLoldvoLV to pétwmo {owg xpnoipeve ya tny €vlson
oteavne. To otépa elvar pikpd, pe ta oapkddn yei-
An va xepitovtat pe kopatoty ypappt). Ado opildéviieg
putideg otov Aawpd (Venusringe) eival xapaktmplotkég
TOAAGY yovatkelov popgdv. To tprjpa tov Aapod avd-
peoa otg putideg mpoeléyet atobntd.

Onwc hon avapépbnke, 1 areEavdpviy mpoéievon
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tou épyov dbokora pmopel va apgroPrmBel. X da-
nlotwon avty ouwvdpdpovy moArol mapdyovieg, texvo-
TpoTkYG aAAd kal texvikhs @donc. Xapaktnplotiko
otorxelo amoterel N paraxy] anédoon g emdeppidac,
6mwG Kat 1 oxeddv foypagiky anddoor v pattdv pue
TG Aemtopépetéc tovg va offjvouv oto mpbowmo. H -
dropopeia avtr éykertar —6mog £xet 101 toviotel oty
épevva—, 010 OTL Ol HOPPEG CUUTIATPOVOVTIAY PE £VTo-
VOUG XPOUATIOROVG, oL TéVICav TG AETTOpépeLeg Tov
npoodmov.” "Eva dAo diaitepo yvdpiopa e aketav-
dpwvic mAaoTikrc ivat 1 CUHTATP@OT ToL TH{ow PEPOUG
pe dAko vAiké —owviBag yiypo—, Adye g amovoiag
pappdpov otnv Afyvrto, mov elye wg amotéAeopa M
TP VAN TV gpyactnpiov yAurtikrc g Aydrtou va
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Ew. 5. Epnpoofétunoc vopiopatog e Kheondrpag A’.
Aovdivo, Bpetaviké Movoeio CM 1978-10-21-1.

3, 2003

etodyetar and v Avatoikr] Meodyeto kat to k60tog
Kataokev|g evég pappdpivouv £pyouv va gival ouvykplukd
VPNAG.S

H tadtion g poperic —extég ané v anoonacpa-
Tkr Sratjpnor] tov— dvoyepaivetat kat and to yeyovog
611 to épyo mapovotdler 1deaitotikd ototxeia aArd kat
elkovioTikd yapaktmplotikd. H popet| Ba propodos va
napanépmet oe pia Agpoditn —PA. tig putideg otov Aat-
ué—, émeg kat oe pla Baoiiiosa.” H Sianiotwon avty
ouvddet, 6mwg Nd1 avagépape oV apyy, HE TN YEVI-
KELHEVN TAOT| 0NV eAANVIOTIKY Tpocwmoypagia twv
Nyspdvav, n onofa guvoel TéTotov eldouvg ikovoypagt-
KEG OLYXOVEVOELG, Kal EIOIKATEPA UE TNV TIPAKTIKT| TGOV
AleEavipvav nMyepbvov va xpnotpomotobvtat ouyvd
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Ogikd yapaktnplotikd otig anetkovioels g Pactiikrc
owcoyévelag. I'a tov Aéyo avtd Ba mpéner pdArov va
anokAgtotel 1 mbavétnta to épyo va anetkovilet ko
Bviti]. H tavtétd g Ba npénet va avainmBel avd-
peoa oug AdeEavdpwéc Paothooes | otig Bednteg pe
TIaPSUOLA ELKOVOYPAPLKE {APAKTIPLOTIKAL.

Tyv mpoordBeia epunveiag tov yiuvmtod Ponbodv
OTHAVTKA Ol ELKOVOYPAPLKEG TTAPATNPHOELS, Ol OTIo{eg
pdiiota oxetiCoviat kat pe wiopopeies e arebavdpi-
Vi mhaoTikrc. Znpaviki| foribeia napéxet ) o] oto
p€oo Tov Tdve TPHHATOG TNG KEPYAAT|C, IOV anavtd o€
ToAAG yAvmtd. Xapaxtnplotikd napdderypa anotedel
n keqpair ‘Towdac 1) Bepevikng B’ oto Movoeio tov
Kaipov, 1 omola @épet axdpn omfj otmv kopuepn g
Ke@alig kat totakots — APukodc”— Pootpiyoug (Kor-
kenzieherlocken).* ‘Onog 16m eundbnke, otnv onr) mba-
vétata otepewvétav to otéppa g lowag, éva and ta
xapaktptotkd e odpPora.’ Eivar mors mbBavév kat
N kepaAr] tov Movoegiov Mnievdkn va ovpmAnpovétay
oTo Tpfpa mov Agimel ofjpepa pe yoypvoug Poatpiyoug
g Bedc kat oty KopLPT| va épepe To oTEPUA TG, OIS
tekpaipetar and dAieg mapaotdoets g lowac.” Av-
16 pmopel va Yrav and ydpo 1| GAA0 vAKS, akdpa Kkat
udppapo, 1 akpiPric pop@r Tov dpwg dev pmopel TALov
va mpoodroprotel."

H mpotewéuevn amokatdotaon vroompiletar kat
ané v gpyacia otnv meptoyy] tov yAuvmtos mov dé-
xOnke t ovpmAipoor. A ty e&étaon ¢ onlobiag
Syn¢ ovpmepaivovpe 6Tl Tav CUPTANPOUEVO pe YOO
OoAGKANPO TO TUAPA TV paAiidv kat Afya onpeia tov
mAdivév dypeav. Xto moptpaito tov Kaipov ot fdotpu-
¥ot kaAUmtouv v omioba empdvela kar v mEeploxy
TOV AUTdV Kat Té@Tovy emdve otouvg dpove. Ta avtd
dev amodidovtat kabérov yrat{ xaidmroviat and touvg
Bootptyove.”” Znv kepary] tov Movoeiov Mmnevdk
ta avud Agimovv. Xty Béom mouv Oa ta nepipeve kaveig
oolovtar pévo amokpovoels, xwpic kavéva {xvog and
avtd (ewk. 3, 4). H mijpng anovoia touvg pag odnyel
otny véBeon 6Tt 1 TMEPLOYN TOV ALVTIHV KaAvTtdTay
ané ybypvoug Bootpiyoug, kat eTopéveg dev fjtav vmo-
xpew Tk 1 anddoon] tovs. Xta onpela émov owdlovrat
oL anmoKpoVUELS, UTopel Kavels va anokataotioet pikpd
ipata pappdpov, ta omola ouykpatodoav tovg Po-
otplyous oto kpavio.”

Av woylel avti) 1 anokatdotaot], £XOVHE VA KAVOUPE
pe dAro éva yAurtd, oto omoio oupgplpoviar eAAnvikd
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Kat atyvntiakd etkovoypagikd otoryela, xapaktnplot-
K6 yvoplopa e eEAANVioTkrg aregavdpivic mAaott-
K16, 6mws moAAdkig éxet damotebel.' TiBetar mAéov
10 gpdMpa av 1 popyy amewkoviCer pla Bedmra, pia
Bactitooa @ Towa Y pia Baciiiooa wg iépea g Tot-
dac. Av mpdkettan ya anetkdvion) e Bedg, téte to £pyo
mbavétata karatdooetal £lKovoypa@ikd otov THTo g
‘Tobac-Appoditng, Adyw tev putidov otov Aaud kat
TOUL CAPKOOOVS GTOUATOG. 2 TG 0OEOpHEVES TTAPATTAOELG
™G —oTNV TAELOVOTNTA Tovg YdAKiva ayaipdta—, 1 fed
epgpavietat elte yopvy] pe ta totakd obpPora otnv Ke-
Parf, efte VILPEVN HE YLTAVA TIOL TTAPATIEPTIEL OF AYAA-
patikodg timous g Agpoditng tov kKAaotkdy xpbvav.'
O ovykpruiopéds tov Sbo Beotfjrev oty Alyvrto Eeki-
vnoe tov 30 at. m.X., yeyovog TIov GUPPGVEL PE TN PO~
voAbynon tov eEetalbpevov yavtod ota eAAnvioTikd
ypévia (PA. mapakdtw).

Ta otoryetla mov mapanépmouvy oe moptpaito —kat Gyt
oe 10ealoTikt] popri— elvat o xapakmmplotkd “yeud-
107 WKPS OTOPA KAl TO ETUUNKLOREVO TIPOOMTIO PE TO
“Bapt” mmyotvt, otoryeia mov dev pag enttpénovy va vi-
oBetoovpe aPiaota my exdoyn va mpdkettat yla Kepa-
A1) Bedg. Av efval sikoviotkt|] kKeQaly}, To etkoviZopevo
TpéoeTo “orkelonotEital” CUYKEKPLUEVEG IDGTITEG TRV
d%o Beotirev, ) pntpikn mAevpd g Towdag kat v
epotiky TG Appoditng, 6miwg oAl edotoya datuneddn-
ke ToAD mpdogata kat yia AAAY pla gopd oty €pevva
ané m S. Albersmeier.” Enopévac, 8a mpénet va eppn-
vevooupe to YAurtd wg anetkdvian Oeomotnpévne Paot-
AMooag, otnv omofa 0 KAAMTEXVNG Tpooédwoe ekelveg
g 161étnTeg mov 1 akeEavdpvi] avAy viobétnoe yia v
mpomaydvda tng mrodepaixrc duvaoteiac. H teievtaia
vnéBeon woybel ot mepimtwon mov to épyo anoteAel
petabavdtia etkoviotiky] kKe@aAt, kabag 1) exdéwors tov
Baoctmoodv yvdtav ouviifeog petd Bdvatov.” Av to yiu-
mtd éywve evéow Lovoe N anelkoviiépevn), téte eivar mba-
vétepo 1 Paciiiooa va ewoviletar wg tépeta tng Bedg pe
6ra ta B€ikd odpPora, yeyovig mov duvoyepaiver omota-
dmote mpoondBeia axpifois ypovorbynone tov €pyov.

To 6u ot d16tteg 6o Beotitwv epgavifoviar oto
npéowno plag Pactiiooag, dev efvar kdtt mov Ba mpémet
va pag Eevilet oty eAdnviotiky| Alyvrto —xapaktpt-
otk mapddetypa efvatr éva kohootké moptpaito g
Apowéne wg Towag-Zerfivng oto AotPpo.’® Ztig anet-
kovioelg tev PBaothioodv 1 vioBétnon wowakdv oupPé-
Aov glval ouxvi oe GAeV TeV £10GV Ta LAIKG Kal Ta pe-
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Ewx. 6. Ewkoviotkn kegparyy. Abvjva, Movoeio Mmevdkn
8223 (pwt.: K. Mavaing).

vé0T," kat Aydtepo twv appodioiov —xapaktnplotikd
napadeiypata épyov pe tg putideg e Agpoditng otov
Aapé glvat dvo moptpaita tng Apowdne I' oto Kdpo
kat t Apéadn—” twv omolwv 1 oxéon, Spwg, pe v Bed
elvat cagéotepn and narawdtepa, ota areEavdpvd e-
Typdppata mpog tpty e Apotvéng B'.”

I'a mv neplnmtwon e keparis oto Movoe{o Mme-
vdkn dev eivan duvatdv va Srammotwboldv atevd etkovo-
ypagikd mapdAinia ota ooidépeva yAvmtd. Qotéoo,
katahlvtky elval —6neog kar og TOAAEG TEPUTTHOOELS
areEavdpvev £pymv— 1) paptupia ToV VOUOHATOV Kat
v oppayopudtev. ‘Eva povadiké xpuvod oktddpaypio
oto Bpetaviké Movoeio anetkoviGel otov epumpooBitond
ToUL yuvaikela ke@aAt| og katatopur] mpog ta deéld pe mé-
TAO kat otepdvn (ewk. 5).2 H emypagr KAEOTIATPAY
BAXIAIEYHY kdvet oagn v tavtdmtd mg. T1pdket-
tat yta v Kheondtpa A’ (194/3-176 n.X.), képm tov
Zelevk(dn Avuidyov I' kar obCuyo tov TTtorepaiov E'
tov Emgavoiec. H opotétmra opiopévev yapakmpiot-
KGOV TG KEQAANG pe avtd tov yAvrmtoy elvat epgavie:
TO KATAKGPUPA “KOPPEVO” TIyolvt, TO YapaktnpLoTkd
BabBotrwpa kdte and to yelhog kat 1 eEwotpe@ric and-
AnEf tov ovvnyopolv vrép e Tadtong TS papudpt-

3, 2003

VNG KEQPOANG He EtkOVIOTIKY ke@aAn tng KAisondrpac.
Or putideg g Agpoditng efvar eniong mapodoeg, av kat
anewkoviovtat oe apreTég mrorepaikés koméc.” Enfong,
éva ogppaytopa ané to Edfu (ofjpepa oto Apotepvrap)
fa punopotoe, ovykpvopevo pe To oKTddpaypo, va a-
newkoviCet v Kieondtpa A, dnwg kat o epignpog
opayldéAbog tov Avkopt|om.”

H tadnon avty evioydetar kat andé dAra otoryeia.
[Tapd 1o yeyovég éti eivat dbokorog o kabBopiopds ota-
Bepddv TEYVOTPOTILKOV KpLTNpl®V yia Tr) YPOVOAGYN oY —
EMOHPEVG KAl TNV eppnvela— TOAAGV TopTpaltev, emel-
o1 avtd dev akoAovBovv TOVG YEVIKGTEPOUG KAVOVEG TNG
EAANVIOTIKIG YALTITIKTG,™ propodpe va dexBobpe xwpic
drotaypd ) xpovordynomn touv épyov oto a’ pob touv
20v at. m.X. Xapaktplotikd, énwg ot “fpepeg’ TAa-
TEC EMUPAVELEG TOV TIPOCHTIOL HE TA PLKPA KAl GAPKOON
Xe(AN Kat To OTPOYYUAEUEVO KAT® THYHA TOL TIPOTHTIOU
TApaTéUTovy oTNV £moyy avt].”

['a ) ypovordynomn tov yAuntod otov 20 at. mX.
ouvnyopouv kat dAAot Adyol, eKTOG amd TOLG TEYVOTPO-
mkols. Ot ewkoviotikés keparéc tov [Trorepaiov Pa-
otioodv tov 3ov at. m.X. yapaktmpifovtat and peaii-
OTIKY] antdO001] TV PUOLOYVOUIKDV TOVG aTotKelv, £Tat
6nwg avtd anoturdvovtal ota YALTTd, kat Kuping ota
voplopata.”® ‘Opwg, and tov 20 at. m.X. mapatypeitat
OTPOYY| TPOG TO WOEAMOTIKY ATEIKOVION THG HOPPHG.
MdMota, g mepiocdtepes popés ot Paciiooes tavti-
Covtat pe v Totda, vioBetdvtag eikovoypagikd abuPo-
Ad g, ovpmapacpoviag pe avtév tov TPdTo TV E1KO-
voypagpia Beotitev kat nyepdvev.” H tadton avty ka-
BiepdBnie ent Kheondrpag A', | onota —6vtag képn tov
Zerevkidn Avtioyouv I kat yvootr] améd tig @rhoroytkég
paptupies wg “n Zdpa”* 8éAnoe pue avtdv tov pdmo va
emPAnBel otouvg Arydrrioug vnmrdous te: 1 vioBémon
v oupPérev g onpavikétepng yovatkeiag Bedtntag
otV Afyvrrto eEummpetotoe katd kipto Adyo moAukd
ovpgépovta. Ag uny Eeyvdpe 6t m Kieondrpa navrped-
ke tov [ Ttodepaio E' 6tav vjrav 10 ypdvav, épewve xij-
pa ota 24 kar kuPépvnoe pévn g ta endpeva téooepa
xpdévia, £o¢ 6tov va evnhkieBel kat va avardfer ty
efovoia o yiog e [Trorepaioc ZT' (176-145 n.X.) —pe
™ yapaktpotky enwvopia Propftop.’ Xpeiaidtav
emopévas pa “Beixy| mpootacia”, mpoketpévou va yivet
anodekth and tovg LINKGOLG TNG WG Tpaypatiky Atys-
muia Baociiooa kat dyt g Eevépepty Vi, Anokoupévy
and TG Tomkég Tapadoelg.
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Ew. 7-10. Ewoviotiy] kegav. ABrjva, Movoeio Mrnevdkn 39213 (gpot.: 7: K. K. Mavaing, 8-10: M. Xxiadapéor

MOYZEIO MIIENAKH




Me agopun 800 veoanoktnBévra akefavdpiva yAvntd touv 20v at. m.X.: gikovoypa@ikd kat eppnvevtikd npofiipata

Av pdiota to yaurtd @rhotexvifnke petd tov Bdva-
16 NG, ouvipéxet évag emmiéov Aéyog To moptpaito va
vioBetel Ogikd elkovoypagtkd otoryeia, étav dnradi v
exdéwors g Paciiooag eivat mpdypatt avrovon ).
Av 10 €pyo givar petabBavdto, téte 1 pévr mbavétyra
elvat va maptotdvet v Kieondrpa wg Totda, dedopé-
vou 6t efvat apgiforo katd méoo 1 Paciiooa tavti-
otnke pe ) Bed boo Loboe.

Enopévawg, av 1 tadtion ™ kepaiig toydet, evioys-
ovtat onpavtkd ot paptupies yla ta yovaikeia pactit-
kd moptpaita tov 2ov at. m.X., dedopévou St N petd
BePaibtnrag @uotoyveuky tadtion e Kieomdrpag
—6me¢ kat tev endpevev factiiocdy pe to dlo dvo-
pa— ota owidpeva épya napapével SvoeniAvto TipdPAT)-
pa. To yAuntd Adyo tov pikpot tov peyéBoug Ba ouvvi-
otovoe avddnua 1| akdun avukeipevo otktakng Aatpei-
ag, mbavétata oty Arefdvdpeta. Avtd tovddyiotov
paptupd 1 EAANVIKY TexvoTponia tov €pyou, To omolo
Arav avapgiBora épyo "EAAnva teyvitn mov npoopt(é-
Tav yla v eAAnviky), 1 éote eAdnvifovoa, kowdtrta
¢ AheEdvdpetag. Mia éa yua to néde Ba époralay ta
noptpaita e Kieondtpag, ta onola evidooovtat atnv
atyvrrnaky napddoon g mpoownoypagiag, pac divel
pla pikpy aoPeotorBiki keparny oto Movoeio M-
vakn (ew. 6). Katd m D. Burr Thompson to péic 6,5
ek. Bypoug épyo anetkovifer tnv Kheondtpa A" [Tapd
TG avtanddeikteg drapopéc avdpeoa ota dvo £pya —ot
omoieg £youv va kdvouv pe o VAKS, to péyeBog kat
detroteyvia tov YAGTTIN—, Kowd eival o oxfjpa kat ta
XAPAKTINPLOTIKE TOL TIPOTATOL TWC Kal 1) KOUUWOT).
Avté ov ta dragopomotel onpavtikd eivat 1) TOAITIOL-
K1} TOLG TaLTdTNTA Kat 1] StaopeTiky TeAateia yia tny
omofa mpoopitovtav. To pappdpvo mponayavdilet v
EAANVIKY TOL Kataywyt, mapd g Tpoobrikeg and yéypo
TIOL Pavepvouy v areEavdpvi| mpoéievor. Avtibe-
ta, 10 dAAo, griaypévo and viémio teyvity, dev punopel
va anokpVypet TG ayurritakés tov pitec. O ddeteg kéy-
XEG TOV patidv tov divouv Ty evitnwo) papamvikig
oplyyag, Khelotig ota KaAMTeyvikd pedpata tov Kat-
pot Trg.

B. I'vvaiketa ke@arn ap. gvp. 39213

To épyo Gyoug 10 ex. anotedel mpdogatn dwped g
Maptag I'epovidvou kat tov I'dvvn KapotCov ot pvi-
un mg pntépac touvg Zdpag Kapodtouv (ew. 7-10).% Ei-
vatr @uioteyvrpévo and Aeuvkd ovopdkokko Udppapo

3, 2003

Euc. 11. Ewoviotik] kegpai tov [Ttorepaiov © 1 tov
[Trorepaiov 1", ABvjva, Movoeio Mmevdakn 22588
(port.: M. Zkadapéong).

pe pappapuyi).” H popen @opd punvoetdyn oteqdvn.
Ot Béotpuyot mé@rovv amd v kopvEH TG KEQAAS
kat pafevovtal oto mMAdL kat miow oe mAatelc kupato-
e1deig Pootplyoug, evéd dAdotl Té@Touvv kataképuga oto
TAdL Xty omfoBua dyn tov yAurrtod éxet amora&eutel
HGVO XOVOPOELDDG 1) eTUPAVELA TOL HaPHApOL, Xwpic va
éxouvv amodolel ot Aemtopépeiec. Qotéoo, yapakinpi-
otk efvat 1 opaiptkd anodoopévy pdla tev TAoKApOV
TV parAidyv, ot omofol pagevovrat oto oW TPHUA TG
ke@arfic. O amokpovopévog KuAVOpLde dyKkog atnv
KOPLYPT] TNG ATIOTEAOBOE TIPOPAVAS XAPAKTHPLOTIKS El-
Kovoypagikéd otorxeio g poperic (BA. mapaxdrw). To
pé€temo elval Tptywvikd, ta pdua apoydardoxnpa, ot
eE@tepikéc drpeg tov Prepdpwv o oyijpa NutogAvou
katePaivouvv évrova mpog ta kdte. H pwéty kat to mnyou-
vt eivat amokpovopéva. To otdpa etvar pipd pe caprd-
&n efdn, ta onofa ywpifovrat pe kupatoeldr] ypappur,
kat yapaktnptoukd Pabovidpata ot dipeg touvs. To
“Bapy” mnyotvi dnAdver maydoapko dtopo.

H tatnon e poperic e€aprdtar dpeoa and ta 00i6-
peva etkovoypagikd g otoryeia. H ote@dvn mapamné-
umet oe Bedtnteg 6mwg 1 Appodit, n "Hpa, n Ajuntpa,
N axképa oe AheEavbpvég Paciooes.” To amokpou-
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OHEVO TP A, OHKOG, CLUVIOTA €va and Ta ELKOVOYPAPIKA
yapaxtnpiotkd ¢ Towdag, tnv kvAwdpiky] Pdon end-
Vo 0TV onoia otepe@vETav to oTtéppa g, akpiPog 6-
TG KAL OTNY KePaAT] ap. evp. 38784. Emmdéov, datn-
peftal éva moAd pikpd andtunpa NUoeAvouv ato mpé-
o010 de&l —wg mpog tov Beati— Tufpa g anokpovopé-
vig Pdong. Av mpdkettal Aonév yia ylured Oede, téte
10 €pyo anetkoviCet v “Towda otn ity vtbotacy g
¢ Towa-Zerfivy. Opwg, and opiopéva xapaktnpiot-
Kd Tov TPoodToL 0dNyeital kavels oTo oupTépacua 6t
1 ke@art] anewoviCet pra Pactiiooca pe ™ popen Tor-
dag, dedopévou 6t To pkpd oTpoyyvAd otdpa, Ta pdua
pe ug eEotepkés drpeg mov katePatvouy mpog ta kdtw
Kat ot yepdteg mapetés pe o “Papd” myodvi anotedoty
avap@ifora nposwnoypagikd otoryeia.

H otev] oxéon Towdag - Pasiiooas, étot énwg amo-
TUTIEVETAL 0TO YALTITS autd, pag odnyel yia dAAN pia
@opd oty tavter tov mpoodmov pe pa Kieondtpa
oL 20v at. 1.X., TalTion OV CUPPOVEL PE T {POVOAS-
ynon tov yAurrot aveEdpta and ty énota anddoon.
Aedopévou 61t to €pyo ameikovilet yovaika mpoyoprpé-
vng nAwdag, Ba npénet va amokAeioovpe v mepintm-
o, oto Movogio Mnevdkn va Bpilokovtal 6o moptpai-
ta ¢ Kheondtpag A'. Enopévac, 1 épevva Ba mpémnet
va otpagel kvpiag otg dvo endpeves Kheondrpec.

Apoyéc pac mpootpéxel pla avdpiky] kegair] a-
76 padpo AiBo pubéhig 6,7 ex. (ap. gvp. 22588) and
ZuAroyr] tov Aovkd Mmevdkr, 1 omnola dwpibnke oto
Movoeio Mnevdikr kat pépog g dev £xel dnpootevdel
axépa.” Ipdkertar yia kepaii] nyepdva, émwg @ave-
pavet to dddnpa mov @opd (ewc. 11). TIpdn exteviig
avagopd pe ameikévion yivetar oty vepnyeoia tov H.
Kyrieleis® kar ouintfnke npdogata ot peréteg tov
G. Vikan® xat tov P. E. Stanwick.® O Kyrieleis 8ecpn-
oe éu mpdrertat fte yia tov [Mrorepaio O (116-107,
88-80 m.X.) efte yia tov ITrorepaio I' (107-88 n.X.).
[Tapd to yeyovég 6t 1 tomobétnom tov Kyrieleis gai-
vetal anéhuta newotiky, o Vikan napadéfwg motedet
ot mpdkettat yia anetkévion tov [rorepaiov B, dnpo-
otedovtag éva navopodtuno ke@dit idiwv dtaotdoewy
ané to o vAiké. H tadtion avty dev pmopel va gv-
otabel, Aéyo tov dtt 1 etkovoypagia tov ITrorepaiov
B’ efvat apketd yvoot, dote va evidEet kaveig to £pyo
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otg dnptovpyieg Tov mpdipov 3ov at. .X. Avtifeta, o
Stanwick avayvepilet oe avtd to pkpd épyo pia eikovi-
oty kepahry] tov [Trodepaiov H' tov enovopaldpevou
Piokwva (145-116 m.X.) xopic va texunpidver Tepat-
ép TNV droyy] Tou.

Amé v e€étaon tov pikpoy yAurmtol kat g yovai-
kelag Ke@aANG SlamoTdVOLHE OPOIGTNTEC OTA PUOLO-
YVORLKA XAPaKTNPLOTIKA, GTIRC Ot eETEPLKES dKpes ToV
patdv mov katePaivouv mpog ta kdtw, T Ptkpd oTéd-
pa pe ta pkpd Babovddpata oug dkpeg kat to oxfpa
TOL KAT® TPfjpatog tov mpoodmnov. Enopévac, dev Ba
frav TapdtoApo va avalnTtioovpe TV TavTdTNTA THS
pop@rig oto owkoyevelakd dvvaotks nepPdiiov tov B
poot tov 20v at. .X. H Kheondrpa I efvar  mAéov -
Bavy| voprigla o¢ untépa tov ITrorepaiov @' kat tov
[Trorepaiov I' kat pe dedopévn ) atevi g oxéon pe
T Bed. Ané 1o 130 n.X. o emdvupog epéag g Khe-
omdtpag £@epe tov Titho «igpds nwos loidos peyding
punzpos dedv», ovopaoia nov eliowve ) Paciiooa pe
m Bed.” Térowa elvar 1) tadnior, mov and g owlépeves
TapaoTdoels ¢ emoxng te KAeomdrpag dev pmopel va
Sraxpivel kavelg, av mpékertar yia anekovioels Towdag
1 PaciMiooag —yeyovég mov dev pag ekmANooEL, av a-
vatoytotobpe méoo duvaptky vijpEe 1 mpoowmKSTNTA
™G teAevtaiag kat m6oo oNPaAvikés Hrav o péAog Tou
énauée oto akefavdpvd Paoirero.” Ta moprpaita mov
anodidovtar oe avtijv eival kuplwg ayurtiakyc texvo-
tpomiiag,® evd ya ta eAAnviovia dev éxet ylver aképa
e@Ty] 1) aoparnic anédoon.” To yrumtd tov Movaeiov
Mmevdxn dev pnopei va Bewpn el aryvrtiaks, kabdg to
VAIKG, Kkat kupleg 1) teXvikT| Tov, dev mapamépmovy oe
avdloya épya. AvtiBeta, Ba pumopodoe va eviayBel otig
eAViGovoeg dnputovpyies tng Arydmtov, av to yAvmtd -
Tav TIPOOPIOHEVO va KOOHHOEL KATIoto Ydpo othv Kapdid
tov akeEavdptvob Paotreiov, 1 oe évav 610 LIS TTTO-
Aepaiky emppor] oty Avatoitky] Meodyero, xopic va
Anopovolpe kat ekelvoug, ot omoiot acuévag déxoviav
atoug kOATIOUG ToLG TETOLoL €{doug épya, katadetkvio-
vtag v evpefa dddoon e areEavdpivic Téxvng.

Anpvjtpne Aapdokog

Movoeto Mnevirxn
e-mail: damaskos@benaki.gr
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*To peyadbtepo puépog tng peréng ypdptnke oto I'eppa-
viké Apyatohoyikd Ivortitovto tov Bepohrivov, yia ) gidoe-
via tov omoiov efpat vrdypeog kat Waitepa otov dtevBuvty
tov W. Trillmich. EZnpavuxy Boribeia ovveloépepav pe g
ovintioetg o elxa pali tovg ot H. Kyrieleis, A. [Thdvtlog,
Fr. Queyrel, M. Seif el-Din. H avdivor tov papudpov tov
&0 yAurttdv éywve and tov [. Mavidmn ota epyactipla tov
EKE®E «Anpdrpitoc», otov omoio ekppdlovtal Beppés ev-
xaptotieg.

1. P. M. Fraser, Prolemaic Alexandria (Oxford 1972) 189-
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and v eAAnviotiky Tepiodo kat yvdploav peydin dvBnom
ota popaikd xpévia. I'ia m yprjorn mpokovvialov pappdpou
otov Bopé tov Iepydpou pe 6An tr ovvaer] Piprioypagpia,
PA. mpéogata T. Cramer, K. Germann, W. Heilmeyer, Pet-
rographic and geochemical characterization of the Pergamon
Altar Marble in the Pergamon Museum, Berlin, oto: L. Laz-
zarini (emp.), Asmosia VI. Interdisciplinary studies on Ancient
Stone, Proceedings of the sixth International Conference, Venice,

June 15-18, 2000 (Padova 2002) 285-91.

4. Adkec anokpotoelc mapatnpodvtal og apketd onueia
TOL £pyov, OTIWE TN PiTY, To TAve efAog kat To Tryouvvt.
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pdtov. BA. enlong mpbogatn oxetiky] avagopd oto dpbpo
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8. La gloire d’Alexandrie (xatdhoyog ékBeong, Musée du
Petit Palais, ITapiot 1998) 200 ap. 145 (Fr. Queyrel) (pe -
Prioypagia): Lembke (onp. 6) 122-23 ew. 11-14+ 133, 141
S. Walker, P. Higgs (emup.), Cleopatra of Egypr. From History
to Myth (London 2001) 49 ap. 11 (S.-A. Ashton).
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10. D. Svenson, Darstellungen bellenistischer Konige mit Got-
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uk6 katdhoyo ¢ E. Vassilika, Prolemaic Philae (Orientalia
Lovaniensia Analecta 34, Leuven 1989) 93-95.

12. BA. karéc amewcovioeic oto G. Grimm, Kunst der
Prolemdier- und Rimerzeit im Agyptischen Museum Kairo

(Mainz 1975) miv. 10-11.

13. Mia kaAy etkéva ya 1o néds Ba gawvétav to yAunté
pe ™ xpvion %o vAkdv diver to arefavdpivé ke@dit ye-
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15. LIMC V (1990) 779 ap. 249-59- 793 A. Isis (Tran
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22. Bank Leu AG Ziirich: Antiken Miinzen, Auktion 20
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(25-26 April 1978) 42 ap. 180" H. Kyrieleis, Ein Bildnis des
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v épevva ke@art] tov [Trodepaiov ZT' Pidopritopog otny
Ovdotyktov, BA. Fr. Queyrel, Les portraits de Ptolemée II1.
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grec, Journal des Savants (2002) 58-60 ewk. 72-75.

28. Kyrieleis (onu. 1) 112-13.
29. Plantzos, Gems (omp. 19) 52-54.

30. Antn. 2vp. 5, 18: «Kleondipay tny Sdpav enixdnow».
['a mepioodrepa Proypagikd otoyeia, PA. npdogata Al-
bersmeier (onp. 16) 201-02.

31. BA. ) yeviki emoxdémmon and tov G. Holbl, Geschichre
des Prolemderreiches (Darmstadt 1994) onopadikd.

32. [TiBavétata 1o étog 165/64 o yog g Béomoe évav
ENAOVURO Lepéa yla T vekpt] untépa tou, Pr. W. Huf3,
Agypten in hellenistischer Zeit, 332-30 v. Chr. (Miinchen
2001) 595 (pe Pfrioypagpia).
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képag AparBelag oto aplotepd y€pt kat pe mapdpota oTpo-
@1 ¢ ke@altic mpog ta Sefld g, tavtiotnke and t Burr
Thompson pe v Kieondrpa xat pag divet pa déa yia to
nd¢ Ba punopovoe va potdlet n kegary| 38274 tov Movoel-
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34. Aopifinke oto povoeio v dvoién tov 2003 (BA. otov
napévra tépo tov anoroyopd tov Tprpatog Ipototopt-
kne, Apxaiag EAAnvuaic kat Popaikic ZvAloyrc).
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@dvela, 1 onoia amopaxpivlnke pe aktiveg laser oto epya-
otfipto ¢ I'. Aoydvn. Ta anoteréopata g avdlvorg tov
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DIMITRIS DAMASKOS

Two newly-acquired hellenistic sculptures from Alexandria: iconographic and interpretative problems

Two marble female heads were recently presented to the
Benaki Museum through the generosity of certain friends
of the Museum. Although the provenance of the works
is unknown, the style and certain technical features be-
tray their Egyptian origin. This study touches on the
well-known debate concerning elective affinities in the
development of the iconography of gods and rulers in the
Prolemaic capital, dictated by the desire of the rulers in
Alexandria to endow their dynastic portraits with divine
attributes.

The first work (inv. no. 38784, h: 19 cm) is made from
Parian marble. The rear section was rounded off with
another material, probably gypsum. Interpretation of the
figure was greatly facilitated by the hole in the top the
head, which is found in many female sculptures and was
used for attaching the symbols of Isis. It is very probable
that the missing section was covered with corkscrew locks
made of plaster. This theory is corroborated by the ab-
sence of the ears, an indication that this area was covered
by the curls and thus did not need to be represented.

The question arises whether the figure is a representa-
tion of Isis or of a queen portrayed as Isis in the Isis-Aph-
rodite type, in view of the lines on the neck (known as
‘Venus rings’) and the fleshy mouth. The features which
suggest that this is a portrait and not an idealised figure
are the characteristically small, full mouth and the elon-
gated oval face with the heavy chin. If it is a portrait, the
figure appropriates certain characteristics of the two dei-
ties, the maternal aspect of Isis and the eroticism of Aph-
rodite. In this case the sculpture should be interpreted as
a representation of a deified queen, to whom the artist
has given the attributes adopted by the Alexandrian court
as a form of pro-Prolemaic propaganda.

Numismatic evidence is however significant. The British
Museum contains a unique Alexandrian gold octadrachm
of Cleopatra I (194/3-176 BC), in which the similarity
of certain facial features with those of the sculpture is ap-
parent: the flat, recessive chin, the prominent lower lip
and the groove below it point to the marble head being a
portrait of Cleopatra. The dating of the sculpture to the
2nd century BC is also supported by other arguments.
Portraits of 3rd century Prolemaic queens are notable for
the realistic depiction of facial features, in sculpture and
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especially on coins. The 2nd century sees a change to-
wards a more idealised portrayal of figures, which makes
attempts at individual identification difficult. Queens are
usually identified with Isis, and they adopt her symbols,
thus confusing the iconography of deities and rulers. This
identification became formalised in the reign of Cleopatra
I, who, as daughter of the Seleucid Antiochus III, known
from literary sources as ‘the Syrian’, wished in this way
to assert her authority over her Egyptian subjects: her
adoption of the symbols of the principal female Egyptian
deity was mainly directed towards serving her political
interests.

The second head, made from thick-grained marble, is
10 cm. high (inv. no. 39213). The identification of the
figure depends directly on the surviving iconographic
features. The crown with its circular base and the small
semi-circular notch in the front right section help to iden-
tify the figure as Isis in her hypostasis as Selene. Yet cer-
tain facial characteristics suggest that the head represents
a Prolemaic queen in the guise of Isis, as the small round
mouth, the eyes turned down at the corners and the fleshy
cheeks and heavy chin are undoubtedly portrait features.

The close relationship between Isis and the Prolemaic
queen, noted in this sculpture, leads us once again to
the identification of the figure with a 2nd-century BC
Cleopatra, and this would conform with the dating of the
sculpture independently of any individual attribution. As
the work portrays a woman of advanced years we can ex-
clude the possibility of it being a portrait of Cleopatra I.

We are assisted here by a basalt male head (h.: 6.7 cm)
in the Benaki Museum. It depicts a ruler and the pre-
vailing view is that it represents Ptolemy IX (116-107,
88-80 BC) or Prolemy X (107-88 BC). A comparison
of this small sculpture with the female head reveals sur-
prising similarities in the facial features, for example the
downturn of the corners of the eyes, the small mouth
with the drill holes at the corners and the shape of the
lower part of the face. It might not be overbold to seek
the identification of the head against the background
of a dynastic family of the second half of the 2nd cen-
tury BC. Cleopatra 1IT is the mostly likely candidate
since she was the mother of Ptolemy IX and X and
was closely associated with the goddess. From 130 BC
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the eponymous priest of Cleopatra held a title which  the queen, something that should not surprise us when
equated the queen with the goddess. The identification ~ we take into account the combination of her dynamic
is so close that it is impossible to judge whether surviv-  personality and her prominent role in the Ptolemaic
ing portraits from the age of Cleopatra represent Isis or ~ kingdom.
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AIMIAIA TEPOYAANOY

Aidrpnra: véeg mpoodikeg

OTAN TO 1999 EKAOOHKE o tépog Azdzpnra tov Mov-
oelov Mmevdir eixe onperwdel dtt okondg g éxdoong
ftav —petaél dAAmv— va kataypagotv 6Aa ta yveotd
dtdtpnta kooppata kat, pe TV avdAuon tov otoryel-
v, va emonpavfodv ta dedopéva mov perrovtikd Ba
emtpénovy kdbe véo avuke{pevo va katatdooetat oty
avtiotoryn katnyopia, va xpovoloyeital kat va Tov ano-
S{detar dikatoroynuéva to Wiaitepo evdiagépov mov ma-
povatdiel yt' avtd to obvoro.'

Me v éwota avty] kat yia va dtatnpnBel 1 atia g
€kdoong W corpus TeV Srdtpntwy kKoopnpdtey, Bewpi-
Onke ok6émpo va kataypagolv 6oa KOOPHHATA avaka-
AbpBnkav amd my €xdoan tov tépov £ns afjuepa 1) Pyn-
Kav and v agpdvela prag etkyg suAAoyig, Y evroni-
otnkav adnpooievta oe povoeia kat va eviaxfodv otig
avtiotoryes katnyopies, maipvovtag tr Oéom kat ) on-
paoia mov toug ogelietar.’

Yiépgova pe v ta&wépnon tev Ardrpnrwy o otav-
p6c tov Metropolitan Museum (etk. 1) ovykataéye-
TaL ota kpepaotd koopfpata [ap. kat. 136A]. [Tapou-
otdotnke oy éxBeon Kadnuepwvit Zwh oro Bv(dvrio
ot Oeooarovikn kat meptypdgnke and tyv H. Evans
otov katdroyo g £ékbeonc.’ H povaducdntd tov é-
YKELTAL OTO YEYovOG 6Tt 0TALPOl-KOOUTHATA auTol Tov
peyéBoug kat téoo mpooeypévng enelepyaoiag ondvia
amavtobv atny maratoxplotiaviky nepiodo, atnv omola
®otéoo ypovoroyolvtatl 6Aa ta didtprta Koourpata.
Xuvifog ot otavpol —0épa kateEoyiv Aatpevtiké—
eppaviCovrat, efte wg empépoug otoryela otov didro-
OUO T®V KOOUNUAT®V, £{Te ©G Kpepaotd koopqpata
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pikpdtepov ouvriBuc peyéboug, ondvia didtprra.’

H oeipd tov opaipidiev mov miatoidvouy oAdkAn-
po tov otavpd, ta évbeta peTdAla e TOVG EYYEYPAp-
HEVOUG 100OKEAEIG oTALPOUG Kat TiG drYaA®Tég amoiy-
el otig kepaieg, ta TpipuAda oV KAABTITOVY TG EVE-
oetg otg PAoelg TeV KepatdV TOL oTAVPOU, Elval OTOL-
xela mov ovvavtdvtat kat o dGAAa ouvagy O TPOG THV
TEYVIKY] KOoppata e meptddou yipw atov 70 atdva.
Qotboo, 1o 1dtaitepo xapaktnploTKs Tou KOGPHHATOS
avtov, mov to ouvdéer pe defypata mov eaptédviat and
K®OVOTAVILVOTIOA{TIKA €pyaoThipta tov Gov-7ov atdva,
efvar ot Sidrprrol Practol pe g avlepwtés anornEetg
nov yepifouv g kepaleg tov otavpov. To kevipid otot-
xelo and to omofo pordGet va Eenndotv ot Braotol ouv-
déetat pe toug apgopels ota didtprta okovAapikia amnd
Wtk ovAloyy (k. 2), émov o Praotéc Eedimhdive-
Tat eMkwtds oxnuatiGovrag tpitofec anortiéewc.’ [Tan-
OL€0TEPOL WG TIPOG T HOPPY), KAl TIO CLYKEKPLHEVA MG
TPOG TO TIAXOG KAl TNV evkappia tev KAGvev, eivat kat
ot Braotof ota okovrapikia and v Caesarea Maritima
niov Ppilokovrat oto Mikdvo (etk. 3) kar oto daxtvAi-
ot e ZuAoyrc Xtabdtov oto EBviké Apyaioroyikd
Movoeio e ABvjvac (ew. 11).° Xe odykpton pe dAla
Koopfjpata avt{ororya g TPog TH HOPPN Kai Ta €l
Kovoypagtkd Bépata pmopodpe va ovpnepdvovpe 6t
o otavpds tov Metropolitan Museum ovykatatéyetal
0Ta KOOPNHATA TOV TEAGV Tov 6oL 1] TeV apX@V Tov
7o0v aidva, ota onofa —€xovtag anokpuotaiinlel o ya-
PAKTHPAG TV SLAKOOUNTIKGOV ototyeimv— péAiig apyilet
va dtagaivetar pra tdom vrepPoAinc oty anddoon, 1)
onofa Ba yapaktnpioer tovg PAactols TV TEAGY TOU
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Ew. 1. Zravpée. Néa Yéprn, The Metropolitan Museum of
Art, Zvlroyn John C. Weber ap. 2 (TR.196.1.2000)
(pwt.: The Metropolitan Museum of Art).

70v adva. ‘Onec kat ta GAAA KOGUHATA TIOL TIAPOL-
olatovv eviaio yapaxtipa kat €vtova kowvd otorxela,
@aivetal 0Tl kat 0 otavpdg TPETEL VA TPOEPYETAL anod
mv Kevotavtivotnorn, ar’ 6mov anidvetat to epndpto
Wlaitepa TOATT UGV AVIKEIUEVOY aTtd Kpuad Kat aopL.
Akdpa Kt av o€ KATIOLEG TIEPUTTAOELS UTIOPE! Kavels va v-
noBéoel 6 ta avuke{peva kataokevdotnkay oe emap-
XlaKd epyaothpla, avapplofritnra n apyiky popey kat
M TEXVIKY NG enegepyaoiag éxovv TG katafolés toug
OTNV ETUPPON TNG TPOTEVOLOAG.

Abo mavopotdtuneg ovee Wiotkrg ovAroyig (euc. 4)
ovvanoteAodv Wdlaitepa evdtagépovoa pocbiikn otov
KatdAoyo tov Sidtpntwv koopnudtov [ap. kat. 184A].7
Avijkouy oe éva afléAoyo obvoro mov mbavév mpoép-
xetatr and ) Fempyla, émov 1 enldpaor tov BuGavtiov
glvatr opaty] mpv and v emoyy tov lovouwviavos. To
TOAVTEAEG LALKS, ot dgBovot oAvTipot AlBot kat 1) 18-
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Ew. 2. Zevydpt oxovrapikia. Idtotikn oudioy.

Eik. 3. Zevydpt okovrapiria. Mirdavo,
Apyxatoroytké Moveeio.

Ew. 4. T[T6pmm {odvne. Idiotky) cuiioy.
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Ewk. 6. BpayioAt. Los Angeles, The J. Paul Getty Museum
83.AM.227.2 (¢pwt.: The ]J. Paul Getty Museum).

altepa Aemty] eneepyaocta, ovvdéovv TG Ldves autée pe
dAAa, povadikd Koopjpata pag mpatpng emoxfs yopo
otov 50 kat tov 60 atdva, ta onola wg el to TAeloTOV
éxouv Bpebel ota mapdiia g Avatorikic Meooyeiov.
Adtpnn eivar ) mAdia g kdBe Ldvng oty onofa ouv-
déetar ) ndéprn pe ™ yrwooida. Koopeitat pe amrée -
KpéG OTEG TIOL PE TNV KATAAANAT enebepyaoia oty €-
TPAVELa oXNUATICovY €éva KeVIPIKS TETPAY@VO HE TPELG
oelpéc pardvdpov mov mepikheiovy pikpd tetpdpuila.
To kevipwd tetpdymvo mepifdiietar and iobnayo eit-
K016 fAa0TS yempeTpLkos xapaktiipa pe pkpég TplpuA-
Agg anoAnels katd daotipata.

[iaitepa evivnwotaky efvat ) ovyyéveta ov apatr)-
peitat avdpeoa o€ pia opudda OpOEdGY KOOPNUATOY Kat
ot do népreg mov e€etdloviat 66, Xuykekpipéva, é-
va oAvteréc Siddnpa otn Bdpva (eik. 5)° @épet ddo b1
dtpnreg tavieg exatépwbev touv KevIplkol TpLyeviKoy
patog, ot omoieg koopovvtal pe Aemtd teTpdyova
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pe eyyeypappéva tetpdguira. O ovvdvaoudc g Ae-
ntig eneEepyaoiag pe ) xprion e ToASTUNG TETPAg
ouvdéet otevd to dtddnpa pe T mapandve mépmeg. Ot
TOAGYpOUES TOAVTLYES TIETPES OTO TIPWTO Kat ot 14 d-
poyne modtnrag amhof ypavdtes otig dedtepeg vnpe-
TOUV e XapaKTnpLoTikd TpETIo TV TOAVYPOHUIA, TIOU pE
eAANVioTiKéG kataPoAés emPAfOnke ot popaiky xpo-
ooyola kat oe adldonaoty ouvéyela oNpddeye ta on-
pavtkétepa Pulavtvd koopvjpata.

Tov {610 ovvdvaoud moAdupwy Aibwv kar Aemtvg eme-
Eepyaoiag mapovotdlet kat éva Ppayidit tov AotPpov’ pe
avtiotolxo yeopeTpikd didkoopo, evd to Ppayioit and
™mv AkeEdvdpela pe mapdpota yeopetpikd potiPa, dev
pépet morvupes méTpes.' H agbovia mordupwv AlBwov
og dAla koopfpata, 6meg my. oto Bpayiéit Tov Getty
Museum oto Los Angeles (eik. 6)," ovvdudGetat pe e&i-
00U AETTO SLAKOOHO, Gyt SRS YEGUETPIKS AAAG pe PAra-
0tolg kat dAAa @uttd Bépata. Zuvévacpde @uttod kat
Aemtotl yewpetpikob drakdopov mapatnpeirar oty @i-
Poura tng Apahida mov ypovoroyeitat ota péoa tov Sov
awdva.” Térog, pa dAAN Mhdka —tprjpa enibetov ko-
opfjpatoc— (gik. 7) mapovotdlet moAS ouyyeviké didko-
OHO PE HALAVOPOUG OTO KEVIPIKS TETPAYWDVO AL TAOY-
ué oto miaioto.” Avty 1) opdda koopunudtov cuvdéetat
Kal 1oTopikd pe v iepiodo and tov Oeoddoto kat petd,
4tav o TAOUTOG TV LALKGOV Kat 1) Aemrtdtrta G epyaoi-
ag odnyotv ot dnprovpyia Hovadikdv KOSPNUATOV TIOL
eEdyovtat ©g Simlopatikd Sdpa TPOKEPEVOLY va OLVTY-
pnBodv ot kakég oxéoelg Tov Bulavtiov e toug nyepdveg
Tov yertovikay Aadv. H ovyyévela tov otoryetov mou ya-
paktnpiouv ta didtpnta avtig g neptédov ouvnyopel
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Euk. 7. [TAdka ané Ldvy. I8iwtixs| ovAioyy.

otV kowi| TpoéAevot| Tovg and ta epyaotipta g I16-
Ang. [TapdAinia, ta yeopetptkd TASypata pe toug pat-
Gvdpoug agrjvouy va dragavel 1 ouvéyela kar  eEdpnon
v Oepdtov and tv eAinviky napddoon.

Ta naradtepa ddtpnra daxtudida eivar avtd tov 300
atdva, opopéva and ta omnofa £xovv Papt popaikd xa-
paktiipa. Zuyvd éxovv oxfipa eAdetmticd kar Stdprteg
paxec. Tétowou témou eivat to daktuA{bL mov gppaviotn-
ke otn dnpornpaocia tov Christie’s oty Néa Yopxn otg 11
AexepPpiov 2003 pe apiBué 438 (ew. 8) [ap. kat. 266A].
Tig {diec payec oe oxfpa médne €xet kat éva diro da-
KTOAOL emtlong and okt ovAioyy ot Teppavia pe
anmAy 0otdoo opevdsvy,” evd avtd g dnpompaciag
@épeL keunAéiBo (cameo) pe mapdotaom Aéovta.
Zmv kammyopia tov daktuAdidy pe aniry didtpy-
TN ote@dvy dtakpivovtal avtd mov 1 tawvia Toug Ko-
opeftat pe Praotd kat exelva mov Qépouv emypapéc.
H tawvia tov daktvidiod —mov BpéOnke pali pe dAra
koopfjpata oto Kostolac (Viminacium) kat ¢uAdooe-
tat oto Movoegio tov BeAtypadiov— (etk. 9) yxwpiletal
oe 15 dudywpa, kd0e éva and ta omofa mepiéyet éva
ypdupa e entypagric BACIAEIA ZHN MOY [ap. kat.
305A]" —to tedevtaio didyopo yepilel pe éva @viAro
KLoo0V. 211 pop@y| potdGet apketd pe to daktuAidt a-
n6 1o Corbridge oto Northumberland mov ¢@épet tnv
emypagpr] AEMILIA ZESES." Eivat mBavév kat ta 6o
va gfval daktor{dia yapouv pe avtioToryeg evyeTkéc e-
mypagéc. Onog kat dAda mapdpota daktuAidia xpo-
voAoyotvtat otov 30-40 ardva kat éxouvv Bpebel oe 6-
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Euwk. 8. AaktuA{dt. [Siwtiky] ovAroy.

Ewk. 9. AaktuA{dt. BeAypddt, EBviké Movoeio
ap. gup. 112/IV.

Ew. 10. Aaktoridn. Idiwnkr cudioyy.

Ew. 11. Aaktukidt. ABvjva, EBviké Apyatoroyiké Movoeio,
ZvAroyd EA. Zrabdrov (X1.507).
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Aa ta népata e 1ote Popaikrc avtokpatopiag.

To daxtuAidt nov epgaviotnke oty dnponpacia tov
Jean-David Cahn ot Baotrela ot 17-19 Oktofpiov
2002 (. 10)'* avijket oty katnyopia tev kaivkdpop-
@ov daktvhdwwy [ap. kat. 330A]."” Avtd @épouv ote-
@avn pe ovxvd ddtpmro didkoopo Praoctdv 1 dAAote
ETYPAPEV, KAAUKSHOp@N vrodoyy pe évletn métpa ka
yipo g ote@dvn and wkpd papyapttdpia.™ 2to da-
KTUABL TG Orjpompaciag 1 vrodoyy TG yaraLompdot-
vNg TéTpag eivat kaviky, avtiotoyr pe avtr evég daxto-
Mot e Zuikoyhc Koch.” Kat ta 8o éxouvv kpikoug
ar’ énov mepvodoav ta olppata Tov cvykpatodoav ta
pkpd papyapttdpia, dmuovpyodvag v da eviinwon
dvloug mov yapaxtnpilet kat ta LITOAOLTTA KAALKOHOPPA
daxtuAidia. Avtd mou €xet ialtepy ovjpacia yia ™) pe-
Aétn v KaALKOpopEoV dakteldidy eival 1 opordtta
oty anddoor) tov didtprtov ehikwtod PAacTol mov Ko-
opel ¢ ote@dves. “Eva daktur{dt oto Movoelo Victoria
and Albert, éva oto EBviké Apyaoroyiké Mouvoeio (ew.
11), éva oto Museo Nazionale tng Nedmoing kar éva
oto Virginia Museum touv Richmond éxouvv axpifag tov
{010 Praotd pe tov kevipikd pioyo, mo memlatvopévo
N mo kuAwdpIkS.? Ailel va onpernbel du aviiotoryog
gtvat 0 fraotdc kat oe dlo axdpa dakTvA{dia pe amiég
dtdrprteg otepdves —to éva and to Movoeilo ¢ Acv-
kootag mov mpoépyetar and v Kuprjveta xat to dilro
ané tov Onoavpd ¢ Pantalica e Zwkeliag nov Bpébn-
KE Pe dAAQ OLATPNTA KOOUARATA KAl VOP{GUATA Tov 70v
adva—, ortorxeio mou evioylel ) xpovoAdynor tov da-
kTLAOL0G e dnponpaciag Cahn enfong ota téAn Tov
7ou awdva.” Eibikd evbiagépov napovotdlet v enelepya-
ola tov Practot oto efetalbpevo daktuAidt yatl oty
kdnwg pBappévn entpdveld tov evalidoooviat oTiktd
kat gyydpakta ototyela wou ¢ npoodidovy emnpdode-
m notarfa. Xapaktd kopddve mratotdvel kat £dd )
diudtprn Tawia g otepdvng.

Avtiotoyn otedvn éxet kat to daxturidt BAAM 1026
Tov PuAdooetat oty BiPAioBrikn g Adeldvdpetac ka
Bpébnie ot Bardoowa Teproyr] tov Aboukir to 1999 [ap.
kat. 333A].% Evd ot Practol efval 6w kar ota dAra
detypata ehikwrtol pe avBepwtéc anodftews, ot ogevds-
v pépet pua pikpookorikt Slotopun Avyvia pe orénaopa
kat Avpogdr] AaP, otoyelo avandvieyo kat mpeTdTUTIO.
Anopla npoxadel edhoya 1o yeyovdg 61l 1) Tiapdotaom
g Avyviag anovotdbet kat and To KGoUNpa Kat and tov
Sudkoopo, evé 1 Auyvia elvat éva kotvé avukeipevo ka-
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Euk. 12. Aaxturidl. Boston Museum of Fine Arts
ap. evp. 2002.735.

Bnuepviic xptiong to onofo éxel amoktioet kat oLpPPort-
kég mpoektdoes. Eivat afloonueinto i o Auyvieg yopw
atov 70 aidva —mou povoroyeital To SaktuAidt alpgpa-
va pe tov timno tov Practol ot otepdvr— efvar avukei-
pEVA TIOL PLAOTEYVOUVTAL OE XAAKS UE YPOVUIOHEVO OLd-
KOGHO, YEYovdg Tiov onpaivel 6t anoterotboay avtikeipe-
va ota onola anoddrav dialtepn onpacia.”

‘Eva axépa daxturidt tov omolov tv emorjuavon o-
@eihw oy Chr. Kondoleon —umetuvn g Puiavviig
téyvne oto Museum of Fine Arts t¢ Bootévie— eivat
véo andknpa tov povoeiov (ek. 12) [ap. kat. 341A].*
To daktoridt avijket onv katnyopla tov SakTuAdLy-
kAedLdY, ta onola yapaktrpifovial and metarbépopen
1 opBoydvia poe&oxt| e ogevddvne. H dudtpnn av-
) poeoyr| wépet ovvnBéotepa yempetpikd ddkoopo
aAAd oy miepittnot tov daktvAdiod e Bootévng
naptotdvetal yeopetpLxot tinov PAactdc pe amorriéets
HKpdv PUALGV KioooU. T ogevddvn yepilet n didtpnm
emuypagt] DIT, evd otoug dpovg drakpivoviar didtprta
kapSboynpa. Aev propel va Pyet ovpnépaopa yia to me-
pleXOHEVO TG emypagti, ektds av vmobioer kavels bt
ta tpla avtd ypdupata efvat Ta apyikd pag sUyETIKAS
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Ew. 13. Zevydpt oxovkapixia. Bnputde, Zuiroyr Wallid
Jumblatt.

Eic. 14. Zcoviapikt. Bnputde, Zviroyr Wallid Jumblatt.

ETYPAQPNG —OYETKNG UE TIG EMYPAPEG TIOL ATIAVIOUY
oe avt{otorxa daktuAidia g emoxic— 1 kdnowov ové-
patos.” O Aentdg Practds mov akorovbel aviikpiotd
v {d1a Kopanoty] ypappy pe 1 anoAfEes Tov Pikpdv
PUALOV éyet avuototyieg pe kooprpata v 4ouv atd-
va, énue eival Ly, ta Ppayidiia tov Oncavpos Hoxne,*
T0 KPEPAOTS kéopnpa pe depévo vépopa tov Meydiov
Kavatavtivov oto AotPpo,” to kpepaotd kbounpa tov
Bpetavikod Movoelov and to Payiodp g Atydnton.”
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H mot] enavéinyn tov (duov potifev kat m¢ (duag
teyvikhc dnAdvet dtt and v mepiodo touv 4ov atdva 1
axtvoPoria g véac mpotetovoag @tdvet and v Af-
yurto o¢ ) Bpetavia, paptopdviag ) ovvoyn g emt-
kpdretag kat tv adidonaoty napovoia tev EAANVIOTI-
KOV oToryelov.

Ta dudtprta okovAapikia —dnwg AAA®oTe emonpaive-
tat kat ota Azdzpnra— dev yapaxmpilovrar and peydin
mowkiAia popedv, obte Tapovaldbouvy peydin gavtacia
Kat TAOUTO, OUYKPWOREVA HE TIG TIEPLOTOTEPES amd TIG
vméAotmeg katnyopies Tov koopnudtev. Katd ovvénela
KAt Ta véa orovAapikia, TTou eVIATCOVIAL HE AmOAUTY] -
kp{Peta otig 1181 vdpyovoeg vokatnyopise, eivar anAd
detypara mov dpotd toug emavarapPdavoviar ouyvd.

Ytov tépo Arzdrpnra v) Tabivéunon Twv oKOLAAPIKIGY
apyiler pe touvg amrots pédaxeg, 6mwe o fevydpt g
ZovAroynig Wallid Jumblatt oty Byputé nov gaivetar 6t
Bpébnie atov AlBavo (ewk. 13) [ap. kat. 345A].% O p6-
daxec oympatitoveal andé avlepotd nétara pe kdnota
mouctA{a kat wopporia atnv anddoon. 1o Kévipo v-
TIdpYEL Pa TIEPAcpUEVY xavopa.

[To xhaowric poperic avBépia éxet to GAlo okovAia-
pikt g idrag ovAroyrc (ewk. 14) ov @épet ypavdtn oto
kévipo [ap. kat. 357A]. To axoviapixt avtd mpodpye-
tat and v endpevn mbavy vrokatnyopia tov okovia-
pLeidy, avtdv mou éxouy éva eEapTnpévo oTEAEYOG oTo
onofo efvar ouviBoc nepaopéveg nétpeg kat papyapitd-
pta. O pédakag avtde ovvdéetal dueoca ue toug péda-
keg oe éva Cevydpt okoviapikia and o Bepoiivo.”

Ze kaibtepn kardotaoy Pplokovial ta okoviapixia
Tiov Tapovotdatnrav og dnponpacta tov OktaPpio tov
2003 (gtk. 15) [ap. xat. 359A].% H anddoor) twv avbepi-
wv otov pédaka mapovotdlet opotopoppia kar akpifeia
eved oto Kévtpo umdpyet Sepévog kvavée AlBog. To ekap-
Truévo otéreyog oyxnpatifetal and obppa mov eAco6-
pevo dnutovpyel do pkpovc kplkoug Kat katairyet oe
wa picpt] emniong kuavy) étpa.

H enépevn opdda okoviapiikidv elvar avtd pe 6o
tpla egapmpéva oteréyn. Ze mpdagarty dnponpacia
ot Néa Yépxr eppaviomrav 6o okoviapikia pe d1d-
TPNTO pédaka Kal ypavdatr ato kévipo kat pe tpanelié-
oMU mAdKka and v onofa kpépovtal Tpla oteéyn pe
Tipdotveg xavdpeg (ek. 16) [ap. kat. 369A kat 369B].>
Aev @atvetar va mpékettat yia ta kaddtepa detypara, e-
ved glvar yeyovog 6Tt og autég Ti¢ katnyopleg ovvavtd
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Ew. 15. Zevydpt okovlapixia. Anpornpaoia oikov Christie’s,
South Kensington, 29 Oxtwppiov 2003 ap. 102.

Eik. 16. ZkovAapikia. Anponpacia ofkov Christie’s, Néa
Yépkn, 11 AexepPpiov 2003 ap. 431.

Ew. 17. Zevydpt oxovrapixia. Zvirioyy Heidi Vollmoeller.
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kavelc ta o mpdyelpa kal KAKOTEYVA KOOUYUATA TOL
eldovg. AT do0 @aivetar oV eidva dev mpémel ta
okovAapikia avtd va anoteAobv fevydpt 6w orpet-
dvetal otov katdAoyo, kabdg ta avBéua tov mratoiov
elval dtapopeticd.” I'evikd, emeldr| ta okovhapikia pe
pédakes Hrav oAl dradedopéva (kupinwg ota avatorikd
napdia e Meooyeiov), elvar odd Tubavév optopéva
tétola defypata va avunpooonedouy Kakés PUNoELS &-
mapylakev epyactnpiov 1 akdpa 1 mapaymyy tovg va
frav 1600 peydAn, dote va pn dtvétav diaitepn onpa-
ota oty motétnta. Téoo ouvaer| pe avtd ta tehevtaia

okovAapikia eivat téoaepa Cevydpta and ) Zupia,™

TIoL
unopet kaveig va vobéoet pe kamowa Pefardtnra 6t et-
dud avtdg o tomog mpoépyetar and ) Zupia.

Y Zvhroyr) g Heidi Vollmoeller mov mouvAfn-
ke péopata oe dnpompacia eppaviotnke éva Levyd-
pt okovAapikia mov dev mepriapPavovial ota Audrpnra
(ewc. 17) [ap. xat. 432A].7 O péddaxag amotereital a-
16 kOkAo pe kollwpa oto kévipo mov Ba ovykpatovoe
otpoyyuAy ydvdpa. Ztevé ddtpnro avbepwté mraioo
nepPdAdet tov kikAo. Kdtw andé tov pédaka vmdpyet
ouvdedepévo emfone ddtpnto élacpa pe mapdotao
TUTIOTIOLNHEV@Y QVTIKPLOTAV SEAPIVIGY, am’ dTov KkpEpo-
vtat tpla oteréyn pe évBetoug ypavdteg oe popfoetdeic
Brkeg kat otn ovvéyela Beddveg dmov Ba Htav nepacué-
veg xdvdpes. Kat ta oxoviapikia avtot tov témov givat
emionc ovyvd kat apovatdgouy Wiaitepo evolagépov pe
v 1600 Totd enavalapfavépevn Tapdotaot) Tev Sei-
v Oépa ayannté kat oty apyadtnta, to dehgpivt
anoktd apydtepa ovpPoiiopolc mov to ouvdéovy pe )
xplotiaviky] Opnokeia. H ouyvi| mapovoia twv dedguvicy
ota okovAapikia avtd katd v mepiodo tov 3ov pe TG
apyés tov 4ov atdva dev pafverar mbavév va epmeptéyet
oupPortopois, xwpis wotdoo va pnopel kavels va ano-
KAeioet éva tétoto evdeypevo, kabdg amnd tov 4o atdva,
apyifouv va epgaviCovtal ovotnuatikd ovpPora kat emt-
YPAPES YpLoTLavikoy xapaktpa.

2y (dia mepiodo kataokevg orOLVAAPIKIGOY avijkouy
kat avtd mov avtl ya pédaka €xouvv TETPAYmVO oOUA
Kal KPEPAoTd oteAéyn. Ze avtiv v opdda aviket to
okoviapixt ané to Movoeio Bulavtivoy [oAitiopod tg
Oeooarovikne (ewk. 18) [ap. kat. 456A].” Avtiotorya
okoviapikia ané ) ZvAroyy| J. G. Zacos vnidpyouvv oto
BuCavtvé Movoeio g ABrvag kat elyav mapovotaotel
oty éxBeom yia ta 100 ypdvia g Xptotiavikig Apyat-
oroykig Etatpelac.®® Kat avti n poper] oxoviaptkidv
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Euw. 18. ZkovAapikt. @eaoarovikn, Movoeio Bulavtivod

[ToAttiopoy.
Ewc. 19. ZxovAiapikt. Idiotiky cuAloy.

Eik. 20. Zevydpt oxovrapikia. [Tpdny ZvAioyn
J. R. Ogden & Sons.
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elvat ko] kat eivat ovyvd ta defypata mov epgpavifovv
mipoyetpétTa oty ektéreat). To ovykekpipévo kdopn-
pa e Oeooarovikng eivat meplepyo kaloe 1 opiiévria
Tawvia mov ota teTpdywva okovlapikia ouvibeg oxnua-
tiet PAaotots €66 £yel pa tedelng votunddN popet
avTiveTev deA@VIEY, Tapdpola Pe avty] oL AmELKOV(-
Covtat oTig tawvieg tewv okovAapikidv pe poédaxa. Xty
TEPITT®OON auT HOLAGEL O KATAGKELAOTNHG va unv eixe
ovveldnronooet t akpiPds 1i0ele va anoddoet.

H teAevtala opdda oxovhapikidv kar ota Azdzpnra
Kat o avthy Vv kataypagn efvat ta unvoedn.** Elvat
enionc Kowd pe apKeTd TUTOTIOMUEVEG QTEIKOVIOELG.
Qotéoo, ouyvd eppaviouv Wiaitepa Tpooeyuévr eme-
Eepyaota, étot dote apketd va anoteAoly onpavikd
detypata g xpuooyoiag tov 7ov atdva mAéov. Xe opi-
opéva arr’ avtd, o epevvnTig apakolovBel tov expuAL-
opé G TEYVIKAG, TIov apyiCet pe viepPoir| oty anddo-
on tev otorxelev yia va katarfter oty oplotiky| e€a-
@AVIoT NG SLATPITNG TEYVIKHG 0TA KOO PATA.

2 peydAn toug mAEOVOTHTA TA UNVOEWY OKOUL-
Aapikia QEpovv Tapactdoels Tayevidv pe anid avié-
Hio, kprvn 1| otavpd avdpeod touvs. Zta tpia pnvost-
&M okovAapikia mov mpootiBeviar otov katdioyo twv
Ardrpnray, 660 £xouv puukd dtdkoopo kat £va mayed-
via. To televtalo mapovotdotnke oe dnpomnpacia tov
Christie’s oto ITaplot kar avijket ofjpepa o€ 1OIOTKY
ovAroy (ewk. 19) [ap. kat. 547A].* 1o kévtpo ametko-
viletar otavpds péoa oe otktd KGKAO 0 0TI0{0C akovpTTd
o€ kopatotd Praotd. Ze kdbe migupd €xet anodobel £-
va maydvt e xapdypata oto odpa kat v ovpd. Ztnv
napv@er} to okovdapikt @épet mévte opapidia. H obvBe-
on Bopilet évrova avtiv ota okovAapikta tov Virginia
Museum oto Richmond, amléc to tedevtaio €xer mo
notkido kat gppovtiopévo didkoopo.”

To pové oxoviapixt and v AreEdvdpeia [ap. kat.
S68A]“ @épet oo kévipo ayyefo am’ dmov ex@lovtal
Braotol mov yepifovv v vrdrotmy emgpdveta. ‘Eva
Cevydpt okovAapikia g maradg Zviloyrig Reber @é-
pet v Sa mapdotaon kat éva pové oxovrapikt amd
v Kémpo oto Metropolitan Museum g Néag Yépknc
éxel tedeiong ekpuAtopévn aviiotolyy mapdotaon.”

2e dnpompaoia tov 2003 mapovotdotnke dAro éva
Cevydpt okoviapikia pe tplpuAro oTo Kévipo kat ava-
mrroypévo Praoté exatépwbev (ewk. 20) [ap. kat. 570A].%
“Eva oAl oyetiké okovrapikt eivar to MLA 1957 tou
Bpetaviko Movoeiov mov mpoépyetat mbavév and
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Adprovoa e Kénpouv.” H pévn dagopd eivar . av-
16 10 terevtaio Pépet aTo KEVTPO TEVIAPUALO avBEpo.
Aev anoxAeietar ta dGo avtd okovAapikia va £xouvv Kot-
Vi) mpoéAevor).

Me v gredlepn mAfov emikowvovia pe kpdtn mpod-
v péAn e ZoPetkis ‘Evoong kat tv katd kawpoi
ERPAVIOT] QVTIKEPEVOV TIOL Tipogpyoviar and Aabpaieg
avaokagéc oty Méon Avatory elvar oAS mbavév va
avakaivgpBotv peArovukd véa didtpnta kooppata oe
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AIMILIA YEROULANOU
Additions to the Benaki Museum’s «Diatritay

This book, published in 1999, was intended to be both
a study and a catalogue of the pierced-work jewellery
known at the time, so that items subsequently coming
to light could be attributed both chronologically and to
their appropriate category.

The following new items have been noted.

A cross at the Metropolitan Museum of Art (fig. 1)
is an exceptionally fine pendant ornament. The edging
of beaded wire, the inscribed maltese crosses and the
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pierced-work scrolls with foliate finials point to a dating
in the late 6th-eatly 7th century and a workshop prob-
ably in Constantinople.

Two belt buckles (fig. 4), now in a private collection,
come from Georgia. The dense, delicate workmanship
of the maeander and quatrefoil motifs recalls the similar
technique found on certain 5th-century jewellery.

A ring (fig. 8) with pelta-shaped shoulders, auctioned

at Christie’s, dates from the 3rd century; another with a
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pierced-work band from the Belgrade Museum (fig. 9)
has parallels from the 3rd and 4th centuries. A ring auc-
tioned by Cahn (fig. 10), from around the 7th century,
belongs to the category of calyx-shaped rings. Another,
dating from the same period (Biblioteca Alexandrina,
BAAM 1026) has a pierced-work band and a small oil-
lamp on its bezel. A further item, from the Boston
Museum of Fine Arts (fig. 12), is of the key-ring type
and can be attributed to the 4th century along with
other dated examples.

3, 2003

New earrings are restricted to the types with plain
rosettes (Jumblatt Collection, Beirut [figs 13, 14] and
Christie’s [fig. 15]), and with rosettes with hanging
pendants (figs 16, 17, 18). All date from the 3rd and
4th centuries.

The second category constitutes lunate earrings either
with confronted peacocks flanking a cross (Christie’s
[fig. 19]), or with foliate scrolls (Biblioteca Alexandrina,
BAAM 1026 and Christie’s [fig. 20]). All date from the
7th century.
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A Middle Byzantine silver treasure

SINCE OCTOBER 2003 there has been on display at the
Benaki Museum a unique treasure consisting of nine
silver-gilt dishes dating from the Middle Byzantine era,
which has been offered for sale to Greece. The three larg-
est Byzantine collections in the country, the Byzantine
and Christian Museum in Athens, the Museum of Byz-
antine Culture in Thessaloniki and the Benaki Museum,
have jointly undertaken the task of raising the necessary
funds to acquire this treasure so that it can remain in
Greece, and with this aim the dishes were also exhibited
for two weeks in Thessaloniki. At the time of writing
this initiative by the three museums is still proceeding
apace.

The nine dishes were previously unknown both to
specialists and to the general public. The astonishment
which greeted the appearance of such a treasure can be
imagined, not only because it comprises rare and pre-
cious objects in an excellent state of preservation, but also
because the material is largely unfamiliar and opens up
a wide variety of new paths and horizons for the study
of Middle Byzantine art. The present article takes the
form of a general introduction to the subject; it would
certainly not claim to cover all the issues involved, nor
to do more than present the basic information and indi-
cate the specific features which locate the dishes in their
chronological and cultural context.

The nine dishes were inherited by the present owner
from his father, who acquired them in 1937 for £ 15,000
from A. Barry, an Englishman, who had been an export-
er of currants in Smyrna until 1922, when he settled in
Patras.! The provenance of the dishes is not known with

3, 2003

certainty, but according to undocumented information
from the original owner they were discovered accidental-
ly outside Tatar Pazarcik in modern Bulgaria. The dishes
were cleaned before being offered for sale and their con-
dition is generally excellent, though in many places the
gilding is missing. Some display marks which postdate
their manufacture and are evidence of a change of owner
or of tests made from time to time to establish the purity
of the alloy and the commercial value of the objects.

Two dishes (nos 1 and 2) are footed (figs 1-2), while
the others have a flat base and low, rising sides (figs 3-6).
Three display human figures on the central medallion,
in representations of a hunting scene (figs 1 and 3) and
of the Sea riding on a sea monster (fig. 4). The others
have vegetal and geometrical ornamentation. A detailed
description of the dishes, with their dimensions, can be
found in the Appendix to this article.

Technical data — the shapes

The composition of the alloy on five of the plates was
analysed by the Demokritos Nuclear Physics Institute
when the treasure was first examined. The results are
presented in the following article by the metal conser-
vator of the Benaki Museum, Despina Kotzamani. But
at this point certain observations should be made. The
plates which were analysed were manufactured from
an alloy with a high silver content varying from 93.6 to
95%, while the composition also contained amounts of
copper (3.11-4.72%), gold (1.26-1.49%) and lead (0.37-
1.15%) which are normal for mediaeval silver vessels.?
The five vessels have a similar alloy composition with few
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Fig. 1 a-b. Footed plate no. 1 with a mounted huntsman and running animals. Private collection (photos: Sp. Delivorrias).
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Fig. 2. Footed plate no. 2 with a vegetal ogival lattice. Private collection (photo: Sp. Delivorrias).

variations, the most notable of which is the slightly high-
er lead content of dish no. 5 (1.15%). The same compo-
sition can be found in silver vessels of the Early Chris-
tian era,’ and also in those Sasanian and Islamic vessels
which have been analysed. This continuity with earlier
practices extends to the techniques of manufacture and
ornamentation. The dishes were made by hammering on
a lathe, and, in the case of dish no. 7 (see appendix), this
exploited the alloy to the full by creating from a relatively
small quantity of metal a vessel with very thin walls.

3, 2003

All the dishes display the same decorative layout, with
a central medallion normally encircled by a peripheral
band and complementary motifs, as is particularly appar-
ent in dishes nos 6-9. An incised preliminary sketch was
used for the ornamentation, which the craftsman subse-
quently followed with his tool, thus often giving a slightly
unstable appearance to the contours (fig. 4b). In some
cases the lines appear interrupted, evidence of a failure to
ensure that each application of the tool follows exactly on
the previous one. A variation in the execution can be ob-
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served in dishes nos 1 and 5, where the motifs are incised
by drawing the tool uninterruptedly across the surface of
the dish. This technique was used partially on dish no. 1
and on the entire ornamentation of dish no. 5.

On all the dishes the execution of the motifs is gener-
ally schematic; detail is lacking but the motifs stand out
against a ring-punched or dot-punched background. The
quality of the ornamentation is not consistent: some-
times the engraving is flat (dish no. 2), at others more
unstable (as noted in dish no. 4), or less attentive to detail
(a comparison of dishes nos 1 and 3 shows that they share
a common motif but the execution is uneven in qual-
ity). Dishes nos 1 and 5 undoubtedly display the most
meticulous, indeed exemplary, execution. The variations
in the ornamentation, even where the motifs are similar,
suggest either that some dishes were manufactured under
greater pressure, or, more probably, that different crafts-
men were involved in their production.

Exact parallels for the shape of the dishes with a flat base
and shallow sides can be found in late Roman silverware
—in certain works from Naissus, for example, one of which
has a star motif in the centre.® The shape frequently oc-
curs in 12th century Byzantine ceramic vessels, and ex-
amples have been discovered in Corinth, Athens, the
Alonnesos shipwreck and elsewhere, though such ob-
jects often have a rudimentary base to increase their
durability” The wide circulation of this form of silver-
ware is apparent from its echoes in Islamic art, for al-
though not many dishes made of precious metals have
survived, the shape is found in ceramic imitations in
9th-century Samarra moulded ware, 10th-century Sa-
manid slip-painted vessels and a rare Fatimid bronze
alloy dish (hg. 7).%

Conversely, the two very shallow plates with an orna-
mental raised rim and a tall foot do not appear to have
their origin in late antique models, and the shape, which
resembles a modern fruit dish, may be a mediaeval de-
velopment. The flat base, gently sloping towards the
rim can be found in mid- to late 12th century Byzan-
tine ceramics which also have a notched rim, though in
these objects the foot tends to be shorter? The remark-
able Artukid enamelled bowl has a similar shape, and
its external dimensions (diam. 27 ¢m, height 5 cm) are
the same as those of plate no. 1."” But the work closest
to the footed plates of the treasure is the silver-gilt dish
from Muzhi in Siberia, now in the Hermitage (fig. 8)."
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It stands on a similar cylindrical foot, the sides terminate
in an ornamental raised rim and it has comparable di-
mensions (diam. 28 cm, height 5.3-6 ¢m). In spite of the
fact that few examples of precious utilitarian metalwork
survive from the 12th and 13th centuries, the fact that
their dimensions are generally similar may be evidence
of a certain standardisation in the manufacture of such
objects.”

Iconographic analysis

Huntsmen and running animals: The representation on
the central medallion of plates nos 1 and 3 (figs 1, 3) is
part of a long tradition going back to late antiquity, when
the theme of hunting, a favoured pursuit of the aristoc-
racy, was frequently included in the decoration on mosaic
pavements and portable objects of every kind."” In Middle
Byzantine art the direct link between hunting scenes and
imperial iconography is evidenced by representations of
imperial hunts and by explicit literary references.'* Middle
Byzantine eulogies addressed to the figure of the emperor
give constant emphasis to his prowess as a hunter in order
to demonstrate his bravery and spiritual power."

Hunting was a theme commonly found in court ico-
nography, but was diffused not merely on precious ob-
jects but also on works in mass circulation such as ce-
ramics and sculptures.' Particularly interesting are the
depictions of mounted figures on surviving works of
Byzantine silverware, such as the similar bowls from
Vilgort and Chernigov and the cup in the former Va-
silevsky collection (fig. 9).” These share with our plates
not only the hunting iconography but also the depiction
of nature by means of stylised plants with tendrils termi-
nating in trefoils. The use of these motifs to represent the
natural world seems to have been a standard topos in all
media of 12th century art (figs 9-12)."

Mounted huntsmen are closely associated with rep-
resentations of military saints, which also proliferate in
the 12th century, when they are regularly depicted in the
iconography of aristocratic equestrian warriors.” Strik-
ing resemblances can be found in wall paintings, such
as the impressive mounted St George at Staraya Ladoga
(1167).* The military gear shown on the dishes —ellipsoid
shields, greaves, breastplates and short chitons— occurs in
numerous portrayals of soldier saints, most notably on
11th and 12th century steatite works.” Yet the most re-
markable likenesses are found in an engraved representa-
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Fig. 3. Dish no. 3 with a mounted huntsman. Private collection (photo: Sp. Delivorrias).

tion on another Middle Byzantine silver vessel, the bowl
from Beriozovo, now in the Hermitage (fig. 10).”* The
exterior of this silver-gilt bowl has rows of convex bosses
depicting scenes of court banquet and a female imperial
figure in the centre flanked by servants, musicians, acro-
bats, dancers, animals and birds. The patently secular,
court iconography is complemented on the interior by a
central medallion with an engraved mounted figure of
St George almost identical to that of the hunters on the
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plates under review.” Indeed those hunters would be ex-
act reproductions of the Beriozovo St George were it not
for the absence of the halo and the inscription.

On footed plate no. 1, the representation on the cen-
tral medallion is supplemented by the band of running
animals which encircles the interior just below the rim.
Depictions of running animals are common from the
late Roman period onwards and they can be interpreted
as condensed hunting scenes which may either comple-
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Fig. 4 a-b. Dish no. 4 with the personification of the Sea riding on a sea monster. Private collection

).

(photos: Sp. Delivorrias
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Fig. 5. Dish no. 5 with undulating stems. Private collection (photo: Sp. Delivorrias).

ment or substitute for full depictions of the subject.” In
the Middle Byzantine era, running animals are found in
all forms of art®, but the closest links occur in the Byzan-
tine silverware mentioned earlier, the cups in the former
Vasilevsky collection® (fig. 9) and from Beriozovo® (fig.
10) and the cup cover from Nenetz?* (both in Siberia)
(fig. 11), while the resemblance of the band of animals on
the pan of the Sinai bronze candelabrum is particularly
striking (fig. 12).” In all these works the associations go
far beyond the iconographic and extend to the style and

3, 2003

techniques of the engraved motifs, an indication of their
chronological proximity to the plates discussed in this
article.

The personification of the Sea: The other interesting
figure included in the group of plates is the personifica-
tion of the Sea on dish no. 4 (fig. 4). Depictions of the
Sea as a near-naked woman are found from Greco-Ro-
man antiquity onwards both in literature and in repre-
sentations on coins, sarcophagi and mosaic pavements,
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Fig. 6 a-b. Dish no. 6 with a star interlace. Private collection (photos: Sp. Delivorrias).
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most notably perhaps in the church of the Apostles at
Madaba in Jordan (578).* In early Christian thematolo-
gy the Sea is a fundamental part of God’s Creation and is
normally shown in company with the Earth, the second
of the two principal constituents of the Kzesis.” Equally
close to the present representation iconographically are
the portrayals of Nereids riding sea monsters found, for
example, on the medallion of a silver plate in the Galleria
Sabauda in Turin (AD 541).%

In purely Christian iconography, depictions of the Sea
occur in representations of the Baptism, sporadically at
first in the 7th and 8th centuries, in the Cappella Pa-
latina in the 12th century,” and finally more frequently
from the 13th century onwards.* One of the finest Mid-
dle Byzantine representations is to be found in the Paris
Psalter, in the depiction of the crossing of the Red Sea
(10th century).” In the 11th century the Sea finds a reg-
ular place in representations of the Last Judgment, both
in manuscripts® and in wall paintings (e.g. the church of
Panaghia Chalkeon in Thessaloniki),”” where, in compa-
ny with the Earth, it renders up the bodies of the dead for
judgment. It is similarly depicted in the restored mosaics
in Torcello, in St Nicholas tis Stegis in Kakopetria, Cy-
prus®” and in a 12th-century icon of the Last Judgment
in Sinai.® The last of these shows a near-naked woman
astride a sea-monster, holding an oar in her right hand
and a boat in her left, just as on the dish.*’ The monster
on the icon is also very similar with its diminutive point-
ed ears, small mane and leonine paws. In depictions of
the Second Coming the creature ridden by the Sea spits
out the limbs of humans destined to participate in the
Last Judgment. The depiction of the gaping-jawed mon-
ster on the dish suggests that the craftsman used such a
scene as a model, although the features have their direct
ancestry in the arc of late antiquity.*

Middle Byzantine metalware contains a remarkable
parallel in the silver-gilt footed plate from Muzhi in Si-
beria (fig. 8).* The large central medallion with a depic-
tion in relief of the Ascension of Alexander is surrounded
by ten representations with cosmological-symbolic con-
tent in roundels framed by foliate scrolls. One of these
displays a naked representation of the Sea, riding on a
sea monster and holding a ship in her right hand and an
oar in her left. The beast is similar to that on the dish,
but the personification is seated with her back to its head,
totally naked but with no indication of sex or other detail
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of her figure. Interestingly, the ship which she holds con-
tains both rower and steersman.

Aniconic decoration and the Islamic connection: It is
the series of dishes with purely aniconic decoration and
obvious Islamic associations which give rise to the most
ambivalent interpretations. The comparative material
to be discussed here will draw on both Byzantine and
Islamic art. The purpose is not so much to isolate Byz-
antine from Islamic stylistic features, but rather to trace
the motifs they have in common, establishing the extent
of their dissemination, and —in so far as this is possible—
identifying the specific type of objects which formed the
vehicles through which they were circulated.

The footed plate no. 2 (fig. 2) is decorated with an
ogival vegetal lattice framed above and below by heart
shapes. Rows of alternating heart shapes enclosing leaves
with a central hatching are almost a hallmark of Byz-
antine decoration but are an equally common motif in
Islamic art. Examples of the latter are a ceramic sgraf-
fiato bowl, of a type dated variously to the 10th and the
11th century, a Fatimid lustre-painted vase,” a cast
bronze mortar from eastern Iran,”® and a silver flask
from the Harari treasure, attributed to 1ith century
Northern Iran.¥ Comparable Byzantine examples with
pointed multi-lobed leaves can be seen in the heading of
a manuscript of 1140 in the Escorial,® on the fragment
of a champlevé ceramic,” and on the silver bowl cover
from Nenetz with representations of musicians and ac-
robats (fig. 11).* The ogival layout of the decoration oc-
curs in the headpieces of manuscripts (fig. 13), which in
the 11th and especially the 12th centuries display motifs
enclosed in heart shapes pointing alternatively upwards
and downwards.”' This ogival design is not unknown in
12ch-century wall painting, and can be found in the Pet
ritzos monastery in Bachkovo, Bulgaria, and Cefalu ca-
thedral in Sicily.”

Dish no. 5 of the treasure has foliate palmettes on the
central medallion and exceptionally intricate incised
workmanship (fig. 5). The meticulous herringbone pat-
tern surrounding the medallion and the ribbons tied to
the stalks at points where they divide produce a striking
late antique effect which is heightened by the otherwise
undecorated surface of the dish.

At first sight the ornamentation has no direct parallels
in silverware, Byzantine or Islamic. A meticulous exami-
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Fig. 7. Fatimid bronze dish with a rabbit and an inscription
band, 11th-12th century. Paris, Louvre Museum no. AA.
275 (photo: courtesy of the Louvre Museum).

nation of Central Asian silverware —notably that from 8th
and 9th-century Sogdia, which post-dates the Islamic con-
quest but could still use Sasanian silverware as its models—
indicates a different use of late antique decoration, with an
emphasis on richer ornamentation and on larger-scale veg-
etation, which is often rendered naturalistically.”

The closest examples of bowls and plates with scroll-
ing tendrils on the base are actually found in ceramics,
both Byzantine and Islamic. To begin with the Islamic
versions, Samanid slip painted pottery attributed to 10th
century Nishapur and Samarkand is believed to reflect
the ornamentation on now lost contemporary silverware
which continues the tradition of Sogdian silver* This
ceramic ware displays the most striking resemblances
to the silver dish, with four scrolling tendrils sprouting
from a circle (fig. 14).” There is one important differ-
ence, in that the palmettes of dish no. 5 have a foliate
design, with curved, pointed ends, while Samanid and
earlier Sogdian palmettes are round, many-petalled and
have a floral origin.*

The mid-12th century Byzantine shipwreck at Alon-
nesos (fig. 15) and the excavations at Corinth and Ath-
ens have produced numerous examples of sgraffiato and
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champlevé ceramics which display a continuing use of
designs with palmettes as central motifs on bowls and
plates. The foliage has the same linear character and is
displayed against a scaled background which imitates
the punched ground of silverware.” All this suggests two
possible interpretations for the provenance of dish no.
5. The first is that the dish predates the remainder of
the treasure and is probably a 10th-century work from
Eastern Iran. Alternatively, the dish is Byzantine and
more or less contemporary with the rest of the treasure
but reproduces models from 10th-century silverware —an
instance of a return to earlier prototypes which is famil-
iar in Byzantine art, but would be unusual in the art of
Islam, which had from the 11th century introduced the
arabesque in its decorative vocabulary.*®

The four dishes of the treasure, nos 6 to 9 (fig. 6), share
the same design of radiating garlands and geometrical
star-shaped interlace, the latter deriving from the com-
plex geometrical interlace found in Islamic ornamenta-
tion from early times.”

The closest parallels to our silver dishes can be found
in metalwork of Eastern Iran dated to the 12th and ear-
ly 13th century. The main decorative feature on a series
of bronze dishes is the central roundel containing a six-
pointed interlace framed by rayed garlands and inscribed
bands (fig. 16).° Eastern Iran was the birthplace of Islam-
ic inlaid metalwork, though production spread to North-
ern Mesopotamia and Syria: this form of metalwork is
relevant here because, as we shall see, it seems to have
been known to the Byzantines and the other Christians
of the Near East.

An example of an exactly similar star-shaped interlace
with the characteristic indentation in the middle of its
sides occurs in the frontispiece of a 12th-13th century
Syriac manuscript® and also in the interior of a western
silver standing cup, housed in the monastery of St Mau-
rice d’Agaune in Switzerland and attributed by Charles
Oman to Norman Sicily.”? Boris Marshak, taking the ar-
gument further, considers that the combination of the
western shape and the orientalising decoration indicates
a place of manufacture where western and Islamic influ-
ences could co-exist side by side, such as the Crusader
states of the Near East, as well as Sicily.®

The twelve-pointed garlands on the four dishes of
the treasure (nos 6-9) are more closely associated with
a large brass 13th-century bowl from Northern Syria or
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Fig. 8. Footed plate with the Ascension of Alexander the
Great from Muzhi, Siberia, early 13th century (after: Glory
of Byzantium 1997, 400 no. 267).

Fig. 9. Bowl with courtly scenes and mounted soldiers from
the Vasilevsky collection, 12th century. Saint Petesburg, The
State Hermitage Museum no. w72 (after: Byzantium: An
Oecumenical Empire [Athens 2002] 47 no. 7).

the Jazira with inlaid silver decoration. Here the garlands
are twelve-pointed and bear large rounded palmettes in
a reciprocal arrangement similar to that of the four dish-
es.* Conversely, the Byzantine decorative repertoire is
responsible for the design of the band on the base of our
dishes with S-shaped tendrils terminating in two half
palmettes. An identical motif is found on a 12th-century
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incense burner in the form of a domed building, now in
St Mark’s treasury and attributed to a Constantinopoli-
tan workshop.®

The imitation of a base metal Islamic model by a sil-
ver Byzantine vessel is theoretically improbable and the
reverse of what would normally be expected, since the
established hierarchical order starts with objects made
of precious materials and descends to cheaper materials
such as copper alloy and finally to ceramics. Yet in the Is-
lamic world inlaid metalwork —the principal innovation
of the 12th century— became a socially and aesthetically
acceptable substitute for precious metal objects.* The
impact of these novel inlaid vessels would certainly have
been felt in Byzantium, where they may have arrived by
way of Northern Syria and the Jazira —the provenance of
the dish mentioned above— the Sultanate of Rum, or the
sea routes and ports of the Syrian coast. And even if at
first glance these theories appear somewhat tenuous, we
must remember that they are supported by the very sub-
stantial number of surviving Byzantine sgraffiato ware
which are clearly influenced by Islamic metalwork.”

Indeed, the above mentioned group of Iranian bronze
dishes (fig. 16) with star-shaped interlace in their cen-
tres, is also decorated with animals, birds and concentric
zones with inscriptions (fig. 17),* and may be considered
the actual model for a certain class of Byzantine sgraffia-
to ceramics (figs 18, 19).” Corroborative features include
the pseudo-Kufic inscriptions and the roundels with styl-
ised palmettes or animals which interrupt the inscribed
bands and do not occur in this form in Islamic ceramics.
Corinthian sgraffiato ceramics of this type, which have
the closest links with Islamic metalware, date from be-
tween the second quarter of the 12th century and 1200.7
This suggests that 12th century Islamic metalwork was
circulating in Byzantine territories —specifically main-
land Greece—, not merely in frontier areas or Crusader
states, while the numerous Islamic ceramic fragments
found in Corinth indicate the existence of commercial
relationships with Egypt and Syria before the mid-12th
century.”!

As is clear from the above discussion the three dishes
with human figures have particularly strong links with
Byzantine art, 12th century metalwork in particular,
while the aniconic ornamentation of the other six con-
tain resemblances to Byzantine and Islamic works of the
same period.
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Fig. 10 a-b. Bowl with courtly scenes and the mounted

figure of Saint George in the inside, from Beriozovo, 12th
century. Saint Petersburg, The State Hermitage Museum
no. ®3 (photo: courtesy of The State Hermitage Museum).

The Izgirli Treasure

The nine dishes of the treasure have direct links with
three silver plates in the Cabinet des Médailles in Paris,
whose dimensions, shape, technique and iconography are
not merely comparable but nearly identical with the ves-
sels studied in this article (figs 20-21).” They are famil-
iar in the bibliography as the Izgirli or the Tatar Pazarcik
treasure, after the Bulgarian village near where they were
found in 1903 and its nearby town. This makes a com-
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parative study of the two groups of objects highly desir-
able, as they not only belong to a common tradition and
share the same provenance, but are probably made by
the same or by closely related workshops; it is even pos-
sible that all the vessels originally formed a single group,
though this cannot be proved.”

Two of the Izgirli plates are footed and bear identical
decoration (fig. 20), while the third and largest dish be-
longs to the type with a flat base and low rising sides (fig.
21). Although the three plates from Izgirli have not been
subjected to technical analysis, visual observation indi-
cates that there are considerable discrepancies in the quali-
ty of the execution. The decoration on all three vessels was
made by engraving tool, but that on the two similar footed
plates is less meticulous, indeed somewhat unsteady, most
obviously on the contours and the central rosettes. The
third and largest dish is much more carefully worked, and
the ornamentation is supplemented by zig-zag engraved
lacework around the medallion and the bands, which is
not found on any other plate in the group.

On footed plate no. 1 (fig. 1) and on the three Izgirli
plates the bands of running animals, though directly
comparable in subject and execution, are not identical.
The most obvious variation is found on the large Izgirli
dish (fig. 21), where the animals are portrayed on vegetal
scrolls, in a configuration known as animated or inhabit-
ed scrolls. Such scrolls are found in Middle Byzantine art
both in manuscript illumination and in sculpted works
and ceramics.”* Similar motifs occur in illustrations in
12th-century Romanesque and Crusader manuscripts”
and in works of minor arts® and sculptures from the
same environment, such as the celebrated east lintel from
the south fagade of the Holy Sepulchre, which is attrib-
uted to a local workshop of the second half of the 12th
century.”” In Crusader and Romanesque works the fig-
ures of men and animals are intertwined with the scrolls
as if they were struggling to escape from them, and
sometimes seated on top of them.” In such cases figures
and scrolls exist on an equal plane, but on the Izgirli dish
the plant motif merely exists as a ground for the figures
engraved above.

This use of undulating scrolls as a background for run-
ning animals is common in 11th-12th century Islamic
works, such as a bronze ewer and a bucket from eastern
Iran,” and the group of bronze dishes mentioned above
(hig. 16).* Together with the geometrical motif of the cen-
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Fig. 11. Lid of a bowl with courtly scenes from Nenets,
Siberia, 12th century. The State Hermitage no.1193 (after:
D. Papanikola-Bakirtzi [ed.] Everyday Life in Byzantium

Fig. 13. Headpiece from a manuscript of the Gospel, last

[Athens 2002] 199 no. 222). quarter of 11th century. Oxford, Clarke 10, fol. 2" (after:

G. Galavaris, The lllustrations of the Prefaces in Byzantine
Gospels [Vienna 1979] fig. 53).

tral medallion, this constitutes a basic link with similar
Islamic works. Two details are different, however. The
Iranian works commonly include among the running
animals Afghan hunting dogs with strikingly long muz-
zles (Salukis) which are not depicted on the Izgirli dish,*
while the outer band of the Izgirli dish displays a naked
human figure swimming among the vegetation, which is
unprecedented in Islamic art. Conversely, the representa-
tion of naked humans is a familiar theme in Crusader art®
—for example on the lintel of the Holy Sepulchre referred
to above— and in Byzantine secular iconography. Typical
of the latter are the numerous depictions of nude figures

on Middle Byzantine ivory caskets.®” The popularity of
such portrayals in contemporary secular art produced a

Fig. 12. Bronze candelabrum from Saint Catherine’s
monastery, Sinai, Egypt, 12th century (after: L. Bouras,
Three Byzantine Bronze Candelabra from the Grand Lavra
Monastery and Saint Catherine’s Monastery in Sinai, 100 of the Synod of 692, denounces his contemporaries

DChAE 15 [1989-1990] 24 fig. 15). for the practice of decorating their houses and their pos-

sessions with naked figures.* In spite of this, such figures

reaction from the Church, evident in the well-known pas-
sage where Theodore Balsamon, commenting on Canon

were not unknown even in the religious iconography of
Byzantium, most commonly in scenes of the Baptism
of the followers of John the Baptist,” but also in a more
obviously decorative context, the initial letters of manu-

3, 2003 59



ANNA BALLIAN — ANASTASIA DRANDAKI

Fig. 14. Eastern Persian slip-painted bowl with undulating
stems and inscriptions, 10th century. Washington, Freer
Gallery of Art (after: R. Ettingausen, O. Grabar, M.
Jenkins-Madina, Islamic Art and Architecture 650-1250
[New Haven-London 2001] 120 fig. 189).

scripts.®® A similarly nude figure is represented on anoth-
er Middle Byzantine silver vessel, the 11th-12th century
bowl of Theodore Tourkelis, now in the Hermitage.”
Two further details that require interpretation are the
fish which fill the interstices of the star interlace on the
Izgirli dish and the twelve-rayed garlands on dishes nos
6-9 of the treasure. Both point to a cosmological sym-
bolism inherited from Late Antiquity which is found in
both the Byzantine and the Islamic world, and originates
in the association of circular surfaces with the Dome
of Heaven. In Islamic bowls and dishes this symbolism
is explicit, with the inclusion of the twelve astrological
signs surrounding the sun and whorling fishes and fan-
tastic animals.”® In Byzantine art it may take on religious
overtones, as in the representation of the Ascension at
Kurbinovo (1192) in which Christ is shown at the cen-
tre of the circular glory, which is occupied by fishes and
fantastic beasts.” In Byzantine secular art the silver bowl
from Muzhi (fig. 8) with the Ascension of Alexander dis-
plays the familiar solar associations, while in literature a
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Fig. 15. Sgraffiato bowl with undulating stems from the
Alonnesos shipwreck, mid-12th century. Nea Achialos
Archeological Depot, no. N.A. 2 (683) (after: Papanikola-
Bakirtzi 1999, 138 no. 155).

golden bowl depicting the feats of Manuel I Komnenos is
likened to the orb of the earth.”

The background to the Izgirli Treasure has preoccu-
pied and divided scholars, some of whom attribute it to
an Islamic and others to a Byzantine environment. The
various theories which have been expressed, and which
are summarised below, indicate the general problems in-
volved in studying the common ornamental vocabulary
which developed in the Eastern Mediterranean and was
articulated in 11th and especially 12th-century objects.

The Izgirli Treasure was published in 1903 by the
French consul in Plovdiv (Philippopolis), M. Degrand,
who wrote a detailed report on these major new Byzan-
tine finds.”" Consequently the treasure was purchased by
Gustave Schlumberger who donated it to the Cabinet des
Médailles in 1929. As Schlumberger considered that the
plates did not fall within his sphere of expertise he invited
Gaston Migeon, his distinguished colleague in Islamic
Art, to publish them. Migeon’s article in the periodical
Syria for 1922 ascribes the plates to the hoards of silver
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Fig. 16. Eastern Persian bronze dish with a star interlace
and running animals, early 13th century. London, Victoria
and Albert Museum (after: A. S. Melikian-Chirvani, Islamic

Metalwork from the Iranian World 8th-18th Centuries
[London 1982] 97 no. 27).

objects of eastern provenance which demonstrate the in-
fluence of Sasanian and early Islamic art.”” These hoards,
which had been discovered in Siberia, Hungary and
Scandinavia, were assembled by peoples from the North
who followed the river trade routes, bartering furs and
slaves in exchange for coins and precious objects mainly
in the frontier areas of north-east Iran, the Caucasus and
the Black Sea. The publication of the Viking treasures in
the Stockholm Museum a few years before Migeon’s ar-
ticle had brought to light the phenomenon of the trans-
portation of silverware from Asia to Europe, and Migeon
accordingly had no hesitation in declaring that the Izgirli
plates were manufactured between the 9th and 11th cen-
turies in the spirit of early Islamic art and brought to Bul-
garia from the Caucasus and Armenia.

Between the 1920s and the 1970s there was no system-
atic study or publication of the Izgirli Treasure, although
it was mentioned in descriptions of mediaeval hoards
discovered in Bulgaria, and by A. Grabar who referred to
it in connection with Byzantine secular silverware”® In
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Fig. 17. Eastern Persian bronze dish with a fantastic
animal, second half of 12th - early 13th century. London,
Victoria and Albert Museum (after: A. S. Melikian-
Chirvani, Islamic Metalwork from the Iranian World 8th-
18th Centuries [London 1982] 105 no. 36).

1973, however, one only of the three objects in the hoard,
the large dish (fig. 21), was published by A. S. Melikian-
Chirvani, who attributed it to Khurasan in Eastern Iran,
and dated it to the 11th century, apparently ignoring the
articles of Degrand and Migeon.” In the catalogue of a
large exhibition of Islamic art held in London in 1976,
James Allan gives the same dating to that dish, but he
notes that it was part of the Izgirli hoard and that its sty-
listic analogies with Samarkand ceramics make a prove-
nance in Transoxiana more likely than Khurasan.” Both
writers emphasise the oddity in the context of Islamic art
of the figure of the nude swimmer on the outer band of
the dish. From that time until the present day this same
dish has been continuously mentioned in publications
relating to 10th-11th century Islamic metalwork from
Khurasan and Transoxiana.”®

It was at roughly the same time as the mounting of the
Arts of Islam exhibition in London that a series of studies
began to be written by Russian scholars, who exploited
the accessibility to them of virtually all the ‘orientalising’
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Fig. 18. Sgraffiato dish with a lioness from the Alonnesos
shipwreck, mid-12th century. Nea Anchialos, Archeological
Depot no. N.A. 33 (1403) (after: Papanikola-Bakirtzi 1999,

131 no. 143).

silver hoards discovered in the territories of the former So-
viet Union. The first and most significant of these was a
monograph by V. P. Darkevich, who in 1975 made a de-
tailed study of all three Izgirli objects, ascribing them to
the secular court silverware of 12th-century Byzantium.
He notes the mix of ‘classical’ and ‘orientalising’ features
which could only be attributed to the melting-pot of Con-
stantinople.” In 1978 A. Bank included the Izgirli hoard
among 12th century Byzantine objects of provincial —spe-
cifically Bulgarian— workmanship.”® In 1982 Boris Mar-
shak, in his article on Crusader metalwork, singled out the
flat dish, associated it with similarly ornamented standing
cups from Western Europe and declared that the fusion of
Islamic and western influences suggests the environment
of Near East Christian territories such as Crusader Edessa
and Armenian Cilicia.”” It was presumably this hesitant
attribution of the Izgirli dishes to the Byzantine, Islamic
or Crusader world which led to them being excluded from
the 1992 Paris exhibition on Byzantium, which consisted
of objects from French museums only."”

Our existing knowledge of the Izgirli treasure has been
greatly enriched by the appearance on the scene of the
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Fig. 19. Sgraffiato dish with a star interlace and pseudo
Kufic inscriptions from Corinth, 1170-1200. Ancient
Corinth, Archeological Museum, no. C-1937-0866
(after: Papanikola-Bakirtzi 1999, 45 no. 30).

comparable dishes in the group discussed in this article.
In this connection the evidence of the French consul in
Plovdiv, M. Degrand, may be proved particularly signifi-
cant in establishing their cultural background and date."
According to his account, he was originally shown 150
gold coins of three Komnenoi —Alexios I, John II and
Manuel I- which had recently been found near Tatar Pa-
zarcik, outside Izgirli. The local police chief subsequently
confirmed the discovery of a large hoard of coins in the
area, amounting to 25 kilos of gold. Many of these were
melted down and sold in the markets of Tatar Pazarcik
and Plovdiv, while according to a local policeman around
250 coins were dispatched to the museum in Sofia."
Other precious objects were found in addition to the
coins: a gold cross, a small silver vase and “dix plats en
argent massif”, which Degrand was told had been im-
mediately sold in Plovdiv and melted down by the buy-
er. Subsequently the consul visited the purchaser of the
plates, who confirmed that he had melted down some,
but had kept three to be traded as antiquities, and these
were later acquired by Schlumberger. The consul did not
fail to visit the find spot of the hoard, a hill with the ruins
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Fig. 20 a-b. Footed plate from the Izgirli Treasure with fantastic animals, 12th century. Paris, Cabinet des Médailles
(photo: courtesy of the Cabinet des Médailles).
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Fig. 21 a-b. Dish from the Izgirli Treasure with a star interlace, 12th century. Paris, Cabinet des Médailles
(photo: courtesy of the Cabinet des Médailles).
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of a castle outside Izgirli, where gold coins had previously
been discovered by the inhabitants.

The discovery of the coins could only be used as a
chronological framework for the dishes if their prov-
enance was a systematic excavation or at least if we had
access to the specific coins to verify Degrand’s dating. As
neither is the case, all we can say is that the evidence of
the combined discovery of the Izgirli dishes and coins of
the three Komnenot does not clash with the 12¢h century
background suggested by the iconographic associations.
Equally significant is the evidence of the find spot, near
Philippopolis, as it coincides with the information con-
cerning the new treasure. It should be noted that at the
time in question Philippopolis was a key city of Byzan-
tium, where several major figures of the central imperial
stage held important posts, including the metropolitan
Michael Italikos who took active role in the negotations
with the Crusaders of the second crusade and Niketas
Choniates who served as governor of the city, when Fre-

derick Barbarossa passed through.*

The thirteenth plate: the identity of the owner

We have thus far been examining the nine dishes of
the new treasure and the three pieces of the lzgirli treas-
ure as a potential single group, taking into consideration
their common characteristics and the information as
to their common provenance. The problem of identi-
fying these twelve dishes takes on a new turn with the
evidence of one further dish, which today belongs to the
same private collection as the nine presented above but
is not being offered for sale (fig. 22). According to the
owner, the dish was bought by his father together with
the others and comes from the same find. It is preserved
in an excellent state, and its shape is similar to dishes nos
3 10 9, though the diameter is smaller (24 cm.). The dish
bears in its centre as sole decoration a circular inscrip-
tion framed by pairs of engraved lines. The inscription
is written in literary Greek, in capital letters, and reads:
+K(YPDE BOHOEI KONCTANTINQ IIPOEAPQ TQ
AAANQ (Lord help Constantine Alanos, Proedros).

Palacographic evidence tells us that the form of the let-
ters™ —e.g. the K with the curved ends, the Q with the
closed, curving extremities and the closed shape of the C
and the E- occur in late 11th and, especially, 12th cen-
tury inscriptions on works of art'® and wall paintings."*
Similar forms of lettering occur in manuscripts with
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‘epigraphische Auszeichnungsmajuskel” script, which also
date from the same period."”

The person mentioned in the inscription was prob-
ably the owner of the whole group of plates. The office
of Proedros was one of the highest-ranking in the 10th
century, but by the 11th it had become less exclusive.
From the middle of that century the title was regularly
conferred on members of the military aristocracy, but no
references can be found after the mid-12th century.'®
The office was also an ecclesiastical one which is fre-
quently mentioned on lead seals throughout the 13th
century,"” but the inscription on the plate does not sug-
gest that Alanos was an ecclesiastic, as it lacks the con-
ventional reference to the diocese where he was serving.
Prof. Werner Seibt has studied the lead seals referring to
Alanoi and has generously made available to us his un-
published data on the subject:"® A certain Constantine
Alanos, without the addition of any title, occurs on a
lead seal now at Dumbarton Qaks (DO 58.106.2314),
which has been dated to the second half of the 11thcen-
tury. A Proedros Alanos, whose baptismal name is un-
known, is found on another lead seal dating from the
same period (DO 58.106.31930). The name is also men-
tioned by Skylitzes in connection with campaigns of the
year 1045, during which a military official called Con-
stantine Alanos held the title of Magister."

References to the name Alanos in surviving lead seals
do not exist from the 12th century. However Alanos is
not necessarily a family name but may rather refer to the
nationality of the owner, and in spite of the lack of scals
citing the name, the presence of Alans (Georgians) on
Byzantine territory is attested until the 13th century,
mainly as mercenaries."? Indeed we know of references
to Georgians in the Philippopolis area, where the dishes
are reported to have been discovered. The first and bet-
ter-known involves the Petritzos monastery (Bachkovo)
which was founded by Gregory Pakourianos in 1083.""
Not only was this monastery a place of pilgrimage for
Georgian monks but, according to the zypikon of the
founder, the members of the community were required
to be exclusively Georgian and the monastery remained
under Georgian control until the 14th century."* A sec-
ond, particularly interesting piece of evidence is provid-
ed by Choniates, who describes how during Barbarossa’s
siege of Philippopolis in the Third Crusade (1189) a bat-
tle took place at the castle of Prousenos outside the city,
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Fig. 22. Dish inscribed with the name of Constantine Alanos. Private collection.

in which the Alans put up a heroic struggle under the
leadership of Theodore Vranas.'

The treasure and its historical context

The information and comparative material contained

in this article indicate very clearly not only the many as-
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sociations between the dishes and Byzantine and Islamic
works, but also the parallels with certain 12th-century
items from the Crusader East. The adoption and ap-
propriation of Islamic motifs in Byzantine art is a well-
known phenomenon which is mentioned in Byzantine
sources and can be observed in specific works of art. An
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earlier phase in the relationship between Byzantium and
Islam might be characterised in terms of the diplomatic
missions between the court and the exchange of rare and
precious gifts described in the sources."® In the words
of Oleg Grabar, this is a “shared culture of objects” in-
volving rulers and highly placed court officials."” The
celebrated story of Constantine Porphyrogennetos gaz-
ing in admiration on an Arab bowl in the privacy of his
apartments is sufficient to indicate the beginnings of the
social acceptability of Islamic art."® By the 12th century,
however, the world of the Eastern Mediterranean had
expanded, resulting in a proliferation of political centres
and the development of the market economy, and By-
zantium was now part of the wider framework of com-
mercial intercourse between Italian maritime cities, the
Crusaders and the Muslims."” The direct consequence
was the development of provincial urban centres, the in-
creased level of exchange and the widespread distribution
of products which were no longer restricted to the exotica
destined for the emperor’s Cabinet of Curiosities."” By
now the links with Islamic art do not reflect court taste
alone, and the “shared culture of objects” involves not
only the imperial milieu but also the humble Corinthian
potter. Islamic motifs become part of the general vocab-
ulary of Byzantine art used by the rising local aristocracy
and the middle classes, both in parallel with and as alter-
natives to explicitly Christian and Byzantine themes.

By this time the relationship between Byzantium and
the Islamic world is not defined in terms of diplomatic
missions and border incidents, but by continuous contact
and co-existence within Asia Minor. The movement of an
active dynamic from Byzantium to the Sultanate of Rum
and back again is illustrated by the flow of claimants to
the throne and of disaffected high officials, who became
converts either to Islam or to Christianity according to
circumstances. At a different social level large numbers
of Turkish mercenaries were enticed into joining ranks of
the Byzantine army, and many of these ended up settling
on Byzantine soil."”

Yet relations between Byzantium and Islam are only one
aspect of the mosaic of the 12th-century Eastern Mediter-
ranean. The catalytic role was undoubtedly played by the
bold thrust of Christians from the West —the Italian mari-
time commercial states and the Crusader champions of
the faith. Western mercantile communities had a strong
presence in Constantinople'” but it may also be signifi-
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cant that during their progress through the territories of
the Byzantine empire the Crusaders exchanged silver ves-
sels in their transactions with the local money-changers.'”?
Unfortunately we do not know what type of silverware
this was —whether it was brought from their country of
origin or appropriated en route as part of the spoils of war
from the regions through which they had passed.”

In Byzantium this osmosis of multifarious cultural ele-
ments had its origin in, and was reinforced by, the official
political ideology of the Komnenoi in the 12th century,
best illustrated by the brilliant career of Manuel I (1143-
1180)."” Tournaments organised by the emperor accord-
ing to the practices of Western chivalry, the erection of
[slamic buildings in Constantinople and state visits by
Seljuk and Western rulers were all notable events which
bore witness to the new spirit."”* This ideology and the
secular activities of the imperial court are reflected in con-
temporary historical and literary texts. It has been plausi-
bly suggested that the account in Vat. Gr. 1409 of a west-
ern-style tournament focusing on the figure of the Byz-
antine emperor may be an ekphrasis, a description of an
actual representation of the subject.””” The description of
the heroes who take part in the tournament could equally
well be applied to the hunters on the two dishes: dressed
in a short thigh-length chiton, and with their himatia
swirling behind them, they brandish their spears and
shields. Conversely, the depiction of the exploits of the
Seljuk Sultan on the walls of the residence of Alexios Ax-
ouch —instead of those of the Byzantine emperor— might
later have been used to support accusations of treason
against its owner, but at the time of its execution it would
have been viewed as acceptable, if unprecedented, by the
imperial circles in which Axouch moved.””® As regards the
depiction of the Sea, a literary parallel can be found in the
celebrated romance of Hysmine and Hysminias, where
Hysmine gives an eloquent description of her escape from
a shipwreck by riding naked on a sea monster.'”

The literary work which epitomises the contemporary
heroic, aristocratic spirit is unquestionably the poem of

13 The hero who, as his name indicates,

Digenes Akritas.
was himself the offspring of two races —with his prow-
ess on the battlefield and in the chase and the luxurious
magnificence and the romantic eroticism which gov-
erned his daily life— could be directly associated with the
ideal portrait of the 12th-century Byzantine emperor.”

At the same time the descriptions of banqueting and
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hunting scenes, of heroic exploits and romantic episodes
between Digenes and his wife Eudokia are the literary
parallels to the iconography on the silver cups from Be-
riozovo, Nenetz, Vilgort, Chernigov and the former Va-
silevsky collection.

The dishes discussed here are primarily products of
the common aesthetic and the mixed iconographic vo-
cabulary which developed in the Eastern Mediterrane-
an in the 12th century. Their notable thematic variety
and multifarious ornamentation, when combined with

APPENDIX: CATALOGUE

1. Footed plate: diam. 29 cm. h. 5.5 cm. h. of foot 3.2
cm. weight 846.9 gr. Condition good. All the decorative
features display traces of the original gilding. The under-
side of the foot has an incision in one place, which has
not resulted in damage to the metal.

The plate has the shape of a flat bowl with an integral
raised rim decorated with alternating crescents and half-
logenzes. The central medallion shows a hunting scene
with a horseman armed with a kite-shaped shield and a
spear; below the horse’s feet a hunting dog pursues a hare
whose head is turned backwards. The figures are flanked
by stylised bushes and trees. The medallion is encircled
by a band of undulating stalks with trefoil offshoots. The
representations have a dot-punched background.

The edge of the interior is surrounded by a decorative
band of six pairs of running animals interspersed with
vegetal scrolls enclosing two palmettes. The animals on
the band are, in order: lioness and antelope; dog and hare
looking backwards; dog and fox with bushy tail look-
ing backwards; lioness and antlered deer; dog and hare
clutching a leaf in its mouth; griffin and horse. Above
and below the animals are highly stylised palmette sec-
tions and droplet motifs.

The cylindrical foot was formed separately by ham-
mering and then attached to the underside of the bowl.
At the centre of the underside the turning point where it
was attached to the lathe is visible.

2.Footed plate: diam. 26.5 cm. h. 5.4 cm. h. of foot 3
cm. weight 757.4 gr. Condition good. The gilding is bad-

ly damaged, and is barely visible on the central medal-
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the epigraphic evidence of the last dish and the infor-
mation provided by the Izgirli hoard, point strongly to
a provenance in the environment of 12th-century By-
zantium. The inconsistencies noted in the quality of
the execution of the dishes suggest that they were prob-
ably produced by different craftsmen or workshops. In
any case we have no reason to believe that the modern
concept of the uniform “set” or “dinner service” had
any place in the aesthetics or the practices of the Byz-
antine era.'”
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lion. Letters of the Greek alphabet are crudely scratched
mainly on the underside of the plate. Cruciform marks
on the main surface.

The central medallion is decorated with a vegetal
ogival network forming heart shapes on the upper and
lower sides and containing pointed multi-lobed leaves
facing in two directions. The medallion is surrounded
by a band of undulating stalks with rounded oftshoots
enclosing trefoil leaves. The background is dot-punched.
The engraving generally has a rather flat appearance,
which may result from the original execution or from

extensive usage. The edge of the interior is encircled by

simple engraved lines. The integral ornamental raised
rim and the foot resemble those of plate no. 1; here too
the turning point of the lathe is visible on the underside.

3. Dish with flat base and low rising sides: diam. 25.8
cm. h. 4.3 cm. weight 613 gr. Condition excellent. The
gilding is not visible to the naked eye.

The decoration of the central medallion is a condensed
version of the hunting scene on plate no. 1, without the
dog and the hare. There are small discrepancies in the
position of the spear and of the heads of the rider and
the horse.

4. Dish with flat base and low rising sides: diam. 32.6
cm. h. 5 cm. 964.4 gr.

The largest of the nine plates. The sides have cracked
in places and been repaired. The central medallion con-
tains a depiction of the Sea personified as a partly nude
woman, riding on a sea monster with an oar and a boat
in her hands. She is flanked by four fish. The medallion
is surrounded by a three-ply chain band, and the back-
ground is ring-punched. The interior of the dish is edged
with a continuous band of heart shapes enclosing trefoil
palmettes. On the exterior, just below the rim, is a nar-
row band with undulating stalks and half-palmette off-
shoots. All the ornamentation is gilded.

5. Dish with flat base and low rising sides: diam. 29.2
cm. h. 4.6 cm. weight 1043.1 gr.

Later engraving can be found on both sides of the dish,
including an undecipherable cursive inscription. The
central medallion is decorated with four undulating stalks
which sprout from a circle decorated with four ‘winged’
split leaf palmettes. Spiky acanthus leaves and small spi-

ral shoots grow from the stalks, and at points where the
stalks divide they are encircled by a thin ribbon.
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Particularly noteworthy are the four split leaf palmettes
attached to the outer perimeter of the circle and the four
small comma-shaped leaves on the inside. The meticu-
lous design was executed with the aid of a compass, as is
indicated by the mark at the centre of the circle, though
the vegetal ornamentation is two-dimensional and un-
shaded, and is defined only by the engraved contours.
The background is covered by dense and notably precise
ring punching. The medallion is surrounded by a narrow
band of herringbone ornamentation. On the exterior be-
low the rim is a plain gilded band.

6. Dish with flat base and low rising sides: diam. 28
cm. h. 4.7 cm. weight 709.4 gr.

On the underside of the plate is a jagged mark caused
by the removal of metal in a goldsmith’s workshop, a
standard method of testing the alloy in Ottoman times.
The central medallion is ornamented with a six-point-
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ed star formed from two interconnected triangles and
with six semi-circles. The sides of the triangles have
in their centre a characrteristic indentation which pro-
duces thomboid and parallelogram motifs emanating
from and interwoven with the triangles. The medal-
lion is edged with guilloche, which is in its turn edged
by a series of twelve inverted semi-circular arcs, with
five-lobed palmettes at their junction points. The back-
ground is dot-punched. The plate is encircled by a band
of §-shaped undulating stalks terminating in two half-
palmettes. This band is edged with semi-circular arcs
terminating in five-lobed palmettes, which in the un-
decorated area of the plate alternate with the palmettes
on the arcs surrounding the central medallion. On the
exterior of the rim there is similar decoration with arcs
terminating in trilobed palmettes. The gilding on all
the motifs is well preserved; the most notable feature
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is the manner in which the gilding ‘overflows’ the en-
graved contours.

7. Dish with flat base and low rising sides: diam. 27.5
cm. h. 4.7 cm. weight 566.7 gr.

Intense green oxidisation in the centre of the plate.
This is the least heavy of the nine plates and in order
to give it the same dimensions as the other vessels the
craftsman made the walls exceptionally thin, with the
result that the engraving appears in relief on underside
of the base.

The ornamentation is similar to the preceding dish,
but here the central leaf of the palmettes which sprout
from the medallion is rounded.

8. Dish with flat base and low rising sides: diam. 28.1
cm. h. 4.7 cm. weight 712.2 gr.

ABBREVIATIONS
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On the base a jagged mark arising from the removal
of metal, as in plate no. 6. Ornamentation as on plate
no. 6.

9. Dish with flat base and low rising sides: diam. 27.2
cm. h. 4.5 cm. weight 588.9 gr.

Ornamentation similar to plate 7.
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ANNA MITAAAIAN — ANAXTAXIA APANAAKH
"Evac peoofulaviivéc Bnoavpds apyvpdv diokwmv

Amé tov OxtédPpro tov 2003 mapovordletat oe ékBeon
oto Movoefo Mmnevdkn évag povadikds Onoavpds amnd
gwéa aonpévious eniypoooug diokouvs g peoofulavti-
viiG miepLédov, ot omoiot Tpooépbnkav yia TdANoN otV
EXAdda. Ot tpetg peyahtepeg Pulavivég ouAdoyéc g
xépag, o Bulavuvéd kar Xprotaviké Movoeio tne ABy-
vag, to Movoeio Butavuvot Tolrtiopot g Oeooaro-
vikng kat to Movogfo Mmevdirn €youvv Esmvﬁost and Kot-
vou évav aydva eE0PETNC TV OIKOVOUIKOV TIOP®Y TI0L
anartobvtat yia v andéktnon tov Bnoavpod, mpoketpé-
vou va mapapetvet atny EAAdSa wg odvoro. "Ewg ) ouy-
pij mou oAokAnpdBnke to mapdv dapbpo, n mpoondbeia
TV TPV povoeiov Pplokdtav akdun oe eEEMEN.

Orewvéa diokot Bpiokovtat oty katoxy Tov onpepvos
OUALEKTY ©G KANpovod and tov matépa tov, o onofog
ta anéktnoe —avti £15,000— 1o 1937 and tov Bpetavé A.
Barry, yvooté otagidépnopo eykateotuévo ot Zpdp-
vi). Zopgava pe avemPeBaiot minpogopia tov apyikot
woktrjn ot diokot Ppédnkav toyala éEw and to Tatdp
I TaGaptdix g onpepviic Boviyapiag.

Avdivom kpdpatog - Zyrjpata
O avaitoelg tov KpApatog, mov mpaypatonotidn-

kav ané to Ivetrobto Iupnvikg Puotkric tov «Anué-
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Kpltow» o€ mévte and tovg dlokoug, Tpoadiopilovy tnv
KoY 0VOTAGN TOL KPARATOG, HE EAAYIOTEG amMOKALTELC.
H 61a obotaon napatnpeitat oe apyvpd okedn g pw-
paikng kat g malatoxplotavikhc enoyng, kabog kat
ota avtiotoyxa cacavidikd kat toAapkd okedn. Qg
Tpog o oxfpa, dvo dlokot (ap. 1-2) eivar vpinodot, evd
ot viérotrtot emtd €xovv eninedo muBpéva kat katakd-
pugo yeirog. Avo @épouvy oto Keveptkd petdiiio mapa-
otdoetg pe oknvég kovnylot (ap. 1, 3) kat évag v npo-
oemonoinon g 8dAacoag mov tnevet Bardooto tépag
(ap. 4). Ot vréL ool KOGPOBVTAL PE AVELKOVIKG, QUTLKS
kat yewpetpkd didkoopo (ap. 5-9). Ta napadetypata
pe eninedo mubpéva kar ynid xethog Pplokovv akpiPr
napdAAnAa otV LOTEPOPLHATKY] apyvpoyoia, oe Peco-
Bulavtvd aArd kat wodaptkd kepaptkd okedy). Ot dbo
dlokot pe to davteAntd yethog kat to PnAS modL €xouv
oxfpa mov Bupiler @poutiépa, to onolo ovvavtdtar oe
Pufavivd kepapikd napadelypata, aArd kat otov oye-
dév mavopotdtuno apyvpeniypvoo vypinodo dicko mov

BpéOnke oto Moulyi tne Zifnpiac.
Eikovoypagikt} avdivon

Kovnyol kat Onpdpata: n mapdotaon teov kuvnydv
nov koopel To keviplkd petdAiio otovg dlokovg ap.
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1 xkat 3 ouvdéetal pe TG anelkovioelg €QUINeV KuvT-
YoV mou anavtoty oe owibpeva £pya g pecofuiavti-
V|G apyvpoyoiag, 61w otig peta&d Toug Gpoteg KoUTEeg
andé 1o Bilykdpt kar 1o ToegpviykdéP kar oty kotvma
™G TpAdNV XvAdoyig BaotiiéPoxt, mov ypovoroyot-
vtat otov 120 atdva kat pordooovrat oto Eppitdl. Ta
okeln avtd potpdfoviat pe toug diokoug Tov Onoavpoi
byt pévo v dta ewkovoypagia twv Kovyedv aAid kat
Kown anddoon tov puotkol TEpPdALovtog, pe T pop-
@Y OYNHATOTOUEVOVY PUTEV, Ta KAAdLA Tev omofev a-
ToAyouv o€ tpipuira. Qotdoo, ot o EVILTIWOLAKES 0-
potétneg evionifoviat otny eyydpakty napdotaot) tov
gpurnov dytov T'eddpytov mov koopel éva dAro €pyo pe-
ooPuiavtvric apyvpoyolag, tnv kobna and to Mnepié-
CoPo (120¢ at.).

Ztov vpinodo dloko ap. 1 ) napdotact Tov KevTptkoy
petarriov ovpmAnpdvetar and tawla pe {da mouv tpé-
KOULV, 1) omoia epuNVELETAL WG CUVETTTLYUEVY] OKNVY] Ku-
viytot. Ilapépotes napactdoeig {dwv evionifovtat ota
¢pya ¢ Pulavriviic apyvpoyoiag ov wpoavagépbnkav,
oto kdivppa kovnag and to Néverg, kabdg kat oto
UTPOVVIGVO pavoudAt ov guidooetat oty Movi] Zwd.

H npooomnonoinon g 8dracocac: n npoconomnoinor
e Bdraooag otov dloko ap. 4 g yvvaikelac nuiyv-
pvnc popenic elval okeia and v eAANvopwpaiky ap-
xadnra. 2Ty apyds (PLoTIavIKY] gtkovoypagia, Tpo-
ooenonotoelg g Bdhacoag evroniGovtat o oxnvég
g Bdmuong, e ddfaong e Epvbpds Odracoag
kat kat egoxfv e Aevtépag [apovoiag. Mdiiota oe
eikéva g Aevtépag Tlapovoiag oto Zwvd, 1 Bdhacoa
ewkoviCetar o¢ nuiyvpvr yvvaika, mou tnetet Bardooto
dpdko, kpatdvtag kouni oto Se&l xépt kar kapdft oo
aptotepd, 6mwe kat otov dioko tov Brjoavpov. Xt pe-
oofulavtvy] petarroteyvia, éva Bavudoto mtapdiinio
npoopépet 0 dlokog ov PpéBnie oto Moulxi.

Avetkovikdg S1dKoopoG Kkal oL O(E0ELG TOV HE THV LOAA-
piky téyvn: o vypinodog diokog ap. 2 tov Bnoavpoy éxet
KEVIPIKG HeTdAAO Tov Koopeltal pe woeldég diktvwtd
mAéypa to onofo mepucheletal mdve kat kdtw and kap-
déoympa. Ta kapdiboxnua efvar éva eEaipetkd Koo
potifo, téoo ot Puiavuvi}, 600 Kkat 0T LOAGLKT] TEXVY.
Arctuwté puukd mAéypa dpoto pe avtd tov diokov cuva-
vtdtat og enfutia Bulavuveov yelpoypdpov, kabobg ka
ot evroiyta diakdopnon vadv tov 120v aidva, 6Twg yia
napddeypa otn Movi Tetpittod e BovAyapiag kat
otov kabedpikd vad g Toeparod ot Zikerla.
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O biokog ap. 5 tov Bnoavpov koopeitar pe eAl006-
pevoug BAactols mov pépouvv avBéa, ta minotéotepa
TapdAAnAa twv onoiwv anavtoby oty Puiavivi] kat Ty
wAapiky kepapikt. Ta wAapied mapadeiypata @épovy
draxdopnor enyplopatog kat anodidovrat 6To avatoil-
k6 Ipav, ota epyactijpra te Nioamobp 1 e Zapapkdv-
ong tov 10ov awdva. Ta Puiavuvd mapdAinia mpoépyo-
vtat and v eyydpaxtn kepaptky] tov 120v awdva, 1d1-
aitepa and v KdépvBo kat to vavdyto te Ahovwioov,
4mov ouyvd ta guALdpata avadetkviovtat oto oAMd®Td
BdaBog mov ppeitat to oktd Bdbog e apyvpoyoiag.

O1 téooepig Gpotot diokot tov Bnoavpod (ap. 6-9) pe
TO YEDUETPIKS AOTEPGOYNUO TAEYHA OTO KEVTPO KAl TIG
AKTWVOTEG YIpAdvteg oyetifovial pe pla ogpd dlokwv
ané kpdpa xaikob amd 1o avatoiikd Ipdv (120¢ kat
apyéc 13ov aidva), avdpeoa ota tumkd SlakoouNTL-
Kkd Bépata tev onolwv eivat ta eaxdpuga Théypata
1 dotpa. Ot dwdekdrtiveg yipAdvteg otovg té00epig
dlokoug tov Onoavpot Pplokovv TANGIéaTEpO TTAPA-
ANAo ot a wohaptky] operydAikivy kobna 13ov aidva
ané ) Bépera Zupia 1j Meoomotapia pe didkoopo and
évBeto aonjput. AvtiBeta, and to Puiavivéd dtakoopntkd
pemepTéplo Tpoépyovtal ot Braotof oe oyfjpa S mov na-
POHOLOUG TOUG CLVAVTAE OE £VA KOVOTAVILVOUTIOALTIKO
kipdo Bupdpatog tov 120v adva, mov puAdooetat
oto Onoavpd tov Aytov Mdpkov ot Bevetia.

H evoopdtoon ohapkdy dakoopunukav potiBov
oL Tpoépyovtar and ) petarroteyxvia mapatnpeital
Kat og pa katnyopia Puiavivey eyxdpaktov KEpapLKoy
tov 120v adva, amodetkviovtag 6t €pya tIOAAUKHG pe-
tarloteyviag kukAogopovoav oto ealadikd Pulavivéd
XOpo, Kat Gyt uévo otig Tapapedoplee 1| otavpoPoptkéc
neployéc. v Képwbo diraeote BpéOnrav kat morvd-
ptBpa Bpadopata WGAAUIKGY KEPAPLKGOY TIOL delyvouy &-
uroptké avtarrayéc pe tnv Afyurto kat ) Zupia.

O Bnoavpds tov IgykipAi

O Bnoavpéds tov evwéa dlokev mov mapovotdletal &-
O éxet dueon oyéon pe tpelg aonpéviong d{okouvg Tov
@puAdooovtat oto Cabinet des Médailles oto [Tapiot, kat
eivat yvootol ot dtebvr| Bifrioypagia wg o Onoavpdc
tov ICykipAi M) tov Tatdp Tafaptdik and tov témo edpe-
ong toug, to 1903. Ot tpetg dlokot tov [CykipAl eivat, pe
WKPEG OLAPOPOTIOOELS, TIAVOUOLGTUTIOL PE TOVG EVVEQ
1oL pag anacyoAoly, kat avapgifora ot dbo Onoavpol
npoépyovrat and éva kowd miaiolo mapaywyne.
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A Middle Byzantine silver treasure

Or dragopomotfioeig evioniGoviar oty olykplon Tev
Tavidv pe ta da mov tpéyouvy. Ztov dioko tov [CykipAl
ta {oa anetkoviCovtat endve og gAoodpevo PAraotd kat
6y mapatetaypéva 1) oupmAeképeva pe avtols, 6Tog
ouyvd anavtotv oty pecoPuiavavy 1] Tr OTAVPOPOPLKH
wéyvn tov 120v awdva. [lapdpota ypron eiioodpevov
Braotdv wg fdbog tav {dwv mov tpéxovv ouvavtdue ov-
xvd ota tohapkd épya petarroteyviag tov 1lov-120v
awdva. Qotéoo, pa Aemtopépela oty e£oteptky] tavia
EeviCer yia wohapxd mepdirov, péoa oto onofo Ha armo-
telovoe onpavtiky mapagevia. [Tpdkettat yia ) yopvi
avBpdmvn popey] mov aneikovietat oav va koAvund a-
vapeoa otovg Bractovs. H mapdotaon yopvev avBped-
nwv anoteAel otkelo Bépa, téoo ot otavpogopiky| té-
v —émwg oto viépBupo tov avdyov Tdgpouv—, Goo kat
otV KOOoIKY] glkovoypagia tov Bufavtiov, eve dev eivat
dyvwotn ot Puiavtvy Bpnokevtiky ikovoypagpia.

O Onoavpds tov IGykipAi €yxer amaocyoArjoel Kkal
dixdoet Toug peAETNTEG, amd Toug omoloug dAAol Tov
anodidouvv oe Bulavuvd kat dArot og wohaptkd meptPdi-
Aov. H mpdytn, wotéoo, mapovaiaom tov Bnoavpot éywve
Afyo petd tyv avakdAvyy| tov, to 1903, and tov ['dAro
npdEevo ot Prlrotnoin M. Degrand, o omolog oty
£kBeon tov avagépet 6t ot Slokot irav apyikd 10 kat bt
Bpédnkav pali pe xpvod vopiopata tev tpidv Kopvnvov
—AieEiov A, Ioavwn B’ kat Mavouid A'—, kaBog kat
évav otavpd kair dAla TOAULTEA] aviikelpeva, Tov dgv
katépbwoe va daodoer and to Mdowo. H paprupia
me mepoyfc e Prhimmodnoing wg témov edpeong
OLPTITITEL e TV TIANPOQPOpPIa TIOL £XOVHE YL TOV VEO
Onoavps. Tov 120 awdva, 1 Polutnobnodn elvat pa
TéAT-KA£WO( Tov BuCavtiov, and v omnola maperadvouv
onpaivovra TPSOGTA TG KEVIPIKYG TOALTIKAG OKNVI|G
™G avtokpatoplag, émeg o Mixafr Itaiikés kat o Ni-
Krjtag Xevidng.

O &ékatog tpitog diokog: 1 tavtdtnta touv 8okt

2y (da dtotky] cLAAOYY| and v omola mpoépyo-
vtat kat ot evéa dlokot mov e£TALovpE, avijkel £vag a-
kéun. [poépyetar and 1o (do apyikd odvoro, aArd dev
datiBetat pog mdAnon. Eivar axdopntog arld @épet
KUKAMKY tawvia pe v eyydpaktn, peyaroypdpupaty er-
Anvir] emypagr): +K(YPDE BOHOEI KONCTANTINQ
[TPOEAPQ TQ AAANQ.

To mpdowno mov avagépetar oty emypagy eival
katd ndoa mbavétnta o WoKTHTNG ToL CUVOAOL TwV
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dlokwv. Ta maratoypagikd dedopéva anaviody oe emt-
ypagéc and 1o B’ wod tov 11ov kat tov 1200 atdva.
Ané ta péoa touv 1lov atdva to agiwpa tov mpoédpov
amovépetal pe peyarvtepy ouyvétnta, ouvyvd pdilota
o€ PEAN NG OTpaTIOTUKAG aptotokpatiag, eve Pefaiw-
péves avaopés oTtov Titho dev anavtolv petd ta péoa
ToL 1200 atdva.

H napovoia tov Ahavév (leopytavdv) oto édagog
tov Bulavtiov efval texpnplopévn oe 6io tov 120 at-
dva —kupine o¢ poBogoptkd otpatebpata. Xtnv me-
ptox1] g PurimnobnoAne, ektés and ) Pefaiopévn
napovoia ['ewpytavdv oty Movi Ietpitlod, dtaBérov-
pe kat pla onpavrcy] paptopia tov Xevidu). Avageps-
pevog otnv moAtopkia g Priimodnoing to 1189 ané
tov Mnapunapéoa katd ) ddpketa g [ Xravpogo-
plac, agpnyeital 6t o pdyn mov €ywve 010 KAOTPO TOUV
IIpovonvov, é&w and v méAy, ot Alavol moAéunoav
Npokd v ) doiknom tov Oeddwpov Bpavd.

O Onoavpdc oto 1otoptkd neptPdiiov Tov

Anié g ovykpioeig mou éywvav, dtaypdgoveat kabapd ot
ToAAATAEG ouvdpeteg Tov dlokev pe Puiavtivd kat toha-
uikd €pya, aAAd kat ot TaparAnAles Toug pe OPLOPEVES
dnpovpylec e otavpopopikig Avatorc. H mpboin-
Y1) kAl OlKEWToN o WoAaukdv Bepdtev and ) PBula-
v téyvn elval éva @avopevo yvootd, mov GUmg Tov
120 aidva mpooiapPdvel drapopetikd xapaktipa kat
amotelel pépog e evpltepng avdmrtuéng v avtai-
Aaydv avdpeoa oto Buldvtio kat toug povsovApdvoug,
TG ITAMKEG VAUTUES TIOAELG KAL TOLG 2 tavpo@dpous. Ta
tohaptkd Bépata yivovrat pépog evég evpttepouv Ae€iho-
ylov g Pulavtvric téxvnge, mov ypnotpomnoteitar evai-
Aaktikd kat tapdAinia pe Bépata kabapd yprotiavikd
1 Pulavavd. AAdwote v niepiodo avt, ot ayéoelg tov
Pufavtvot kat tov wAapkot kéopov dev kabopilovral
pévo and duthwpatikéc anootoréc kat peboplakd enet-
0681, aAAd kar and ) ovveyr| emagy Kat T cLyKaToi-
knot| toug ot Mikpd Aoia.

210 kéopo g Avatorikric Meooyeiov avapgiBora
Aertolpynoe wg KataAltng n opuntiky] e{loodog twv xpt-
otavédv e Adomg, Tov vavTikdV ePopkéy duvdpemv
g [takiag kat twv Xtavpopdpwv paxntév g niotgc.
2o BuZdvto, 1 dopwor moittiotikdv otoryelov pe dt-
apopeTiég kataPorég mpogpydtav kat evioyvdtav and
v enlonpn avtokpartoptky] TOALTKY 1oL akoAovdn-
oav ot Kopvnvol —ot mmyég xat n otoploypagia @o-

79



ANNA BALLIAN - ANASTASIA DRANDAKI

tiCouv kakitepa ) Aapmepn] mopeia tov Mavouvia A’
(1143-1180). H dropydvoon immotikdy aydvev, obp-
@ava pe ta dutikd TpdTuTa, and Tov avtokpdTopa, pa-
Gl pe v avéyepon worapikdv kuopdtev oty Kevota-
vivolmodn kat T @raofevia Xedtiolkov kat Ppdykmv
Nyepévev, ouviotolv tekpipla touv véouv mvebpatog. H
enfonpun avtokpatopiki] tdeoroyia kat oL KOOWKES eva-
OXOANOELS TNG AUTOKPATOPLKAG AVARG avtavakidvrat
ota keipeva g emoyrc. Xapaktnplotiky etvat n €k-
@paoh pag mapdotactg koviapopaxiag duvtikol tomov
ne kevipkd mpdowmo to Butavivé avtokpdtopa, ka-
Bdc kat  mAnpogopia ya v avopBédoln aneucdvion
tov katopbopdtev tov ZeAdtfodkov COVATAVOL OTOUG
tolyoug ¢ katotkiag evés Bulaviivol afiwpatobyov.
H emttopn tov Aoyotexvikdv KEIPEVOV TIOL CUPTIUKVED-
VEL TO M|pWLKOS, APLOTOKPATIKS Tvedpa g emoxns elval
avapgiBora to énog tov Ayevi| Akpita. O neprypagpéc
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TOV OLPTIOOIOV KAL TOV KUVNYLGY, Ta Npeikd katopOd-
PATA KAl Ol POPAVTIKEG oKNVES Tov Atyevh pe ) yoval-
ka tov Evdokia, anoteAodv ta Aoyoteyvikd mapdAinia
™G elkovoypagiag otg aonpévieg Kovmeg Tov QuAGo-
oovtat ofjuepa oto Eppuitdl.

Ta apyupd oket ov Tapovoldotnkay, pe tr) Bepatt-
k1] TolktA{a kat Tov TOALVGLAAEKTIKS Yapaktipa g dta-
KOOUNOTG TOUG, o€ oLVOLACHS UE Ta ETYPaAPIKA oTovela
Kkat ta dedopéva g ebpeong tov Onoavpot tov [GykipAl
odnyodv oy anddoot| touvg oto Buldvtio tov 1200 a-
dva. O otottkég aviodtnteg mov dramotdbnkav oty
eKTELEOY Toug vTodetkvbouy 6Tt mbavétata dragope-
Tkd xépla 1 epyaotipta frav vmevBuva yia ty kata-
okevt] tovs. Obtwg 1 dAAwg, 1 obyypovy Aoyiky| Tou
opoetdotc oet, tov oepPitatov dtwv pe v Tpéyovoa
évvota tov dpov, dev éyovpe Adyo va motedouvpe S ya-
paktipiie v atobntiky kar g avdykes g enoyrg.
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AEXTIOINA KOTZAMANH

O véog Onoavpdc tov Pulavivev aonpéviav dlokmv:
TEYVIKY avdAvon

TIENTE ALIO TOYZ ENNEA agnpévioug dlokoug ov avij-
KoLV aTov povadikéd fuiavivé Bnoavpd tov 120v atdva,
o omofog extiBetal ato Mouvoeio Mrevdkr kat npdopa-
ta ektélnke kat oto Movoeio Bulavuvod [loltiopot
¢ Oeooarovikng (ewc. 1, 4-6, appendix ap. 7 o10
keipevo Ballian, Drandaki), emtAéybnrav w¢ ta mo a-
VIUTIPOCOIEVTLKA yia 11 O1epetvnan NG TEXVIKAG KaTa-
okevc kat Stakdopunong toug, kabdg kat tng ovotacg
TOUG. ZT6%06 TNG HEAETNG auThig ftav agevdg 1) oLoyé-
1107 TV aroTeleopdtov Kat 1] duvatdtnta katdtaing
v dlokwv ot éva eviaio 6Uvolo pe kowvd texvikd xa-
PAKTNPLOTIKA, KAl APETEPOL 0 KATd To duvatdy EAEYXOC
g avBevikdTnNTde Tovg, TG KOWVAS TPOEALLOTC TOU
VALKOU KATAoKEVHG KAl TG TEPLOYHG TTapaymyvs.

Aedopévng g Wrattepdtiag TV avuKelpévay av-
v kat g pn duvatig xpriong uebddov owg mo
dlagouonkdy aALd kAl Mo KATACTPOPLKGOV,” aToPa-
oloTNKE 1] £QAPUOYY| ATIOKAEIGTIKG U] KATAGTPOPIKGOY
peBédov. ‘Etot, ta telkd ovpnepdopata Paciotnray
OTG HETPTOELS TV dLA0TATEMY TV TIEVIE OKELGY, 0TA
dedopéva and v ontky Kal Hikpookomiky apatfipn-
on kalde kat oty (pky avdivor) pe @Boplopd axtivev
X mov epappdotnke oty em@dveld toug.

Teyviky| kataoxevrg

Apyikd, peretrinke 1o oyfipa toug, vroAoylotnkay
0L LlACTAGEL TOUG Kkal OTY CLVEXELQ £E£TATTNKAY OTITL-
K4 kdtw and 1o otepeookdmo OLYMPUS SZX9, pe pe-
yebbvoeig ané 6 éw¢ S0x 6mov diepeuviifinkav drdpopeg
Aertopépeteg ot onoleg yapaxtmplfouv tov 1pdmo Kat ta
OTAda KATAOKEVHG 1] OLakdopunong Toug.
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Ztov nivaka 1 éxovv kataypagel ot cuvortkés da-
oTdoelg Tev mdtov. Zuykpivoviag ) Sdpetpd toug pe
10 YapnAd touvg bpog kat kupleg He 1o Pikpd mdxog tou
petdArov kataokevric —tn¢ tdlng tov 2 xiA. (pe efal-
peon to xelhog)— unopel va ektiunBel 6t ta avukeipe-
va popeomojinkav pe opupnidinon kat i pe yitev-
on. Idaltepa yapakmpiotikd mov emPePatdvouy pia
étola gngﬁepyaoia avti Tn¢ yvtevang, elvat n avonap-
Ela pkpdv mépev otV emPdvela tov avikelpévay,’ 1
TOAD dlakpLtiky] TApoLoia KAUTVADGEDY KAl AVOUAAL-
v mov ogeilovial oto mAdotpo Tov petdirov kabdg
Kat 1) mapovala avenaiodntev poypdy mov ogeliovial
oTNV Puypt Katepyacia Touv petdiiov, Trap’ 4Tl TO avu-
kel{pevo efye vofAnfel oe avémnon.*

['a kdBe dloko Oa mpénet va ypnoponomilnke ap-
¥ikd évac pevotonayric dlokog 1 dykog petdArov, o o-
nofog voPAnOnKe oe ula oepd and dadoykés poypéc
Katepyaoieg opupnAdtnong kat emavainmuxd otddia
avémmong.’ Ta avukelpeva éxovv popgonomBel cow-
TepIKd Kal eEmTepiid, kat pdiota vivjpe 1 duvaténta
atodbynong katd éva 95% o 1 eEwtepikr] popgomnoin-
O1] PE OTOXO TNV LIEPLPOOT] TRV TOXOHATGV £lxe Tipay-
patonoOel atov tépvo.

E&evdloviag pakpookomkd ta avukeipeva, avtd a-
TOTEAOUY amAEG avoryTég pOpuUeG oL omoleg kdAAMoTa
propovoav va mapaybotv pe pipyavikd tpémo.t Enfong,
ot neploadtepot and touvg dlokoug (ap. 4, 5, 6, 7) mapou-
otdGouv éva ehagpt “mhicodpiopa’ (ehagpld mapapdp-
poon),” mov ovwHbeg dnpovpysital katd T ovpmicon
TOU PeTarALkol @UAAOL 010 pnxdvnpa® | ot pn ota-
Bepn mpooapuoyn Tov endve oe avtd.’ Iapbéro nov ou-
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vijfwg tomoBetoboay éva deltepo epyareio (aTnpirtkd
koppdt E6Aov) yia va otabepomorjoovy 10 peTarAtks
@BALO 010 apytkd otddio xpriong Tov tépvov, To “Thio-
odptopa” Atav avandgevkto iowg kovtd oto yelhog,
pawvépevo Tov mapatnpeital Kat ota Vb PeALTN avtl-
keipeva. Emnpdobeta, 1 opotdpopern katavourn touv
TAX0UG TOUVG amd To KEVIPO €wG To YelAOG KaTd Hrikog
mg aktivag tov, TapdAAnia pe UG KAPAKGOTEG Kopa-
Téoelg mov draxpivovrat otny enmpdvela —ota Tdta ap.
5, 6 kat 7 efvan 1o £vioveg—, LITOSNAGVOLV Xapaktypl-
otikd mov ogelloviat oe TeptoTpoikt| kivnon.'

Ot mapandve mapatnprioec dev eivar mavta evdet-
KTIKEG TNG TEXVIKTG KATAOKELTG. AV Spas ouvdvaotoldv
Kat pe dAra otoryela, propodv va amoteAéoouvy onpa-
vukdtata tekprpla agloAdynomg.

[Tto ouykekpipéva, to anoOTéTMOUA £PAPUOYNS TOL
unxavipatog (ek. 1) mov dakpivetat oto Kévipo g
Bdone twv dlokwv," aAld kuping ot TOAS ayvég endA-
ANAEG KUKMKEG YPapp®Ooelg ov avayvepifovrar otny
eootepiky] kar eEwtepikr] em@dvela (ek. 2), mpoks-
ntovy ouviBwg and ) popgomoinon otov tépvo. Bé-
Bata, n mapovoia tev 1vdv avtdv o ouvdvacpd pe To
KEVIPIKS anotdnmpa mov Slakpivetal kat 0To £0OTEPL-
K6, anoduvdpnoe yia Aiyo to evdexpevo Kataokevig
otov Tpvo Kat evioyuoe TEPLOGGTEPO TNV TIEPITITOON
™¢ xpfiong tov yia to otiAfopa, (oog kat oto TeAKd
@wiptopa g petarrikrc empadvelag.

Zto gpdmmpa mota pébodoc (eredBepr opupnAdin-
o1 1} EQAPUOYT| TOL TEPLOTPOPIKOY péoov) emAéyOnke
Telkd yla TV Kataokevt] tev Slokwv, 1 fKpooKoTIKY
mapatipnor andvinoe, anoKaAUmioviag o optopéva
and ta avuke{peva éva dedtepo anoTineUa eQappoyns
TOL uUNXAVAHAtog, ToAS kovtd oto mpdto (Alyo éxke-
vtpo), oty Pdon tev dlokev (euk. 3).

H napandve évdeln emPefardver ) dmhy| yprion
touv tépvou. To kevepkd amotimopa ot Pdorn opeiie-
Tal otV MEPLOTPOPY] yia Adyoug popgoroinong, eve to
devtepo, ag AGyoug @vipiopatog katd tnv enavatonofé-
o1 tou dlokov oto pnyxdvnpa. H ovpnieon-epappoy
Tov diokov dev mpaypatomoifnke oto o onueio g
Bdong ya T avdykeg tov otAPépartog mov akoAovdn-
o€ 1) poppomoinor, epdoov —6mwg dtakpivetat oTnv €iK.
4—, 10 éva and ta 6vo ixvn eivar pKPGTEPO KAl TO G-
pa tov éxel alhowwBel. H drapopomoinon avty peta&
v dvo anotvnwpdtwy, mbavoroyel 6t to aArotwuévo
{xvog efvat to mpdto anotdnwpa, to omoio katd t dradt-
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kaoia tov ouAPdpatog £teve va eEagaviotel (eik. 4).

Zépgpova pe v terevtaia mapatipnon, ot diokot
nov dev epaviCouv devtepo {yvog efte oty eowtept-
k1] elte oy efotepiky em@adveia, £xovv vIOOTE TTOAY
kaky| otiAPoor, dadikacia katd v onofa efopaiiv-
Onkav avemBounta efoykdpata ¥ dhda empaveiakd
vmoAglppara and TG TEXVIKEG TIOL £QAPUOGTNKAY OF
PO yoOpeVO otddio.

‘Ooov avagopd 10 udto pe mod (ap. 1, euc. 1 oto
kefpevo Ballian, Drandaki) amé v emAeypévn opd-
da, kal o CuyKEKPIPEVA TO oA Tov, efval kat avtd
punxavikd enefepyacpévo kat oTAPepévo, eved to médL
éxet drapopedel aveEdpnta and éva @oAAo petdiiov,
10 omolo dutAdBnke, kKOAARONKe Kal pooappdotnke pe
k6AAnom ot Pdon tov avukepévou. Tyvn mov va mpoo-
StopiCouv ) pagr] ™G évwong Katd Tr) KATAOKELY] TOL Ku-
Atvdpou dev mapatmprinkav. AviiBeta, emonpdvinkay
vnoAgippata (eik. 5) g okANpric KGAANONG otV empd-
vela ema@rig petagl tov odpatog kat mg Bdong.”

[Startepdnta kataokevaotiky tov mdtov avtoy ano-
telel 1o yethog. Oa pmopovoe va toyvplotel kaveig ét )
KATAOKELY] TNG OTe@AvG Tipaypatonotbnke Eexwplotd
arné 1o VIIGAOLTIO GHORA TOL THATOL KAl OTH CLVEYELA TIPO-
oappéotke o autd pe kéAAnom, émug Stamotddnke
ya to 11601, pe ) Sragopd b1t w¢ apyiky péBodog pop-
@omoinong tov yethoug Ba émpene Aoyikd va éxet emAe-
yet ) y6tevon.

‘Ouwg 1 avopotopopepia tov enavalapfavépevey da-
KOOUNTIKGV AETTTOpEPELDY Tov poT{ou,” o pn eviomopds
VAV KOAANOoNG petall otepdvng Kal odpatog, to -
poppo tpaneloetdés oxfpa Kat to avEnuévo avaroytkd pe
10 odpa Tidy oG Tov xefdoug, dev motonoinoav £éva tétolo
tpémo Kkataokevrs. Enfong, dev motomomfnke 1 bnapén
dmhopévaov dkpov ta ormola ot ouvéyela ouykoAA -
kav pe Béppavon kat mieon.'* Eda to yethog anotelel op-
yavikd pépog tov adpatog tov dlokouv mov dapopPdinke
katd v enefepyaoia tov” endve otov tépvo.'”® Emted-
¥Onke mdyvvon eV drkpev Tov —akorovBdviag ta dado-
YIKA 0Tdda TG LTEPDYPOONG— KAl 1] avaTepn empdvela
™G otepdvng emmedonomnie, mpv o petariotexvitrg
TIPOYWPTOEL 00 ETIOPEVO OTADI0 NG Slakdopnorc Te.

2Ztovg vnélotmovg diokouvg dev mpaypatonowdnke
otadiakf ndyxvvorn tov xefhovg, 6meG @aivetar and
TG petprioelg mov avaypdgpoviar otov mivaxa 1, Spog
epappéotnie 1 ek dradikaoia pop@omoinong-em-
nedomoinotg tov og 6AN toug v éxtaon. I'a tov Adyo
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O véoc Bnoavpéc twv Bulavivedv asnpéviev dlokwv: Texviky avaivon

Ew. 1. Anotdnopa epappoyng tov pnyavipatog oto
kévrpo g Bdomg tov dlokwv (oto eowtepiké 40x).

Euc. 2. Ot moAs ayvég mapdAAnies kukAikéC Ypapp®OoELg
and ) xprion tov wépvov (efwtepiit| empdveta 25x).

avtd, to dyog oo yxeihog delyvel erappdc avEnuévo
niepimov katd 1 xiA.

Awaxéopnor

['a v moikiAon g empdvetag tov dlokev ypnot-
pororiBnkav 6o opddeg texvikdv dakdopnone. Ot
TEYVIKEG QuTEG epappdotnkay oe optopévoug diokoug
pévo otV E0WTEPIKT] TOVG ETILPAVELD, EVE OE KATIOLOLG
dAroug —émwg otoug diokoug ap. 6 kat ap. 7— kat oty
efwtepkr], avadetkviovtag efte v etkovoypagpia eite
ta potiPa mov eiyav emieyBel.

Avtig e dadikaciag mpomyrBnie BéPaia 1 oprobé-
o tov oxediov kat 1 onueiwon tov Grov Tov oyediov
eMAve OTNY £TPAvELQ ToL HETAAAOL,"” dadikacieg ov
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Ewx. 3. EEotepiki] empdveia: ta 800 kevipikd anotundpata

EQPAPUOYNG TOU PNKAVAHATOG, TO éva ToAS Kovtd 0to dAAo
(1o éva Alyo ékkevipo, 40x).

Ew. 4. EEotepuc eupavera: To npdto anoténopa
£pappoyrg To omoio katd v dadikacia ouABdparog eixe
v tdom va eEagaviotel, 40x.

xpnowomnoridnkav wg otorxela avapopds, kal akoAov-
Onoe 1 moAY Srakpruky| xdpaéy tovg pe to epyaieio
papkapioparoc® (ew. 6).

H mpdtn opdda texvikdv dadopnone meptiapPd-
VEL TNV £QAPUOYY|] HNXavikdV péowv enelepyaciag g
HETAAMKNG ETPAVELAC. 2TOVG TIEPLOTOTEPOVS dlOKOULG
gpappdotniav pévo gpyaiela kpodong, pe anotéAeopa
1 HETAAALIKY eTIPAVELQ OTIG AVTIOTOIYEG TIEPLOYEG VA £XEL
vnoyxwprioet. To oyxédio 1 ot ypappés avdmruérig tov mpo-
éxvpav and pia amir] povdda, Tov EVILTIOVETAL AAAOTE
uévo pia gopd kat dAdote moAAég, 1) pia dimia otnv dA-
An (ewk. 7-9). H poper| tov anotundpatog opeiietat oto
oxRUa TG andAnéng tov ouvykekpyiévou epyareiov, kat
pdAtota, —A6yo TV Sla@opETIKOY 1XVGV TTOL anokaiy-
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Ew. 5. [Tidto ap. 1: Ynorelppata and v okAnpr} k6AAnomn

petall modtoy kat Tudtov, 40x.

Ewk. 6. OproBémon tov oyediov pe Mol drakpruiky] xdpaén
pe to gpyareio paprapioparog, 30x.

@O Kav— mbavoroyeital 1) prior) kat GAAGV epyareinv’
1} tov {Slov pe dagopetiky| Khion”.

Aagopotoinom otov Tpémo SlakGouNomG Tovg Tapouv-
otdouv o diokog ap. 5 kat to mdto pe né6d ap. 1. Xtov
npdhro opopéva potifa éxovv drapopwdel pe ™y e-
@appoyy] kdnowou gpyareiov, mbavév karepod, to o-
T0{0 A£1TOVPYNOE TEPLOGOTEPO S LYVOYPAPOS TTapd m¢
gpyareio Swakbopnong, agrjvoviac éva ovveyés koido
{xvog oto mépaopd tov (ek. 10), evdd dAra potifa €-
xouv anodobel pe otuctd pdmo (euc. 11).

210 vyinodo mdro ap. 1, N pikpookomiky mapati-
pnon anokdivype d6o €idn draxdounong mov cuvBé-
TOLV THV ELKOVOYPAPNOT]. ZUVUTIAPYEL ] OTIKTY dlaKS-
opnon kat 1 dtakdopnomn pe eyxdpaén (ewk. 12). Xug
neploxég mov emPePardverar n eyxdpaln, pmopovv
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va mapatnpnfoldv ot TOAS axvég mapdAinieg ypap-
podoelc mov ogeilovial oto epyareio epappoyne (ei.
13), xkabd¢ kat 1 BdBuvon-voydpnon tov petdirov
oe oxfpa V kat &yt pe kapmudetés dkpec™ og oxfjua
U. Qg mpog tov tpdmo dtakdopnong g oTePAvng mou
koopel to yefhog tov mdrov pe ndd, mbavoroyeitat 1
pop@oto{noy pe Ko™ KAl 0Ty CLVEXELA 1) OPOYEVO-
To{NoN ™G emPavelag pe AeLdvor TV SLaKOOUNTIKGOY
otoyelov. Ta {yvn and ta epyareia konvig Stakpivovtat
EexdBapa, 6mwg kat kdmota voAeippata and tig Alpec
mov ypnotporotifnkav mpwv and 1o teAkd @ipiopa
™G petariiknc emedvelag (k. 14).

H 6ebtepn opdda drakbopunong agopd v emkdiv-
1 tev emheypévev epoydv pe xpuoed. O ypuods mord
ouyvd koopovoe tov dpyuvpo kabapd yia atobntikolg Aé-
YOUG, Kat OUYKEKPIPEVA Yla AGYous €vIovng YpOUHATIKAG
avtifeonc.” Biroypagikd,™ éxovv avagpepBel moAléc
SlaopeTkég TeYVIKEG TPOOPUOTC TOL YPLOOL OTY) He-
taAky em@dvela, émag 1 emypbowor pe didyvoy), pe
apdiyapa, pe NAEKTPOXNUKS TPOTIO, e PUALO Ypuood.
2y nepintoom tov Bnoavpod, 1) WKPOOKOTIKY| TTapaty|-
PO ATMOKAALYPE TEYVIKT| ETUXPUOOONG P AQUAAYapa.

Or emdextikég meptoxég e@appoyis,” o moAs Kardg
petariikéc deopds petald apylpou kat xpvoot (ol
kaA] datfpron tov xpvool),” 1 oLYKEVIP®OY TOU
XPLoob pe pop@t| TAoTag 0TS KOAGTITES IOV dgnoav
1a epyaieia drakdopnong,® amoterobv otorxeia mouv
yapaktnpifouv tn ovykekppévn pébodo drakdounong.

H mo woyupn épec omuky andden e xpriong a-
paiydpatog, eivar 1 dtdyvon tov xpvood e amd ta
épta mov meptkAgiovy TG drakoopnpéves TEPLOXES (£ik.
15). To pawvépevo avté mponiAbe and ) pevotomnoinon
G ndotag ypuoot-uvdpapylpouv katd to otddio tng Bép-
pavorig ¢ ya v mArpn eEdtpon tov vdpapyvpov, o
0T0{0G XPYOLHOTIOLE(TAL WG PECO VLA TNV EQAPUOYN TNG
OLYKEKPIUEVNG TEYVIKNG ey pOo®ONG.Y

Me 1t ynptcn péBodo avdrvong gbopiopot tov axti-
vov X (ridv. 2), motonotnke 1 xprion tov apaiydpa-
10¢ oV elye evtomatel omtikd, kabog ixvn VOpapylipouv
napapévouvy ouvRBme Kat PeTd TV OAOKAYp®OT| TNG Ot-
adikaoiag emypdowong. Oa propovoe PéPata o vdpdp-
yupog wg otoryelo va mpoépyetat amd tov dpyvpo i Tov
KOAKS kat oyt and v emypbowor oty onola Xp1ot-

¥ dpeg pa térota ekdoyy anop-

pomotifnke wg péoo,
plpBnie, epdoov dev evromiotnke movlevd wg otoryeio

oto Paoctkd KpApa KAtaokevyg twv Slokov.
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O véog Onoaupog tov Pubaviivev acnuéviev diokov: Texviky avdivon

KXnuiky) avdivon — AnoteAéopata

[a ) diepedvnon tou eidoug g entypdonong, 6mwg
npoavapéplnke, kat Winwg g obotaong v petdAiov
KATAOKEVHG TV dlokwv, epappdotnke o @Bopiopde a-
ktivov X, pe popnt dudtaén péoa otov xdpo tov Mou-
oelov Mmevdx.

Ta anoteAéopata g MOOTIKYG kAl TOCOTKNG avd-
Avong, tapovotdlovtat otov mivaka 3.

Ané ta dedopéva, gaivetar 6t to Paokd pétarro
Kataokevig efvar o dpyvpog oe TooooTd oL Kupaivo-
vtat petald 93,8% kat 95%, yeyovdg mov vmodnidver

out ot dlokot elvar kataokevaopévot and apketd kaba-
pod dpyvpo.

And ta devtepedovia otoxela tov mivaka, o xaikdg
elvat ekefvog ov petafdiiel v woppomnia oty obota-
on tov petdArov, kaboe ta vdrotna otoryela mapov-
otdlouv TOAL To pikpés ovykevipdoels. Ta mocootd
0L Xaikoy Tov aviyvebtnkav kupaivovtat petald 3%
kat 5%, ovykevipooelg mov mpooeyyilovv avtiotoryeg
Tov £youv aviyveuTel Kal 08 aVIIKEIPEVA TOV POUATKOV
KAl TOV TAAQLOYPIOTIAVIKGOV XPOvev.*

Enfong obpugova pe avtd ta dedopéva, to pétarro
Kataokevnc anoteAel TPoiGV KPAUATOONG UE EOKEPUPE-
v tpooBrjkn yaikot kat éyxt mpoidv dueco,” anevbei-
ag and to enefepyacpévo apyvpotyo petdAievpa Gmov
Ta tedicd Tooootd tov yaikob dev Ba Eemepvodoav to
0,5%.* Avtq 1 ovveldnt] mpaxtiky] jrav moAs cuvnbi-
opévn Oxt pévo oe vedtepeg meptddoug arlAd kat oThy
apyadtnta,” kupleg yia tyv adénor e oxAnpdntag
oL Paciko peTdAAOL KATAOKELG™ Kat TNV KAAVTEpY)
eneEepyaoia tov.” "Eva tétolo mooootd yarikot Ba pmo-
potoe PéPata va eloaydtav ovveldnTd Kat yia OlKOVOuL-
KoUG Adyoug 1) Abyoug VOUOPATKG TIOALTIKHG, ARG oL
ouykevipdoelg ov Ba avapévoviav oe pia tétola mepi-
mtwor), 8a frav apketd vypnAdtepec.”

H napovoia tov ypuoot oto kpdpa apydpov kabopilet
onuavtkd v avBevukétnd wov. Mdiota, obpgova

Euc. 7-9. Anotundpata twv epyaieiov kpotong yia )

PR ——y pe toug S. Craddock kat P. T. Bowman,” v mifjpnc a-
novofa tov xpuoot Ba amokdAumte évav apketd petaye-
véotepo eLevyeviopévo dpyupo, Tou ypovoroytkd dev Ba
frav ovpPatdc pe TG VIOAOLTEG TEXVOAOYIKEG Kal ap-
xatoroyikée exuprioets. EEGAAov, | mapovoia tov poAd-
Bdov pmopel va anoteréoet emnpdobeto otoryelo emPe-
Baiwone ¢ avBeviikdtntag Tov PETAAAOL KATAOKELYG
aAAG o éupeco, kabog Sucatoloyel vedtepeg diepyaot-

&6 e€ayoyric tou apylpou pe THEN Kat kKuméAAwon.
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Ewx. 10. Alokog ap. 5: Xprion epyaieiov, mbavév kareplot,

10 omoio Aettoupyel TEPLOOSTEPO WG LYVOYPAPOS aprvovtag

éva ovveyée kofdo (xvog oto mépacpd tov, 25x.

Ew. 11. Afoxog ap. 5: Zuvvinapén ouktic draxdopnorng kat
“ivoypdgov”, 40x.

Amé 11 popaiky neplodo kat petd ot depyaoie ka-
Oapiopod tev apyupotyov petarkevpudtov and Tov ne-
ptexdpuevo péALPdo eival t600 anoteAeopatikéc Gote
VA TOV HELVOLV 0€ TT0600TA pKkpdtepa and 0,5%.%

AARY, enfong éppeon £vdeiln e avBevukdtag tov
apybpov anoterel kat o Propotbio,” To omolo Svotuydg
dev aviyvedtnke dote va oupPdrel emnpdobera oy ka-
AUTEPT] GUOYETION TOV ATOTEAEOUATOY TNG 0V0TAGNC.

ITpoéievan

ZyeTIKA PE TNV TIPOEAELOT] TOL RETAAAOU KATATKELY|G
v blokev elte and opuktd yovéa, kpdpa v avakvkio-
UEVO TPOTdY elte akdpa kar and éva opuyelo 1] pua gv-
pUTtEPY TEPLOYNY YEOAOYIKOV Kortaoudtev, ta tapandyve
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otoxeta pmdpeoav va pag odmyrjoouvy o kdmotec mba-
VEG EKTIUTOELG.

To nocootd tov yprootd kvpaiverar petagd 1,26%
kat 1,49%. “Eva této10 mooootd pmopel va yapaxthpi-
ogt tov dpyupo mov £xet poéAbel botepa and katepya-
ola oedopévev Betkdy orpopdtev (tapoattn), divo-
vtag mooootd peyaiviepo and 0,5%,” 1) apyvpolbyov
peTarrevpdtov TAoVOLOV og XpLod,* Tapdlo wov €xel
avapeplel Pifroypapikd ét to teAKS TOGOOTS TOU
Xpuoot olpgwva pe 11 devtepr vnéBeon elvar ovvi-
Oag apretd vynidtepo.”

H ovvinapén dpec tov podifdov ot neptektikdnteg
apketd peyaiitepeg and 0,051%, oe ovvdvacps pe Tig
TPOAVAPEPSUEVEG TIHEG CUYKEVIPWOTG TOU Ypuaoy, a-
TOKAELEL TN Ypriorn apyvpolyev puetarieupndtov TAos-
otV og XpLod® kal vodelkviel TEPLOodTEPO TN XPTIoT
apyvpotyou petariebpatog miovolov oe uéALuBdo kat
udiiota yaAnvitn.

Avebdpmyta ndviog andé v tavtdypovn mapovaia
TOL YpLoov kar tov poAPdov pe ta aviiotorya OGO~
otd, o1 CUYKEVTPGOELG Tov HoABRSov Tov evtonlotrkav
0TOLG TEOOEPLS ATd TOLG TEVIE OlOKOVC ATTd POVEC TOUG
(< tov 0,5%), obppova ndvia pe Pfitoypagikéc ava-
popéc, avumpooonetovy £va enelepyacpévo tapooity
1 kdmoto apyvpotyo koltaopa miovoto oe péALPoo.”

H &agopetikn meprektikdnta tov poAdpoou mouv a-
viyvebtnke otov dloko ap. 5 lowg va dikatodoyel v to-
xala gioayeyy tov o¢ akalapaia péoa oto kpdpa ap-
yUpou Katd to otddio g ovveldntic npooBikng tov
xarkot (amevbeiag amé 1o mpwroyevég petdAievpa)
Smwg éxet poavagepbe(.”®

Yndpyet dpeg kar | dAAn exdoy katd v onofa -
va této1o mooootd efval oAl mbavév va ogefietal oto
apykd apyvpotyo petdAievpa. Egpdoov to mocootd tov
HoABBdoL Tou aviyvettnke frav 1,15%, Ba pnopotos to
apyvpovxo UETAAAEUPA va QV|KEL 0TIV KaTnyopia Tev
apyvpobywv kottaopdtwv miototev oe péAuPdo” 1 tov
Kortaopdtmy yAwprotyov apydpou® 1 aképa kat Tou -
apooitn pe éoKappévn npoabriky poAdBdov ya ty ne-
PLovALOYY| TOU apylpou, o omolog apydtepa £xet vTOoTEl
depyaoia eCevyeviopod.”

H ouyvi avagopd oe apyvpoidya petarrebpata
mAovota ag péAUPdo eivar Sikarohoynuivn kabog avtd
arotelovoav oty apxatdtta pla and ug Pacikdrepes
mnyés mpoprnfetac apydpov.” Idwitepa avagpépovrat o
yaAnvitng kat o kepovooltng and g Tpelg Katnyopleg
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Ewc. 12. Yyinodo mdto ap. 1: Zvppetox] ouktig kat
evydpaktng daxdounone, 20x.

Ewc. 13. Yyinodo mdrto ap. 1, neproyy eyydpatng,
Aemtopépeta: Atakpivovtat ot ayvég TapaAAnieg
YPAUPADOELS KAl 1] LTIOXWPT|OT] TOL pHETdAAoL agrjvovtag éva
Bdbog oe oyrjpa V, 40x.

KOLITAOUATOV TOV apyupolx®V HETAAAEVHATOV TTAOVOL-
v ag péALPoo.”? Tétowa kottdopata frav eKPeTaAred-
otpa ™) xpoviky| meplodo katd ) didpkela g omolag
mBavoloyeftar 1 kataockevy] twv diokwv kat Alyo ma-
Aawbtepa, kat ovoyetiCovtal pe pia evplitepy) YEWAOYLIKT]
arvoida mpoélevong oty onola avijkouvy 1) lomavia, 1
EALGOa, 1 Mikpd Acia kat dAAeg avatorkég mepto-
xéc.” Ieproyéc dmee to Opdv, 1 Mikpd Aoia, 1 Kbmpog
éxouv avagpepBel emiong wg meptoyéc mpoéAgvong tov
opukTol yovéa Tov xaAkoy mov £xet xproponotnBel yia
TV Kpapdteot tov apybpou nov mpoopifovrav yia v
kataokevy tev dlokev, av kat Bewpeltar moAd mo mba-
vij 1 xpYjor| Touv o€ pop@t| devtepebovtog Tpoiévtog.”
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Ew. 14. Yypinodo mdro ap. 1 (otepdvn): Tyvn and ta

gpyaieia komg kat Apapiopatog mov éxovv apapeivel kat
petd to otiAPopa g petaricric emedvetag 40x.

Ew. 15. Awdyvom tov gpuoot ¢&w and ta dpia mov
neptkAeiooy g dlakoopnuéveg meptoyéc 10x.

O drog toyvptopds PéPata pmopel va gvotadel kat yia
tov dpyuvpo, o onolog {owg poépyetal and cuvOALpupé-
va nakadrepa aviikeipeva mov mépacav pe to Lyt o
péoo avtarrayfg kat mANpepiG.*

H vnowpia 61t to pérarro tov dlokwv mpoépyetal a-
16 avakukAopévo TIpotdév eivat Aoyikd va exdnAadvetar,
gpbdoov ot avapifelg kar mpoopiels yapakmpiloov v
TApACKELY] £vEG PETAALOV, Kat TTaAadtepa yaraopéva
avtikeipeva 1 voielppatd tovg ftav moAl ovyvd da-
Béopa katd ) dadikacia avty.

[a napddeypa, to m000016 TOL YAAKOU TIOL AVL-
xvevtnie, pnopel va vmodnidoetr emavalapPavépeveg
depyaoies tEne” katd g omoleg o xaAkSs petage-
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pétav w¢ akabBapoia. To mocootd emiong tov ypvoob
umopel va ogefhetal otV avakSkA®mor VTIOAEIPPAT®V
otepeomotnpuévov apydpou mov élnkav Eavd oe tHEN.®
AvtiBeta, ) mapovsia tov poAvPdov otov dpyvpo e
OUYKEKPIHEVY) OUYKEVTPWOT) Oev CUPQGVEL e T Xpriom
AVAKUKAOUEVOL LALKOY.”

Q¢ mpog v TPoEAELOT] TOL XPLOOY TIOL XPT|OLUOTION-
1Onke yia ) dtakdopnon tev dlokev vtdpyouvv ddgo-
PEC avag@opés yla Ta mPOg EKPETAAAELOY KOlTAopATA

xpLoot®

aAld kupiog yra tov 70 at. p.X. H enavaypn-
otpomoinoy maradtepev mPoidvtmy xpvoot Bewmpeitat

Taktiky] meptoodtepo ouviing otov Pulavivé kéopo.”!

Yvunepdopata

An6 ) peréty tev névie diokev Ba propodoape va
kataAriovpe 6Tt kat ta véhotma okedn pe Tapdpola
KATAOKELAOTIKA KAl TOLOTLKA XAPAKTNPLOTIKE Popovy
va katatayxfodv oy (da opdda twv aviiketpéveov tov
acnpéviov Bnoavpoy tov 120v aidva.

‘Olot ot diokot éxouvv popgomnombel pe opupnrdrnon
eowteptkd kal eEotepikd. Idaitepn éppaon éxer Sobei
otV avantuln tov oxRRaTog Kat oty LIEPBPOOT TV
toryopdtav tous. Kat yta g dbo diepyaoieg emtetydn-
K€ OLUVOLAOPSG PUXPAV oPLPNAATHOEMY KAl ETAVAAQpL-
Bavépevov otadiev avémtnone. Mdiota, mpénet va e-
monuavlel 6t 1 debrepn diepyaosia popgomoinong
npaypatornoy|fnke otov tépvo.

H mneprotpoguicr] povada ypnotponomibnre té6oo oto
@wiptopa g emedvelac twv dlokwv 600 kat otV opt-
0Béton tov potifev 1 /kat g eikovoypdenomng mov
elye emuheyOel.

O biokog ap. 5 kat to mdto pe m6d ap. 1 delyvouvv va
dagépouvv and ta vdrotna wg mPog TNV TEXVIKY daxé-
opnong tous, aArd pévo katd to fjpov. ‘Ora ta vnd-
Aotma YapaxtnploTikd TG TEXVIKNG KATAOKEVNG TOLG
Kat kuplog ta otorxela mov agopodv Tn cbotact] Toug
@pafvetar va oLpPOVOLY e TOug LTtGAOLTIoLG Slokoug
NG ETUAEYHEVIIG OPAdAG.

IMpdaypatt, n ynuky avdivon anokdivye éva kpdpa
VPNATG TiEplekTikOTTAE 08 dpyvpo. To mooootd Ttouv
XaAkoy elvar oxetikd pikpd, tkavd Spog va emPefar-
doel v 1leAnpévn evoepdteoy touv otov dpyvpo pe
okomd v adénon g okANPSTTAG Kat KaAdtept) eme-
Eepyaoia tov.

[Suaitepa o xpuods ardd kat ta vnéroua otovyeia
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7oL aviyveltnkav otov dpyvpo kabde kat 1 avtiotot-
XN TEPLEKTKSTNTA Tov, prdpeoav dyt pévo va evbap-
pévouv v vrdBeon g avbevukdtnrdc tev Slokwv,
aAAd kat va ta katatdfouvv ot éva gviaio obvoAro Tov
TPOEpYETal and pia Koy Yovpvid petdArov —LrdpyeL
kdmota em@vAagn yia tov dloko ap. 5 &¢ TPOgS To To-
00016 ToU HOAUPdoUL.

H mo mbavy yeoroyucr] mmyn npoérevong tov eiva
ta apyvpotya petariedpata mhovota o péALPSo. Ako-
AouvBel pe kdmola em@oraln o tapoodtng, tapdro mov o
U1 evtomopds dAAwV ryvoototxelov dnwg Tov avitpovi-

% tov amokAeiel o¢ Tov

ov, apoevikol® f/kat tov oldrjpou
opukTé yovéa.

H amopdévwon touv apydpov nov umiipye wg akabap-
ota ota apyvpovya petariebpara mpaypartonotOnke pe
N kat kuméAdoon. H xprion e konéiiwong moto-
mote{tat kat and v mavieAr] anovoia pevdapydpov.” O
XpLode kat o péAuPdog wg devtepedovta ototyeia cuvu-
Tpxav pe tov dpyvpo og AN v mopeia eE6pLEG Tov
and 1o petdAievpa kat to otddio kabapiopoy tov, arrd
pe Olagopetiky| TEPLEKTIKGTITA.

Ta mapandve otorgeia pmopodv va vmodeifouv pia
TPWTOYEVY] TIPOEAELOT TV SU0 Pactkdv petdAreov mov
ouwvBétouy To Kpdpa 1| pia mpoToyevy| kataokevt], 6-
Xt Spwg pe BePfadtnra kar yopic va amoppipbel kat 1
exdoxt] ™G xprions evdg devtepoyevols mpoidvtog and
avaktkAwon ¥ epnépto. H obyyvon avty] velotatar kat
yla to mota givat 1 akpiPrig mepLoyy| TPoéAevong Touv pe-
TGALOVL KATAOKELHG TV TLATGV.

H Svvatétnta diepebvnong tov dlokev kal pe dAreg
peBdédouvg avdrvong, énec pe ) pébodo g verpovi-
KNG evepyomo{nong 1 twv todtomwv Tov poivpoou, ot
ornofeg Ba pmopodoav va evtomicovv meptoodtepa t-
xvootolyeia kat va ddoovy o akplPelc mAnpogpopieg
Yla TO PETAAAOUPYIKS KEVIPO TIAPAY®YT|G TOL apydpov,
dev Hrav egikty Stéu dvotuyde amartodv v efaywo-
y1 detypatog. Towg oto péArov ot péBodol avtés va
gpappootoly, kat £totl optopéva and ta texvikd xapa-
KINPLOTIKG Kat Ta dedopéva e yNutkig avdivenc va
pnopéoouvv kdmota otypr] va emPePaiwbodv vi/kat va
EUTIAOLTLIOTOUV.

Aéomowa KotGapdvn

2vvinpritpia vov Tuhpuarog MerddAov xar I'vadiov
e-mail: kotzamani@ benaki.gr
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O véog Onoavpég tov Bulavrivey aonpéviev diokov: texviky avdkvon

AIZKOI | AIAMETPOXZ | YWOZX TTAXOZX
KEVTPO Evdidpeocot otabBpof Xefhog
ap. 1 29 ex. 55 ek | 2,1 xtho | 2,1 ik | 2,1 qh. | 3qA. | 2,15 xih.
ap. 4 29,2 ex. 4,6 ex | 2,1y, | 2,1 qh. | 2,1 xihe | 2,1 A | 3 .
ap. 5 32,6 k. 5 ex. 2,155, | 2,15 xih. | 2,2 xA. | 2,2 qih. | 3 g
ap. 6 28 k. 47 ex. | 2,1 yhe | 2,1 pthe | 2,1 x| 2,1 yih. | 3 ik
ap. 7 27,5 ex. 4,7 ex. | 2 yiA. 2y 2y 2y | 2,8 1A,

[Tivakag 1. Metprioetg tov dtaotdoemv Tov Tévie eTAeypévov aonuéviev Slokev.

AIZKOI | AMATAAMA %
xPLodg vdpdpyvpog
ap. la 63,2 36,8
ap. 1P 61 39
ap. 5 72,3 27,7
ap. 6 56,9 43,1
ap. 7 77,6 22,4

[Tivakag 2. Xnpikr) avdivon g enypionong mov
Saxoopel Toug Téooepic emrgypévoug diokoug.

2ZHMEIQSEIZ

*@a bera va evyapiotion toug A. Kapbda kat M. Zap-
kdda touv Ivatttovtov Iupnvixrg Puowkric EKEDPE «Anué-
KpLTog», mov gpdppocav tr péBodo @Boplopod axtivev X
otov xdpo tov Movoegiov Mmevdxy. Enfong tovg cuvadér-
@ovg ovvtnpntéc N. Mulevd kat I'. KopkéBero and to Bo-
Zavtvé kar Xprotavikéd Movoeio tng ABrjvac kat tov ouvey-
pnH tov [oAeptkod Movaeiov ©. MaptoAdmovro yia Ty e-
Eummpémon kat ) SidBeom v opydvev pHétpnong HdxouG.

1. Ta avuke{peva avikouv og 1Stk oLAROYY Kat 1) emt-
Aoyn] neBddov avdruong énpemne va elval ToAd TpooekTIKY.

2. Yndpyovv dAreg péBodot avdivong mov aviyvedouy Te-
ptocérepa ryvootolxeia f/kat ototyela mo avunpoownevt-
kd ywa ) xpoviky neplodo xpriong tovg kabde kat yta tmy
TIPOEAEVOT] TOVG amd opuKTS yovéa, KpApa 1 avakLKAOUEVO

3, 2003

AISKOI | STOIXEIA %
dpyvpog XaAkSc | xpvode | péAuBdog
ap- 1 94,9 3,40 1,28 0,40
odua
aps 94 432 | 1,38 0,37
ooua
ap: 3 93,8 380 | 1,27 1,15
oopa
ap. & 93,6 4,72 125 0,43
oopa
ope 7 95,0 432 | 138 | 037
owpa

[Tivakag 3. Xnpukr} avdivon tov mévie eTMAEYUEVGOV
aonpéviov dlokwv pe v puédodo @hopiopot axtivev X.

TPOTSV, ot onoleg Gpmg amatrtodyv vy eaywyr| delypatoc.

3. TTov ogeiretal oty ékivon agpiov péoa ot pdia tov
UETAAAOL Katd Tv) dtdpketa TG oTEPEOTIOMONG KAt GLOTOATG
tov, D. A. Scott, Mezallography and Microstructure of Ancient
and Historic Metals (Malibu 1991).

4. D. Sherlock, Silver and Silversmithing, oto: D. Strong,
D. Brown (eds), Roman Crafis (London 1976).

5. Kard Ba frav va elye mpaypatomombei petailoypagixi
e&étaom yua v Totonoino g dtadikaciag popgomnoinomg.

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

7. To mdto pe 166t Sev mapovoldlet kdmowo “mAicodpt-
opa” kat avtd dikatoroyeitat epdoov eivat o pnyod.

8. Hodges (omp. 6)
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9. O. Untracht, Metal techniques for crafismen (New York
1975).

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

11. To kevipkd avtd iyvog, propel moAS amhd va anote-
Ael amoTénepa g eapuoyng evog epyateiov kpovong ya
Va AELTOLPYHOEL KOG 00MYOS Tpty and v eAelBepy oQupnAd-
™mom 1 ™V TEpotpoLky] popyporoinon, P. Meyers, Elemen-
tal compositions of the Sion treasure and other Byzantine sil-
ver objects, oto: S. A. Boyd, M. M. Mango (eds), Ecclesiastical
Silver plate in the Sixth century Byzantium (Washington 1992)
169-89.

12. Hodges (onp. 6).

13. ITapamprBnkav pxpookomKés otepeomotuéves eEav-
Ovjoeig yopo and tig Béoeig mpooappoyrg, mov ogeilovial
ot okAnp1} k6AANo Tov éxet xprotponotnBel katd to oTd-
dto g téng g, D. Schorch, The Gold and Silver Necklaces
of Who: a Technical Study of an Unusual Metallurgical Join-
ing Method, oto: B. Brown, F. Macalister, M. Wright (eds),
Conservation in Ancient Egyptian Collections (London 1995).

14. ]. Lang k.d., The Scientific Examination of the Great
dish, in: K. S. Painter (ed.), The Mildenhall Treasure (London
1977) 35-40.
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18. R. Ward, Islamic Metalwork (London 1993).
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21. Untracht (onp. 9).

22. Harper, Meyers (onp. 10).

23.]. Ogden, Jewelry of the Ancienr world (New York
1982).
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DESPINA KOTZAMANI

The new treasure of Byzantine dishes: technical analysis

Five of the nine silver dishes belonging to the unique
12th-century Byzantine treasure on view at the Benaki
Museum and recently exhibited in the Museum of Byz-
antine Culture in Thessaloniki were chosen as the most
representative examples for an examination of their com-
position and of the techniques involved in their manufac-
ture and decoration. The purpose of this study was to cor-
relate the results with a view to classifying them as a sin-
gle group with common technical features and also, as far

3, 2003

as possible, to establish their authenticity, the common
provenance of the material and the area of manufacture.

The fact that the objects belong to a private collection
limited the methods available for examining the dishes to
those which could cause no damage.

The study demonstrated that the other four dishes bear
similar characteristics in their manufacture and can be in-
cluded in the same group of objects as those analysed.

All the dishes were made by hammering on the exte-
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rior and the interior. Special attention was given to form
their shape and raise their side. Both procedures involved
a combination of cold hammering and successive anneal-
ing cycles. It should be noted that the second process of
shaping was produced on a lathe. The rottating wheel
was also used to finish the surface of the dishes and to de-
fine the chosen motifs and iconography.

Dish no. 5 and footed plate no. 1 seem to differ from
the rest in the techniques of ornamentation but only to
a limited degree. All other features of their manufacture,
and in particular the details of their metal composition,
conform to the remaining dishes of the group.

The chemical analysis revealed an alloy with a high sil-
ver content. The amount of copper is relatively small but
sufficient to confirm its deliberate incorporation in the
silver to increase its strength and improve its working
properties.

Gold in particular, but also other elements identified
in the silver and their respective quantities were able not
only to confirm the dishes’ authenticity, but also to clas-
sify them as belonging to a single group from one batch
of metal (except probably for no. 5 with its higher lead

content).
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The most probable geological source is silver-bearing
ores rich in lead. The jarosite follows with some reser-
vations.

The extraction of the silver which was present as an im-
purity in the silver-bearing ore was made by melting and
cupelation. Gold and lead which were identified as sec-
ondary elements were present with it at all stages of its ex-
traction from the ore and during the clearing process but
in a different quantity.

The above data could indicate a primary source of the
two basic metals which compose the alloy or a primary
manufacture, but this is not certain and the possibility
of the use of a secondary product, recycled or bought on
the market, cannot be ruled out.

Examining the dishes by other methods such as neu-
tron activation or lead isotopes, which might identify
further trace elements and give more accurate infor-
mation about the silver mines, was not possible as they
would have required the extraction of a sample. Perhaps
at some point in the future these methods will be ap-
plied and as a result some of the technical features and
data of the chemical analysis may be confirmed or ex-

panded.
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Some thoughts on unusual secular examples of Cretan woodcarving
and the stylistic aspects of ‘folk art’

I HAVE ALWAYS TAKEN every available opportunity to re-
citerate in the strongest terms possible my firm belief that
the mere anonymity of an artistic creation is not a valid
reason for ascribing it to the nebulous world of so-called
‘folk art’. This I have done in full consciousness of the
fact that the task of assembling a group of works stamped
with the distinctive stylistic features which are unique to
personal artistic statements can be hopelessly obstructed
by an inadequate viewing of the material —as I know from
my own experience on several occasions in the past.'

This was also the case with my encounter with a carved
wooden panel in a private collection. The hole in the
upper part of the decorative surface and the iron lock-
ing mechanism on the back left no doubt that it was
originally the front panel of a chest (fig. 1),” and as with
the majority of chests, at any rate those of Greek origin,
the need for ornamentation is satisfied here, on its main
rectangular surface.’ But in the present case the represen-
tation appears incomplete, as if it had been sawn off at
both ends, and one cannot exclude the possibility that
it originally continued on the two side panels to which
the jagged ends were once attached, even though this
is inconsistent with conventional typology.* The same
may be said about the unusual flat relief of the carving,
unknown elsewhere in Greek wooden artefacts of the
post-Byzantine era, and its expressive quality which far
transcends the narrative content.

The reading and interpretation of the representation
are hampered by difficulties in photographing the low-
relief carving, in spite of repeated efforts to improve the
result, if only in part. For this reason the drawing of the
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object made by Katerina Mavragani has proved invalu-
able —indeed indispensable— as it shows every detail of the
dense execution (fig. 2).> The composition is divided into
two sections by a vertical axis of parallel lines which may
be intended to depict a tree trunk in view of the branches
and foliage growing out of the right side, and the excep-
tionally lush verdure which fills the spaces between the
individual motifs, suggestive of an impenetrable forest.
Continuity between the two sections is ensured in the
lower part by the coils of a winged dragon and at the top
by the front legs of a wild goat which gallops off to the
right. The image is that of a fantastic hunt involving two
horsemen, one in each section. The first, occupied with
his fight with the monster, holds a spear in his raised
right hand, poised to strike, while in his left is a small
shield. The figure seated pillion and holding the horse’s
reins is presumably the youth from Mytilene, St George’s
regular companion, as we may infer from the clearly vis-
ible flask in his right hand.® Despite the absence of any
specific adversary, the second horseman should presum-
ably be identified as another military saint, perhaps St
Demetrios, or one of the St Theodores.”

The composition starts on the left with an archer,
behind whom can be seen the front part of a bird, a
hare and the front of an unidentifiable animal, probably
a dog. Below are a lion and a small quadruped with a
long tail, while beneath St George’s horse a small dog
is attacking the injured dragon, and a larger one a wild
goat which has already been struck by two arrows. In the
right section, behind the second horseman, the hunting
atmosphere continues with a bird, another large lion, a
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Fig. 1. Front panel of carved wooden chest, 1.: 1.37 m. Private collection (photo: K. Manolis).

Fig. 2. Drawing of the low-relief carving (drawing: K. Mavragani).

hare and a dog. The pictorial narrative ends with, be-
neath the front legs of the horse, a second dog chasing a
hare, the rear of a goat, and above them a majestic bird,
apparently the rider’s intended quarry, with outspread
wings and a tufted crest.

If we take into account the clearly secular character
of the hunting theme and its allusions to models from
chivalry and myth, also widely celebrated in folk song,® it
is hard to know whether the presence of St George adds
a cryptic religious dimension, and whether the fantastic
substratum of the narrative content contains allusions
to secular and sacred beliefs in the creation of a unified
world.” The saint’s apotropaic, protective message and his
recurrence on objects connected with marriage would on
their own justify the dynamic of his role in a representa-
tion carved on an item of furniture which has a specifical-
ly nuptial context.”” But the interpretation of ‘folk art’ is
a highly complex matter, and I would prefer to pass on to
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the somewhat more tangible area of stylistic evaluation.
As already mentioned, the panel displays a striking use
of low-relief carving (fig. 1), which can be read only with
the assistance of the drawing (fig. 2). Equally unusual
is the presence of a continuous network of dots, which
fills the spaces between the contours of the motifs and
highlights the narrative elements of the work. Exactly the
same technique is found in the much higher relief of the
carved features —alternating cypresses, flower vases, birds,
buildings and the occasional two-headed eagle— on a dis-
tinctive group of carved wooden chests found mainly in
the Greek islands, whose place of manufacture has not yet
been identified." Even more original in a Greek context
is the composition’s structure, which displays a provoca-
tive disobedience to the traditional iconographic canons
of symmetrical antithesis, and bears a narrative weight
which is intensified by the overall flow of the figures
towards the right, and barely counter-balanced by the re-

MOYZEIO MITENAKH



Some thoughts on unusual secular examples of Cretan woodcarving and the stylistic aspects of ‘folk arc’

verse movement of the dragon.” In this context I would
also mention the irregular distribution of the thematic
units, the remarkable density of the natural environment
with its multiple variations on a single basic motif, and
the dramatic power of the various components which
articulate the continuity of the visual language. As the
provenance of this spectacular work in Crete is beyond
question, it is remarkable that no similar objects have
been found there, as far as can be judged from the pub-
lished corpus of Cretan woodcarving.”

Yet the stylistic individuality and the idiom of the
sculptural technique immediate call to mind another
wooden carving from the treasure-stores of folk art, this
time in the Benaki Museum. This is a representation of
the Crucifixion, again in low relief, which some years ago
I described in the following terms: “the simple, almost
abstract representation of the subject, the austere symmetry
of the composition, the dramatic tension in the movements
of the soldiers armed with spears as they surround the help-
less, motionless figure of the crucified Christ, the stylised trees
[filling in the spaces and providing the barest indication of a
landscape, are all elements that invest this apparently simple
work with a deeply poetic atmosphere” (fig. 3)."* I decided
to include this fascinating, indeed enigmatic work in the
Museum’s newly arranged Greek galleries, and placed it
among a small group of exhibits which aimed at illustrat-
ing the cultural landscape of post-Byzantine Crete. At
the time there was no firm evidence to support such a
provenance, but its attribution to the cultural output of
the Great Island is now fully vindicated by the incontro-
vertibly Cretan origin of the panel which inspired this
investigation (figs 1-2), and which can plausibly be ac-
credited to the same anonymous craftsman.

In another somewhat unconsidered, indeed intuitive,
note I once described the Benaki Crucifixion as “an
extremely rare example of early 18th-century Cretan wood-
carving, probably from the decoration of an iconostasis
(sanctuary screen)”.” Even more unsubstantiated was my
suggestion that the Roman soldiers were portrayed as
Turkish warriors, an idea which gains no support from
the repertoire of Ottoman dress found in the accounts of
European travellers.” Indeed it must be admitted that all
the observations in that note, which betray my —perhaps
excusable— lack of knowledge at the time, now need to
be reconsidered.

The idea that the object came from a sanctuary screen
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Fig. 3. Carved wooden frame with representation
of the Crucifixion. Athens, Benaki Museum 8798
{photo: K. Manolis).

was suggested by the combination of the religious con-
tent and the arched shape of the edge (fig. 3). A more dis-
passionate evaluation excludes such a possibility: it could
not have originated in a Dodecaorton tier and formed
the upper frame of an icon of the Crucifixion, because
wooden and marble frames of this type never reproduce
the subject depicted below."” It may rather have belonged
to an icon-stand or to the upper frame of an icon niche,
such as was to be found in every Greek home." On the
other hand, the indisputably ‘Venetian’ treatment of the
soldiers who flank the central subject in a naturalistic
manner far from common in works of ‘folk art’, suggests
a dating to the period of Venetian occupation, around
the time of the fall of Candia in 1669. But a more direct
link, supported by the typology of the figures who are
rendered with the same striking clarity in the nearest ex-
ample, the ‘hunting’ panel (figs 1-2), requires us to take a
journey back in time, following the clues provided by the
most securely dated examples.

Our efforts to establish the chronology of the two works
cannot take us back as far as the 14th century, however,
despite the attraction of linking the first object (figs 1-2)
with a now lost wall-painting in the church of the Virgin
at Monochoro Kainouriou in Messara, and the plausibil-
ity of ascribing the hunting theme to the atmosphere of
this cultural tradition.” The costume features are generally
to be found between the mid-15th and the early 16th cen-
turies: for example, in the portrait of Michalis Mochiotis
in the wall-paintings of the church of Archangel Michael
at Mesa Lakkonia, Mirabello (1432)* and in the frescoes
of St George’s church at Voila, Siteia (1518).' Through-

out this period clothes appear to have been influenced by
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Fig. 4. Icon of the Last Judgement. Chania.

Fig. 5. Icon of the Last Judgement, rear view. Chania
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Figs 6-7. Front chest panel used in the icon of the Last Judgement and drawing of the carving.

western fashions, particularly among the upper classes,” as
we may observe in several figures from the icons of Ange-
los Akotantos and of Michael Damaskinos.” This seems
to confirm my inner conviction that the two works could
not have been executed after the mid-16th century —an
intuition supported by further, albeit indirect, clues.
Much has been written about the vital role played by
Crete in the development mainly of ecclesiastical wood-
carving from the 15th century onwards,* but we also have
evidence of its workshops being involved in secular carv-
ing; we know, for example, that “cypress wood chests were
exported from Crete to Italy from the 16th century” * In the
17th century the main centre of woodcarving was Candia,
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but this does not exclude the possibility that similar work-
shops flourished in other cities —e.g. in Chania—,** where
the unexpected publication by Michalis Andrianakis of
two icons by the hieromonach Ambrosios Emporos has
brought to light comparable examples of secular carving.”
Among the strips of wood which he used in his icons of
the Dormition of the Virgin and of the Last Judgement
(fig. 4) are two front chest panels, similar in technique and
style to those under discussion here, as is apparent from
the photographs and drawings which with his customary
generosity the author has made available to me.
According to Andrianakis the reverse side of the
wooden panel in the icon of the Dormition “has painted
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Fig. 8. Front panel of carved wooden cupboard, detail.
Chania, Historical Archive.

relief ornamentation, probably originating from a carved
wooden chest in second use. The dense decoration consists
of representations of rarely-depicted animals surrounded by
stylised vegetal motifs, a feature of western art”. The panel
in the Last Judgement icon is better preserved (fig. 5),
though in spite of its having been isolated with the aid of
electronic technology (fig. 6), a ‘reading’ of the decora-
tive motifs is at present possible only with the aid of a
drawing (fig. 7). Andrianakis’ dating of the two icons to
around 1625 certainly defines the terminus ante quem of
the carving, but it cannot provide any precise confirma-
tion of their position in the chronology of post-Byzan-
tine secular Cretan woodcarving; similarly there can be
no guarantee of their origin in Chania, because the item
of furniture from which they derive could equally well
have been sent there from Candia. My own opinion is
that it would have taken at least a generation before the
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object was put to second use, at a time when the original
purpose had become outmoded and contemporary fash-
ions had changed.

The theory that both the Benaki Museum Crucifixion
(fig. 3) and the panel with the hunting scene (figs 1-2)
should be dated around the mid-16th century receives
further corroboration from other related data. I should
like to draw attention first to the similar low-level relief
on a cupboard from the Historical Archive of Crete in
Chania (fig. 8), whose ornamentation was linked by An-
drianakis with the carved panels of the two icons (figs
6-7).” The singularity of the execution and the narra-
tive character of the hunting motifs —to the extent that
they can be ‘read’, because this important work remains
unpublished and unrestored— are closest to the ‘hunting’
panel (figs 1-2); it is accordingly quite conceivable that
they are roughly contemporary with each other, and that
the cupboard originally formed part of the furnishings in
the mansion of some eminent Venetian, since the use of
such an object is totally out of keeping with Greek house-
hold practices.”® This adds further weight to the possibil-
ity of an Italian provenance, since there, as in the rest of
Europe, such furniture was extremely common.”'

I would myself venture to argue that the cupboard from
Chania (fig. 8) must have been made in Crete, presum-
ably by Cretan craftsmen following designs brought from
Italy, though I am not aware that any comparable works
have been found there. The same can be said about a
distinctive group of chests executed in the same tech-
nique which, though attributed vaguely to an unidenti-
fied centre in Northern Italy, have been found in the
Greek islands. The most impressive example, which is
recorded as coming from Folegandros, is housed in the
Benaki Museum (fig. 9).” The interior of the lid contains
a two-tiered representation of a naval battle, the lower
part of which is executed in tempera, by contrast with
the overpainted low relief of the upper section, where the
gaps in the background are filled with ‘dotted’ latticework
rather as in the two examples of Cretan woodcarving
which launched this study (figs 1-3). The representation
continues on the front on the main panel of the chest;
this has three main sections depicting sailing ships in flat
relief with traces of overpainting, alternating with smaller
horizontal areas containing male figures in 16th-century
western European aristocratic dress. The central motif
seems to be inspired by the defeat of the Ottoman fleet
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Fig. 9. Chest from Folegandros. Athens, Benaki Museum 8270 (photo: K. K. Manolis).

at the celebrated naval battle of Lepanto on 7 October
1571,% a date which represents a terminus post quem; we
may therefore assume that the work was executed at some
point between the last quarter of the 16th and the first
quarter of the 17th century, the period during which the
battle might have been expected to maintain its dramatic
impact on both western and eastern art.** The same com-
ment applies to the typology of the ships depicted therein;
Chrysa Maltezou kindly arranged for these to be exam-
ined by Alvise Chiggiato, member of the Italian Institute
of Archeology and Naval Ethnology in Venice, to whom I
am most grateful. Though he interpreted the content dif-
ferently, he came to a similar conclusion as to the dating
of the work and its origin in the East.”

In support of my present argument that the chest from
Folegandros (fig. 9) represents a stylistic development of
the tradition of woodcarving exemplified by the Benaki
Crucifixion (fg. 3) and the ‘hunting’ panel {figs 1-2), I
would again adduce the lack of comparable examples in
Northern Italy.* The only item I have been able to trace
is a casket (cassetina) from Friuli which displays a similar
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technique and dates from the second half of the 16th
century. The relevant publication erroneously interprets
Christ’s monogram IHS as an abbreviation of the Greek,”
though, as a celebrated icon by Andreas Ritzos indicates,
the letters are actually an acronym of J(esus) H(ominum)
S(alvator).”® This does not reduce the probability of the
work’s Greek origin, as a large number of Cretan artists are
known to have been employed in satisfying the demands of
the Italian market as well.” It is my belief that the Benaki
Museum chest must have reached Folegandros, where
other similar examples are found,” about the time of the
fall of Candia, in the company of one of the many inhabit-
ants of Crete who resettled in the Aegean islands.” This
would account for the striking resemblance of the design
of the garlands to the vegetal motifs on the surrounding
bands of the two chest panels found in the icons in Chania
(figs 6-7) and on the representation of the naval battle on
the Benaki chest (fig. 10). It reveals to us the seamless mo-
mentum of the evolutionary process, despite the problems
caused by the poverty of the available material and by our
own lamentable indifference to identifying, preserving and

99



ANGELOS DELIVORRIAS

Fig. 10. Garland with vegetal motifs. Detail from the chest
fig. 9.

Fig. 11. Angels with musical instruments. Detail from the

chest fig. 9.

Fig. 12. Chest from Folegandros, side panel. Athens, Benaki
Museum 8270 (photo: K. Manolis).

exhibiting the relics of our most recent cultural history.
Further investigation may be able to provide firmer
guidance to the researcher whose attentions are currently
poised between Italy and Crete. I am myself not able to
say if the presence of another object in Friuli —a small
box with a cylindrical lid (fig. 13)—* can be similarly
explained as a product of the exporting activity of some
Cretan workshop. Low-level relief is not the technique
used here, but rather ‘pokerwork’ (decorazione pirogra-
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Fig. 13. Box from Friuli (after: Semenzaro, Casa daste,
Auction Catalogue, Florence, December 2001 no 72).

fata), as it is described in the relevant publication, though
without seeing the object for myself I cannot vouch for
the accuracy of the label. In any event, the execution un-
doubtedly resembles that of certain motifs on the Benaki
chest —the arcades with angels playing musical instru-
ments (fig. 11) and the latticework with floral motifs on
the side panels (fig. 12)— though there, as the Museum’s
Conservation Department confirms, brush and ink were
used. The box’s apparent origin at the end of the 16th
century corroborates the dating already proposed for the
Benaki chest, but in considering its provenance we face
the same issues as with the other items examined here.
The coherent and consistent logic of these fragmentary
arguments is confirmed by the object which provides the
final link in the chain and removes the disparate clues
from the world of vague hypothetical association to plant
them firmly in Greek soil. This is another, unquestion-
ably later carved chest in the Benaki Museum which,
again instinctively, I had included in the Cretan section
without knowing that it represented a development of
the same technique of flat relief, though it is patently
inferior in both design and in elegance of carving (figs
14-15).* The exterior of the lid (fig. 14) contains a pe-
ripheral decorative band with four shells in the corner
and trailing vegetal scrolls which reproduce the earlier
versions in simplified form; in the centre is a representa-
tion of a disc with rays (doxa) enclosing a chalice and a
cross, on the left a cock with its head turned backwards to
face the chalice and on the right a church with a tall bell

tower next to a stylised hill with houses.” The more serik-
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Figs 14-15. Lid and front panel of chest. Athens, Benaki Museum 8718 (photos: K. Manolis).
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ing front panel shows a hill with several ridges and with
trees and a village at its summit, then two columns with
an architrave and in the window-like space between them
the head and shoulders of a woman with an impressive
head-dress. The stylised hill continues with the village
and another house, followed by a large flower vase, more
village buildings and finally a monumental watermill.
Beyond the faintest shadow of a doubt we have here
one of the most stunning creations of so-called ‘“folk art’,
and many pages could be devoted to breaking its narra-
tive code. Suffice it here to say that the message concealed
within the web of symbolic allusions, the unprecedented
blend of natural and architectural features, the complex-

NOTES

* My work on this subject has benefited from the contribu-
tions of many colleagures and friends, but I should especially
like to thank Stella Ghika who assisted me throughout the
preparation of the article and the footnotes.
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ity of the sacred and secular references, the revival of the
antique motif of ‘the woman in the window’, the near
three-quarter pose of the figure and the unexpected natu-
ralism of the execution in my view vindicates the dating
of the work to the late 17th or 18th century® —the dating
I had once proposed on more intuitive grounds, in bliss-
ful ignorance of the paths which can lead us to the miss-
ing chapters in the barely-known history of neo-Hellenic
cultural artefacts.

Angelos Delivorrias
Director of the Benaki Museum
e-mail: delivorrias@benaki.gr
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Some thoughts on unusual secular examples of Cretan woodcarving and the stylistic aspects of ‘folk art’

AITEAOX AEAHBOPPIAX
['bpw and kdmnoteg omndvies KOOWKES dpLovpyles TG KpNTLkAG EVAOYALTITIKNG

KAl Ta TEXVOTPOTIKA pavopeva TG Aeydpevne Aaiknig téxvng

Me agepia tov emmeddyrvgo didkoopo prag E6Avng
kaoéhac and my Kprn oe diotiky oviroyr (euk. 1-2),
oty napovoa peréty enaveetdletat 1) enfong emneds-
yAven mapdotaon g Ztadpwong tov Movogiov M-
vdkn (et 3), n onofa kat anodidetar pe oryouptd mAéov
oo 810 kpY UK epyaoTtipto, av &yt otov (to kKaAArtéyvr
tov 160v at. Ta 8o avtd teyvikd xar texvorpomkd
ovyyevy €pya katevBivouv v avélEn g epeLVITTIKYG
dradikaotag mpog pia GAAN opdda and EvAdyivnta Po-
pelottariknic vnotiBetar kataywyr|g, petald twv onoiwv

EexwpiCer n pvnuetaxy] kacéra e Poréyavdpouv kat
nédA oto Movoegio Mnevdky (etk. 9-12). Ané v mpo-
ondfeia va yvnramBel pa evémmra EvdoyAbmtev pe
avtiotorya yapaxktnplotkd kat va eEaxptPoblel n petald
TOUG ¥ POVOAOYLkY] ox€on) eviomioTnkay kat dAAeg opdAo-
you Ggoug dnptovpyleg téoo oty Kprjtn (ew. 5-8) éoo
kar oty Itaia (ew. 13). Tavtéypova npoékuyav kar
oplopéveg emmiéov evdeileis yia v mbavy emPioon
G (dag kahAiteyvikig mapddoong katd tov dyipo 170
kat tov 180 atdva (eik. 14-15).

APPENDIX:
ALVISE CHIGGIATO

Insieme della cassa

Sembra opera di due mani: a) quella della fascia/tavola
centrale coperchio a fondo blu e b) quella della fascia alta
del coperchio ¢ del fronte della cassa, entrambe scolpite a
bassorilievo, contornando il disegno, con fondo pointillée.

Ovvero ¢ forse un rimaneggiamento/modifica di una
versione iniziale (a fondo blu) che si & tentato di cam-
biare, con effetto di orizzonte su cui navigano altre navi,
lasciando poi il lavoro cosi. Notare che il colore marrone
scuro appare solo sulle due navi centrali della fascia a fon-
do blu e su una minore della fascia superiore, anch’essa
nave a vele quadre. In un passaggio di questo ipotetico
procedere, i colori sono stati apparentemente ripassati,
usando in prevalenza I'ocra rossastra per il rosso e il giallo
limone per l'oro.

(Rosso amaranto e oro erano 1 colori tradizionali del-
le bandiere veneziane, ma il disegno delle bandiere era
completamente diverso). La qualita del disegno ¢ molto
migliore dove si usa il marrone scuro che dove si usa
locra. Sospetto che sotto 'ocra si possa trovare un colore
iniziale diverso.

Tavola a fondo blu

La rappresentazione delle navi centrali a batteria e vele
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quadre & molto corretta. Si tratta di due prospettive di
uno stesso galeone databile -nel Mediterraneo orientale-
fra il 1580 e il 1620, pit verso il 1620 (il tipo di nave &
diffuso fra Spagna atlantica e Inghilterra, successivamen-
te in Mediterraneo, in quell periodo).

Il castello di poppa alto e stretto della nave di sinistra
(vista da dietro) ¢ esatta in tutti i particolari, inclusi i due
portelloni per i due cannoni di fuga. Le decorazioni scol-
pite e dorate di poppa sono quelle di quell periodo.

Il fumo delle cannonate ¢ rappresentazione di maniera:
nelle battaglie vere, i colpi di incrocio (una nave navigante
in un verso e I'altra nella direzione opposta) erano piutto-
sto rari: di solito si cercava di procedere per rotte parallele
e i tiri duravano a lungo, terminando con I’abbordaggio
finale. La ricarica dei cannoni richiedeva infatti qualche
minuto e, incrociandosi, le navi potevano contare solo su
una salva di cannonate). Qui sembra piuttosto 'occasio-
ne di rappresentare la nave da prospettive opposte.

La bandiera a 5 fasce orizzontali (tre rosse, fra cui le
esterne, e le due interne gialle), —che io sappia— assomi-
glia a una delle bandiere della Hansa del Baltico (che perd
¢ a fasce rosse e bianche), molto improbabile in ambiente
mediterraneo. La bandiera che pil ci assomiglia in Medi-
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terraneo ¢ quella di Tunisi, che pero ha una fascia (bian-
ca) in pill, in alto. Non so quindi cosa dirne. Le bandiere
rosse in testa d’albero delle galere sono quelle di tutti gli
Stati ottomani.

Poiché i colori rosso-ocra e giallo della fiamma del ga-
leone di destra (con ‘iamma’ chiamo la bandiera a due
code triangolari molto lunghe) ¢ uguale a quelle delle
galere di destra, si pud pensare che si tratti di una colo-
razione di maniera, tendente a rappresentare un gruppo
di navi appartenenti tutte —galere e navi— ad una stessa
flotta ottomana. Ovvero che tutte le bandiere rappresen-
tate siano state ridipinte in un secondo momento a colori
uniformi. La scena non rappresenta quindi uno scontro
reale, ma piuttosto una parata di navi con tiri a salve.

Le quattro galere della fascia a fondo blu

Sono rappresentate in una scala di grandezza diversa e
minore rispetto alle navi. L'ipotesi che allora si tratti di
fuste di minori dimensioni reali ¢ da scartare, dato il loro
armamento di alberi e vele e dalla quantita di remi che
—in proporzione agli scafi— si sono voluti rappresentare.

Il profilo ¢ quello tipico —largamente documentato
— delle galere greco-ottomane. Tipico —e di maniera— ¢
il profilo del castello di poppa, molto pili marcatamen-
te risalente verso l'alto che non nell’iconografia delle
corrispondenti galere occidentali. (Conosco qualcosa
di simile solo nell'iconografia della Galleria delle Carte
geografiche in Vaticano, considerata una licenza artistica
dell’esecutore).

Il modello di scafo & pero di parecchi decenni anteriore
a quello dei galeoni.

Infatti la poppa e il timone curvi (relitto tradizionale
del tempo in cui si usavano i due timoni laterali di tipo
romano) ¢ stato abbandonato quasi del tutto dopo Le-
panto. In quella battaglia, in cui si sono riunite —e reci-
procamente osservate— tutte le flotte a remi del Mediter-
raneo, sono apparsi evidenti i vantaggi del timone ad asta
rettilinea, inizialmente introdotti dalle galere ponentine.
Esse sono quindi di un modello antiquato e quasi del tut-
to abbandonato all’epoca dei galeoni disegnati al centro.

La loro rappresentazione ¢ sommaria e pil scadente di
quella dei galeoni. La colorazione & piti povera: non ¢ usato
il marrone scuro ma quasi solamente I'ocra rossa e il giallo
limone; i remi hanno una rappresentazione annebbiata.
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Nell’insieme la loro rappresentazione -senza prospettiva se
non una parziale sovrapposizione delle due galere di destra
—& decisamente pili di maniera, con riferimento deciso agli
standards dell’ambiente greco-ottomano, quasi costanti, ai
confini della liberta artistica. La stessa cosa si puo dire per
le galere della fascia superiore pointillée.

All’estrema destra del coperchio, in alto, e sopra le due
galere di sinistra della fascia a fondo blu, sono rappresen-
tati de ‘galeoncini’ (non confonda il nome simile: erano
completamente diversi dai galeoni), con vele quadre al-
I'albero maestro e vele latine al trinchetto e alla mezzana.
Il loro disegno & tecnicamente corretto, ma si tratta di
barche che ebbero il massimo impiego intorno agli inizi
del 1500, cio¢ anch’esse vari decenni precedenti ai due
galeoni centrali.

Il Fronte della cassa

Mostra quel che sembrano delle residue tracce di colo-
razione, che forse erano inizialmente simili a quella della
parte alta dell’interno del coperchio. La presenza silhouet-
tes di angioletti accanto al foro della chiave, denuncia una
committenza cristiana. I costumi dei quattro personaggi
maggiori sembrano della stessa epoca dei galeoni, piut-
tosto che di quella delle galere (in particolare i fiocchi ai
nastri che sostengono le calze del primo a sinistra). Le s-
lhouettes dei tre riquadri di soggetto navale, per quel che si
vede, sembrano riprodurre scene con elementi di disegno
che forse sono gli stessi della fascia a fondo blu.

Conclusioni possibili

La cassa ¢ databile nel quarantennio che va dal 1580 al
1620 ed & di committenza cristiana in ambiente greco-
ottomano. La rappresentazione del galeone centrale, visto
nelle due posizioni di poppa e di prua, ¢ realistica, mentre
tutte le altre sono di maniera e riferite a barche di epo-
ca precedente. Non posso definire I'appartenenza delle
bandiere se non per somiglianza. Quasi di sicuro ¢ stata
ritoccata con i colori ocra e giallo limone la colorazione,
alterando qua e a (galeone di destra) anche particolari

del disegno.
Dot. Alvise Chiggiato

Membro dell’ Istituto Italiano di Archeologia e Etnologia
Navale a Venezia
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The stereotyped vision of Greece: 19th century photographs in the
Benaki Museum archives

THE PHOTOGRAPHIC ARCHIVE of the Benaki Museum
was founded in 1973 with the object of collecting, stor-
ing and classifying photographs of monuments and works
of art of the Byzantine and post-Byzantine eras. Over
the years the initial thematic repertoire of the Archive
has been expanded, so that it now covers all aspects of
modern Hellenism and is currently exploring trends in
contemporary Greek photography. The Museum’s pho-
tographic collection comprises 300.000 negatives and
25.000 vintage prints which have been acquired by the
Archive mainly through major donations and purchases.
Outstanding among the material from the 19th century
is the oeuvre of the European photographers James Rob-
ertson and Alfred Nicolas Normand, as well as that of
the Greeks Dimitrios Constantinou and Petros Moraitis.
The impressive twentieth-century collection includes the
archives of professional photographers such as Nelly’s,
Voula Papaioannou, Periklis Papachatzidakis, Dimitris
Harissiadis, Nikolaos Tompazis, Henri Paul Boissonnas
and Nikolaos Rizos, as well as amateurs.

The discussion that follows is based on an examina-
tion of the material held in the Photographic Archive,
specifically the vintage nineteenth-century prints taken
in Greece by foreign photographers. The photographic
work produced in Greece during the nineteenth century
has often been characterised as having a certain sameness,
and a study of the photographs at the Benaki confirms
this uniformity of subject matter. Yet beyond this the-
matic unity one may find an underlying diversity, and
a closer analysis of the photographs supports the thesis
that in the case of Greek antiquities the same subject was
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observed, examined and documented by each photogra-
pher from a different perspective.

The stereotyped perception of Greece

Interest in travelling to Greece has a long history and,
to judge from the ever-increasing number of visitors,
the desire to see the country remained unaffected by
the constant political and social changes within Greece.'
“What increasingly focused attention on Greece for its own
sake was its antiquities and the hope of finding them”.* The
travellers were often accompanied by artists whose task
was to produce textual or visual documentation of the
main places of interest. Most visual images depicted the
antiquities and most published writings described the
ruins and historical background associated with them.
Over the years, and as a result of this thematic preoc-
cupation, these artistic and literary endeavours created
a stereotyped perception of Greece —a perception which
was adopted by photographers during the nineteenth
century.

The majority of photographers documenting Greece
imitated their predecessors, the illustrators and writers,
by confining their thematic choices within the domain
of the Greek antiquities. It is therefore no coincidence
that early photographic work in Greece reflects a homo-
geneity of subject matter. However, as mentioned above,
differences in approach emerge if one examines the work
more carefully. As Susan Sontag remarks, “zhe photogra-
pher was thought to be an acute but non-interfering observer
—a scribe, not a poet. But as people quickly discovered that
nobody takes the same picture of the same thing, the suppo-
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sition that cameras furnish an impersonal, objective image
yielded to the fact that photographs are evidence not only of
what’s there but of what an individual sees, not just a record
but an evaluation of the world”

Over the centuries, Greece has attracted visitors of
different origins and cultures. Due to its geographical
location the country has served both as a place of transit
for voyagers to the Holy Land and as a destination in
itself. The large number of conquerors who occupied the
Greek territories and the hazardous conditions of travel
within the interior of the country did not diminish the
interest of travellers in Greece, and many of those intent
on visiting the country appear to have been undeterred
by difficulties of transport and accommodation®. Even if,
unlike Italy, Greece was not included in the pre-arranged
destinations of the Grand Tour,’ the country became an
important stopping-off point for a number of travellers
visiting the Holy Land. Although commercial motives
became an increasingly important reason for travelling
to Greece, its antiquarian interest remained the principal
attraction.

Curiosity about Greece and its past did not develop
until the late thirteenth century with the revival of clas-
sical learning. A number of factors, such as the trans-
lation of ancient Greek texts and their introduction
into university curricula,® led to Europe’s heightened
enthusiasm for the historical background of the country.
By the end of the 15th century, “Europeans had studied
Greek manuscripts, admired and collected Greek coins and
expressed their fascination for Roman copies of lost Greek
sculptures”.” The “works of most of the ancient Greek
historians, poets and philosophers, from Homer to
Plotinus, were available in Latin translations™ and the
traveller had become familiar with ancient literature both
from his studies and from his own private reading. As a
result of this revival of classical studies, visitors came to
Greece with the desire to identify the “Homeric sires”
and the Athens of Pericles, and in search of the ‘ideal” of
the ancient Greek civilisation described in these works.

Often, travellers’ activities were not restricted simply
to touring archaeological sites. Many writers and art-
ists produced textual and pictorial documentation of
their visits to Greece, and since their interest was exclu-
sively directed towards its antiquities, this was naturally
reflected in their work. The increased demand for infor-
mation concerning Greece and its ancient history found
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a response when travellers started “writing about the life
and sensibility of the ancient Greeks” and portraying
Greek antiquities. Consciously or unconsciously, writers
and artists both satisfied and further stimulated the inter-
est in antiquities through their work. The texts consisted
largely of descriptions of the sites," usually accompanied
by historical narratives linked to a specific antiquity."
Similarly, paintings, drawings, engravings, lichographs
and, later in the nineteenth century, photographs also
depicted the ruins.” Evidence of artistic interest in other
subjects, such as the contemporary social scene or mod-
ern Greek architecture, is almost non-existent. Uncon-
sciously, travellers, along with the large number of other
artists and writers who documented the ancient remains,
provided Greece with a distinct identity that was closely
related to its past. “ The culturally located ways of framing
sights and arranging narratives is a selective process that
usually reproduces the predictable; the alveady said, writ-
ten and photographed”."* Before considering the various
factors that lad to this homogeneity of subject matter, it
may be useful to examine how the cultural representa-
tion of a country is formed.

Man has always felt a strong desire to explore the
limits of his world. Natural curiosity and the thirst for
knowledge have brought travellers into contact with
unknown civilisations and exotic locations. The search
for the “extraordinary”™ and the “otherness”™ of a dif-
ferent country or civilisation has encouraged the urge
to travel. In Greece, this search for the exotic and the
unfamiliar found its response in the archaeological sites:
the peculiar and diverse character of the Greek landscape
did not attract the traveller, who concentrated on the
discovery or rediscovery of the remains of ancient Greek
civilisation.

According to historians of tourism, the remoteness of
a place is what awakens human curiosity and the urge to
travel to that location. This leads to an attempt to capture
the large “range of signs, images, symbols” and “make the
sight familiar to us in ordinary culture”.” In other words
the cultural representation of a tourist site is formed by
“symbols, images, signs, phrases and narratives”."* The sum
total of these representations reproduce what Tim Eden-
son calls the “otherness™ of a travel destination. In this
respect, Greece was represented only by characteristics
that were closely related to its past, to ancient Greek
civilisation. Consciously or unconsciously, the traveller
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Fig. 1. P.-G. Joly de Lotbiniere, The east facade of the Propylaia, October 1839 (from: Excursions Daguerriennes: Vues et
monuments les plus remarquables du globe, Noél-Marie Paymal Lerebours [(Paris 1842)]. Aquatint, 15.4 x 20.8 cm.

sought to find in Greece its ancient identity, in other
words those features that distinguished this country from
others.

Guidebooks played a unique role, since in their own
way they determined the routes the voyagers followed.
Greece, set apart by linguistic and topographical barriers,
necessitated the consultation of such books, the major-
ity of which proposed visits to the archaeological sites,
often commenting on their singular qualities.”” Nearly all
guidebooks began their itineraries with Athens because
of the attractions it provided in itself and also because of
its convenience as a starting point for tours to the inte-
rior of Greece. Travellers were recommended first to visit
the Acropolis, which dominated the landscape, and then
the ruins surrounding it, such as the Monument of Phi-
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lopappos, the Temple of Olympian Zeus, and the The-
seion. After the antiquities of Athens, they were directed
to other archaeological sites throughout the rest of the
country, such as Delphi, Corinth and Aegina. In this
way they were encouraged to follow a pre-determined
route and some of them, in their turn, documented the
pre-selected sites recommended by these publications.
Another fact that recommended people to visit and

document antiquities was the distinctive architectural
eclecticism of Athens. “Perhaps no town on the world
possesses such an extraordinary melange of different styles of
buildings as Athens, which may be accounted for, from its
having fallen under so many masters, each of whom bas left
some specimen of the architectural style of their nation”
Eastern elements could be found in the presence of
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Fig. 2. A.-N. Normand, View of the Acropolis and the Temple of the Olympian Zeus, 1851. Albumin print from calotype
negative, 15.4 x 20.5 cm.

Turkish mosques and, at the same time, Western
influences in the modern architecture. Many travellers
expressed their feelings of disappointment on arrival at
the sight of what was described as the “dirtiest little town
in all Christendom’.” A traveller in Athens during the
1850s remarked: “There is nothing particularly Greek in
the physiognomy of Athens. The houses of the better sort are
German in outward appearance, while the poorer dwell-
ings resemble those of the Iralian villages”™ The feature
that justified the “otherness™ of Greece which most
travellers were looking for was its antiquarian interest.

Nineteenth century photography in Greece
According to Gary Edwards, “early photographers of
Greece followed what might be called a standard icono-
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graphic programme in selecting sights at which they pointed
their cameras, an iconographic tradition that nor only
predated photography. .. but continued for abour 25 years
following Joly de Lotbiniere’s 1839 views” * Moreover, the
thematic uniformity of early photographs of Greece was
encouraged by the physical properties of photography
itself. During photography’s first years, it was not pos-
sible to document moving objects with clarity because of
the long exposures required. Thus photographers turned
their lenses to ‘stable’ objects such as architectural views,
and, in the case of Greece, archaeological sites.

When the invention of photography was presented at
the Académie des Sciences in Paris on 19 August 1839,
the Frenchman Francois Dominique Arago declared that
the discovery had many marvellous applications. Specifi-
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Fig. 3. A.-N. Normand, The west slope of the Acropolis, 1852. Albumin print from calotype negative, 14.9 x 20.4 cm.

cally, he mentioned that in order “0 copy the millions and
millions of hieroglyphics that cover (even on the outside) the
great monuments of Thebes, Memphis Karnak etc. one
would need twenty years and legions of drafismen. With the
daguerreotype, one single man could do this enormous work
by himself " > Following the announcement, the French
publisher Noel-Marie-Paymal Lerebours (1807-1873)
supplied travellers with photographic equipment and
sent them to document on his behalf the “most remark-
able monuments of the globe’.

Among the first daguerreotypists despatched by Ler-
ebours was the Canadian Pierre-Gustave Joly de Lot-
biniere (1789-1865).” Lotbini¢re, who was travelling in
the Mediterranean, visited Athens in October 1839 and
photographed its antiquities for the first time. As was to
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be expected, the ‘most remarkable one’, the Acropolis,
was the prime subject chosen by the first photographer
in Greece. The daguerreotypes he produced® resulted
in an illustrated album entitled Les Excursions Daguér-
riennes: Vues et Monuments les plus remarkables du globe
(1840-1844),” which included three engravings made
from the daguerreotypes depicting Athenian antiquities
(the Parthenon, the Propylea [fig. 1] and the Temple
of Olympian Zeus). The Benaki Archive contains two
copies of the three aquatints produced from these, the
first daguerreotypes taken in Greece. In this volume
Joly de Lotbini¢re described his impressions while
photographing in Athens: “7 had already admired the
beauties of the Acropolis in detail when I first went there
with my daguerreotype camera. At that time I was a strict
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Fig. 4. ]. Robertson, South front of the Theseion sen from the south-east, 1853-1854.
Albumenized salt print, 23.5 x 29.4 cm.

observer of Daguerre’s rules, and I intended not ro waste a
moment in exposing my plate ro the rays of the sun. None-
theless I was greatly confused by the need to choose among so
many masterpieces, I turned my camera first one way and
then another. In the end, the position of the sun led me to
decide on the view of the Propylea, that marvellous gateway
which is such a worthy introduction to the wonders of the
Acropolis. I cannot deny that I regretted having ro turn my
back on the divine Parthenon and the Erechtheion, but my
regret soon faded before the magical view laid our before
me” *® No previous photographic work existed for Joly
de Lotbiniere to use as a starting point, but he himself
laid the groundwork for later photographers by adopting
and exploiting the thematic repertoire of the printmakers
who had preceded him.

The ‘iconographic tradition’ was next adopted by the
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photographers of the calotype era.’’ One of the pioneer
calotypists to visit Greece was the famous French archi-
tect Alfred-Nicolas Normand (1822-1899). In 1846,
Normand was awarded the Prix de Rome, which allowed
him to continue his studies in Italy, and while in the Ital-
ian capital he learned photography from the celebrated
writers Maxime Du Camp and Gustave Flaubert. Nor-
mand briefly practiced photography in Rome, Pompeii
and Sicily, before travelling to Greece in the company of
Alfred Mézieres. The two men arrived in Thessaly in the
autumn of 1851 and travelled south to Athens, reach-
ing the capital on 8th October,” where they remained
until the 25th of the same month, documenting the
ruins (fig. 2). In one of his letters Normand describes his
experiences while in the Greek capital: “Finally, I am in
Athens, near the monuments I so admired. However, I had
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not imagined the city to be so small, miserable, melancholic
and waterless. [...] What compensates (the visitor) for all
the minor tribulations is the Acropolis and the antiquities
that surround it. It is difficult to find something as beauti-
ful as the Acropolis”® On their way back, they toured
the region of Pelion and Ossa, and stopped in Salonica
before finally reaching Constantinople. Normand visited
Athens again in January 1852 on his way to Ancona (fig.
3). In 1855, he abandoned photography and returned to
the practice of architecture. It is recorded that Normand
made a total of 130 calotypes during his tour of Greece
but only a few exist today. The Photographic Archive
of the Benaki Museum owns what could be described
as the oldest single collection of photographs preserved
in Greek archival collections, consisting of 24 albumin
prints produced from calotype negatives dated 1851-
1852 and 7 albumin prints signed 1887. Normand’s
depictions of the Greek capital are among the earliest
surviving photographs of Athens, and he documented
the Acropolis and its surrounding antiquities in the state
of abandon brought about by centuries of foreign occu-
pation. His images move us, but at the same time they
display a beauty and power which are only apparent on
careful examination. Despite some aesthetic differences,
the work of the calotypists in Greece largely conforms to
the ‘iconographic programme’ of photographing Greek
antiquities.

The Englishman James Robertson (1813-1888)* also
travelled to Greece in the early 1850s. It has been sug-
gested that Robertson was born in Middlesex, England
and studied at the University of Edinburgh, but he spent
most of his professional life in Constantinople as Chief
Engraver of the Imperial Mint. Robertson’s interest in
photography began to show itself in 1850, when he spent
some time in Malta, taking calotype views of the island®
with Felice Beato (c. 1830 - c. 1906). A few years later
he opened a photographic studio in Pera, the European
quarter of Constantinople, thus facilitating his access to
Greece. His photographs of Greek ruins taken in 1853-
1854 were published in two albums (figs 4, 5). The first,
entitled Grecian Antiquities Photographed by James Robert-
son, esq., Chief Engraver to the Imperial Mint, Constantino-
ple* consisted of forty-eight photographs on salted paper
and the second, Photographs by Robertson: Athens and the
Grecian Antiquities, contained forty-four albumenised
salted paper prints. A copy of the latter was presented
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Fig. 5. J. Robertson, The north porch of the Erechtheion from
the north-east, 1853-1854. Albumenized salt print,
30.7 x 26 cm.

to the Benaki Archive by Rena Andreadis in 1989. A
feature of Robertson’s photographs is the inclusion of
human figures in local Greek costumes, while sharpness
and an overall penetration of detail with a rich gradation
of tone are the basic characteristics of his camera vision.
Although the images of the photographers mentioned
above fall within the ‘iconographic programme’ described
by Gary Edwards, the personal vision of each individual
is apparent, and closer analysis reveals a difference in style
and approach —for example the ‘romantic vision™ that
Robertson transferred to his views through his particular
way of positioning of the human element.

The late 1850s was a period of further transition in
photographic technology. The calotype was replaced by
the wet collodion process, making photography more
resistant to elements such as hot climates. Addition-
ally, travellers became increasingly intrigued by the ‘new
discovery’, and the profession of photographer began
to appear more attractive in commercial terms.”*® Thus
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Fig. 6. C. Schiffer, The Parthenon, ¢.1859. Albumin print, 16 x 21.2 cm.

began a dynasty of photographers whose photographic
views of the Grecian antiquities would invade Europe
in the form of souvenirs brought home by tourists.
Prominent among them are Francis Frith (1822-1898),
Francis Bedford (1816-1894) and Jacob August Lorent
(1813-1884). At the same time, one finds a number of
foreign photographers becoming established in Greece.
Carl Schiffer, probably of Bavarian origin, spent a
considerable time in Athens. According to Schiffer’s
‘announcements’, he worked there from late 1859 to
1863 and called himself a “painter and a photographer” »
Photography historians have suggested that Schiffer was
one of the first photographers to open a proper indoor
studio (i.e. one with large glass windows) in Greece. His
work is not restricted to portrait photography but also
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illustrates the architecture and archaeological sites of
the time. The Benaki Museum has recently acquired an
interesting view of the Parthenon signed by this photog-
rapher (fig. 6).

By the end of the 1850s stereo photography had
begun tackling everything from architectural views to
sociological scenes. The stereoscopic effect, produced
by two slightly dissimilar photographs taken from view-
points 10 to 20 centimeters apart, affected the photog-
rapher’s vision and the public’s way of seeing. Stereos-
copy secured a perception of relief and depth and, thus,
“created a comprehensive pictorial catalogue of the world,
comparable to a detailed topographical survey”®. Included
in the Photographic Archive are 10 stereoscopic views
of Athens taken by Vassilaki Kargopoulos (1826-1886).
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Fig. 7. V. Kargopoulos, The Gate of Athena Archegetis in the Roman Agora, 1860.
Stereoscopic photograph, albumin print, 7.2 x 14 cm.

Kargopoulos is one of the most important names in the
history of photography in Ottoman Empire, and is best
known as a master of the art of portrait photography.
Having been appointed ‘Chief Photographer to His
Imperial Majesty the Sultan’ he photographed members
of the imperial family, and leading civil and military offi-
cials in the government service. It is not known if he was
Greek in origin® but photography historians have called
him the first Greek photographer in Constantinople.®
Kargopoulos opened his studio in 1850, when he was
24 years old, in Beyoglou, next to the Russian Embassy.
Probably in 1878, he moved to a new address “7iinel
Meydani 4, which would become the setting for the most
brilliant years of his professional life” * Some time at the
beginning of the 1860s Kargopoulos visited Greece and
documented the Athenian monuments (fig. 7).

Despite the ease of stereoscopy, many photographers
created panoramic views in an attempt to give an illu-
sion of depth to their images. The Benaki’s Photograph-
ic Archive has recently acquired five of the six sections
which comprise a photographic panorama of Athens
taken around 1865 by Baron Paul von des Granges
(1825-1887). Des Granges was born in Kalamata
where he lived until 1848. He studied in Germany and,
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for a few years, in Italy. It seems that his first contact
with photography took place in Florence in the early
1860s, and in 1865 he toured Greece, systematically
documenting its beauties:* among the places he vis-
ited were Athens, Corinth, Delphi, Aegina, Sparta and
Santorini. In 1869 Des Granges published a remarkable
selection of photographs in a volume entitled Classische
Landschafien und Denkmiiler aus Griechenland nach der
Natur photographisch aufgenommen von Paul des Granges
in Athen.® The importance of the panorama lies in the
information it contains not only on the state of the
antiquities around Athens, but also on the city’s con-
temporary urban planning.

By the end of the 1860s the photographic market for
monuments and genre scenes had proliferated beyond all
expectations. As a consequence, the first large commer-
cial photography studios appeared in order to satisfy the
demand for souvenir images. Among the best known were
those belonging to the Alinari brothers and the Bonfils
family. The Alinari studios were founded in Florence in
1852 by Leopoldo Alinari (1832-1865), and taken over
on his death by his brothers Romualdo (1830-1890),
and Giuseppe (1836-1890). The firm Fratelli Alinar,
Forografi e Edirori, covered a wide range of photographic
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Fig. 8. Fratelli Alinari, The Gate of Athena Archegetis in the
Roman Agora, c. 1890. Albumin print, 25.5 x 19 cm.

activity from the reproduction of works of art to the
documentation of Italian scenery and costumes. They
rapidly made an international name in the photographic
industry through their contacts with important museums
and art historians.® It is not known which of the Alinari
brothers visited Greece or when exactly this occurred, but
they are generally said to have photographed in Greece
in the late 1860s.” However, a close examination of the
photographic prints in the Benaki Museum reveal that
the visit must have taken place in the late 1890s (fig. 8).
In 1890 the two eldest brothers, Romualdo and Giu-
seppe, died and control of the firm passed to Vittorio
Alinari (1859-1932), Leopoldo’s son. The Alinari firm
took on a new direction, focusing on the documenta-
tion of the entire national territory.® By the end of the
century the firm’s catalogue listed about 20.000 subjects
and comprised 70.000 itemized negatives.

Another important acquisition by the Benaki’s Pho-
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tographic Archive is the work of the Frenchman Felix
Bonfils (1831-1885). Bonfils was an established com-
mercial photographer in Beirut from 1866, and he was
later joined by his son, Adrien, who continued the opera-
tion of the studio after Felix’s retirement. Adrien sold
up the studio in 1894, by which time, presumably, “zbe
market for professional photographs of the monuments |...]
was dwindling in the face of new technologies which pur the
art of photography within the range of the ordinary travel-
ler” . Felix Bonfils made at least two trips to Athens, in
1870-1872 and again in 1877.” His photographic imag-
es of Greece, eight of which are included in his album
Architecture Antique: Egypre, Gréce, Asie Mineure. Album
de photographies published in 1872 and ten in Souvenirs
d Orient, published in 1878, once again illustrate pre-
constructed themes of ancient ruins such as the Parthe-
non, the Erectheion and the Theseion (fig. 9). Andrew
Szegedy-Maszak has characterised Bonfils’s images as
beautiful but at the same time ‘conventional’,’' created to
satisfy the taste of the eager nineteenth-century market.
A closer examination, however, shows Bonfils’s “austere
and scholarly approach to the sites”, the result of this pho-
tographer’s interest in the archaeological, as opposed to
merely picturesque, details of the antiquities.

Pascal Sebah (1823-1886) was a leading photographer
in Constantinople who visited Greece and documented
the ‘important’ archaeological sites in 1873-1874. He
was born in 1823 and established a photographic studio
(which he named ‘El Chark’) on Pera’s Postmen Street*
in 1857. A few years later, in 1873, Sebah opened a
second studio in Cairo, where he collaborated with
H. Bechard.” In his book 7he Athens of Alma Tadema
Richard Tomlinson mentions that in an advertisement
of 1880 the Sebah studios offer complete collections of
views in all forms of Egypt, Nubia, Greece, Constan-
tinople, Bursa, Adrianople and Smyrna.”” Most of his
depictions of Greece illustrate the antiquities of Athens
but there also exist photographic images of the ancient
ruins of Corinth, Nemea and Mycenae.”® In 1875, he
published a catalogue entitled Catalogue des vues d’ Egypte,
Nubie, Athenes, Constantinople et Brousse which consisted
of 400 photographs.” The album itself was not for sale
but it was compiled to assist in the marketing of his
work. The Photographic Archive has recently acquired
two signed albumin prints depicting the Ancient Theatre
of Dionysos (fig. 10) and the Propylaca. Sebah’s pho-
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Fig. 9. F. Bonfils, 7he Arch of Adrian, ¢. 1870. Albumin pring, 21.1 x 27.9 cm.

tographs are notable for their careful lighting, effective
posing, use of attractive models, and careful attention to
detail, as well as for the excellent print quality produced
by his technician, A. Laroche.”

Towards the end of the nineteenth century more and
more tourists were visiting Greece and the introduction
of easy-to-use cameras made photography more acces-
sible to amateurs. In 1888, Kodak manufactured and
marketed the first cameras that enabled tourists to take
their own photographs. As photography became mass-
produced, the iconographic interest began to change.
“Traditional’ depictions of the antiquities were now
found dull and new ideas were explored. An interest in
Greece’s social environment and political life began to
emerge; indeed, despite all the difficulties still involved

3, 2003

in the photographing of moving subjects, photographers
were now to be found at events of every kind.
Stereo-photography became even more popular in
the 1880s and 1890s. Once again Greek antiquities at-
tracted photographers, mostly Americans and Germans,
who took pictures on behalf of stereoscopic agencies
abroad. One of the larger 19th century photographic
agencies specialising in the production and sale of
stereoscopic pictures” was Underwood and Underwood
News Photos Inc., founded in 1880 in Ottawa, Kan-
sas, by Elmer and Bert Underwood. The two brothers
started their business by buying and selling stereoscopic
photographs. When the demand for such photographs
increased towards the end of 19th century, the company
began to buy up other international agencies, and it soon
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Fig. 10. P. Sebah, The Theatre of Dionysos, c. 1872. Albumin print, 26.2 x 34.4 cm.

became the leading photographic agency in America.
The company did not restrict its activities to simply
purchasing the photographs but it also produced them,
and in 1901 production appears to have reached 25,000
photographs per day. The company’s personnel was
trained to specialize in scenes of everyday life: many of
them, whose names are mostly unknown today, travelled
the world, documenting places as far afield as Japan. The
stereoscopic photographs that were taken in Greece on
behalf of Underwood and Underwood Publishers date
from 1897 to 1906. A total of 100 such photographs
(albumin prints, 8 x 7.2 cm) were issued as an album
—in the form of a box resembling a closed book— enti-
tled Greece, Through the Stereoscope. The Benaki Archive

contains a copy of this album along with a large number
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of stereoscopic photographs that date from the 1860s to
the 1910s.

Some photography historians claim that these photo-
graphs were taken by the Underwood brothers themselves.
However, no evidence exists to support this view, particu-
larly as the photographs bear only the name of the com-
pany. They explore a wide area of Greece, covering places
such as Athens, Corinth, Patras, Corfu, Meteora, Delphi,
Epidaurus and Olympia (figs 11, 12). Although they pro-
vide an extensive record of the archaeological monuments
and other buildings of historical importance, this did not
remain the photographers’ sole interest: the Greek coun-
tryside and scenes of daily life are also documented, thus
demonstrating how photography can overcome its static
and silent nature and befriend reality. On the back of each
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Fig. 11. Underwood & Underwood, The Ancient Theatre of Epidaurus, 1897. Stereoscopic photograph, 8.1 x 15.5 cm.

Fig. 12. Underwood & Underwood, Olympia, 1897. Stereoscopic photograph, 8.1 x 15.5 cm.
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photograph there is a text by Rufus B. Richardson which
links the image with its historical background. In 1925,
the Underwood brothers retired, leaving behind them a
veritable treasure-house of stereoscopic photographs.

Conclusion

As stated at the beginning of the article, a certain
sameness characterises the photographic work produced
in Greece during the nineteenth century, and our exam-
ination of the photographic collection of the Benaki
Museum has confirmed the uniformity of subject matter
at this time. Yet beyond the thematic unity an under-
lying diversity of approach can be observed. Although
early photographs of Greece may at first sight appear
indistinguishable because of photography’s propensity
to render an apparently objective view of the world, in

fact each photographer took a slightly different approach

NOTES
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in his photographing of the Greek antiquities.

For us today collections such as the Photographic
Archive of the Benaki Museum are of invaluable and
inspirational interest. They present a unique record of the
critical state to which the antiquities had been reduced
through the plundering and vandalism that took place
during the years of Ottoman rule. Nineteenth century
archaeological photography in Greece can assist archae-
ologists and conservators today in the difficult task of
restoring Greek monuments: indeed for the gradually
developing science of archaeology the camera was —and
still remains— indispensable.
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AAIKH TXZIPITAAOY
H otepedronm ewdva g EALGSag: potoypapies tov 190v atdva ota Potoypagikd Apyeia

tov Movoetov Mmevdxn

To GpBpo BaociCetal oto mpwtdtuno vAKS oL PUAGG-
oetat oto Tprjpa Potoypagikdv Apxelwv kat mpaypa-
tedetal 1o €pyo tov Eévav potoypdeev otnv EAAdSa
tou 190v atdva. Méoa and ) perétn tov potoypagt-
AV auTdv TIpokvTITEL pa opotopopia wg mpog T Oepa-
toypagia. Ou neploodtepor patoypdgor eméheEav va
KATAypaypouy pe ToV Paksd TouG TG EAANVIKEG apyad-
mrec. [apdiinia, mépa ané avty ) Bepatuct| opots-
TNTA, ATOKAAUTITETAL pLa SLAPOPETIKT| TTPOOEYYLOT] TOV
Béparoc ané kdbe potoypdgo.

2uc 19 Avyodotov touv 1839 mapovoidotnke oty
FaAiiky Axadnpia Teyvév kat Emotnudv oto Iapiot,
1 €PEVPEOT] TNG POTOYPAPIAG KAL CUYKEKPIPEVA 1) Pé-
Bodog tov Louis-Jaques Mandé Daguerre (1787-1851),

o omolog elye katagépet va anoddoet pla Betiky etkéd-
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va endve oe a xdAkvy mhdka. Katd ) didpketa tng
avakoivoorng, o I'dArog akadnuaikés Frangois-Domi-
nique Arago (1786-1853) dev mapérenpe va tovioetl Tig
noAvdpiBueg epappoyéc e “npotédtunmg” avakdiuv-
PNG. ZUYKEKPLUEVA QVEPEPE OTL «Yid va avitypapoty 6ia
va 16poyAvgixd twy peyddwv pynueivv twy Onfdy, tov
Kapvix x.d4, da xperdCoviav 20 én xar eyedves oxedia-
oy, evid pe Tn dayyeporvmixti uédodo éva pudvo dropo da
pHrmopovoe va Kdver avriy tny tepdoria epyacia». Epmveu-
opévog and v avakofvoon avt], o ['dAdog exddng
Noél-Marie-Paymal Lerebours (1807-1873) egodiace
tabdidteg pe potoypagikd efomiiopd (dayyepoturni-
K€G HMYXavéG) Kat Toug £0TELRE va KATAYPAYOLV «za 720
aroonpeinra pynueia 1ov Kéouov».

‘Etot Eexwvd 1o talidt v Eévav gotoypdgov otnv
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EXAdda. Apngdvtag tig kaptéc ovvBrikes kat to Pd-
POG TOL POTOYPAPLKOY TOLG EEOTIAIOHOY, é@Tavav aTov
EAANVIKG OpO pe OKOTO va kataypdypouv, akoAovBd-
vtag g npokabopiopéveg dradpopéc tov tabidtotkdy
0dnydv toug, ta “atroonpeiota” pvnueia tov. H Akpé-
moAn, kabdg kat ta pvnpeia mov v mepdiiovy, a-
notedoboav anapaitmto otabud tovg, pe anotéAeopa
1 mopeia tovg va axorovfei to o1 drapoppwpévo and
TOUG TEEPMYNTEG-CWYPAPOVS OTEPEGTUTIO EIKOVOYPAPLKS
TIPSYPApUa, KAl 0TO £pYO TOUGC VA PETAPEPETAL 1] EIKGVA
piag weatrig EAAGSag mov tavtifetar pe avty| g kha-
owrig apyarétnrac. To yeyovés avtd evioyue 1 meplopt-
opévn Suvatdtta Tov PEToypaPikol Pakov, Abye Tov
peydiou xpdévouv ékBeonc g paotogvaionng mAdkag,
mov kabotoboe adbvarty v anotdnwon e kivnong.

Avdpegoa oToug TPGTOuS dayyepoTurioTeg oL avéia-
Bav v anootor tov Lerebours, vjrav kat o Kavadde
Pierre-Gustave Joly de Lotbiniere (1789-1865). O Lotbi-
niere, wov taideve ot Meodyelo, emoképtnke kat Y-
Toypdgioe yla mpdTy Yopd tg abnvaikéc apyadtnteg
tov OxtdPpro tov 1839, do péiig prveg petd ty emi-
onun avakoivoor g epedpeans. Onwg avapevdtay, 1)
Akpdémorn fjrav to mpetapyiké Bépa mov enéiete.

H Sayyepotvmkyy péBodog dev eiyxe ™ duvatdmra
va mapdyet moAdamid avtituna, yeyovog mov odvyn-
0€ TOUG POTOYPAPOUG VA TPOTIUHooLV TN UEB0dO g
karotur{ag, 6mov pe T pecordPron evéc apvrtikoy
pnopovoav va ektundoovy aneptépioto aptBuéd et
kv ewévav. O Sidonpog I'dArog apyitéktovag Alfred-
Nicolas Normand (1822-1909) tpdfinée ovvorikd 130
kahoturieg katd T didpkela TC TAPAPOVAG TOL OTNV
EArdSa. Méoa ané tov gatoypagiké tov @gakd ana-
Bavduoe xupiog v Akpémodr kat g nepifdirovoeg
apyadTNTeG TG,

Ta ypévia mov akorovBobv anoterodv petafatiki
nepiodo yia ) patoypagia. H péBodog tg karotumi-
ag avtikataotdfnke and v texviky] Tov Lypov KOAAO-
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Slov kat ot peydrot xpdvot ékBeomng g potoevaiodn-
¢ mAdkag petddnkav, mpoodidoviag ot véa epelpe-
on evkpivela, gvkoiia ot xpforn kar avBextikétrta
oe dbokorec katpikés ouvvBrikes, dnwg to Beppd kAipa
g EAAGSag. Ty enoyh avti pia ogipd and yvootoig
EMAYYEAUATIEG KAl EPACLTEYVEG (POTOYPAPOVS ETUOKE-
mrovtat kat gotoypagifovv tnv Advva. Avdpeod toug
Eexwpiler to £pyo twv James Robertson katr Paul Baron
des Granges. Apketol fjtav kat ot £évol potoypdgot Tov
eykataotddnkav oty EAAGSa. Xapaktmpiotikd ava-
@épetat o Carl Schiffer, mBavée Pavapikic katayoyc,
Tov gpydotnke otnv ABYva and to 1859 fwg to 1863.

[1pog ta téAn tov 190v atdva éro kat meptoodtepot
tabdidtec-potoypdgot emokéntoviay v EAAdSa. H
pwtoypapia elye ylvel O TPOTITH OTOVG £PACITEYVEG,
TIOL £0G TOTE TAPEUEVE TO TIPOVOULO TWV OLKOVOULKA 1~
oxvpdtepwv. e autd ouvvéPale KAt 1 KATAOKELY TG
TPOTNG €VXPNOTNG QOTOYPAPIKNG UNYXAVHG amd TV
Kodak, to 1888. Acdouévov 61 1 potoypagia mépace
ot palikf mapaywyy, to elkovoypa@ikd evilagpépov
dpytoe va arrdler. To otepedtuno g anotémwong
v apyaotitev £dwae T Béom tov oTig putoypagpieg
g obyypovrs Lotc. Eppavifetat, dniady, ewtoypapt-
K6 evdlagépov yla ta ToALTIkA kal Kowavikd dpdueva
mg EAXAdag, mapd g duokories mov ogelloviar aks-
pa oty advvapia mg potoypapiac va kataypdyetl pe
emrvyla v kivnow.

Adyw g paydaiag eE€MEne Tov €xetl yvopioet to pé-
00 pE TNV TIdpodo twv eT6v, 1 poondbela ov katé-
Barrav ot mpdrol petoypdgotr gaivetal va vrotipdrat.
Meretdvrag kavels 1g eicdveg avtée, ondvia draxpivel
g teyvikés uebddoug 1 akdpa kat ™ @avtacia mov &-
TevdtBnke yia v mpaypatonoinoy] tove. Ilapd tr Be-
patiky] opotopopia mov yapaktnpilet ) pwtoypagpia
tov 190v awdva otv EAAGda, o kdBe potoypdgog pe-
TEPEPE OTIC EIKOVEG TOL TO TIPOCOTIKS TOL BPOG, amoTé-
Aeopa pag wialtepng diepedvnomnc tou xwpov.
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La rénovation du Théatre Municipal d’Athenes
par Emmanuel Lazaridis

DANs LES ARCHIVES d’Architecture Néohellénique du
Musée Bénaki est conservé un dossier des archives d’Em-
manuel Lazaridis intitulé «Théatre Municipal d’Athenes
- Rénovation: Dessins 1928-31»." Il contient une série
de dessins pour la rénovation du Théatre Municipal
d’Athenes, ceuvre d’Ernst Ziller, qui se trouvait dans un
trés mauvais état apres avoir été utilisé pour abriter 1500
réfugiés de la Catastrophe de I’Asie Mineure. En 1928
le maire Spyros Patsis obtint le transfert des réfugiés et
chargea le chef d’alors des services d’Architecture de la
Ville Emmanuel P. Lazaridis de concevoir un projet de
rénovation du batiment.” Les travaux étaient trés avan-
cés, mais ils arrétérent a 'automne de 19292
Emmanuel Lazaridis (1894-1961) fit ses études 2
I’Ecole des Beaux-Arts de Paris. Il est un des représen-
tants grecs les plus importants d’un classicisme ‘moder-
ne’ modéré, un mouvement de mise en cause du clas-
sicisme romantique, qui, dés la fin du XIXe et surtout
au début du XXe siecle, était arrivé dans une impasse
complete avec les exces de I'éclectisme. Le courant
représenté par Lazaridis tenta la purification du classi-
cisme et le retour a des formes plus archaiques, avec une
intention puriste qui atteignit souvent I'exces, en don-
nant des résultats caractérisés par une froideur. Pendant
la période ou il soccupa de la rénovation du Théatre
Municipal, Lazaridis congut également le monument
au Soldat Inconnu (1929-1930), exemple typique du
classicisme ‘archaique’ simplifié qui caractérise son
ceuvre.” Clest alors qu’il congut plusieurs autres théa-
tres, thédtres-cinémas et cinémas,’ ainsi que les bureaux
de 'Organisme des Télécommunications de Grece
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(OTE) a I'angle des rues Stadiou (du Stade) et Korai
et le batiment de la Comptabilité Générale a 'angle des
rues Panepistimiou (de I'Université) et Korai.® Plus tard
il Soccupa de projets d’'immeubles d’habitation.”

Le Théatre Municipal d’Athénes s’inscrit chronolo-
giquement dans I'dge d’or de I'édification de théitres
d’hiver en Europe. A cela contribua la prospérité finan-
ciere de la bourgeoisie et 'emploi du fer dans la cons-
truction.® Les théatres construits pendant le XIXe siecle
suivent les deux types dominants: a) celui de I'opéra
baroque, tel qu’il se cristallisa au milieu du XVIle sie-
cle’ —un type issu de la tradition italienne qui dominait
PEurope ('opéra était le spectacle préféré des italiens);
b) celui du Grand Théatre, qui prit sa forme définitive
a la fin du XVIlle siecle— un type issu de Iécole aca-
démique francaise. Le premier se forma surtout pour
répondre aux besoins d’acoustique de I'opéra.' Il a ainsi
une scene profonde et une volite plate, tandis que son
parterre est en fer a cheval et entouré d’étages superpo-
sés de loges completement séparées et du balcon supé-
rieur. Cet espace du public tres différencié et hiérar-
chisé sépare nettement les classes sociales, le parterre
érant utilisé par les classes populaires et les loges par
l’aristocratie." Au contraire, le Grand Théatre francais
répondait mieux aux besoins de la prose'? et de I'exigen-
ce pour une meilleure vue.” Le parterre y est circulaire
et les loges I'entourant sont disposées de telle maniere
que la profondeur de chaque étage est inférieure a celle
de I'étage d’en dessous.' Dans les thétres frangais 'en-
trée, le foyer et les espaces de circulation du public
occupent une part importante de la superficie tortale et
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Fig. 1. Proposition de conversion de la salle. Plan horizontal.

constituerent 'objet d’un soin particulier de la part des
architectes frangais. A la différence des théitres italiens,
la différenciation des fonctions est exprimée architectu-
ralement 4 Pextérieur du batiment aussi, une tendance
qui se développa particulierement pendant la seconde
moitié du XIXe siecle, la hauteur de la tour de la scéne
ayant augmenté avec le perfectionnement des systemes
de changement vertical du décor scénographique.” De
surcroft, pendant cette période, les batiments isolés des
théatres s’inscrivent organiquement dans les projets
urbanistiques ambitieux,'® en exprimant le désir de la
bourgeoisie de se montrer au moyen de batiments qui
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Pexpriment mieux. Le comble de cette mise en valeur
urbanistique et symbolique est constitué par I'opéra de
Charles Garnier a Paris."”

Les Grecs de I'époque qui suivit la fondation de I’Etat
grec ne disposaient pas de leur propre tradition pros-
pere d’une architecture théatrale qui pourrait se combi-
ner de fagon créative avec les innovations occidentales
dominantes.” En conséquence de quoi, l'architecture
du théitre en Grece au XIXe siecle érait, a ses débuts,
idéologiquement et esthétiquement dépendante de I’ar-
chitecture alors internationale du théitre européen.
Malgré I'intérét général de I'époque a I'égard des monu-
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La rénovation du Théitre Municipal d’Athénes par Emmanuel Lazaridis

ments anciens, il ne semble pas que le culte romanti-
que des théitres de 'antiquité classique en ruine fat
systématiquement cultivé, ni I'imitation méticuleuse
de leurs formes, sur laquelle s’était basée la tradition
académique occidentale.” Par conséquent, le type du
koilon grec ancien ne constitua pas un objet d’étude ni
une source d’inspiration pour les architectes qui congu-
rent des théitres en Grece.

Tous les facteurs ci-dessus, en méme temps que la pré-
sence dominante des troupes étrangeres sur les scenes de
la Grece post-révolutionnaire, inciterent les architectes a
imiter aveuglement les modeles européens. Parallelement
a cela, I'imitation des types et styles architecturaux de
I'Europe fut également favorisée par le désir de la clas-
se dominante grecque —mais aussi par ses besoins de se
divertir— de financer des ceuvres culturelles. Les théatres
d’hiver monumentaux® furent les produits du mécénat
de cette classe —et notamment des riches Grecs de I'étran-
ger. Cependant, les moyens limités et la domination des
lois du marché dans les affaires théatrales de la Grece
moderne ne favorisaient pas édification de plusieurs
de ces théitres ou leur modernisation selon I'évolution
typologique et stylistique qui avait lieu en Europe.

La premiére pierre du batiment du Théatre Munici-
pal d’Athénes, avec lequel Lazaridis s’occupa pendant la
période 1928-1931, fut posée en 1858 pour un Théa-
tre National, sur un projet de Frangois-Louis-Flori-
mont Boulanger. Pourtant, jusqu’en 1872 les travaux
ne purent pas avancer au-dela des fondations. Ainsi, en
1873 la premiére pierre du théitre fut-elle & nouveau
posée par une autre société, cette fois-la pour un Théa-
tre Municipal et sur un projet d’Ernst Ziller (1837-
1923), parce que le projet coliteux de Boulanger ne
pourrait jamais étre réalisé.

Ziller se trouvait alors au début de sa carriere brillan-
te, au cours de laquelle, avec I'introduction modérée
d’éléments Renaissance, il put atteindre la rénovation
du classicisme en Gréce au moment ot dans les grands
centres européens le méme objectif avait conduit a
I'éloignement complet des principes du classicisme.
Cette capacité de Ziller fit de lui 'architecte préféré de
la bourgeoisie alors ascendante. Et ce car Ziller savait
satisfaire I'exigence de la bourgeoisie pour la construc-
tion de batiments dont le style exprimait son idéologie
nationale, sans en exclure I'existence de tous les con-
forts offerts par les exploits récents de la technologie.
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Fig. 2. Le parterre de la salle. Etat actuel et proposition.

Fig. 3. Le premier étage des loges et du balcon de la salle.

Etat actuel et proposition. On distingue le remplacement

des loges caractérisant les salles a I'italienne par le balcon,
un trait caractéristique des salles a la francaise.

La signification symbolique des théitres dans la vie de
la bourgeoisie européenne de I'époque rend naturel le
choix de son architecte préféré en Grece.

Or, les travaux arrétérent de nouveau en 1874 ayant
atteint cette fois-la le premier étage pour reprendre
en 1882. La Ville d’Athénes acheta alors la société et
proclama un concours pour la modification du projet
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Fig. 4. Proposition de conversion de la salle. Coupe longitudinale. On distingue le retrait de chaque niveau par rapport au

niveau inférieur, un trait caractéristique des salles 2 la franqaise.

originel. Le concours fut remporté par J. Girard, mais
le batiment fut achevé en 1888 sur un nouveau pro-
jet de Ziller et avec I'aide financier d’Andrée Syngros.”
Cependant, le projet originel de Ziller fut modifié.

Le Théatre Municipal constitua, jusqu’en 1940 o il
fut démoli et avec les autres batiments de la place Louis
—lactuelle place Dimarchiou (de I'Hétel de Ville) ou
Kotzia— i savoir 'Hoétel de Ville, la Banque Nationale
et la Poste, un ensemble architectural trés caractéristi-
que de la capitale grecque.

En ce qui est de la position du batiment dans le tissu
urbain, il est 2 noter que le Théatre Municipal consti-
tuait un des rares batiments (publics ou privés) d’Athe-
nes qui étaient entourés par des rues sur tous les quatre
cdtés. Cela peut étre, naturellement, dit au hasard, mais
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il ne peut éviter de nous rappeler qu’une place similaire
dans le tissu urbain est occupée par 'Opéra Garnier a
Paris, ainsi que par les opéras de Vienne et de Berlin et
le Théatre National de Vienne. De la méme fagon, les
batiments du Parlement et de 'Hotel de Ville, datant de
la méme époque, furent également construits sur un lot
propre 2 eux. Il est clair qu'un batiment entouré de rues a
une apparence bien plus majestueuse et une place domi-
nante dans la ville. Si 'on se rend compte que les thés-
tres, les parlements et les hotels de ville constituaient les
batiments-symboles par excellence de la bourgeoisie, qui
justement a cette époque-1a réalise un progres impres-
sionnant et fait sentir de toutes les manieres son pouvoir
et sa présence dans la vie économique et politique, alors
le soin particulier consacré  I'insertion de ces batiments
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Fig. 5. Proposition de conversion de la salle (variante?). Coupe longitudinale avec représentation détaillée du décor de la

partie supérieure et du plafond.

dans le tissu urbain et & leur mise en valeur n’est peut-
étre pas un hasard.

Par ailleurs, en raison de cette importance symbolique
des batiments ci-dessus et en dépit de I'esprit plus prati-
que qui domina a I'époque de Georges Ier, les théitres
refletent plus que tout autre batiment les phénomenes
de mimétisme et par conséquent de mauvaise évalua-
tion des besoins réels de la capitale grecque. Ainsi, au
tournant du XXe siécle, Athénes dispose-t-elle d’un
nombre excessif de théitres tant par rapport a sa popu-
lation que par rapport aux théitres des autres métro-
poles européennes.” En outre, le Théitre Municipal
fut construit pendant une période d’essor de I'opéra,
la méme époque ol furent construits les grands opéras
européens, comme ceux de Paris et de Vienne.

3, 2003

Au sujet de la typologie, il faut observer que I'archi-
tecture du classicisme en général n’est pas caractérisée
par des efforts particuliers pour un accord entre I'aspect
extérieur et la disposition intérieure. Cependant, il y a
des cas ou les édifices publics athéniens, bien que sans
présenter un accord complet entre leur typologie et leur
fonction, comprennent les caractéristiques du type de
batiment qu'ils représentent. Un tel cas est celui du
Théatre Municipal, sous la forme que lui donna Ziller.
L’entrée ‘festive’ qui occupait la quasi-totalité de la lar-
geur de la fagade correspondait a la longueur du foyer.
De surcroit, I'espace cubique comprenant le parterre et
les espaces de circulation des spectateurs, les fuseaux
latéraux jouxtant l'espace couvrant la scene avec ses
installations, les statues de I'attique relatives au théatre
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M

Fig. 6. Coupe de la scéne avec sa machinerie.

qui devinrent encore plus nombreuses plus tard dans le
Théatre Royal constituaient des éléments morphologi-
ques caractéristiques du type théatral.

Dans la variante B du projet de Ziller on ajoute des
portails pourvus d’arcs dans les entrées latérales, qui sont
peut-étre moins nécessaires du point de vue morphologi-
que que de celui fonctionnel, pour mieux servir le public
du théitre dans les jours de mauvais temps, puisque les
flacres pourraient stationner en dessous pour y laisser
leurs passagers. De l'autre part, cet intérét a la fonc-
tionnalité est démenti par I'information que le Théa-
tre Municipal n’avait pas de locaux pour les acteurs,”
si elle est vraie. Par ailleurs, dans le Théitre Municipal
comme dans d’autres édifices publics d’Athénes des
fonctions commerciales et d’autres fonctions lucratives
furent combinées avec celles publiques proprement dites.
Et ce parce que, au-dela des récompenses morales, sous
Georges ler le financement d’un édifice public pourrait
aussi apporter des profits matériels. D’autant plus que le
Théitre Municipal fut financé par Syngros, un des plus
grands hommes d’affaires de son temps. Clest lui qui
chargea Ziller de remplacer plusieurs espaces du projet
originel destinés 4 I'usage du théitre par des boutiques
et des bureaux qui lui apporteraient des loyers. Syngros
s'est réservé les revenus provenant des boutiques et des
bureaux a louer et 'espace du deuxieme escalier du théa-
tre, ot il installa sa banque.*
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Ainsi, le portique a deux étages du projet originel de
Ziller fut-il supprimé et la profondeur de la scéne fut-
elle excessivement raccourcie des 20 m du projet initial
4 12.50 m. De surcroit, 'entrée principale fut rétrécie
dans sa partie centrale, puisque 'on boucha les portails
de cette partie vers les deux entrées latérales, dont celle
de gauche abrita la banque de Syngros et celle de droite
un café. Enfin, on sacrifia encore d’autres espaces des
coulisses et des spectateurs, afin d’y créer des bureaux
et des boutiques.”

Les théatres, en tant que symboles par excellence de
effort d’européanisation de la bourgeoisie grecque,
imitent ouvertement leurs modeles européens respectifs
et, par conséquent, leur riche décor aussi, bien qu’avec
des moyens moins coliteux. Ainsi, le Théatre Municipal
présentait-il plusieurs similitudes avec le Schauspielhaus
de Karl Friedrich Schinkel qui trouva des imitateurs a
Paris, 2 Vienne, a Dresde etc. En ce qui concerne son
intérieur, la salle en fer & cheval a I'italienne rappelle le
premier Opéra de Dresde, tandis que la peinture du
plafond dans les deux coupes finales de Ziller semble
influencée par le méme batiment, bien que I'absence
de photos ne nous permette pas de savoir si ce projet
fut réalisé. Les trois niveaux en saillie des loges avec
les garde-corps pleins ouvragés et le garde-corps aux
colonnettes de la galerie sont profondément influencés
par des ceuvres antérieures de Gottfried Semper. Leur
composition constitue une imitation simplifiée du pre-
mier Opéra de Dresde, tandis que le décor sculpté fut
influencé par le second Opéra de la méme ville.” Enfin,
dans la composition des volumes le Théitre Munici-
pal est influencé par le Théatre Royal de Berlin, ainsi
que par le batiment de ’'Union Musicale de Theophil
Hansen 4 Vienne.?® Ziller, en suivant la tradition alle-
mande de l'architecture théitrale, différencia les fonc-
tions principales du batiment a I'extérieur aussi, ce que
la tradition italienne ne faisait pas.

Malgré la pauvreté de I'Etat grec, les édifices publics
d’Athénes, en raison de leur charge symbolique tres
forte, en tant que représentants de I'européanisation de
la Grece, éraient congus avec une grandeur analogue a
celle de leurs modeles de I'Europe occidentale. On peut
considérer comme un tel cas de luxe excessif le projet
Boulanger pour le Théatre Municipal. Les espaces du
public (vestibules, foyer, escaliers etc.) furent congus
et décorés avec exces pour une salle, dont le parterre
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Fig. 7. Proposition de conversion de la scéne. Elévation et coupe. On distingue la déformation de I'élévation du Théatre
Municipal qui serait le résultat de la réalisation de cette proposition.

n’avait que 16 rangées de sieges.”” En outre, ce luxe était
irréaliste pour I’état financier de la Gréce ottonienne.”

Au contraire, du point de vue de la construction le
Théatre Municipal réalisé est le parent pauvre des théa-
tres homologues de 'Europe occidentale, car, malgré
la grandeur du projet de Ziller, il s'agissait d’une cons-
truction bon-marché, sans la haute technologie et le
luxe des théatres respectifs de I'Europe occidentale. 11
est vrai que les toits de la salle et de la scéne furent cons-
truits avec des fermes en fer a couverture métallique, ol
Ziller employa une méthode de construction qui était
aussi nouvelle en Grece que coliteuse, tout comme dans
les terrasses et les planchers des couloirs et du salon, qui
constituaient des constructions sophistiquées aux pou-
tres en fer, aux volites en briques et aux dalles en ciment.

3, 2003

Mais dans tous les autres cas on employa des méthodes
de construction conventionnelles, des matériaux bon-
marché et un décor architectural standardisé, qui con-
nait une énorme propagation a I'époque. Les éléments
architecturaux de la fagade (corniches, frontons, enca-
drements d’arcs, pilastres) furent faits en enduit ‘tiré
et complétés par des éléments incrustés en terre cuite,
enduits de couleur blanche. Ces derniers étaient des
chapiteaux de pilastres et de colonnes, des clés d’arcs,
des denticules, des balustres et des statues. Le marbre
se limitait en fait dans les escaliers, la partie basse des
pilastres de entrée et dans une partie des dallages, tout
comme dans les constructions populaires privées. Est-
ce dire que le Théitre Municipal d’Atheénes était moins
luxueux, non seulement que d’autres théitres munici-
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paux du pays tels ceux de Patras et du Pirée, mais éga-
lement moins luxueux que plusieurs palais bourgeois de
la capitale.”’ Quant aux chiffres purement financiers, le
Théatre Municipal était d’'un budget de 550.000 dra-
chmes. Mais son édification s’arréta, 300.000 drachmes
ayant déja été dépensées pour les fondations et une par-
tie du premier étage.” L’apparition de Syngros plus tard
permit 'achévement du bitiment, et 4 un budget plus
élevé, mais toujours a un cofit relativement bas.

Ceci montre, entre autres, la différence de mentalité
entre les donateurs, comme par exemple entre Sinas et
Syngros. Le premier voulut offrir un édifice-monu-
ment en faisant construire ’Académie entierement —a
I'exception du soubassement— en marbre pentélique,”
tandis que le second voulut tout d’abord dresser une
entreprise lucrative dans un batiment le moins cofiteux
possible. Mais ceci est 'esprit général de I'époque, qui
est caractérisée par les nouveaux idéaux de la bourgeoi-
sie ascendante. L’époque ‘héroique’ de la premiére jeu-
nesse de 'Etat grec appartient déja a Ihistoire.

Le dossier provenant des archives d’Emmanuel Laza-
ridis contient 36 dessins au total. Ceux qui portent des
dates sont des années 1928, 1929, 1930 et 1931. En
ce qui concerne la langue des légendes, 16 dessins ont
des légendes grecques, 11 des légendes frangaises et 9
n’en ont pas. Plus précisément, dans les originaux qui
portent des légendes celles-ci sont en grec, a 'excep-
tion d’un papier-calque contenant des détails de cons-
truction et d’un dessin au lavis (encre de chine diluée)
dont les légendes sont en frangais. Egalement en fran-
cais sont toutes les photocopies, dont les photocopies
d’un papier-calque représentant un ‘chariot’, tandis que
loriginal ne porte aucune légende.

L’emploi des légendes francaises peut étre dé a la
domination de la langue frangaise a I’époque, mais
peut-étre aussi a la collaboration de Lazaridis avec une
agence parisienne, comme le laisse supposer un cachet
existant sur un dessin. Ce cachet nous donne le nom et
adresse de I’ «Atelier Lavignac - Pelegry», au 8, Impas-
se du Puits, Paris 19e.

Ce cachet pourrait constituer un argument pour I’hy-
pothese que certains dessins (sinon tous) aux légendes
francaises du moins sous leur forme finale furent exécu-
tés dans I'agence parisienne. Par ailleurs, le fait que tous
les dessins frangais soient sans exception des déails de
construction signifie peut-étre que la technologie présup-
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posée par le projet de rénovation du théatre par Lazaridis
n’était pas disponible en Gréce ou que méme les con-
naissances techniques exigées n’y existaient pas, ce qui
imposa la collaboration avec une agence étrangere.

Le relevé de Lazaridis nous donne des informations
précieuses sur la forme sous laquelle le théitre fut fina-
lement réalisé et sur les différences par rapport au projet
de Ziller. Sur les plans horizontaux de I’état existant il
existe plusieurs différences par rapport au projet défini-
tif de Ziller, tel qu’on le connait. A titre d’exemple, dans
le projet de Ziller les deux bras du fer a cheval du par-
terre convergent vers la sceéne, tandis que dans le relevé
de Lazaridis ils sont paralleles. De plus, dans le pre-
mier apparaissent 27 loges par niveau, tandis que dans
le relevé il en existe 25. On voit également plusieurs
différences dans les petits locaux et dans les escaliers
flanquant la salle, en ce qui concerne I'agencement des
premiers et 'emplacement des derniers. En sachant que
I’histoire de presque tous les édifices publics d’Athénes
—surtout de ceux qui furent construits avec des moyens
financiers limités— est remplie de changements conti-
nus de projets, avant, pendant et (plus rarement) apres
la construction, avec ou sans le consentement de leurs
architectes, ce phénomene ne doit pas nous surprendre.
Surtout dans le cas du Théatre Municipal d’Athénes,
qui fut construit avec un esprit d’économie particulier
et sous les pressions intenses et continues du donateur
Andrée Syngros pour I'adaptation du projet afin qu’il y
abritat sa banque et d’autres fonctions qui lui apporte-
raient du profit, I'explication ia pius probable doit étre
que méme le projet définitif de Ziller subit des change-
ments au dernier moment, peut-étre méme sur le chan-
tier, sans que nous puissions exclure certaines modifica-
tions ultérieures qui nous sont inconnues.

En ce qui est des propositions pour I'aménagement
intérieur du Théatre Municipal, sur les plans horizon-
taux et la coupe de la salle on observe qu'une partie
des loges originelles est remplacée par des balcons en
retrait, tandis qu’a la place de leurs hautes cloisons on
en met d’autres plus basses ‘a la frangaise’. La galerie est
supprimée et le troisieme étage de loges est aménagé en
balcon semi-circulaire.

On observe que toutes ces modifications sont dans
la direction de la suppression de la séparation stricte
des places par classes sociales, qui caractérisait les sal-
les a l'italienne. Au contraire, les salles a la francaise
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sont caractérisées par une plus grande unification des
espaces et par la suppression de I’étanchéité entre les
classes sociales. Certes, ces tendances étaient apparues
en Europe occidentale plusieurs décennies aupara-
vant et le théitre ‘républicain’ avait déja été matéria-
lisé avec le Festspielhaus 2 Bayreuth. Or, comme dans
tous les autres types de batiments, la Grece suivait avec
un décalage important I"évolution dans l'architecture
européenne. 1l faut de toute fagon souligner que cette
conversion d’une salle a 'italienne en une salle 2 la fran-
gaise peut étre relative au fait que le premier type est
idéal pour l'opéra, tandis que le deuxiéme l'est pour
la prose. Le grand essor de 'opéra a 'époque de cons-
truction du Théatre Municipal d’Athénes —le théitre
fut d’ailleurs inauguré le 27 octobre 1888 avec 'opéra
Mignon d’Ambroise Thomas—** et son déclin total a
I'époque de la conception du projet de Lazaridis don-
nent peut-étre une explication satisfaisante de la con-
version proposée.”

De la coupe on déduit que les modifications mor-
phologiques sont radicales et nettement influencées par
Part déco.”® De plus, dans les coupes du foyer, en les
comparant avec de vieilles photos,”” on voit que les tétes
d’Athéna sont éloignées des clés des arcs, tandis qu’il
parait que la frise est également modifiée.

En ce qui est des propositions pour I'extérieur du
batiment, sur une élévation latérale comprise dans le
dossier on voit que la proposition de Lazaridis prévoyait
une altération importante de ["aspect du théitre, avec
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AIONYZIOX POYMIIIEN

H avaxaivion tov Anpotikot Oedtpov ABnvédv and tov Eppavouid Aalapidn

O Eppavourid Aalapidng eivat évag and tovg onpavtt-
kotEpOLS ekTpocdnovg oty EAAGSa evée ovykpatn-
pévov “poviépvou” kAaotktopov, plag amd tg ekpdav-
ogic ¢ apgloPritmong tov dov tov popaviikot Kia-
olkiopobl, o omoiog, and ta Ay tov 190v adva kat
axdun meptoadtepo otg apyés tov 2000 eiyxe meptéAlet
oe mApeg abié€odo pe g vmepPorés Tov EKAEKTIKL-
opob. To pedpa mov ekmpooenel o Aafapidng emyei-
pnoe ™V kdBapor Tov KAAGIKIoPOU Kat TNV EMOoTPoP
OE TILO APYATKEG HOPPEG.

2ta Apyeta NeogAAnvikrc Apyttektovikiic tov Mou-
ogfov Mnevdakn @uidooetar @dkelog and to apyefo
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tov Eppavourid Aaapidy) pe tov titho «Anpoticd Ofa-
po ABnvév - Avaxaivion: Zxédwa 1928-31». [epiéyet
pla oepd oxediwv yia v avakaivion tov Anpotikot
Oedtpov ABnvev, Tov téte Pprokdtav oe TMOAD KAkt
katdotaom. Ot epyaoiec efxav mpoywprioet TOAS, aArd
otapdtnoav 1o @OwéTepo tov 1929 kat tedikd to Béa-
tpo katedagiomre to 1940.

To Anpotukd Ofatpo g eAAnVIKHG TpwTEdOLOAG
avrikeL xpovoroytkd ot xpuot} enoyf TG 0tkodGuNoNg
rAewotdv Oedrpav oty Evpdimn. OepeidOnre 1o 1858
¢ EBviké Ofarpo, oe oxédia tov Frangois Florimont
Boulanger, aAAd botepa amd morréc mepinételeg olo-
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kAnpdBnke to 1888 w¢ Anpotkd xar oe oxédia tov
Epvéotov TolArep pe yopnyia tov Avdpéa Zuyypov.

O gpdxerog ané 1o apyeio tov Eppavouit Aafapidy
nepLéyel ovvortkd 36 oxéda. ‘Ooa and avtd @époov
xpovoroyieg eivat tov etdv 1928, 1929, 1930 kar 1931.
H anoténeon tov Aalapidn pag diver moAdtupa otot-
xela yia ™ popey] pe v omofa mpayparonotyjfnke
teAkd 1o Béatpo kat g anoxiioels and ta oyédia tov
Totikep. Avtég opeiloviar katd peydho pépog otnv
avdykn yla meploptopd tev damavdy, }apaktiploti-
K6 NG otkodéunong SAwv twv dnuociov kiplev oty
EANGSa. 2t ovykekpipévy mepintwon, Spws, opeiro-
vtat kat oe enepPdoeis Tov Avdpéa Zuyypod pe okond
Vv mpooapuoyt tov oxediov oty embBupia tov va ote-
yaoet exel v Tpdneld tov kat dAAeg e1000NpaTOPS-
pec yravtdv Aettovpyieg, mpaktiky apketd ovvnBopé-
w1 ota gpnopikd Batpa g emoyrc.

210 {Atpa eV mpotdoEmy yla T0 €0WTEPLKS TOU
Anpotuikol Oedrpov, GAeC oL TpoTELVOPEVEG AALAYES
Kwobvral mpog v katedduvorn g Katdpynong tov
avotpot Staywptopol tov Béceov Katd KovoVikég
1dEetc. Autdc o daywplopds amoteholoe xapaktnpt-
otké tev atBovodv 1takikoy Throv, Tov Kuplapyovoav
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oty Beatpiky] apytrektoviky] tov 190v atdva kar anoté-
Aeoav to pdruno kat Tov Anpotikod Oedtpov ABNVEHV.
Avti{Beta, o1 aifovoec yarAikod témov xapaktnpiloviat
and peyarltepy evomoinom tev xdpwv Kal katdpynom
TV oTeEYavidV ReTall ToV KOWOVIKGV TdEemv. Avtév Tov
T6émo mpoteivel o Aalapidng, akorovBdvrac g avurt-
PELG TIG ETIOYNG TOV.

Ot npotevépeveg popporoyikéc arrayés eivar pié-
Kég Kat oapog enmpeacpéves and to art déco. ‘Ooov
agopd g Tpotdoets yia 1o e£oteptkd tov ktipiov, and
pla mAdyta 6y mov meptAapPdavetat otov @dkeAo, BAE-
moupe 6Tt 1 mpdtaon tov Aalap{dn mpoéPiene peydin
arroiwor e 6yng tov Bedtpov, pe v otkodSpnom
evég e{boug Topyou pe emtd opdyoug ektdg Tov 1ooyel-
ov, ov dev avtiotoryotoay ota enimeda mov opifovav
and ta avolypata kat ta ye{oa g vndérotnng 6yng mov
napépeve g elye. H mpoobrjkn avty Ba eixe kabapd
UECOTIOAEHIKT] HOP@PT], Y0plc va AapPdvet vdyn T
popgoroyia tov kAaotkiotikoy ktiplov. Av to Anpoti-
k6 Ofatpo dev elye katedagrotel, Ba pmopodoaue va
nodpe du frav evtdynpa mov dev mpaypatonotiBnke
1 mpdraon tov Aaapidr, tovAdytotov doov agopd to
eEoteptkd tov Bedrpov.
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TaPépveg, kagpeveia kat o oupfoAtonds tovg oto €pyo
tov Nikov Xatlinkvptdrkov-I'kika

MIA SHMANTIKH ENOTHTA tov peydiov og €0pog kat
nowk{Aov oe Bepatoypagia épyov tov N. Xatinkopid-
kov-T'kika, mov kaibmter ta xpdvia 1935-1960 kat ko-
pupavetal ota téAn g dekaetiag tov 1950, éxel wg
0épa ta kagevela kat g taPépveg g eEAANVIKAG vitai-
Bpov. Ty apenpla g evaoydinong tov Loypdgpouv pe
ta Oépata avtd pmopovpe {owg va v avaintioovpe
o€ pa mald otkoyevelaky gatoypagia, tpaPnypévn oe
kdmoto mapabardooto kageveio to 1919 (ew. 1).
Ardwote, to Kkagevelo kat 1 tafépva —Kkévipa T
KOWeVIKAG Long tov MeosomoAépov kat twv mpdTeV
dekagtdv petd tov méAepo—, €xovv epmveloel TOA-
Aovc "EAAnveg Aoyotéxveg aArd kat etkaotikots. Téoo
1 QUOIOYVOHUIKY TIolkIA{a TV TEAATOV Kat Tev Oepdtov
mov oulntodoav aToug YOPOLS avTovs, 600 Kkat 0 TAOU-
TOG TOV APYLTEKTOVIKAOV TOVG oToryeimv, otdBnkav m-
vég éumvevonc onpavukav dnpovpyidv. Kat 1 yveotr
gvatoBnoia tov N. Xatinkuptdxov-T'kika dev Ba pmo-
povoe va peivel avemnpéaoty and T oayfv Toug.
AMAG ac Eavayvploovpe ot gotoypagia. H xepé-
ypagn évdein oty miow mevpd g, ekTd¢ and
xpovohroyia, pag diver kat tov témo: «Awdnyds 1919. H
portoypagla, mov €xet yivel (owg and enayyeipatia gpo-
toypdgo, eivat oknvoBetnpévn odppova pe 1o Tvedpa
g emoxns, pe ta mpdowma va kottodv katevbelav otov
paxd kat pe eévro t Bdhacoa, v anévavtt otepld Kat
éva kapdpi mov mepvd. 2o kévrpo g eikévag, miow and
éva yapaktnplotkd tpanélt kageveiov, eivat kabopéveg
Té00epL yovaike{eg Hop@ég daopetikric nAtkiag: n 1-
Atkiopévn kupia pe to kaméro, apotepd, eivar mbaveg
N yayd: dimia g kdBovtar pa véa yuvaika kat §6o
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veapd kopitota, pe éva tpito kopitot, Afyo peyaritepo,
va otéketat miow tovc. Ty kevipiky avty mapéa mha-
owdvouy tpia aképa mpdowna, dra dpbua. Ado kopitala
aplotepd, kat defid —pe kdmola pikpt| andéotaoy and v
unéhotmn Tapéa— o povadikds avdpag tng auvtpolde, o
13xpovoc téte Nikorrig Xattnkuptdroc-T'kikag.

2yeddév 20 ypévia apydtepa, o eiovildpevog veapde,
nov glvat tdpa ma katablepévog foypdeog, Ba kpaty-
o€l and T GLUYKEKPLUEVY] poToypagpia ta mpéboeTa TG
KeVTIpIkAG ouddag yia va dnpovpynoet tov mivaka Or-
Kkoyeveraxd andyevpa orny A1dniyd, épyo tov 1937 (eik.
2). Eivay, an’ 600 yvwpifovpe, 1 mpdtn viavikuky ava-
popd 1600 oto e€oyid kageveio doo kat 0To TOTO ™G
Adnyodt, otoryela mou kataptifouy pra dkpog evdtagé-
povoa gvétnta oty Bepatoroyia tov I'kika.

Aev Eépovpe av to kevéd mov pecorafel oty ametkd-
Vo™ TOu ouykekpipévou Bépatog avramokpivetar oty
npaypatikétnta 1 opeiretat oe AavBdvovta épya.' I16-
viwg Tepimov 10 ypdvia apydtepa, o I'kikag dnpouvpyet
pta oelpd Tuvdkewv pe ttho Tomia tng Aidnpor kar Edo-
x1xd kévipa, mov apovotdfovrar oty éxBeon g Kar-
Ateyvikic Opddac «Appde» to 1949.7 Tpdkertar yia
v tpihoyla Nixra, Aidnydg I, 1l wav 111 xar yia téo-
ogpa €pya pe tov titho Edoxixd xévipo (1947). Axdpa,
ané kataidyous ekBéoswv kat ané to apyeio g [Tva-
ko81kng I'kika evionifoupe £pya pe touvg tithovg Azdn-
yog-Tomio, Kageveio tn vixra, Nvxra ornv Aidnyd, To-
mio Aidnpov xar Nvxra- Eéoxind Kévipo. Me e€aipeon
60a mapovotdouv kabBapd tomoypagid ototyela, ota
épya avtd eivat pavepd 6t o kaAltéyvng evotapépe-
Tat yud TV aneikovion g avBpdmivrg popenc kar
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ouvavaotpo@y g vuytepwrc apéag. “Exouvpe étol oe
Tpdto MAdvo to vraiBpo kageveio kar touvg Bapdveg
TOV, 0T OLVEYELA EVIOVEG AVAPOPES OTO APYLTEKTOVLKS
mAaiolo pe g ttapapies, 1a okénaotpa KA., Kat oto
BdBog to Baraootvd tomio.

[Tépa ané ta kageveia 1| ta efoyikd kévrpa, nivakeg
pe mapaotdosis tafépvag mapovotdGovtat eniong v
{bia emoyn —téAn Sekaetiag tov 1940 kat apyég tov
1950— ot Bepatoroyia tov I'kika. Onwg damotd-
voupe ané toug katardyouvg tev exkBéoewv e Opddag
«Appée» (1949) kat g atopkr|g ékBeong tov fwypd-
@ov ot Leicester Gallery tov Aovdivou (1953), extébn-
kav ta e&Nc épya: Tpané(i xar ynorapid, Taféova xa
ynorapid I, Tapéova I, Tapéova orny eloxn 11, Tafép-
va tn vixra 111 ka IV.

Ané ta napamdve odletar potoypagpia pévo evéc,
tou niivaxa 7afépva wn vixra Il (e. 4). Eniong ané 1o
{010 £pyo vrdpyer mpooyédio oe teTpddio oyediwv tov
T'kika pe mv évdeiln «Awdnyds 1948». Ly ehawoypa-
@la ¢ ek. 4 Ppriokdpacte prpootd oe pa vioPAnTKy
oknvy] mov ektuA{ooetal viyta oe e£oyiké kévipo. Oktd
@ryotlpeg amhdvovial oyedév og apdra&n prpootd and
10 “oKkNViKd” 1oL KHOPATOG Kat Tov OEVIpmV, Kdtw and
Tov anaAd QOTIOUS Tev nAekTpikdy Aapmtpev. [Tapd
™ otdon g napéag v TpLdv atépmv defid, mov dei-
xvouv &t oulntodv Hpepa, oy atpdopatpa gaivetat
va mhavatat owort|. E€afpeon, 1 perwdia g guoappd-
vikag Tov PAérovpe va maibet évag véog avdpag, dpblog
aptotepd. Mia petaguoikr] adpa diayéetar otnv atpéd-
opalpa, dpovpydvtag yra mpan @opd éva kiipa mord
Sagpopetid and avtd tev kagevelwv g Atdnyod.

[Swaftepo evbragépov yia v wotopia kat v eEEMEN
tov Bépatog mapovotdlel éva Afyo mpolpdtepo £pyo Tov
['kika, pra eraoypagia tov 1940. Eviedde Sragpopetid
and ta napandve, éxel tov ttho Taféova pe nendve xai
xapmod(z (k. 5), pe ) dagopd 6t mpdkettal yla £ow-
teptkd 6ov anovatdfouv ot TIEAGTEG, pia vekpy| puom pe
@pouTa kaL oKev), KaBdG KAl APKETA APITEKTOVIKG OTOL-
xela tov xdpov. AvunapaBdiioviag to €pyo auvtd pe to
oA petayevéotepo Epyaoriipt (1964 - eik. 6), Eagvidle-
Tat kaveig pe v opotdtnta: to (dro akpPds oknvikd, to
Tpaméll pe Ta Koppéva @povta Kat to i, to mdto kat
T0 KUTEALO, AAAG kat 1) okdAa oto BdBog, o kaBpéptng
aplotepd kat to potiPo tov okaktoy oto tpaméi defyvouv
on pe pkpég ardayéc —m.x.  mapdiewypn touv kaPfaiétov
Kat v TEAOV— OTIoG Kat pe eAdyloteg poodikeg, 1)
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taPépva petapoppavetal oto ateré tov wypdgpov.t To
OLUTIEPAOHUA OTHV TIPOKELPEVT TiEphiTiwon efval 6Tt to po-
tiBo ¢ taPépvag mapapévet tdoo 1o Lpd ot PV ToL
KAAALTEYVT), dote 0xeO6V avuypdpetat kat petarldooe-
Tl akdpa kat petd tnv mdpodo 25 xpbvav.

H mapandve napatrpnor anoterel {owg Ty mpd-
™ V&N yra v katavénon 600 PvNUEaKGY €py@v Tov
I'kixa: vov Bpadwdy avapviioewr (ewk. 7) kar e Noxze-
puvits 1eporedeotiag (eik. 8). Ta épya avtd, dnpovpyieg
v £tdv 1959-1960, édwoav agoppn yla avarioelg
and KPLTkoUs Kat LoTOPIKOUS TG TEYXVNG, KAAAMTEXVES
aAAd kat tov {dto tov ['kika, mov oe dnpoaievpévo pa-
KPOOKEAEC Ke{pevd tov’ katabétel TG MPOoOTIKEG TOV
eEnyrioeic yia v epunveia twv Bpadiwviy avapvioewr.

Kat ta 860 épya kivobvtar otov {dio ydpo kat v {da
atpdogaipa, pe kopiapyo npdowo tov yacdin-tafep-
vidpn. Me ) dwagopd b, eved oty Nuxtepivit tepore-
Aeozria o taPepvidpnc elvat to povadiksd mpdowno g
obvBeoG, otig Bpadivés avauviioeig vndpyouvy kal TEVTe
aképa poppég, oe Ho evoTNTEG.

“Eva tpito épyo tov 1959 pag Eapvidlet enione pe tov
t{TAo ToL TOL —6TIWG KAt ota 6o mapandve Epya— Oev
ovvddel pe oxnvi| taPépvag. O Apxiepéag (ewk. 9) dev
efvat dArog and tov tafepvidpn mov @opdvtag modid
Kat Tov okoU(o Tov xaodnr), otéketal urpootd and Tov
ybpo mov prijvetal, avdpeoa ota tparéila kat ta matt-
Kkd g taPépvag tov.

Ag Egxivijooupe amd 1o 1o ohokAnpopévo and Ty
dmoyn mapovsiag TpochTwY €pyo, TG Bpadivés avauvi-
oerg. O T'ikag dev mpoodropilet tov témo mov ektvAio-
oetal 1 Opdor, kabdg oto kelpevd tov avagpépet oye-
UKd «xdmov orny EALdda». "Eva oxédio dpeg e (diag
xpovidg kat pe to (010 akpPis Bépa —dev mpdrertat yia
TPOOYEOI0 AALA yla GUTOTEAY KAl OAOKAPOUEVY] OGV-
Beon— pac diver cagds o otiypa, péow g xepdypa-
pnG évdeitng «Awdnypic 195% dimha oty vmoypagn
(ewc. 10). Enmopévec, ta otoxela mov mapéyet ek mpad-
™G SPes 1) eVOTNTA ALTAV TOV £PYeV, TIAPOLoLALouy
pa tomkt] oknvr] oe e€oyikn taPépva oty Adnys, pa
KkaAokatptdtikn viyta tov 1959.

Ta npéowna nov ovppetéyovv oty “iepotereotia”
TV Bpadwdy avauvioewy givar ta e€ic: oto aplotepd
Kkat peyarvtepo medio (oo oyédio ¢ eik. 10 mpdrettat
VLA TO Jtod TOL GLVOALKOU XHAPOL) OTEKETAL O YACATNG-
taPepvidpr, pe v dompy nodid, kpatedvtag to payai-
pL kat £TOHoG va KéyeL ta opdyta otov mdyko mov Ppi-
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Eukc. 1. Adnpée 1919. Patoypagia and to apyeio tou

N. Xatlnkuptdkov-T'kika. ABvva, Movogio Mnevdxn
— IMwakoBrxn Ikika.

Ew. 2. N. Xattnrupidxog-T'kixag, Owoyeverard andyevpa
arny Adnypd, avyotéunepa oe xaptévi, 24 x 27 ek., 1937,
[wwtky ovAdoyn.

Ew. 3. N. Xattnkupldkog-T'kixag, Orxoyeveiané andyevpa
orny Aidnypd, pof poddpt oe yapti, 10 x 14,5 ex., 1937.
ABvjva, Movoeio Mnevdkn — TTivaxo8vjkr T'kika.
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OKETAL PTIPOOTA TOU" 0 KOPHGS evO¢ dévipou Tov ywpilel
ané tpia npéowna wov Pplokovial ato Kkévrpo, pa ve-
apt| koméra, évav dvdpa kat to ykapodvt, evd oto detl
dxpo tou Tfvaka 6o kabopéveg yovaikeg ovinrodv.

Abdyo g moAunpdonnng otvleong, Alya eivar ta
orolxela Tov A£LTOoLPYOtV TAPATANPOUATIKA oTov Tii-
VaKa: UEPIKES POV KAPEKAES kat Tpaméfia pe kamola
okedn kat M Adpna acstvrivng “yeplloov” to €pyo, pe
etalpeon 1o @optopévo —pe utd, Ttolxovg, apyite-
krovikd otoryela— @évro. AviiBeta, v anovoia dAAwmv
Hop@dv, £ktég and avty] tov taPepvidpm, oto didupo
épyo Nuxzepvit ieporedeotia agrjvel nedio yia va ow-
pevtel TA0og avukepévav ov tatptdfovy atov YHpo
mg taPépvag, dnwg o EVAvo kapdtol pe o oQaytd,
kaAdBua, kouPddeg kal Papéita, priovkdhia kat Aadikd
kabdg kat 1 avappévy Aduna agetorivig. ‘Ora avtd,
Kdto and 1o éviovo NAekpikd @ag kat dlmia oe éva
eEloou ukvoypappévo @évto. To abvoro dnpovpyel £-
vrovn tnv alaBnon tov horror vacui, mov 66 pmopel va
gppnvevbel kar w¢ eEoteplkevon tov npofArpatiopod
KaL TG Puyikrg tapaxig touv dnptovpyos.

Am6 ta ida modvmAndy otoryefa nepifdiietat kat o
yaodnnec-apylepéac tov tpitov mivaka g drag evétn-
tag (ew. 9). H popey}, mov €66 tonobeteitar oto ké-
vipo tov riivaka, neptotoryiletal and avrikelpeva mov
KAAUTITOLY QCQUKTLIKA T0 OBVOAD NG {oypagikhc em-
(pavelag. Ze otdan yardpoong, pe ta xépla kat ta né-
Sa aravpotd, o apylepéag Yopd v dompn modtd Kot
Tov oKkoUPo, kdtw amd Tov onolo oynuatifovial évrova
TA YapaKtnplotikd ToL TPOCKOTOU TOU.

Ané v mepypagr] tov Xatdnkupidkouv-I'kika Ttou
B¢partog tav Bpadivdy avauvieeav Eexywpllovpe uept-
kd anoondopata mov defyvoury tov kabapd oupPoriopd
npoodmnev kat mpaypdtov: «H oxnvid vroriderar nwg
mapioraiver yia Ppadvd, xaloxaips, oe pa eéoxixit “va-
Péova” kdmov orny EAAdda. Kadd eivar yveword o’ doovs
éxovy nder exed, vnidpxer pia (eoraoid kai pia oikeidrnra,
ki axdpun pia xwprdvin anidinra, o avid ta oKovIouEva
nepifordnia pe ta xaxexrixd ra 0vipa, pe Tis mMPATIES
oV pe Ao 10 mdTioua, HEVOVY WPPales, pE TOUS TOIXOVS
IOV KATAPOEOVY, TOVS HLOOOKEMATUEVOVS HE ayibxdnua,
drov o1 SUAwes xapéxdes Siddov dev avanavovy x1 briov
avdpeoa otny mapdrapn eninlwon Bpiokwviar moAv gv-
xvd ta pikpd vevexedévia rpanelixia, Pappéva oe xpdua
yatalwnd, (unie vepovdeovy) pe ta ndédia Tovs o€ oxvipa
X... Exel 0 avid 1o ovyxpdinpa, apvixia xar yovpovvi-
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Eix. 4. N. Xattnkuptdxoc-T'kixag, Taféova mn vixra 111, ehatoypagpia, 20 x 28 ex., 1948. [8uwtiki] coihoyn.

novia oAdowua, yatid xar xordmovda, evidobia oe nepi-
ndokovs ovvdvacpols apadiiloviar péoa orny Ynorapid,
TRy X0pTdTH and x6foAn xavri. Ainda eivar ornpévo éva
eidog redxt pe pra Paperd {vyapid, xaraordédiorn xi av-
th, yra va Quyiwviar ta Kpéara twy (wy ki’ o1 YoxEs Twy
avdpdmay. K1 &vag xovipds xopuds 6€vipov, dnwg éxovy ot
xagdnndes, xpeiderar yia vo Ardviopa. Onwg pAéner Lor-
v Kavels, oda exel péova eivar modv mpwrdyova 1 axdun
xar npoyovixd. Odn avert n Acirovpyixt dradikacia ovxvd
efvar anoxkpovorixii kar andraoriki o€ nodAés evaiodnreg
Yxés. 27 aven tn nepinrwon da npéner o1 demrenidentor
va S1arélovy 10 erorudpporo 1panéls 1ovs oe Kdmoa oxo-
T K1 andpaxpn yavid, 6mov o1 xamvoi K1’ 01 KVIgES
(boo xi” av evgpamvay diiore rove Ocovs rov OAvunov)
VA i UIopovy va Tovs Prdeovy —eKTOS mid, av oay dnpa-
yor padnrevduevor vaviixoi Gralélovy déor nov o dvepog
da vovs orédver 1ig andnyvoles Kar oro Karapvyid rovs...
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Xdpos modvpuoppos, pe kdde Loyis aviidéoers, alld ap-
povikds, analds xar pe O1dpopes Svvardinres évag kdopog
AVOIXTOG, TIOV HITOPELS va TNYAIVOEPXETAL, VA UTIALVEIS KAl
va fyatvess, edevdepwucvos and kidde mpoonmoinon: pe alr
ompéneia {wind, aAlAd yepdrog and diaoravpwucva mypd:
Gravravpwuéva, xadis ra nddra rwy ypaneCidy, Kadis ra
xdapid v Oévipwy, xadds o1 ydunes twv yvvarkay, xa-
Jibg o1 pryuéves oxiés mov nhavidvrat, xadig or nrvxés ng
neToéras kat Tng nodtds, xaddg eivar xar 01 evrvndoeis, ot
arodnoess, xaupid @opd xi o1 ovykwhoers. Ebaprdras. ..
Aviugoa o’ avid 1o tpanéli xar otn oxid Tov xar o’ fva
dAdo rpané(e, Eddwo, yepdro paynrd nov ra PAémer kavels
evieddds o1’ aprorepd, Tov mivaxa vndpxer €va npdowio
opdio ki’ axivnro. Qopder pra papoeid nodid Aevk#, mov
andvw tng aviavaxdovy oxiés npdowes xar xitprves. Ei-
var Evndlvros (mointixht ddera). Kpard oro xépt, pa pa-
xaipa. BAémer xaveis ovo paxp? vov unpdroo yepols uvs
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TaPépveg, kageveia kar o ovpuBoriopés toug oto £pyo tou [kixka

Ew. 5. N. Xatinkopidkog-T'kikag, Taféova pe nendvi xa

xapmov(i, kaleivn o xaptévt, 33 x 46 ex., 1940.
[Stwtiky] cLAAOYY).

Ew. 6. N. Xattnkvpidkog-Tkixag, Epyasrim, ehatoypagpia
o¢ povoaud, 145 x 114 ex., 1964. AByva,
Ebviki} Tpdneta g EALGdoG.
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xar pAéfes. ‘Exer avaonxwpuéva va pavikia. To mpdownd
1oV efvar xkdnws oav prooredeiwpévo. Aev draxpivoviar
xapaxinpiorixd rov. O xopuds tov poidler oav xovpLog
xar dddeyes mws o1 mrvxés Tov povixov Tov orn Jon Ty
veQpdy oxnpariCovy pia tpvna. Patverar oav va naparn-
pel paa napéa mov kdderar ora 0elid tov, oav va mpbkerrai
va pavievoer 11 dpaye da nodovy. Avids efvar o xaodnng-
yroTng mov nepipiver va udder 1 napayyelia Sivovy oro
YKapoovL, 10 aompopopeusvo (dompo Svvard oxiaouevo ue
Aovddx...) eivar k1 0 KkUp10¢ Tov payaliov Kar mepipgve:
0 vrTdAAnAds tov va 1ig exvedéoet, yia v’ apxiver avdg tny
dvoia tov apvov xi’ 6An tny rederovpyia mov mepiusvovy.
Kdrr eundoio opws rov ovpufaiver yiari ané miow rov a-
Ko, Peioxerar ro Evdvo tpanélt to poprwuivo pe 1a
marikd. Aprotepd tov pia kapéxla oavidévia xpdpa Aa-
xavi. Axpifis unpoord rov éva teldxi, dyxos Papvs, ue
pia xapéxia pmpoord, xar deéid 1o 010epévio tpamelixs,
nov 1o pederioaue napandvw. Kar oav avid ro tpanelini
va pny #rav apxerd (emeidi efvar Aiyo pikpd) yia va vov
KAeioer To Spdpo, eivar poprwpuévo u’ éva owpd evdpavora
aviikeineva, Paluéva oe modv emixivdvvn woopponia. ..
Avrd 1a xkdapid pov paivoviar oav éva ovvopo, yrari exa-
pilovy ka1 nepixdeiovy oav yéoa oe pa paxpvvii onniid
ov6 yvvaixes mov n pia eivar Savlerd k1 n dAAn xaoravii
Kar mov Exovy va 1movve ta 0ikd tovs, adidpopo av négpeg
TOV EQEITIWUEVOV TOIXOV OEV €1var TTEPEWHEVES Kal Yaivo-
viar Erowes va ykpepiorovy. Aev umopel xaveis va O
Kpiver axpyfis av n peAaxpown pe 10 KOKKIV0 QOvOTdVL
axovund 1o mpdownd ng ora O1kd Thg 1a xEpta 1 av ei-
vai ra xéota tng dAAng, tns Savdids, mov Tng xaidevovy o
npdowno, yrari dev Eaipovue 11 Adyov éxer Simda rovs pia
Kapéxda aderavi. Sra nddia rovs kaier n kpva pAdya tng
acerviivng, nov eivar romodetnuévn ndvw o’ éva tpane(i-
K1 KOKK1wrrd Katr (eard oav to £6apog, kovid o’ éva unle
mdro. And xdrw, vas xovfds onotoodrinore, mov n Aafn
100 efvar oparit K1’ éva mepicpyo xar vnonro nalovki. Avi-
pHeoa oris 0vo yvvaixes Plaoraiver n (niidpa vnoyia evég
QUTOU, IOV UTIOPEL Vavar Kal PapuaKEPs, IOV YEITOVEVEL ue
Ny ayid Kair acQUKTIKT andmvoia ing Adunas aoervAivng
—avronTn pdprvpa twy dowy cvuPaivovy. Av tdpa ndypor-
HE va KUTTdCovpe ToV mivaxa yia keivo mov napiordver xar
tov Jewprioovue and dAin mia Pdor, oni. tny yewperpr
K1t rov otvleor # to vrepfarid rov vénua, unopovus va
TApATNPHOOVHE. .. TIOS N KIVROR Evar andvew oTn oTLyun
e v agtpdipel, oav o umovHTIoUK: 1oV oKdEr Kar mwg
av axdun Oev empdvnxe eivar yiari SrordCes, yiari pofd-
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Euwk. 7. N. Xatnkopidxos-Tkixac, Boadwés avauviiaers, eharoypagla oe povoapd, 114 x 146 ex., 1959.
Abvva, EBvikn TTvaxobvjkn — Movaeio AL, Zottbov.

a1 phinws npoofdider, phnws xaldoer tny npoopovi. 11
va nepipéver 1o alarévio dyalpa, &t oav oxappalwpvo
azo Pddpo rov, mov dev eivar dAho and thy nepoikh miok-
va-xodvufnriipto; Mnv efvar o Ndpxiooos oe xvvnynid
Tov eavrov tov; Mny mepiusver and vi§ tpeig yvvaixeg tny
npdén darpeiag, mov Sewpel mws rov opeilerar; Kai 11 va
TIEPIUEVEL 0 OWOIAS TOV 1OV KpaTder T0 potpaio paxaipi
Mrnwg meppuéver va 10% aved tn latpeia otny mpdén tng
Zany nepiniwor avii da Hiray 0 apxiepéas Erotuog tipwpds
Tov kdle mapanrdparop.t

ITpw dodpe to mAfBog Tov “vrepPatikdyv otorxeiov”
niov avagépovtat ato kefpevo tov T'ika, ag otalod-
HE OTO OVpTAEYpA TOV OV0 KADOHEV@Y YOVAIKOV TIOU
amewkovifovrat oty debid mAevpd tov mivaka Bpadwés
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avapvioers. ‘Oneg kat ota vnéoua npdoena e obv-
Beorc, kat £ddh, mépa and ta nepypdppata, dev dtaxpi-
vovtal kafapd Ta XapakTnploTikd ToL TIPOCHIIOV TOUG.
To idlo Bépa dpeg os avdmuén Pplokovpe oe éva ddro
onpavtiké €pyo tov Ikika, e Ade pileg (e, 12a). Ta
{dta npbowma mov ot Bpadwés avapviioes éxouv poho
Kopmdpawv, otov miivaka autd, eniong £pyo touv 1959,
gugavioviar wg¢ npotayeviotikés popgéc. 1ldvra otov
xdpo g taPépvac,” ot yovaikeg kdBoviar 1 pia dimha
otV dAAT Tow and éva tpaméll pe yaoti oo endve
ato onofo akovpnotv., Evég dedtepou tpaneliod gaivetat
pévo 1 yovia, amid kar pévo yia va tomoBetnBel exel 1
Adpma acetvAivng, To povadiké avukelpevo mov eppavi-
tetat ot atvleon (oto pooyEdio tov épyou [ewk. 11] ™
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TaPépvee, xkapeveta kat o ovpforiopds tovg oto £pyo tou ['kika

Ewc. 8. N. Xatinrvptarog-T'kivag, Nvxzepwi ieporedeoria, ehaoypagia oe povoapd, 130 x 162 ex., 1960.

[Bwtikn ovAioy.

Adpra Thaloudvouy dbo midta kat éva peydio payaipt).

Or yuvaikeg efvat otpappéveg ipog ta defid, kat amet-
koviCovtat atnv (dra akptPas B€on kat otdor] pe ekelveg
tov oyxedlov g ek. 10. H npog ta aptotepd elvan oxo-
T, pe Ta pdtia yapnropéva, eved v dedtepn otpégel
TO KEYAAL TIPOG TH OLVOHATTPId TG —ot dbo yuvaikeg
tov Beadwdy avapvicewy elvar stpappévec oe aviibetn
popd, Tpog 1o kévrpo e obvleong (ek. 12). Xto Pd-
Bog vndpyet to (10 pdvto pe Tovg Tolyoug Kat ta Putd,
kaldg kar dAra tpanéCia e taPépvac.

Zopgova pe Tpogoptkt 6iAmot tou (Slov Tov karAl-
téyv), otov nivaka 66Bnke o tithog Ado pides kat eu-
eruopdy, epdoov o1 do yuvaikeg dev elvarl dAAsg and
v Tiykn xat v Barbara, v mpdty xar ) dedtepn
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otCuyo tov 'kika avtiotorya. Ty paptupia avty em-
PePardvouv kat ta yapakmplotkd Tou TPOSHIOL TOV
YOvalkdy ~1 pev «favdid» tov kelpévou avuortoryel pe
1 Barbara, evéd 1 «xaoravi» (6e81d) pe v Tiykn— ai-
Ad kar o1 oxeTiké vigelg tou kika oto emebnynpatixd
kelpevo tov Boadviy avapvitoeay: «Avdueoa ovig dvo
yvvaixes PAaoraiver n (nAidpa vroyia evés gurov, mov
HTIOPEL va €ivar Kar Qapuaxepo... 2ra nodia ovs Kaier
n kpva pAdya tng acerviivagy. Le éva dAio onpelo ot
yapakmptopol «Aemremilentes, evaiodnres Yuxéor ka
«Kvpies pe ta Yynid vaxovvia» onpaAtodoToly TNV Kol
voviky Tdén tov 8o yovarkdv.

Tyv tadton v popgpdv oug Ave piles pe ug ov-
C6youg tov Xatinkuptdrov-I'kika empPePardver avand-
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Ew. 9. N. Xatnkupraxoc-T'kixag, Apxicpéag, ehatoypagia oe povoapd, 134 x 89 ex., 1959. ISty oudroy.
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TaBépvec, kapeveia kar o ovpPoriopds tovg oto épyo tov Ikika

Euk. 10. N. Xatgnkopidkoc-I'kikag, Taféova orny A1dnpd, perdvy, 25,5 x 35, 1959. Idiwtiky) ovAhoy.

vieyxa Kkat 1 opotdtnta tov mivaka pe éva épyo touv P.
Bonnard, oypdgov mov o I'kikag Badpale anepidpiota.
210 Jeunes femmes au jardin,® épyo tov 1921-1923 pe emu-
Coypdenon to 1945-1946, anewovitovrat | Marthe, o¢-
Cuyog tov Bonnard, kat 1 epopévn tov Renée Monchaty.
H otdon toug kaBpegtiet ) otdon twv dbo yuvatkdv
tou miivaka tov I'kika: 1) Renée Monchaty kortdGet Siayd-
via v Marthe, 1 Barbara xottdGet diayédvia v Tiykn.
Ot yvvaikeg tov Bonnard yopiGoviar and pa kapéra
Kat éxouv miow touvg éva tpaneldkt, evéd ot yuvaikes Tov
['kika yopllovtal ané t PAdotnon kat éxovv umpootd
Toug éva tpamélt.

Av avarpéfovpe o€ KATOLEG YPOVOAOYlEG OYETIKEG PE
v mpoowiiky Lot tov Xatinkupidiov-T'kika, Ba dobpe
41 ot yvvaikeg o Bdlet va ovvondpEouv oTo ouykeKpL-
pévo Coypapké £pyo éxouvv onpadéyer kaboplotikd
Con tov, N kabepd ya peydro ypovikd dudotnua. To

3, 2003

1929 o veapds Loypagoc mavipetetar v Tiykr, pe
v omofa et 30 oAbkAnpa xpdvia, péxpt to 1958, ond-
e yvopilet kat epwtetetat ) Barbara. To 1961 maipver
Stalbyro amd v mpdn Tov yuvaika yra va {fjoet kovid
oty Barbara dA\)eg tpeic oyeddv dekaetiec, péypt tov Od-
vatd g 1o 1989.

To Stdotmpa Aowdv avdpeoa oto 1958 kat to 1960
amoteAel pa Pabid, ovolactky} Topt| ot fwt| tov I'vi-
Ka, OV a@rjvet T{ow Tov pa ToAdypovy ovpPinor ai-
Ad kat pa oxéon kaBoptotiky yia ) StapdpPwaor g
TPOoOTKSTNTAG Tov, yia va apyioet évav véo deopd
otV dptun nitkia tov 54 xpbévov. Tnv emoyn avty] g
priEne avdpeoa otnv maAld kat v katvodpla L1, oto
kaAltexviké €pyo touv I'kika epgaviCetal kat to otot-
xelo touv ovpPortopo’. Méoa ané ta épya Aotmdv mov
anaptitouvv to tetpdmtvyo Bpadivés avauvioers, Nvxze-
puwvit 1gporedeatia, Apxiepéas war Avo pileg, o kaAlté-
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Eik. 11. N. Xattnkopidroc- I'kikag, Oz dvo pites (lvvaixes
e 1afépva), nolOPt, 32,5 x 24,5 ex., 1959. Abrjva, Movoeio

Mmevdxn — [MvakoBrxn Tkika.

xvng Ba katabéoel tov mpofAnpatiopd tov, ug evoyég
aAAd Kat TNV amo@acLoTIKGTYTA Yia THV Opa THG ETEP-
¥OueVNG Kplong-emAoyNg.

O ydpoc mov emAéyetat yia va ovvuridpEouvy ta mpd-
oona tov dpdpatog elvat pa amiy, Adiky taPépva.
Aev givar Tuyafa 1 emAoyn Tov GuyKEKPLUEVOL XWPOL
émov Ba extokiyBel pa “iepotereotia’. “Eva vnaibpio
1évtpo mpootdtdlel oty eAANVIKY TpaypatkdTa Kat
otV pouxootvBeon nov éxet oxéon pe v eEwotpégela,
THV KOWVOVIKOTYTA Kat TNV AUecdTEPY ETTAPY] HE T1] QU-
on. Ta dpdpeva otouvg ydpovg avtols, elte oe eninedo
kaBnuepvénrac, eite pe apoppr] yloptdy, eneteiov 1
KOAOKALPVAY SLaKoTndy, emevdvovial pe pta £o0tept-
kéNta, evwyla kat vootaiyia, pe anotéheopa va xa-
pdccovtar avef{tnAa ot PvApn 60wV GUPUETEXOLV.
Aev anéyet Aomdy ol to onpeio mov Ha AdBovv —av
1wlotbv pe xpoviky anéotaoy kat péoa and cvvarsdn-
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RaTiky] POPTION— PUYOAOYIKEG TipoeKTdoeLs kat Oa mpo-
oopotacBoiv pe tov xdpo prag puotnplakig teAetovp-
yiag. Kat yua tov Adyo avtd, (owg, morrol kariitéyveg
xpnowpornoinoav ta kageveia 1 1 taPépves o témoug
dpdong yra ta voPAntikd €pya toug.’

O Txixag mpoywpel axépa mo népa, oe onuelo mov
tavtilet Tov x@po g ouviTapéng opddmy pe tov avotn-
pd TPoo®MKS ToL XDPO, avtdy G dnuovpyiag tov, to
ateMé."” Avtiotorya, tomoBetel tov eavtd tov ot Béon
Tov Yaodny (opayéa)-apyiepéa-upwpod, mov eivat, op-
@ova pe v nepypagy tou {dov «izpdowrno kdnws oav
H1o0TEAEIWUEVD, 0 KUPLOG TOV payaliol, mov TEPIUEVEL 0
vndAAnAGS Tov va exredéoer Tig Srarayés, yia va apxioer
avrds tn Jvoia Tov auvov xai dAn tny tederovpyia mov ne-
prucvovy» "

Onwc mapatmpei ebotoya o I'. Wuyomnaidng, o I'kikag
«Oraréyet. .. 10 pdlo avrov mov opyaviiver tig tederovpyies
10V KbouoV Kar eivar 0éouids rovs. Avrot mov xpiver xar
xptverar. To kavefaouévo xépr vov pe 10 xaunAwuévo pa-
Xaipr {0ws va Qavepaver Kar Tov avipiiopo oKEMTIKIOUD
10V, THY advvapia tov yia pia Padid prién ue to xdpo tov
mov efvai o xdpog thg {witc aldd kai tng téxvng Tovs."

Avdloyouvg oupforiopots Ba Ppodue, mdavia odp-
@ova pe to Kkeipevo tov I'kika, kat o devtepedovia
TPOo®NA, avTIKeipeva 1| KAtaotdoels: ) «(vyapid yia
14 Kpéara Twv (Dav Kar Ti¢ YUXES Twy avipdnw», To
yxapodvt = ayaipa-Ndpriooog-opdyto, to oepfipiopa
-pdén Aatpeiag.”

Metd 1o 1960 o I'kikag dev Ba emavérber mAdov oto
0épa me taPépvac. Me v tetparoyia tev épyov Tov
etav 1959-1960 o foypdpog amogoptifetar and ug eom-
TEPIKEG TOL £VIAoeLg Kat TapdAAnia dnpovpyel epmveu-
opéva épya mov onpadetovy pra peotr] nepiodo g kar-
Artexvikig Tov Topelag.

Zuvoyifovrag Aotmdv, pmopodpe va Tovpe OTL To po-
tifo e taPépvac-eLoyikob kapeveiov amaoyorel tov
Coypdgo yia peydro xpovikd didotnua. ESapyrc, 1 Oe-
patoroyia autr] eViAooeTal 6To GUUTIAV THG ALTOAVAPO-
ptréTNTag tov kakArtéyxvn. Kabe peydio épyo eivar —kat
avaykaotikd— avtoPtoypagtkd, | TOLAAYLOTOV TiEPLEXEL
kat avtoProypagikd otoryela. Kat o I'kikag, axorovfd-
vtag evouveldnta 1 vroouvveidnta to mapddetypa tov
daokdrov tov P. Picasso, «(wypapiCer dnws dAlor ypd-
povy tny aviofroypapia rove»." ‘Etot, ot didpkela me-
pimov 25 gpdvev Ba ovyyoveboet og pa oepd mvAkev,
mov Pploxovy 1) peotdtepy) ékppact] Toug ota €pya Touv
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TaPépveg, kageveia kat o ovpPoriopds tovg oto £pyo tov ['kika

Ew. 12 a-y. N. Xattnkvpidrog-T'kikag, a) Oz dvo piles, ehaoypagia oe povoapd 95 x 8lek., 1959. ABYva, Movoeio

Mmevdxr — Iivaxo0vjkn Tkika, B) Taféova arnv Aidnyd, hemtopépera, y) Bpadwés avauviioers, hemtopépeia.

1959-1960 mawdikés avapviioeis ( gotoypagia tou
1919 otov mivaka tov 1937), emavelpeon twv @uotoro-
yikadv puBudv g {eric oty petanoreptky] tepiodo (ka-
@evelia Adnyov), dyym, viapélakéc aywvieg kat amoro-
yiopol (taBépveg 1959-1960). Kataotdoeig dnaady mov

> HMEIQXZEIS

1. A6 to 1939 éxovue tic eharoypagieg Edoxixd xapeveio
I xar JI (N. Tletoding-Aopvdng, Ghika, ITAvnpng xardloyos
zov Cwypapixov oyov 192]-1940 [ABYiva 1979] 230 ap. 219-
20), mov Spwe meptAapPdvovtal oe pra Lexoploty evétrta
épywv, pall pe ta yveword Onwponwiein. Xapakmpitoviat
and v avlpdmivy anovofa kar anoteAotv éva g{dog 1O16-
unoL oKNVIKOY, Gyt dnradt] Téoo kageveia 1 onwponwAeia
400 kupimg “tonia kagevelov” Y “tonia onwponwieiov”.

2. Exdears KalAwmexvixric Opuddos «Appde» (katdhoyog éx-
Beong, Zdnmerov Méyapov, 10 Askepfpiov 1948-25 lavoua-
piov 1949).

3. Ghika: Catalogue of the first exhibition in England of
paintings and sculpture by Ghika (xatdhoyoc éxBeong, The
Leicester Galleries, London 1953).

4. ITpdypatt, av anopovdoet kavels ta vitkd foypagiky|g

3, 2003

efvat moAb duvatég, yati efvar kat TOAS avBpadmves.

Iodvva ITpoPidn
[Twaxodrikn N. Xar(nxvprdxov-I'xixa
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KE¢ Tov eivar avid nov gaivoviar va eivai, aAdd pmopovy va
elvai xai va mpdypara tng Yuxng Kair rov vov, avid mov Je
Qaivoviai, Vivuéva €04 ora oxiuara kar ta groAidia Tov ko
opuov mov nepiPadder ov dvipwmnor.

14. Fr. Gilot, C. Lake, Vivre avec Picasso (Paris 1973%) 116:
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IOANNA PROVIDI

Tavernas, cafés and their symbolism in the work of Ghikas

The subject of the Greek café and taverna first appears in
the work of N. Hatzkyriakos-Ghika in the artist’s youth
and it plays a major recurring role in his thematic reper-
toire. The inspiration for his first depictions of cafés came
from an old family photograph, taken in 1919 in a café
in Aidipsos, which 20 years later he turned into a painting
entitled Family afiernoon ar Aidipsos.

The years from 1935 to 1960 produced works portray-
ing scenes in places of refreshment in the country, mainly
at night (Café at night, Night ar Aidipsos, Night — country

restaurant), and a group depicting tavernas (7averna in the
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country, Taverna and grill erc.). These series reached their
peak in 1959-1960 with the quartet: Night ritual, Evening
memories, High priest and The two friends.

In these powerfully symbolic works, the artist —as he
explains in a long essay on the most representative work of
the group, Evening memories— puts himself in the position
of the taverna-owner, priest, and judge; at the same time
in two other works he identifies the taverna with his stu-
dio. Autobiographical elements in these pictures include
depictions of Ghikas’ two wives, Tiggie and Barbara, at a
taverna in 7he two friends and in Evening memories.
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leppavikd Béatpo (Papiertheater) tov Schmidt & Romer
ano6 ) Aewpla

To 2000 o I'earroz I'EPOYAANOE ddpnoe otov Tuw-
pa THayvididv katr awdikrc Hitkiag tov Movoelov
Mmnevdxy avté to yeppavikd xdptvo Oéatpo tov 1890,
tov ekdotikob oikov Schmidt & Romer (1890) ané
Agwpia. Anotereltar and pa EOAwvn Pdon-kouti, pe
omég yla to oThotpo TG xdpTivng oknvic. Méoa oto
kout{ vrtdpyouvv to ydptvo pookrvio (o€ Tpia Koppd-
ra) —mov @épel 10 dvopa Odreia and ™ povoa g
Kopodiac—, 10 peydra AbBoypagnuéva oknvikd pe ta
avtikplotd mMAaivd TpooTTikd Tovg Koppdtia, dtdgopa
dtakoopntkd otorxela e0OTEPIKGV XOPOV, OL YAPTIVEG
@ryobpec-nBomotol, kabode kat entd évivna pe keipeva
Beatpikdv épywv' —6bo épya Ba mpénet va efvan dnavyta
eTedY] Ot PLyovpes Toug Tapapévouy AKomeg HEoa oTo
£vtuTd TovC.

Tpla ané avtd ta évruna €xouv exdobel and tov R.
Schmidt (1890) e £pya mov draokedaoe o Bog. Avtd
elvar o Edevdepos Xronevric (Der Freischiitz),® v $2paia
Kowpawpévn (Dornrischen), o Piumeroad (Riibezapl).? Ta
dAla téooepa éxouv exdobel and tov F. Schreiber, o€ di1-
aokevn] tov E. Sievert, ka etvar 1) «Nepdzda rov napapv-
dr10v» (Die Puppenfee), | Koxkrvooxoveiroa (Rotkippchen),
M Xovdrn ka1 o1 entd vavor (Schneewittchen und die sieben
Zwerge), | Zraxtonovia (Aschenbridel) —an6 tn Zraxzo-
novra Eexwpifouv ot do ypoporBoypaypies tg prapdx
aiBovoag yopod kat tov KAGTPoL (He TNV LTIOYPAPT| ToL
Th. Guggenberger), kaBdg kat 6o Mboypapies apyite-
KTOVIKGV Tov {Btov, mou mpoopilovtav yia v tptodid-
otatn anéboor tov yeVIkol oK1 VIKOV.

Eldyiota yvepiloupe ya tov ekdotiké oiko Schmidt
& Romer, extég tov étt Eekivnoe Afya ypdévia Gotepa
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and avtév tov Schreiber,’ avuypdgovrag ) dovield
KAl TO OTUA TOU, Y] TIGC TIEPLOTOTEPES POPES X PTOLUOTION-
dvrag avtodota Ta oKNViKd, Ta SlakooUNTIKA KAl TG
@ryotpec-nBomnolotc tov.

To ydpuvo Béarpo (Papiertheater) epgaviletar ot
I'eppavia’ ota téAn tov 18ouv awdva, kar cuykekpipéva
ot NopepPépyn —kévrpo napaywync maryvidtdv kat At-
Boypagidv.® Znpiletal oto omtikd maxvidt peep-show
(kpupokoitaypa), pwa oepd SMAadY] ¥apPTOKOTTUKOY
elkévov, tomofemuévov emdAinia 1 pla niow and
v dAAN kal evopévev oav akopvtedv. Ot mpdtol
I'eppavol ekdteg maudikdv evidmev ov acyoriBniav
ue to xdpuvo Béatpo aviéypapav kat amionoinoav to
peep-show, tundvovtag Eexwptotd ta kriopata kat ta
torm{a wg oknvikd kat T Pryotpeg wg nbormototc. Tnv
oploTKY Tov popYt| To yeppavikd xdptvo Béatpo v
mpe ) dexaetia tov 1820, axpdlovrac oto Mévayo,
1o Mainz,® to Esslingen, to Neuruppin kat idiaftepa oto
Bepolivo —nbAeig émov €dpevav ot neptocdtepot ekdo-
tkof ofkot g 'eppaviag.’

2to Mévayo kat to Esslingen Aettovpyotoe o exdo-
1k6g oikog Schreiber (1835-1960). X dekaetia tou
1850 o Ferdinand Schreiber pumrjke otov exdotiké ofko
tov matépa tov Johann Ferdinand Schreiber xat katép-
Bwoe va tov avantiéet téoo, dote ota téAn tov 190v
atdva va Bewpeitat £vag ané touvg onpavukdTepPous Tov
xdptivov Oedtpov ot 'eppavia. BeAtiwoe v mod-
TA TOV OKNVIKOV TOL OLVEPYALOUEVOG PE TOV YVOOTO
I'eppavé oxnvoypdgo oto Mévayo Th. Guggenberger,”
evd yua ) daokevt] tov Beatpicdy —avdpeod toug ta
ONpavTikOTEPa €pya TOL YEPHAVLKOD PETEPTOPIOL TNG

149



MAPIA APTYPIAAH
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Ew. 1. Teppavikd yaptivo Béatpo tov ekdotikoy oikov Schmidt & Romer (1890) (pwt.: . AeAnPopppLdc).

' ov ££€810e oLvEPYAOTNKE PE TOV KELPEVO-

emoyfc—'
ypdgo E. Sievert. To peneptépio tov Schreiber Hrav
mA0Uol0 Kat TotkiAdpopo. Ot xpopoiiBoypagies tov
OKNVIKGV TOov Tapamépmovy oe mapapvba, mapaotd-
oe1g TadLkY¢ Aoyoteyviag, kaldg kar oto pemeptdpLo
oL yeppavikot Bedtpou mov Sraokevdiovrav yia taidd
kat tpocappdlovtav yta to xdptivo Béatpé tov."

Ty peyddn napayeyn xdpuvev Oedtpov ot T'ep-
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pavia mv avéxope 1 ékpnén tov A’ IMaykoopiov mo-
Aépov.” "Eog 1o 1920 ot meptoodtepor ekdotikoi ofkot
avaykdotnkav va kie{oouvy, moArol pditota kataotpé-
povtag kat to otok tovs. Evag and avtols fjtav kat o
Ferdinand Schreiber, 1o otok tov onofov teAikd ayo-
paotnke andé ™ M. Fawdry —dnptovpyot tov Pollock’s
Toy Museum oto Aovdivo—, dtacdlovtag pra peydin
TIOWKIALGL OKNVIKGOV E0MTEPIKAOV KAt EEMTEPLKOV XDPOV,
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[eppaviké 8catpo (Papiertheater) tov Schmide & Romer ané ) Aswypia

xdptvev nhomotdv kat SlakooPNTIKOV ECMTEPIKOD Y-

pov amd g apyég tov 19ov adva. ™

[Ipoetopaocia kat extéAeon pag tapdotaong

['a va mapovotdoovy ta mawdid éva €pyo ot dikr| Toug
xapuvn oknvy, énpene va npogtotpaoctovv. H dtadika-
ola avty] anoteAoVoe To Mo oLVAPTIAOTIKS 0TAdI0, TIOV
TOAAEG popég kpatovoe kat évav piva. Ipdta npdra,
ayépalav to £Vtuo e To KEPEVO Kkal TG Pryolpes evig
épyov. Ze optopéva évruna —diwg tov Schreiber—" oto
efdeuiro vpye Kkatdroyog tev €pyov mou elyav
ekd00el kat oto omoBépuALo avaiutikée mivakag tev
OKNVIKGV TovG (OKNVY, TIPOOKHVIO, KUPLGTEPA OKNVIKA
Kat ot kovptiveg TG avialag). Xt dedtepn oerida tov
gvtbmou, avaypdgovtav ot kodiko{ tov anapaittwv
OKNVIKGOV yla to ovykekptpévo €pyo. Tic ABoypagieg
1OV OKNVIKGV Ta Tadtd g mpopnBedoviav Eexmplotd,
TUTIOUEVEG O¢ peydha @UAAa, and ta xaptomwAsia 1 ta
Bipronwireia.

Ta madid éxoPfav ta oknvikd kat TG Qryovpes pe 1o
par{dt, ta koAloboav pe arevpdkoila og xaptdvia, Kat
ékoPav to meplypappd toug pe komidl. Apyikd, avtéc ot
ABoypagiec frav aompdpavpeg kat fwypagpifovrav and
ta tadtd. Apydtepa, 1 texvikf tng xpwporiBoypagpiag
amiomoi{noe TV eKTHNOON Kal T {wypagiky Toug, kd-
VOVTAG TILO EVIVTIOOLAKA TA OKMVLKA.

211 vnodoyég mov vpyav oty EVAvy Bdon tomo-
Betoboav ta oknvikd, dlapopedvovtag pia tplodtdota-
11 oKNVY, 1) omola avadeikvudtav and Tov OTIOPS £vEg
Keptov, 21O TPOOKIVIO oTEPE@VAY TV avAala pe TG
KOKKIVEG KOLPTIVEG NG —umhjpxav ot Kaifg motdtnrag
VQAORATIVEG KOLPTIVEC AAAG Kal Ol AETTEG vPaAoUATL-
VEG IOV KOAALOUVTAV o€ Aemtd Yapti ya va yivouv 1o
avBekukéc. [a g ypryopeg evarrayég twv oknvikodv
mou anattoboav ot TPdEelg tov €pyou, ot exddteg &i-
xav mpoteivet évav amid kat eékoro tpémo. Ta nadid
KoAhovoav ta oknvikd ¢ plag mpdéng ot pia dyn
£VOG YapTOVIOY Kal Ta oKNvikd TG dAANG otnv mi{ow,
TIPOKEIPEVOL TIEPLOTPEPOVTAG TO XAPTOVL va arAdler
10 oknviké. Ta anapaitnra dakoountkd tov xwpov,
ompifovrav ot pkpéc EGAveg Bdoetg.

KdBe gryobpa otepewviétav oe éva modd Aemtd kat
naxpy ovppa, pe to onolo Ta Tadtd v Kivodoav ot
oknvy ané to mAdL. TToAréc popéc, ta mAdivd oknvikd
kat ta dtakoopntikd otoryeia dvokdrevav v Kivon
v xdpuvev nlonotdv pe anotéleopa —dtaltepa oto
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PLEnE

Ew. 2. Zknvikd ané to épyo Eleddepos Zronevriic

(pwr.: Zm. AeAnPoppptdc).

Ewc. 3. ®yodpeg ané to épyo H Xiwovdrn xar o1 envd

vdvor (ewt.: Zn. AeAnPoppptdc).

yeppaviké Béatpo—, ot gryobpeg va mapapévouvv akivi-
1eG 0%edOV o€ OAN TN drdpketa prag mpdéne.

Yotepa and apketéc mpdPeg, dbo M 1o oAb tpla
nadid —kvpine ayépra— Lovrdvevav v napdotaor. H
KOkkwvr aviafa avéfatve kat n mapdotaor dpyle pe
uovotky] vrékpovon. [liow and ) oxnvi, o apnyntvig
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Eik. 4. Zknviko ané 1o kdatpo o€ yeppaviké yoptd pe v vroypapy tov Th. Guggenberg (pwt.: n. AeAnfoppprdc).

ddPage and 1o évrvno toug Sidhoyoug, evd éva diro
aybpt kivovoe ta oknvikd, ta dtakooprntikd kat toug nbo-
mot06G. O apnyntic aALolwve T QovY] ToL TPOKELUEVOL
va anoddoet ta Abyta tou kdbe Ypoa. Qotéoo, ot Pevég
TOV TPOTAYOVIOTOV AELTOVPYyOoloav CURTIANPORATIKA.
Auté mov kabépile v emrvyia e mapdotaonc kat
npokaiotoe To evolapépov ftav 1 aldayr] Twv oKnvt-
KGOV, TOV SLAKOOPTTIKGV GTOL eIV KAt 1) TIapovoiact] Tov
nBomnoidv. Anapaitnrot Hrav kar ddgopot fixot 1§ Bépu-
Bot, avdAoya pe trv mAokr Tov £pyov —mov ouvibwg £ka-
vav, av ovppeteiyav, ta kopitota. H opyr g 0dracoag,
10 Pountd tov avépov, o B6puPos g Ppoxne, yivovrav
HE TO OTORA 1) XTUTIOVTAG Ta YEPLA, Ta TTOdLa 1) peTaAiikd
avukeipeva. Zopgova pe g 0dnyieg oto omobbpuiio
oV eviiniov tov Schreiber, ot Bpovtés amodidovtav moAd
PLOLKA pe TO KobvIpa evdg peydAov okANpos xapToviod
Kkat pe ta ddo yépra. [a ug aorparnéc, ta madd prnopov-
0av Va Kataokevdoouv and okAnpd xaptévt éva ooAn-
vdkt, va 1o yepioouy and T pra dkpr) pe KOAOPOVIO Kat
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va to guofifouy dve ot PAdya tov Kkeptot, dnuovp-
yévtag vnépoyes, AOOUEG AoTPaTéC. Ympyav Kat eikd
Beyyakikd mov ta mpounBedoviav and to pmaxdiiko
—gva koutdkt Tpog 15 péviy—, ta omoia kafyovtav dooua
dnpovpydvtag vépoyes pAdyEG.

H yonteia tov ydpuvouv Bedrpov dev tedelwve pe
10 Tépaocpa oto kéopo tv evniikev. Ilpoowmicdn-
teg 6mwc o Ch. Dickens, o G. K. Chesterton xat o W.
Churchill avalntodoav moArég popéc otov pavraoticd
autd KOOUO TOV TIABIKGV TOLG XPOVeV TV EUTIVELOT)
yla to £pyo toug. '

Maprupia evég madiob yia to ydptivo Béatpo
otnv EALGSa

“Evag ané touvg otdyovg tov Tprpatog [aryvididv
kat ITadikvic HAwclag etvat va mpooeyyioet ta evponai-
kd marxvidia tov 190v kat twv apydv tov 2006 adva
nov BpéBnkav oty EAAGSa kar mailoviav ané EAAn-
vémovda, va emonpaivel o Toleg Kowmvikés tdlelg

MOYZEIO MITENAKH



Teppaviké Ocatpo (Papiertheater) tov Schmidt & Romer ané tn Asiyia

angvbivovtav kat TG £@racav ota y€pLa TovG.

Mt paptopta mov ammyel ta ovvaicBrjpata aird
Kat TG avapvioelg evég matdtob mov efye oty katoxy
tov kal énae pe éva ydpuvo Béatpo oty EArdda,
npoépyetat and tov (o tov dwpnty I'. 'epovrdvo. H
naptupia eivar raitepa onpaviier]. Extég tov 6t givat
and ug eAdyoteg meptypa@és tov marxvidoy and éva
nadi, pag amokarimtet éu to xdptvo Béatpo —mov ov-
viotoboe onpavtkd maryvidt Tov ayopldv g aotikig
tdEng ¢ Evpdmme tov 190v adva— @tdvel ota téAn
tov 190v kat g apyég tov 2006 awdva otnv EArdda,
Oxt pé€ow evOG EAANVIKOD EPTIOPIKOY KATACTHRATOG TG
enoxnic (my. Mayywdpog, Tookdg, Ppdykog), arrd
pepovouéva, og ayopd and to efotepkd evéc amnd ta
HéAN e owoyévelac. AAAwote, Pproxdpacte otnv
EMOYN TOL Ol UEYAAOACTIKEG OIKOYEVELEG, AGY® TGOV
EUTIOPIKWV ox€oedv toug pe v Evpdmm, elxav v
dveon) va épyovial oe emaQt] pe evpeTAlKd TpdTuTa.

O Tedypyog I'epovrdvoc onpetdvet:

«Xalevovrag pia pwroypapia rov xdprivov dedrpov mov
ddproa ovo vnd idpvon Movoeio Ilaixvididy rov Mov-
oeiov Mnevdxn, pov #Ade oro vov n npdin popd mov o
avrixproa.

Hray vov ayiov L'ewpyiov (-1946), drav pov 7o épepe o
vovés pov (2répavos Xrpérr, adedpds tng untéoag).

Oray eida tny xaooviroa pe 115 1pvnes orn pia nlevpd
oxéprnka: 11 efvar ndAr rovro. Xddnkav ta narivia, o:
yralés. Ex pvoews dpws nepicpyos kpariidnka. Hiela
va dw 11 efvar.

[dvw oro peydlo 1panéls tng wpanelapias o vovés o
dvoile xar dpxioe va ro ovvappodoyei. Hray xdri nepi-
epyo, Kdri Orapoperixd, kdri draoxedaorixd. Kovprives,
oxnviKd, avipwnikia, émnla pe &va ovppa va mpoeléxet
npog ta ndvw. Me éneioe va naiovue éva xopudr exeivo
0 andyevpa tny dpa rov toaiov. Na tovs xdvovue €x-
mAnén, eine. Lari ox1. Efyale and tnv todvra vov (Hirav
dixnydpos) daxrvioypagnuéva xaprid. Hrav perdppaon
TOV yeppavikov Kewucvov mov gvvddeve ro déazpo.

Apxioape va drafdlovue xdvoviag tig oxeTiKés Kivii-
oeis ovupwva pe Ti¢ odnyies rov xapriov. Aev Jvpduar
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ndoes popés kdvaue doxipués. Hrav aprerés.

‘O Elevdepos oxonevriis” hrav 1o xoupdr: mov da
naiCape. ‘Evag yeppavixds uvidos.

"Hzay 100 aiyovpog o vovds pov 611 da mailape xar ot
da nervxarve n mapdoraon nov eixe péper pali Tov xai
pHra mhdxa twv 75 0tpopdv pe tny e10aywyrh the opdve-
ung onepag rov Carl Maria von Weber.

Orav palevrnkay yia vo vodi, thoav xar apxeroi Adyw
[ldoxa xar ayiov I'ewpyiov, fdlape 1i¢ kapéxdes orn oer
pd xkar to Jéarpo oro tpané(. Tpafrixtniav o1 xovpriveg,
pmvie n nAdxa oro kovpdilduevo ypauudpawvo xar éxo-
vrag ronoderiioer orn Oéon tovs Tovs xdpTivovs ndomorovs,
onxdoaue oiyd oryd tnv xovpriva 1pafivrag tnv Kbxxivn
kAworh, kar éxoviag unpoord puov ta xaprid dpxioa va
nailw pe Ponds rov vové xar va drafalw pe ordupo.

Kimozog, dev dvpduar nosog, pov pdvale:

“yrari Srafdleis avrd nov xdveis, ra PA€novue. .. ndpa
Kdrw’.

Ta éxaoa, énada yAwooodérn. Aidfala vis odnyies kat
ox1 10 Jearpixd xetuevo. Me éowoe o vovds ovvexiCovrag
exelvos, uéxpt va ovvéddw.

Mov eixe deiler mdbg va fdlw rovs ndonorovs oro miow
Hépog Tov Oedrpov pe tn ocipd eppavicews. Enapva évay
&vav xavovikd emoTpépovids vov orny Oindavii Jéon,
drav redeiwve n napovoia rov. Kdmowa oriyuni va unép-
depa. Avri va Pyddw tov vinpérn xvvnyiov, éByaia tny
VIINPETPLA THS KUPIAS KAl KOVVADVTAS TNV VITEPHQPavos me-
piéypaga pe Papid pwvii to kvvikyr tov eAapiov.

Ta yédia wwv Jeardv pe odorioav. Anéomaoa dpws
ta ovyxapnripia 6wy wwy deardy. Oa prlwoa apxerd
exeivo 1o Bpddv and nepnpdvia. Axdua xar n 6voxoin
yrayid Mapyapiva pov édwoe éva yepd piri. Hrav n mpd-
n @opd! To tpax dvvard.

2ny ovvéxera Oev éxapa noAdd Addn, av kar apkerd
#ray ndednuéva yia va yelovy o1 fearés pov.

[1600 ba deda va Eavalriow aviry tny emoxri.

Mapia Apyvptddn

Turpa Taixvidray kar Ilaidixig HArkiag
Movoeiov Mnevdxn
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YHMEIQSEIS

1. Méoa oto ydpuvo Béatpo tov Movoegiov Mmnevdkn
vndpyouvy petagpaocpéva ota gAinvikd and tov Ev. Kap-
to0bvn Ta kefpeva tov épyov: 1) Ribezahl (Kinder-Biibne,
von R. Schmidt), 2) Der Freischiitz (Kinder-Biibne, von
Richard Schmidt), 3) Dornrschen (Kinder-Bubne, von R.
Schmidt), 4) Aschenbrodel (Schreibers Kinder-Theater, von E.
Sievert), 5) Die Puppenfee (Schreibers Kinder-Theater, von E.
Sievert), 6) Rotkippchen (Schreibers Kinder-Theater, von E.
Sievert), 7) Schneewittchen und die sieben Zwerge (Schreibers
Kinder-Theater, von E. Sievert).

2. Der Freischiitz, dnepa tov C. M. von Weber.
3. Riibezahl atoryet6 tov Povviv.

4. Exdotucédg ofkog mov (dpuoe o J. F. Schreiber (1835-
1960) kat avéraPe and to 1850 o yiog tov Schreiber, fA. P.
Baldwin, Toy Theaters of the World (London 1992) 86-98.

5. To yxdpuvo Béatpo dev fitav yvwotd maryvidl pévo ot
Teppavia wg Kindertheater kar otnv Ayyhia wg toy theatre,
M. Apyvpradr, O Mayixds Kdopos rwv [aixvididy (ABfva
2003) 119. T'a exdbteg tov roy theatre, E. C. King, The
Encyclopedia of Toys (London 1978) 224-27. ‘Onwg emon-
paiver o oNpavikdTepog HEAETNTHGE Tov xdptvov Bedtpov
G. Speaight, to xdpuvo Béatpo yevwrinke oty AyyAia, PA.
oyetwd G. Speaight, The History of the English Toy Theatre
(London 1969) 9-14* Apyvptddn (6.1.) 114-15.

6. ‘Eva ané ta povadwkd yeppavikd ydptiva Béatpa tov
180v awdva mov ftav extebepévo ato EBviké Mouoeio tng
NupepPépyne, kataotpdenke katd tov B’ ITaykéopo mo-
Aepo. BA. Baldwin (onu. 4) 78-79.

7. Zug apxés tov 18ov aidva, onpaviikdtepog dnptovp-
v6¢ Tov ontikdv kovttdv oty eppavia frav o yapdrtng
M. Engelbrecht ané to Augsburg, pe eikévec epmvevopéveg
andé Bpnokevtikd, totopikd kat Bépatra g emkapdTy-
Tag, xapaxkmplotikd pvnpela kar mavopdpata ddpopwv
nieptoxdv tne Evpdnne kat g evpttepne Avatorrc. Ztn
ovAroyn tov Movoeiov Mmnevdir, vdpyet éva and ta on-
pavtikétepa omtikd kovtd tov Engelbrecht, pe to Mraipdn
orn Kwvoraviwovmodn (Das Bairams-Felt in Constantinople,
Movuoeio Mrnevdx, ap. evp. TIII1 906). T'a to peep-show,
Apyvptddy (omp. 5) 109-10 Baldwin (omp. 4) 79.

8. Zto Mainz, mov tov 190 aidva anoteAodoe onpavitké
ekbotikd kévipo, Tpels yvoortol ekdéteg aoyolifnkav pe
10 Ydptvo Béatpo. Ov Alter & Zeitinger, o E. Linn, kat o
onpavukétepog J. Scholz (1860-1940), o onolog aképa kat
petd to 1900 ténwve oAl KOpYd TPOSKRAVIA KAl OKNVLKG,
Tov guvodeboviav and Pryovpeg kat avaylvpes Beatpuicég
pdokeg —Onptovpyieg Tov yvOOoTOd oKNVOypdpov and To
Bepoiivo Th. (;) Miiller— xaBd¢ xat vmofoireio oe oyfua
KovAtol. Xto Movoegfov Mmevdkn vndpyet éva tétoto
vrofoieio.
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9. Optopévor exddteg €dwvav épgaocn otnv vYNAY Told-
mra ™G {eypagikig, ¢ eKTUM®ONG Kal ToL XapTiod Kat
eméleyav ot {blor ta Beatpikd €pya mov miotevav 61t Ba
gAkvoouv ta nadid. [TapdAinia, pa dedtepy opdda exdo-
v —kvping and to Neuruppin— angvBuvdtay oto gvpbtepo
Kowvd, exdidoviac oe yapnidtepn motdtnta xaptiol Kat
oyedlwv motkila oxnvikd and napactdoelg nov avéfarvay
ota Béatpa, Ta onola Spwg xvkAogopodoav v endpevy
KiéAag g mpepépac. H xapmAy upq addd kat n emka-
poétnta ékave ofyovpn tnv eumopiky emrugia kat pditota
o€ Peyarlitepes kowovikéc opddec. BA. oxetkd Apyvptddn
(onp. 5) 116-18.

10. Th. Guggenberger (1866-1929) yvootds oxnvoypd-
@o¢ Touv yeppavikob Bedtpov, Baldwin (omp. 4) 88-97. H
Sovrerd tov Guggenberger ota oknvikd tov Schreiber tav
eCaperr]. Ta mAotbola oe xpdpa kat motkira oxediov ar-
Ad kal amapdutiria o notdtnta kat enefepyacia oxédid
Tov, £dwvav btaitepn mpoooyy| otn Aemropépeta. O Guggen-
berger efye omovddoet kovid ooV {wypdgo Kkat oknvoypdpo
A. Quaglio (1829-1890), o onoiog kataokebale oxnvikd yia
ta kAaotkd épya mov na{fovrav ota yeppavikd Béatpa tnv
emoyy tou, o€ oTVA pmapdk. H enidpaon tov Quaglio atov
padnry] Tov eivat epgavyc ota oknvikd tov tedgvtaiov.

11. Baldwin (onp. 4) 79-98.

12. Ta mapddetypa, n levofépa (Genovefa) —v odfvyog
tov Npwa Ziykepvt and tov pibo tev Nibelungen— mov
peromoinoe o R. Wagner, o pubuwdg tpopadobpog Tavxdilep
(Tannhiuser) xar médh and Smepa tov R. Wagner, o Maye-
pnévog Avdés (Die Zauberflore) amé tyv émepa tov W. A. Mo-
zart, o [ovdiédpos Térdos (Wilbelm Tell) ané to Beatpikd
¢pyo tov Fr. von Schiller.

13. Apyvptddn (onp. 5) 118.

14. To o onpavuxd edpnpa avdpesa oTo 0TOK TOL £K-
dotikot ofkov Schreiber Hrav éva oxedév avénago npooki-
vio pe umépoya évrova xpopata, Apyvptddn (omp. 5) 118.

15. MdMiota, o Schreiber to 1886 témwoe tov 0dnyd Das
Kindertheater tov H. Elm, xat to 1900 tov 0d1y6 Das Kinder-
theater tov M. Eickemeyer, pe Aemtopepeic minpogopieg
ya to o Ba éotvav ta mawdtd éva ydptvo Béatpo kat
Ba napovoiatav pia mapdotaon (tonoBétnom kar ypriyopn
arlayr] OKNVIKGY Kat viekdp, tpémog kiviong kat ouyypovi-
o6 adhayrc tev xdptvev nhomotdv endve ot oknvy Kat
XPNOLHOTION O] TEXVIKAV HECHDV).

16. Speaight (omp. 5) 181-82.
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Tepuaviks 8éatpo (Papierthearer) tov Schmidr & Romer ané tn Asiypia

MARIA ARGYRIADI
A German toy theatre (Papiertheater) from Schmidt & Romer of Leipzig

This cut-out toy theatre (Papiertheater), manufactured
by Schmidt 8 Romer of Leipzig in 1890, came into the
possession of the Benaki Museum in 2000, as a donation
from Georgos Yeroulanos, whose godfather had given it
to him as a present after a visit to Germany in the 1940s.

It consists of a wooden box, which forms the base of
the theatre and has holes for inserting the cardboard scen-
ery. Inside the box are the cardboard proscenium with it
inscription Thaleia after the Muse of Comedy, 10 large
lithographed pieces of scenery with the side pieces facing
each other and in perspective, various items of décor for
interior scenes, the figures of the characters in board and
seven leaflets with the scripts of plays.

The publishing house of R. Schreiber, which took over
the business of Schmidt & Romer, reproduced its work
and its style, and even used its scenery, décor for interior
scenes and cut-out characters. Schreiber’s coloured litho-
graphs for the scenery bring to mind scenes from fairy
tales and children’s literature and illustrations from the
repertoire of German theatre dramatisations for children.
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In the 19th century most middle-class boys had a cut-
out theatre. They spent several days constructing and set-
ting it up and then putting on a performance. Often the
preparations took as long as a month. The first step was to
buy the printed material which contained the script and
the characters of the play. All the coloured lithographs for
the scenery were obtained separately on large sheets from
stationery shops.

The children cut out the scenery and the figures and
stuck them on to pieces of board. The three-dimensional
scenery was inserted in the holes in the wooden base.
After several rehearsals, two or three children —mainly
boys— presented the show. The red curtain was raised and
the show began with some form of musical accompani-
ment. Behind the scenes the narrator read the dialogue
aloud from the printed script, while another dealt with
the scenery, the props and the actors. The dialogue pro-
vided for each character, which the narrator differentiated
by a change of voice, represented an additional means of
communication.
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Late Mamluk metalwork in the Benaki Museum

WITH THE NEW MUSEUM of Islamic Art opening in
Athens shortly, this seems an appropriate occasion to
present a study of a group of late 15th-century met-
al objects which have until now been housed in the
Benaki Museum’s Islamic collection, and are being
published here for the first time.’

The group consists of a number of tinned copper
vessels which had a utilitarian function. The materials
used, the style and decoration, as well as the content of
the inscriptions,’ all point to a dating in the Late Mam-
luk period (late 15th - early 16th century).

Most of these vessels are variously-sized dishes which
formed part of the household effects of the Amirs or
of the Sultan himself. Their function cannot be deter-
mined with certainty as they are not depicted in the
contemporary manuscript illustrations which represent
the basic source of information on everyday life in me-
diaeval times, but they were probably used to serve fruit
and other dry foods.” The meticulously executed deco-
ration and the high quality of the engraving suggests
that they could also have been used as serving trays
during great feasts and celebrations.

Dishes

One of the most elaborate items in the group is a dish
(fig. 1) whose impressive size —56.5 cm in diameter
and 7 cm high— and the contrasting minute engraving
makes it a particularly noteworthy piece. The slightly
convex body of the vessel stands on a low foot, while
its circumference is given emphasis by a cusped rim
decorated with an engraved braid of overlapping lines
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and a wider band of geometric patterns broken by 16
small roundels.

The cavetto is lavishly adorned with a wide band
filled with eight roundel medallions of geometric pat-
terns. Each medallion terminates on either side of its
vertical axis in a trefoil finial, while, in the interstices
between the medallions, four Arabic inscriptions in
naskbi script alternate with compartments of geometric
patterns. Two of the four inscriptions contain a Jauda-
tory poem which can be deciphered as follows:

o yall Dol ellall e chaly
e S e Gl B4
Loy g bl Lse je il 5 Y

lae Jois Laall (4 iy

“You have reached the highest rank as regards greatness,
and good fortune

has associated with you on every side; may you not cease
to be in demand and

to stretch forth your right hand in the world by
obtaining your wishes*

The base of the tray is dominated by a central medal-
lion which encloses a Mamluk blazon (fig. 2). The up-
per field of this tripartite emblem bears a napkin while
a cup charged with a pen box flanked by two powder
horns is found in the central bar. The lower field con-
tains a smaller high-stemmed cup. This emblem is of
the composite type,’ namely a blazon filled with the
signs of more than one official. This combination of
insignia indicates that the blazon cannot be attributed
to a specific Amir at the Mamluk court. Instead, as the
sources confirm, it was used by the entire body of high
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Fig. 1-2. Tinned copper dish and detail showing the

tripartite blazon of Qaytbay and his successors. Diam.:
0.565 m. Athens, Benaki Museum 13107
(photo: Sp. Delivorrias).

officials in the service of Sultan al-Ashraf Qaytbay (r.
1468-1496) and his successors.®
An inscription running around the central medallion
reads:
oyl je ol ¥l clle UY g0 sluild dudl e gaidll (5 5 oldll
el o R sy Jee Las
“This is whar was made for His Most Noble and High
Excellency, our Lord,
the Well- Served, Saif ad-din Qanibay, our Lord the

Governor, may his victory

be glorious”
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Late Mamluk metalwork in the Benaki Museum

Fig. 3. Tinned copper dish with an inscribed rim. Diam.: 0.412 m.
Athens, Benaki Museum 13109 (photo: Sp. Delivorrias).

On the reverse side of the tray an Arabic inscription

reads:
a8 A0 ol el elle gl dadl Ca Y A Pepe

“For his Most Noble Excellency Sayfi ad-din Agbay,
General Governor of the Shargiyya [region in Egypt]”.

According to Mayer this dish cannot be dated later than
888H (December 1483), since it was in this year that Sayfi
ad-din Agbay was transferred from Sharqiyya to Gaza.®

7

Equally large and impressive is another dish (fig. 3)°
which, despite similarities in shape and material with
the first vessel, is one of the few surviving examples with
an inscribed rim." The inscription, repeated eight times
on the rim, reads:
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Sl SO
“The Royal, the Excellency™
The curved sides of the vessel are adorned with three
bands of decoration: two narrow zones of scrollwork and
a wider band filled alternately with knotted Kufic script,
lavishly made arabesques and eight interlaced medallions
bearing in their centre a rosette. Unlike the previous ex-
ample, this dish lacks a central blazon, and its core is oc-
cupied by a small medallion filled with a rosette. Around
this medallion a number of superimposed and interlaced
geometric patterns give the overall impression of the open
petals of a flower. The rest of the base is adorned with
meticulously executed unrolling tendrils.
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Fig. 4. Tinned copper dish. Diam.: 0.275 m. Athens, Benaki Museum 13108 {(photo: Sp. Delivorrias).

On the undecorated reverse side of the tray can be
read:

Leaa Op el desa zlall cabia

“Property of al-Haj Mupammad al-Haj bin
Mubammad”

and another Ottoman inscription which states:

YOV 5t paa 2l AS 5 ) slad 5 a

“Property of Huzeydi Humdynn Vekili Aga Hezretler:
(1) 253 (H)"."

The absence of any Mamluk blazon, the extremely
miniaturized decoration, the knotted patterns which
surprisingly appear not only in the Kufic script but also
in the floral devices as well as the differences in general
decoration between this tray and the other dishes of this
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type, suggests an attribution to the late Mamluk era (carly
sixteenth century) or even to early post-Mamluk times.

The dish fig. 4 has its base also decorated with meticu-
lously executed unrolling tendrills (fig. 4)." Its core is oc-
cupied by a central medallion filled with “Y’-fret patterns
while a band of scrollwork entoures the base’s decoration.
The Arabic inscription around the medallion found on a
hatched ground, compares the owner of the object to the
“shining and dazzling moon” —a parallel highly appropri-
ate in an object whose silver colour and circular shape
were deliberately chosen to provide such an association.

The inscription around the central medallion and the
cavetto read:

)..AL'L“ &_QLJB L}uai.“ s /)A\_')l\ ‘):\;\Al‘ _)Aﬂ\ iall
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Fig. 5-6. Tinned copper dish and detail showing the blazon

of the royal secretary (dawdadar), schematic depiction of an
open penbox. Diam.: 0.335 m. Athens,
Benaki Museum, 13106 (photo: Sp. Delivorrias).
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“(His/Her) face is like the brilliant shining moon, the
posture like a tender blooming sprout”.

A reference to the “bright moon” and to the “rwig-like
Jfigure” of the beloved can also be found on another dish
in the Benaki collection (fig. 5)."

The similarities between the two dishes are not lim-
ited to the content of the inscriptions but extend to
their virtually identical decoration. Both have a base
adorned with floral motifs and a cavetto engraved with
medallions ending in protruding finials, which alternate
with panels of Kufic and illegible Arabic script and ara-
besques of split leaves. However, the medallion found
on the core of the tray is in this case (fig. 6) filled with
the schematic rendering of an open penbox. This sym-
bol was associated in Mamluk hierarchy with the rank
of the dawddir, the royal secretary.”

On the plain outside of the dish one can read:

odie (i yas s

“For ‘Umar ibn ‘aqdah”

In the centre it is written

YYAY
which must be the number that the piece was hold-
ing among the various pieces in the collection of a later
owner. The style of the writing, the less extensive deco-
ration and the similarities between the two dishes and
an early 16th-century piece in the Museum of Islamic
Art in Cairo'® suggest that the two objects in the Benaki
collection can be dated to the last two decades of the
Mamluk regime (early 16th century).

The next dish to be discussed here (fig. 7) shares
many decorative features with those applied on the base
of the vessel shown in fig. 4. However, the inscription
encircling its central medallion has a disparate content
and the decoration engraved on its cavetto is in a totally
different style. The inscription in the centre repeats the
poem quoted above,'" while omitting its last verse for
lack of space.

The convex sides of the vessel are entirely covered
with a variety of elaborately executed motifs. Two bor-
ders, formed by plain bands and filled with engraved
scrollwork, interlace to create circular medallions filled
with “Y'-fret patterns. The interstices bear tight ara-
besques of intertwining scrolls with trefoil finials which
give an overall impression of a spiral moif.

The undecorated reverse side of the vessel bears two

Arabic inscriptions placed almost opposite each other.
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Fig. 7. Tinned copper dish. Diam.: 0.412 m. Athens, Benaki Museum 13110 (photo: Sp. Delivorrias).

The first one reads:
plae daall (358 (5 )5S dena zlad)

“al- Hajj Mubammad Katwari (?) Sawf al- Khayl Mu
allim”

and the second one:

(Slana

“Mubammads”

The decorative motifs applied on the cavetto of this
dish are only found on one other tinned copper tray,
inscribed with the name of Sultan Khansuh al-Ghart
(1516).” On the basis of this unexpected similarity the
Benaki tray should also be attributed to the beginning
of the 16th century.

The next three dishes may be taken as forming a
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separate sub-group of copperware objects in view of the
naturalistic blossoms which decorate the surface of the
base.

The first dish (fig. 8)* has a base adorned with several
superimposed geometric patterns creating lozenges and
triangles around a central tripartite blazon.” These loz-
enges are filled with lotus blossoms which alternate with
Y-frev patterns filling the triangular interstices. The
Arabic inscription found around the core of the dish is
benedictory, in which the dish itself, as a speaking object,
seems to address “good wishes to its owner”. The decora-
tion of the cavetto consists of interlacing roundels filled
with geometric patterns alternating with panels of floral
arabesques and decorative knotted Kufic inscriptions.

MOYXEIO MITENAKH



Late Mamluk metalwork in the Benaki Museum

Fig. 8. Tinned copper dish decorated with lotus flowers. Diam.: 0.385 m.Athens, Benaki Museum 13103 (photo: Sp. Delivorrias).

On the reverse side of the dish an Arabic inscription
reads:

) aka (e bl

“Shahin from Corps of Rafraf”

This is not the first time that the Corps of Rafraf is
mentioned on an item of 15th century copperware.”
However the written sources do not help us to identify
with precision either the role or the composition of this
corps. The only thing that can safely be said is that the
name Rafraf is known to have been given to a superim-
posed structure which formed part of the royal buildings
in the Citadel of Cairo.” The Citadel was originally de-
signed as the residence of the Mamluk sultans and their
high officials and it remained the seat of government

3, 2003

until 1874. Presumably the corps mentioned in these
dishes must have some connection with this particular
building and it possibly had its headquarters there.

The existence of a copper tray in Ledouix collection
bearing almost identical decoration with that of the
Benaki dish suggests that this copper vessel should also
be attributed to the years 1500-1516.*

With identical decoration on its curved sides, the
second dish (fig. 9)* strongly resembles the first piece.
However, small variations can be noticed in the depic-
tion of the lotus flowers which occupy the geometric
patterns created around the core of the dish (fig. 10).
The inscription around the central medallion also has a
different content, repeating the laudatory poem previ-
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Fig. 9. Tinned copper dish. Diam.: 0.39 m. Athens,
Benaki Museum 13105 (photo: Sp. Delivorrias).

Fig. 10. Detail of the bottom of dish fig. 9.
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ously deciphered,” while the back of the vessel (fig. 10)
bears the following inscription:
Gl dana lal

“el-Haj Mebmed Efendi”

The Ottoman titles mentioned in the inscription sug-
gest that the name belongs to a later owner of the vessel.
The clear resemblances between this dish and the vessel
shown in fig. 6 indicate a similar date of production.

The last copperware dish in the Benaki collection,
whose base is decorated with engraved floral blossoms
slightly different depicted among geometric patterns, is
shown at fig. 11.” This item bears on its base the same
devices as the two dishes just described,” but its cavetto
is decorated in a totally different manner. Instead of the
usual interlacing medallions, found in several of the dish-
es discussed above, the cavetto here is ornamented with
two narrow decorative bands filled with strapwork and a
wider one bearing medallions filled alternately with tri-
partite blazons and geometric patterns.” The interstices
between the medallions form oval compartments filled
with knotted Kufic script and floral motifs.

A close stylistic connection between this dish and
another one in Washington, dating from the late 15th -
early 16th century, suggests the attribution of the Benaki
dish to the same period.”

The last tray to be presented here displays a significant
variation in shape. Unlike the majority of the copper
dishes under discussion, this object (fig. 12) lacks the
standard cusped rim with the engraved hatched area on
each cusp.” Instead, a flat circular rim engraved with two
plain bands and a thin string of overlapping lines runs
round the circumference. The decoration has no unu-
sual features. The motifs engraved on the cavetto repeat
the standard knotted Kufic inscriptions alternating with
vegetal arabesques, while the ornamentation of the base
reproduces the common device of unrolling tendrils sur-
rounding frequently repeated laudatory poem.*

What is of particular interest is the fact that the me-
dallion found on the core of this dish, engraved with
the emblem of the dawaidar, is cusped and filled with
floral decoration, a rather unusual feature in Mamluk
emblems. Moreover, the schematic rendering of the pen
case here finds no exact parallel among the several varia-
tions of the same emblem presented in Mayer’s list.> All
this suggests that the dawaidar blazon could have been
used here not as a real Mamluk emblem but rather as a
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Fig. 11. Tinned copper dish bearing the tripartite blazon

of Qaytbay on its cavetto. Diam.: 0.375 m. Achens, Benaki
Museum 13102 (photo: Sp. Delivorrias).

decorative motif. The ornamental use of this emblem, in
combination with the absence of the typical cusped rim,
indicates that the tray dates from the very last years of the
Mamluk dynasty.
The outside of the tray bears two Arabic inscriptions.
The first states:
\\Wm&;w\:‘));w@\_\g;\_m
“Property of Haji Huseyn Huriji Jamal (or Hamal)
year 1177,
which must refer to the year (1) 117 (1705/1706 AD)
The second inscription reads:
N T IPNE PN RV E N g FAPW T PV DY
“This was made for Alf Bay, the treasurer of his Royal
Majesty™

Lunch Boxes

The next sub-group of metalwork in the Benaki col-
lection consists of two tinned copper boxes. The terms
used by scholars to describe these vessels vary. G. Wiet
calls them “cantines & repas” > and Ruthven “canteens” >
while Allan, following Mayer’s suggestion, has published

them under the term “/unch boxes”.”
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Fig. 12. Tinned copper dish with a flat circular rim. Diam.:
0.465 m. Athens, Benaki Museum 13104
(photo: Sp. Delivorrias).

As clearly emerges from the Arabic terms for these box-
es, they were designed to carry the food supplies required
for a journey. The difference in their sizes indicates that
some could contain food for more than one person, while
the small ones hold a day’s rations for just one traveller.
However, the lack of any drawing or miniature show-
ing these boxes in use makes it difficult to establish their
function with certainty.

These containers were normally stacked on top of
each other in units of two or three, to form a single ves-
sel with a lid. They were made in such a way that the
base of each unit was a perfect fit with the vessel below,
for which it served as a lid. The upper box was the only
one covered with a separate lid.

A feature of these boxes is that they all seem to have
the same cup-like handle on the top of their lids. The
unusual shape of these handles suggests that these lids,
when reversed, might have been used as plates with a
base.”® This additional function would have made ves-
sels of this type even more practical.

The ornamentation found on these boxes is always en-
graved, but the decorative vocabulary applied on them is

165



MARIA SARDIL

fairly wide. From this point of view they can be roughly
divided into two types: those whose surface is totally
decorated and those which have decorative motifs stand-
ing out boldly on a plain ground. Both the lunch boxes
of the Benaki collection belong to the first group, since
they are fully covered with rich ornamentation.

The lunch box shown at fig. 13 consists of one near-
octagonal basin unit and lid.* The lid has on its top a
cup-like handle placed in the centre of an oval panel filled
with spiral scrolls. The front and the back of the lid’s
tapering sides are adorned with a wide band consisting
of eight roundels filled with Y’-fret patterns. The me-
dallions alternate with arabesques of split leaves and two
panels engraved with Arabic inscriptions.

The decoration on the main body includes identical
medallions alternating with arabesques, knotted Kufic
inscriptions and Arabic inscriptions on a hatched ground.
The overall decoration is united by plain interlacing bor-
ders. Above and below this decorative band two narrow
zones of strapwork are broken by six petalled rosettes.

The single line Arabic inscriptions on the sides of the
lid can be deciphered as follows; on the back:

sl bl Gliall au p Jae Les
“This is one of the objects made for his High
Excellency”

and on the front:

G 5 Yl 5 51 5al

“Our Lord, the Amir, the Great™

The double line inscriptions found on the main body
of the vessel are illegible.

The contents of the canteen were kept secure by the
use of a metal catch and hinges, though to judge from
their crude fixing, both must be a later addition.

What makes this particular lunch box a rare piece
are its large size and its irregular shape, which have no
parallel among the surviving examples of this group
of objects.” In terms of decoration however, another
lunch box, now in Jerusalem,” dated to the early 16th
century, bears very similar ornamental devices on its
body. In view of the similarities between the two boxes
and the devices engraved on them I would attribute the
Benaki piece to the same period.

The second lunch box of the collection (fig. 14)* is
smaller and has less impressive decoration. It has an
oval shape and a single unit basin with a cup-like handle
roughly hammered on to the top of its lid. Unlike the pre-
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viously described box this one does not have a clasp-lock.

The decoration engraved on the lid and the body is
almost identical. Plain bands interlace to create medal-
lions filled with geometrical patterns. The interstices
are alternately filled with Arabic inscriptions on a cross
hatched ground and stylized floral decoration. The in-
scription on the lid reads:

“You have reached the highest rank as regards greatness,
and good fortune has associated with you on every side;
may you not cease to be in demand ™"

The decoration on the top of the lid consists of an
oval panel which has on either side two ovoid medal-
lions with a trefoil finial. On the lateral sides of the
trefoils, two six-petalled blossoms are engraved.

The decorative devices applied on this lunch box,
which are found in several items of copperware in this
group, indicate that it can be dated to the late 15th - early
16th century.

Bowls

The final group of late Mamluk copperware owned
by the Museum consists of two small bowls with me-
ticulously engraved decoration.

The first of these (fig. 15) is a wide bowl with a low
foot.” The interior is totally plain, while the external
surface is fully covered with minute decorative devices.
The ornamentation is roughly divided into three deco-
rative bands. The wide zone under the rim consists of
six medallions, half of which are filled with “Y’-fret pat-
terns, while the rest bear the tripartite blazon discussed
above,” surrounded by a band of scrollwork (fig. 16).
The interstices between the medallions are filled with
three cartouches of double line Arabic inscriptions al-
ternating with stylized floral motives. The inscriptions
among the blazons read:

6 shnl o paaild o) 1Y) ella alra Gl G Gl eNe alaall
o Jac Lae

“This is what was made for the lord ‘Ala’ ad-din
Husain, son of the Master of the General Governor
Qangith al-Yahyawt.

Just below this band is an unexpected short Arabic
inscription, crudely engraved. This inscription is
partially decipherable as follows:

A Sk e s e Gl plall i

“Vakf al-Hajj Mugstafa ... ?)”

The middle and widest zone contains four rows of
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Fig. 13. Tinned copper lunch box with octagonal shape. L.: 0.34 m.
Athens, Benaki Museum 13078 (photo: Sp. Delivorrias).

Fig. 14. Tinned copper lunch box with oval shape. L.: 0.263 m.
Athens, Benaki Museum 33701 (photo: Sp. Delivorrias).
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Fig. 15. Tinned copper bowl bearing the tripartite blazon of Qaytbay. Diam.: 0.215 m.
Athens, Benaki Museum 13118 (photo: Sp. Delivorrias).

Fig. 16. Detail of the blazon on the bowl at fig. 15. Fig. 17. Tinned copper bowl. Berlin, Staatliche Museen
1 3675 (photo: Staatliche Museen zu Berlin).
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inversely intertwined trefoils,” while the third and nar-
rowest band is filled with elaborate arabesques.

The otherwise undecorated surface of the interior of
the bowl bears two inscriptions, one reading:

O C\A.“

“al- Hajj Zeyw”

and the other:

s Sy )l

“al- Fakir Bakri”*

The roughly engraved inscription on the outside of
the bowl as well as the two in the interior must belong
to later owners of the vessel.

According to Mayer, who first published this object,
the terminus ante quem for this bowl must be 1497
AD, the year in which Qanguh al-Yahyawi died.” The
blazon engraved on the Benaki bowl, different to that
of Qanstih al-Yahyawl which is known from various
sources,™ is attributable to his son Husain who obvi-
ously bore the title of Emir. Despite its unusual shape
and decoration, a parallel piece to this bowl can be
found in Berlin (fig. 17).”" The decoration of the two
vessels is very similar and leaves no doubt of their close
chronological connection.

The second bowl in the Benaki collection (fig. 18),*
with its hemispherical body and straight rim, represents
one of the characteristic shapes of metalwork during the
last decades of the Mamluk Empire. The decoration of
this vessel is limited to two horizontal decorative zones.
The upper one consists of six cusped medallions bearing
the blazon of the dawdidir encircled by a band of scroll-
work. The medallions are placed among oval compart-
ments alternately filled with Arabic inscriptions on a
cross-hatched ground and finely executed arabesques of
split leaves. A continuous plain band encircles the regis-
ters and loops around the ovals and the medallions.

The inscription running around the rim refers to
the wine drinking.” The second band is filled with en-
graved strapwork interrupted by small medallions filled
with rosettes. Just below the medallions of the main
band is a series of six triangular cartouches filled with
Y-patterns. Each cartouche has a trefoil finial while
two split palmettes extend from its lateral sides. Alter-
nating with these cartouches are six cusped medallions,
possibly engraved with the name of the owner.

The last vessel to be described in this article (fig. 19)* is
of unusual shape and size. It consists of a basin with an al-
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Fig. 18. Tinned copper bowl bearing the blazon of the royal
secretary. Diam.: 0.133 m. Athens, Benaki Museum 13089
(photo: Sp. Delivorrias).

most flat base, slightly tapering sides and a faintly inverted
rim opening to a curved tapering spout. The narrow rim
bears a band of scrollwork, which ends at the point where
the spout starts. The spout is decorated on both its lateral
sides with herringbone patterns on a ground of engraved
hatching. However, the most prominent part of the deco-
ration is found at the area just below the spout where a
medallion bears the tripartite blazon described above, exe-
cuted on a ground of floral arabesques. On its vertical axis
the roundel of the blazon terminates in lavishly executed
cartouches filled with minute floral scrolls.

The body of the vessel is more heavily adorned with
three bands of decoration. The upper and lower zones
bear arabesques of split leaves while the middle band is
totally covered with double line Arabic inscriptions on
a hatched ground.”

The function of this particular vessel cannot be eas-
ily determined, since the majority of surviving spouted
vessels are much smaller in size and have a different
shape.” However a spouted vessel, now in Jerusalem,”
which has been published as a “spouted basin for the
bath”, represents a very close parallel, and this suggests
that both were intended for pouring water during the
bathing. Moreover, the decorative similarities between
the two basins suggest a dating of the Benaki Museum
piece to the 16th century.

Conclusion
The collection of Late Mamluk copperware held by
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Fig. 19. Copper basin with a spout bearing the composite blazon of Qaytbay and his successors. L.: 0.263 m.
Athens, Benaki Museum 33701 (photo: Sp. Samios).

the Benaki Museum gives a clear picture of the artistic
taste of the time; it cannot however claim to display the
full range of contemporary metalcraft, as a mere glance
at the precious metal objects inlaid with black bitumen
(fig. 19) and, more rarely, gold and silver,’”® made for
Sultan Qaytbay and members of his family, is enough
to demonstrate,”

What emerges from the copperware in this collection
and in other museums is an artistic taste which is far
removed from the traditional form of metalwork devel-
oped during the era of the Bahri Mamluks, but which
appears to coexist with the more conservative school of
inlaid brasses made for Qaytbay. It is apparent, there-
fore, that in the Late Mamluk period two very different
styles dominated the metalwork output of Egypt.

Typical of the first of these are the brass pieces made
for the Mamluk Sultan® which represent the more tra-
ditional movement of the period. The term ‘traditional’
refers to the fact that in terms of shape, decoration and
material, these pieces, although full of innovative ele-
ments, are closer to their Bahri prototypes. The main
characteristics of this school are inlaid decoration,
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highly naturalistic execution of the floral patterns and
the large thuluth script with flame-like shafts on a floral
ground (fg. 20).

The copperware discussed in this article belongs to
the second movement, which consists of items with en-
graved decoration. It is characterised by a linear quality,
a horror vacui, miniaturisation of the motifs, and a geo-
metrically arranged layout which is always divided into
horizontal or concentric bands. This new style seems to
make its first appearance on certain pieces made for the
Amirs of Qaytbay in the second half of the 15th centu-
ry, and it continues throughout the 16th century, being
found even on objects made for the Sultan himself.*"

The existence of this new artistic school, to which the
majority of surviving objects belongs, demonstrates that
even though by the time of the two last important Mam-
luk Sultans, al-Ashraf Qaytbay (1468-1496) and Qanstih
al-Ghawrl (1501-1516) the shortage of precious metals
was not so marked as in the first half of the 15th-century,
the preference for copper objects was particularly striking,

What was the reason for the popularity of these
copper artifacts in the late Mamluk period? Does it
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Fig. 20. Brass candlestick inlaid with black bitumen

inscribed with the name of Sultan Qaytbay. It was made as
a donation of the Sultan to the Mosque of Medina. Athens,
Benaki Museum 13040 (photo: Sp. Samios).

Fig. 21. Brass bucket with engraved decoration. Berne,
Historisches Museum (after: A. S. Melikian-Chirvani,
Islamic Metalwork from the Iranian World: 8-18th centuries
[London 1982] 237 fig. 61).
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represent a change in artistic taste or is it a reflection of
contemporary socio-cultural developments, yet another
indication of the dependence of art on social condi-
tions? The answer seems to lie somewhere between the
two. Basically, one must remember that all but one of
the simple copper objects were commissioned by the
Mamluk Amir class,” while inlaid brass was primarily
intended for the Sultan himself and his family.

This distinction is no accident: history confirms that
in the second half of the 15th century the ruling Amir
class was in a difficult position economically. The natu-
ral disasters and plagues which had struck Egypt in re-
cent decades had inflicted severe damage on the farming
population and reduced agricultural output; this in its
turn resulted in a significant diminution of the income
of the Mamluk Amirs, which was chiefly derived from
a poll tax on farmers.

The result was that the Amirs, who had in the past
been great patrons of the arts and commissioned artifacts
no less costly than those belonging to the Sultan, could
no longer afford the expense of having their crest inlaid
with precious metals.” It was only natural that they
should turn their attention to objects made of cheaper
materials but at the same time decorated in a manner
aimed at producing an equally impressive effect.

It was doubtless this double need which made the
metalworkers of the period, accustomed to produce
brass objects with inlaid decoration, look for alterna-
tive techniques of ornamentation and new sources of
inspiration in order to satisfy their exacting clientele by
creating objects of high aesthetic value at a lower cost.

For these, tinned copper made a suitable choice, as
plating gave to the otherwise dull metal the sparkle of
silver —a metal difficult to obtain at the time— and thus
satisfied the ever-present desire of the Mamluks to pos-
sess objects which recalled the brightness of the sun and
the moon.

As regards ornamentation, the inlay technique was re-
placed by detailed miniature engraving, which could be
adapted to objects of any shape or size. It seems that the
inspiration for this came from the arts of Iran. Iranian
craftsmen were already familiar with the ornamentation of
copper tinned vessels with engraved motifs and they pre-
sented an obvious and readily available source of models.

This turn towards Iranian art should cause no surprise
as cultural exchanges between the two regions had always
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existed. At this particular period it was also favoured by
political factors. The conquest of Syria by Tamerlane
in the early 15th century and the establishment of the
Timurid dynasty, which survived until the early 16th
century, had forced many intellectuals, artists and crafts-
men to take refuge in Cairo and, naturally, they brought
their cultural baggage with them.® Moreover according
to the sources, under the Sultan al-Ghawri an Iranian
atmosphere could be felt inside the palace as well. The
Sultan’s entourage consisted of “a7am”, his preference
for the iranian literature and the religious buildings with
Iranian elements comissioned by him, demonstrates that
Sultan al-Ghawri was a devotee of Iranian art.®

A comprehensive study of the decorative motifs on
Timurid 15th-century metalwork” confirms that they
bear a great similarity to those found on the copper of
the group examined in this article. The objects them-
selves also support this view. The striking resemblance
between the bowl (fig. 15) and a brass bucket, now

NOTES

1. An earlier version of this article formed part of my MA
thesis, M. Sardi, Late Mamluk Metalwork in the Benaki Mu-
seum (School of Oriental and African Studies, University of
London 2002). For access to the archives of the museum and
permission to publish the artifacts I am deeply indebted to
the Director of the Benaki Museum Prof. A. Delivorrias and
the Curators of the Islamic Department Dr. A. Ballian and
M. Moraitou.

2. Both the reading and English translation of the Arabic
inscriptions published in this article have been made by S.
Mohammad T. Shariat-Panahi.

3.See J. Allan, Later Mamluk Metalwork: A series of
dishes, Oriental Art 15,1 (1969) 40.

4. The English translation follows that published by Allan
(0p. cit) 39. The French translation of the same text can be
found in L. Massignon, Six Plats de Bronze de Style Mamel-
ouk, BIFAO 10 (1912) 87-88.

5. For further information about composite blazons, see L.
A. Mayer, Saracenic Heraldry (Oxford 1938) 31.

6. For the names of the Amirs bearing this blazon see 76:d.
34,

7. The translation of both the inscriptions follows that in
Mayer (n. 5) 175-76. However, according to another reading
the same inscription can be deciphered as “...zhe Well-Served,
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in Berne (fig. 21),* which is attributed to an Iranian
workshop, leaves no doubt as to the close connection
between the arts of Iran and those of the Circassian
Mamluks.

All these observations point to the conclusion that
the two separate artistic trends which appear to coexist
in Late Mamluk metalwork do not necessarily originate
from the presence of two separate workshops, one cen-
tral and one provincial.® In my opinion they derive
from other factors: the new political conditions which
developed in the reign of Qaytbay and his successors,
the changes in the economic position of the ruling offi-
cials and, finally, the Iranian influences, due both to the
refugees and to the artistic taste of Sultan al-Ghawri, on
the art of late 15th and early 16th-century Egypt.

Maria Sardi, MA
art historian
e-mail: savdimaria@hotmail.com

Saif ad-din Qaytbay...”. In this case, which is not at all im-
possible, the name inscribed on the dish is that of Sultan
Qaytbay himself. What may also support this second reading
is the fact that in G. Wiet, Catalogue general du musée Arabe
du Caire.Objers en cuivre (Cairo 1932) 237 no. 364 of the
list headed “Objets Mobiliers en Cuivre et en Bronze records
a “..plateau au nom de Quitbay”, belonging to the Benaki
Collection. However, the archives of the museum contain
no record of such a tray. The dish mentioned by Wiet could
therefore be the same as that attributed by Mayer to Amir

Qanibay.
8. Mayer (n. 5) 176.
9. Inv. no. 13109. Dimensions: diam. 41.2 cm, h. 4.5 cm.

10. The only three tinned copper dishes with an inscribed
rim which have come to my attention are the following: a)
a tray in the Museum of Islamic Art in Cairo bearing the
name of Amir Nawruz. Published in Wiet (n. 7) 136-37 no.
8234 pl. LIV; b) a tray in the Massignon Collection, made
for an Emir called Shihab al-Din, sidi Ahmad Ibn al Magh-
hrabi, published in Massignon (n. 4) 87-88 pl. IV; ¢) a tray
dedicated to Sultan Barsbay al-Muhammedi (r. 1422-1438),
now in Cinili Késk Muzesi, Istanbul (inv. no. 24). Published
in P. Ruthven, Two metalworks of the Mamluk Period, Ars
Islamica 1 (1934) 230 fig. 1.

11. Some of these repeated inscriptions contain orthographi-
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cal mistakes, possibly arising from the lack of space.

12. I am not able to identify whether one of the two in-
scribed owners was the original patron of the vessel; however
the Ottoman titles which accompany the name of the second
inscription reveals that this owner must be a later one. The
number inscribed is that of the date 1837/1838 AD.

13. Inv. no. 13108: Dimensions: diam. 27.5, h. 3.5 cm.

14. Inv. no. 13106: Dimensions: diam. 33.5 ¢m, h. 4.7 cm.
The inscription found on this dish is identical with that on
the dish fig. 4. They both follow the translation found in S.
Carboni, Glass of the Sultans New York 2002) 241.

15. For the name of the Circassian Mamluks bearing this
blazon see L. A. Mayer, A propos du blason sous les Mamluks
Circassiens, Syria 18 (1937) 392-93.

16. Copper tray with the name of Emir Khushkaldi-al-
Khazindar, no. 8256, Museum of Islamic Art, Cairo. Pub-
lished in Wiet (n. 7) 138 pl. LV.

17. Inv. no. 13110. Dimensions: diam. 41.2 cm, h. 4.5 cm.

18. The poem inscribed on this dish is identical with that
on the dish 13107, excluding the phrase “...and to stretch forth
your right hand in the world by obtaining your wishes”.

19. Copper dish made for Sultan Qansuh al-Ghawri, No
3169. Published in Wiet (no. 7) 76-7 pl. LVL.

20. Inv. no. 13103: Dimensions: diam. 38.5 cm, h. 4.5 cm.

21. The blazon on this tray is identical with that on the

dish fig. 1.

22. A copper tray in the Museum of Islamic Art in Cairo
states that the piece was made for “... the Emir Saif al-din
Kanibay of the Corps of Rafraf ...”. Published in Wiet (n. 7)
131 no. 7593 pl. LII. Another dish inscribed with the phrase
“...for the Doorkeeper, of the Rafraf-Barracks...” is published in
Mayer (n. 5) 176. However, it is possible that the two dishes
mentioned by Mayer and Wiet are in fact the same object.
The lack of the inventory number of the dish in Mayer’s
publication could easily lead to a misunderstanding.

23. See N. Rabbat, The Citadel of Cairo: A new Inter-preta-
tion of Royal Mamluk Architecture (Leiden 1995) 154.

24. Published by Massignon (n. 5) 79 pl. 1.
25. Inv. no. 13105: Dimensions: diam. 39 cm, h. 5.5 cm.

26. The poem inscribed on dish fig. 9 is identical with that
found on dishes fig. 1 and fig. 7. However, due to lack of
space the phrase “...0y obtaining your wishes” has been omit-

ted on the dish fig. 9.
27. Inv. no. 13102. Dimensions: diam. 37.5 cm, h. 5.5 cm.

28. The inscription engraved around the central medallion
is identical with that found on dish fig. 9. However the lauda-
tory poem here is found in its complete form, as it appears at

the bottom of the dish (fig. 1).
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29. The tripartite blazons on the cavetto of this tray are
identical to that engraved on dish fig. 1.

30. Tray no. 15944, Washington DC, Embassy of the Arab
Republic of Egypt. Published in E. Atil, Renaissance of Islam.
The art of the Mamluks (Washington 1987) 108 pl. 39.

31. Inv. no. 13104: Dimensions: diam. 46.5 cm, h. 6 cm.

32. The poem inscribed on this dish is identical with that
on dish no. 13110 (fig. 5).

33. See Mayer (n. 5) 17.

34. The name included is the first inscription must be that
of a later owner of the tray, while that in the second inscrip-
tion could be that of the original patron. Unfortunately, it is
not possible to identify either of the two names.

35. Wiet (n. 7) 86-87, 163-269.
36. Ruthven (n. 10) 230-34.

37.]. W. Allan, Later Mamluk Metalwork II: A series of
lunch boxes, Oriental Art 17,2 (1971) 156-64.

38. Allan (op. cir) 160.

39. Inv. no. 13078: Dimensions: l. 34 cm, h. 16,5 cm, w. 20
cm.

40. The name of the Amir for whom the object was made
is not mentioned.

41. The most common shape for these lunch boxes is ellip-
tic, although a few circular exceptions do exist. See R. Ward,
Islamic Metalwork (London 1993) 118 pl. 95 and Z. Irit,
Islamic Metalwork (Tel Aviv 1996) 94 pl. 76. However, my
research has discovered no lunch boxes of a polyhedral shape.

42. See Irit (op.cit.) 94 pl. 76, inv. no. 759.69.

43, Inv. no. 33701. Dimensions: l. 26. 3 cm., h. 15.5 cm,
w. 17 cm.

44. The same benedictory poem, commonly found on the
series of dishes presented here, can also be found on another
tinned copper lunch box in the Victoria & Albert Museum,
London, inv. no. M53-1954. Published in Allan (n. 37) 157

pl. 1.

45. Inv. no. 13118: Dimensions: diam. of the rim 21.5 cm,
h. 10.1 cm.

46. See again fig. 1.

47. The same motif can be found on a tinned copper dish
in the Museum of Islamic Art in Cairo. See tray no. 4456
made for the Mamluk Emir Saif al-din Khudabirdi (d. 1516),
published in Wiet (n. 7) 122 pl. LVII, LVIIL

48. The reading and translation of the inscriptions on
this bowl follow those made by L. A. Mayer, Huit Objets
Inédits 2 Blazons Mamluks en Grece et en Turquie, Mélanges
Maspero 3 (Cairo 1940) 102.

49. Mayer (op. cir.) 97-104.
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50. The blazon of Qangth al- Yahyawi is described by L.
Mayer as follows: “On the upper field a napkin, on the middle
field a cup between a pen box placed vertically and a horn(?),
on the lower field a cup” in Mayer (n. 5} 180-81. The same
blazon is also reproduced in K. A. C. Creswell, Two Khans at
Khan Tamin, Syria 4 (1923) 137 pl. XXVIIA.

51. Stem bowl dated to 1460. Published in Islamische
Kunst (Berlin 1987) 108 pl. 178.

52. Inv. no 13089: Dimensions: diam. of the rim 13.3 cm,
h. 6 cm.

53. Prof. D. Behrens-Abouseif advised me on the general
content of the inscriptions. I am most greatful to her.

54. Inv. no 13079: Dimensions: diam. 28.5 ¢cm, h. 13.5
cm, L. 38.3 cm.

55. Due to the poor condition of the vessel’s surface the
inscriptions are only partly legible; however according to the
Museum’s archives, in addition to a series of goodwill formu-
las they also include Koranic verses.

56. See J. Allan, Islamic Metalwork in the Nubad es-Said Col-
lection LLondon 1982) 100.

57. Spouted basin for the bath, Inv. no. 85.58.60, Israel
Museum, Jerusalem. Published in Irit (n. 41) 94 fig. 76.

58. See a brass bowl in Turkey, inv. no. 2959 in Museum of
Turkish and Islamic Art (Istanbul 2002) 192.

59. For the list of objects bearing the name of Sultan
Qaytbay, see Wiet (n. 7) 35. For some additional entries and
detailed descriptions, see A. S. Melikian-Chirvani, Cuivres
inédits de 'Epoque de Qaytbay, Kunst des Orients 6,2 (1969)
99-133.

60. A few brass pieces made for the high Amirs of Qaytbay
do exist but their decoration is not inlaid but engraved. See

Melikian-Chirvani (op. ciz.) 99-119.
61. See n. 19.

62. In the case of the lunch boxes Allan states that the own-

ers of the vessels included not only Amirs and Mamluks but
also members of the indigenous official class. See Allan (n.

36) 161.

63. The main source of income for the Mamluks Amirs
during the 15th century was the levy of the igz@* (= appoins-
ment), which was a revocable allotment of revenue yield from
a tract of agrarian land to provide an officer with resources to
support his troop contingent and personal expenses (the defi-
nition-translation of the term ig¢a° follows the glossary of C.
E. Petry [ed.], The Cambridge History of Egypt 1 [Cambridge
1998] 529).

64. ]. C. Garcin explains the change in the financial among

the sultan and the emirs during the 15th century as follow-

ing: “If we can accept that, in spite of the epidemics, the figure
Jor the population of the capital remained relatively stable over a

long period, it is likely, on the other hand, that the population of
some 2,500 localities in Egypt decreased considerably. The yield
of agrarians land, and so of the iqta‘s, had fallen, which ex-
plains the growing imbalance between the sultan’s resources and
those of the amirs’, ]. C. Garcin, The Regime of the Circassian

Mamluks, The Cambridge History of Egypr (n. 63) 314.

65. J. P. Berkey states that “... The dislocations associated with
the Timurid invasions provoked a westward migration parallel
to that which had occurred a century and a half earlier under the
Mongols, and again in the fificenth century Egypt became a place
of refuge for scholars, artists, and craftsmen from places further
east.”, Berkey, Culture and Society during the late Middle
Ages, The Cambridge History of Egypt (n. 63) 394.

66. See D. Behrens-Abouseif, Sultan al-Ghawri and the
Arts, Mamluk Studies Review 6 (2002) 71-94.

67. See L. Komaroft, The Golden disc of Heaven, Metalwork
of Timurid Iran (Costa Mesa-California-New York 1992) 60.

68. Published in A. S. Melikian-Chirvani, Islamic Metal-
work from the Iranian World from 8th-18th centuries (London
1982) 237 pl. 61.

69. See Allan (n. 37) 164.

MAPIA ~APAH

“Yotepn paperovkikt| petarroteyvia oto Movoeio Mnevdxn

H petarroteyvia vnjpe oto mapeABév kat ovveyiCet
va efvat pla and g mo dnporrelc téxves tov toAapt-
00 kéopov. To mapdv dpbpo eetdlet pia oepd petar-
Ak aviiketpévov g lodapung XvAloyric tov Mou-
oglov Mnievdk, ta omola amod{dovrat oty karitteyvi-

K1) Tapayoyy e Atydrtov tov teAdy Tou 1500 kat tov

174

apy®dv tov 16ov aidva, oty enovopaiépevr Botepm Te-
plodo ¢ nyepoviag tov Maperotkov ZovAtdvey.

Ot Mapgrotkot, otpatietikd odpa anoteAobuevo a-
16 orkAdBoug Tovpkikfg kataywyne, dadéyOnkav toug
AyouBidec oty nyeoia tng Atydmtov, g Zupiag kat
TV tepdv ténev Tov loAdp and ta péoa tov 130v aid-
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va, avadetkviovtag T véa mpetedovoa g xdpag, to
Kdrpo, ae pntpdnoin tov texvédv. H enoyr| tov Mape-
Aovkav drakpivetal oe dVo gpdoeic. H mpdn eivat yvo-
ot ¢ 1 mepiodog twv Mndypt Maperodkov (1250-
1382) kat ouyvd tavtifetal pe to andyeto g dbvaung
TOUG eV 1) deltep), oty omola kuplapyovv ot Kipkd-
otot ¥} Mmobptit Mapelovdkot, kaidmtet ta étn and to
1382 éwc 10 1517.

Ot Maperotkotl xdpn oUG OTPATOTKEG TOVG tkavd-
mteg vnpEav oL pévot NYETEG TOL LOAAPIKOU KGOPOU
oV Katdgepav va avayattioovy v enéiact) tov Moy-
yérov og oAdKkAnpn v Eyytc Avatory. [Tapdiinia,
avémrvlav evpele epmopikés ema@éc kat amokSpoav
peydia képdn amd | PoporsyNor TeV PUTaxaptkdv
nov and v Ivdia égpravav ot Meodyero. H avaxd-
Avyn Spws and tov [loptroydro Baoro via I'kdpa véav
Bardootwv 066V pog v Ivdia (1499) anootépnoe v
Alyvrrto amé 10 HOVOTIOAI0 TOV PIAYAPLKGY, PELDGVO-
vtag onpaviikd ta gloodijpata tov kpdrovg. EEGALov,
Ta LIEpPoyKa Tood TIou damavolvtay yia TNy avilpetd-
TIOT) TV OLVEXDV TIOAEPIKAY TiEoEWY and tovg OBopa-
voUc, o€ oLVOLAOUS HE TOUG KATAGTPOPIKOUG AOIHOTS
not éminéav v Afyunto tov 150 aidva, odiynoav to
Maperouvkikd kabeotds o avanmb@eviTy OIKOVOULIKT|
Kpioy Kat TEAMKE TNV TIPOTAPTNOY TNG YDPAS TOVG aTd
toug OBwpavoic Tovproug (1516).

Katd ovvéneia, ot Kipkdotor Mapgrotkot, ot omofot
elyav ) draxvPépvnon g Arydmrou ota dokora ¥pd-
via tou 1500 atdva, pag €xovv kAnpodotrioet Aydtepo
EVILTIOOLAKA Kat Aapmepd kaAArteyvijpata ané 6, ot
npokdroyof tov. H owovopiky] dvompayia, kuping oto
a’ wod tov atdva, katéotnoe oxeddv anayopevtky
xprior moAUTIH®Y peTdAAov oty évBeon tov avukel-
Hévev, pe anmoTéAeopa Ta KAAAMTEXVIKA Tpoidvta g
botepng papeAovkikrig eptédou va gaivovrat Aydtepo
aftéroya ota pdua TOAADY HEAETITAY, TIOL £0G TIPS-
opata avitpetdmiay ty Gyipun avti] epiodo wg @dom
KaAALTeVIKAG Tapakpri. Tnv dmoyn avty evioyuve kat
10 yeyovég 6t and avtiy v nepiodo Afya pévo avu-
kelpeva éxouv yivel yvowotd kat éxovv peretnBel dieéo-
dkd, pe anotéreopa 1 émota altordynon g neptddou
va eivat eAmv|c.

H mapovoiaon g cvAroyrg tov Movoeiov Mrevd-
KN elvat daftepa onpavricy, ytati @€pvet otnv empd-
vela avuke{peva vpmArc kalitexvikig atlag and pia
EMOYY TG LOAQUIKTG TéYXVNG Tou otepeltat mpoPolris.
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Tavtdypova, moArd and avtd ta avukeipeva, mov £xouy
katackevaotel oto petaiypto dvo peydiey duvaoteldv
—m¢ Mapgrovkikiic kat ¢ ObBopavikrc—, mapéyouvv
TIOAGTIHEG TIATpOOpieS yia trv eE€MEN TG LOAQPIKTG
TéYVNG HETA TV Kkatdktnon ™G Awytntov ané tovg O-
Oopavoic.

Ta avukefpeva avtod tov dpbpov cuykpotoily pia o-
pdda YAAKIVOV ETUKACOLTEPOUEVOV OKEVADV, TNV TIAEL-
ovémta twv onofev anaptitovv 10 diokot motk{Aov
Staotdoewv mov amoterodoav TUNHA TG OLKOOKELHG
v Maperotkov epipndov 1 akdpa kat tov (dov tov
oovitdvou. H yprjorn toug dev pnopel va kabBoptotel pe
axpiPeta kabodg avdroyn anelkévion Tovg o pecALOVL-
KA YEPOypaAPa —Tov amoTeA0VV TG KUPLEG TNYEG TAT-
popdpnone yta mv kabnueptviy Lor| g emoyric—, dev
elvar 6raBéoun. Qotéoo, to mbavétepo eival 6t xpn-
otpomotodvtay yla T petagopd @podtev kair Enpdg
TPoY1ic, evdd o Wdaitepa mpooeypévog Sidkoopog dev
amokAgiet ) xprior toug wg dlokoug oepPipiopatog ot
peydreg yroptés kat e€éyovoeg exkdnidoeis. Ot daotd-
O£1G TOVG, AAAWOTE, Eemepvadviag ouxvd o€ SIAUETPO TO
0,50 w., ouvykiivouv mpog avthv v katebBuvon. H &i-
akdopToT] TOUG, TAVTOTE EYYAPAKTY), EXEL EKTEAETTE! PE
anapduadly axpifeta kat épgaocy) ot Aemropépeta. Ta
potiPa nov xpnotpomotobvtal eivat xapaktnplotkd g
HAUEAOUVKIKAG TéXVNG THG BoTeptg TeptGdou Kar ouyvd
enavarapPdvovral oe dragopetikods ouvvdvacpols. O
noBpévag kat ta torydpata tev S{okmv QEPOLY Yemue-
TpIKA Kat QuTIKd koopfpata tonobetnuéva oe opdKe-
vipoug kOkAoug kat Sramiekbpeva Sidxwpa. Tpla amd
ta ev Adyw okeln @€pouvy To OIKGOTHO TOL GOUATAVOL
Katturnéy, evé dAra 8o koopodvrat pe to owdonpo tov
vpnrod ypappatéa tov [aratiob.

Ot apaPikéc emypagéc oto eowtepkd tov dlokwv
TEPLEXOLY EVYEG TIPOG TOV IOLOKTH T yta Kaiotuyia kat
LYNAG abidpata, evéd ta avaypagdpeva oty eEotept-
K1 empdvela ovopata Tapéouy TANPOPopIES yLa Tovg
apytkols arrd kat touvg petayevéotepovs —ObBwpavoic
0T TAELOVSTNTA TOUG— KATGYOVG TOV OKEVGV.

v da ouvddoyr] avfikouy dUo aképa eyydpakta
emkaoottepopéva okedn. Ilpbkertar yia yxdAxiva ki-
Botidia yvootd otov EAANVIKS ¥DPO HE TOV TOLPKIKO
6po gepeprdora. Ta okeln avtd, kataokevacpéva yla
ToUG LYNAOUG adtepatobyous TG Mapelovkikhg av-
AMiG, xpnoipevav ya ) petagopd tporig evog 1 me-
ploodtepev atdpwv katd t didpreta taldidv oty €-
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pnpo 1 tov mpookvvrpatog oty Mékka. To kvAvdpikd
oxfpa toug pe v erappd otevotepn Pdon Ponbotoe
oV endAAnAn tonobétnon toug oe kdbetn didtady.
To kdAvppa tov okedoug mov Pprokdtav oy KopLPY
épepe oto kévrpo pia memratvopévy AaPy| didpoppou
oxfjpatog, n omola ypnoipeve wg Bdon, étav 1o TG
aveotpappévo Aettovpyotoe ¢ okevog @ayntov. Ta
kipotidia avtd evioytnkav apydtepa pe pPeTaAAlicég
Khedapiég mpoketpuévou va draopariletal to mepleySpe-
v6 toug og pa gnoy1 mov 1 dnAnmpiacy anotelodoe
ouviifn mpaktiky] eE6viwong moAtukdv avundiev. H
Sakéopnon v kifeudiov avtdy oe 6,1 agopd T did-
tabn kat ) Bepatiky| kabds kat oto mEpLEXdpEVO TOV £Y-
xdpaktmv emypapoy etvat Tavopotétuny pe ekeivn tov
nipoavagepféviav dlokmv.

Ta peyarbtepo and ta ddo oepepTdota g OLAAOYTHG
tov Movogiov Mnevdky katackevdotnke, Smog pap-
Tupd 0 ££0Y0¢ BLAKOOHOG KAl Ol EYXAPAKTEG ETUYPAPES
Tov, yla kdnotov dyvooto MapeAiovko epipy. Avtd 6-
po¢ mov kabotd to ev Adye okedog iaitepa onpavt-
k6 elvat to eaipeukd peydro péyebog ral to moAve-
dpkd tov oxjpa, to onoio Sev anavtd oe kavéva dAro
owlépevo avtkeipevo Tov gidoug.

To debtepo kat pkpbtepo kifwtidio g cvAloyig, to
omnofo PpéBnke oe yprottavikn ekkAnoia g Aykvpag
—émov ypnoipeve o¢ apto@dplo— Pépet AMySTEPO ETUE-
Anpévn dtaxdopnor kat apaPikés emypagpis evxeTIkoy
mEPLEOUEVOL.
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2y Katnyopla TV OKELAV Gayrntod avijkouy emnfong
dvo ydAkveg kotmeg g dtag ovAroyrc. H mpd, oe
oxfua kvdBov, koopeitar pe guukd potifa, apaPikéc
eruypaés padi pe tov titho kat to Gvopa touv allwpa-
TovyouL O1OKTHTY, KaBdg kat to Tppepés EuPAnua tov
oovitavov Kartpmét. “Eva pévo avtiotoryo koppdrt, a-
vdioyo o oyfjpa kat dtdkoopo, Pploketal ofjpepa oto
Movogfo tov Beporivou.

H Sedtepn kovma pe to evpd yefhog kat ) oyxedév
eninedn Pdon koopeitar pe apaPikéc emypagéc mov
mpodidouv  xprion ™G ¢ motpt kpaotoV. T dakd-
opnon g aupumAnpdvouv didympa pe apaPovpyrpata
kaBdg kat pikpd petddiia pe 1o Gvopa Tou OLOKT TN
untd popey oppayidac.

Tehevtaio meptypdgpetal éva and ta onavidtepa okeln
MG OLAROYTG, To povadikd aviiotoryo tov omolov @t-
Aofeveitat ofjpepa oto Movoeio tov Iopanir, oty le-
povoaifu. H omaviétntd tov ovvictatar oto 616pop-
o oxfjpa kat oto vrepPoiikd peydro ya to eidog Tov
péyeboc. Ipdrertar yia pla xdikivn Aexdvn pe peydin
TPOY0T| oL TpooptiTav ya petapopd Bdatog, bavdv
oe yapdp. H okvy Staxdounon tov @épet apaPixés emt-
YPa@éc pe evyetkd meptexdpevo kabog kat otiyoug tov
Kopaviov, evéd oto onpeio yéveong g mpoyorc eyxa-
pdooetat to obvBeTo 01kdoNHO ToL GoVATAVOL Kartprét.
To &idog tov dtakdopov kat g ypagrhg evidooouv to
oKeb0G AuTd THV KAAAMTEYVIKY TTapaywyy] g Atydmtou
TV TEAGV Tov 1500 atdva.
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Hanging in suspense

[ RECENTLY HAD to catalogue a massive Iznik hanging
ornament, which led me to consider afresh what such
objects were made for, and indeed whether they had any
specific function apart from being simply decorative,
which this one certainly was not (fig. 1)." The object in
question is ovoid in shape, and 30 cm in diameter at the
center, the overall height being 4.5 cm less. Typical of
Iznik pottery of the third quarter of the sixteenth cen-
tury, it is made of white frit ware in two sections lured
together, with a slightly raised collar at one end and an
open foot ring at the other, unglazed on the bottom.
It is decorated in underglaze cobalt blue and viridian
green with greenish-black outlines, all diffused in the
firing process, with accents of bright red in relief. One
half is richly decorated with hybrid flowers and winged
palmettes on intersecting stems, whilst the other half is
quite plain. This leads one to wonder which way up it
was meant to be suspended? If it was indeed meant to
be seen from below, then the undecorated half with its
foot ring must have been uppermost, the unglazed ring
simply serving as a support whilst it was being fired.
Hanging ornaments are commonly found in sixteenth
century mosques, usually in conjunction with hanging
lamps. The ornaments are used above the lamps, to
gather the attachments and suspend them from a single
chain. In this instance a richly embroidered tassel emerges
from the lower hole, but this may well have been added
later after the ornament had been separated from its par-
ent lamp. Although a Turkish manuscript illumination
shows both lamps and ornaments with tassels hanging
independently from a hoop in a mosque,” they were
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obviously meant to be paired, and indeed a number of
examples can be cited where both elements were clearly
the work of the same hand.

Chronologically the first Iznik hanging ornament must
surely be an example now in Jerusalem.’ Ovoid in shape,
it is relatively modest in size and painted in underglaze
cobalt blue, in the dark tones associated with the earliest
Iznik phase of the last quarter of the fifteenth century. Its
ornament also links it to this early group, as well as being
entirely in white reserved on a dark blue ground.

Next in the series is an early sixteenth century exam-
ple in the Victoria & Albert Museum (fig. 2),* ovoid in
form and larger in scale. The combination of knotted
decoration, flowers with spiral centers and symmetrical
panels of interlacing arabesque leaves, again all reserved
on a blue ground, link the hanging ornament to hanging
lamps of the period, and in particular to one example in
the Cinili Kiosk in Topkapi Saray’ with which it may
well once have been a partner.

A slightly later combination of hanging ornament and
lamp are respectively in Walters Art Gallery in Baltimore
and the Cinili Kiosk,® where the decoration is virtual-
ly identical. Both have inscriptions in the same hand
between pairs of concentric blue rings, and the plain
white ground of the lamp was once embellished with
gold decoration, of which substantial traces remain; the
ornament may well have been similarly decorated.

Fifty years later, in the third quarter of the sixteenth
century, there are a number of hanging ornaments such
as the one already described at the outser of this article’

and another massive example in the British Museum®
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Fig. 1. Hanging ornament, Iznik, ¢. 1575-15835, d. 30.1
cm, h. 25.1 ecm. Qatar, Museum of Islamic Art PO.017.97
(photo: R. Valencia).

Fig. 2. Hanging ornament, lznik, early 16th century, d. 17.3
cm, h. 13.16 em. London, Victoria & Albert Museum
337-1903.

of the same diameter, as well as a smaller pointed ovoid

specimen.’ These all belong to the group with cobale blue, ] ) .
Figs 3-5. Hanging ornament, Iznik, ¢. 1549 AD, d. 27.5 cm,

h. 22.5 ¢m; lower hole: d. 4.4 cm; upper hole: d. 1.4 cm.
Athens, Benald Museum 9.

viridian green and relief red decoration, which appears to
have come to fruition at Iznik at the end of Sultan Siiley-
man’s reign and flourished during that of Selim II (1566-
1574). Here the key evidence for change can be sought
in the tiles decorating the mosque of Riistem Pasha in
Istanbul (¢ 1560)," and a large and ugly hanging lamp"

destined for the Siileymaniye mosque (1557), now in
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Fig. 6. Hanging lamps, Iznik, dated 956 AH/AD1549, and
signed by the potter, Musli, h. 38.5 cm. London, British
Museum 87.6-16.1.

the Victoria & Albert Museum. In both cases the relief
red in these early examples still has a slightly transpar-
ent blood-like character. At the same time, some colours
survive briefly from the previous Iznik repertoire, such as
manganese purple, grey and olive green.

As lznik declined in the seventeenth century, there
appears to have been little demand for either lamps or
hanging ornaments, although the Hakim Oglu Ali Pasha
mosque was decorated with the latter, probably made at
Tekfur Saray.” It should be noted that the practice did
not die out, but was vigorously pursued in a non-Mos-
lem context, for the decoration of Orthodox and Arme-
nian churches. Here the demand was supplied not from
Iznik but Kiitahya, whose independant ceramic industry
greatly expanded during the early eighteenth century.

This, then is the social and chronological context to
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Fig. 7. Fragmentary hanging lamp, Iznik, c. 1549 AD, h.
26.5 cm (broken). London, British Museum G. 1983.57

which the magpnificent hanging ornament in the Benaki
Museum belongs, which is the focus of this study (figs 3,
4, 5). Not only is it directly linked to the most famous
Iznik hanging lamp of all (fig. 6), which is inscribed with
the name of the potter, Musli, the date (956 AH/AD
1549), and a direct reference to Iznik.” Now in the Brit-
ish Museum, it came from the Dome of the Rock in Jeru-
salem in the mid-nineteenth century. A second, broken
example is also in the British Museum (fig. 7), which was
formerly in the Godman collection." Of special interest
is the date of Musli’s lamp, 1549, for this falls within the
last two decades of Siileyman’s reign. As Caliph he was
responsible for the maintenance of the Holy Places such
as Mecca and Medina, and during this period the walls
of the old city of Jerusalem repaired and the Dome of the
Rock was completely refurbished.” To this end a band of
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Fig. 8. Jerusalem, Dome of the Rock. Qubbat al-Silsilhah,
derail of the outside of the mihrab built against the exterior,

revealed during the 1966 excavation.

Persian potters were sent to Jerusalem to tile the exterior.
The hanging lamp and ornament can thus be seen as a
pious gift associated with this restoration.

That the Benaki hanging ornament was once directly
associated with the lamp can be shown by a detailed
examination of its form and decoration.' It may once
have been more truly spherical, for there are the remains
of three large kiln spurs on the plain upper surface (fig.
3) indicating that its weight was enough to depress it
during firing, and indeed crack it. There are also three
unglazed irregular slashes on the body suggesting that
there might have also been some kind of cradle-like sup-

port. The hanging ornament is of off-white ware covered
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Fig. 9. Jerusalem, Dome of the Rock, north porch. The
underline inscription, signed Abdallah al-Tabrizi (bottom

left), with cintimani, arabesques and other motifs at the
beginning and ends of the lines, and a spray of three tiny
tulips on the right end of the fourth row of tiles from the top.

Fig. 10. Jerusalem, Dome of the Rock, north porch; the
spandrel to the right (restored).

with white slip, with a fine transparent glaze inside and
out. There is a wide aperture at the top, 4.4 cm in diam-
eter, and a narrower hole at the opposite end, 1.4 cm in
diameter. That it was fired upside down and meant to
be seen from below is confirmed by the ring of flowers
on the upper border, whose stalks point upwards. The
hanging ornament is decorated in underglaze cobalt blue,
turquoise, olive green, manganese purple and pale grey,
with black outlines.

At the top is a ring of fourteen pointed, scalloped car-
touches each containing a spray of three daisy-like flowers
reserved on a blue ground. Between the cartouches are
larger purple flowers on a grey ground. Below the ring

MOYZEIO MITENAKH
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are six half-flowers with elaborately scalloped petals, and
between them are pear-shaped pointed medallions each
with a finial at the top, framed with arabesque leaves, the
center of the medallion with interlacing arabesques with
clasps at the top and bottom and the middle, painted in
olive green on a pale turquoise ground, with assymmetri-
cal pairs of cloud-scrolls at top and bottom, one of them
assuming the form of a bird.

Below the medallions are rosettes with an interlock-
ing design linking them to further medallions of simi-
lar design, each with an elaborate finial at the base. In
between the medallions are larger scalloped flowers with
rosettes at the center and spiralling petals. Between the
finials are six smaller rosettes, and the white ground is
decorated with cloud-scrolls. At the bottom encircling
the narrow hole is a large disc with eight scalloped points
filled with interlacing arabesques and clasped leaves, with
a purple ring at the center.

The connections with Musli’s hanging lamp (fig. 0)
in the British Museum are obvious, with both sharing
the same finely painted decoration and colour scheme,
including the use of olive-green arabesques on a turquoise
ground. The half-medallions on the lamp are linked by
similar rosettes with an interlocking design, and both have
bands of cartouches with tiny flowers, three tulips on the
lamp and three daisies on the hanging ornament.

Whilst the hanging lamp was acquired from the
Dome of the Rock and entered the Museum collection
in 1887, according to the Benaki records the hanging
ornament was purchased for £1,600 from Stora in Paris
on October 10, 1929, with its provenance given as the
Peytel collection. The origin of the slightly smaller frag-
mentary lamp in the British Museum, once in the God-
man Collection, is not known (fig. 7). It is in similar style
to the Musli lamp but is less elaborately painted.

Apart from reuniting the lamp and the hanging orna-
ment, what is particularly intriguing is the provenance of
the lamp and its date. The restoration of the Dome of
the Rock was in full swing in 1549, and the final act of
the band of Persian craftsmen was the tiling of the Qub-
bat al-Silsilhah, the little structure situated on the haram
immediately to the north resembling a miniature Dome
of the Rock. Once an open arcaded building surmounted
by a cupola, a mihrab was added later, probably in the
medieval period (fig. 8)." The tiles are dated 1555 by an

inscription above mihrab, which provides a terminal date
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Fig. 11. Bowl, Iznik, ¢. 1550, d. 42.5 cm, h. 28 cm. London,
British Museum G.1983.66. Detail of the central design of

flowering cherry blossom, tulips and carnations.

for the potters” activities in Jerusalem. From there they
moved to Syria, not as previously conjectured to Damas-
cus, but first to Aleppo. Here the tiles in the Beit Janblat
are clearly their work, even to the extent of designs and
inscribed panels in the main jwan identical to those on
the Dome of the Rock."”

Could there be any link between Musli and the crafts-
men in Jerusalem? The Iznik tile industry had barely got
off the ground by the mid-sixteenth century, the output
having previously been concentrated on the production
of pottery. The craftsmen sent to Jerusalem were an
independent band of Persian tile-makers who worked
in the cuerda seca technique on a series of buildings in
[stanbul under royal patronage. In Jerusalem, they began
tiling the Dome of the Rock from the top downwards,
initially using tile mosaic for the inscription on the
drum, with cuerda seca panels below. For the octagon
they used underglaze tiles, a technique they developed iz
sttu; evidence is kiln debris from the haram area.”

There is no doubt of the mastery of the overall design
of the tiles on the Dome of the Rock, and the sophisti-
cation of the patterns. The most prominent feature is
the manner which they are scaled up, to read well from
a distance. The dominant colours are blue, turquoise,
amber, green and black Is there anything to suggest
Musli’s hand in all this? A clue may be sought in the two
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underglaze panels above the entrances on the north and
south sides of the octagon. These arched panels contain
lengthy inscriptions, and one of them bears the name of
the master craftsman, Abdallah al-Tabrizi (fig. 9). Care-
ful inspection reveals at the end of each line is a space
where the vertical strokes of the calligraphy intersect
with the arched frame. These are filled with a number
of tiny details, including cloud-scrolls, arabesques, tulips
and ¢intimani. And there is even a bouquet of three tiny
flowers very much in Musli’s style. Further, the two
irregular panels flanking one of the arches painted with

NOTES

1. J. Carswell, with a contribution by J. Henderson, /znik,
Pottery from the Ottoman Empire (London 2003) 100-03 no.
29; the writer has revised his opinion —the bottom is obviously

the decorated half.

2.N. Auasoy, ]. Raby, lznik (London 1989) fig. 34. The
illustration is from the Siyer-i Nebi, circa 1595, in the Topkapi
Library, inv. no. H.1223.

3. Atasoy, Raby (op. czz) fig. 277; L. A. Mayer Memorial
Institute for Islamic Art, Jerusalem, inv. no. C108-69, d. 12
cm, h. 15 cm.

4. Atasoy, Raby (n. 2) fig. 280, Victoria & Albert Museum,
London, inv. no. 337-1903, d. 17.3 c¢m, h. 13.6 cm (the
illustration only shows the underside). The two chain bands
and the triangularly-shaped leaves reserved on a blue ground
are very similar to those on the Abraham of Kiitahya lamp
(fig. 96) dated 1510, and a jug (fig. 282) with curious twin-
towered structures on the body, amongst hillocks and rocks
surmounted by tiny crosses. Could this be a stylized represen-
tation of Kiitahya itself?

5. Atasoy, Raby (n. 2) fig. 283, Cinili Kiosk, Istanbul, inv.
no. 41/1431, h. 27.2 cm.

6. Atasoy, Raby (n. 2) figs 305, 306, Walters Art Gallery,
Baltimore, inv. no. 48.1022, h. 13.4 cm; Cinili Kiosk, Istan-
bul, inv. no. 41/7, h. 36.5 cm.

7. Atasoy, Raby (n. 2) fig. 1 n. 1

8. Atasoy, Raby (n. 2) fig. 380, British Museum, inv. no.
G.1983.120, d. 30 cm.

9. Atasoy, Raby (n. 2) fig. 378, British Museum, inv. no.
(.1983.55, h. 19 cm.

10. J. Carswell, Iznik Portery (London 1998) 75-76 figs 50,
51

11. Awasoy, Raby (n. 2) fig. 377, Victoria & Albert Muse-
um, inv. no. 131.1885, h. 48.2 cm.
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white flowering cherry-blossom on a blue ground (fig.
10) echo precisely the same motif at the center of a bowl
in the British Museum (fig. 11). This poses a further
question, which is whether the two panels might have
been specially made at Iznik, like the hanging lamp.
Slender evidence, perhaps, but it does suggest a distinct
connection, in which the spectacular hanging ornament
in the Benaki Museum has a leading role to play.

John Carswell

e-mail: john@jobncarswell.com

12. J. Carswell, Kiitahya Tiles and Pottery from the Armenian
Cathedral of St. James, Jerusalem 11 (Oxford 1972) Appendix
B (“Hanging Lamps and Ornaments”) 63. At the rear of the
Hakim Oglu Ali Pasha mosque is a rail of hanging ornaments,
some with tassels. Some are undecorated ceramic globes, either
white, turquoise, yellow or cobalt blue with wooden mould-
ings at top and bottom. Some are all turned wood, painted
with flowers. There are also glass lamps, a corn dolly, and
two models of miniature ploughs with double yokes (about
60 cm in length) hang suspended at either end. More lamps
and globes are suspended in front of the mihrab. See Carswell
(0p. cit) 63-69 for a general discussion of the subject, with a
catalogue of numerous examples; see also Carswell (op. ciz) 1,
frontispiece and pls 25, 26.

13. Carswell (n. 10) British Museum, inv. no. OA1887.5-
16.10 figs 39, 40, 66-70, h. 38.5 cm.

14. Atasoy, Raby (n. 2) fig. 355 inv. no. 87.6-16.1.

15. M. van Berchem, Materiaux pour un corpus incriptionum
arabicum, 11: Syrie du Sud — I Jerusalem, ‘Haram’ (Cairo
1927); M. Meinecke, The Restoration of al-Quds, Jerusalem by
the Ottoman Sultan Sulayman Qanuni (Damascus 1987); id.,
Die Erneuerung von al-Quds/Jerusalem durch den Osmanen-
sultan Sulaiman QanAni, in: Studies in the History and Archae-
ology of Palestine. Proceedings of the First International Sympo-
sium on Palestine Antiquities 3 (Aleppo 1988) 257-83, 338-60;
S. Auld, R. Hillenbrand (eds), Ottoman Jerusalem, the Living
City: 1517-1917 (London 2000). A number of contributors
in the latter mention Siileyman’s restoration programme: R.
Hillenbrand, Structure, style and context in the monuments
of Ottoman Jerusalem, 8-9; A.-K. Rafeq, The political history
of Ottoman Jerusalem, 25-26; M. Bernardini, Popular and
symbolic iconographies related to the Haram al-Sharif during
the Ottoman period, 97-98; K. Salameh, Aspects of the siills
of the of the shari‘a court in Jerusalem, 103-04; M. Atallah,
Architects in Jerusalem in the 10th-11th/16th-17th centuries:
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the documentary evidence, 170-71; P. Cuneo, The urban
structure and physical organisation of Ottoman Jerusalem in
the Ottoman utbanism, 211-12; D. Myers, An overview of
the Islamic archiecture of Ottoman Jerusalem, 326-30; B. St
Laurent, The Dome of the Rock: restorations and significance,
1540-1918, 417-19; J. Carswell, The deconstruction of the
Dome of the Rock, 425-29; F. Flood, The Ottoman windows
in Dome of the Rock and the Asqa Mosque, 433-40; Y. Nat-
sheh, The architecture of Ortoman Jerusalem, 587-93.

16. Carswell (n. 1) 66-68 figs 39, 40, 42.

17. The hanging lamp was the gift of C. Drury Fortnum
F. S. A. to the British Museum in 1887. He recounts how
it was discovered by a friend of his in 1865, from whom he
subsequently acquired it, in a lecture to the Society of Anti-
quaries in 1868: “Ir remains for me to state the history of the
discovery and acquisition of this lamp. In the year 1865, a friend
0f some inﬂumcc’, then rfsiding at Jerusalem, obtained permission
to explore and make sketches in the more remote corners of the
mosque of Omar [the Dome of the Rock|, and was soon enabled
10 make himself esteemed by the guardian of the building, from

whom he obrained information and opportunities of observation.

A long-neglected lumber-room was entered, and there, in a corner,
veiled by the accumulated dust of years, was the lamp; two of the
handles broken, and a piece from the lip, told why ir had been
stowed away, but when no one could answer; the sequel is natural
—it came into the light of day, and was kindly ceded to me by my
friend.”, C. Drury Fortnum, F. S. A., “On a Lamp of ‘Persian
Ware’ made for the Mosque of Omar at Jerusalem in 1549;
preceded by some Remarks on the Pottery and Porcelain of
Egypt, Persia, Damascus, etc.”, paper read on April 30th,
1868, and published in Archacologia 42 (1869) 387-97.

18. The three key dates for the Dome of the Rock tiles are:
the inscription on the drum, 952/1545-6; on the porch tiles,
Abdallah al-Tabrizi, 959/1551-1552; and the Qubbart al-Silsil-
hah, 1561-1562.

19. Carswell (0. 1) 112 fig. 89.

20. J. Carswell, J. Raby, The Tiling of the Dome of the Rock
(forthcoming). We are deeply indebted to A. S. Megaw, who
generously allowed us to use his unpublished survey of the
Dome of the Rock (1947, revised 1952). We have been most
fortunate in being able to draw on his meticulously recorded
evidence and conclusions.

JOHN CARSWELL

Avrucsipava avaptnong

[péogpara efya v evkapia va kataypdipw £va oykddeg
opaptkd avtikeipevo avdptnong KATAOKEVAOUEVO OTO
[Evixk, o omolo pe éxkave va avapwtnde yua ™ yprion av-
TV TV avitkepévov, Zuxvd ovvdovial He KPERAOTEG
kaveiAieg e (dlag teyvotporiag, kal £xovpe paptopieg
ou kataokevdfoviav and v IpoUGTEPY TAPAYeYT| TRV
kepapkav ITvik tov ypdvav yope oto 1580. Auté dujp-
keoe Oho tov 170 atdva kat dtav e€éhune 1) ovviiBeia va
Sakoopotvrat ta tapd pe avtd tTa avukeipeva, ouve-
xlotke kat anéd tovg Xpronavoss tov 180 aidva yia )
daxéapnon tov opfédofmv kat TV appevikdy ekkAnot-
dv. Téoo yua tovg opBddoouvg Goo kat yla Tovg HovsouvA-
pdvoug gatvetar STL umpyav CUYKEKPLUEVEG TTAPATIOUTIES
og évav ToAd maratdtepo ovpPoiioud mov ovvdedtav pe
QYPOTLKEG KOL YOVIUKEG TEAETEC.

"Eva and ta miéov evivnwolaxkd ogpapikd avike{peva
avdptnorg Pploketat oo Movasio Mnevdkn. Zuvdéetal
Apesa e TNV TeYvOTpoTia Kal T1) SlakGapnon pwag ma-
pépotac kavtirag, dArote avaptnuéving oto Tpodro tou
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Bpdyov e Iepovoariu (ofjpepa oto Bperaviké Mouv-
og{0). H kaviiia elvar vrioyeypappévn and tov kepapéa
Mouoii kar ypovoroyeitat to 1549. To avukelpevo vjtav
kataokevaopévo avapgifora v ida enoyy. Avté mou
kevrpilel o evbiagépov givar dtL mpénet va kataokevd-
OTNKAV TNV ENOYT TOL 0 COLATAVOG LOVAEIHAY £TOKED-
ale tov Tpotro tov Bpdyov. Oa pnopotos o Mouol
va elye kdnola oyéomn pe v endvouon HE Kepaptkd
mAakida g eEwtepiiric ¢ mov katackevace avtiv
v enoyy] o Apnviovady and v Tapnpil; Optlopéveg
AeTTOpEpELES, OTIOC T TYYUATOTIOMUEVA OUVVEPD Kat
LA HIKPY) OE0UY HE TPELC TOVALTIES TIOL YPHOIUEBOLY WG
vépopa tov BdBouc oty emypagt| e Péperag e16660u
tov Tpotlou tov Bpdyov, iowg va dniavet 6t auvtd to
mAalow nall pe exelvo ndve and tn véta elcodo oyed-
dotnkav and tov MouvoAl. [ Ti@avétata éywvav oto [Qvik
yla Ty avaotiAeoT tov oouitdvou Zovielpdy, avi(le-
Ta pe v undhotny KepdpwoT, yia v omola crdpyouvy
TAnpogopieg du kataokevdotnke oty lepovoariip.
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< C1AONTIT ADASTLIDIONTLIT A
2 — PKAOTIKH APAXTHPIOTHTA

Anoyn ¢ ékBeone Kavoras Mmnaldpag. Pwroypapinés Myiipes and tn Svyxpovn EALdda (pot.: A. Kovpylavtdxng).

A. EKOEZEIX 2TO MOYZEIO MITENAKH

Q Kdorag Mnaldpas. Pwroypapixés Mviues and tn
2yxpovn EAAdda

(5 DePpovapiov - 2 Maptiov 2003).

Awopyavoon: Tufpa Potoypapikdv Apyeiov.

H ¢xBeon mpaypatomowibnke pe agopuq tmyv and-
paon tov Kdota Mnardga va dwploet éva tpfpa
tov épyou tov oto Turpa Petoypagikdv Apyelwv tov
Movoeiov Mnevdxn. pdkertar yia v mpdtn peyd-
AN avadpopiky| ékbeor tov kaAitéyvny otnv AbBrva.
O Mnahdgag avijkel 0TouG OURAVIOTEG POTOYPAPOUG
¢ petamore kg meptédov mouv kabdptoav v mopeia
MG EAANVIKNG QOTOYpaPlag. 210 £pyo TOL TPOTAYGVL-
otolbv ot kdtotkot Tov xeptdy g Hnelpouv mov divouv
tov oKkANPS aydva g emPiwong kdte and avtifoeg
ouvOrkec.
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Katdhoyog: Kdorag Mnaidpas. Pwroypapinés Myriueg
and wn 2dyxpovn EAldda (exd. Movoeio Mmevdky -
Dartoypagikd Apyeia, Abrjva 2003, éxdoon: eAANVIKY/
ayyAikn] ISBN 960-8452-99-6).

Q O Tavpos orov Meooyeraxd Kéopo. Mvdor xar Aa-
1p€lES
(20 Maptiov - 8 louviov 2003).
Awopydvwon: Iotopiké Movoelo Baprerdvng, Opyavi-
opée IpoPorric EAAnvikot TToArtiopot - [ToAtiotky
Olvpmada 2001-2004.
Xopnydg emxowaviag: EPT.

2y éxBeon kupidpynoe N mapovoiaon g eucdvag
oL Tadpov G oUUPdrov avanapaywyns Kat yovipd -
tag. Tavtéypova, mpofrridnkav ot tomég do&aoieg, ot
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Anoyn ¢ ékBeong L idpyos Mavpoidng. <Eva yiyveodar xepavvofdlov xarapdoewe» (got.: Zm. [Tavaytwténovlog).

psbot kat ot Aatpeies tov moAtiopdv g Meooyeiov,
nov dratnpriBnkay, avamidotnkay kat dtakwvr|Onkav -
e O¢ 0éec, elte pue ™ popet| épywv téxvng, datnpod-
VTag SPmS EUPAVY TNV TIOALTIOHLKT] TOLG TavtdTnta.
Katdroyos: O Tabpog arov Meooyeraxd Kdopo. Mido:
ka1 Aazpeies (exd. [Tohnouky Ohvpmudda 2001-2004,
ABriva 2003, £éxdoon: eAinvikr/ayyikyy ISBN 960-
8276-08-X).

QO Henri Cartier-Bresson: Or Evpwnaio:
(9 Toviov - 31 Avyototov 2003).
Aopydvoon: Tpfpa Petoypagpikdy Apyelov.

H €k0Beom tov didonpov I'dArov potoypdgov Henri
Cartier-Bresson mapovoidotnke ya mpdtn @opd oto
EAANVIKS KOG, agob éyxet oM meplodedoet otig peyd-
Aeg mpwtevovoes g Evpdnne. Me v éxBeomn avty),
40 ypévia petd v €kdoom Tov OPGVLHOL AEVKGONA-
106, oklaypageital ya pla aképa @opd to moptpaito
g ['mpawds Hrnelpov, dnog v katéypaype o paytcdg
@paxdg tov Bresson o dtdommua prool aidva mepimov
(1930-1970).

Katdhoyog: Henri Cartier-Bresson: Or Evpwnaior (€.
Apeiron, €xdoon eAAnviky ISBN 960-7348-05-2).
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Q Myviiun K. I. Kapvwrdxn (30 Oxrwfpiov 1896 - 21
Tovdiov 1928)
(21 TovAiov - 30 ZemtepPpiov 2003).

Me v evkapia g ovpmAfpwong 75 xpévav and
tov Bdvaro tov ot Kdota Kapuetdkn, to Movoeio
Mmevdkr ovykévipwoe og dGo Tpobrikes aviinpoowev-
TKA KEPHALa TNG PHEYAATG TOL TIPOCYOPdGs Kat tng ov-
vtopng Gome tou: to yewpdypago tov motjpatog [1péfela
Kat 1o onueiopa wov ypape o motntig Alyo mptv avto-
KTOVHOEL, TIGC TIPATEG EKIGOELS TOV TPLOV TOMTKGV TOL
OLAAOYGV, TO 6TAO pe To omofo tepudtioe T {wi] Tov,
kabdg kat g mpooemoypapies mov @rhotéyvnoav o I
BapAdpog, o I'. Wuyonaidng x.d. Tyyv 1n OktePpiov
2003 npaypatonotjOnke exdridwon pe opthia g kabn-
yhtprac Neoednvikic $uroroyiac oto avemotio
mg Kptjme Xp. Ntrowvid kat anayyeria mopdrov and
v nlorod Et. IyyAéon.

Q IAYKEIA XQPA, KYTIPOX. H Kvnmpog otnv Evpwna-

ixnt Xaproypagia (150¢-190¢ arivag) — Amnd tn Zviioyn

tng 2VAfrag lwdvvov

(16 ZemtepPpiov - 19 OktwPpiov 2003).

Aopydvoor: Movogio Mrevdxr, Znit tng Kémpou.
Mia otopikt] mepdrdfact tov evpemAikod evdtagé-
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povrog yta v Kémnpo katd tovg vedtepoug ypdvoug,
péoa and 100 ondviovg ydpteg, emieypévoug and )
2uiroyr] e ZoAPuag lodvvou. H éxBeon apBpddnke
oe Bepatikéc evétnteg mov avadetkvoovy v Totkiiia
TV evilagepéviov e evponaikic Adong yia to vi-
ol ¢ Agpoditne. Méoa and ta pdaua tov Evpenalov
mov yaptoypagnoav to vnol okiaypagtdnke n wotopia
oV, evdd TapdAinia mapovotdotrke kat 1 eEEMEN g
xaprtoypaglag.

Katdroyog: TAYKEIA XQPA, KYIIPOX. H Kvnpog
ownv Evpwnaixi Xaproypapia (150¢-190¢ aidvag) — a-
6 tn 2vAdoyrt tng 2UAfag lwdvvov (ABvva 2003, éx-
doom: erAnvicr/ayyAiky, ISBN 960-87792-0-0 mavéde-
10, 960-87792-1-9 xapt6deT0).

Q Idpyos Mavpoidng. «Eva yiyveodar xepavvofélov ka-
rapdoews»
(30 Oktoppiov 2003 - 11 Iavovapiov 2004).

H ¢xBeon BéAnoe va wprjoet évav and touvg onpavit-
kétEpovg KaAMTéxveg tov 2008 awdva. [MephduPave
niepinov 70 épya and 6Aeg TG mePLOdOVS TG KAAALTE-
xvikig dnpovpylag tov ['dpyov Mavpoidn pe otéyo va
OKLayPaPOEL PLa EKPTKTLKY KAl avijouyy TIPOCOTIKSTY-
1a, oL dujvuoe Tov adva pe to aoctyaoto mdbog kat Ty
doPeotn eAdya evic epactt] G Loypagikrg.
Katdroyog: [idpyos Mavpoidng. «Eva yiyveobar xe-
pavvofélov xarapdoews» (ekd. Movoeio Mmevdkn —
Abdp, ABrjva 2003, éxdoon: eAAnviky/ayyAky ISBN
960-5004-29-1).

B. EKOEXEIX TOY MOYXZEIOY MIIENAKH EKTOX TON XQPON TOY IAPYMATOX

Q Anoxalvmrovias vo npdowno: vvaikes (wypdpor and
rov lodapind Kéopo

ABvjva, TEXNOTIOAIE Afjpov ABnvaiov (28 Iavovapi-
ou - 23 ®efpovapiov 2003).

Aopydvwon: Movoelo Mnevdkr, Baotuky Etapeia
Kardv Texvdv, appeooyeiakd Afkrvo INovakdv An-
povpydv F.AM., pe v vnootipién tov Yrovpyeiov
Eéwtepikav kat tov Yrouvpyeiov [ToAitiopod.

Meydror yopnyol: Kowvogeréc Topupa «AréEavdpog
2. Qvdone», Motor Oil - Awliotipia KopivBov.
Xopnyoi: Royal Jordanian, Jordan Telecom, Op¢éag
Bewvdyrov - AeBveic Metagopéc.

H ¢xBeor mapovoiace ) dovherd 50 yvvaikdv kak-
Mteyvedv and 21 ydpeg tov wrapkod kdopov. Ta ép-
Ya, ov avjkouv ot uévipn ovAioyr te Ebvikrc ITt-
vako0vjkng g lopdaviac oto Appdv, amoxaiimtovv
v evdlagépovoa kar Towk{An Snutovpyla yuvaikdv
KaAAtteyvav Sudgpopav Bpnokevpdtav, ot omnoieg Louvv
o€ YHPES TOL LOAAULKOD KGOHOV.

Q “Naoi tn¢ Qwroypagiag”. O Srdxoouos twy wroypa-
@ixdy orovvrio, 1860-1910
Ocooaroviky, Anpotucy [ivaxo0rkn (20 Pefpovapi-
ou - 20 Maptiov 2003).
Aopydvaon: Movoegio Mnevdkn - Tuqpa Potoypagpt-
kv Apyelwv, Movoeio Potoypagiac Oeooarovikng,
Anpot] [TivaxoBrikn Oeooaroviknge.

2o mhaioto g 15m¢ Potoypagikic Zuykupiag mouv

3, 2003

dopydvwoe 1o Movoelo Pwtoypagiac Osooarovikng,
napovoldotnkav 162 npetdrunes potoypagpiec pe Oépa
TOV JLAKOOHO TV POTOYPAPLKGY GTOVVTIO KATA TV Tie-
plodo 1860-1910. To viiké g éxBeone mporiABe and
T oLALOYY Tev TPNHdTeV Tov Potoypapikdv Apyel-
ov kat Tov lotopikdv Apyelwv tov Movoeiov Mmevd-
kN kaBdg kar touv Pwtoypagikod Apyeiov tov EAIA.
Katdhoyog: “Naoi vng @uwroypapias”. O drdxoopos rwy
pwroypapixdy orovvre, 1860-1910 (exd. Movosio
Mmnevdxn, ABvva 2003, éxdoon: eAinviky ISBN 960-
8347-01-7).

U Evpwnaird Ilaxvid

Oceooarovikn, Terldyrero Topupa Texvov (23 Pe-
Bpovapiov - 18 Maiov 2003).

Aopydvwor: Movoeio Mnevdxr - Turpa Tayvididv
kat Tawdwkric HAwklag, TeAddyreto Topupa Teyvav, pe
v vriootptén tov Yrovpyeiov [Torrtiopod.

Xopnyds emkowvaviag: EPT.

Katdroyoc: M. Apyvpiddm, O payixds xdéopos twy nar-
xvididy (exd. Movoefo Mrnevdkn — Addp, ABrva 2003,
éxdoom: eAAnvikr] ISBN 960-500-427-5).

H éxBeom Eedimiooe tov paykd kéopo tev maryvi-
v, péoa and tov omolo mpokbmtel 1 eEEMEN TG
kotvevikiig dpaoctnpédtntac tov “naifev” ot Avtkij
Evpdmm, ané tov 170 éwg mepimov g apyéc tov 2000
atdva. [apovaidotnkav yia npdtn gopd oto kowd me-
poodtepa and 1.000 marxvidla mov €yovy katackeva-
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otel o€ eLPOTAIKES XWOPES, Ta omola amoTeAovV HEPOG
™G HEYAANC oLALOYY|G Tarxvididv tov Movoeiov Mie-
vaxr).

Q [Taixvidia prag dAAng enoxiig
ABvva, Zyor] Moepait (8 Aekepfpiov 2003 - Pe-
Bpovdproc 2004).
Yoppetoxh: Movoeio Mmevdkn - Tudua Tlargvididy
kat [Mawducric HAklag.

Xy ékbeomn mapovordotmrav didgopa maryvidia kat
KoVKkAeC and tnv Evpdmm, v Apepkr] kat tv lanwvia
tov 190v Kkat tov 2000 atdva.

Q H ovvdvinon vov eddnvikov pe rov todapixd modirr-
oud oro Movoeio Mnevixn

Xawid, 'aAi TGapi (1-4 Maiouv 2003).

Awopydvwor: Movogio Mnevdkn - Turpa ITAnpogo-
PLKY|C.

2o mrafoto g dropydvwong tov EuroMed Civil Fo-
rum pe Bépa «Atamoiittopkds drdroyoe» mapaywphor-
ke 1o [arl TCapl yia pa extev napovoiaoy pe yprion
noAAaTAGV péowv (slide-show, otaBpof mAnpogdpnomng,
EVIHEPOTIKA TAPTIA®, Eevayfoels) TG IOAQUIKAG OULA-
Aoyr|g, tov DVD-Rom pe titho «H EAAdda rov Movoei-
ov Mnevdaxn» xat tov poypdppatog JewelMed. Or emu-
okémteg elyxav emfong v eukatpia va dovv emAeypéveg
ex060eL; Tov Movoglov Mmevdkn.

Q [aixvidia orov [Thpyo

Nd&og, [Tépyog MnaZaiov (18 Ioviiov - 15 ZemtepPpi-
ov 2003).

Aopydvworn: Movoeio Mmnevdkn, Etapla @Osatpuciig
"Exgpaong «AIQN», Afjpog Apuvpariag NdEov, pe v
vnootrpién tov Ynovpyeiov IToAtuopot kat tov Ynovp-
yetou Aryafov.

Xopmyol: ABnvaiky] ZvBomnotia, Meobyetoc FM, BLUE
STAR FERRIES, Exd6oetg EAAnvikd 'pdppata.

Xy €kbeon mapovoldoTnKav avUTIPOOONELTIKA
detypata marxviddy e peyaroactikig tdéng g Ev-
PAOTNG KAl EAANVIKGV Tarvidtdy and g cuALoyEG Tov
Movuoe{ov Mmevdin.

Q Jconos Griegos. Collecion Velimezis
Adpa, Instituto cultural Peruano Norteamericano Mira-
flores (3 OxtwPpiov — 16 NoepPpiov 2003).
Awopydvoon: Instituto culturalo Peruano Norteamerica-
no, Museo Benaki.
[Teprodetovoa €kBeo pe elcdveg e petaBuiavuvic
téxvrc and ) ZoAioyr tov Atpidtov BeApéln.
Katdhoyos: lconos Griegos (éxd. Galeria ICPNA
Miraflores, Afpa 2003 éxdoom: womavikyj ISBN 9972-
9559-7-4).

Q [éAepog ev moAéuw

Abvjva, Owpnrtéd «ABépog» (3 AekepPpiov 2003 - 30
ZemtepPpiov 2004).

Awopyavoon: T'eviké Emtereio Navtikod, Movoelo
Mmevdakn - Tufua lotopwedv Apyeiov pe ™ ovppeto-
x1 tov Tunuarog Iotopikdv Ketpniiov.

Xopnyde: EAAnvikd Navrmyeia AE Zkapapaykd.
Evevivta ypévia petd ) AHEn tov vikngdpwv Baika-
VIKGV TTOAEpwV, To 'evikd Emtedeio Navtikot eykatvi-
aoe pe avty v £xkbeor to pdro mMAwtd povoeio oty
EXAGda. Katd ) ddpketa g ékBeong mpaypatomnot-
AOnkav povotkés Ppadiég pe épya EAARveov ouvvBetdv
g meptddov 1912-1913.

Katdloyog: [TdAepog ev modéuw (exd. 'eviké Emredeio
Navtikod — Movoeio Mnevdkn, emp. M. Anuntpiadov
— A. Zdvwvag, ABvjva 2003, éxdoor: eAANVIKA/ayyAkr|
ISBN 960-7671-43-0).

I ZYMMETOXH XZE EKOEZEIYX AAAON ®OPEQN ME AANEIZMO EPT'QON

— EAdmvixé Kéounpa. Tlpaya, EBviké Movoeio (15
DePpovapiov - 15 Maptiov 2003), Bapoofia, Baoiit-
k6 Kdorpo (25 Maptiov - 27 Ampiiiov 2003), Bouvda-
néoty, Movoelo Kakov Texvév (15 Maiov - 30 Iovviov
2003).

Aopydvwon: Ynovpyelo Holtiopot oe ouvepyaoia pe
10 Ymovpyeio Efotepikdv. Zvppetoxn tov Turpatog
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Bulavuviig kat MetaBulavuviig ZuAioyic.

— Oyers wng Kadnuepwviig Zwric oro Bvldvrio. Madpi-
™, EBviké Apyaroroyiké Movoeio (4 PePpovapiov -
15 Maptiov 2003), AwsoaBova, EBviké Apyatodoyicd
Movoeio (4 Anptriov - 8 Iovviov 2003).

Aopydvwon: Ynouvpyeio [ToArtopot - AiedBuvon Bula-
vivev kat MetaBulaviivéy Mvnpeiov, Movoeio Bu-

MOYZEIO MITENAKH
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Cavrvotd [ToAtuopod, oe ouvepyacia pe to Ymovpyelo
Ewteptdv. Zoppetoyxn tov Tprpatog Bulavuviig kat
MetaButavuvrig ZvAroync.

— Quwroypapixr 2vyxvpia 2003. Oegocahovikn, An-
potiky] TTvakoBikn (17 PeBpovapiov - 20 Maptiov
2003).

— “Naoi tng¢ Pwroypapias”. O didroouos rwv pwroypa-
@ixdv orovviie, 1860-1910. Oeooaloviky, Anpotiky
[Twvaxo8vjkn (20 @eBpovapiov - 20 Maptiov 2003).
Awopydvoon: Tprua Potoypagikd Apyeia Movoeiov
Mmnevdky, Movoeio Potoypagiag Ocooarovikne, An-
potikry [TivaxoBrkn.

— Ziller: Radebeul-Athen. Movoeio Radebeul (30 Ampihi-
ov - 1 Iovviou 2003).

Awopydvwon: Afjpog tov Radebeul. Zoppetoxn tov Tpn-
patog Apyelowv NeoeAAnvikrig ApytteKToviky|c.

— Art Maritim. AuPobpyo, Hamburg Messe (25 Oxto-
Bpiov - 2 NoepPpiov 2003).

Awopydveon: Hamburg Messe. Xvppetoyn tov Tprjua-
to¢ Ilpototopikng, Apyxaiag EAAnviknic kar Popaikiig
Téxvng, tov Tufpatoc Bufavuvig kar MetaPuiavu-
viig Téxvng, tov Tprjpatog NeoeAinvikot IToAttiopot
kat NeogAinvikric Téywng, tov Tufpatog Zoypagikig,
Xapaktkdv kat Zyxedlov.

— El Greco. Néa Y6pkn, Metropolitan Museum of Art
(7 OxtwPpiov 2003 - 11 Iavovapiov 2004).
Awpydvoon: Metropolitan Museum of Art (Néa Yép-
k1)), National Gallery (Aovdivo). Zvppetoxq tov Tun-
patog Bulavuvne kat MetaBuiavuvic Téxvng.

— H EAAdda twv Badxavixdy [odéuwy 1912-1913. A-
Onva, Méyapo g Bovrvic (25 ®ePpovapiov - 2 Noep-
Bpiov 2003). Zvppetox tov Turjpatog NeoeAAnvikoy
[ToAruopot kat NeoeAinvikric Téxvne kat tov Tuqpa-
106 lotoptkdv Ketpunhiov.

— Exdeon yra rov eopracud tng enereiov tng 25n¢ Map-
riov 1821. ABvva, Exnadevtipia «EAAnvoyeppaviky|
Ayoyh» (18-30 Maptiov 2003). Zvppetox tov Tur-
patog NeogAAnvikot [MoArtiopod kar NeogAAnvikng
Téxvng.

— Kapipng. O kbopog tov Kar o1 €1kA0TIKES HOPPES THG
emoxig rov. ABYiva, Méyapo Movoikrc (20 Noepppiov
2003 - 31 Iavovapiov 2004). Zvppetoxy tov Turpatog
Iotopikdv Apyelav.

— Egypte, la trame de Uhistoire. Textiles Pharaoniques,
Coptes et Islamiques. Povév, Le musée des Antiquites de

3, 2003

Rouen (17 Oxtoppiov 2002 - 20 lavovapiov 2003),
Poudv, Le musée Dechelette de Roanne (28 ®eBpovapi-
ou - 31 Maiov 2003). Zvppetoxn tov Tpurpatog IoAa-
HKAG ZvAAOYHG.

— Ex oriente — [saak und der weisse Elefant. Aachen, Dom
(29 Iouvviou - 28 XentepPpiov 2003). Zvppetoxf tov
TuApatoc lodapikric ZovAroyric.

— Greece in Early Photographies, ca. 1850-1900. Ko-
nieyxdyn, Thorvaldsens Museum (18 ®efpovapiov - 19
Maiov 2003). Zvppetoyr tov Tufjpatog Pwtoypapr-
kv Apyelov kat tov Turjpatog Zeypagikrc, Xapaxti-
KOV kat Xyediwv.

— H xAnpovouid vov Andliwva. Aehgol, Evpomnaikd
[Toltoukd Kévipo Aedpdv (Iovviog 2003). Zvppe-
oy tov Tprpartog [MivakoBrikne N. Xartlnkvpidkov-
['kika.

— Téxvn modiovixos — [1bAerg, orxiopoi xar yerroviés orn
Neoeddnvixri Zwypapriih. lodvviva, Anpotky ivaxo-
OMkn (Mduwog-Todviog 2003), ZavOn, Anuotkr] Iivako-
0vkn (NoépPprog-AexépPprog 2003). Zvppetoxy] touv
TurApatoc IMvakodrjkng N. Xattnkuptdrouv-T'kika.

— Kpritn, 90 xpdvia and tnv Evwon pe tny EALdoa. ADv-
va, BouArj tov EAMjvev (2 AekepPpiov 2003 - 29 De-
Bpovapiov 2004). Zoppetoxh tov Turparogc NeogAdn-
vikoU [ToAttiopot kar NeogAdnvikrc Téxvnc.

— TRANSPHOTOMETAFORES: Tpoxiés xar Aiaorav-
pdoerg. XrpaoPodpyo, Espace Apollonia (12 ®efpova-
plov - 23 Maptiov 2003). Zvppetoxs tov Tunuatog
Daotoypapixdv Apyelov.

— Avépwnog xar Tomio, EAAnvixii Pwroypapia 1930-
1960. Bpalidia, EAAnviki TlpeoPeia (19 Maiov - 2
Tovviov 2002). Awopydvoor: Ymouvpyeio EEwteptcddv.
Zoppetox tov Tujparog Potoypagikdv Apyeiov.

— O Aydvag tng Avebaprnoiag and vov {wypdgpo rov Ma-
xovyidvyn, Anpouky ITivakoBikn Meocoloyylov oto
mhaioto tov «Eoptdv EE6Sov 2003» (Ampidiog 2003).
Zoppetoy tov Turjparog Zwypagikrc, Xapaktikody
kat Xyediov.

— Eyd 0 Eavidg pov. Kévipo Zioyypovng Téxvng Pebo-
pvne, PéBupvo, Anpotikr) TlvaxoBnkn A. Kavakdiig
(24 Maiov - 15 Auvyodotov 2003). Zvppetoxy tov Tpun-
patog Zoypaptkic, Xapaktkey kat Zxediomv.

— Kavoravrivog Bodavixng 1837-1907, Ocooaloviky
Anpoticy] TTivakoBixr (8 NoepPplov - 31 Aekepfpiov
2003).
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A. EKAHAQZEIY ¥TO MOYZEIO MITENAKH

210 Movoeio Mnevdkn mpaypatonoridnkav moAitiot-
Ké¢ ekdNAdoELs, 6Te¢ apovotdoels Pipriov, ovvevied-
Eeig tomov, tAgomtikd yvplopata 1 StakéEers. [Tapdi-
Ania, Tpaypatomotidnkav ot ak6Aovbeg exkdnidoeic:

O Ané 21 éoc kat 24 Iavovapiov mapovotdotnkay oto
povoeio ot mivakes Tov PLAoTtéxvNoe o {wypdpos Muyd-
Ang Makpouvldxrc yia 1o etrjoto nuepordyto g ATET
Hpakivic.

U Ewoaywytkd ogpvdplo kardtteyviknc potoypagiag a-
16 tov [TAdrova PBéAAn (5 NogpBpiov 2003 - 11 Mai-
ov 2004).

To oepvdpro éxet Sdpketa entd pnvov. H didaoka-
Ala meptlapPdver éva texviké pépog mov agopd ) AY-
PY) KAL TV EKTOOOT QOTOYPAPLdY, kabds kat éva kak-
Ateyvid pe Bépara wotopiag kat atoOnukic mg goto-
ypagiag. Ot napaddoetg mpaypatonotodvrar kde Te-
twaptn (17.30-22.00), evéd 1 perétn ot @otoypagiky
BpAtobriien kat 1 poatpeTiky| mpaktky eEAokon ooV
okotewé Bdhapo yivetat oty €dpa tov «Pwrtoypagiiot
Kéikiov», Toakdhog 44. Awpydvaoon: «Potoypagtkds
Kéihog» o ovvepyaoia pe to Movoeio Mmevdxm).

O To Movoeio Mnevdxn fitav to updpevo povoeio ot
eervy| Aebvii Hpépa Movoeiov (Kuplaxr] 18 Maiov).
To povoeio ftav avoryté ya to kowvd éeg to Ppddu kat
axolovBnoe ovljtmon kat de&iwo.

U Zug 9 ZentepPpiov 2003 npaypatonorrinke dnpo-
mpacia eAANVIKGV €pyav éxvng, ta €é0oda g omolag
Satébnkav vniép g Etapeiac Xnaotukdv.

0 Yug 22 Oxktefpiov 2003 o kabnyntig khaoukric Ap-
xatoroyiag tov IMavemotmpuiov e Pédpng Paolo More-
no £6woe dtdheln pe titho: «Grandi bronzi greci in Ita-

lia: di Riace all’Afrodite di Brescia».

0 To Movoeio Mnevdkn, oe ouvepyaota pe ™ Aed-
Buvon Aebvev Zyéoewv kat ) AtedBuvon Nebdtepng
[ToArtioukric Kinpovoudg tov Ymovpyeiov IToArti-
opoY Kat To EAANVIKS Tpuqpa tov AteBvolg ZupPouvii-
ov Movoeiwv (ICOM), dopydvwoe oelpd oepvapiov
povoetoroyiac, oto miaioto tov mpoypdppatog ya
Stagpbraln kat mpoPolry] TG TOMTOTIKTG TAVTTNTAG
v xepdv tov Nétov Kavkdoov (STAGE project) tov
ZovpPoviriov g Evpdmmg. Zuykekptpéva, and v Tpi-
) 11 NoepPplov € kat v [Tapaokevn} 15 NoeuPpi-
ov 2003, 12 oteréyn povoeiwv and tryv Appevia, ) ['e-
opyla kat 1o Aleppnaitidy napakorovOnoav drarééelg
and to npoowikd Tov povaeiov, ot omoieg agopovoav
6Aeg g Paowkég Aettovpyieg tov povoeiov.

0 AwaréEeig tov Zopateiov «Ot Pidot tov Movoeiov
Mmnevdxn»

Opyavadnkav tpeig draréieic pe Bépara mov dmro-
VTaL TV eVOLaPePOVIOY TOL HOLOE(OL.

E. AYTONOMEYX EKAOZEIZ TOY MOYZEIOY

Q S@AKIA, Iapadooiaxhi Tvpoxouia, Ta unrdra twyv
xevrpixdy Aeviay Opéwv (exd. Movoeio Mnevdk, e-
mp. Ei. Mnovvtodpn, A. BaAidvog, Xp. BarAdvog, A-
Bvjva 2003, éxdoon: eAAnviki/ayyiky] ISBN 960-8347-
03-3).

QO Mapia Anuntptadov, H orxoyévera Baloaudin orn
2xénedo tov 190 aidva (exd. Movoeio Mnevdxr, ABH-
va 2003, éxdoomn: eAdnviki] ISBN 960-8452-95-3).

U lNopyoc Aewtodrog, [TAYAOS KAPPEP. Amopvn-
povevpara xar Epyoypapia (exd. Movoeio Mmevdin

192

— Iévio TTavemotijpo - Tupa Movowdv Xmovddv,
ABnva 2003, ¢kdoor: eAlnviky ISBN 960-8347-00-9
960-86801-3-1).

O Moapivoc Karhwyde, Texvoxprzixd 1937-1982 (exd.
Movoeio Mnevdxn — Aypa, AByva 2003, éxdoomn: €A~
Anviir] ISBN 960-8452-98-8 960-325-468-1).

Q Adrva 1839-1900. Pwroypapixés Maprvpies (exd.
Movoegio Mmnevdkn, emp. . Kovotavtivov, A. Toip-
yarov, ABrva 2003, éxboom: eAAnvikrj ISBN 960-
8347-07-6).

MOYZEIO MITENAKH
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QA Kdotac Mrakdgag, Hrerpog (exd. [Totapdés — Mov-
oefo Mnevdkn, ABYiva 2003, ékdoor: eAinviky ISBN
960-8350-10-7).

8 Aovione ZhPag, ZAKYNOOS 1953-2003 (exd. Te-
pimiovg, ABva 2003, éxdoomn: eAinviky ISBN 960-
8202-68-X).

Q EMNITYMBION Gerbard Neumann. Movoeio Mne-
vaxn 20 Iapdprnua (ex6. Movoelo Mnevdky), emp.
A. Aapdokog, ABrvjva 2003, ékboon: eAinvikn/yeppa-
vk} ISBN 960-8347-09-2).

Q Nelly’s, Apxaiérnres, EAAdda 1925-1939 (exd. Mov-
ogio Mmnevdxn — Méiwooa, emp. Ei. Mrovvtodpn, et-
oay. ketp. A. Punnidng, Xt. Avddkng, Ei. Mmouvvtot-

pn, A. E. EavBdkng, ABvva 2003, ékboon: eAAnvikn
ISBN 960-204-253-2).
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ATTOAOTIZMOY TMHMATQON

TMHMA TTPOIZTOPIKHZY, APXAIAY EAAHNIKHY KAI POMAIKHY SYAAOTHX

I poowmkd
Eprivn [anayewpyiov (vnedBuvy turjparog), Ayyet-
k1] ZnPa. E@eddvipra: Ayyedkr} Apgapd.

Awpeéc — Iapakatabrikeg

— Mapia I'epovrdvou kat I'dvwng Kapoibtog, oty pvij-
un g pneépag toug Tapag Kapoisfou: 22 avuikeipeva
ané v Alyvrto: pappdpivy lkovioTiky kegaiy Pa-
ofdiooac aoPeotoriBiky kepalt] yvvatkeiag popeng
enapylakoy epyaotpiov (Soc-4o¢ at. n.X.)* acPeoto-
MOy kepary] Towdac votepopwpdikedv xpévev: Av-
Xvdpla KAAoLKOV Kat popaikdv xpdvev: mawva edodita
Oeottov kat yuvatkelov popedv eAANvopmpaiknig té-
VTG PIKPOYPAPLKES TIPGYOL EAANVIOTKAY Xpévev: xEA-
KWV1] TIPOTOHY ZApamy), £00TEPIKA KOIAY" YAAKIVOG €v-
Betoc oe dyaipa peydrov {hov opbaipdc oxapaPaiog
and gayevtavy aoPeotorBucéd elddito Owd

— EAévn Naovp-T'apélov, ot pvijpm F'ewpyiov kat Ku-
prakrjc Naodp: peravootdPoty Aofodtunty oparptk
npdyovg and v Tpola (3n xhetia n.X.):

— EXévn Naobp-T'apéov: §bo kopwbuaxd ayyeia tov
Gov a.. n.X. —to éva ot puvipn Kipevog T'apéfov—
nipdyouvg eEAAnvioTikrc Teptédou” acnpévia kat yaikiva
vopfopata voTePOKAAOIKGY, EAANVIOTIKGY Kal popdi-
KOV xpdvov:

— AwpobBéa Xprotomovrouv kat "Epeika Xapaiapmidov:
Rappdapvn ke@arij rroodgov, pepaikd aviiypago ép-
you tou 4ou at. .X." avabnuatikds evenfypagpog ktovi-
OKOG EAANVIOTIKAY YpOVvEmV.

Ayopég

— yopivn vekpikt] avdptky] pdoka pe pdua and évbet
vaiépala, and myv Afyunto, 2o¢ at. X

— 6bo pappdpiva mpotokukAadicd okevn |

— éva pappdpvo TpetokLKAadIKd elddALO"

— évag gpulpbpopyog youg attikol epyactnpiov.

Anpooteboerg — E§wtepiée ovvepyaoieg — Zoppetoyt
o€ ekOOOELC

— 1 Eipfivn Ianayesopyiov éypaye dpbpo pe titho
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«Mappdptvo veorBikd etddAlo-tiepianto yovatkeiag
pope1iG: ovpmepdopata and éva nakad ebpnpa», Mov-
oeto Mmevixn 2 (2002) 9-18:

— n Eipnvn Iamayewpylov ovppeteiye pe v mapovoi-
aon «Tedetovpyleg pinons. H nepintwon e Bpavpd-
vag» (o€ opdda pabntédv kat kabnynrédv tov I'vpvaoiov
Aptépdog) otnv viomnoinon g dpdong Bpavpdva: ora
xvdpia piag dpxrov, oto mAaiolo tov Tpoypdupatog O-
Avpmaky [Mabeia (Ampiiiog 2003)-

— 1 Eiprivn Tlanayewpyiov ovppeteiyxe pe tmv avakoi-
voor «Teretéc pimong oto mpoiotopiicd Akpwtript O1-
pag — H xowevikr mponaydvda g eikévac», oto [1a-
veddnvio Svvédpio «H voixoypapia orov eAdadixd xdpo
ka1 0T1s MEPLOXES EAANVIKAY emidpdoewy (amd Tovs mpo-
ioropixovs wg Tovs vEDTEPOVS XPIVOUS)» TIOL dlOPYAVE-
Onke a6 o EmpeAntipro Ewaotikdv Texvdv EALG-
do¢ ot Zavroptvy (19 Oktefpiov 2003):

— 1 Eprvn Ianayeopylov kat n Ayyedixy] Zvpa na-
povotacav otig aiBovoeg tov povoeiov avakoivwon
pe Oépa «XvAdéyovrag, kataypdpovtac, PEAETGVTIAC:
1 mohvoydnc dpactnpidétnra evéc apyatordyov oto
Movoeio Mnevdkn», oto Ilpéypappa Zepvapiov oto
Movoeio Mrnevdkn oto mhaioto tov Stage tov Zupfou-
Afov ¢ Evpdinne (11 NoeuPpiov 2003)

— 1 Ayyerict] Zvifa oAoKANpwoe TOV NAEKTPOVIKS €-
Agyyo tov ototxelwy g TavtdTTag v anobnkevpé-
VOV avTikelpévev g cvAroyfs. H amonepdtoon tov
épyov otdOnke duvaty xdpn ot ouvvdpopt) g eBerd-
viptag Ayyehikric Apgapd kat tng ouvvadéigouv and to
Tunhua Tekpnpiwong, Nikorétrac Mévey

— oto mAaiolo g ovvepyaoiag g Eiprvng [anaye-
wpylov pe v avaokagy Akpotnpiov Orpag, cuveyi-
otke kat To 2003 1 peAétm tov oxeTikob VAIKOY Kat
TIPOYDPNOE 1) CUUTIAT PO TNG Torgoypagpiag mwov eiye
evromotel malaldtepa Pe TEPALTEPG CLVAVHKOVTA TUY-
pata (Movoeio Mmevdaxn 1 [2001] 185). [Tapdiinia
ouvveyiCetat 1) perén twv toryoypagidv e Eeotic 3
oto Akpotipt and v Eu. Tanayewpylov, otnv opd-
da avaokagrc tov omolov eivar evepyd pérog and to

1987.
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TMHMA BYZANTINHXE KAl METABYZANTINHY YYAAOI'HZ

[Tpoowmkd
Avaoravia Apavédxn, Avva Mnaldudv, Mdpa Bepi-
KOKOU.

Awpeéc

— EAévm Naobp-T'apétou: 48 Puiaviivd voplopata kat
34 poiupdséporrar

— Mdra Toololidn-Znowddn: 42 watpikd epyarela mg
TIAAQLOYPIOTIAVIKTG TiEpLdOOoL”

— Oebdwpoc Zapudc: xpuod appeviké vioplopa tov

120v aidva, tou factitd e Kiduiag Aeév A’

Xpoad appevid véuopa tov 120v atdva,
doped Oebdwpov Zapud.

Ayopéc
— Ao, evenlypagpo KAALPHA TIAAQLOYPLOTLAVIKNG AEL-
pavoBrjknc.

At Tig 22 OxrwPpiov 2003 extifevrat oy eloodo tov
Movoelov Mnevdkr Onoavpdc and evwéa aomuéviovg
Buiavuvolg biokoug, ot omolot avijkouv oe BLOTIKY
ovAroyn kat £xouy potabel yia ndAnon. H éxBeon pe
titho Evag povadixds Inoaveds yia tpia eddnvid pov-
oeia paypatonoleital Tpokepévon va evioyvllel 1 tpo-
ondBera e€elpean xprpdrov yua vy ayopd tov Onoav-
pob. H mpoondbeia avty] npaypatonoteftat and kowvos
ané to Movoegio Mnevdkr, 1o Bulavuvéd kar Xplotia-
viké Movoeio tg ABrjvag kat 1o Movoelo Bulaviivoi
IloAtttopot tne Oecoarovikrc.

Avaxowaoeig

— avaxoivwor] g Avactaciag Apavoédkn pe titho «Not
quite glittering: copper alloy jewellery from the Benaki
Museum», oto Awedvée Zvvédpro «La vaisselle de bronze
paléobyzantine> mov opyavébnke and tovg kabnyntég
J.-P. Sodini ka1 Fr. Baratte oty Zopfcvn xat to College
de France (14-15 NoepPpiov 2003)-

— 1 Avva Mraiidv ovvétae ewoayoylkd keipevo
pe Bépa tn Puiaviv exkAnolaotiky] petairore-
yvia and tov 140 éwg Tov 160 atdva, ya tov katdro-
yo g éxBeong «Byzantium, Faith and Power» oo
Metropolitan Museum tng Néag Yépxne (Mdprioc-
IobAtoc 2004):

— ot Avwa Mnaiiidy kat Avaotacia Apavbdkr ouvéta-
Eav 16 Mppata ya tov (do katdroyo.

TMHMA NEOEAAHNIKOY TTOAITIZXMOY KAI NEOEAAHNIKHYE TEXNHZ
TMHMA TXTOPIKON KEIMHATQN

[poowmkd
Kire Xvvodivod (uneBuvn tpfjpatog), Ztédra [kika,
[odAa Pioka, Zopia Xavdaxd.

Awpeéq

- @e6dwpoc kat Katepiva Popvié: 6o tamooepi Au-
busson, pépog evéc peyaiitepov auvérov

— HMag Zageipag: éva obyypovo pappdptvo ovjpa tou
Movoeiov Mngvdkn:

— Nikog Iletpdnovdog: éva vogikd olykobvt and v
Kopwbia kat éva ané to Zayépt Hrelpou:

— AvBy| KouvvoPéin: éva pootkd oapofdpt pe tov dioko

3, 2003

Tou, £va aompuévio yAukodoyeio pe emtd kovtaidkiar

- I'éva kat Mikéc Tlaidodon: éva obyypovo EbAvo
opoiopa apyareot and ta Avdyera Kpring xar évag
KXAAKIVOG PiAOG Tieptot and tny Avdpo’

— Maipn Kouvtooidpr: ypuod okoviapikt pe nétpeg and
v Kovotavuvotmoin, téin 19ov - apyéc 2006 atdvar
— BEvavbia Tetpitin: yprad Puctopiavd eykdéAmo pe a-
rvoda, yope oto 1870-1880

— Xapd Naraotapatiov, otn pvipn g untépag g
Kainémne K. Zapapd: éva E6Avo prnaotodvy, pla aon-
pévia tapmakoBfkrn kaw pla akégain kat kohoPy] ékdo-
on tov 1856
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— Avdpéac APderdmovrog: 19 tdpata mov anetkoviCovv
avBpdmveg Hop@EG, KapdLég, péAn odPatog, PKPES el
Kk6veg aylwyv, kat evyaploTrplo pvopa

— Awatepivi) ABderomobiov: €1 tdpata o anetkovi-
Couv avBpdmves pop@éc kat HEAY odMaTog”

— Mapta l'epovidvou kar [dvwne Kapotlog, otn pvi-
un e pntépag touvg Xdpag Kapovtou: Bapbuiun dep-
pdtivy {advn and ) Mikpd Aotar

Xpuob Prrtopiavd eykdimio pe aivoida, yipw oto 1870-

1880, dwped EvavBiag Tetpittn.

— BnBreép Apvaobtoyrouv: éva petalotd kevinpévo
kdloppa keparig (yépw oto 1870) kat éva vpavtéd av-
Spikd Lovdpt and v Apdoeta.

Ayopég

— xpvod voptopa tov 66yn Paolo Renier (1779-1789)
— xpuoé Pantotikd véuapa tov 18ov adva

— 800 EvAGyAUTTEG KAOEAES

— kaoéra pe foypaplotéd didkoopo and ™ Mutdvvry
— Jkpy] TépTa kat TpRpa kacéiag pe Loypaptotd Sid-
koopo aré v ITdtpo tov 170v ardva

— kévinua pe mapdotaon tov Pactiid ‘OBwva otoug
otéroug tov OAvpmiov Atég, pe EvAdyAurto mAaioto ka
Bdoy

— tpfpata and eowtepkd foypagloté didkoopo Popet-
ogAhaditikov apyoviikoy:

— 35 kepapikd kavdtia and tov Mudondtapo PAdpt-
vag

— dvo kavdtua and to Aviaptiké PAdpvag.

Avaxowvdoeig

H Kdte Zvvodivot napovoiaoe:

— «Ot rartepdnteg £v6g TOALOLAAEKTIKOD OUVOAOUL:
TEPUYNOT OTIG OLAAOYEG TG petaBulaviivij koout-
KhC téxvng otov eAdadikéd xdpo (170¢-190¢ ai)», ya
to [pdypappa Zepvapiov mov opyavednke oto Mou-
oelo Mmnevdkn oto miafoto tov Stage tov ZupPouviiov
g Evpdmng (11 Noepppiov 2003)

— «To Movogio Mnevdin kat ) Aaoypaguir] GUALOYT»,
oto dtebvég emotnpovikd ovvédpo O Nixdlaos I. Ilo-
Afrng xar 1o Kévipov Epevvng tng EdAnvixiic Aaoypa-
piag, oto Méyapo Axadnpiac ABnvov (7 AekepPpiov
2003).

TMHMA ZOTI'PA®IKHYE, XAPAKTIKON KAI 2XEAION

I pocomikéd
Pavii-Mapia Totyxdrov (vriedBovn tuipatog). Zuvep-
ydtngc: Nikog I'laioog. EBedovric: Ipnydpne [peuéng.

Awpeéc

— Andotorog Apyuptddng: 18 Bpnoxevukd avBifora
TV TeAdY Tov 180u - apyxdv 190v atdva

— Aopétta Taitn-Charrat: o6vBeon oe akovapéra tov
1950, épyo tov matépa g ['dvvn Taty:
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— HAtag Aegkovrdkog: edatoypagpia tov iov pe titho
O Aébgpogs rov Prdondnmov tov 1994-1996°

— I'dpyog Oavdoovrag: eikovoypagnuévo Aebkwpa
tov David d’Angers Les Tragiques Grecs, 1903

— Zapdvtog KapaBoiine: okte yarkoypagpieg tou {drov*
— AnpooBévng Kokkividng: moptpaito tov Avidvn Mme-
vdicn 2003

— Tdpyog Adpmpov: 20 eAatoypagpies, akpuAitkd kat o-
KT® YALTTTA 0€ prpovviior

MOYZEIO MIIENAKH
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— Mapiiéva Arakonotrov: yarkoypagia tov natépa
¢ HeptkAn Boldvtiov pe droyn yariikig vnai@pou
Tou 1928

— Tdvwvng Méyag: yahkoypagpia tov 19ov awdva pe dimo-
1 e Oeooarovikng

- Tadhog Mntapdine: 204 eraioypagiec tov matépa
tou ['tdvwn Mntapdxn kalég kal to nposwmkd apyeio
oL KAAALTEYVY), dnou iepthapfdvetal 1o TATpeC puto-
ypagikd kai epyoypagikd tov apyeio

— Afvog Mmnevdxne: 10 oxéoa tov yAsmm Baoov ®a-
Anpéar

— Hepwanc Tlavtereding: 224 axpuiikd oyéda ka
apaxktkd tov wiov

— "EAAn Pélouv: ehaoypagla g wiag pe titho Kdpn
tng Aryvnrov tov 1939

— Sergio Cruz Pozuelo Cabezén: atvBeorn tou diov ot
AKpLALKOS.

Ayopég

— HAifag Aexovddkog: eAaoypagia H Axpinodn ma
ovvvepraoudyn npépa tov 1994-1996:

— TNdpyos Oavdasoviag: voatoypagpia tov Louis Fran-
cois Cassas pe dmoyr) e Abivag otig apyés tov 19ou
agdvar

— Kdortag [lavidpag: tpintuyoe oe akpriiéd tov 2002
— Avtévng Aegfiong moptpaito tov Avtdvy) Mmevdax
tov 2003

— Kevotavtivog Tanapryarénovrioc: noptpaito wov A-
vrdvy Mmevakn tov 2003.

Anpoaietoeis — Avakowvdoetg

H viedBuvn tou tprjpatoc Pavii-Mapia Totykdkouv:

— piinoe oty ékbeon Greece in Early Phorographs and
Prints 1850- 1900, oto Thorvaldsens Museum g Ko-
neyyxdync (Pefpouvaprog 2002)-

— piinoe oty éxBeon) O Aydvac wng Avelaprnoias and
tov Swypdpo rov Marxpvyrdvyn, oty Anpotucr] TTvako-
0vjkn Meooloyyiov (Anpiitog 2003)

— ovppeteiye oV opydvwot g £xfeong kat oty ouy-
ypagy tov ouvodevtikob kataidyov H Ocooalovixn
and rovs (wypdpove-nepinyncés ora tédn vov 190v xar
apxés 2000 wdva and tn ovddoyr Kalgayidv, ot Ay-
potikt] [TivakoBrikn Oeooaiovikng (Oxtdfplog - No-
£uPprog 2003).

3, 2003

Aowtég dpaotnpidnteg

— Zug dpactnpédteg tov Tpvfjpatog nepthapPdveta
1 kataypagy e suAAoyHc yapaktikdv tov Ev. Pvo-
nothou. Me v enifreyn g vnedBuvne tov Tppa-
106 éxouv kataypagel 3.700 épya. Me tv empépoug e-
neEepyaoia tov vAkoU anaoyorodviat ot Exévn-Aavdn
Maoappapd kat Lovitdva Muvievd, evd pe tn potoypd-

gron v épyov 1 Logia KoArdpou.

[Ndévwng Mrtapdakng, Tvuvd (1928), épyo trg dwopedc
[Tadiov Mntapdx.

— 2o poedpiké Méyapo davelomrav and to Tuvjua
14 AbBoypagpiec tov Karl Krazeisen pe npoconoypagies
ayoviotay tou 1821 o¢ napakarabvkn

— Zto Méyapo tng Apytemoxomnig ABnvav daveloty-
kav w¢ napakatadrikn £ yaikoypagies tov James
Stuart kat Nicholas Revett kat téooepig ehatoypapieg
ddgopwv kakteyvdy.
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I[TINAKO®HKH NIKOY XATZHKYPIAKOY-I'KIKA

Ipoowmid

lwdvva ITpofion (vrietBuvy tupatog), lodvva Mepa-
i, Nikog Tlaioloc. Emompovikés ovvepydng: Jean-
Pierre de Rycke. EfBeloviéc: Mapia Bakdon, Mapia
ZKaAtd.

Xuveylotke 1 poowpvy] otéyact tov Tufpatog oto
Méyapo Znévila (066¢ Kovprdpn 2) evépet tov epya-
otV avakaiviong tov Ktpiov g dwpeds I'kika oy
066 KpieGdrov. Ané tov Ampiiio tov 2003 dpyioe 1 ov-
vepyaota g ITvakoBikne pe to Tufua Zovveprnone
ToL povoe{ov yia T otadlaky ouvtypr o TeV €pywv Tov
N. Xatinroprdrkov-T'kika, epyacia mov elxe mpoypap-
patotel ya to ddomua mov 1 ékbeor Ba mapapeivet
KAeot]. Hexivnoe 1 kataypagy tov €pyev oe xapti
pe deAtla katdotaong émov avagépoviat ta otoryeia
TOL €pyov, Ta TEXVIKE YapakIploTikd Tov Xaptol Kat
1 texviky] oypagikig, mpoketpévou va yivel perétn yla
tov tpémo amobijkevong kat gBAagric tovs. "Hor éxouvv
kataypagel nepimov 400 oyéda. Ané avtd, 160 cvvy-
prinkav kat toroBet|Bniav oe £181kég TpooTATELTIKEG
Onkec avdroya pe v texvikr| foypagikig kat g kovTid
1 pakéAovg apyetaros Tomov.

To Tudpa aoyoAOnke pe tnv npoetopacia g €k-
Beong mov Ba yivel to @Oivémepo tov 2004 pe agopuy
™ ovpmAfjpwon 10 xpévev ané tov Bdvarto tov Xatln-
kuptdkouv-T'kika. [TapdAAnia pe tnv opydvwon g £k-
Oeomgc, nov Ba éxer titho O [kikag xar n Evpwnaixit
[pwromnopia, Tpoetopdletal kat oxeTkd Aedkwpa, pé-
oa and 1o omoio —6me¢ kat péoa and v ékbeon— Ba
napovotdletat 1 oxéon tov I'kika pe ta kwvrjpata tov
€LPOTIALKOY POVIEPVIGHODL otV Tiepiodo 1920-1945 ka-
B¢ kat ot eppoés mov SéyBnke and ta ddgpopa pev-
pata ¢ foypagtkrc avant-garde tov apydy tov 2000
atdva kat tov MeoonoAépov.

H TTwvakoBrjkn ovpueteiye oty eikovoypdenon ekd6-
oeov pe T Stdfeom potoypaguicot vAtkod kat Ty ddeta
dnpooievong épyov tov I'kika oe Aevkdpata, nuepo-
Abyla kAT, dneg oty Avdodoyia K. T1. Kafdpn (exb.
Mertaiypio) kat oto agiépopa tov meplodikod Tvdixzog
ot oknvoypagtkr] dnuovpyia tov Xatlnxuvpidkov-T'ki-
ka (ty. 17, lobviog 2003).

Télog enavatundbnke 1o Aebkopa H apxaia EAAdda
zov N. X. I'rixa (exd. Zyipa & Xpdpa, 1997) nov elye
eEaviAnOel.

TMHMA TTAIXNIATION KAI ITAIAIKHY HAIKIAY

Ipoowmkd

Mapia Apyvpiddn (vnedBovn tprparoc), Aéomowva
Kapakopvrvot, Népa Xatfomotrov. EBeroviés: Xapd
loaxeipoyrov, Evyevia Marwapi.

Awpeég

ZXETKA Pe TOV EPTAOVTIOUS TV POVOELAKGDY GUAAOYGV
katd to 2003 Ba mpénet va voypapptotel —pe aitepn
ELYVOUOOUVI— 1] oVUPOAY] Twv AmtéoTorov Apyuptdd,
g owoyévelac Mapivov, 'eddpyouv kat Nikov I'epovArd-
vou kat tng Xapikieiac Ioakelpoyrov.

— Arndotorog Apyvplddnc: ydptvo Béatpo teov Seix &
Barral ané ) Bapkeddvr, mov xpovoroyeitat yipw oto
1920° kvAwdptkée yaptovéviog kovpmapds tov 1916
ehatoypagia oe povoapd pe madl pe @acovrr], mba-
vétata arnd ta Entdvnoa, tov apyodv tov 19o0uv atdva
TPELG OYOAKEG ptoypagies tov 1916, tov 1921 kat
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tou 1926 and to Lyoreio tov Tpipawva Kovroyidpyou
otov Béro

— Ilitoa Aotépn: pla oviroyr| and 12 maxvidia, avt-
kelpeva, pobya kat accessories mov avijkav oty Avor
Aoyapidov kat ypovoroyotvtar petal 1908-1920

— Iladhog I'epovrdvog: R. Sabuda, The Wonderful Wi-
zard of Oz (2002). To BiPrio exdSBnke pe apoppt| tov
goptaopd tev 100 xpévev e avbeviikric ékdoong

— Auuria I'epovrdvou: H. C. Cradock, Josephine and
her dolls (London 1916)"

— T'edpyog kat Iodvva T'epovAdvou: pikpoypagia kivé-
Cucov ogpPitotov toaylod yia kovkAbomito amd mop-
oeldvn tov 180v awdvar pikpoypagia kwvéiikov oepPi-
o100V Toayloy yla kovkAdomto and mopoehdvy, dvBivo
dtdkoopo kat Buped, yra v gvponaiky ayopd (chinese
export), Tov 18ov awdvar pikpoypagia kwélikov Patou
yla kovkAdomito and mopogrdvr, dviwo dtdkoopo kat
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xpuod dlakoopunukd otovyeia, yia Ty svpendiki ayopd
(chinese export), tov 18ouv atdvar pikpoypagia mdrov
yla koLKAGOTILTO amd TopoeAdvn pe Dlapavég yudAnpa,
mbavétata and m leppavia, tov 1900 awdva: Pedigree
doll g eraipeiag Lines Brothers Ltd. (AyyAia), tov B
ptoob tov 2006 atdvar E6Awvor kdPor Menagerie- Mosaik,
tov Carl Brandgjr (Sachsen, Teppavia), ybpe ato 1903
téooepa nalic g etarpefac Spear Spiel (Nupepfépyn)
Tou a’ poot Tou 2006 aidvar

— Aéomowa I'epovidvov: Child doll tne etarpeiag SEB]
(Farria), tov 1899 Kicking, Crying baby tov Jules
Steiner (I'aA)ia), yépw oto 1870° nepovka yia yaiiiky
KOUKAQ TV apyev tov 2000 aidva

— Mapia l'epovkdvou: yeppavikn kovkia-popd g etat-
pefag Rheinische Gummi 8¢ Celluloid Fabrik Co., tng 6e-
kagtiag tov 1930 mawyvidia mov avtypdgouvy payept-
Ka oxedn kal aviikelpeva prakdAitikov v a’ woeob tov
2000 atdvar

— Awvvoia Kapafayyéin: Pantouxd @bdpepa kevin-
UEVO KAl PAPUEVO OTO YEPL KAl OKOLQAKL KEVINUEVO
010 ¥épt pe yardlia kopdéia tov 1925-1928 @bpepa
Aevid, camdpa and to Bro Bpaopa, okovPdrt Avd Kat
nanovtota detd pe kopddvia tov 1955-1956" yardio
TavteAdVL, yardllo phovldkt ue kévinua pyyavig kat
nanovtota tov 1960

— Mdvia Aaraydvn: Character doll, pe v epnopiity
ovopaoia Bambino, mbavotata g etapelag SFBJ
(TFarria), yépw oto 1928 madiky] opnpéAa eAAnvikAg
KATAOKELG, YOpw ato 1930 E6Aivy kobvia koukAGomL-
TOL HE SU0 KOUKAEG HOPA YEPRAVIKHG etalpelag, Tng de-
kaetiag tov 1950

— EXévn Mapotér: pla svrroyn and mavyviba mov
xpovoroyotvtar to 1910-1950" pla wobkAa aydpt
Lenci mg Elena Sckavini ané 1o Topivo g dexaetiacg
tov 1920 oupdpevog ayds e Margarete Steiff ané
m leppavia e dekagtiag tov 1920- 1peic apkotdeg
Teddy bears mbavétata e etarpeiag Ideal Toy Co. (A-
peptkn), peralt 1920-1930 E6Avo oyorelo entd tepa-
xlowv g dekagtiag tov 1950

3, 2003

— Avaotacta [Inyf) xar Xapikiewa loake{poyrov: 10
naryvidta kat tadikd avukelpeva kabobg kat €&t matdt-
k& Aoyoteyvikd Pifita, tov 1913-1965

— Taudva Paion-Boravdkn: nadur| Caxéta and Pati-
TOW, GTOALOUEVT] HE YELpoTIoin Ty davtéia kat éva yoval-
kefo kKAAvppa KEPAALOG pmovE:

— Alixkn Zapavtonotrov: odnpotpoyiés kat Bayovéta
mg etapefag Marklin® pla atpopnyavy| kaiabdxt ex-
dpopric éva kovuti Shirley Temple:

— E¢n Zvpeovidou: pla ovdioyq and oxtd madikd
mabAg ula vdpdyelog ogalpa 6o yudiva peravodo-
yela ka pla kepapky| otduva:

— Madvia Teypriéyrou: tolykivo pmavio kat fuyapd
Hopoy, tou B’ waoot tov 2006 atdvar kapdtat kodkAag,
tou B’ pood tov 2006 ardva: pdyeg Tpévou tr|g dekaeTti-
ac tov 1950¢

— Anprrprc Toatoapde: ydhkivo dhoyo pe avaPdm
kat pédeg, mbavév and v Ivdia, apyéc 1900 atdvar

— Xptotiva Hager: névte koliieg pe eAAnvikég evovpa-
ofeg tov 1950-1970" ula Rag doll wov AMIS, tov 1960-
1970.

Ayopéc

— E6Awvo dhoyo hotva-napk and v Kevipi] Evpen,
ybpw ato 1900

— éumho-commode oe pikpoypagpia, eAANVIKYG KaTa-
okeung, yopo oto 1860

— 8v0 EbMveg kovvieg nwpot ard v Koldvn, téAn tov
190u aidva:

— pla vpaopduvy kovkAa pe foviyaptky) evovpaota,
té€An tov 2006 atdvar

— Téooept oyorkés ypoporiBoypagics (ot téooepic e-
moyég) tov Xr. Baakelov g bexaetiag tov 1950

— kévimpa pe v Ah@dpnro, Ev 2ovél tn 26 Avyovorov
1892

— EBAvo droyo tou Aovva-napk and ™ 'eppavia, Téin
tou 1900 awdva

— avtokivnto pnatapiag, 16mov Volkswagen, ané v
lantwvia, yope oto 1960.
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TMHMA IETOPIKON APXEION KAI XEIPOI'PAQQON

IMpoowmxéd

Balevrivn Toedixa (unebBovn tpipatog), Mapia An-
pnTpLddn, AléEavdpg Zdvvag, Baowuky KopmAdkov,
Eipriyn Matpov. EBehoviée: AdeEdvbpa Ayyedomotiou,
Eipvn TaPard, Ewprvn [amdiodvvou, Eén TTavideg,
Avuy6vn Zroitavonotrov, Katepiva Toakixn. Katd
Sidpketa Tov £TOUC TPAYRATOTIOMOAY TV TIPAKTIKY] TOUG
doknon ot gourntés: Iodvva BAdyou, Xpiotiva Anpaxo-
notAou, Nikéraog Zidyag, Mapia Karoyepaxn, I lapa-
okevr] KandAn, Erevlepla Kipovidou, I'ewpyia Aeme-
viaty, Evyevia Tapmovpatly), [avieric Toapndornc.

Awpeég

— Ayvdorou: pla gotoypagia and exdridonor oto Ebvi-
K6 Oedrpo

— AMéEng Aypagudtng: éva CD pe épya tov [dvwn
[Tandaiodvvou

— Eprjvn Bevtovpy|: apyelo otkoyevelag Xregdvou

— Mapivog kar Aquidia 'epovidavou: Aedkopa Baikavi-
KOV MOAE PGV

— Mapia-Péla T'ewpyiadou: apyeio Kwvortaviivov I'e-
OPYLadN

— Avdpéag l'ewpyords: éva CD pe épya tov dvwn Ia-
nalodvvou

— Apyivn F'obrou: apyelo e idac

— AnpAtpng Anpaxéroviog kat [idvwne Makpidne: éva
CD pe épya tov I'dvwn Ianatodvvor

— [Tétpog kar Nikog Anuntplov: potoypagikéd apyeio
«Nuknpdpov»/Anurtpn Anpneplov

— lovikita Hhonothou: gpotoypagieg tov Odvooéa E-
AvTn

— Kdkia Oeoddpov: éyypaga kat potoypagieg and to
otkoyevelaxd g apyelo®

— [Iétpoc Makpric-2tdtkog: apyefo vroatpdtnyor Ev-
O6pov Totpikdiyy

— Nwkéraog [ldiotog: npotmoroyiopds tov 1912

— Eprivn Tlanaiodvvou: &do CD pe épya touv I'dvvn
Ianaiwdvvou

— Awva ZikeAavos: apyefo g {drag’

— Ake€dvdpa Zév: gotoypagpies Bakkavikdv moAé-
pov kalodg kat éyypaga kat potoypagies and 1o olko-
yevelakos g apyelor

— Beatpikn Pappdky: Aedkopa gatoypagpidv kar €y-
ypagpo tou 1936.

Ayopég
— KWnpatoypagikés tawvieg tov Xpuodotopov Zamou-
viom.

ApaotnpréTnteg

— ovvexlomKe 1) KATtaypag@t] TeV TPOPOPLKGY HAPTUPL-
v ané v EOviky) Avtiotaon kaw ) petdepaon odwpa-
vikav eyypdgov and tov Mohamed Panachi pe oxond
TV £k6001] TOUS

— 1 Barevtivy loghika napovoiaoe to vAkd, v op-
ydvaan kat ) Agttovpyia tov Tufjpatog oto oepvdpto
Araxetpron tng molirionirig xAnpovouids oto EKEQE
«AMnudkpiroc» (NoéuPprog 2003).

TMHMA ®QTOIPAPIKQON APXEIQN

I pocaomid

Pavii Kwvoravrivov (vnetBuvy tprjuatog), Apyoviia
Abdapotmotrov, Ntéon I'pifa, lewpyia Ipowpidov, Acwvi-
dag Kouvpylavtdkng, Mapla Mdrtra, Eyprivh Mnouvviot-
pn, Arikn Tolpyarouv, ‘Oiya Xapdaid. Ebsroviéc:
Ntépa Karokdxn, I1énm Kaosowtdxn, Pobia Muxanii-
dou, BotAa Avopouriddkn, Ewprivr) Amootolonotiou.

Awpeég
— Bavta Alekropidou: 58 otepeookomikés patoypapi-
e¢ tov 190u awdva pe kaBnpepvd ouyptbdtona tov n6-
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Aewv kat g vatBpou tg Evpdmng kat e Apepikig,
kabBdg kat éva otepeoordmio “The Perfescope™

— Zopila Avaotaoiadn-Mavovodkn: apyelo tov oypd-
@ou I'edpytov Mavovadkr, mov neptrapPdver 5.000
aompdépavpa apvnuikd, 3.000 éyyxpouec dapdveleg
Kal HeYdAo aptBpd mpetdtuney ekTLTIHoEGV”

— IHavayidtng A. Bokotémouvrog: evwéa aompduavpeg
gporoypagles (13 x 18 ex.) tpaPnypévec oy [Ndpo and
Tov dwpntr| to 1960

— Mapivog I'epovidvoc: potoypagpicr] pnyxavy Mini-
mum — CarlZeiss, Jena, Palmos Nt. 6838, pwtoypa-
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gwer] unyavy] Contessa Nettel, potoypagiky pnxavi
Tenax C. P. Goerz, Berlin (DRP. No. 206814) (nov
avijkav otov Aviovr Mnevdxn)' gotoypagikn pryavi
Minox (Complan 1:3,5, 15 mm), poroypagiky] pnxa-
vij Canon FT pe paxé 58 mm (1:1,2), kwyuatoypagpt-
kN pnyavy Yashica 25, super 8, tpinodo Patent Angem,
okémevtpo Minolta, paxode close-up Glanz Micro TM:

— Anpvjepne Tpundprg: téooepa @otoypapikd mop-
tpaita og xopviles

— l'edpyrog Anuntpokdiing: evwéa asmpdpavpes poto-
ypagieg (13 x 18 ek.) pe Oépa efwtepikés andypels vadv'

— Gary Edwards: tpeig potoypagies tov 1900 atdva: O
[Tapdevidvac tov Baron des Granges, H [TvAn rov Adpr-
avovtou F. Bonlfils, kv H Aidpvya tng Kopiviov dyve-
oTOL PaToypdYoL

— Xapovira latpidov kar I jAuac N. BapPapriyoc: -
toypagiké noptpaito tov ITHAka N. BapBaptyov, Pouv-
Agvth] tov Xapihaov Tpikodnn, tpaPnypévo ané touvg
Abdepyoic Pouaidn tov 190 awdva

— Ailn KaAiwyd: 20 gotoypagiec tov apyttéktova Apr
Keovatavrvidn (40 x 40 ek.) emikorAnpuévee ae EGhor

— Mape Kapdapiton-Addun: evwéa gpotoypagpies (13
x 18 ek.) gmkorAnpévec oe yaptovt pe Bépa tonia tov
eAATVLIKOD YBpov”

— lodvwne I'. Kvpraxidne: 20 gartoypagikd noptpalta
TOV YOVALKGOV IOV EKTIPOCOTNGAV TIG {OPES TOUG OF dla-
yoviopols opop@ids ot dekastia tov 1930

— Podha Mixaniidou: oktd aonpdpavpa apvrjukd (6 x
6 ek.) pe Bépa v Alywvar

— Anptpne @rrunidng: gwtoypagikd moptpaito g
Aaoxapitoags lo. Boyiatlidn mouv girotéyvnoe 1 Nelly's
y6po ato 1937-1938:

— Kovotavtivog @rdinmov: 320 potoypagd aviiypa-
@a tov otkoyevelakol apyeiov tov dwpnt| kalbdg kat
peToTLIiEC AN TO TPOCOTILKS TOL NHEPOASYLO®

— Eppavounh Tacobrag: 29 obyypoves potoypagikég
anewovioeic pe Bépa Puiavuvés toryoypagies kat eéw-
TepLkéC andpeig vaodv:

— Aotéplog Témng: depuarddeto Aedkopa mov mept-
Aapfavet 280 potoypapies tov Baikavikdy morépmy
(1912-1913) ané tovg otoypdgovs A. Popaidy — F
ZLeitr

— Tédpyog TovproPactiing: pia aonpduavpn potoypa-
@la (20 x 30 ex.), tpaPnypévn kal voyeypappévy and
tov dwpnTy, Tou ewoviGet tov I'idvvy Toapolyn pe ™
Lila De Nobili.

3, 2003

Poroypagia tov Apn Kevotavuvidn, and 1) Seped tg

Ailne Kariwyd

Ayopéc

— ewéa potoypapiec (18 x 24 ex.) anbdypeov e ADY-
vag g mepiédov 1930-1950-

— NI QOTOYPAPLKEG KAPT-TIOOTAA TV aApywv TOv
2000 atdvar

— pla npetétunm gotoypagia tov Carl Schiffer pe
duttky 6ym tou [apBevéva yopw oto 1860

— dbo mpwtdtunEs Potoypagies Tov yvwotol gutoypd-
pov Anpntplov Kewvotavtivou pe ) fewopdpo tou [ap-
Oevdiva yopw ato 1870

— pla pwtdruny potoypagpla nov anodidetat atov An-
urtpro Kevotavtivou pe to Onoeio yopo oto 1870

— dvo mpotdtuneg patoypagies e Képrupag yope
oto 1880.

Anpoaiedoelg

— 4pBpo e Paviic Kovotavtivou pe titho «Ametkévi-
on e ABvjvag tov 190 ardva» oto évBeto Enzd Hudpeg
™G epnuepidbac H Kadnpucprvii e Qépa: Adrva. Pwro-
ypapixés syers rov 19ov arcdbva (23 NogpPplov 2003)

— apBpo g Arikne Tolpyiaiou pe titho «Eévor Pwto-
ypdgpot atnv ADYva» oto évleto Enzd Huépeg e eqn-
uepidag H Kadnucprvii ye 0épa: Adviva. Pwroypapixés
dyers rov 190v ardéva (23 NoepPpiov 2003)-

— aplpo e Mapilac Mdrta pe titho «Tepvikée kat Y-
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Mkd» oto évleto Emed Hudpec g spnuepldac H Ka-
Inpepvii pe Bépa: Adviva. Puroypapixés épers rov 190v
ardva (23 NoepPplov 2003):

— kefpevo me Paviic Kavaraviivou pe titho «Xta fripa-
TA TOV TTAAALGHY potoypdpav T ABvac» ato Aetkaopa

Adrva, Tére xar Tdpa (exd. Olxde, ABrjva 2003).

Avaxowvioelg oe ovvédpla

— ovpperoyy e Arikne Tolpytadov ot otpoyyvrr|
tpdneta pe 0épa ) duayeipion tev goToypapidy ap-
xelov oto B" Zvvédpro yia wny loropia tne ElAnvixig
Puwroypapias (Kibnpa, Oktédfproc 2003).

APXEIA NEOEAAHNIKHY APXITEKTONIKHX

Ipocwmkd

Mapyapira Sdxra (vnetBovy tpipatog), Exévn Ap-
Bavity, Nataria Mnotpa. EBehoviéc: Aovia Aavéln-
[propdrov, Katepiva Aatidov-Touvpvixidy.

Tov lavovdplo tov 2003 mapayepydnke ata Apyela
éva emmifov Sapéplopa oy 086 Iavépuov 31, 161-
oktnoiag Tov povoeiov, yia ) gBAaly tov apyeiakod
VAIKOU, Tov avEfBnke onpavukd. Ta ypagela efaxo-
AovBotv va Ppioxovrar oty 066 Barawpitov 4.

Awpeéc

— Bdvta Alextopidou: o @pdxerdol pe vAkS oL ago-
pd vmoympLéTTa ya kpuén datnpntéwy dlo krpiov:
— Awtiia kar Mapivog lepovddvog: pdkeAlog pe vikd
mou TepLéyel peAén yua v owia Iadiov KaAiyd ato
Wuytkd kabode kat dAra ayédiar

— Zéun Apayodun: ovpmAnpopatikd otorgeia tov ap-
xelou tav AdéEavdpou kar Ztépavov Apayovun: tpia
el HEAETOV Kal LIOPVIHA pe avaAutikd Ploypagtkd
onpelopa

— Mdpa Kapdaptton-Addun: peydrog apiBpudc avatd-
TV KAl TIoLdasTIKGY £pyactdv pe Bépata apyitektovi-
KNG

— Mapiva KokaBéon: apyelo xabnynti l'edpyrov Exua-
dapéon

- Okgn Mdawva: apyeio apytektovikey oxediov kal
oyedlov enlniwv tov Mavdin Mdawa:

— Zrtatpog Maptivog: omovdaotiky gpyacia tov Etad-
pov Maptivou, pe gortoypagiké vAkd kar aviiypaga
ané to apyeio tov Xrdpou [Taraddxr), nmov efvat kata-
teBepévo oo mavemotrpto tov Princeton’

— Mapla Xanépra: ovpminpepatikd otorxeia and to
apyelo Ioadx Xaméprar

— T'dvwng ZPdrog: tpla apyitektovikd mpoomtikd oyé-
dia mapovatacnc pe xpdpa, ayveotou apyltéKtova:
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— Kovotavtivog Zrapdmg: apyefo tou dlov

— Avbpéag Zopedv: to Tpoowikd tov apyelo®

— ppa and to apyelo tov Nikov Kapayewpylov, xpn-
oddveto EAIA-

— Turpa tov apyeiov Tov Yroupyeiov AvotkoSop|oewg,
Kkuplog petanoAeptkyc neptédou, ypnotddveto EALA-

IMapovaidoeig

— tov Pefpovdplo €ywve mapovoiaon tov Pifaiov H
BOcovalovixn orts apxés rov ardbva, Pwroypapixd apxeio
Aprororédn Zixov (exd. “16pupa avayidn kar Eeng
MuyeAry — Mouvoelo Mnevdkn - Apyeia Neogdinvikig
Apyrtextovikrg, Abiva 2002) otov ydpo tov EAIA
Oeocalovikng

— 1 Mdpo Kapdapiton-Addapn napovoiace to Tpnfpa
kat to £pyo tou otovg «PiAove tov Movae{ov Mrnevd-
k) (8 kan 13 Aekepfpiov).

Avakowdoels oe ouvédpla

— avakolvwon tov AleEdvdopa Kapadipou-I'epord-
pmov kat Mdpo Kapdapiton-Addprn pe titio «O néd-
AEPOG, ot TIOALLG, 1) avolkodopn o, oto Emotpovikd
Younéato «EAAnvixds Aorixds Xdpogr, Erapeia Xmov-
dv NeoeAinvikot TToArtiopot kar Tevikiig [Mawdeiag
(Zyorv) Mopaity, Anpiiog 2003):

— avakolvowon tov AleEdvépa Kapadhpov-l'eporv-
pmov kat Mdpw Kapdapiton-Addun pe titho «Owpetg
NG UETATIOAEUIKTC TIOAEOOOUKNG avaouykpdtnons»,
oto 2wvédplo «Meraoxnpuarionoi tng eEAAnyiriis méAney
(Mdwog 2003).

Opydveon kar ouppetoy og ovvédpla kat oepvdpla
— goppetoyf ato owvvédpio tov DOCOMOMO (Do-
cumentation and Conservation of buildings, sites and
neighbourhoods of the Modern Movement) (B6ioc,
Mdtog 2003)-
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— pe 1o eEAANVIKS Tpufpa tov DOCOMOMO kat tov

EMIT ouvdiopyavébnke to 1o Aebvéc Zepvdpro “The

Body, Sport and Modern Architecture” (31 Oxtoppiov -
1 Noepppiov 2003).

TMHMA IZAAMIKHY 2YAAOTHXE

Ipoocwmid
Avva Mnalldy (unedBuvn tufpatog), Avwa Mutiin-
vaiov, Miva Mwpaditov.

Awpeéc

— Mapia l'epovidvov kat I'dvvng KapotLog, ot pvij-
un s pntépag toug Zdpag Kaposov: pla “xdimm dep-
Blon” (kashkul), and EGLo powvikddevepov, 190¢ atdvag:
Bpadopata wohapikdv ayyeiov, 14o06-160¢ atdvag, Tha-
k{bta emévdvomng tolyov oBwpavikrs téxvng, 18o¢-190¢
atdvac' 6vo pappdpives eventypages obmpavikéc tagpt-
kég otiAreg, 2066 ardvag

— Pierre kat Ayyeiiky) Amandry: pia mepoucr] piviatod-
pa tov 170v awdva, and to Biflio rwv Baoiléwy:

— Xprjotog [lanovtodkng: 8o poAra xewpoypdpov pe
pwiatovpa apaPuric téxvne, 190¢-206¢ awdvac éva
évrumo pUALO pe pwviatobpa apaPikic téxvng, 1906-
206¢ awdvag:

— Awa Pirivn: éva ehepaviootévo KiPotido voiknc
téxvne, 170¢ atdvag

— Anprrprc Toatoapde: éva mepotkd éviuno @UALO pe
moinpa, 190¢-206¢ ardvag.

Ayopég

— @VALO and mepyapnvy pe kelpevo and to Kopdv (X,
1-10) og kov@ik ypagy pe kdikiva Stakplukd govné-
viov, Bépeta Appixv), Yo ardvag

— @UALo and xapti pe kefpevo and to Kopdwt (11, 218-
219) oe péovoa ypagn pe xpvod mEpypdppata, KOK-
Kwa kat yardiia dtakprtikd @aovnéviev, Avtid Ipdv 1
Ipak, téAn 120v atdvar

— @VOALO amd xapti pe pviatodpa mov ekoviCel oknvj
pe ) ovvdvinon g Mdvile kat tov Mmldv and to Br-
Prio twv Baoidéwy tov Prpvidovot, Avtikd Ipdv 1 Ipdk,
a’ wod 160v atdva

— kepaptkd mdto pe dtakdopnon mov @épet tpia @a-
vtaoTikd menvd simurghs, pikpd padpa didxwopa pe Agv-
1K€¢ Kat KOKKIVEG KOUKK(dEG kat oo xelhog padpn tawia
He AELKT| oxNpatononpévy kovtkn emtypagt}, Kevept-
k¥ Aota, 10ogatdvac

3, 2003
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[epowr pviatodpa tov 170v awdva and to BzfAio rwy
Baoidéwy, dwped Pierre kat AyyeAikric Amandry.

— KEPAWKS ayaApatidlo NAKIOUEVNG avdpikhig pop-
@G dtakoopunpévo pe petaritkd ypodpata, Ipdv, apyéc
130v atdvar

— KEPAUIKS TATO pe KUKAIKY HavpTn KOLQIKY| €mypa-
oN: «H evdoyia xar xdpn rov Ocov grov xdroxo», Ipav,
100¢ atdvacg’

— @UALo amd yapti pe piviatolpa mov eikoviCel okm-
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vij pe v fjtta tov [Tipod and tov Xobg Naovdl and
10 Bifhio rwy Baoidéwy tov Pipvtdovot, [pdv, mbavév
Kaifiv, 1565-1566 (étog Eyipac 973):

— @UAAO amb yapti pe pwiatolpa mou elkovilel Tov
Méya AréEavdpo va oulntd pe tov AplototéAn kat
dAroug £EL sogovc and to Pirio Xduoa tov Nibapt,
Ipdv, Z1pds, péoa 16ov aidva.

Katd m didpketa tov 2003 1 dpaotmptétnra tov Tun-

patog emkevipdOnke oty mpoetotpacia tov véou

Movoeio Iorapxric Téyvne atov Kepapewd mov mpo-
ypappatiCetat va avoiet tov Iodvio 2004. OroxAnpad-
Onke n pwtoypdgion, ) Py@lomoinon kal 1 anodeAtio-
o1} Tov LALKOU KaBdG Kat 1 0pyavmon TV aVILKEIUEVOY
niov Ba exteBobv otig téooepig alBovoes Tov povoeiov,
oe pnglaky popen kat dnuovpyrhinkav katdyeig tov
npoBnrdv pe PBdon tg onoleg Ba opyavabel to vAKS
katd v enavékbeon. TTapdAinia, ovveyiletal 1 ov-
VINPNON KAl 1] TEKUNPI®OT TOV QVTIKEPEVDVY.

BIBAIO®HKH

I'poowmixd

ITivga Todrwva (vnedBuvy tprjpatog), ewpyla Ay-
yérov, Anpvtpne ApPavitdxng, Ilavepaia aitdvov,
Nrtiva Evayygiiov, Znidpog Kwotovrag, Indva Ila-
teldpov, Kovotavtivog Zregavic, EAévy Todkwva. E-
Eotepikr| ovvepydng: ‘EAvia Mappapd. EBeddvrpiec:
Aonpiva Tpnyoplov, ZtéAda Zapmidpa, TCévy Mak-
Mapitn. Zto miaioto TG TPAKTUKTG TOVG AOKNONG £p-
ydotnkav ot gortntég: Mapia-EAévy AlPiidrou, Xpi-
otiva BAdun, Avva Makpomnotiov, Nikog Maotpoypn-
otoc, EAodPet Ilavralr, Mapia Povpavd, AyyeAwr|
Towuchy, Evyevia-Aéomowa Puyetdky.

Epmiovtiopds — Evnuépaon

Katd 1o nepaocuévo étog ovveyiotnie o epmhovtopds
™G BifAobrixng pe ayopés, ovvdpopés, dwpeés kat a-
vtaAAayég. Zuvykekpipéva, 1 oviloyr] avEibnke katd
4.355 tépoug Pifriov kar meptodikdv. And avtols ot
920 mpoépyovtar and ayopés, ot 231 and ovvdpopéc,
ot 3.100 and dwpeéc kat o 104 and aviarrayés. Ztov
gpmiovtiopd e BiprioBrikne ouvéBariav kupimwg ot
axorovlor dwpntéc: Mapivog T'epovrdvog, Ayyerog
AednPopprds, Tedpylog AnuntpokdAing, oikoyéveia
2apag Kapotfov, Evdyyerog Katoikng, Nikog Kovro-
yiavwng, Maipn Kovtoodpn, Aftoa Aepnéom, Erévy
Mnhwob, EAnida Mrtponobrov, Atvoc Mnevdakng, Aa-
viid [Mavayémovrog, Muptd [Tannd, "EAAN Pélov, A-
AéEavdpoc Popdvoc, Avva Zikelavod, Zayapiac Ztér-
Aag, Kvprakobra Ppaykoyidvvn, okoyévela Zotc Ppa-
yko0dm, Alpha Bank, Apyaoroyiky Etaipeia, E6viky
Bipriobrixn, exdéoeic Mikntog, exddoeig Ilamadrpa,
ekdboelg Zoyypovor Opifovies, Etatpeia Zmovddv Ne-
oeAAnvikot TToAttiopot kat Ieviktig Iadeiag, 1dpupa
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A. T. AeBévtn, Oprog Emyeiprjoeev Adton, [Torepicd
Navtiké - I'pagelo Navtikijc EmBewprioewng, Aroyog
Apyelowv «O Aavaée», Tapeio Apyaoroyikav [Tépwv
kat ArtaArotpidoewy, Yrovpyeio [ToAittopod.

Avtairayég

H ovvepyaoia pe emotnpovikd pdpata, Biprobrikeg,
povoeia otnv EAAGSa kat to eEwtepikd, vipEe moAvT-
P kar ovvéPare apretd oTtov EPTAOVTIONS TNG GLUALO-
yic ™ Biprobrikne. Tpéner va onperobel ét pe v
ékboom tov mieptodikot to Movoeio Mrnevixn éywvav ap-
KETEG aVTAAAQYEG e TTOAAOUG améd TouG TIapandave @o-
pelc, a&iCel dpwe va avagépoupe ekeivoug 1 ovvepyaoia
v onolwv dev eptopiotnke pévo oty avrarrayr} tov
TEePLodLKOL:

— oty EAAGda: Akadnpia ABnvdv, Avayveotuky Etat-
peia (Képkupa), Aptototéreio [lavemotiuo Oeooaro-
vikng, BipAobnxn avemotnuiov Kprjeng, Bipiiobrikn
mg Boudtic twv EAARvev, Bufavivé kar Xprotavikd
Movoeio, I'aiiikr Apyatoroyikt| Zxoh) ABnvay, ['eva-
detog BifAobvixn, EBviky BipAiobikn, EBvucr [Tivako-
01kn, EAAnvikS Aoyoteyvixéd kat lotopid Apyeto, Erar-
pela MeAétng EAAnvucis lotopiac, Etapeia NeoeAAnvi-
o0 IToAtrtiopod, T6pupa Iavayidtm kat "Egne Mugeir,
Iotopwr] kar EBvoroyixy] Etapeia g EAAGS0g, Mou-
oelo Zoyypovng Téxvne (Avdpog), Makedoviké Movoeio
Zoyypovng Téxyvne (Oeooarovixr), Pidpetog Zxorry

— oto glwtepks: Apyatoroyiké Movoeio Tlorwviag,
Dumbarton Oaks Center, Israel Antiquities Authorities,
Istituto Ellenico di Studi Bizantini e Postbizantini (Be-
vetia), Library of Congress, Musée du Paysan Roumain,
University of Birmingham, Victoria & Albert Museum
(Aovdivo).
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Epyaoieg — Aertovpyia

[Tapdrinia pe tig kabBnpepvéc aoyohrieg g Bifito-
Bkne:

— ovvexlotkav kat ot epyaciec ot Pipriobrikn Evotd-
Brov Pwdmovov, oxetikéc pe v enefepyacia avaiv-
TkAg kataypapric tev PiPAimv. Tov yxpdvo mov mépaoe
etorjxOnoav 850 véor tépot Pifricov kat meptodikdv, o
ayopdotnkav and tov cLAAEKT 1 dwpriBnkav and 151-
o1eg kat Wpbpata, ot onofol kataypdgnkav oto BifAio
Ewoaywyis, ogpaylotnrav kat katakoyoypagrfnkav:

— katayopidnkav 2.000 véeg eyypagéc oto niextpo-
vik6 mpéypappa g BipAodiikng, éyvav ot ektundoetg
TOV eyypagdv, ot onoies apyetofetifnkav argpaPnukd
votepa and éreyyo kat Stophaoeig tuy6év Aabdv:

— evnuepdBnke o katdAoyog e BifAtoBrikng tov pov-
oefov pe v kataydpion nepimov 1.000 dtmAdv avrits-
TV’

— 0AOKAMPGONKE 1 amodeltiovon twv Yapaktkey Tov
Bipriov (nepimov 800 tépot) kat Eexivnoe 1 eloayoyy
TV SEQOUEVOY OTOV NAEKTPOVIKS LTIOAOYLOTY], OTO £1OL-
KA TIAPApPETPOTIOPEVO TIPGYPApRpA TTOL ONLolpynoE 1
etapeia Elidoc

— ovvexlotnke 1 anodeAtiwon TOV TOUOV TPAKTIKGOV
owvedpiov katl Tev Teptodikdy Tov 19ouv atdva

— ovveylotnke 1 Tadtion kat 1 oUyKpLoT TV EAAMTIOV
avuténey pe mAipn avtitona g evvadeiov Bifrio-
Ok, pe emtdma €pevva kat mapaPorn’

— ovveylotnie 1) talwdpnon, n Bepatiky napdbeon, o
OXOMAOHOC €KSOOTC KAl PUOLKNG TIEPLYPAPTS TWOV EK-
déoewv (oppayideg, ktnropikd onpeidpata, ex-libris)
og 2.000 Bpriar

— ovveylomke M avaivtky Bepatiky] mapdbeon twv
TEPUYNTIKGOV KEIPEVQRVY, pe Bdon tovg témouvg kat Tig
OTHAVTIKEG avaPopEs TV TIEPNYNTOV —dtaltepa oTov
eAANVLKS xdpo—, kabBdg kat M £pevva ya v avedpeoy
™G ypovoroyiag mov mpaypatonorifnkay ta tagidrar

— éywe 1 taktomoinon tov apyelov Twv anoKoppdT@Y
v epnuepidov oe Bepaticés evoTnTeg Kat 1) TAKTOTO(-
Nom tov mpocwikol apyelov g aAinioypagiac tov
EvotdBiov Pvérovrov oe pakélovg arpaPnukd:

— éywe o éleyyog kat mepdotnkav mpoodrikeg kat drop-
Odoeic oe 3.000 eyypagéc tov mponyolpevou xpévou
- Sieknepardnke 1 mpoowiky) aAinioypagia tov Ev-
otdBov Pwvénovriov kar ot tapayyeriec Piiiov oto e-
Eoteptid and ofkoug dnpoTPaAcIHV.

— mpaypatonotidnkav ot anapaitynTeg CLVEVVOT|OELG HE
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dtdgopa dpdpata kat etaupeies yra mapaydpnon dope-
dv exdooewV*

— ovvexiotke 1 mpoAnmiiky ovvtijpnon tev PiPriev
pe Vv kabodrynorn twv cuvinpntedy XapTiod Tov pov-
oelov. "Exovv npaypatonomBel enepPdoeis oe nepiocd-
tepoug and 600 tépovs PtAimy, ot omoieg emcevipddn-
Kkav otov kabaptopd kat v Tévean g deppdtivrc Kat
TEPYAPNVAG oTdywong tov Ptpriov, kat ot ovvéyeta
oto vidotpo pe e1dtkd dtagavég xapti yla tnv mpoota-
ota g Piprodeotiac. Tha kdbe tépo ovvtdyBnke educy
ava@opd yta tg epyacieg ouvifpriong mov déxOnke:

— taktomojfnkav téooepl amobnkevtkol xdpot —ia-
Baplotrav, opyavdbnkav yia gora&n pn xpriotpou vit-
KoU—, botepa amd €reyyo kat apyetofétnorn tov vAkoy
1oL PrAoEevoloav.

Zuppetoxy oe exBéoerg

H BipAiobrikn Stevkorbdvovtag ) ovykévipoor vAtkos
yia exfeotaxéc dpaotmpiétnieg mapaydpnoe exdéoELS
toL povoeiov kat PipAia and tn ovAioyy] g ya:

— v €ékBeom mov opydveoe 1) Preknadevtky| Etat-
peia pe titho Xdopa 16é0dar (Mdiog 2003)

— v €ékBeon mov opydvwoe 1 Zyodr] «EAANVoyeppa-
vikf] Ayoyh» pe 0épa Balxavixoi Ilédepor (Mdptiog
2003)

— v ékbeon mov opydveoe 1 Pureknadevtiky) Erat-
peia pe titho Ocoldoyid fifrio o Xtod tov BifAiov
(Ampiitog 2003).

Eevayrjoeic — AtaréEeig — Exdboeig

— @tAoeviiBnkav kat EevayrBnkav otovg XdPovs g
BifrioBnkng gortntés e Pidocogikig XxoAng tov
Iavemouiov Abnvév:

— o010 mAa{oto tev exnadevtikdv oepvapiov tov Né-
tov Kavkdoov yia otedéyn povoeiov, Eevayibnke pa
opdda mou emoképBnke to povoeio, otny omnola mapou-
otdotnkav xeipdypapa Kat UEPIKES amd TIG OTIAVIEG €K-
déoerg g Biprobnxng.

H IM{voa Todkova:

— édwoe didheln pe Bépa «To mawdl otn veoeAAnvikA
Coypagikr» oto Anpotikd Zxolelo tov KoAreylov A-
Onvdv oty Tatavia (8 Aexepfpiov 2003):

O Anpvjtpng ApPavitdkne:

— £dwoe didheln pe Oépa «Kowwvikéc ovykpotoeis oto
I6vio katd tov 170 kat tov 180 awdva» ato [Nvevpaticd

Kévtpo Afjuov Zoypdgov (24 Oxtafpiov 2003):
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~ ohokAvipwoe v Addrndoypapia A. Movarolvdn —
Aw. Tvndddov (§kboom kelpuévav, eloaynyt|, ox6Aa), 1)
omoia Oa exdobel and to povoeio®

— erofpace a@iépopa ya toug oelopois g ZakivBou
(1953) pe titho «Mvijun kar dounuévog ydpog» yia Ty
epnuepida 7o Briua (25 Avyototov 2003)

— empueA0nke tov katdroyo g éxbeong [zdpyog
Mavpoidng, «Eva yiyevodar xepavvofidlov xarapdoewsy
mov napovatdotnke ato Movoeio Mmevdx.

Amootoréc exddaemv

H Bipro0rjxn avéraPe tnv anootorl exddoewv tou
pouvaelov, otepa and aitnpua tev evdlapepoudvav yia
gpmAovTiopd tev Pifriodnkdy Tous, otouvg mapaxdtm
gopeic: Avorrdty Lo Kaidv Texvav, EBvikd “16pvpa
Epevvirv, Ebvié Kanodiotpraxé avemotipo, Ebvid
Metoépio [oAuvteyvelo, EAAwvké poEeveio Néag Y-
6pkng, Eviaio Avkelo Zipomoliou, Oeatpikd Movoeio,
Eupwnaiké [Toatiouxd Kévipo Ashgdv, Topupa K-
otomovhov, Iopvpa Qvdor, Innokpdreiog Anuotiky
Bifrobrikn (Kag), Kpaukéd Oéatpo Bopeiov EArGSoc,
Aaoypagié Movoeio Zrapdtn XpuoootdAn (Avkevdpt
EvBoiag), Mouvoeio Bulavuvot ToAttopod (Qeooaio-
vikn), Movoeio Kukiaducris Téyxvne, Moveeio Ppuoi-
pa, [ToAuoukéd I6pupa Tpanéing Kénpov, IoAtiou-
K6¢ ZAroyog Kpnuov, [Morvteyveio TTatpav - Tufua
Apyrrektdvay, Zxorr] Mopaity, Terldyreio “Idpupa -

Tprua HMeppeperaxric Exnaidevons kar Ayoyis (Qco-
oarovikn), Perkadevuxf Evapela.

Merettée

H BiAio0rikn Stevkdiuve v £pevva Tov mpooonnikod
Tov povoelov, ovpfdrioviag oty opydvwon ekBéoewnv
KAl EKONADOEDY KAL TV OUYYPAPY] ETUOTUOVIKGY [UEAE-
taév. llepoodrepol and 350 peretéc emorépbnav
™ Bifrobriin kat eEunmpetifnkav pe kdbe dovatd
tpdmo. Xro mhaiolo g ovvepyaoiac pe dAieg PifAt-
o0nkeg, avtarrdyOnrkav minpogopieg kat ekddaeig pe
v EOvuer] Bifaodkn e Toéykng Anpoxpartiag, kat
napayxopinke ot BiAriobrikn g BovArg tov EA-
Afvev 6io to Jepatikd gvpetiiplo g ouvAioyric yia
ovvepyaoia kat avtariayy andypeov otnv kabiépwon
eAANVIKGY Depdtov.

Zuppetoxn og ouvédpla kal nuepidec

— nlewpyia Ayyérouv ovupetelye oty npepda pe Bépa
«Mediation of rare books over the Internet» oyetkd pe
TNV PYQLOTIOINoT TV oTdviey ekddoemv Tov PitPAtodn-
kv 0L Tpaypatonotfinke oto Xoundwd Ivottodto
(NoéuBpiog 2003)-

— o Anuitpng ApPavitdkng ovppeteiye pe Ty avakoi-
voor) «Etepokaboplonde, apopolwon kat véeg tavtédn-
teg. H ZdxuvBog oto o’ waé tov 160v atdvar» oto ouvé-
Spro [axdprog Povedvos (ZdxkovBog, Oxtdfprog 2003).

TMHMA ITAHPO®OPIKHXE

Ipoowmnixd

Ipyédvera Asovvoiddov (Topéag Texpnpiowong), Zwi
Meraidrov (Topgag Zuotnudtov), Mapia Tkika, Ma-
pia Opovfdra, Xpriotog Kaowpudne, Xpvodvin Koved-
k1, NikoAétra Mévn. EBehovtég: Niva Apyvpomoviou,
Ayyehxr] Appapd, Avva Brayodrjpov, Kadlhavby Zdé-

pmov.

Apaotrpidtnieg

— ywa v npoflort] tov DVD-Rom pe titho «H EAldda
zov Movoeiov Mnevdrn», 1) mapaymyr] tov onolouv elye o-
AoxkAnpwlel tov AsépPpro 2002, npaypatomowBnkav:
a. mapovoiaot tov DVD-Rom otovg ovvadédgouvg oe
£1d1ky] exdfAwot oto apgidéatpor

B. enfonun exdfroon napovoiaong tov DVD-Rom oto
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eupt ko Kkat tovg eknpoodnovs tov tinov. H ekdy-
Awor mpaypatono|nke ot 11 Pefpovapiov pe opu-
Antég tov oknvoBétn I1. BodAyapn, tov dievBuvy} tou
Movoelov Mnevaxn Ayyero AeinBoppid, tov exdétm
BOavdorn Kaotavidty, v vneiBuvn tapayoyiig tou €p-
you yia to Movoeio Mnevaxn Xpéoa Kovrdxrn kar tov
kabnynt) Caldeva Mnavtipapotdr. [a ty exdireo-
on katackevdotnkav ewdikol otabuol mAnpogdpnong
y. podfnorn tou mpoidviog pe v mpoetotpacia -
A£OTTIKOY OTOT KAl T1) GUHUETOXY] OTNV TIPOETOLpAcia
Srapmpouxng Prpivag oe kevipikd Pifionorelo oe
ovvepyaota pe 11g exdooelg Kaotavidn. Ilapovoiaon
tov DVD-Rom ané ) Xpboa Kovidkr o tpeig padio-
POVIKEG KAl pia THAEORTIKY EKTIOUTIH

0. ovppetoyy tov DVD-Rom otov dtayoviopd ya ta ei-

MOYZEIO MITENAKH
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Anvikd Ppafeia morvpéowv Mobius kat mapovoiaot] tov
oto diebvéc yeyovée World Summit Award mov opyave-
Bnke and ta Hvopéva "Ebvr ot I'evedn otig 10 Aekep-
Bplov, kat oTig exdNAdOEIG 0TO TAGIOL0 TOL dtayVIGHOU
yta ta d1ebvr] Ppafeia Mobius oty ABriva otig 6 Aekep-
Ppiov. AiCet va onpeiwBel 61t to DVD-Rom «H EALdda
rov Movoeiov Mnevixn» BpaBedtnke otov eAAnviké dt-
ayoviopd Mobius pe £1ducr] pveila.

— ywa v Tapayoyt] tov petagpacuévou tithov DVD-
Rom «Greece at the Benaki Museum», pe oxond my K-
KAogopia tov péoa oto 2004, mpaypatomomiBnkav:

a. OLYKEVTP®OT GAOL TOL YPNPLAKOD LAIKODV TIOL XPTOL-
pomotjBnke otov eEAANVLKS TTAO, £pevva TOV NGV TOL
pouvoefov yla tnv evoedelypévi) HETAPPAOT) ETUOTIHOVL-
KOV Op@V, TOTOVURI®V, LOTOPLKGY OVORATOV Kal TITAGVY,
EMPELELA KAl GUVTOVIOUOG TOV EPYACLOV PETAQPAONG,
emAektkéG dopldoeic ketpévav, petaypagr| twv ovo-
pdtov tov 2.500 dwpntdy kat xopnydv tov povoeiov
ané eAAnviké oe Aatvikd ad@dBnro pe okond va evia-
xBobv atov ayyAks tithor

B. épevva, emloyy] ovvepyatdv kar vAomoinon g a-
vamrtuéng G ayyAMKAG £QappoyHC (EPTTAOLTIOUEVY pe
npdobeteg Aertovpyieg) yia v eEummpénon tov xpij-
o1, o€ ouvepyaoia pe eEOTEPIKOVS oLVEPYdTEC

y. emotdpevog €heyyoc, dokipny kar afloAbynorn tov
ouvéAoL NG EQAPHOYG aTd BLAdOYIKES TIELPAPATLKES
ekddoelc mov mapadidovrav and touvg texvikovs ouvep-
ydateg kat teAkdg €deyyog g Agttovpylag tov mpwto-
tomov (pjtpa avanapaywytrc) oe didgopa Aettovpytkd
ovothpata

8. mpoetowpasia ya ) ovokevacia kat Ty KoMy TOL
DVD-Rom. ‘Epgvva, enagég pe @opelc kar etaipeleg
kat Siepetivnon tev dpov ya T dtavopt| Tov Tpoidvtog
otv EALGSa kat to e€otepikd.

— Yla TV OAOKANP®ON TNG NAEKTPOVIKAG EQAPHO-
y1ig mov Ba mapovotdlel cuvomtikd TV totopia g t-
ohaptkrc téxvne péoa and 150 avtikeipeva tov Tun-
patog Ioiapikie ZuAdoyng tov povoeiov kabdg kat
mAnpogopieg yta to véo Movoeio loapikric Téxvng,
npaypatonotifnrav afloddynomn kat £Aeyyog tou
meplexopévou G epappoyng mouv eiye avantuybdel
010 mAaiolo tov gvpeTaikol mpoypdupatog e-Islam
Kat Tpogtotpacia tov VALKV yta tn avafdfuion g

£@appoyng.
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¥ exhibition rcoms

A
® Inthe sixty years that have elapsed since
the Museum’s foundation it is not only the
original scale in the quantity of the
material and the numbers of staff and
visitors that have changed, nor even solely
the strength of the motive forces in the
initial trends of its ever-expanding sociat
v contribution, but also the theoretical base

First Floor

® bookmarks help index navigation print exit

H mapovoiaon tov kevipikot ktpiov tov Mouvoelov
Mmnevakn, ané to DVD-Rom «H EAAdda rov Movoeio
Mnevixn» (pot. En. Katonddng).

Zuypdtono and v enionun mapovoiaot tov DVD-Rom
«H EAAdda vov Movoeio Mnevixn»
(pot. Zn. Katonddne).

— yta to diktvakd témo tov povoeiou:

a. avfhnke 1o péoo pnviaio mArBog emokéyewv oto
Suctvaks témo tov povoeiov and 11.200 yua to 2002 oe
15.000 to 2003

B. evnuepdBnrav ot 1otooeAides yia tg véeg dpaotnpid-
tnteg o povoeiov (20 exBéoeig, 16 exddoelg, dpaotn-
prétnteg tov Tufpatog twv Exknadevuxdy [poypap-
pdtev kat tev Pidov tov Movoeiov Mnevdkn):

Y. éytve pa mpddtn napovotaon tov véou Ilapaptipa-
106 oL povoeiov oty 066 [Nepards 138

8. evnuepdbnkav ot oerideg tov IwAntnpiov kat ot o-
vopaoieg Tav TPNpdtev tov povoeiov. H epyacia nept-
AdpPave tn ovAroyy orotxelwy, TNV eNPELELA TOL LAL-
KoU kat v teXviky] bhomo{nor. Zuvvolikd, dnpovpyi}-
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Onkav 45 véeg wotooerideg kat evnuepdBnkav 210.

— otov topéa g TEKPNpinonc paypatonotjdnkav ot
mapakdte gpyacieg:

a. olokAnpdbnke 1 kataypagh tev deAtobnkoy tov
Tuhparog Ipoiotopikiic, Apyxatag EAAnvikric kat Po-
paikfc Téxvne, tov Tphparog NeoeAdnviknie Téyxvng,
tov Tufpatog Iotopikdv Ketpuniiov kat tov Turpatog
Bulavuvig kat MetaBulavuviig Téxvng and ug e0erd-
vipteg Niva Apyvporovlov kat KaAiidvOn Zdpmov, pe
okom6 va evtayfobv ta avukeipeva tov [ evixov Evpern-
piov tov povoeiov o oUALOYY OtV oTola avrjkouy Kat
va kataypagei 1 0o tov yetpdypagpou deAtiov toug'

B. ohoxAnpdOnke 1 Tadtion TOV LVTOPVNHATIOUGY TG
pévipng éxbeomnc pe toug aplBpols tavtéTTag v ek-
Oepdtav tov povoeiov and v eBedévipia Avva Bra-
XOOMHOU, UE TH) CUVOPOUT| TOV ETUPEATTAOV"

V. evnuepddnke 1 kevrptky Pdon dedopévov tov pov-
ogfov ya tg Oéoeic otovg exbeotakols ywdpovg TV
4.000 avukeipévav tov [evixov Evpernpiov. H gpyacia
0a ouveytotel pe TNV EVIPEPOOT TGV NAEKTPOVIKGV ap-
xelov yra ta viérona exBépata, ta onoia dev evidooo-
viat oto [evixd Evperipio®

Y- evnpuepadBnie to apyeio Ppr@lomonpévev etkGvmv Tou
pouoeiov yla apkeTEG TOAQOTEPEG KAl VEEG PHPLOTIOL-
foeic avikepévov. [paypatonombnkav avalntioetg
PNPLAKAV EIKGVOV, OUYKEVTP®OT], EKTOTIOON 1] avttypa-
@1 touvg o omtikols dlokoug, yta Tt devk6AvvoT TG
gpyaoiag tmov npocn ko Tov povoeiov’

. evnuepdOniav 1 kevrpikr] fdon dedopévav tov pov-
oefov kat ot empépou Pdoetg dedopévav tov TPudTeov
[pototoptkri, Apyaiac EAAnviknc kat Popaixrc Té-
xvnG, BuGavrivic Téxvne kat lohapkrc XvAioyrc yia
TG avTAALAYEG QVTIKEIHEVOY HETAED TGV GLAAOYGV TOL
povoeiov, ot omoleg TPoEkuYay PE APOPUT| TNV TAKTO-
nofnom Kkat v kataypagy v véov anofnkeutikdy
XOpOV amd Tovg EMUEANTES

€. OnpovpynBnke Pdom dedopévav ya tn ouykévipwon
NG NAEKTPOVIKHG TEKUNPIOONG TOV AVILKEPEVOV GAwv
TV PNTPO®V Tou povoeiov kat v mpocdijky ynea-
KOV £lkGVwV, émov fitav dtabéoipiec.

— yta v Lo THPEN TOV AAAGY THNUATEOV TOL HOVOE(-
ov Tpaypatonoidnkav:

a. Tprua Ilpototopric, Apxaiag EAAnvikiic kat Peo-
paikric Téyvne: evnuépwon g Pdong dedopévav g
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OLAAOYYIG Yta TG véeg amofnkevtkég Béoetg 2.250 avt-
Kelpévov and v eBeddvipia Ayyedikn Apgapd kat tav-
TOHYPOVT) EVIUEPOOT] TOV TATIPOPOPLKAV TOUS OTOLXE(WV,
o€ ovvepyaofa pe v empeAftpla Ayyeikyy Znpar

B. Tphpa Iodaukic XvAloyhic: avdmruln kataidyov
TOV SWPNTHOV AVUKEPEVOV LOAAULIKNG TEYVIG Votepa a-
6 EMOTAPEVY €pEvva oTa Yelpdypagpa kal ta preakd
apyeia tov povoeiov, oe ovvepyaoia pe v Avva Mutt-
Anvaiov. Evnpépwor dAev tev nAektpovikay apyeiov
Tov povoeiov pe ta anoteAéopata g épevvag. Meta-
TPOTY] TOU CLOTHUATOG TEKPNPIOONG TNG TEYXVIKNG PeAé-
TG TOV LPACUATOV obpPova pe ta dtebvi| mpdtumar

y. ITivaxo0#kn Nikov Xatlnkuptdkov-T'kika: epmiouv-
TIORAG TOL GLOTHHATOG TEKUNPI®ONG, oto omofo Kata-
ypdgovrat ta épya tov KaAALTEXVY KAl TO QOTOYPAPIKS
VALKS TIov avagépetat og avtd, pe véa media mov diev-
KOADVOLV TNV Kataypar] tewv moAdamiav evég £pyou
Kat pe véa ereyyduevr oporoyiar

8. Tufpa Zvvtrjprong Xaptot: avdmrvén ovotpatog
Bdomg Sedopévav yia v tekpnpinon e ouvtrpnong
tov BiAev kat Tov LTIOAOUTOV XAPTIVEOV AVTKEIHEVGOVY”
&. pogtolpacia meplodikav exkBéocwv: ouvtiipnon ov-
otudtov Bdoewv dedopévav yia v vootipiln per-
Aovtikov exbéoeov:

ot. vootipién oe Bépata mpoPorric tev Spactnplotri-
TV TOL povoelov pe TpogTotpacia omkol Kat £VIvmou
VALKOY kaB®dg kat Tapaywmyr] ontkdy Slokwv.

— TeyVIKéG gpyaoiec:

a. avaPdBpion tov tomikol Siktdov tov povoeiov pe
okom ) PeAtioon tov LvTNPECIAY TOL TIPOCPEpPOVTaL
0TOoLG XPHOTES Kat T duvatdtnta Xpriong véay texvo-
Aoyikdv mpotévtwv. H epyacia mepirdapfave avrika-
tdotaot tov Keviptkot dtakopoty (server), Tov mpoé-
KLPE KATOTILY peAéng tov terevtaiov eeAifewv otov
topéa g texvoroylag kat tne dtevépyetag drumou Ot-
ayeviopot. H emtoyy éywve divovtag Papitnra otny
ac@dreta ToV XpNOToV kat Tev dedopévav kabog kat
otV anoteAeopatikétepy drayxeipton peydrov dykov
dedopévav norvpéonv. H eykatdotaom tov véou e€o-
TALOROU €ylve alp@va pe Trv mpoimdpyovoa katd-
otaon aAld kai pe avukatdotaorn kar avapdbiuom
Tov ovotipatog dtayxelptong xpnotdv kat NAEKTpovt-
kG aAAnAoypagpiac.

B. mpopnbera kat eykatdotaon 19 véwv otabudv epya-
ofag. To povoeio ofjpepa draBétet 90 otabuote epyaoi-
ag toug omofoug yepitovrar 135 yproteg.
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Zuoppetoxy] tov povoeiov og ebvikd, euponaikd kat di-
Aa poypdppata cuvepyaoiag

— TPOETOLUAOLA, CUVTOVIOUOG KAl EVEPYOS OULUUPETOYN
ot dapdpewon kat v voPory] tne mpdtacng tov
Movoelov Mnevdkn oto mpdypappa «Kowvevia g
[TAnpogpopiag»’

— mapakoAovdnon kat emkoveviaky duayelplon e ov-
vepyaotag tov povoeiov yla tnv ekuetdAievon tav ano-
TeEAEOPUATOV TOL evpoNAikol ipoypdupatog e-Islam kat
™G TApoxc LIMpeotdv yia to npdypappa Lab@Future:
— peAé tov mpotdoswv Nest, Elena, Rephotec, Aepa,
Movagio Oivpmiag xar perétn véov mpotdogwv oto
niafoto tev evponaikdv npoypdppateov e-Government,
e-Content, e-Culture Net, Intercultural e-Learning,
Culture 2000-2006, Intereg I1I-

— ouppetoxy otis danpaypatetoels voPfoAng Tpotdoe-
@V yla ta evponaikd poypdupata TechMed kat Adlas
— ohoxkAfpwot Tev evponalkdy Tpoypappdtov Jewel-
Med kat Holauthentic

— danpaypatedoelc yia ) dnpovpyia miaisiov ovvep-
yaofag pe 1o EBvikéd MetodPio Lorvteyveio yia 1o ev-
ponaikd npéypappa Hephaestus, kaBdg kat yia o on-
provpyia mAaotov ouvvepyaoiag pe v EXAEA kat pe
to EKT.

Anpootevoetg — Iapovotdoeig
— 1 Ipwéveia Avovuarddov ovppetelye pe v elofyno
«Movoeiaky tekpnploor, {nrijpata eréyyov g opo-
roylag, poviéra Pacenv dedopévavs ag oepvdplo tov
petantuyakot tpjpatog Movogtoroyiag, Tprpa Ilo-
Muopueric Texvoroyiag kar Emkowaviag Tlavemot-
piov Aryaiov (Mutidvvn 12 Maiov)
— 1 XpvodvBy Kovidxn piinae pe Béua «Ta nvevpati-
Kd dikaldpata trg TOATLO KT TATpopopiag kat ot vé-
£G TEYVOAOYIEG: 1] TIEPITTWOT] TV povoeinv», oTo mAal-
ol0 NG evpeNaik|g didokeyng [lodriouds, [lvevuars-
xnt [0roxrnoia xar Kowwvia tng IlAnpopopias (ABHva 7
Maptiov)
— Tpaypatomotidnkav €CNYHOES GTO EMUOPPOTIKS
oepwvaplo pe Titho Hiexrpovixi texunpivon kar epap-
poyés nAnpopopixiic avo Movoeio Muevdxn, nov anev-
Bdvovtav otoug gortntée tov A’ Kékhov Metamtuyia-
kv Zmovddv tov Tuppatog Apyatoroylag — Iotopiag
g Téyvng touv lavemompiov Abnvav, oto mAhaiolo
tov tpoypdppatog ETTEAEK (ABvjva 8 Maiov):

a) Mapia I'kika, «Avdivon, Xyedaoude, YAomoinon
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Tou diktuakot témov tov Movoegiov Mrevdkr»

B) Lptyévea Awovuorddou, «Eioayoyy ot povoeiaky
tekpunpioan»

y) XpvodvOn Kovtdxr, «E@appoyéc morvpéonv oto
YOPO TV Hovaeiov»:

0) Nwkorérra Mévry, «HAextpoviké éxbepa péoa oto
povoeio, EAAnvikd Koopfjuata and tg avAroyég tou
Moveefov Mmevdkn»:

g) Zof Metaéidron, «Zbotmpa Aayeipiong ZvAio-

ydv Movagiov Mnevdky»:
— mpaypatonoifnkay elonyfoelg oto cepvdplo emt-
uéppwons ya oterAéyn kat dievbuvtég povoeiov and
11 xopeg tov Nétov Kavkdoou, mov opyavalnke oto
Movoelo Mnevdkrn and to Ynovpyeto TloArtiopot kat
10 EAAnvikéd Turua tov ICOM oto miaiow tou mpo-
ypdupatog Stage tov ZupPovriov e Evpdnne (14 No-
euppiov):

a) Mapla Txika, «The Website of the Benaki Muse-
um»’

B) Ipwévera Aovuorddou, «Electronic documentation
of museum objects»*

y) Mapia ®@povfdia, «Fundraising: How to get in-
volved with the European Community Projects»*

d) XpuodvOn Kovtdkr, «Multimedia projects: the DVD-
Rom of the Benaki Museum»*

&) Nikorétrra Mévin, «Digital images of museum ob-
jects»’

o) Zo Meta&idrov, «Collections managemeno».

Emoxénteg

— mapovaiagt) TOV EQAPUOYHY TIOAURESHDV TIOL €XEL a-
varrtoéel o Tufpa oe edikd drapoppopévo pe otab-
potc TIANPOPSPNONG YMPO TOL UOVOEIOL GTOUG OUVE-
dpoug g evpanaikis didokeyng «lloirtopds, Ilveo-
patky Idokmeta kar Kowwvia e TTAnpogoplac»
nov £ytve ato mhaiolo tne EAAnvikric Ipoedpiac

— mapovsiacy) Tev dpacthplotitwy tov Tunpatog otouvg
outntég tov Tufpatog lotopiac, Apyaoroyiag kat Awa-
xelprong IoAruopikdy AyaBdv tov [avemompiov I'le-
Aomownaou, atovg Piioug tov Movoeior Mmevdxkr kau
otoug Pidoug tov Movoeiov [Tdvov Apafavuvod

— 1o Tpdpa mapeiye evnuépwaon kar oupPovievtikég v-
mpeatec ato Navtiwé Movoelo Avotpariac kat to G-
pnrtd «A. T. APépagp», kabog kar o petantuytakods
QOUTNTEG EAATVIKGV KAl EEVEHV TIAVETILOTH LGV 7100 TIpay-

UATOTIOIOUV €PELVEG HOVGELOAOYLKOU TIEPLEXOPEVOL.
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TMHMA EKITAIAEYTIKON ITPOI'PAMMATQN

Ipoowmkd

Nixn Pappdxn-Mneleordrn (vnedBuvy tpfpatoc),
Mapta-Xprotiva Aeotovvn-Tavvovrdtov, Mapia Kap-
Bouvvdkn-Bamopdxr, Xapotia Xatlnvikordov, Mapia
Zapevonobrov. EBehoviéc: ABnvd Tpdewv, Edn I'ewp-
yiAn, Avaortasia Potonodrov, lodvwa Mnevorotiov,
Xproudva Ztpivetn, Zogia Mnitoa, Evbupia Kpikdvy,
Attoa Mvotaki{dov, BapBdpa Mnereoidt).

To Turpa kar avty ) xpovid avélafe minBoc dpa-
OTNPLOTHT®Y, OTWE TNV 0PYAVKOOY KAl THV Trapovaiaot
TIPOYPAPUATOV Yla OXOAKEG OUAdES KAl HEHOVOUEVA
nadd, ) Oefaywyq oepwvapiowv yia evniikouvg, ™)
ovvepyaoia pe Qopelc kat eKMadeLTIKOVG, TV evePYS
OUPHETOYY] OE OLVEDPLA Kat NUEPIdES, TNV TTapayYT] £K-
nadevtikot VALKoY, T Aettovpyia epyaotnpiov K.4.

[Ipoypdppara yra oxortkég opddeg
Ané ug 15 Oxtofpiov tov 2002 Aertobpynoav exmat-
devtikd mpoypdppata yia dropa 5-17 etdv. Me Bdom
TO TEPLEYOUEVO TV GLAAOYQV, oplotnkav Tévte Bepa-
wiés evomres: Apxaia EAAnvixh xar Pwpainint Téxvn,
BvCavewvii kar Merafvlavivii, Neoeddnvixh, Nedrepa
Xoovia, Zwypapixi xar Xapaxrikd. To nuepordylo yia
TOV TIPOYPAPUATIOUS TOV ETUOKEPE®Y Aertolpynoe dvo
Qopég péoa otov ypdvo: otig 15 ZentepPplov kat g 15
Iavouvapiov, eved katd t) didpreta GANG TG XPOVIAE Kpa-
MBnke Alota avapovic yia ovpnmAitipooy tov mbavédy
AKUPAOOEDV.
Aavetotikd vk mpogtopaciag pe drapdvete, eneln-
ynpatikd kelpeva kat VTuno pe mAnpogopies, anooteA-
Abétav ota oyoheia 15 pépeg mpv and v eniokeyn.
Egappbotnkav 6o tpdmot emoképemv: ta eknadev-
Ttkd Tpoypdppata kat ot ekmadevtikés emoképels. Ta
mpoypdppata napovotdtovtay and to {dto to Tprpa ka
nipaypatonowobvtay Acutépa, Tetdprr, [Tépntn, Iapa-
okevt], 9.30-11.15 mp. O tpémog mapovoiactc Touvg -
1AV TPOOAPUOCUEVOG 0TA OLalTEPa apaKTNPLoTKA TG
niwkiac kdbe opddac. Xta madid g TPOoYOAKTG Kat
TPAUNG oyoAtkic nAtkiag, n kivnorn ywétav pévo ot
NeoeAAnvikyy LuAdoyr] —vAké mov tapdlel oe avtiv
mv nhikla— kat eixe ©¢ kevipks dEova v mapadoot-
axn {wr] kat téxvn. H napovoiaon ovpminpwvétay oto
gpyaotipt tov Tprjpuatog, pe yelpoteyvikéc dpaoctnpté-

210

teg, ov Pacifoviav otig eicaotikég potdoeig tng Ni-
kag NukoAomovAov.

2ta peyaibtepa madid to mpdypappa meptAdpPave
Stdhoyo, meptiynon otg afBovoeg kat yvopipia pe v
£noyY, TAVTOTE PE TNV EVEPYS CLHPETOXY] TOV PHabnTdv.
AxorovBdvrag ) péBodo ¢ “avtoavaxkdivyng”, n na-
povaiact cupmAnpevéTav pe YuALGdIa Tou ot nadntég
KaAOUVTaV va GUPTATPACOLY péoa oTo povaeio 1) pe dn-
povpyky| anacyéAnon ato gpyaotyipt tov Tpfjparoc.

EBSopadiaia mpaypatonotodvrav 11 npoypdppata, kat
o€ avtd dev efyav ) duvaréta va ouppetdoyovy and
kdBe oyohelo meploodtepes and téooeplg opddes. g
dMAdoels ouppetoxis kpathOnke oelpd mpotepardnrag,
ue povadiiy e€aipeon ta dropa pe e1dikég avdyke.

Yug embpeveg Cdvee (11.30-13.00, 13.30-15.00,
15.30-17.00) viipye n dvvatdmta ot exnaidevukol va
mpaypatonotjoovv enfokeypn pe Siky tovg evbovy oe
pta and TG ovAroyég tov povoeiov, mdvrote GpG G-
otepa and ovvewémnon pe to Tpfua. Ebikd y’ avtod,
npaypatonootvtav and to Tuqpa kdbe 15 pépeg —I1¢-
pmrty) andyevpa (17.00-19.00)—, Eevayroeis, otig omnoleg
kahovvtav ot ekmatdevtikof Tov efyav Tpoypappatiost e-
nilokeypn oT0 povoeio to enduevo 15Huepo, va yvopioouvv
oy povoug TPETIOVG HOVOELAKT|G ay®yT|g Kat va Eevayn-
Ootv otV cLALOYY| Tov Ba eoKénTovtay pe Tovg paby-
té¢ tovg. [lapdAinia, tovg mapadidétav to davetotikd
VAKS pogtopaciag mov oxetiCetat pe t ovAioyr] o
Ba emokéntoviav, Gote va TPOETOPATTOVY Kat ot {Blot
aAAd kat ot pabntég Toug yra v emfokey).

Ané tig 15 OktoPpiov 2002 £wg tig 15 Llovviov 2003,
ovppeteiyxav ota mpoypdppata 6.550 madid kat oug &-
wokéyelg 24.140. Zuvorikd emoréprnkav dSniady tig
ovAroyéc tov Movoeiov Mrievdkn 30.690 naidid.

Avadvtikd emoképTnKav TG GLAAOYEG:

— Apyata EAAnviky kat Popdaiky ZvAioyh: 6.622 (ex-
nadevtikd wpoypdppata 1.305, eknadevticés emoké-
peig 5.317)

— BuCavuvyp ZvAroyy kar MetaBoiavuvi] ZuAioyi:
6.029 (exmawdevtikd mpoypdppata 1.067, exnadevti-
Kkég emokéypelg 4.962)

— NeoeAinvikiy ZvAdoyiy: 7.821 (exmadevukd mpo-
ypdppata 1.853, exnaidevticéc emokéyerg 5.968)

— Nebrepa Xpévia: 5.688 (exmadevtid mpoypdppata
1.250, exnadevtikés emokéypels 4.438)
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— ZoAdoyy Zeypagikis, Xapaxtikdv kat Zxediov:
3.767 (exmawdevukd mpoypdppata 1.075, exkmadevt-
Ké¢ emoképelg 2.692).

[Na rovg eknadevtikote mov Ba cuvddevav pévot tovg
pabntég touvg otic ovAroyéc, mpaypatononkav 14 a-
TIOYELUATIVEG EevayNoels. Luvortkd, ovppeteliyav 284
dtoua.

Enavexddoeig

— M. Apyvptddr, M. X. Tavwouvrdrtov, N. Mneieoid-
), To EAAnvixd Awdexaripepo (ABvjva 2002)

— I'L. Zapnéing, T. lNavvapd, Popeoiés and vo Aviaprr-
xd tng PAdprvag, xaproxonrixs (ABiva 2002):

— N. Mnereowdtn, M. Apyvpiddn, Ta xedidoviouara
(AB7va 2003)-

— N. Mneheowdtn, Mvriun (ABvjva 2003):

— N. MneAeowdtn, M. Apyvplddn, Edypa rov [ldoxa
(ABrjva 2003)

— N. NwoAomnotiov, M. X. I'avvovridtov, N. MneAe-
oo, X. Xatinvikordov, “Tlepoepdvn’, n dixi oov Je-
arpixh napdoraon pe oxnvikd xai xoorovuia rov Nixov
Xar{nxyprdror-Ixixa (ABvva 2002)

— ITapadooraxoi kepadddeopor, pdoxes (ABva 2003):
— ewéa ekmadevTikd YLALGSIA OV APOPOVV TG PHGVL-
peg oLAAOYEG TOL povoe{ov

— EerviAiyovrag éva xovkovdi, Exnaideviind mpdypaupa

oro Movoeio Meriéng oro Sovpli (ABYva 2003).

Movoetookevég

Me v evkaipia g ékBeong Xodvng Mndrooyiov.
Mzia npoownixri Néxvia (1933-2000) (18 AexepPpiov
- 19 Iavovapiov 2003) dnprovpyrBnke, oe ovvepyasia
pe v eikaotikd Xapd [amaytavvomovrov, 1 povoet-
ookevy] Xpdvng Mmndrooydov. Eva ralidt orn Myiun
—Eva 1alidr orn Mopg#, mov anevfivetar o pabntég
¢ devtepofdBpiag ekmaidevomng.

[eprodiéc exbéoetg

To Tunpa vootipile tic neplodikég exBéoers mov Pi-
AoEeviBnkav oto povoelo. Exdikértepa:

— ywa v ékBeon Puwroypapics 19752002 and ra épya
otny adnvaixi Axpdmoin (1-20 OxktePpiov 2002) amne-
OTdAr o¢ oyorela Savelotiks vAKS mpogtotpaoiac pe
ekmadevtikéc mpotdoeis. Tnyv éxbeomn emoképmrav 85
padntég Avkeiov

— ya v ékBeon Keuntdia rwy Appeviwy tng Kidixiag
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(7 Noepppiov - 9 AexepPpiov 2002) aneotdAn oe oyo-
Agla davelotikd VALK TpoeTotpaciac pe exTadELTIKEG
npotdoets. Ty éxBeon emorépnrav 163 pabnée
— yia v €k0eon Xodvng Mndrooylov. Mia npoowmnixit
Néxvia opyavdbnke exnadevnxd Spdpevo pe titho £-
va 1alidr orn Mvijun — Eva validr otn Moppnh. Zoppe-
telyav 75 pabntéc Avkeiov kat 55 evijhikec. Ot ovppe-
téyovteg karovviav va akorovBrioouvy trv mopeia tov
KAAALTEYVY], VA TIPAYHATOTIOOOLY TO TIPOOWTILKG TOUG
ta&idt ot Mvrjpn kat ) Mopgn kat va Bpouv tg Sikég
TOUG £KBOYEC OTNV AvAyveat] Tov £pyou’
— yia mv ékbeon Kdorag Mnalipas. Pwroypapixés
uviues and wn Xvyxpovn EAddda (5 PePpovapiov - 2
Maptiov 2003) tonébne to exmadevtkd viwéd M. Za-
pevonovdov, Kiorag Mnaldpas. Pwroypapixés uvipes
pe mpotdoelg ya dpaotnpiétrec. Tryv ékbeor) emoké-
@rav 235 pabntéc otoug onolovg dtavepriBrke dwpe-
dv 1o évrumo’
— yia v ék0eon O zavipogs orov peooyeraxd koopo. M-
Jor xar Aazpeieg (20 Maptiov - 7 Tovviov 2003) tund-
Onke to exnadevtind vakd N. Wappdrn-Mnedeordn,
Taéidevovrag orn Meadyero pe évay ravpo (ABriva 2003).
Katd m dudpkeia g éxbeong egappdotnkav mnpo-
ypdppata, Aettodpynoe —oe ovvepyacia pe to oovin-
pntH Ayyeho Mniia— epyaotypt totxoypagpiag pe 0épa
Tov Tavpo, KAt KUKAOQYOPNOE YAPTOKOTTIKY Pe UAOKEG
tatpov oe oyédua g eikaotikob ‘Egng Mnaprodra.
Ty éxBeom emorépinkav 838 pabntég otouvg omofovg
Stavepr|Onke dwpedv ekmatdeuticd VAIKG.

2Zuvorikd, g meplodikéc exBéoelg Tov povoeiov emt-
okégrav 1.396 pabntéc, opyavopévot oe opddeg twv
30 atépov.

Epyaoctipia yia madid

2e mepLbdoug oyoitkdv dtakomwy kar ZaPPatokiplaka,
A£1TOOpYNOAV EPYACTHPLA YIA PEROVOUEVA TTaLdLd:

— «kapdPi-kapaPdxr» yia madid 5-8 ypovav. Zuppetel-
xav 32 adtd. Zuvepydmg: ‘Egn Mnaptodta (eikaot-
K6¢)*

— «ta kaAkavtiapotdta» yra madid 5-8 xpovav. Zuop-
peteiyav 16 madid. Xovepydng: "E@n Mnaptrodta (et-
KaoTkdG)

— «rplyova, kdravta kat kapdfia» yia tadid 9-14 xpo-
vav. XZoppeteixav 16 madid. Zovepydtes: ‘E@n Mnap-
todta (eikaotikéeg), Xtédda Tamavikoddov (povot-
€6¢)*
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— «n ylopt oV KaAkaviidpov» yia adid 9-14 ypo-

vév. Zoppetelxav 17 madid. Zovepydg: "E¢@n Mnap-

todta (eikaotikd)

— «ayloypagavtag T dikr| oov I'évwwnonp, ya madid 9-

14 yxpovév. Zoppeteiyav 14 madd. Zovepydne: Avlr

Baioapdxr (ayoypdeog)”

— «ylavitoapot kat pmovAec», ya madtd 5-8 kat 9-13

xpovav. Zvppeteiyav 48 madid. Zuvvepydg: “‘Egn

Mmnaptodta (etkaouxde):

— «yaptagtol», yua madd 9-13 ypovav. Zvppeteiyxav

20 mardid. Zvvepydng: Anpitpng l'ewpyaxdmoviog:

— «ta maoyaAvd», yia madid 5-8 kar 9-13 xpovdv.

Suvppeteiyav 62 nadid. Zovepydteg: "Eon Mnaptodra

(etkaotikde), Ztéara ITanavikohdov (povotidg):

— «raifovpe kovkhoBéatpos», kbkAog 5 pabnudtev yia

mawdtd 8-12 ypovdv. Zvppeteixav 9 dropa. Xuvepyd-

mge: "Egn Mnaptodta (etkaotikds)”

— «étav ot Beol ovvedpidouvy otov ‘Orvpmo...», KiKAog

5 pafnpdrov ya madid 8-12 ypovdv. Zuppeteixav 8

dropa. Xovepydine: "Egn Mnaptodta (eikaotikds):

- «Cwypagpilovrac oto povoelo... kaoérec», kokAoG 8

padnudrev yia nadid 8-12 ypovév. Zvppeteiyav 12

dropa. Zvvepydne: Mapia Zevié (Coypdgog):

— Loypagilovrac oto povoelo... moptpaita Payobp»,

KbKkAog 8 padnpdrev yia madid 8-12 ypovdv. Zuppetel-

xav 13 dropa. Zuvepydne: Mapia Zovié (Goypdpoc):

— «ua Kvprakt] pe napaptbia oto Movoegio Mnevdkn

pe v Ayvi] Ztpovpmobiny. Zvpueteixav 38 dropa.

Sovepydtng: Ayvi] Ztpovpnobiy (apapvBod).
2uvolikd, ovppeteiyav ota epyaotipta 305 madid.

Zepvdpa evniikaov

1o gpyaotiipt tov Turparog Aettodpynoay ta oepvd-
pta evniikov:

— H zexvixii ing PvCaverviig ayroypagpias — popnrt e1x6-
va, Tufpa Apyapiov. Kékdog 12 pabnudrov. Aettodp-
ynoe 8o @opéc kat ovppeteixav 30 dropa. Xvvepyd-
me: AvOY Baloapdkn (aytoypdgpog):

— H zexvixii tng fuviaviviig ayioypapias — @opnrii e
xova, Tuqpa Tpoxwpnuévev. Kikiog 12 pabnpdtov.
Agrtobpynoe 6Vo @opés kat ovppeteiyav 24 dropa. Xo-
vepydine: AvBr) Baioapdxn (ayoypdgoc):

— Kbounpa: péppa-rexvirs, Tpqpa Apyapiov. Kdkiog
okt pabnudrov. Asirtobpynoe dbo @opéc kal oLppE-
teiyav 27 dropa. Zovepyding: Aitda vie TodBeg (eBvo-
Aéyoc)”
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— H Texvixn tng Eyxavorixig, Tuqpa Apyapiov. Ko-
KkAhog 12 pabnpdrov. Aettodpynoe dbo popés kar oup-
petelyav 16 dropa. Zvvepydng: Katepiva Ilepiuévn
(Coypdpog)

— DAvmrixh: H texvixst vov avdylvpov, Tppa Apyapi-
ov. KékAog 12 pabBnpdtev. Asttobpynoe 6o @opég kat
ovppetelyav 8 dropa. Xuvvepyding: Evdoxia ITamovAr
(yAbmrpra):

— [Mvnnixn: H vexviri rov oAdylvpov, Tpxpa Ilpo-
xopnuévov. Kikrog 12 pabnpdrov. Asttodpynoe dvo
popéc kat ovppeteiyav 7 dropa. Zovepydng: Evdokia
[TanovAy (yAbrrpra).

Zuvolikd ovppeteiyav ota epyaoctipia 112 dropa.

Xvvepyaoieg

To Tufpa cvppeteiye

— oo 6o Ilepipepetakd Zepvapro Movoeio — Sxoleio,
nov dopyavddnke oty KaBdra and to Aebvég Zou-
Povito Movoelwv, oe suvepyaoia pe to Ynovpyeio [at-
detac kat to Ynouvpyeio [oArtiopotr

~ oty 6m Etota Zuvdvimon g AetBovong Aaikod
IToAttiopod, pe Béua Exmaidevon xar Neoeddnvikii
Hodrriorixi KAnpovourd. Exnaideviixd Ilodiviorind
Aixrva

— oto ovunédoto pe Oépa Sxedraopnds xar napaywys mar
daywyikov vidixov yia tnv Ilepifalroviikii Exnaidevon,
1oL dtopyavadbnke anéd v EAAnviky Etapeiar

— oy ExBeon Exnadevtikdv Apdoswmv mov dtopydve-
oe 1o Ynovpyeio [loAttiopot, pe titho [lamxvidia IloAr-
110pU0v*

— oto npbypappa Téxvn Xwpic Ppayuovs, mov Sropya-
vbnke and ) Very Special Arts Hellas

— oto Exnadevtind Zepvdpro Movoelonadaywytkrig
yta toug [latvvootodvteg amé tnv téwg ZoPieticy ‘E-

VOOT).

ITapovotdotnkay ta ekmaidevtikd Tpoypdppata:
— O€ PETATTUYLAKOVG POLTNTEG
— o¢ povoela kat Qopelg.

Zuvoyifovtag, katd ) oxoikr] xpovid 2002-2003, e-
moké@ptnkav to povoeio 32.391 nadid. Ané avtd, 6.550
napakorolBnoav ekmadevtkd TPSYPARPA OTIG POVIHES
ovAloyég, 24.140 mpaypatonoinoav eniokeyn pe evBi-
V1| TOV EKTTAOELTIKGV TOVG, 1.396 emioké@Tnray Tig npo-
oopvé exbéoeis, evd 305 ovppeteiyav oto mawdiké ep-
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«[avitoapot kat umovreg», anokpidtiko epyactipt yra tadid 9-13 ypovév (pot.: K. K. Mavéding).

yaotipt. Ta dnpdora oyolrela ovppeteiyav oe m00001d
82,7%, ta dwwtikd 13,3%, ta dikd 1,2%, moAtrtotikol
popeic 1,1% kat drdpopa dAra pbpata 1,7%. Ané tyv
ABMva kat ta neplyopa, Tpoepydtav to 58,8%, and v
enapyia 30,6% kar and 1o efotepkd 10,6%. “Eywvav
1.171 anootoA£g davetotikol vALKOU TpogTopaciag Kat
StavepnBnkav dwpedv otoug pabntés 7.658 exnatdevti-

KA @UAAGdLa. Ot povoelookevég tov Tunpatog davei-
omrkav 140 @opéc, evd 1 daverotky| PpAtobrjin pe ex-
nadevTikolg pakédoug kat Pifiia téxvng kivinie 101
popéc (37 gopéc exnardevtikol pdkerot kat 122 @opég
Biprfa). ITpaypatomoinkav 14 amoyevpativd oepvd-
pla ta omnoia mapakorovOnoav 284 exmaidevtikol, eved
ota ogpwvdpta eviikev ovppeteiyav 112 dropa.

OOTOI'PAPIKEY YITHPEXIEXY

Ané tov JovAto tov 2002, 10 66voAo oL PeTOYpaPtkoy
VALKOU aré g sVAAOYEG Tou kevipLos ktipiov tov Mou-
oefov Mrievdk to daxetpifovial ot Potoypagikés Y-
peoiec (pépog g Fpappateiag) vid v eniBreyn g
Zopiac Xavdaxd. Zvykekpipéva, diabétovy potoypapt-
K6 LALKS (aoTpSpavpes Kat éyxpopeS otoypagies, dia-
@dveteg, 35 mm slides, pucpo@ilp kat yrpLakés elkGved)
and ta avuke{peva tov CLAAOYOY TOL HOLOEIOL, HE OKO-

3, 2003

76 ) StevdAvvon g peANG Kat TG dnpooievong tov
LALKOU TV cLAAOYGV. Ze bavy] dnpooievon gwtoypa-
@KoV LAKOU, epappdletat TAE0V GUYKEKPIPEVO VOULKS
mAaiolo, £101kGTEPA OTIC EPITTAOOELS EKTAOELTIKNG, €-
THOTNHOVIKYG 1] epmoptknc xprione oe Pifiia, meprodixd,
e@nuepidec 1 popeic dAhov vAtkod (video, CD-Rom), oe
TNAEOTIUKEG EKTIOUTIEG, NAEKTPOVIKEG ekOGOES KAl yla
xprion oto Swadixtvo. H tipordynon tov dikatwpdrov
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dmpoaievong et Srapoppwbel pe Pdon g toydovoeg -
péc o povoeia kat dGAra wpbpata e Evpdmmg.

Kataypagr] vitkot

— ohokAnpdBnke 1 NAextpoviky katayxdpnon kat ap-
xewBétnon Shwv twv Stagaveidv (ektdg and avtég tov
Tunpatog NeoeAinvikot [Moirtiopod)

— kataypdpnkav 10.000 aompdpavpeg potoypagpieg
Kat apvnukda

— mpaypatonotinkav nepimov 1.000 véeg gpwtoypa-
@lozig, oe guvepyaoia pe Tovg POTOYPAPOULG TOL POV~
oefov, mTOAAEG and tg omoleg yprpronot|Bnkav and
Nrépa IMTuadvny

— olokANpdBnke 1 pwToypd@ion tne GVAAOYNG TTPOKO-
AopPravig téyvng

— gotoypagiinkav ex véou 850 avukelpeva kat ekto-
ndOnkav potoypagies nepimov 300 avuketpéveov yia
TIG avAyKEC ToV THNHATOV TOL povoeiov (pehéteg, exdé-
O€LG, OptAieg kat dnpooteboerg).

AtdBeon vAko

H xprion tov potoypagikod viikod agopd kuping tnv
ektd¢ povoeiov daxivnon tov (eviég kar ektég EANG-
dog). Avalvukdtepa:

— 250 e1k6vec avukeipévav datédnrav yla peréy

— 520 ewdveg dnpootetBnkav oe exddoels, nhektpovi-
Ké¢ ekdboelg, dpbpa, yia didgpopouvg okomods otnv EA-
Adda kat to efwteptkd’

— 10 avukeipeva ypnoponotidnkav oe tmAgomtikég
EKTIOUTIEC

— TEVIE KIVIUATOYPAPNOELG OTOVG XWPOLG TOL HOLOE(-
ov (BBC k.d.).

Avaloyikd, ypedBnkav mepimov ta dvo tpita tev &-
UTOPLKAV YPNOEDV POTOYPAPIKOU VALKOU, eV o€ OAeg
TG EKTIADEVTKEG KAl EMOTNUOVIKEG EKOOTELG TO LALKO
dratéBnke pe peydreg ekmrdoels, avdloya mdva pe to
péyefog g éxdoong.

Znpavukég ovvepyaocteg
— pe v Evonoinon Apyatoroyikdv Xdpwv Abrvac AE,
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mov xprotponoinoe 15 ykpaPolpeg kar oxédia and g
ouAroyéc Tou povoeiov yia ) dnpovpyia Bepatiiig di-
adpoprig ota peoatovikd kat obwpavikd pvnpeia tou -
otoptkot kévipou ¢ ABvac. Ot etkdve twv pvnueiov
Ba amotundvovtar og mvakideg oNpavong g dtadpo-
G avtic

Znuavukég ovvepyaoteg

~ pe 1o Idpupa Meilovog [Torttiopod yia v napaye-
yf} CD-Rom

— pe to Zmovdaotrpto Néov EAAnviopot yia v napa-
yoy} CD-Rom-

— pe ) Systema yia v en{okeypr padntédv oto mraioto
tov Evpomnaikod [poypdppatoc Lab@Future.

— pe 1o Idpupa Meretdv Aapmpdkn yia ) dnpovpyia
eknadevticot képPou oto dradiktvo (e-paideia.net)’

— pe ng exdéoelg EAAnvikd Tpdppata kar ) ovvep-
vaoia pe v epnuepida Ta Néa, yia v napayxdpnon
POTOYPAPIKOV LALKOD yla TG avdykeg tng €k6oong g
loropiag Néov EAAnviouov:

— apkeTeg ewkdveg and avrikelpeva tov povoefov xpn-
otporotifnkav o eAANVIKOUS Kat Eévoug 0d1yols g
ABrvac kabdc kat 20 gotoypagpies tov kevipikot Mov-
oelov Mmevdkn kat twv dAAwv Ktipiov tou.

Alreg Spaotnpiétrteg

—- 1 Zogia Xavdakd éAafe pépog oe ouvavinon mou
opyavédnke ané v EMIl/mda (European Museums’
Information Institute) pe titho A joint solution to mana-
ging cultural digital assets oty Tate Modern tov Aovdi-
vou (20 Iovviov 2003)

— 1 Zogla Xavdaid, pe t foriBeia tov Zradpouv BAiCov,
Stopydvooe oepvdpto yla oteAéyr pouvoelov TV xopdv
tov Nétov Kavkdoov, mouv mpaypatomow|frke og ouv-
gpyaoia pe to ZvpPodio e Evpdmmg (Stage Project
— Cultural Policy and Action Department) kat to eAAnvi-
k6 Ymouvpyeio [Tortiopod (AtevBuvon AebBvov Xyéoewv,
AedBuvorn Nedrepng [Toatioukric KAnpovopde) pe ke-
viptkd GEova ) Aertovpyia tov Movoeiov Mnevdkn wg
povoetaxot opyaviopot (10-16 NogpBpiov 2003).
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TMHMA ZYNTHPHZHY EPTON TEXNHZX

Epyaotipto Zuvtijpnong Ewdévev, Exatoypagpidv
Kat ZVAOYAUTTTOV

ITpoowmid

21épyrog 2raowinoviog (vnetBuvog tufqpatog), Ba-
ofAng Apyvpdrog, Eprivn Brayobrjpov, Xptdoa Bouvp-
Bomotrov, EAévry Bpavomodrou, Xapihaog I'pappati-
k6g, Anprjtpng Aodpag, AreEavdpa Kariyd, Kaivypd
Mukdvov, Baoiing Tlaoyding, AnpooOévng Iipmivg,
Nikéraog Zpvpvdakng, Aévia Pappakaridov, Pwtewvr|
Dpaykdkn. Ipaktixr doxnon: Apyvpd IyyAéon, "EAAN
Yakehapiov, Johanna Olafsdottir, 'epdopog Tkioré,
Bikv Kovtapdkr.

Zuvtnprioeig

— 13 épya tov Turjpatog lohapikric ZvAioyrc

— névte épya tov Tufpatog Bubavivg kat MetafButa-
viwig ZvAroyAg

— 16 épya tov Tufpatog NeoeAinvikot [Nolitiopod:

— ¢& maryvidta tov Turpatoc [Maryvibidy kat Iabukrig
Hiwdac

— névte épya tou Tufpatog Zeypagikic, Xapaktikdy
kat Xyediov:

— 22 ghawoypagiec tov Loypdgov yia tyv éxbeon 11dp-
yos Mavpoidng. «Eva yiyveodar xepavvofolov xarapd-
gewgy”

— 10 gpyactrpo avéraPe ) ovvtijpnon 15 elatoypa-
PV, 16 gucdvov, dbo Euloyrimtey kat evég Tépmiov
otov vaé tov pogijtn Hiia otov Topvafo, oto onofo
anaoyoAfnke moAvpeArc opudda ya tpeig prjveg. Eni-
oMG, éylve HEAETY] TAAQIOTNTAG PE XPNOT] 11] KATAGTPO-
Qv peBddov avdlvone oe téooeplg elatoypapieg
WOLOTHV.

Avaxowvdoeig — Ataré€elg

— 1 Aévia Qappakaridov pidnoe pe 0épa «Ilpoda-
ypagéc KatdAiniev kat ZopPatdv YAikdv Xoveipn-
one» oto Evpwnaixé Sepvdpro Advanced Study Course:
Innovative Technologies and Materials for Conservation
of Monuments mov opyavabnke ané to EBviké Metos-
Bro [Torvteyveio (12 Aexeufpiov 2003)-

— oe ouvvepyaofa pe ™ Forth Photonics Hellas to ep-
yaotijplo opydveoe oepvdplo pe 0épa Iovpaopars-
k# anmeixovion Musis otny avdlvon, texpunpivon kai

3, 2003

OUVIRPNON AVIIKELUEYWY 10TOPIKAS KAl KAAAITEXVIKHG
aéiag xat ot Ztépylog Ztaovénovrog kat Baoiing Ila-
oydAng pidnoav pe Bépa «Merétn épywv tov Movoeiou
Mmevdkn oty viépuBpn kat v vitepLddn meptoyy Tov
@dopatog. EEEMEN twv texvikdy v tedevtala etkooa-
gtia» (25 NoepPpiov 2003):

— Npeplda yla T oLVTHPNOY Yia OTEAEXY] HOLOEIDY TV
xopov touv Néuov Kavkdoov, ov mpaypatonotfnke
ot ovvepyaoia pe to ZvpPoviio g Evpdnng (Stage
Project - Cultural Policy and Action Department) kat to
eAnvikd Ymovpyelo TToAttopot (AiedBuvon Atebvadv
Xyéoewv, AetBuvor) Nedreprc TToauotikric Kinpo-
vopdg) (12 Noepfpiov 2003):

a) Aévia Pappaxaridov, I lapovsiaocn tov tprpatog
ouvtiipnong tov Movoeiov Mmnevdakr), opydvaot — dpa-
oTNPLOTNTEG”

B) Anprtpng Aodpag, «Xovinpntéc kat EMUEANTES,

arAnAenidpaot) kat apoPatdrnrar
— opydvworn g mapovoiaong touv EAPetod ouvvirn-
pnt Coypagpikdv épywv Pierre Boissonnas pe 8épa
«Structural Restoration of paintings on canva» (17 Ze-
nrepPpiov 2003).
—n Kaivypd Middvouv ovppetelye pe v avakoiveon «H
QVULPETOTION (OYPAPIKOV £pyov pe Tadaé enepPdoerg
and To £PYAOTHPLO TUVTHPTOTG EIKOVAV KAl EAQLOYPAPL-
v tov Movogfov Mnevdkn» oty nuepida Svveripnon
kair Exdeon ovvinpnuévav Eoyav. TlpofAripara texvikd,
npofliipara arodnrixd, Tov opyavdbnke oto Bulavuvé
kat Xprotaviké Movoeio (29 Iavovapiov 2003).

AlAeg dpaotnproTnteg

— Eevdynon ota £pyactijpla GLVTHPYONG TOV OTEAEYWDV
ané povoeia tov xopdv tov Nédtov Kavkdoouv (12 No-
euPpiov 2003)

O Ztépylog ZraovémovAog:

— 010 mAaiolo tev pabnpdtwy nov tapédeoe, Eevdyn-
O€ OTO £PYAOTHPLo Opdda HETATITUYLAKGV POLTYTOV TOV
[Tavemotnpiov BéAov - Tufpa Apyatoroyiac

— oto mha{oto twv pabnpdtev mov napédanaoe, Eevdyn-
O€ OTO £PYAOT]PLO OPAdQA PETATITUYLAKGOV QOLTN TGV TOL
[Tavemotpiov ABnvaév - Tuvjpa Apyatoroyiag

— emoké@tnke ) MeydAn tov ['évoug Xyory, yia va e-
KTIUAOEL TV Katdotaoy tev totxoypagtdy oty aifou-
0a TEAETAV TNG OYOAT|G.
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EXatoypapia tov 2. Zapfidn oe brwuky ovrioyr], n
omnofa cuvinprBnke oto Epyactiipio cuvtipnorg eikévov,
ehatoypa@Lav kat EAoyAUTToV.

Epyaotipio Zuvtripnon Metdirov — T'vaiiod —
Opyavikev

ITpooomud
Aéomnowva KotGapdvn, Mapia Zayapia, l'ewpyla Ka-
pudN, AvBia Powkd.

2uvTnprioetg

— 60 £pya tov Tpfuatog IoAapikric ZvAroyig

— 13 épya tov Turjpartog BuGavtviig kat MetaPulavti-
viic ZuAAoyng

— 12 épya tov Tufpatoc NeoeAinvikoy IloAitiopot

~ 8o maryvidia tov Tunparog [Marxvididv kar [Tadt-
ke Hikiac

— 14 avukeipeva drotdv.

2uvepyaoieg

To Epyaotiipto ovvepydotnke yia gpevvrjukd Oépata
pe to Ivotirovto Iupnvikig Puokric EKEDE «Anpé-
KpLTog», 1o Ivotitovto I'ewAioyikdv kart Metaidevtikdy
Epevvév (ITME), to aktivoroyiké epyaothplo «Bloatpt-
k#)», to Turpa Zovtipnong Epyov Téxvne kar Apyar-
otjtov tov TEIl Abjvac kat to EBviké Apyaiodoyikd
Movoeio.

Avakowdoeig — Anpoaoietosig

— ot A. T. Kapidag, E. MmpekovAdky, A. KotGapdvr,
X. Zapkddag mapovoiacav avakoivoorn pe titho «The
x-ray fluorescence (XRF) technique for in-situ Analyses
of Ancient artifacts. A critical review and future perspec-
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tives», 010 4o Zvundoro Apxaroperpias (ABva 28-31
Maiov 2003)-

— ovppetoxn Tov gpyactrpiov ato dpBpo g emperr)-
tplag tov povaeiov Eprivng Ilanayewpylov pe titho
«Xpuod oroviapiit e Tpdtung Emoyng tov Xaikob
otg ovlioyéc tov Movoglov Mmnevdkn», oto APIO-
NAYTHZ. Twunrixds tépog yia rov Xprioro Nrovua (A-
0Mva 2003).

Hevaynoeig
— Eevdynom oto epyaoctiplo oteAeX@V and TG XOPeS
tou Nétov Kavkdoov (12 Noepfpiov 2003).

Epyaoctpto Zuvtrjpnong Xaptov

Ipoowmikd

EievBepia I'vodgpa, Muptd AeinfPopid, Zogia KoA-
Adpov, Zatipns Mnekidpng, PAdpa Zrepdvov, Ma-
pla Tanaliov, Apyvpd Xihraddkn. ITpaktiky doknon:
Mapiva Avtima, ZtéAra ZapnAidpa, Atovuoia Xptoto-
@6pov. Eberoviéc: Mapiva Avtona, Xapikieta IToAv-
xpovidov, Kateptva Xapowdmov.

Zuvinprioeis — Potoypagioeis — Kataypagés

— ouvinprBnkav poAnmtikd épya tov Tpfparos Zo-
ypagikyic, Xapaktikdv kar 2xediov, ta omola tomo-
Betrifnkav oe mpootatevukés Brikec melinex, kovtid
apyetakot timov N edikois gakéiovg and avitbévo
xaptévt manilla:

— ouvmprfnkav 842 avukeipeva tov Turpatog lotopi-
KoV Apyeiov yla g avdykeg tov exbBéocwv mov dtopya-
védnkav kabdc kat yia tig mdyleg avdykeg tov*

— ovvinpiOnkav 14 ydpteg kat oxédia twv Apyeiov Ne-
0EAANVIKTG APYITEKTOVIKAG

— ovvinpiBrnkav 22 xdptva épya tdiotdv 1 GAAoV (-
dpupdtmy.

— ovvexiotnke 1 padtopatoypdglon tov vdatoofpev
oe 60 avBifora (Ilpbéypappa kataypagric avBipérav
tov Movogiov Mrnevdkn) pe okond va epumiovtiotel 1
ovykekptpévn tpanefa dedopévav oto dradiktvo. Xto
TPOYPAUA CUHUETEYOLY TOAAA povoeia, mavemotipa
kat dpdpata, mov Ba Pondrcovv maykooping totopt-
KOUG KAl EpELVNTEG va avalntrjoouvv otoryela péow Tou
voAoylotH’

— poToypa@rdnkav pr@Lakd Kat £yve TPOANITTLKT| o~
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vifipnon SAwv tov xdptvev épyov tov Tpipatog loda-
Hikfic ZoAdoyic o avubEvoug pakérovg manilla ka
oe e1ducég Orjeg melinex:

— potoypagribnrav kat ypdetnkav deAtia katdotaong
300 nepinov avuxetpévov tov Tpipatoc Taxvididy
kat [Tawdikrie HAklag ya v éxbeon mou dtopyavddn-
ke oto TeAlbyAreto Tdpupa ot Oeooarovikny

— ovvegiotke 1 otadlaky] potoypdeion kat tadtion
potoypapitdv 700 xapaktkdy, kat 1 atipiEn epya-
otmplov mpoAnmukrg ovvtriprong Pipriey mov éxet op-
yavwBel ané to gpyaotiptd pag oty owia Evotdbiov
PDwomnoviov

— dpyloe N kataypagy tev xdptvev épyev oty -
vakoOnkn Nikov Xatinkuptdkov-Tkika pe deitia ka-
tdotaomg, npokelpévou va yiver peAétn yia tov tpdmo
anoBrjkevong kat pAatne toug:

Avakowooelg

— 1 Apyvpd Xihaddkn mapovoiace v avakoiveon
«New Zealand Communist Party mural: Poster paints
on large fibreboard. Treatment, storage and exhibition»
oe d1ebvég ovvédplo pe titho «Surface cleaning — Mate-
rial and Methods> (Diisseldorf, 29 Xemtepfplov - 4 O-
ktoPpiov 2003).

Hevayrjoelg
— mapovaiaot) tov gpyactypiov o oTeAéyn kat drevlu-
Vtég povaegiov and g xdpec tov Nétov Kavkdoov (12

Noepppiov 2003).

Epyaotipio Zuvtrjpnong Ypaopdtov

[pocwnikd

Bipywia Popdvov, Baostiiky} Nikoronotiov, Naotp
Koxxdrag, Avaotacia Oforiv. Emotnpoviky| ovvepyd-
mg: Zogla Toovpwdkn. [paktiky doknon: Mapiva A-
vtina, Xprjotog Kapodng, ['dvwne Zrapatdxng, Paéng
ZkapAdroc.

Zuvtpnon

— ovvinpiOnkav épya tov Tpnpdtov loiapkng ZvA-
Aoyhg, NeoeAinvikob [Modttiopotd kar NeogAAnvikrig
Téyvne kaboc kat avtod tov [ayvididv kat TTadikrc
HAwtac

— ovvinprifnkav 52 vpdopata WL TGOV Kat WBPLHETOV.

3, 2003

Avakowdoelg — Ataréeig — Zepvdpla

— 1 Avactacia OLoiv mapovoiace avakotvéoelg pe tit-
rovg: a) «Ta dagopetikd otdda g ouvtrjpnong tov
KOTTTKOY yltdva pe ap. ewoayoyrs 7120» kat ) «Ot gp-
yaoieg mpoAnmukyig ovvtiprong, anobrikevone kabog
Kat ot tpémot £kBeong Twv vpaopdtev e lohapixrg
2ZuAAioyrc tov Movagiov Mmevdkn» oty npepida 2v-
virpnon xai éxdeon ovvinpnuévay éoywy. Ilpofliipara
rexvikd, mpofAruara arodnrixd, tov opyaveddnie oto Bo-
Cavuvd kat Xplotaviké Movoeio (29 Iavovapiov 2003):

— o Xprjotog Kaptdng mapovoiace avakovdoeig pe
tithovg: a) «To Kévipo Zuvviipnong Yedopatog tov
[Tavemotpiov Southampton g AyyAiiag», B) «Ilpo-
ANTTIKY OUVTYPNOT] APXALOAOYIKGOY VPACUATGV TIOV
npoépyovtat and véeg tagéc», y) «Nfa oamobvia vypod
kabapiopotl vpaopdtvey épyev» oto appiBéatpo tov
povaeiov og ekdRAwoN TOL OPYAVOOE TO €PYaAcTriplo
(25 ZemtepPpiov 2003)-

H Xogia Toovpvdky:

— mapovoiaoe avakoivwon pe titho «Looped Pile
Weaves in the Benaki Museum» oto ouvvédpio Ancient
Textiles: Production, Craft and Sociery (Zoundia, Aavia,
Mdprtiog 2003)

— napovoiace avakoivwon pe titho «More Observations
on the Techniques, Technology and Looms of the
Looped Pile Weaves» oto 90 Errioro 2vvédpio Evpwnai-
wyv Apxaroddywy (Pooia, ZentéuPplog 2003)

— ovppeteiye oto 200 Zuvédpro tov CIETA (Ioproya-
AMa, OktédPprog 2003)

— apaxoioUfnoe oeptvdplo texvoroyiac apyainv vpa-
opdtev oto Centre International d’Etude des Textiles

Anciens (Avdv, ZentépuPprog 2003)

Epyaotpio Zuvtijpnong Kepapkdv

[poowmikd

Bdow Amootoromotiov, Mapyapita Tavvaxomnov-
Aov, Ayyehikt] @eohdyov-Mavpidov, Olvprnia Ocopa-
vomovAou, Zopia Toolov. EBeddévrpia: Mapiva Avtina.

Zuvinpnoelg

— ovvtipnon 80 tCAAUKAY KEPARLIKDY TPOKEIPEVOL Va
ektebovv oto véo Movoeio tohapkr|g téxvng

— dnuovpynBnke ororkAnpouévo apyeio twv epyactdv
ouvtipnong ata kepaptkd g lodaptkic ZvAtoyng, to
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omno{o neptAapfdver avaivtikd dedtio ovvtrpnong, ka-
0BG kar pwtoypagies and dAa ta otdda ovvtipnong
— ovvimphBnkav 10 kepapikd and TG pévipes GLAAOYEC
Tov povoeiov

— ovvtnpiiOnkav 10 kepaptkd OOTHOY.

Enfonge, 1o epyaotiplo ovppeteiye otnv mpoetopaocia
Kkat otiotpo oktd exBéoewmv, ot omoleg mapovotdotnkay
oto Movoeio Mmevdxn 1 extdg tou Idpiparoc.

Avaxkowvdoeig
— 1 OAvpnia Oeogpavonodrov mapovoiace avakoive-

o1 pe titho «H avupetdmon tov nalady enepPdosmv
0To TPApa cLvTHpnong kepaptkav Tov Movog{ov Mmne-
vakn» oty nuepida Zvvirpnon kar éxdeon ovvinpn-
uévwv oywy. Tpofrripara rexvixd, nmpofAnuara arodn-
11xd, Tov opyaveddnke oto Bulavivé kat Xplotiaviké
Movoeio (29 Iavovapiov 2003).

Hevaynoewg
— Eevdynon kApakiov ouvinpntdy kat apyatoAdyev a-
16 povoeia tev xopdv tov Nétov Kavkdoouv (12 No-

epuPpiov 2003).

KAHPOAOTHMATA - AQPEEX

21 ovvéyela mapatiBevial mov dev epmintovy otig ap-
HOOLOTHTES TV VPLOTAPEVDY GLAAOYDV TOL povaelov.

H Mapia Mativr ddpioe ouykpdtnpa didpopov Ktt-
opdtwv oLVOAKYG em@dvelag 645 T.p. evidg Tov ot-
ktopot ¢ Yépac kaboe kat Sidpogo kepapooKenéc
olknpa otV mapaitaky 086 oto Apdvt ™ “Ydpag.
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O Evotdbiog Pivénoviog daptoe ato TTwAntrpo tov
Movoeiov Mnevakn 250 avtitvna and v avanapa-
yoyi tov Aevkdparog tov L. Dupré, Voyage & Athénes
et a Constantinople (ABvjva-Porto Leone 1993) kat 305
doxipta-MBoypagieg ané to npetétuno Aedkopa The
Orchid Album (London 1882-1897).
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OIKOAOMIKEZ EPTAXIEY

Wyeraky) avanapdotaot tov alpiov tov véou ktpiov ot 066 [epaidg 138.

To ktipo otnv 066 Iepards 138

O owcodoptkéc epyaocieg oto véo ktipto tov Movoeiov
Mmnevdkn oty 066 Tletpawds 138 Bpilokovtal oto otd-
S0 g amonepdtnotg tovg. Zoppwva pe to apytkd
xpovodidypappa, otg apyéc ZemtepPpiov tov 2003,
napaddfnie and tnv epyoArntpta etaipia to todyeto
tou Kupiov mpoketpévou va @rrotevnBel éva pépog g
peydAne éxBeong Outlook ov dopydvooe 1 [Todrnoti-
kf} OAvpmada. H ohokAjpwon tov kuipiov mpoypap-
patiCetat yia tov Mdptio kat ta gykaivid tov 0a mpay-
patomotmBotv ouc apyéc Maiouv tov 2004. Ta oyxéiia
TV poov paltkig evPépmong kat Tov Kooy 1o eTt-
oré@tnke 1o Ktiplo viplav eykoplaotkd.

To Movoeio Iodapkric Téxvng
OMokinpdbnkav ot gpyaoiec oto ktprakd ovykpdtnua

tov Kepapewot (Ayiov Acopdtev — Autbrov 12), 1o o-

3, 2003

nofo 0a oteydoet Tig toAapikés cvAAoyEg Tov Movoeiov
Mmevdxn. "Exet dn Eexviioer 1) Siapdppwon tov eco-
TEPIKAV XOPOV OVHPOVA PE TOV AETTTOpEPY oxedacUs
mov empeAOnie o StevBuvtig Tov povoeiov Ayyerog
AeAnBopptdg ue T ovvepyacia tev empeAntédv g I-
oraptkic ZvAroyrig Avwag Mnaiiidv kat Mivag Mo-
paitov kat g ypagpiotpiag Ntépag Hikidvy. Trv emi-
OKELY] KAl QVATIAQOT] TOL KTPLAKOU GUYKPOTHHATOS G-
vélaPe eEorokAripov 1o YITEXQAE, evé to Yrovpyefo
Otkovopkav kat 1 IoAtrtiotikry Oivpmidda ovvéfarav
onpavitkd otov eE0TALOHS TOL VEOL TIAPAPTHHLATOS.
To Movoeio [odapkric Téxvng npoPAénetat va eykat-
viaotel to karokaipt tov 2004.

Znp.: X obvraln tev Xpovikev cuvéBaie peydio
U€pog Tov eMOTNHOVIKOL TpoceTikot tov Mouoeiov
Mmevdxn.
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Avavopot

ABB AE

Avdpéag APderdmovrog
Atkatepivn ABderomotiov
AréEng Aypagidtng

Mdpw Kapdapiton-Addun
Bdvta Alextopidov

Princess Wijdan Ali

Pierre kat Ayyediky] Amandry
Nikog kat Zévn AuPpdln
Evgppootvn AArapavi
Mapyapita AnootoAridn
Nataiia AnootoronovAov
Amnéotorog Apyvptddng
BnOieép Apvaobtoyrov

H ev ABrivaic Apyatoroyiky| Etatpeta
Evyevia Aonpakomodrov-lTavralh
[T{toa Aotépn

IMqAwag N. BapBaptiyogs
Pobra Beriooapiov

Ep1jvn Bevtotpn
[Tavayidne A. Bokotémoviog
Aopétra I'atn-Charrat
EAévn Naodp-T'apélov
I'edpyog T'epovidvog
Mapivog 'epovidvog
ITashog I'epovrdvog

Audia I'epovridvou
Aéomowa I'epovidvov
Iwdvva I'epovAdvou

Mapia T'epovrdvov

[Ndpyoc 'ewpyaxdmovrog
Mapia-Péla I'ewpyrddn

Nikn I'ewpyrddn

Péva T'ewpyrddy

Avdpéag ['ewpyotdg
npeoPutépa Mapia I'avvomotiov
Ivotttodto Goethe

[eddpyroc I'évuikag

NtéArn Fovravdp

Apyivn T'ovtou

Anprtpng Tpondpng
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HA\fac AekovAdkog
Kaplrkreta Aghayovtdkou
Zon Aghotka

Anpvjtpng Anpakdémovrog
[Tétpog Anpnrpiov

Nikog Anprnrplov
I'edpytoc AnuntpokdAing
Amnéororog AoEtddng
Zéun Apayodun

Gary Edwards

Aroviong Z1vPag

Exddoeic Méhooa
Exbdéoeic Iotapds
EAAnvik6 Aoyoteyviké ka Iotopiké Apyeto (EAIA)
EPT AE

[Téykv ZovpnouvAdky
lovAita HAtomohov
I'dpyos Oavdoovrag
Kdxia Oeoddpov
Xapovra latpidov
Xapikieta Ioakeipoyrov
Serqgio Cruz Pozuelo Cabezon
Kwovortavtivog Kaitapérkog
Ailn Kariya

[Nopyog Kaneddrng
Aovuota KapaBayyéin
Xapdvrog KapaPBotlng
Kdorac Kapapavinig
['tdvwng Kapottog
Evdyyerog Katoikng
Mapiva KokaPéon
AnpooBévnc Koxkividng
lodvva KoAréka

EAévn Kopivov

Nikog Kovtoytdvvrg
Kdotac Koopaddkng
AvB1 Kovvoféin
[Tavayidtne Kovtooytavvaxng
Maiprn Kovtootpn
Aptotéa [Nanavikoddov-Kpiotevoev
Iodvvng I'. Kuprakidng
Odvooéag Kuprakémouvrog

MOYZEIO MITENAKH
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Kait Kvptakomotiov

I'avvng Kowotémovrog
Avaotacia Kwotomobdiov

Mdvia Aaraydvn

['dpyog Adumpou

I lpotonpeaPitepog-tepandororos Adumnpog
Altoa Agpniéon

Emtponti Zvviipnong Myvnueiov Akpondieng
Mapiriéva Arakomobriov

Adgvn Avdpmen

‘Oign Mdwa

[ Tétpog Makprc-Ztdurog
['dvvne Makpidng

2ogpia Avaostaotddn-Mavovodkn
2utdpvn Mapaykod

2tabpog Maptivog

EAévn Mapotdy

Mapla Martéivy

Doed N. Mavpikiov

['dvvng Méyag

Oedvn Meretéa-Tavvéa
MuydAng Meretéag

EAxévn Mniiod

Névva Muyyerdxn

Aéomowva Méaoyov

Atvog Mmevdkng

Avaotdotog Kump. Mriprg
Kumnpravée Anp. Mnipng
Movoikédg Ofkog Pidtnmog Ndkac
Xpévrc Mnétooyrov

[1étpoc Mmnpodoaing

[Tavrog Muiovdc
Mapia-AyabBia MuptavBorotiov
ABavdoloc Nidviog

Evdokia Oucovoponosiov
Opyaviopédg I1pofornc EAAnvikot IToAttiopot AE
['éva I'laidovon

Nikdraoc [aiotog

Aaviqd avayémoviog
[Tepikitic [TavteAedkng

Xapd [Tamaotapatiov

Kdotag [Namaypvodviou

‘TIptc anmaypvodvbou

Xprotog [anovtodkng

Muptaé [annd

Kdotag INannde

3, 2003

Nikog ITavAidng

EAévn Oeoydpn-Tlepdxn
Tepéta Ieopaiéyrov
Evavbia ITetpitin

Nixog [Tetpérovrog

Zom Ietporotiov
Avaotaota TInyy

TCobia Toprpddxov-T Tipmin
Avaotaota I'livrov

Taudva Paion-Boravékn
EAnida Paxwtli

"EAAN P6lov

Mapia Zanédpta

Alixn Zapavtonotviov
[Ndvvne ZPdrog

Ismail Serageldin

Avva ZikeAavoy

[Aedva Zidpn

AreEdvdpa Zoviy
Abavdotog Znavidng
Kovotaviivog Xtapdtng
Zayapiag ZtéArag
Kevotavtivog Ztepytémovrog
Avdpéag Zopedv

Edn Zvpewvidou
2votfjpata [TAnpogopikiic Unisystems AE
AkreEdvdpa Zoxppovd
Eppavouir Tacodrag
Mavia Teyprtldyrov
Tokusen Traditional Art of Japan
Zmndpoc kar Xapd Téumnpa
Aotéprog Témmng

INdpyog Toviévng

INopyog TovproPaciing
Avdia Tpiya

Nwkéraog Tpiyag
Anprtpng Toatoapde
Mdrta Toorolidn-Znotddov
Ymouvpyeio [MoAttiopot
Beatpikny @appdky

Alékog Paocravig

Avva Oirivy

Anprtpong Guumnmidng
Auntpa Prrinnov
Kwvotavtivog @idinmov
Evotdbioc vémnovrog
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O Dirot tov Movoeiov Mrnievdkn
Oebdwpog kat Katepiva Popvié
Kuptakotra Ppaykoyidvvy
Tokusen Fujibayashi

Xptotiva Hager
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‘Epewka Xaparapmnidov
O¢uc Xatinyravvn
AwpoBéa Xptotomobiov
Avva Xprotopidov

MOYZEIO MITENAKH
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TO MOYXZEIO MITENAKH

Arotkntiky| emtpont
ITpbedpog Mapivog I'epovAdvog
Avtnpdedpog I'idvvng Kwotémoviog
I'evikés T'pappatéag  Xapdrapmog Mmotpag
Tapiag
Mérn:

Fovhavdpn, Mixank Merdg, Ilpokénng [TavAdmov-

AréEavdpog Popdvog
Arptaia 'epovidvov, NTéAAY

Aog, I'dvwng TTupyidng, I'edpyrog [amadnunrpiov.

Kariteyviké ZupPodiio

EXevbéproc Bevilérog, Nikorétta Apdpn-Bardkov,
Nuwdraog Ziag, [16mm Zdpa, EAévn Popaiov-Kapaota-
pdn, lotdwpog Kakodpne, Aparia Meyamndvou, lovAia
Merd, Biktop Merde, Maipn Ilavaywwtidn, Mapia
Zrévioa, [Tavayidng Tétong, "EBn Tovrotna.

Emompovua] Emtpony Apyeiov NeoeAAnvikic Apyt-
TEKTOVIKTG

Mdpw Kapdapiton-Adaun, Mdvog Mnipng, Xapad-
Aapmnog Mrodpag, Aptotéa Ilamavikoddov-Kplotevoev,
Evotdfioc rvdmovroc.

Emtpory} [Tvako8xre Nikov Xatlnkvpidkouv-T'kika

EB{ta Apdnoylov, Adpidva BepPétn, John Craxton,
Ayyerog AeAnPopprds, Ntépa Hitonovrov-Poykdv, Ie-
avva I'Tpopidn, Atoviong Pwtémoviroc.

Entpory| [oAnmpiov
Aéomowva I'epovidvou, Awdia 'epovidvou, Aptepig
Koptéon, "Etta INapaoydxn, AréEavdpog Popdvoc.

MgvBovric
Ayyehog AeAnPopprdg

Avaminpatic dtevbuvtrig
Eiprivn I'epovrdvov

[pappateia

Mdpra Arapdvrn, Zrabdpog BAiCog, Natdoa Kapayyé-
Aov, Mapia Kpéton, Erévn KevotaviéAdov, Baoiietr-
o¢ Kootodrag, Nektdprog Avpumépnge, "Epn Mneptoid-
Apovyka, F'aPpid TTaAaiodnpog, Atoviong ZkovpArg,

3, 2003

‘Exeva Topmobroyrov, Atdva Toopndvoyrov. Pwto-
ypagikéc vmpeoies: Xogia Xavdakd.

Tunpa Ipoiotopikric, Apyaiac EAAnvikr¢ kar Popai-
KNG ZvAAOYT|G
Ewptivn Tanayewpyiov, Ayyehky) ZhPa.

Tunhua Botavivic kat MetaPulaviiviic ZvAdoync
Avaoracia Apavdixn, Avwa Mnaiidv, Mdpa Bepo-
KOKOU.

TuAqpa NeogAinvikot TToAtiopod kar NeoeAAnvikrg
Téyvne, Tpnua Iotopikdv KetpnAiov

Kidre Svvodivov, Ztélha I'kika, [obra Ploka, Zogia
Xavdakd.

Tuhpa Zoypagikic, Xapaktikdv kat Zxedlov
Pavi-Mapia Toyxdrov. Opdda karaypagric aviié-
Aov: [dvne Bapaiie, [avepaia Mnevdrov.

[ TwvakoBrjxn Nikov Xatinkuptdkov-I'kika
lwdvva Ilpofidn, lodvva Mopaitn, Nikog Ilaiotog.
Emotnpovikds ouvepydine: Jean-Pierre de Rycke.

Turpa [arywvidwdy kar abikric HAkiag
Mapia Apyvpridn, Aéomowva Kapaxopvnvos, Népa
Xatfomovrov.

TuApa Iotopikdv Apyeiov kar Xetpoypdpaov
Balevrivn Toedixa, Mapia Anuntpiddov, AAéEavipog
Zawag, Baotiiky Kopmddkov, Eiprivy Madpov.

Tunpa Petoypagkdv Apyeiov

@avii Kwvoravrivov, Apyoviia Adaponotiov, Ntéom
IpiBa, I'ewpyia Ipopidov, Acwvidac Kovpyavtdkng,
Mapia Mdrta, Eiprivy Mnovvtodpr, Arikn Toipya-
Aov, ‘Orya Xapdaiid.

Apyeta NeogAAnvikig Apyttextovikrg

Mapyapira Sdxxa, Exévn ApBavitm-Kpdrov, Narta-
AMa Mmnodpa.
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Tunpa Iohapucrc Téxvne
Avva MnalAdyv, Avwa Muuinvaiov, Miva Mepaitou.

BiAtobjxn

[Tivoa Todrwya, l'eopyla Ayyérov, Anpvftpne ApPa-
vitdkng, [avwpaia I'attdvov, Kevotavtiva Evayyeiiov,
Znidpog Kwotobrag, lodvva Iaterdpov, Ntépa ITucd-
vi-Péiov, Keovotaviivog Zregpaviic, Erévn Todkova.

Tunpa Exnadevtikdv [poypappdrov

Nixn Yappdrn-Mneleoidrn, Mapia Aeotobvn-Tav-
vovidtov, Mapia Zapevomobrov, Mapia KapPouvvdkny,
Xapd Xattnvikordov.

Tuipa ITAnpogopucic

lpryévera Awovvorddov (topéac tekpnpiowong), Zom
Meta&udrov (topéac ovotnudtev), Mapia I'kika, Ma-
pla Opovfdra, Xprotog Kaopdtng, Xpboa Kovtdkn,
NikoAétra Mévtn.

Tuvjpa Exdéoewv — Atopydvoons ExBéoewv
Héxrpa I'ewpyovda, Anpvtpng Aapdoxkoc.

Tunpa Zvvtipnong ‘Epyov Téyvng

2répyros 2raorvémovlog, Baoting Apyvpdrog, Eiprivn
Blayodrjpov, Xpvoovra BovpPomotrov, EAévy Bpavo-
notAov, Xpiotiva [avwomnotviov, Erevbepia ['kobea,
Xdpng I'pappatikds, Mupted AeanPopprd, Anpitpne
Aobpac, Mapia-Aytida Zayapid, Orvpnia Ogogpavo-
novAov, AheEdvdpa Kartyd, 'ewpyia Kapidn, Naodu
Koxkardg, Zopia KoArdpov, Baoiikr; Koviapdkn,
Aéomowva Kotlapdvy, Kaivyd Mirdvov, Zwtipng

Mrewidprnc, Baoihikyy Nikoromotrov, Avactacia Olo- .

Alv, Khewd [Tandloyrov, Baoiine [aoyding, Anpooté-
vig [TipmAvic, Bipywia Popdvov, Nudraog Zpvpvdxng,
Prdpa Zredvov, Zogia Toovpvakn, Xogia Tooiov,
EXévn-Bepdvika @appakaridov, Evayyeiia Pokd, Ap-
yopd Xidaddkn, EAévn Wk,

Nopky Yrnpeoia
Mapia Beviéon, Ala Bovpyoutl, Muptd KaPBadia.

Aoyiotijpro

Anprizpng Apovyxag, Tlavayiding Bageiddnge, I'idp-
yog Bhaotdng, Xprjotog Bpaxds, Owpds Kewotodrag,
Iavayiding Mapvétoc.
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Teyviké Tuqpa
MaviAne Mndalidxng, Ztéhog Mapyapitng.

Ynodoyxr

Mapia Aapiyov, Xprotiva Aevéypy, Aparia Zayapd-
k1, ABnva ZafBdrn, Meinopévry Tpravtagiirov, Bi-
ktopia Todptoain.

Puvraktké [lpoowmxd

Anpnzpros Anunpiov, Zotipne APdards, Zradpog
Arnhaddg, Anpntpne lewpyardmoviog, Ipnydpng Iewp-
yémovhog, BaatAetog I'dvvng, Aptéuog Aaptyog, An-
pitens Anpaxémoviog, Xpriotog Anpntpakdmoviog,
Xtavpovia Anpnrpiov, Oebdwpog Anuntpémovrog, I-
wdvvne Zapndpag, Qweuds Zanavtidg, Anpdtpng
Ziwapndpag, Kovotravtivog Kaiing, Keovotavtivog
Kovptikdkng, Kevoravtivog KuAivg, Evdyyerog Kupt-
tong, [1étpog Kupitong, ®idmnmog Mayvijoaing, loya-
vouAdy Mapouvvtid, Iedpyrog Matpog, Hilag Mov-
oayéag, Kevotavtivo¢ Mneptoids, AréEne Mnovhid-
kNG, ledpyrog NtobPaing, Iavayidng [arnastadpov,
Avaotdotog Tlatovyéag, Anurjtpng Ildtpag, Baoiing
ITiomupiyxog, Evayyerog ITiotords, Avidviog TThd-
ykoc, HA{ag IToA{tng, Avtédviog Pdntng, lodvvng Pap-
pémovrog, Anuitpng ZaPPding, Koouds Zkagidac,
Kovotavtivog Zkaprig, [Tavayidng Zrepaviong, Oes-
@LAog Ztepdvov, Baoiietoc ZrpaPookotgne, Kovata-
viivog Zenkag, Aapavée TCexthidne, Adunpog Tod-
vng, ALéEavdpog Xipng, Anpritpne XpvotkdmovAog.

Kévrpo Exéyyou

Baoiing Kapapndros, Miyding BitdAng, Bayyéing
I'ddPac, Apng Aavidg, Kupidrog Kooptdng, Avidvng
Pdmeng, Adpmpog Xravpdnovrog.

KabBapiémra

Aéonowa Tlepfixn, Avbpéac Mmndkag, Nikorétta
Mviovd, Aviévne OF, ladvva ITavteAidov, AyyeAikn
[Tixpodnuntpn, I'ewpyia TTiotord, Mapia ZkovpAd.

[TwAntiplo

Aéomomva 'epovddvov, lodvva Avieviov, Baotucr Ba-
othomovrov, Kariémn Anpntpomobrov, Afjuntpa Zo-
ypdgov, Xprotiva Zaypdgov, loaBéra Curtis, EvayyeAila
Keypd, Negéin Korokvdd, Prdpa Kupiton, ['edpyog

Kovotavtivov, Mapia Mapwdxr, Mapia Mneptad, I'la-
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paokevl] Mreodpn, Pody) Evdov, Nikog I Tetpdmovioc.

Kviketo

Havayiding Xproropidéag, Aéonowva ['ewpyocomod-
Aov, Zmdpoc Apavddkng, Anurtpne Kugovidng, Te-
pdotpog Movoayéac, Zdpa Mmoip ['kepls, Baoiieiog
Otwkovopéag, Apyvpd Zopotov, I'edpyrog Tlodpleoov,
AnpAtpng payropiyaroc.
Znu.: Me mAdyloug yapaktipeg avagépovtat ot vmed-

Buvot tev tpMpdTov.

3, 2003

Xopateio

O @irot tov Movaoeiov Mrevdin

[Thateta Purikc Etapeiag (Korwvakiov) 15
106 74 Abrva

mAépavo: 210 7229958

tAeopotdtono: 210 7298183

e-mail: friendbm@hol.gr
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OAHI'IEX I'TA TH 2YNTAZEH KAI THN YITOBOAH MEAETON
>TO I'EPIOAIKO TOY MOYXZEIOY MITENAKH

1. IMdooa: perérec mpog drpooicvon pmopodv va
vroPAnBotv oy eAAnviky kabog kar oe pla and ug
vniGhotneg gvpémg dradedopéveg yAdooes. Xto téhog
kdBe dpbpov Ba vidpyet extevrc mepiAnyrn oty ayyAt-
K1 YAdooa yia ta eAAnvikd kefpeva, kat oty eEAANVIKY
yta ta Eevéyrwooa. Ot ovyypageic Ba vnoPdrovv tny
nepiAnyn ot yAdooa mov éyet ypaptel o dpbpo. T
petdgppaot g mepiAnyng avaiapPdvetr 1 ouvtaktiky
ETTPOTTY.

2. "Extaon kepévov — xpovikd 6po katdfeons: ta
vnoPaAidpeva kelpeva kaidv eivat va pnv Eemepvodv
ug 20 daktvAoypapnuéves oerides. Xpovikd Gplo yia
v katdfBeon tov ketpévov opiletar to téhog Avyol-
otov kdfe érovg. Ta wefpeva vmoPdrioviar otov v-
netBuvo ya ™ odviaén dpa Anurjtpn Aapdoko ot
SievBuvon tov Movoeiov: Kovpndpn 1, 10674 Abv-
va — mA.: +30-210-3671011, nAektpovikry dtedBuvor
damaskos@benaki.gr.

3. H otvtaén tov meprodikot Ba amevBivetar oe e-
Ewteptkols edtkols KpLtée, avdloya HE TO YVOOTIKO
avtke{pevo, ot onofot Oa Kkpivouv to meptexdpevo Twv
GpBpwv, K¢ TPOG TNV TPGTOTLTIHA KAL TNV EMOTHHOVIKY
toug Papdra. H obviaén éyet to dikaimpa va opilet
oe molov topo Ba ekdoboiv ta mpog dnpoosievon vro-
PANOévta dpbpa.

4. Odnylec ypagpric kat katdBeong kepévou: ta kefpe-
va napadidovial extvnepéva ot pla éypn kdbe oeridag
A4, pe kavoviké didouyo kat oe dokéta (mpdypappa
Word, MS-Dos %} Mac). Ot voonpetdoetg ypdgpovtat
010 TEAOG TOL KEWWEVOL KAl TUTIOUEVEG OF EEXOPLOTO
@BAAO xaptiob. O ovyypageic Ba dnidvouv oto téAog
TOL KEWEVOL TNV enayyeApaTky toug iddtnra Kkat tnyv
TAYLOPOULKY Kal TNV TUXGV NAEKTPOVIKT] Toug dtetBuva).
Ot goroypagieg mpéner va elvat npotdrumneg, va mpoo-
dropiletar n mpoédevon toug kar Ta mAYpY) otoryefa tov
anewkoviiépevov Bépatog pe daxtvloypagpnuévec Ae-
Cavieg o Eexwptotd xapt. Xto mePLOdKS TundvovTaL
aompbpavpes kat £yypmpes gatoypagpies. [a v kaid-
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TEPT) EKTOTIOOT TOV EYXPOUGY PoTOYpa@tdv embupnt
etvat 1) voPoirr| Stagaveldv. To potoypagiks vAKS &-
THOTPEPETAL OTOVG KATOKOUG TOV PETA TNV EKTOTIOCT] TOUL
TEPLOdIKOU.

5. Aépbwor dokupiwv: o ovyypagéag AapPdvet mpog
éAeyyo tumoypagikd dokijua, ta onola mapakaieital va
ta emotpéyel pe yév dopbdoec péoa oe drdotnua
déka nuepdv and v nuepopnvia maparafric tovs. e
nepimtwon mapérevong tov xpovikol opiov maparteitat
avtopdtwg and to dikaleopa dépbwong, extés av ov-
vipéyet ooPapdc Adyog, o omnolog TpémeL va KovoToLel-
tat eyypdeog otov vtedBuvo obvrabng tov meplodikov.
Ek tov votépev arrayéc oto kefpevo emPaptvouvy tov

ovyypagéaq.

6. Avdruma: kdBe ovyypagéag Stkatovtar évav tépo
oL TepLodikoyd kat 50 avdruna dwpedv.

200TNHA VTIOOT|UELDOOEWDV

1. I'evikég odnylec:
— av wpdkertal yia napandve and évav ovyypapéa, ta
ovépata yepitovrar pe kéupa. Ot Bifrioypagikéc ma-
panoutnés péoa oy {da voonpeinor ywpltovrat pe
dvo tereiar
— ot TitAoL TV povoypagidv 1 tov epLodikdv ypdgo-
vtal pe TAdyla ypappata
— ot tépot dev dnAdvovral pe tn ovvtopoypagia t.’
— ot ogAideg akorovBobv mdvta petd ) ypovoroyia
xopic v évdeln o. Ot apBuol tev oeridov maparti-
Beviar ouvtetpunpévor, .y, 123-34, 6yt Spog dtav eivat
Swprjprot, Ty 43-47-
— ot peAéteg, ot omofeg avagépovtal e TPONyOVBUEVY L-
moonpeioon, mapatiBeviat pe to Gvopa tov ouvyypagéa
kat oe TapévBeon: onp. ¥, . AeAnBopprdc (onp. 8) 34.
Avtég mov avagépovtal akptPag ot TponyoUpevy), Tia-
patifevtar pévo pe to 6.1, kat tovg aptBuoic tov oeAi-
Sov. Av oe pia vmoonueiwon avagépovial Teploodtepeg
and pia peréteg tov Grov ouyypagéa, tdte oe embpevn
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vroonpeioon napatiBetar pévo to eniBeto tov ovyypa-
(p£a KaL CUVTETPNHEVOG O TITAOG TNG HEAETNG OtV oTtola
TapanéuneTal ek véov, T.x. Xpvoootépov, Néa Exataia
(onp. 5) 243-54

— yla Ti¢ oLVTPNOELG TeV ovopdtwy tev apyalev EAAY-
VOV oLYYPAPE®V XPTOLUOTIOLOBVTAL Ol GLVIOUOYPAPIES
tov LS kat ya tovg Aativoug tov Latin Dictionary
(Lewis-Short)

— peta ug napevBéoeilg dev pmaivel képpar

— ot Aatvikol épot ypdgpovtal pe mAdyia ypdppara:

— ot eEAANVIKEG peAdrteg bov avapépetat o Témog £k-
doon 1} dteEaymyric ouvedpiov, avtde dev petagpdletat
aAAd mapapével wg éxet, .. ABrjva, London, kA

— otc Eevoyhwooeg HEALTEG O TTAOL TV EAATVIKAV
TEPLOBIKGY KAl TOV TIPAKTIKAOV ouvedplov ypdgovtat pe
AaTvikodg YapaKtipec’

— ot aptBpof tev voonpewdoenv toobetobvtal petd ta
onpeia otiéng.

2. Movoypagieg: mpénet va onpewdvetat oe apévie-
o1 o térog kat o xpévog €xdoong (o exddtnc dev ava-
@épetar), m.y. S. R. Canby, The Golden Age of Persian
Art 1501-1722 (London 1999) 38-45.

3. Apbpa amé neplodikd: ot cuvtopoypagies twv meEpL-
0dikdv akorovBolyv to obotmua tov American Journal
of Archaeology (95 [1991] 4-16) xan tov Byzantinische
Zeitschrift. O xpbvog €kdoone kat éxt o Tomog Tpénet va
onpewdvetar péoa oe mapevbéoeg. Metd and tov titho
Tov Teptodikoy dev pmatvel képpa. O tithog Tov dpbpov
napatifetal avdpeoa oe képpata, my. E. B. Harrison,

Eumolpos arrives in Eleusis, Hesperia 69 (2000) 267-91.

4. ZuAloywkd épya: napatiBetal mpdhra to dvopa tov
ovyypagéa kat o tithog tov dpbpov, oty cuvéxela To
6vopa tov empeAnty (dtav avagéperat) kat Tov GLA-
Aoyucob €pyou, Ty
— W. Hoepfner, Architektur und Stidtebau, oto: A.
H. Borbein (emp.), Das alte Griechenland (Miinchen
1995) 191-239.

— A. Kapakatadvn, Ot ewkéveg g lepric Movic Ztavpo-
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vikita, oto: Movit Sravpovicsira (ABiva 1974) 41-60.

S. Tlpaktikd ovvedpiwv: mapatibetar to évopa tov
ouyypagéa kat o tHthog TG avakoiveong, katdmy to
évopa tov ekdbtn-empenTy (drav avagépetar), to 0¢-
pa, o Ténog Kat xpévog dieEaymyrig tov ouvedpiov kat 1
nuepopnvia £kdoong TV TPAKTIKOV, T.Y.:

— N. Owovopidng, ‘Opog Popaiewv kat BovAiydpwv,
oto: Buaveivit Maxedovia 324-1430 u.X., Oeooatovi-
kn 29-31 Oxrwfpiov 1992 (Maxedovixii Byfliodiikn
82, Ocooarovikn 1995) 239-45

— H. von Hesberg, Das griechische Gymnasion im 2. Jh.
v. Chr., oto: M. Wérrle, P. Zanker (emy.), Stadtbild
und Biirgerbild im Hellenismus. Kolloquium Miinchen
24-26 Juni 1993 (Vestigia 47, Miinchen 1995) 13-27.

6. Katdroyol exBéoewv:
— eloaywylkd kelfpeva: mapatiBetar mpdra to dvopa tov
ovyypagéa, katdmy o TTAOG TOL KEPEvoy Kkat TG €k-
Beomg, kat oe mapévbeon o témog kat o ypévog dlop-
yavoons kat to dvopa tov ekdétn-empeAnty), my. H.
Maguire, Images of the Court, oto: H. C. Evans, W.
D. Wixom (emp.), The Glory of Byzantium (xatdhro-
yog éxBeong, Metropolitan Museum, New York 1997,
183-89"
— Mjppata: napatiBeral mpdta o tithog g ékbBeong, oe
Tapévleot o Témog Kat YPovog dLopyavmong Kat To Gvo-
pa tov ekSSTH-EMPeEANTH], Kat Katémy ot oeA{des Kkat o
aptBués tov Afjppatoc. To dvopa tov ovyypagéa pmai-
vel oto TéAog péoa ot napévleon, my. H. C. Evans, W.
D. Wixom (emp.), The Glory of Byzantium (xatdhoyoc
¢kBeomg, Metropolitan Museum, New York 1997) 94-
95 ap. 48 (J. C. Anderson).

7. AMjppata Ae€ikdv/eykokAonadetdy:

— napatifetat mpdra o tithog tov Agdikol pe mAdya
ypdppata, katémv péoa oe napévleon 1 nuepopnvia
£Kx0001|¢ ToL YWPIG Tov TéTo, 0 apBudc oeridag, evde-
XOREVERGS 0 aptOpds tov Afppatog, to évopa tov Afjp-
patog pe v évdelln A. Xto téhog, uéoa oe mapévle-
on avagépetal to Gvopa tov ovyypagéa, my. LIMC1
(1981) 782 ap. 86 A. Andromeda I (K. Schauenburg).
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GUIDELINE

JES FOR THE
OF ARTIC

LES FOR Tt

PRODUC”
HE BENAKI

['TON 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 language of
the article, and the Editorial Committee will be respon-
sible for its translation.

2. Length of texts — time limit for submission: submit-
ted articles should preferably not exceed 20 typed pages
in length. Texts should be submitted to the assistant edi-
tor, 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 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 regard-
ing 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 trans-
parencies would be appreciated. Photographic material
will be returned to its owner after the publication.

5. Correction of proofs: authors will be sent printed
proofs for review, which they are requested to return in
case of amendments within ten days of the date of receipt.
After that time the right of amendment will be automati-
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cally forfeited, unless there are exceptional reasons which
have been communicated 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 references
within the same footnote should be separated by a semi-
colon;
— titles 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 pub-
lication 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 immediately pre-
ceding 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
used, and for Latin authors those in Lewis and Short’s
Latin Dictionary;

MOYZEIO MITENAKH



XPONIKA

— 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 pub-
lication 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 punctua-
tion 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 Journal
of Archaeology 95 (1991) 4-16 and Byzantinische Zeitch-
rift. 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 tite 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 collec-
tive work, e.g.:

— W. Hoepfner, Architektur und Stidtebau, in: A. H.
Borbein (ed.), Das alte Griechenland (Miinchen 1995)
191-239;
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— A. Karakatsani, Ot eicéveg e Iepric Moviig Ztavpo-
vikita, in: Movii 2ravpovixira (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, ‘Opog Popaiov kat Boviydpov, in:
Byzantini Makedonia 324-1430 AD, Thessaloniki, 29-31
October 1992 (Makedoniki Bibliothiki 82, Thessaloniki
1995) 239-45;
— H. von Hesberg, Das griechische Gymnasion im 2. Jh
v. Chr., in: M. Worrle, 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 name of the editor, the title of the
article and the exhibition, with in parentheses the place
and year, e.g.: H. Maguire, Images of the Court, in: H.
C. Evans, W. D. Wixom (eds), The Glory of Byzantium
(exhibition catalogue, Metropolitan Museum, New York
1997) 183-89;

— catalogue entries: First the name of the editor and the
title of the exhibition, with in parentheses the place and
the year, 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. H. C. Evans, W. D. Wixom (eds), e
Glory of Byzantium (exhibition catalogue, Metropolitan
Museum, New York 1997) 94-95 no. 48 (J. C. Ander-

son).

7. Dictionary/encyclopaedia entries:
— the tte 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. LIMC1 (1981) 782 no. 86 s.v.
Andromeda I (K. Schauenburg).
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