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AMANDA-ALICE MARAVELIA

The Egyptian Golden Ring with Lapis Lazuli Inscribed Scarab
at the Benaki Museum. Was it the Property of a Libyan Pharaoh
of Dynasty XXII?

RINGS ARE normally circular bands used to decorate ears,
toes, noses, or, most often, fingers. A finger-ring has tra-
ditionally been worn for various reasons. It may have a
symbolic meaning' (as a wedding or a consecration ring);
it may identify the wearer or indicate rank or author-
ity (as a signet-ring); it may be thought to have magic
powers (as an amuletic ring); or it may be worn merely
as an ornament. In ancient Egypt signet-rings” bearing
carved scarabs’ (beetles) or engraved hieroglyphs devel-
oped from seals carried on cords and were particularly
common.” The small size of the rings (and of the scarabs)
meant that they could ‘travel” and ‘be travelled’, as is evi-
dent from the great number of Egyptian rings uncovered
around the Mediterranean, in Crete, Cyprus, Pheenicia,
Scythia, Sardinia, Meroe, and elsewhere.’

The Benaki Museum premises house a small Egyp-
tian collection® with several interesting objects, includ-
ing a faience group’ which contains finds dating from
the Pharaonic period itself. One of the unique non-fai-
ence Egyptian objects at the Museum is a charming
small ring bearing a scarab (figs 1 a-c), which is exam-
ined in detail in this paper:

Category: Finger-ring with revolving scarab mounted as
swivel in funda (inv. no. B 7335).

Typology (Ring / Scarab): Type II [Keel 1995 (n. 4) 106-
09] / Type HC.11(13.-26.) [?]-EP.27(15.-27.)-SIDE
27(13.-26.) [Rowe 1936 (n. 4) cited in Keel 1995 (n. 4)
42, 45, 53 (respectively)].

Date: TIP, Dynasty XXII, belonging to Sheshong I or II

or to somebody of their retinue.

4, 2004

Provenance: Egypt (unspecified details).
Acquisition: Donation by Lucas Benaki (April 1969).
Materials: Gold and lapis lazuli.

Weight: 3.4 gr.

Colour: Golden metal annulus and lapis blue scarab.
= 1.40 cm, L_ . =090cm, AV

scarab

Dimensions: H___
0.30 cm; D”ng_ e = 2.20 cm.,

Preservation: Quite satisfactory. Hieroglyphic inscrip-
tion in a rather moderate preservation.

Similar Objects: MFA 51.59; BM EA 14345 & 57698;
Museo Egizio (Firenze), 2790 & 2791; Castellani Col-
lection 335; Newberry (n. 4) 93 & fig. 109; Matouk
(n. 4) 128-31, 197-98 & figs 754, 756-58, 770, 772-73;
Cagliari 21912; Carthage Museum [1190].

Technique: Incision (scarab); hammering (ring).

The object studied is a golden (signet-)ring with a lapis
lazuli scarab, which is enclosed in a golden funda (in or-
der to protect its edges from possible injuries), and which
in turn is mounted as swivel on the (relatively thin) ring
by means of perforation threaded with a separate gold-
en wire, the ends of which are tightly wound round the
hoop. This type of mounting appears first during Dy-
nasty XIII* and continues to be used during the SIP, NK
and into the TIP? The hoop of the ring, whose dimen-
sions fit a man’s rather than a woman’s fingers, is slightly
distorted (figs 1 a-c). The funda (or bezel) that holds
the scarab in place has the shape of a small cartouche'
and is made of two oval frames, tightly attached one on
the other (fig. 1¢). The thinner golden perforation wire
passes through the scarab (following the longitudinal

-
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Fig. 1 a, b, c. (a) The scarab on the ring B 7335, (b) the
inscription on the sphragistic surface of the scarab on the
same ring, (c) the same ring in profile (photos: K. Manolis).

Fig. 2 a, b, c. (a) Linear drawing of the inscription on the
scarab of the ring B 7335, (b) idealized drawing of the
inscription on the scarab by the author, (c) linear drawing
of the inscription on the scarab of the similar ring MFA
51.59 (after: E. L. B. Terrace, Ancient Egyptian Jewellery
in the Horace L. Mayer Collection, AJ4 67/3 [1963] pl. 58
figs 18-19) (drawings: author and K. Mavragani).

axis) by means of two holes/openings at both ends of the
scarab, which are perimetrically covered by two small cir-
cular annulets, thus giving it a neater appearance. The
scarab carries an incised short hieroglyphic inscription
on the sphragistic surface (lower side), while on the up-
per side the solar creature is depicted in detail, showing
clearly all its anatomical details: head, eyes, plates, ver-
tex, clypeus, forelegs, prothorax, elytra and suture (denot-

10

ed by shallow incisions), the middle and hind legs."

It has been argued that the §n-ring is related to the
eternity god, whose notched palm-branch sign (symbol-
ising «years») forms the base;' in this aspect the scarab,
engraved and «protected» by the oval funda, is related
not only to eternity and royal protection, but also to the
idea of resurrection and eternal life. Hence, a scarab-ring
would be the perfect bearer of this particular symbol-
ism. This gives us a first hint as to the ring’s possible
owner, whose identity will be founded on the study of
its hieroglyphic inscription. In fact this object is not a
signet-ring” [anc. Eg.: htm, db“(w)t; Copt.: TEEE,
TwE]| per se, but rather a bezel-ring of amuletic charac-
ter, bearing a New Year’s inscription for prosperity. This
object clearly evokes a double protection for the bearer:
the oval cartouche, protectively enclosing a king’s name;
and the solar regeneration symbolism, relevant also to
the beginning of a happy New Year." The inscription
on the sphragistic surface of the scarab apparently goes
like this: Mwtwp rapt nfr $353<nk> = (May) Mt open
a happy New Year” (for the Pharaoh) Shesho<ng>!]. At
this point, we have to consider two questions: (i) is this
the actual inscription or not, as the partially damaged
surface of the back of the scarab renders the reading of
the last line somewhat problematic; (ii) if this is the ac-
tual inscription, then do we have any clues as to which
of the most important pharaohs of Dynasty XXII with
this name'® it refers?

Let us examine first of all what is certain about the
inscription. It is typical of a New Year’s object, begin-
ning with an evocation to Mut,” the goddess of Thebes,
consort of Amun and mother of Khonsi, to offer a hap-
py New Year to the person whose name is in question.
Let us call this name N. It seems very probable that the
reading of the two identical hieroglyphic signs in the
lower row is as shown above: §3-§3. However, suppos-
ing that this is not the case, what alternative readings of
these signs (if any) do we have? A hypothetical render-
ing could well be: Mwt wp rapt nfr $3< > {83} [= May
(Mut) open a happy New Year’s beginning]. If so, the word

3¢ (= beginning)'® would present a rather peculiar ortho-
graphy, which implies that the scribe has made two mis-
takes simultaneously —even without taking the anoma-
lous syntax into account— by writing it erroneously and
by repeating a similar sign §3 after the first.” This seems
a quite impossible speculation and accordingly should be

MOYZEIO MITENAKH
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rejected. Furthermore, we cannot consider N as being ei-
ther the word $3 (= ordain, predestine)*® twice repeated, or
the word $3(s) (= travel)* twice repeated, since the con-
text of the New Year’s wish would not justify something
like this. Nor can we consider the two signs as being a
repetition of the group hm-k3 (= k3-priest),”* no matter
how much they resemble this sign, since the meaning
would again not fit the context [namely: Mut, happy
New Years Day; (to the) k3-priest, k3-priest]. Similarly, we
must exclude the possibility that the word is a person’s
(commoner’s) name, since no similar entry is found in
Ranke’s work.? Finally, any cryptographic* context in
this particular inscription must also be excluded. Thus,
it seems that the only possible rendering of the inscrip-
tion is indeed that given in the previous paragraph.

It is almost certain that N = §353, and highly prob-
able that N = $383<nk>, referring to the royal name
Sheshong. Now we have to discuss to which of the three
pharaohs with the same prenomen® it belongs. In certain
instances the name of Sheshongq II is written simply as
§333, without the final two hieroglyphic signs, using this
‘minimal’ orthography.** However, there are some scarabs
of Sheshongq I where the name of the king is also written
merely as $353, omitting the final two signs.”” As for Shes-

NOTES

*May I thank Prof. Dr Angelos Delivorrias, director of
the Benaki Museum, together with the Museum staff, for
permitting and encouraging the study and publication of
this ring, as well as of the faience collection. Warm thanks
for various pieces of information and some bibliographical
references are also due to: Dr D. Sweeney (Tel Aviv Univer-
sity), Dr B. Brandl (Israel Antiquities Authority, Jerusalem),
Dr N. Guilbou (Université Montpellier I1T); Mr Ch. Naun-
ton, M. Phil. (The Egypt Exploration Society, London);
Prof. Dr E. Cruz-Uribe (Department of History, Northern
Arizona University).

1. See J. Chevalier — A. Gheerbrant, Dictionary of Symbols
(UK 1996 805ff; G. F. Kunz, Rings for the Finger (New
York-Philadelphia 1978%).

2. For the symbolism of rings (evoking endless cycles of
eternity) in the ancient Egyptian context, see M. Lurker,
The Gods and Symbols of Ancient Egypt: An Illustrated Dictio-
nary (London 1986°) 101; R. H. Wilkinson, Reading Egyp-
tian Art: A Hieroglyphic Guide to Ancient Egyptian Painting

4, 2004

honq I1I, the known concomitant scarabs, to the best of
our knowledge, show his full name.” Thus the ring ap-
pears to name either Sheshonq I or Sheshong II, though
which of them cannot be decided with absolute certainty.
Last but not least, stylistic reasons” imply that it is prob-
ably a ring of the Libyan Dynasty. The scarab and its
basic anatomical lines are rendered in a particular man-
ner which is reminiscent of the T1IP style (cf. also a simi-
lar ring: MFA 51.59, already referred to).”* Additionally,
comparison of the scarab with another, also made of lapis
lazuli but this time set on a golden bracelet of Sheshong
IT which imitates a swivel finger-ring,” corroborates this
evidence. The ring examined here, bearing a royal name,
is made of gold and has a finely worked inscribed scarab;
however, it is not particularly opulent and it is not made
of massive solid gold. It may perhaps have belonged to ei-
ther Sheshong I or Sheshongq 11, but it seems safer to sur-
mise that it was probably given by the king as a reward to
one of his officers or priests. Table 1 shows some interest-
ing parallels to this finger-ring.*

Dr Amanda-Alice Maravelia
Egyptologist/Archaeoastronomer
e-mail: a_maravelia@hotmail.com

and Sculpure (London 1992) 192-93 (cf. also [op. ciz.] 194-
95). On ancient Egyptian jewellery in general, sece C. An-
drews, Ancient Egyptian Jewellery (London 1990): for finger-
rings, cf. 163-69; id., in: H. Tait (ed.), Seven Thousand Years
of Jewellery (London 1986) 33-36, 42-47; C. Aldred, Jewels
of the Pharaobs (London 1971); A. Wilkinson, Ancient Egyp-
tian Jewellery (London 1971); M. Vilimkova et al., Egyptian
Jewellery (London 1969).

3. For the symbolism of scarabs (scarabeus sacer L.), see
LAV (1984) 967-81 s.v. Skarabius; ]. Ward, The Sacred Bee-
tle: A Popular Treatise on Egyprian Scarabs in Art and History
(London 1902); C. Andrews, Amulets of Ancient Egypr (Lon-
don 1994) 50-59; for their funerary use, see M. Malaise, Les
Scarabées de cour dans /'Egypte ancienne (Bruxelles 1978);
A.-A. Maravelia, H payeia orny apxaia Aiyvnro: Merapr-
o1k mepnrovoia ing xdpag rwv dedv (Athens 2003) 72-

74.

4. See, for instance, P. A. Newberry, Egyptian Antiquities:
Scarabs. An Introduction to the Study of Egyptian Seals and
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Signet Rings (London 1906) G2ff. For scarabs, see also W. M.
E. Petrie, Scarabs and Cylinders with Names, [llustrated by the
Egyptian Collection in University College I-111 (London 1917);
id., Buttons and Design Scarabs (London 1925); id., Amulets
(Warminster 1972?) 23-24 pls VII-IX; id., Historical Scarabs:
A Series of Drawings from the Principal Collections (New York
1974%); C. Blankenberg-van Delden, The Large Commemora-
tive Scarabs of Amenhotep I1I (Leiden 1969); B. Jaeger, Essai
de classification et datation des scarabées Menkheperre (Fri-
bourg 1982); id., Les scarabées a noms royaux du Museo Civico
Archeologico de Bologna (Bologna 1993); F. S. Matouk, Cor-
pus du Scarabée égyptien: I. Les scarabées royaux; II. Analyse
thématique (Beyrouth 1971-1977); A. Rowe, A Catalogue of
Egyptian Scarabs, Scaraboids, Seals and Amulets in the Pales-
tine Archaeological Museum (Cairo 1936); H. R. Hall, Caza-
logue of Egyptian Scarabs, & c., in the British Museum: I. Scar-
abs (London 1913); id., Scarabs (London 1929); E. Hornung
— E. Stahlin, Skarabien und andere Siegelamulette aus Basler
Sammlungen (Mainz 1976); W. A. Ward — O. Tufnell, Srud-
ies on Scarab Seals I-11 (UK 1978-1984); G. T. Martin, Scar-
abs, Cylinders and Other Ancient Egyptian Seals (Warminster
1985); for scarabs and rings with scarabs, see also O. Keel,
Corpus der Stempelsiegel — Amulette aus Paliistinallsrael: Von
den Anfiingen bis zur Perserzeit. Einleitung (Freiburg-Got-
tingen 1995); id., Corpus der Stempelsiegel — Amulette aus
Paliistina/Israel: Von den Anfingen bis zur Perserzeit. Kata-
log Band I: Von Tell Abu Farag bis Atlit (Freiburg-Gottingen
1997).

5. See, for instance, F. H. Marshall, Catalogue of the Fin-
ger Rings, Greek, Etruscan, and Roman in the Departments
of Anti-quities, British Museum (London 1907'; 1968%); E.
D. Reeder, Scythian Gold (New York 1999); K.-H. Priese,
The Gold of Meroe (Mainz 1993); D. Sweeney, A Lion-Hunt
Scarab and Other Egyptian Objects from the Late Bronze
Fortress at Jaffa, 7Te/ Aviv 30 (2003) 54-65; A. Karetsou
(ed.): Krete—Aigyptos: Cultural Links through Three Mil-
lennia: Catalogue (Herakleion 2000) 304 ff; N. C. Stam-
polidis (ed.), Sea Routes ... From Sidon to Huelva: Inter-
connections in the Mediterranean, 16th-6th c. B.C. (Athens
2003) 578-85.

6. See, for instance, A.-A. Maravelia, Two Faience Shabtis
from the Egyptian Collection at the Benaki Museum,
Mouseio Benak: 2 (2002) 19-24 n. 1-4.

7.See n. 6 and A.-A. Maravelia, Ancient Egyptian In-
scribed Faience Objects from the Benaki Museum in Ath-
ens, 1, JNES61/2 (2002) 81-109.

8. See Newberry (n. 4) 93.

9. See for example a similar ring of Sheshonq II1 (MFA #
51.59) in: E. L. B. Terrace, Ancient Egyptian Jewellery in
the Horace L. Mayer Collection, AJ/4 67 (1963) 274 pl. 58:
figs 18-19.

10. On the (solar/cosmic and protective/encircling) sym-
bolism of royal cartouches, see Wilkinson (n. 2) 194-95 and
Lurker (n. 2) 38-39; EG, 74.

11. For a detailed entomological description of the insect,

12

cf. Keel, Corpus 1995 (n. 4) 20fF.
12. See Wilkinson (n. 2) 193.

13. See, for instance, Wh. 111, 350 ff & Wb. V, 566; CD,
199, 322.

14. Among the inscribed faience objects at the Benaki
Museum is a New Year’s jar, already published by the au-
thor (see Maravelia [n. 7] 87-88 figs 2 a-c), bearing an in-
scription mentioning Amun and the New Year’s festival. On
the importance of New Year’s Day to the ancient Egyptian
mind, cf. also the reference to the New Year and the helia-
cal rising of Sirius/Sothis in the context of ancient Egyptian
Love Poems (see e.g. A.-A. Maravelia, ptri.st mi Spdt hy
m-h3t rnpt nfrt: Astronomical and Cosmovisional Elements
in the Corpus of Ancient Egyptian Love Poems, Lingua Ae-
gyptia 11 [2003] 79-112; pChester Bearty I, v, Cl, 1-2). For
the expression rnpt nfr, in opposition to rnpt g3b (cf. pAn-
astasi IV), see P. Germond, Les invocations & la bonne année
au temple d’Edfou (= Aegyptiaca Helvetica 11, Genéve 1986)
79-80.

15. On some faience rings with New Year’s Day wishes,
dating from the LP, see B. Latellier, Un souhait de bonne an-
née en faveur d’une reine kouchite, RZE 29 (1977) 43-52 pl.
1; L. T6rok, Meroe City: An Ancient African Capital (London
1997) 239-40: Inscr. 56a-56d; fig. 122: Inscr. 56a-56d.

16. Of the Libyan Dynasty XXII, we know three impor-
tant Pharaohs with this #nomen: Sheshonq I [945-924 BCE]
= (Hd hpr R, Stp n R%) ($333nk, Mry Imn); Sheshonq II [c.
890?-883 BCE] = (Hk3 hpr R, Stp n R°) ($383<nk>, Mry
Imn); Sheshonq III [835-783 BCE] = (Wsr M3t R, Stpn
RY) (S353nk, Mry ITmn). On this, see A.-A. Maravelia, Xpo-
voroytké pvnuévio g apyaiag atyvntiakic totoplag Kat
TV papaevikev duvaoteldv / H nepintoon tov praptvi-
avot oPeriokov, [Tapvaoadg 45 (2003) 201-36, esp. 216.
For a derailed history of the TIP and the «Sheshonqide»
kings, see K. A. Kitchen, The Third Intermediate Period in
Egypt (1100-650 BC) (Warminster 1986?) 287-359, 575-76.
We discard the possibility that the ring under study may
date from a slightly later era, e.g. that of Sheshonq V [773-
735 BCE] = GhhprRC) ($353nk). According to Kitchen ([op.
cit] 88), there is some doubt on the existence of Sheshonq
IV [c. 783-777 BCE] = (Wsr M3% RS, Mry Tmn) ($383nk); ad-
ditionally ([0p. cit.] 354-55 n. 639), supposed scarabs of Shes-
honq V from Palestine are probably not explicitly his.

17. For Mit, see Lurker (n. 2) 82-83; H. te Velde, To-
wards a Minimal Definition of the Goddess Mut, JEOL 8/
26 (1979-1980) 3-9. In other objects different deities are in-
voked, e.g. in the Benaki Museum New Year’s jar (B18.258),
for which see Maravelia (n. 7) 87-88, figs 2a-c, where Amun
is named. Returning to Miit, we must add that her name is
met in some scarabs: see, for instance, Petrie, Buttons (n. 4)
12, 21, 23, 28, pls. IX: # 318, XII: # 700, X1II: # 796, 798,
XV: #1046, 1046".

18. See Wh. 1V, 4006ff; CD, 261.

19. The basic archetype for this very ancient sign (already
met in the P7) is M8 (see EG, 480); in the context of this
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ring it is rather M8] (less possibly M8H or M8L); cf. N. Gri-
mal — J. Hallof — D. van der Plas et al. (eds), Hieroglyphica:
Sign List (Utrecht-Paris 2000) 1 M-1.

20. Cf. Wh. 1V, 402; CD, 260.
21. Cf. Wh. 1V, 412; CD, 260.

22.Cf. Wb. 111, 90; CD, 169. Further similarly written
words exist, but their meaning does not fit the context (cf.
e.g. CD, 2061: 353t = necklace; CT'1V, § 384a: §3s = escape;
CTVII, § 397u: §353 = a snake species; & c.). See also Wh.
1V, 413-14.

23. See H. Ranke, Die dgyptischen Personennamen 1-111
(Hamburg 1932-1977). There is only a simple form $3, with
sign An (M2) as taxogram, dating from the NK (cf. [0p. ciz]
I, 12).

24. For some cryptographic inscriptions, see F. Crevatin,
Minor Egyptian Inscriptions (mainly Cryptographic), GM
195 (2003) 17-19.

25. See n. 16, supra. This name corresponds to the Hel-
lenic na-mes Zéowyxig/Zecdyxworg of Manethon.

26. Cf. J. von Beckerath, Handbuch der Agyptischen Konig-
snamen (Miinchen 1984) 186; S. Quirke, Who were the Phar-
aohs: A History of their Names with a List of Cartouches (Lon-
don 1990) 68; Maravelia (n. 16) 215-17. See also Petrie, Scar-
abs (n. 4) If. pl. L: 22.5.

27. See Matouk (n. 4) 128-29, 197, # 754, 756-58. There
is another scarab, bearing a New Year’s wish for Kara'ma (K3-
R-m¢), the wife of Sheshonq II, where the name of the he-
reditary prince Sheshongq is fully written (see [0p. ciz.] 131,
198: # 770; Newberry [n. 4] pl. XL,8]): wp Pthrapt nfr n
(DHry)-pit} S$383nk, m3-hrw mwt K3-R-m¢ [= (May)
Ptah open a happy year for (the) hereditary Prince Sheshong,

Justified <by his> mother Karama']. See, finally, M.-A. Bon-
héme, Les noms royaux dans Z’Egypte de la Troisieme Période
Intermédiaire (Le Caire 1987) 124; 7d., Les Chechonquides:
Qui, combien?, BSFE 134 (1995) 53-54.

28. See Terrace (n. 9) 274 pl. 58: figs 19-20; Matouk (n.
4) 131, 198 # 772-73. Cf. also Petrie, Scarabs (n. 4) passim
pl. L: 22.7. See, however, Bonhéme (n. 27) 124 (for a few
instances of the ‘minimal’ orthography, though not on scar-
abs). The same holds for Sheshonq V (0p. ciz. 139) and Shes-
hong VI, whose existence is dubious (see Kitchen [n. 16] 87,
88).

29. On the dating and stylistic criteria for scarabs and
rings, see Ward — Tufnell I (n. 4) 20-35; Keel, Corpus 1995
(n. 4) 39-61, 106-09.

30. See Terrace (n. 9) 274, pl. 58: tigs 18-20. The inscrip-
tion on thar ring goes like this: Mry-Imn, $353nk, z3 Bistt;
Imn-R wp rnpt nfr [= (The) beloved of Amiin, Sheshong,
(the) son of Bastet; (may) Amin—Ré " open a happy year (ro the
king)].

31. For this exquisite piece from the Egyptian Museum in
Cairo (JE 72189), see Andrews, Ancient Egyptian Jewellery (n.
2) 148 fig. 130.

32. For more parallels, see Reeder (n. 5) 171 # 60; 217 #
98; Hall, Scarabs (n. 4) 2 and # 2-3, pls II # 2-3, pl. III: #
2936, 4917; Stampolidis (n. 5) 584 and # 1190, for the ring
from the National Carthage Museum with no inventory
number (together with additional relevant bibliography); the
CD-Rom by D. van der Plas (ed.), Egyptian Treasures in Eu-
rope. I: 1.000 Highlights (Utrecht 1999), for the rings 2790
and 2791 of the Archaeological Museum in Florence; Mar-
shall (n. 5) xxxviii (for two bezel-rings with scarabs, namely

1004 & 1007), 60 (for ring 335 of the Castellani Collection).
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Red-figured vases at the Benaki Museum:
reassembling fragmenta disjecta

THE BENAKI MUSEUM houses a collection of Attic red-
figured fragments which were donated in 1986, 1991
and 1995 by Peggy Zoumboulaki in memory of her hus-
band, Tassos. Detailed study in the course of preparation
of the Museum catalogue eventually led to the realization
that several fragments belonging to a loutrophoros and
a hydria join with others, now in the Staatliche Antik-
ensammlungen, Munich and in the National Archaeco-
logical Museum, Athens, respectively.! Both these vases
can be attributed and appended to Beazley’s lists of 5th
century B.C. vase-painters and both display interesting
features of iconography which form the subject of the
discussion in the following pages.

Fragments at the Museum of a foot, handles and ap-
proximately half of the neck (figs 1, 2) belong with the
truncated body of a loutrophoros-hydria in Munich,
which was recently published as a work by the Naples
Painter’ (figs 3, 4). The fragments consist of the upper
part of the neck with its mouth including the spring of
the vertical handle, both side handles and the stepped
foot including part of the lower body of the vase.” Two
bands, of zig-zag and of wavy lines, encircle the under-
side of the mouth,* the latter recalling the clay snakes
found on earlier specimens. On the neck, below a zone
of maeanders alternating with saltires, are depicted
three women holding, respectively, an alabastron, a
container (probably a kalathos, though it is restored as
an alabastron)® and a sash. The lower part of the body
bears rays. The scene on the body is bordered on top
by an egg-and-dart band above which is a partially pre-
served tongue-band and, below, by a band of maeanders
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In memory of Semni Karouzou

alternating with saltires, identical to that on the neck.
The continuous register of the body depicts a wed-
ding scene with nine figures in all® (figs 5, 6). Side
A is the focal point with the depiction of the bridal
couple in the emblematic scheme of cheir epi karpo,
with the groom clasping the bride’s wrist while both
gaze solemnly at each other. The couple is elaborately
dressed, the groom wearing a myrtle wreath and a
long himation which leaves one shoulder bare and the
bride a belted chiton with an overfold and edged at the
neck with two rows of dots within double lines, a veil
on her head and jewellery consisting of a leafed hair-
diadem, round earrings and a necklace. The couple is
flanked by the two key figures of wedding imagery, the
nympheutria and the torch-bearer. The former is the
bride’s primary attendant, a supportive figure usually
represented in the act of adjusting the bride’s veil and
touching her reassuringly on the elbow, while the lat-
ter, a woman holding a torch in each hand, is usually
identified as the groom’s mother: the newly married
couple resided in the groom’s parental home and his
mother had a prominent role in welcoming the young
daughter-in-law and integrating her into the family.
Both these attendants wear peploi, and the torch-bearer
is additionally adorned with a necklace. The rest of the
vase is decorated with the paired figures of a woman
proffering a kalathos to a youth and another holding
out a sash to a female enveloped in her mantle. These
are stock figures, commonly used to fill the secondary
areas of the vase and comparable to those on the neck.
All are carrying accoutrements linking them with the
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Fig. 2. Profile drawing of neck, handles and foot of
outrophoros-hydria. Athens, Benaki Museum, inv. no.

35421, scale 1:3 (drawings: K. Mavragani).
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Fig. 3. Body of loutrophoros-hydria. Munich, Staatliche
Antikensammlungen, inv. no. NI9493 (courtesy Staatliche
Antikensammlungen Munich).

wedding: the alabastron, a scent-container, alludes to
the bride’s bathing and adornment, the wool kalathos is
a visual reference to the beautiful maiden and industri-
ous wife, and the scarf suggests a festive ambiance.’

Of particular interest is the young beardless male wear-
ing a himation and leaning on his staff in the standard-
ized pose of the Athenian citizen. This figure occurs on
occasion in the nuptial repertoire of the Naples Painter
and his circle, and is located at the edge of the main reg-
ister of nuptial lebetes, looking on at the bridal prepara-
tions.® He also appears on hydriae with generic gynaikeia
themes which recall the imagery of bridal adornment and
display the same compositional scheme.” A nuptial lebes
in the manner of the Naples Painter is illuminating in of-
fering clues as to the meaning of this male. On the front
side are depicted two vignettes, one featuring the pairing
of an attendant bringing a casket with a woman who is
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Fig. 4. Profile drawing of body of loutrophoros-hydria.
Munich, Staatliche Antikensammlungen, inv. no. NI19493,
scale 1:3 (drawing: F. S. Knauf3).

seated in the typical posture of the primping bride; the
second depicts a seated woman holding a baby boy on
her lap and a man leaning on his staff, presumably her
husband. If we read the image as centred on the dual
motif of the seated woman, we may view the female as the
same person, repeated to show her in different phases of
her life. This unusual scene may be seen as an example of
a continuous narrative depicting the two most important
stages of a wedding: the adornment of the bride, which
marks the onset of the ceremony, and the consummation
of the marriage, suggested by the portrayal of the same
woman mothering her son in his father’s house."” The
transformation of the maiden into a wife and mother of a
legitimate male heir to perpetuate her kyrios” oikos under-
lies the Athenian nuptial ceremony and is the core value
of the institution of marriage, which was strengthened
by Pericles’ citizenship law of 451 B.C." The cardinal
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Fig. 5. Reassembled loutrophoros-hydria. Athens, Benaki Museum, inv. no. 35421
and Munich, Staatliche Antikensammlungen, inv. no. N19493 (photos: R. Kiihling).
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Red-figured vases at the Benaki Museum: reassembling fragmenta disjecta

Fig. 5. Reassembled loutrophoros-hydria. Athens, Benaki Museum, inv. no. 35421
and Munich, Staatliche Antikensammlungen, inv. no. N19493 (photos: R. Kiihling).
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importance of marriage in Athenian society may explain
the increased popularity of wedding images in the 5th
century B.C. Furthermore, the cultural idea of the trans-
formation of the parthenos was central to Athenian ritual,
and is celebrated by artists accordingly.” The inclusion of
the male figure on the front side of nuptial lebetes from
this workshop falls outside the regular pattern which fa-
vours scenes of adornment within a closed female circle.
In the case of our loutrophoros, the young Athenian citi-
zen as a prospective groom is bound to occupy the back
of the vase, since he has already been depicted as a groom
leading his bride on the front. A similar arrangement of
a groom occupying the back of a loutrophoros, the front
side of which depicts a seated bride with her attendants,
also appears on a specimen at the Benaki Museum (figs 7,
8)." It is a fragmentary loutrophoros-hydria attributable
to the Naples Painter, of roughly the same size, date and
excellence of draftsmanship as the Benaki-Munich vase.”*
On the front side the bride, seated in the centre, receives
a peplophoros carrying a tray of fruits (figs, pomegranate,
bunch of grapes) and two caskets, while another woman
behind her bears an exaleiptron, an oil or perfume vessel.

20

Fig. 6. Details of reassembled loutrophoros-hydria. Athens,
Benaki Museum, inv. no. 35421 and Munich, Staatliche
Antikensammlungen, inv. no. N19493
(photos: R. Kiihling).
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Fig. 7. Loutrophoros-hydria. Athens, Benaki Museum,
inv. no. 35495 (photos: K. Manolis).
Fig. 8. Profile drawing of loutrophoros-hydria. Athens,
Benaki Museum, inv. no. 35495, scale 1:3
(drawing: K. Mavragani).
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The location is identified as the nuptial #halamos by a
half-opened door leading to an elaborate bed which occu-
pies the area below one of the side handles."” On the back,
but directed towards the bride, comes a winged woman
with torches, a kind of benevolent, spiritual bridesmaid, '
followed by the groom. All attention is focussed on the
bride, the scent-container referring visually to her nuptial
bath, the seeded fruit to her fertility and the caskets to her
treasured possessions, among them the jewellery which
customarily adorns the ideal maidens of Attic imagery.”
A young man can be identified with certainty as a pro-
spective groom when he appears in a context indicated as
nuptial by bridal preparations. Groom-like figures occur
in a wide range of domestic scenes and it is possible that
they have the same semantic value as here, although it
is not easy to establish that an image involving such a
youth is nuptial when the painter employs too generic a
scheme.'®

Let us now turn to the painter. The characteristic ren-
dering of the hooked line denoting the nostril is typical
of the Naples Painter, and types of figures such as the
nympheutria, the alabastron-bearer and the leaning youth
of our vase have close parallels in this craftsman’s surviv-
ing works, thus confirming the attribution.”

The Naples Painter (dated 440-420 B.C.) belongs
to the second generation of a group of early classical
and classical vase-painters® whose main speciality is
the decoration of column craters for the export market,
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Fig. 9. Loutrophoros-amphora. Kunstsammlung
der Universitit Erlangen, inv. no. 1301 (courtesy
Antikensammlung der Friedrich-Alexander-Universitit
Erlangen-Niirnberg).

with a sub-speciality in nuptial ware.’ In terms of style
of drawing, he is related to the Polygnotans.” Although
the lack of surviving comparanda makes relative chronol-
ogy tentative, in terms of vase form the piriform shape
of our loutrophoros suggests a date early in his career,
ca. 440-435 B.C. A later stage is represented by a group
of loutrophoroi “near” the Naples Painter in Munich,
Karlsruhe and Erlangen (fig. 9), dated by their more
elongated proportions, lower foot and larger, spreading
mouth to 430-420 B.C.;® a still later vase, in Athens,
may be dated ca. 420 B.C. (fig. 10). The Benaki-Mu-
nich Joutrophoros represents a somewhat later stage than
that by the Sabouroff Painter in Copenhagen (relatively
dated ca. 450 B.C.)* and a slightly earlier one than the
specimens by the Washing Painter,” with whom the Na-
ples Painter is associated at several different levels.

John Beazley attributed nine loutrophoroi to the
Naples Painter,” of which five are listed as dedications
to the nuptial shrine of the Nymphe, south of the
Acropolis.”® Unfortunately these are all in a fragmentary
state, which makes the almost complete Benaki-Mu-
nich vase a welcome addition to the painter’s oeuvre.
Only one other well-preserved wedding loutrophoros
exists by him, which is of the amphora type (fig. 11).”
Smaller and inferior in quality of drawing, it bears a
cheir epi karpo scene of the same pattern as ours on side
A, bur differs in the inclusion of a torch-bearer on side
B and a Nike below each handle. Despite his limited
production of nuptial ware, the Naples Painter is the
most innovative of the column-crater painters and he
introduces novel themes into the somewhat standard-
ised nuptial repertoire of the period. In this respect, his
scenes resemble those by the Washing Painter, whose
work epitomises the pronounced interest in the female
realm and nuptials which is characteristic of the last
forty years of the 5th century B.C.* It should also be
noted that, in addition to introducing novelties into
wedding iconography, both these painters paid more
attention to their nuptial vases aimed at the home
market than to their other mass-produced vase-shapes
produced for export.

A few words should be said here about the use of the
loutrophoros. This ritual vase-shape is associated with
both weddings and funerals, which is understandable
when one considers that both these ceremonies mark
life transitions with similar structural elements.” It is
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Fig. 9. Loutrophoros-amphora. Kunstsammlung der Universitit Erlangen, inv. no. 1301 (courtesy Antikensammlung der
Friedrich-Alexander-Universitit Erlangen-Niirnberg).
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Fig. 10. Loutrophoros-amphora. Athens, National Archaeological Museum, inv. no. 13032 (photos: museum).

possible that the vase was not used in the physical event
of bathing, but had a non-functional, symbolic use, this
being especially the case with very large or very small
specimens.” In contrast to nuptial lebetes which were
kept at home after the ceremony, loutrophoroi were
dedicated to sanctuaries of nuptial divinities such as
the shrine of the Nymphe and caves of Pan and the
Nymphs. Due to its close semantic link with the nuptial
realm, the loutrophoros was by extension used in death
to mark the graves of those who died prematurely,

24

before marriage. It is in fact possible that certain speci-
mens were manufactured specifically for the grave, if we
interpret the pierced foot and open bottom with which
they are on occasion equipped as a device to communi-
cate Jibations to the dead through the vase erected over
their tomb.” The Benaki-Munich loutrophoros does
not have a pierced bottom, and therefore it cannot be
argued that it was intended as a sepulchral monument.
Its relatively good state of preservation and the fact that
itappeared on the antiquities market suggests that it was
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placed in a grave, to accompany the burial of an dwpo,
a special category of dead. In addition, its burnt fabric
suggests that the loutrophoros came from a cremation
burial into which it must have been thrown by the rela-
tives of the deceased, possibly as a form of ritual kill-
ing of the object. Although the literary sources inform
us that loutrophoroi stood on graves of unwedded
individuals, their use was not limited to being markers,
as our specimen as well as others, suggests. The fact
that not all sherds present a uniform degree of burning
indicates that the vase was thrown onto the funerary
pyre when it was in its final stages.*

Scholarly opinion is divided as to the significance of the
distinction between the loutrophoros-amphora as a shape
for males and the hydria type for females.” A gender-re-
lated function is supported by the imagery itself, which
usually associates loutrophoroi-hydriai with women, but
loutrophoroi-amphorae with men. In Red-Figure, loutro-
phoroi-hydriai are depicted in the laps of brides, or filled
with sprigs, or merely as part of the background, in a kind
of visual shorthand indicating the nuptial context of the
scene. Also, the loutrophoros-hydria is usually decorated
with the same iconographic schemes as the nuptial lebes,
a shape associated exclusively with women and usually
featuring scenes of the nuptial gynaikeia type. It should
be noted here that the cheir epi karpo scheme of the
Benaki-Munich vase is rare for a loutrophoros-hydria,
and indeed it occurs almost exclusively on loutrophoroi
of the amphora type. Yet it does also appear, though
relatively infrequently, on other shapes, some of which
definitely related to the female.** Given the unknown
provenance and the now lost archacological context of
the Benaki-Munich loutrophoros, any explanation of
this discrepancy can only be conjectural. One possible
solution is to regard it as a peculiarity of the painter and
his workshop, particularly as an analogous inconsistency
may be observed on a loutrophoros-amphora depicting
the rare, for this vase-type, scene of bridal preparation.”
Yet the fact that a second contemporary loutrophoros
(Benaki Museum, inv. no. 35495) by the same painter
and of the same excellent quality and related iconography
derives from the same source in the antiquities market
may suggest that these two vases come from a single grave,
where they might have been offered as a pair for a girl who
became a premature bride of Hades. Indeed, if one views
these loutrophoroi as a pair, their iconographic themes
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emerge as complementary, one depicting the moment
preceding the consummation of the marriage, the other
the couple’s solemn and emblematic union. The produc-
tion of matched pairs is well attested both by evidence
of manufacture and by grave deposits, especially in the
case of nuptial lebetes, which have been excavated and are
also depicted in pairs.** However, no actual loutrophoroi
have, to my knowledge, been found in pairs and the only
appearance of a paired set occurs on a fragmentary loutro-
phoros depicting Eros with a loutrophoros-amphora and
a loutrophoros-hydria in each hand, presumably one for
each spouse.”” The Benaki loutrophoros-hydria inv. no.
35495 is slightly smaller and has different handles and
ornament from its proposed Benaki-Munich pair. This
may perhaps indicate that these vases were not potted as
a pair,” but were matched and purchased as such by the
client for the funeral of a young girl. Premature deaths
of young people are usually unexpected events and one
may imagine the relatives purchasing what was available
as standard stock at the potter’s workshop. Another pos-
sibility to explain the variation is that the painter may
have been collaborating with more than one potter in the
workshop.

Hypothetical though the matching of the two Benaki
loutrophoroi by the Naples Painter may be, the fact
remains that they are both important as providing us
with a glimpse into the wedding imagery and metaphors
which underlie the awpog ddvarog of a young gitl, who
became a sour bride of Hades before she could taste the
seeded fruit, be anointed with perfume or enter the nup-
tial chamber with her groom —and, most tragically of all,
long before she could hold a child on her lap.

The second reassembled vase resulted from the join-
ing of a fragment from the front side of a hydria in the
National Archaeological Museum at Athens with the
rest of the vase at the Benaki Museum (figs 12, 13).*
The National Museum fragment was acquired by gov-
ernment appropriation in 1938, and was published in
full by S. Karouzou who assigned it to the Washing
Painter, though it was later more cautiously attributed
by Beazley to that craftsman’s manner.”

The hydria is a kalpis, a type potted as an one-part
piece, as is the norm in the second half of the 5th cen-
tury B.C.*» The top of its mouth is horizontal with a
very slightly rounded upper part joining the slanting
rim. Its side bears an egg band. A band of diagonal op-
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Fig. 11. Loutrophoros-amphora. Jerusalem, Bible Lands Museum, inv. no. 4768 (photos: D. Harris).

posed running palmettes ornaments the neck, while a
band of rightwards-running maeanders alternating with
saltires frames the scene below. The scene can now be
reconstructed as depicting three women at a tomb, the
central one being the deceased, who makes her appear-
ance in order to receive the gifts brought to her grave.
In the middle, this woman (chiton, himation, earring)
stands by a stele with her chin propped on her left hand
in contemplation, and leaning on her left leg which rests
on the upper step of the monument. The narrow stele is
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erected on a two-stepped base and is topped by an egg
moulding. [t is bound with purple fillets and surmount-
ed by a lekythos decorated with a figure(?) in dilute glaze.
The deceased is approached by a woman (peplos, large
hair-band) with a flat basket containing purple fillets and
three lekythoi, two of the standard type and one of the
squat. The tall lekythoi bear small figures in dilute glaze.
Behind the deceased another woman (peplos, hair-band)
approaches with an alabastron.

As Karouzou has already noted, this is a unique scene
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Fig. 11. Loutrophoros-amphora. Jerusalem, Bible Lands Museum, inv. no. 4768 (photos: D. Harris).

for a hydria. Indeed, the ‘visit to the tomb’ is a theme
commonly found on white-ground lekythoi, but is ex-
tremely rare on red-figured kalpides, which are mostly
decorated with genre and nuptial gynaikeia themes in-
tended for women. A hydria reflecting the iconography
of white lekythoi must therefore be a funerary item,
presumably purchased to accompany a female burial,
to be used as an ash-urn, or to be placed on a wom-
an’s tomb. A small number of white lekythoi depict a
hydria used for a libation at a grave, and in one case a
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hydria surmounts the krepis of a tomb, or may itself
form the grave monument.” In scenes where a woman
bears a hydria on her head instead of proffering it, her
identity is less clear, as she may be either a visitor or the
deceased herself; such is the case with a white lekythos
which depicts a hydriaphoros beside a stele looking at
a lamenting woman, though here the former figure is
best interpreted as representing the deceased, since the
hydria is often the attribute of young maidens.”

The difi‘iéulty in distinguishing the living from the
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Fig. 12 a-b. (a) Hydria (side A with photomontage). Fig. 13. Profile drawing of hydria. Athens, Benaki Museum,
Athens, Benaki Museum, inv. no. 35414 and Athens, inv. no. 35414, scale 1:3 (drawing: K. Mavragani).
National Archaeological Museum, inv. no. 17283,

(b} lstil. of this Berialel Hyedela Fig. 14. Fragment of hydria. Giessen, Antikensammlung der

Justus-Liebig-Universitit, inv. no. S-4 (photo: museum).
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dead is a typical feature of white lekythoi imagery, in
which the latter often appear by their stele in emblematic
postures which refer to their ideal status in the Athenian
polis during their lifetime. For women, the ideal status is
that of bride and matron, and a range of scenes on white
lekythoi is patterned upon the theme ‘domestic-nuptial
preparation’, which commonly decorates red-figured
hydriai. Nuptial motifs primarily drawn from the im-
agery of the Greek wedding occur in scenes depicting a
usually seated woman and her attendants, who normally
bring her caskets, fillets, wreaths and scent-containers.*
The contemplative stance of the woman on our hydria
and the items brought to her, an alabastron and a basket
with scent containers and fillets, are appropriate offerings
for a dead woman’s tomb, but they also have connota-
tions with bridal preparations and adornment. A simi-
larly nuanced composition blending nuptial and funerary
components may be seen on a white lekythos depicting
awoman in front of her stele receiving a loutrophoros-hy-
dria.”” Such imagery, where the woman is surrounded by
objects symbolic of nuptials and, metaphorically, also of
death, may be understood in the light of the ancient belief
that the death of a woman could be envisaged in terms of
a wedding.® It is therefore possible that our hydria was a
funerary offering for a dead woman, here depicted in the
ideal guise of a bride.

As mentioned above, red-figured hydriai with cem-
etery scenes are extremely rare. Only one other red-
figured hydria is known with explicit funerary subject-
matter, a contemporary hydria by the Kleophon Painter
which combines the prothesis of a woman and the visit
to the grave.” A funerary setting is posited for another
hydria in Baltimore, but the subject-matter there is
unusual and open to discussion. In the centre, a woman
bears a basket similar to ours, containing eight lekythoi,
fillets and wreaths, while in front of her a hydria rests
on the ground. This hydria was probably found in the
same grave in Vari as another depicting a seated woman
with a baby flanked by a man and an attendant, which
has been interpreted as a family scene, but arguably may
also refer to the realm of nuptials.®® The funerary mean-
ing of the scene on the former hydria can be surmised
from the gestures of the women flanking her, which are
thought to indicate a lamentation. Although the Bal-
timore hydria may be thematically associated with the
Benaki-National Museum vase, the funerary character
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Fig. 15 a-b. (a) Hydria. Athens, Benaki Museum, inv. no.
29753, (b) detail of the Benaki hydria (photos: K. Manolis).

of our specimen is made much more explicit through

' 3 landmark that was less a

the inclusion of the stele,
simple marker and monument than the place of tomb-
cult and veneration. Painters of white lekythoi in gener-
al, and the painter of our hydria in particular, treated it
as the imaginary point of encounter between the living
and the beloved deceased. The custom of grave visita-
tion and its depiction in art reflects the basic values of
Athenian eschatology, which consisted of a special bond

between the living and the dead of the same family and
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a believed interaction between the upper and the lower
world.*?

The unusual combination of theme and vase-shape is
not the only peculiarity of our hydria, as is indicated by
a stylistic comparison with other works by the Washing
Painter, to whom it was perceptively assigned by Ka-
rouzou. Beazley accepted her attribution, but placed it
under the heading “manner™ of the Washing Painter,
while tactfully giving Karouzou the credit for it. His
view seems justified particularly because, stylistic af-
finity apart, ornament, shape-form and imagery differ
from this craftsman’s known output.

The two bands ornamenting the vase are very unusual
in hydriai by the Washing Painter, but occur in the Nio-
bid Painter and the Polygnotans.’* I know of only one
specimen bearing a band of diagonal palmettes on the
neck that can be associated with the Washing Painter,
a fragment in Giessen depicting three women (fig. 14),
one of whom is making a wreath (dated 420-415 B.C.).”
On the mount of its photograph at the Beazley Archive,
Beazley noted: “recalls Washer”.* The style of drawing of
the Giessen fragment is itself very close to the fragmen-
tary loutrophoros inv. no. 86.78 in the Noble Collection
for which Beazley, again on the mount of its photograph,
noted: “related to the Washer. Late”.” Furthermore, the
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Fig. 16. Hydria. Delos, Mykonos Museum
(photos: Ecole Francaise d’Athénes and author).

Giessen and Noble fragments compare closely with a
hydria in the Benaki Museum depicting a scene in the
women’s room, which should be added to this group
of late pieces by associates of the Washing Painter (fig.
15).°® The star-like ornaments decorating the women’s
garments on the Noble and Benaki pieces also occur on a
recently published loutrophoros in the Piraeus Museum,
which should be attributed to the Washing Painter or to
his manner. It is an impressive late work depicting the
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bridal couple clasping each other on the shoulder, while
Eros sits on their outstretched arms to fix the groom’s
wreath.”” All these specimens are later than our hydria.

The band of ornament below the scene of the
Benaki-National Museum vase is only paralleled in a
hydria by the Washing Painter in Paris (ca. 420 B.C.),
and in another ‘akin’ to the Washing Painter, found in
the Rheneia deposit from the purification of Delos in
426-425 B.C. (fig. 16).”* A date ca. 430-420 B.C. also
seems appropriate for our hydria.

The curly hair of the women on our hydria (fig. 12) and
the absence of black borders on their garments are features
which occur on occasion in the late stages of the Washing
Painter’s activity.” Yet the hair-bands, the pleating of the
peploi and the flat mouth of this hydria are unparallel-
led in his work and set it apart from his currently known
corpus. Accordingly, as Beazley realized, this piece should
probably be associated with another hand in the same
workshop, which comprised at least four other painters.

The two reassembled vases at the Benaki Museum are
interesting additions to the work of the Naples Painter
and to the workshop of the Washing Painter. The former
is the only high quality loutrophoros-hydria by the Na-
ples Painter in such a good state of preservation, and,
together with its suggested pair at the Benaki, it indicates
this craftsman’s potential in the treatment of nuptial im-
agery. The latter is a very rare specimen of a red-figured
hydria borrowing from the repertoire of white lekythoi
and it is the only extant example of its kind from a work-

Fig. 17. Loutrophoros fragment. Athens, Fethiyé Mosque,
inv. no. NA-1957-Aa 1877 (photo: author).

Fig. 18. Loutrophoros fragment. Athens, Fethiyé Mosque,
inv. no. NA-1957-Aa 3271 (photo: author).

shop which almost without exception decorates such
vases with themes glorifying nuptials.

APPENDIX
Loutrophoroi by the Naples Painter from the Shrine of the Nymphe, south of the Acropolis

A search in the Fethiyé Mosque in Athens, where the ma-
terial from the Shrine of the Nymphe is stored, allowed
us to identify three of the pieces listed in ARV, namely nos
1098, 40 (fig. 17); 1099, 41 (fig. 18) and 1099, 44 (fig.
19). Nos 1099, 42 and 43 have not been located. Further,
a fragmentary loutrophoros was found that was not listed
in ARV, but bears Beazley’s notation “Naples Painter”
pencilled on its reverse (fig. 20). The neck fragment
NA-1955-Aa 108 (fig. 19) does not bear any pencilled
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note and was kept in a separate crate together with other
loutrophoros necks, yet it can be recognised as a piece that
Beazley saw and listed as a work by the Naples Painter

(ARV'1099, 44).

1. NA-1957-Aa 1877 (fig. 17)
Fragment from body of loutrophoros (three mended
pieces). Max. dimensions: 0.097 x 0.058 m.
ARV'1098, 40.
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Fig. 19. Loutrophoros-hydria fragment. Athens, Fethiyé
Mosque, inv. no. NA-1955-Aa 108 (photo: author).

Fig. 20. Loutrophoros fragment. Athens, Fethiyé Mosque,
inv. no. NA-1955-Aa 2020 (photo: author).

Part of egg band. Eros, only the wing of whom is pre-
served; woman, presumably the seated bride, preserved
from chest to head, wearing chiton, himation and dia-
dem; behind her, woman in peplos, partly preserved from
waist to nose, bearing wool-basket. Both women face left.
Red or white line on top of the kalathos to denote wool
inside it.

2. NA-1957-Aa 3271 (fig. 18)

Single fragment from body of loutrophoros. Max.
dimensions: 0.062 x 0.035 m.

ARV'1099, 41.

Woman, preserved from nose to chest, seated(?) to
right. She wears chiton and himation; before her part of

basket decked with sash. On the upper break, hanging
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sakkos and traces of a palm(?).

For a similarly draped casket with a sash by the Naples
Painter, see ARV'1098, 35 bis: G. Steinhauer, Tz pvnucia
xat 1o apxaiodoyixé Movaeio rov Ileipard (Athens 1998)
121 no. 176.

3. NA-1955-Aa 108 (fig. 19)

Single fragment from neck and part of shoulder of
loutrophoros-hydria. Max. pres. height: 0. 178 m., max.
diam. 0.063 m.

Pair of women facing each other. Both wear chiton
and himation. The head of the left-hand one missing;
the right-hand one holds an alabastron. On the base of
the neck four blob-like rosettes. On the shoulder, below
a band with tongues-and-dots, traces of heads of two
figures.

The piece does not bear a pencilled identification on
its reverse, but, firstly, matches the description in ARV
1099, 44 (“on the neck, two women, the right-hand one
holding an alabastron”) and, secondly, is comparable to
a neck fragment by the Naples Painter in Prague: ARV
1099, 45; CVA Prague 1, pl. 39,6-7.

4. NA-1955-Aa 2020 (fig. 20)

Fragment from body of loutrophoros-hydria (11
mended pieces). Max. pres. height: 0.133 x 0.151 m.

Part of tongue band. In the middle bride seated on A/s-
mos to right. She wears a chiton, himation draped around
her thighs, sakkos and earrings and holds a basket. In
front of her a peplophoros approaches with a bundle of
cloth, presumably the bridal garment. In her left hand she
probably held an object decked with a sash, or, alternate-
ly, an object and a sash, of which the white fringe may be
seen at the level of her knee. Behind the bride, Nike with
kalathos. She wears a triple hair-band in white.

Although not listed in ARV, the piece bears Beazley’s
notation “Naples Painter” pencilled on the reverse of two
sherds (fragment with knees of bride and shanks of pe-
plophoros; fragment with face and kalathos of Nike).

Dr. Victoria Sabetai

Academy of Athens, Research Centre for Antiquity
14, Anagnostopoulou st.

GR - 106 73 Athens

e-mail: vsabetai@academyofathens.gr
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loutrophores, AnnArchStorAnt 10 (1988) 117-39.

Para: ]. D. Beazley, Paralipomena (Oxford 1971).

NOTES

1.1 am indebted to Prof. A. Delivorrias, director of the
Benaki Museum, for inviting me to publish the collection
of red-figured vases and to curator E. Papageorgiou for fa-
cilitating my research in the most effective way possible. A
trip to Germany financed by the Benaki Museum verified
that these pieces were once part of the same pot. Thanks
are due to the staff of the Staatliche Antikensammlungen
Munich, especially Drs R. Wiinsche, F. Knauss and conser-
vators U. Strnischtie and V. Apostolopoulou for assistance in
assembling and studying the vase. For their help in collect-
ing photographic material I thank the staff of the National
Archaeological Museum in Athens, P. Kranz (Erlangen), D.
von Moock (Giessen), Bible Lands Museum in Jerusalem, S.
Klinger and Ecole Frangaise d’Athénes. The drawings of the
Benaki Museum pieces were prepared by K. Mavragani and
those of the Munich loutrophoros body by F. Knauss.

2. Munich, Staatliche Antikensammlungen inv. no. NI
9493. Provenance: Swiss art market (acquired in 1992). Re-
constructed from several small fragments. The front side of
the Munich vase initially appeared in a short note in F. W.
Hamdorf, MJb 45 (1994) 206, where it was associated with
the Washing Painter by the author and D. von Bothmer,
but with the Naples Painter by J. H. Oakley. Photos of all
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Reeder 1995: E. D. Reeder, Pandora (Princeton 1995).

Sabetai 1993: V. Sabetai, The Washing Painter 1-11 (diss.
University of Cincinnati 1993).

Sabetai 1997: V. Sabetai, Aspects of Nuptial and Genre
Imagery in Fifth-Century Athens: Issues of Interpretation and
Methodology, in: Oakley — Coulson — Palagia 1997, 319-35.

Sabetai 1998: V. Sabetai, Marriage Boiotian Style, Hespe-
ria 67 (1998) 323-34.

Sgourou 1994: M. Sgourou, Aztic Lebetes Gamikoi (diss.
University of Cincinnati 1994).

Sgourou 1997: M. Sgourou, AéPnteg yaukol. O ydapog
KAl ¥] ATUKY KEPAUELKY] TIAPAYOYT] TV KAACIKOV XpOveV,

in: Oakley — Coulson — Palagia 1997, 71-83.

Sutton 1981: R. F. Sutton, The Interaction Between Men
and Women Portrayed on Attic Red-Figure Pottery (diss. Uni-
versity of N. Carolina, Chapel Hill 1981).

Weiss 1988: C. Weiss, Ein bislang unbekanntes Detail auf
dem Hochzeitsbild der Karlsruher Lutrophoros 69/78, in:
J. Christiansen — T. Melander (eds), Proceedings of the 3rd
Symposium on Ancient Greek and Related Pottery, Copenhagen,
August 31-Seprember 4, 1987 (Copenhagen 1988) 652-64.

sides were published the next year in Reeder 1995, 332-33
no. 102. My attribution of the Benaki pieces to the Naples
Painter occurred independently of Oakley’s attribution of
the Munich piece to the same craftsman and before know-
ing of its publication record. A. Delivorrias, who had seen
the Munich fragment on display before its publication, also
suspected a possible join of the Benaki and Munich pieces.
Beazley’s method of identifying hands of painters can often
prove a helpful tool as a first step in the process of bringing
dispersed material together.

3. Athens, Benaki Museum, inv. no. 35421. Max. pres.
height of neck: 17 ¢cm; diam. mouth: 21.4 c¢m; diam. neck:
6.1 cm; diam. foot: 15.5 ¢m; diam. handles: 7.5 cm. Missing
few chips and one fragment from the woman in the middle
which are restored. Interior of mouth glazed except for the
rim and a 2 ¢cm band at the join with the neck. Interior of
neck glazed at its uppermost 5 cm only. Burnt.

4. The vertical handle prevented the painter from applying
glaze and drawing the ornament properly at this area of the
mouth.

5. A neck fragment including a small part of the woman’s
upper body (nose, chin and chest) and the object she held is
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missing. Although this is reconstructed as an alabastron, the
straight line above the woman’s palm line suggests that she held
a wool kalathos instead. Cf. the rounded line for the bottom of
the alabastron held by the woman behind her and CVA Prague
1, pl. 39,7. See also Appendix, no. 3.

6. The reassembled loutrophoros is still missing the lower
half of its neck and large fragments from its shoulder (espe-
cially at the back side) and lower body (front side continuing
to left handle area). The missing body parts are filled in with
plaster, as are parts of the neck, especially at its lower edge
and on the middle figure, which are, in addition, overpainted.
Fig. 5 illustrating the loutrophoros with its neck overhanging
is the result of photomontage, but originally the neck would
have been a little higher than shown here (to comprise the
lower body of the women and one or two ornament bands).
Height to handles: 42.8 cm; max. diam. body: 19.2 cm. The
vase is extensively misfired red at its back side and is, in addi-
tion, burnt. White: ornament on side of mouth; suspension
cord of alabastron held by woman on the neck. Red (faded):
flames of torches. Dilute glaze: bride’s necklace, groom’s
musculature, necklace and derails on torch-bearer’s garment.
Preliminary drawing visible on the faces and naked parts of
all figures. The figures occupying the handle areas are taller
than those of side A, which had to be accommodated below
the ornament bands and are therefore shorter.

7. For the iconography of the Athenian wedding, see Sut-
ton 1981, esp. 177-96 and, in general, ]J. H. Oakley — R.
Sinos, The Wedding in Ancient Athens (Madison 1993). On
particular iconographic aspects, see more recently Sabetai
1993 and 1997; Sgourou 1994; M. Séldner, Erzihlweise
auf Spitklassischen Vasen als Deutungsfille. Zur Relevanz
ikonographischer Hermeneutik in: R. F. Docter — E. M.
Moormann (eds), Proceedings of the XVih International
Congress of Classical Archaeology, Amsterdam, July 12-17,
1998 (Amsterdam 1999) 393-97; E. Parisinou, ‘Lighting’
the World of Women: Lamps and Torches in the Hands of
Women in the Late Archaic and Classical Periods, GaR 47
(2000) 19-43. For the affinity of the alabastron and the ka-
lathos as symbols of femininity and maidenhood, see Ferrari

2002, 56-60.

8. See ARV 1098, 35; ARV 1098 35 bis: G. Steinhauer,
To apxarodoyixé Movaeio [letparcss (Athens 2001) 121 nos
176, 177. For other examples of nuptial lebetes depicting a
man with himation and staff on one side, or below the han-
dle, or on the stand, while the other side depicts a nuptial
gynaikeia scene, see ARV 552, 27 (Pan Painter) and ARV
833, 45 (Amphitrite Painter).

9. See, e.g., ARV 1100, 59 and 60 (Naples Painter); ARV
1085, 25 (Cassel Painter). Also further on other shapes: ARV
1082, 21 (Clio Painter, epinetron).

10. See ARV 1102, 5; A. Kauffmann-Samaras, Mere et
enfant sur les lébétés nuptiaux a figures rouges attiques du Ve
s. av. J.C., in: J. Christiansen — T. Melander (eds), Proceed-
ings of the 3rd Symposium on Ancient Greek and Related Pot-
tery, Copenhagen 31 August - 4 September 1987 (Copenhagen
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1988) 287 fig. 2; for the meaning of the motif, see Sabetai
1993, 49-69. It seems that the Naples Painter favoured the
compositional scheme of two pairs, each featuring a standing
and a seated figure; see further a newly published nuptial lebes
attributed to the manner of the Naples Painter: J. H. Oakley,
Classical Athenian Ritual Vases in: J. M. Fossey — J. E. Fran-
cis (eds), The Diniacopoulos Collection in Québec (Montréal
2004) 43-45, 110 no. 24. A similar interpretation to the one
advanced here, that the repeated seated woman is the bride
depicted performing the duties of a parthenos and a wife in
the company of her attendants, may also apply to this wed-
ding scene.

11. On the Athenian wedding, see A.-M. Vérilhac — C.
Vial, Le mariage grec (= BCH Suppl. 32, 1998).

12. See most recently Lewis 2002, 13-42.

13. Athens, Benaki Museum, inv. no. 35495. Donated by
P. Zoumboulaki in 1995. Max. pres. height: 19.5 cm; max.
diam.: 19.2 cm; height of handles: 6.5 cm; diam. of handles:
7 cm. For its original appearance in print (but there over-
painted), see Sacred Foods (exhibition catalogue, Barcelona
2001) 143, 230-31 no. 140 (V. Sabetai).

14. M. Robertson (7he Art of Vase-painting in Classical
Athens [Cambridge 1992] 216) assesses the Naples Painter as
“of consistently undistinguished achievement”, but the quality
of drawing of both these loutrophoroi is notable and indi-
cates another aspect of this craftsman’s capabilities. His col-
umn craters tend to be rather mass produced and repetitive.
The size, potting (requiring several stages of manufacture for
its parts) and refined draftsmanship of such loutrophoroi
reveals these as non-functional and, possibly, luxury (for
ceramics) items.

15. For the nuptial halamos signified by door and bed,
see Sabetai 1998, 325 n. 13 (with collected bibliography to
which add Fossey — Francis [n. 10] 108 no. 21).

16. For such ‘Nikai’, see Sabetai 1993, 85-90; Sgourou
1994, 108-09; E. Kunze-Gétte, Beobachtungen zur Bedeu-
tung der Bilder auf Grabgaben, AM 114 (1999) 73.

17. For fruits used in the wedding ritual as a symbol of
fertility and as denoting a rite of passage, see Sutton 1981,
197-201. For caskets, see most recently Ferrari 2002, 52-56.
On some examples it is the groom himself who bears the cas-
ket: see, e.g., ARV 1224, 2 (loutrophoros-amphora, Painter
of Wiirzburg 537).

18. Sabetai 1997, 321; Lewis 2002, 183-85.

19. For the Naples Painter, see ARV 1096-1102, 1683;
Para 450-51; Add. 328. For parallels cf., e.g., R. Lullies, Der
Dinos des Berliner Malers, AntK 14 (1971) pl. 23,2; ARV
1098, 35 bis: Steinhauer (n. 8.); CVA Karlsruhe 1, pl. 22,1-
2; CVA Prague 1, pl. 39,6-7.

20. To the first generation belong the Boreas and Florence
Painters and the Painter of London E 489: ARV 536-49;
Para 384-86; Add. 255-56. To the second, the Painter of
the Louvre Centauromachy, the Naples Painter, the Ari-
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ana Painter, the Painter of London 1923 and the Orpheus
Painter: ARV 1088-1105; Para 449-51; Add. 327-29. For
this workshop, see Sgourou 1997.

21. Close similarities have been detected between the pot-
ting of a calyx crater by the Naples Painter and that of speci-
mens by some Late Mannerists, one of whom, the Painter of
Oxford 529, is narrowly, though relatively, dated to 440-430
B.C.: Th. Mannack, The Late Mannerists in Athenian Vase-
Painting (Oxford 2001) 55 and 113. Two nuptial lebetes by
the Naples Painter, both later and sloppier in style than our
specimen, were found at the Rheneia deposit from the puri-
fication of Delos in 426-425 B.C., which provides a rerminus
ante quem for the later stages of his activity (ARV 1098, 38
and 39).

22. Sgourou 1994, 113.
23. ARV'1102, 1-3.
24. ARV 1099, 47.

25. G. Kavvadias, O Zwypdpos rov Sabouroff (Athens 2000)
44; 186 no. 80, pls 70-71.

26. e.g., Sabetai 1993 II, 95 pl. 18 (ca. 435 B.C.). The
Naples and the Washing Painters collaborated with the same
potter of nuptial lebetes: Sgourou 1994, 149-50.

27. And three to his manner. In the first edition of ARV
(706, 32) but not in the second, Beazley further included a
loutrophoros-amphora with the rare (for the amphora type)

scene of bridal preparation. See CVA Cambridge 1, pl. 36,3.
28. See Appendix.

29. ARV 1099, 46 bis. Cat. Sotheby’s 18 June 1962, pl. at p.
44; G. M. Bernheimer, Glories of Ancient Greece. Vases and Jew-
elry from the Borowski Collection (Jerusalem 2001) 63 no. 72.

30. Sgourou 1994, 110-18, 162-63.

31. For the loutrophoros, see most recently Kokula 1984;
Boardman 1988; Moesch 1988; Sabetai 1993, 129-74; V.
Pirenne-Delforge, La loutrophoric et la “pretrésse-loutro-
phore” de Sicyone (= BCH Suppl. 28, 1994) 148-50; Moore
1997, 14-16; R. M. Moesch, Loutra und Loutrophoros im
Totenkult. Die literarischen Zeugnisse, in: Docter — Moor-
mann (n. 7) 273-75. For a recent critical assessment of earlier
research on the nomenclature and function of the loutro-
phoros, see ]. Bergemann, Die sogenannte loutrophoros:
Grabmal fiir unverheiratete Tote?, AM 111 (1996) 149-90.
His conclusions require discussion beyond the scope of the
present study.

32. See further Sabetai 1997, 320. Literary sources men-
tion nuptial water being transported in procession from the
Kallirhoe spring, and since the loutrophoros is depicted in
processions comprising a fountain and Eros, it has been as-
sociated with wedding rites involving the nuptial bath.

33. For an example, see Weiss 1988, 661. For other pos-
sibilities of interpretation, see Boardman 1988, 176.

34. For burnt loutrophoroi from cremation burials, the con-
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dition of which has attracted little comment so far see ADelt
18 (1963) Chron. 34 pl. 34d; M. Platonos-Giota, Axapvai
(2004) 428-29 fig. 15b. Cf. further CVA Athenes 2, 1I11d pls
21-23. For loutrophoroi smashed as a form of ritual killing
and placed in offering tenches see, e.g., V. Stais, O tépfog ev

BoupPa, AM 15 (1890) 318-19, esp. 322; 324; pl. XL

35. Kokula 1984, 116-18; Boardman 1988; Moesch 1988;
Sabetai 1993, 145-46; 157-59; 163. Bergemann (n. 31) 185-
87. For a scene on a loutrophoros-amphora depicting a woman
offering this vase-type to a groom, see CVA Nantes, pl. 27.

36. ARV 585, 33 (nuptial lebes, Earlier Mannerist). ARV
841, 75; Para 423 (loutrophoros-hydria, Sabouroft Painter);
ARV 899, 146 (pyxis, Splanchnopt Painter); ARV 924, 33;
Add. 305 (pyxis, Wedding Painter); ARV'527, 73 (oinochoe,
Orchard Painter); ARV 640, 76; Add. 274 (lekythos, Provi-
dence Painter); ARV 831, 20 (cup, Amymone Painter). See
also an unattributed hydria in the London market (Spink)
depicting the bridal couple cheir epi karpo; what is remark-
able here is that the groom, who is wreathed and wears a long
himation, also holds a staff in his left hand, just like the males
we previously identified as prospective grooms. Behind the
bride is a nympheutria, next to the groom part of a bed with
cushions and footstool. Photo in the Beazley Archive (box of
unattributed hydriai).

37. See above, n. 27.

38. See S. Rutherfurd-Roberts, Evidence for a pattern in
Attic pottery production ca. 430-350 B.C., A/4 77 (1973)
435-37 for nuptial lebetes from a Kerameikos offering trench,
and Sgourou 1994, 144-47, 150, 154. For depictions of such
pairs in vase-iconography, see Sgourou 1994, 35-38, nos 5-
7, 9-10, 19-20, 23-24, 26 and 28. For two lekythoi bearing
what should be seen as complementary nuptial iconography
referring to different stages of the bridal preparations, see E.
Simon (ed.), Mythen und Menschen. Griechische Vasenkunst
aus einer deutschen Privatsammiung (Mainz 1997) 126-29 no.
35 (I. Wehgartner).

39. Boardman 1988, fig. 32.

40. Roberts (n. 38) specified matching ornament and com-
plementary iconography as the basic criteria for considering
two vases a pair; yet these criteria are relevant to a pair manu-
factured by the potter, rather than one formed by the client.

41. Athens, Benaki Museum, inv. no. 35414. Donated by
P. Zoumboulaki in 1995. Max. pres. height: 28.5 c¢m; diam.
mouth: 11.7 ¢cm; max. diam. at body: 20.3 cm. Missing all of
its foot, half of its right handle, large fragments below the han-
dles, parts of the lower body of the alabastron holder, lowest
part of the right leg of the woman to the left of the stele, left
lowest part of the stele’s step. Top of mouth reserved, interior
of neck glazed. Glaze thin, misfired gray-greenish and reddish
in places. Reserved areas under the handles which are circled
by thin reserved bands. Some preliminary drawing on naked
parts of the figures.

42. Athens, National Archaeological Museum, inv. no.
17283: ARV 1134, 17; CVA Athénes (n. 34) p]. 28.
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43. E. Diehl, Die Hydria (Mainz 1964) 59.

44. See Kavvadias (n. 25) 141 pls. 130, 161; 182 no. 292
(with earlier bibliography). For a hydria atop a Arepis, see
E. Buschor, Haus und Grab, OJ/ 39 (1952) 12-17. For a
marble hydria as grave monument, see C. W. Clairmont,

Classical Attic Tombstones (Kilchberg 1993) 484 no. 1.887.

45. See ARV 1230, 42 (Thanatos Painter): E. Pfuhl, Male-
rei und Zeichnung der Griechen (Miinchen 1923) 111, pl. 211
no. 546; S. Pfisterer-Haas, Midchen und Frauen am Wasser,
JdI117 (2002) 1-79.

46. J. Reilly, Many Brides: “Mistress and Maid” on Athe-
nian Lekythoi, Hesperia 58 (1989) 411-44. For a white leky-
thos with the prenuptial/erotic motif of a woman tying her
belt while holding the edge of her garment between her teeth
beside a tomb, see Buschor (n. 44) 12-17 (ARV 1200, 40,
Kliigmann Painter); Sabetai 1997, with addenda by E. Bohr,
CVA Berlin 9, text to pl. 21, to which add A. Cambitoglou
—J. Chamay, Céramique de Grande Gréce. La collection des frag-
ments Herbert A. Cahn (Kilchberg-Ziirich 1997) 185 no. 79
(garment clasped between the teeth, but no girdle-binding).

47. ARV 1238, 25 (Quadrate Painter).

48. See Reilly (n. 46) 431; R. Seaford, The Tragic Wed-
ding, /HS 107 (1987) 106-30.

49. Oakley (n. 10) 47-50, 134 no. 72, where it is tenta-
tively suggested that a number of vases in this collection with
nuptial and funerary iconography may have come from the
same family plot in Koropi, Attica. It is interesting to ob-
serve that some of the Diniacopoulos pieces are comparable
to ours in date, subject-matter (nuptial/funerary), vase-shape
(wedding vases, hydriai), craftsman (Naples Painter), rarity
of combination of vase-shape and imagery (hydria with fu-
nerary theme) and date of formation of the collection (our
hydria fragment was appropriated in 1938; the Diniacopou-
los collection was formed by 1950 at the latest, while the
clandestine activity at Koropi is estimated as having occurred
in the mid 1940s: see J. M. Fossey, A Family of Lamptrai,
Attike, in: Fossey — Francis (n. 10) 95.

50. For the former, already adduced as a parallel by Ka-
rouzou, see ARV 617, 13: CVA Baltimore, Robinson Collec-
tion 2, pl. 35; Reeder 1995, 219-21 no. 52; M. Pedrina, /
gesti del dolore nella ceramica attica (vi-v secolo a.C.) (Padova
2001) 120-22; for a similarly enigmatic hydria with three
standing women and a hydria on the ground, see CVA Brit-
ish Museum 5, 1IL.Ic pl. 82,1 (Villa Giulia Painter). For the
latter, see Reeder 1995, 218-19 no. 51; although the repre-
sentation is almost unanimously interpreted as a family scene
with a maid, the youthfulness of the man and the hanging
myrtle wreath could be interpreted as indicating the realm of
nuptials. The attendant wearing a sleeved overgarment need
not necessarily be a servant and the loom behind her could
be explained as a symbol of wifehood. Babies in the laps of
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brides are a new motif that becomes popular in the last third
of the 5th century B.C. For the long-sleeved chiton, see M.
C. Miller, Athens and Persia in the Fifth Century B.C. (Cam-
bridge 1997) 160-61; for babies in the laps of brides, see
Sabetai 1993, 49-69.

51. The stele of our scene topped by a lekythos is rare.
Karouzou cites only one parallel, a stele by a Lesbian called
Emporion: CVA Athénes (n. 34). For the suggestion that the
round holes on top of some relief-stelai and pedimental naiskoi
supported marble lekythol, see Bergemann (n. 31) 177-78.

52. See R. Garland, The Greck Way of Death (Ithaca, N.Y.
1985) 104-20.

53. For the use of this term, see M. Robertson in: L. Burn
- R. Glynn, Beazley Addenda (Oxford 1982) xvi. Of the vari-
ous nuances given there it seems to me that for our vase we
should, on present knowledge, choose “/ike the painter’s work,
but can be safely said not to be from his hand’.

54. For examples, see M. Prange, Der Niobidenmaler und
seine Werkstatr (Frankfurt 1989) pl. 4, pl. 23,N60; O. Tza-
chou-Alexandri, A Kalpis from Piraeus Street by Polygnotos,
BSA 97 (2002) 297-308.

55. CVA Giessen 1, pl. 41,2.

56. For the use of the term ‘recalls’, see Robertson (n.
53) xvii: a word “wused of pieces not seen ro have enough of the
painter about them to justify ‘near’ or ‘close to), let alone ‘man-

ner of .

57. See R. F. Sutton, Nuptial Eros: The Visual Discourse
of Marriage in Classical Athens, JWArGal 55-56 (1997-
1998) 36 fig. 14 (assigned by D. von Bothmer to the Talos
Painter). For the term ‘related’, see Robertson (n. 53), xii:
word used “rather for affinity of temperament than for direct
association” .

58. See A. Delivorrias — D. Fotopoulos, Greece at the Benaki
Museun (Athens 1997) 95 fig. 136 (part).

59. See Steinhauer (n. 8) 128-29 nos 189-91 (attributed to
the Meidias Painter).

60. Paris: ARV'1131, 169. Delos: ARV 1135, 2. The term
‘akin’ is synonymous with ‘related’, for which see above, n.
57. Yet the maeanders are leftwards-running on these exam-
ples and this ornament band is combined with a leaf-and-
dart band on the neck.

61. Among the pieces attributed by Beazley to the Washing
Painter and his manner are early and late examples, which al-
low us to reconstruct his period of activity as being from ca.

440-435 to 415-410 B.C.; see Sabetai 1993, 218-30.

62. I am very grateful to M. Tsoni-Kyrkou for allowing me
to publish these fragments and to the Acropolis Ephorate for
facilitating my study.
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Red-figured vases at the Benaki Museum: reassembling fragmenta disjecta

BIKTQPIA SAMIIETAI
EpuBpSpopya ayyeia oto Movoeio Mnevdxn: avacvvBétovrag fragmenta disjecta.

2to dpbpo avté mapovoidlovrar Bpavopata epvbpéd-
poppwv ayyelov tov Movoelov Mmevdkn, ta omola
avayveplotrke Tt ouvavikouy —ta pev pHe AouTpoPdpo
otV Apyatoroyiky] Zviroyr| tov Movdyouv (Staatliche
Antikensammlungen), ta 6¢ pe Bpadopa vdplag oto
Ebviké Apyatoroyiké Movoeio otnv ABvjva— kat ovln-
todvrar Bépata oxetikd pe v ewovoypagpia touvg Kat
TOLG AYYELOYPAPOLE TIoL Ta SlakSopnoav.

ZUYKEKPIUEVA, UEPOG TOL Aatpoy, ot opdévtieg Aa-
Béc kat to médL Aovtpogdpov-vdpiag tov Zwypdpou
¢ Neandrewg ovvavijkovy pe to UTTOAOLTO GHUA TOV
ayyeiov, ofjpepa oto Mévayo' emmiéov, to peyaiire-
po pépoc vdpiag “pe tov tpémo” tov Zwypdgpou Tov
Aovtpot ovvevdvetal pe Bpadopa, orjpepa oto EBviké
Mougeio, to omofo dtacdiet mepinov ta 2/3 g daxo-
opNuévng emedvelag Tov ayyeiov.

To oxfua g Aovtpogdpov-vdpiag oyetiCerar kopi-
G Ue TO0 AouTpd NG HEAAGVLHPNG KOPYG TO oTolo O1-
petobetel tov Pacikdtepo otabuéd ot Lo e Abnvai-
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ag aotig, dnrady tov ydpo, kat ouvibug dtakooueitat
HE OKNVEG a6 TOV VUPLATIKO OTOAMOMUS NG ®OTO0O,
10 ayyelo twv Movoeiov Mnevdakn-Movdyouv angtkovi-
Cet avti avtot to ouluyikd Gedyog oto epPAnpatixd g
évoor|c toug potifo “xelp enl kapnd”, Bépa to omnofo
ouvvijdwg amavtd oe Aovtpopdpovg-apgopelc. [Tpdxet-
tal yla éva and ta kaibtepa oolépeva épya tov Zo-
ypdgov g Neanbrews (440-430 m.X.). H vdpla tov
gpyaotnpiov Tov Zaypdgpou tov Aovtpot @épet e&loov
aocuviifloto ya to oxpa avtd stkovoypapiicd Bépa. H
“emiokeyn otov tdgo” daveiletal glkovoypagpikd otot-
yela andé 1o Bepatordylo tov Asvkdv Ankdbev, Kkat
mpoodi{bel otny Ldpla eppavy] Tagkd xapaktipa, eved
paptopel aAAnienidpaon avdpeoa otig d¥o avtég ka-
wmyopiec oxnudtov. H otvhiotic] xat etkovoypaguk]
avdlvon emPePardvoov ty katdraln g vopiag oty
katnyopia “pe tov tpémo” tov Zwypdgou tov Aovtpot
(mep. 430-420 n.X.). Kar ta 860 ayyela Ba mpénet va
npoépyovial and tdgo, pdAiov yuvvaikeio.
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Zur Uberlieferung eines biartigen griechischen Portrits

DIE BEREITS ansehnliche Antikensammlung des Be-
naki Museums in Athen ist vor kurzem durch eine
Schenkung um ein interessantes Stiick reicher geworden
(s. Nachtrag). Es handelt sich um einen qualititvollen,
leicht tiberlebensgroffen Marmorkopf, der nach Angabe
der fritheren Besitzerin ein altes Erbstiick ist und aller
Wahrscheinlichkeit nach aus Athen stammt." Dargestellt
ist ein dlterer Mann mit auffillig langem Bart und
wirrem Haupthaar (Abb. 1-4). Das Material ist weifSer
feikorniger, wohl pentelischer Marmor.* Gebrochen
ist die Nase, der grofite Teil der rechten Augenbraue
und die rechte Seite des Schnurrbarts. Auflerdem sind
vielenorts groflere oder kleinere Absplitterungen zu
bemerken. Die gesamte Oberfliche ist stark abgerieben,
wobei vor allem die Haar- und die Bartlocken gelitten
haben. Der Erhaltungszustand verdient aber eine weitere
Kommentierung; denn auf der rechten Seite des Kopfes
ist ein grofler Teil der Oberfliche, welcher das Haupthaar
sowie einen Teil des Halses und des Bartes umfafit,
vollig abgesplittert. Diese Zerstérung setzt sich im Ober-
und Hinterkopf fort. Am schlimmsten betroffen ist
das Hauphaar vorne rechts, von der Stirnmitte bis zur
Schlife, wo eine ziemlich dicke Marmorschicht abge-
sprungen ist. Diese Art von Beschidigung kann nicht
durch Verwitterung entstehen. Auch die Abreibung und
die Einwirkung von Wasser konnen wegen der rauhen
Bruchfliche als Ursache ausgeschlossen werden. Wahr-
scheinlich ist der Zustand der rechten Seite des Kopfes als
Folge starker Hitzeeinwirkung zu erklaren, durch die die
Oberfliche des Marmors zersplittert ist und z.T. groflere
Stiicke abgefallen sind.? Der Kopf diirfte also bei einem
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Brand stark in Mitleidenschaft gezogen worden sein,
wohl noch bevor er unter die Erde kam. Die Unterseite
bildet eine schrige, leicht konvexe tellerartige Fliche,
die unter dem Bart kriftiger gewslbt ist. Die Form
dieser sorgfiltig gepickten Fliche ldfSc darauf schlieflen,
dafl der Kopf urspriinglich in eine Herme eingelassen
war, wobei er in das entspechend abgeschrigte, leicht
konkave obere Ende des Hermenschaftes eingesetzt
wurde.* Hinten sind am unteren Rande des Nackens zwei
grobe, ungefihr dreieckige Vertiefungen sichtbar, die
die antike Patina durchbrechen und deshalb neuzeitlich
sein miissen; eine weitere derartige Vertiefung befindet
sich auf der Unterseite des Kopfes. Es bleibt ungewifS,
ob die leichte Erhebung am linken Halsrand als Ansatz
einer Mantelfalte zu deuten ist, die sich auf der Herme
fortgesetzt haben diirfte. Auf jeden Fall wies der Kopf
eine deutliche Wendung nach links auf, wie vor allem die
Riickansicht (Abb. 4) zeigt (s. unten).

Was die Datierung des neuen Portrits im Benaki-
Museum betrifft, so ist vor allem die Gestaltung der
Augenpartie aufschlufireich. Die relativ tiefliegenden
schmalen, mandelférmigen Augen werden von gleich-
miflig diinnen, kantigen Lidern umrahme. Die Iris ist
durch Einritzung und die Pupille durch eine bohnen-
formige Eintiefung wiedergegeben. Diese Merkmale
sind charakteristisch fiir attische Portritkopfe der mittle-
ren Kaiserzeit, wobei die nichsten Parallelen der Regie-
rungszeit des Antoninus Pius angehoren. Sehr dhnlich ist
in dieser Hinsicht ein qualititvoller, iiberlebensgrofier,
birtiger Kopf von der Athener Agora, der in die frithanto-
ninische Periode zu datieren ist.” Dieser Bildniskopf steht
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Abb. 1-4. Birtiger Marmorkopf. Athen, Benaki Museum, Inv. Nr. 39282 (Fotos: S. Skopelitis).
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Abb. 5-8. Marmorbiiste eines birtigen Mannes. Malibu, ]. Paul Getty Museum, Inv. Nr. 71.AA 284 (Fotos: Museum).
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Abb. 9-10. Marmorbiiste eines birtigen Mannes. Vatikan, Museo Pio Clementino, Inv. Nr. 627 (Fotos: DAI Rom).

dem im Benaki-Museum auch hinsichtlich der weichen
Modellierung des Inkarnats sowie der Ausfiihrung der
Haar- und Bartlocken® so auffallend nahe, dafé es gerecht-
fertigt erscheint, dic beiden Werke derselben Bildhauer-
werkstatt zuzuschreiben.” Unser Kopf ist also aller Wahr-
scheinlichkeit nach etwa um die Mitte des 2. Jhs. n. Chr.
in Athen entstanden.

Daf} der Kopf im Benaki-Museum keine originale
Schépfung der Kaiserzeit ist, sondern vielmehr auf ein
griechisches Original zuriickgeht, liegt schon aufgrund
seiner typologischen Merkmale nahe, wobei dem imponie-
renden, langlockigen Bart eine besondere Bedeutung zu-
kommt.® Bei niherem Hinsehen erweist sich das Stiick
in der Tat als Replik eines eindrucksvollen, wenngleich
namenlosen Portrittypus, von dem zwei weitere Kopien in
Biistenform bekannt sind, eine im J. Paul Getty Museum
in Malibu (Kalifornien)? (Abb. 5-8) und eine im Vatikan"
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(Abb. 9, 10). Was die Herkunft der ersten betrifft, so
weill man nur, dafl sie aus dem New Yorker Kunst-
handel erworben wurde, wohin sie iiber den rémischen
Kunsthandel gelangte." Vermutlich stammt diese Biiste
aus Iralien. Uber den Fundort der zweiten Replik liegen
dagegen genaue Informationen vor. Diese wurde namlich
1769 von dem schottischen Kiinstler Gavin Hamilton in
der Villa Hadriana bei Tivoli gefunden und kurz darauf
dem Vatikan zum Kauf angeboten.”

Die neue Replik ist fiir die Rekonstruktion des Originals
deshalb besonders wichtig, weil sie als einzige nicht durch
Uberarbeitung entstellt ist. Was das Biistenbildnis in
Malibu betrifft, so stellte bereits J. Raeder fest, dafS das
gesamte Gesicht samt Mundpartie und Schnurrbart um-
gestaltet worden ist.” Ein roher Steg, der rechts und
links das Schlifenhaar begleitet (am deutlichsten in den
Seitenaufnahmen, Abb. 6, 7), markiert den Ubergang zur
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tiefer liegenden Schicht des umgearbeiteten Gesichts und
zeigt den Umfang des spiteren Eingriffs, der hier nicht
erneut im Einzelnen beschrieben werden mufS. Den Beo-
bachtungen Raeders ist nur hinzuzufiigen, daff auch die
Haarlocken auf der Stirn und dem Oberkopf von der
Uberarbeitung betroffen sind, wie die rauhe Oberfliche
nahelegt und ein Vergleich mit der entsprechenden Partie
der Replik Benaki bestitigt. Dabei lassen die verbliebenen
Spuren eindeutig erkennen, daf§ die Stirnlocken der
Replik Getty urspriinglich in Form und Verlauf denen
der Replik Benaki genau entsprachen. Die Mantelfalten
sind, wie Raeder beobachtet hat, wohl gleichzeitig mit
dem Gesicht tiberarbeitet worden. Die Umgestaltung der
Replik Getty wurde von Raeder aus stilistischen Griinden
in das frithe 5. Jh. n. Chr. datiert, was durchaus plausibel
erscheint.” Der lange Bart wire zwar bei einem Portrit
dieser Zeit ungewshnlich, es ist aber denkbar, dafl der
Dargestellte als christliche Figur umgedeutet wurde."
Unklar bleibt, ob die grobe Beschneidung des linken
Biistenandes, wo zusitzlich ein Streifen vom Mantel roh
abgehauen wurde (Abb. 6),' und die Entfernung des
zugehorigen Sockels mit der erschlossenen Wiederever-
wendung zusammenhingen oder von einem weiteren,
noch spiteren Eingriff zeugen."”

Neuzeitliche Uberarbeitung zeigt andererseits die
Replik im Vatikan. Der unrelgelmifliige Verlauf und
der geringe Umfang des Biistenausschnitts lassen den
Schlufl zu, daf§ die urspriinglich wohl erheblich grofiere
Biiste neu beschnitten wurde —vermutlich wegen einer
Beschidigung des Randes und um sie zugleich fiir den
Transport leichter zu machen.'® Raeder bemerkt weiter,
dal§ “an der Oberfliiche die Verwitterungsspuren beseitig’
wurden.” In der Tat gingen aber die Eingriffe des
Restaurators an einigen Stellen ziemlich tief. So ist auf
der linken Schulter die urspriingliche Oberfliche véllig
abgearbeitet worden. Von groflerer Bedeutung ist aber
die Uberarbeitung der Stirnlocken, die deutlich flacher
und kantiger als die umliegenden Haarlocken gearbeitet
sind. Ein Vergleich mit der entsprechenden Partie der
Replik Benaki zeigt, dafl diese Locken urspriinglich
linger und dicker gewesen sein miissen. Dasselbe gilt
fiir das untere Ende der Bartlocken. Auch hier hat der
moderne Restaurator eine relativ dicke Marmorschicht
abgetragen, wie die sowohl auf der Vorder- als auch auf
der Seitenansicht (Abb. 9, 10) sichtbare urspriingliche
Umrifilinie der auf die Brust fallenden Lockenspitzen
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eindeutig zeigt. Auf der linken Seite des Bartes, dort wo
die kurzen Locken des Schnurrbarts enden (Abb. 9), ist
wohl, wie der Vergleich mit der entsprechenden Partie
der Replik Benaki zeigt (Abb. 1), eine lange Bartstrihne
weggemeiflelt und die Stelle entsprechend iiberarbeitet
worden. Die beschriebenen neuzeitlichen Eingriffe bie-
ten eine Erklarung fiir die Abweichung der Vatikanischen
von den beiden anderen Repliken in Bezug auf die Form
der Stirn- und Bartlocken. Ob schliefllich die zwei nach
hinten gebogenen, auf dem Hals liegenden, diinnen Bart-
strahnen an der linken Seite der Replik Benaki (Abb.
2) urspriinglich auch bei der Vatikanischen vorhanden
waren und von dem Restaurator entfernt wurden damit
ein sauberer Kontur entsteht, mufl mangels Autopsie
offen bleiben. Wahrscheinlich wurde die Restaurierung
der Vartikanischen Biiste von ihrem Entdecker veran-
ladt, wohl in der Absicht, den Wert der zu verkaufenden
Skulptur zu steigern, die er bezeichnenderweise als
“singular for its high preservation” anpries.”

Die drei erhaltenen Repliken unseres Portrits stim-
men —soweit sie nicht iiberarbeitet sind— sowohl in
ihren allgemeinen Ziigen als auch in den motivischen
Einzelheiten miteinander tberein.? Allerdings tibertrifft
der Kopf im Benaki Museum, trotz seines schlechten
Erhaltungzustandes, die beiden anderen in der Giite
der Ausfithrung. Auch diirfte er dem Original am
nichsten stehen, nicht nur weil er von spiteren Eingriffen
unberiihre geblieben ist, sondern vor allem, weil er im
Gesamteindruck und im Detail die vom Zeitstil des
Kopisten am wenigsten beeinflulSte lectio difficilior bietet.”
Die Vatikanische Biiste ist im Vergleich flach und trocken
modelliert, ganz im Sinne des hadrianischen Klassi-
zismus;” auch diirfte sie aufgrund ihrer auffalliger Grofe
das Original vergrofSert wiedergeben (s. unten). Trotzdem
ist diese Replik, wie Raeder mit Recht hervorhebt,” insge-
samt zuverlifSiger als die umgearbeitete Biiste des Getty
Museums, welche aufgrund der weitgehenden Ver-
wendung des laufenden Bohrers in Haar und Bart in der
mittel- bis spatantoninischen Zeit entstanden sein diirfte.”
Hier sind die Motive linearisiert und vereinfacht, so daf$
manche Details, vor allem im Nackenhaar, verwischt oder
vernachlaflige sind. Nach diesen Ausfithrungen konnen
wir davon ausgehen, dafy die wesentlichen Ziige des
neuen Kopfes im Benaki-Museum, nimlich das breite,
fleischige, von Altersmerkmalen gekennzeichnete Gesicht,
der in langen schwungvollen Stihnen auf die Brust herab-
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fallende Bart, sowie der Stirn und Schlifen umrahmende
fillige Lockenkranz auf das Original zuriickgehen und
mit ziemlicher Sorgfalt und Genauigkeit wiedergegeben
sind. Was die Schidelkalotte betrifft, so diirfte auch hier
die Uberlieferung der Replik des Benaki-Museums die
bessere sein. Denn die hier vorkommenden kiirzeren,
wulstigen Locken passen besser zum gesamten Habitus
des Kopfes als die dicht anliegenden, flach wieder-
gegebenen Strihnen, wie sie die beiden anderen Repliken
zeigen. Diese sind also wohl eine zu Lasten der Kopisten
gehende Vereinfachung, was schon aufgrund ihres unter-
schiedlichen Verlaufs naheliegt.

Allen Repliken gemeinsam ist die asymmetrische
Bildung des Kopfes, dessen rechte Hilfte breiter gebildet
und weiter vorgewdlbt ist als die linke. Diese asym-
metrische Bildung, die in der Vorderansicht der Biiste
im Vatikan (Abb. 9) sowie in den Riickansichten der
Biiste in Malibu und des Kopfes im Benaki Museum
deutlich wahrnehmbar ist (Abb. 4, 8), hingt wohl mit
der Wendung des Kopfes nach links zusammen,* welche
somit ein urspriinglicher Zug des Originals sein diirfte.

Die hier vorgelegte Replik kann demnach als Ausgangs-
punke fiir eine erneute Diskussion der Datierung des
Originals des Typus Vatikan - Getty - Benaki auf neuer
Grundlage dienen. Raeder war bei dem Versuch, eine
Vorstellung von dem Original zu gewinnen, verstind-
licherweise von der Vatikanischen Replik ausgegangen,
da die in der Wiedergabe von Haar- und Bartlocken
schematisierte und zudem weitgehend iiberarbeitete
Replik Getty sich als unzuverlissig herausstellte. Zwar
betrachtete er den ausgeprigt klassizistischen Stil des
Kopfes aus der Villa Hadriana zu Recht als Merkmal der
Kopistenzeit,” glaubte aber trotzdem, daf§ er zumindest
tendenziell bereits im Original vorhanden war, welches
er aus diesem Grund fiir eine auf die Kunst des 4. Jhs.
zuriickblickende, ‘retrospektive’ Portritschopfung der
spithellenistischen Zeit, genauer gesagt der zweiten
Halfte des 2. Jhs. v. Chr., erklirte® Die Replik im
Benaki-Museum macht indessen klar, dafd das Vorbild
keine kiihle, klassizistische Arbeit, sondern vielmehr
eine expressive, physiognomisch sinnvolle Schépfung in
der Art der birtigen Kopfe alter Minner auf attischen
Grabreliefs des 4. Jhs. v. Chr.” gewesen sein muf$. Das
legen bereits die schwungvoll bewegten Haarlocken und
die welligen Bartstrihnen nahe. Dafl der Portrittypus
Vatikan - Getty - Benaki ein Werk der spitklassischen
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Epoche war, zeigt seine typologische Nihe zu Bildnissen,
die tibereinstimmend um die Mitte bzw. in die 2. Hilfte
des 4. Jhs. datiert werden. Am engsten verwandt ist
zweifellos der sog. Krates,” insbesondere die am besten
erhaltene Replik des Typus in Neapel (Abb. 11), wobei
der birtige Kopf des Benaki-Museums freier und un-
ruhiger und somit stilistisch fortgeschrittener wirkt,
was fiir eine etwas spitere Entstehung des zugrunde
liegenden Originals spricht.

Die Entwicklung dieser Reihe von langbirtigen
Kopfen mit nackenlangem, die Ohren bedeckendem
Haupthaar und eindeutiger Alterscharakterisierung
kann anhand der attischen Grabreliefs einigermaflen gut
verfolgt werden. Als frithestes Beispiel, auf dem simt-
liche genannten Ziige vorkommen, darf die Figur eines
sitzenden Mannes auf einem Grabrelief in Dresden
gelten, das noch vor die Mitte des 4. Jhs., wahrscheinlich
gegen 360 v. Chr., zu datieren ist. Nur wenige Jahre
spater, wohl um die Jahrhundertmitte, ist ein Relief in
Frankfurt entstanden, auf dem zwei alte Minner mit
dhnlich gebildeten Kopfen erscheinen.® Als nichstes
Beispiel ist der eindrucksvolle Kopf des alten Vaters
auf dem llissos-Relief im Athener Nationalmuseum aus
der Zeit um 340 v. Chr. zu nennen.” Uber diese Stufe
fihrt ein langbirtiger Kopf in Florenz hinaus (Abb.
12), dessen Ziige denen des Vaters des Ilissos-Reliefs im
Groflen und Ganzen ahnlich sind und der ebenfalls in
Profil zu sehen ist.** Bei diesem Kopf ist das Inkarnat
weicher modelliert und das Haupthaar differenzierter
wiedergegeben, weshalb er wohl in das Jahrzehnt
330-320 v. Chr. gehort. Dieser Kopf bietet einen
Anbhaltspunke fiir die Datierung des Portrits Vatikan
- Getty - Benaki aufgrund seiner typologischen und
stilistischen Verwandeschaft. Ahnlich gebildet sind vor
allem die vorspringende untere Stirnhilfte, die langen,
welligen Bartstrahnen sowie der wulstige Haarkranz. Auf
derselben Entwicklungsstufe stehen die Kopfe zweier
gelagerter birtiger Minner auf dem sog. Charonrelief im
Kerameikos (Abb. 13, 14), die aller Wahrscheinlichkeit
nach als Seehindler zu deuten sind.” Auch in diesem
Fall sind, trotz der schlecht erhaltenen Oberfliche und
der nicht gerade hohen Qualitit der Ausfithrung, die
Ahnlichkeiten zu unserem Portrit sowohl in der Haar-
und Barttracht® als auch in der Alterscharakrerisierung
deutlich erkennbar. Die weitere Entwicklung dieses

allgemeinen Kopftypus wird durch die Gestalt des alten
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Abb. 11. Birtiger Marmorkopf. Neapel, Museo
Archeologico Nazionale (nach: G. Richter, The Portraits of
the Greeks I [London 1965] Abb. 1083).

Hierokles in einem prichtigen Grabnaiskos in Rhamnus
aus den Jahren um 320 v. Chr. vor Augen geftihrt” —auch
wenn der Bart in diesem Fall weniger imposant ist. Hier
ist die Modellierung des Inkarnats noch weicher und
differenzierter geworden, wihrend die Haar- und Bart-
strahnen als wulstigere, durch tiefe Furchen voneinander
getrennte Gebilde wiedergegeben sind. Demnach liegt
eine Datierung des Originals unseres Portrits gegen 330
bzw. in die 20er Jahre des 4. Jhs. v. Chr. nahe.

Die Frage nach der Identitit des Dargestellten kann
nur mit Hilfe von allgemeinen Uberlegungen und Ver-
mutungen beantwortet werden. Nach Raeder weist die
physiognomische Charakterisierung unseres Portrits
eindeutig auf einen Philosophen hin:*® “Kein Zweifel

diirfie dariiber aufkommen, dafS es sich bei diesem. ..
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Abb. 12. Kopf cines birtigen Mannes aus einem attischen
Grabrelief. Florenz, Museo Archeologico
(Foto: nach Meyer 1989, Taf. 10,4).

Typus um das Bildnis eines Philosophen handelr. Nicht
nur der Biistenabschnitt der Replik in Malibu und der
mdichtige, Wiirde evozierende Vollbart verraten diesen
Rang, auch der hochgewilbte Schiidel und die Betonung
der steilen Stirn als Sitz des Geistes durch die aufge-
bauschten Stirnbaare charakterisieren den Dargestellten
als Denker”. Ob die beschriebenen physiognomischen
Ziige, einschliefllich des langen Bartes, auf einen geistig
titigen Mann hindeuten, muf} allerdings offen bleiben,”
zumal, wie wir gesehen haben, dhnlich gekennzeichnete
Figuren auf attischen Grabreliefs “normale” athenische
Biirger darstellen, die keineswegs als ‘Intellektuelle’
zu bezeichnen sind, wie das Beispiel der bereits er-
wihnten langbirtigen Seehindler auf dem ‘Charon-
relief’ zeigt. Andererseits kann die Frisur unseres Portrits
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Abb. 13-14. Kopfe birtiger Manner aus einem Grabrelief im Kerameikos (nach: Bergemann 1997, Taf. 103,1-4).

als Standesabzeichen interpretiert werden. Denn das
nackenlange Haar, das einen Lockenkranz bildet, ist
wohl als ein Kennzeichen fiir das gepflegte Ausschen
eines Aristokraten anzusehen.” Bezeichnenderweise tritt
der aristokratisch gesinnte Oligarch des Theophrast mit
miflig lang geschnittenem Haar auf (Theophr., Char.
26, 4: “uéonv xovpav xexapuévos”). So darf der Dar-
gestellte als ein wiirdiger Alte gelten.

Ein klares Indiz fiir die Interpretation der Figur als
Philosoph ist dagegen der ohne Chiton getragene Mantel
der Replik Getty. Diese seit der archaischen Epoche fiir
Biirgerdarstellungen iibliche Bekleidung wurde in der
Kaiserzeit fiir Philosophen geradezu kennzeichnend.*
Nach Dion von Prusa, 72, 2, konnte jeder, der einen
Mantel ohne Chiton (dxizwy €v ipariwz) sowie langes Haar
und Bart trug, verspottet, ja sogar angegriffen werden,
“obwohl bekannt ist, dafS diese Tracht fiir diejenigen, die
Philosophen genannt werden, iiblich und gewissermafSen

«

anerkannt ist” (“011 rois Kalovuévois piloodpors Evvi-

Ing éoriv # ovodn atn kai wpdnov tvd drnodederyucvn’).
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In der Kaiserzeit galt demnach der Dargestellte als ein
Philosoph. Dafd das Original dhnlich wie die Getty-Biiste
bekleidet war, ist an sich wahrscheinlich, auch wenn der
Mantel méglicherweise anders drapiert war.

Die Herkunft der Biiste im Vatikan aus der Villa
Hadriana in Tivoli spricht dafiir, dafl der Dargestellte
eine wichtige Personlichkeit der griechischen Vergangen-
heit war, die Hadrian besonders hoch schitzte. Leider
lassen die nachweislich in der Villa Hadriana gefundenen
Kopien griechischer Portrits bisher kein Grundkonzept
erkennen, das fiir ihre Wahl bestimmend gewesen sein
konnte.” Andererseits liegt aber aufgrund der zweifellos
athenischen Herkunft der neuen Replik im Benaki
Museum die Annahme nahe, dafl das Original unseres
Portrits in Athen stand.” Hadrian war bekanntlich mit
den Denkmilern Athens gut vertraut, hatte er doch die
Stadt wihrend seiner Regierungszeit dreimal besucht
und eine enge Bezichung zu ihr entwickelt. Da nun,
wie wir gesehen haben, das Original in die Jahre um
330 oder kurz danach gehort, also in die Zeit als der
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traditionsbewufite Politiker Lykurgos die Finanzen
Athens verwaltete, liegt der Gedanke nahe, daf§ es sich bei
dem Dargestellten nicht um einen Zeitgenossen, sondern
um einen weisen Mann der Vergangenheit handelt. Trifft
diese Annahme das Richtige, so erscheint Solon als der
wahrscheinlichste Kandidat. Fiir die Identifizierung als
eine besonders ehrwiirdige und hochangesehene Person-
lichkeit spricht auch die auffillige GrofSe der Replik aus
der Villa Hadriana, die mit einer Gesamthohe von 64
cm die beiden anderen, miteinander etwa mafigleichen
Kopien bei weitem iibertrifft. Das war wohl der Grund,
weshalb W. Amelung von einem Gotterkopf (Kopf des
Poseidon) gesprochen hat, obwohl er die individuellen
Gesichtsziige keineswegs verkannte.” Die Grofle des
Originals wird wohl derjenigen der Kopien Benaki und
Getty entsprochen haben, was eine Héhe von etwa 2 m.
fiir eine aufrechtstehende Statue ergibt. Sie war damit
ungefdhr so groff wie der Lateranische Sophokles, der
2,04 m miflt. Dieselbe Grofle kann auch fiir die nur
wenig dltere Platonstatue erschlofien werden.® Auf das
von Aischines, 7im. 25, erwahnte, auf der Agora von

NACHTRAG

Vor kurzem ist ein vollstindiger Katalog der antiken
Skulpturen im Benaki Museum erschienen (S. Vlizos
(Hrsg.], EAAnvixn xar Pwpaixn [Avrriki. And tig ovi-
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Salamis errichtete Standbild Solons” kann freilich unser
Portrittypus schon deshalb nicht zuriickgehen, weil dieses
nach Zeugnis des Demosthenes, De falsa leg. 251, in die
erste Hailfte des 4. Jhs. gehorte. Es gab aber in Athen eine
weitere Statue Solons, die im 2. Jh. n. Chr. in der Agora
vor der Stoa Poikile stand (Paus., I 16).* Die Erwihnung
dieser Statue in der gegen 325 v. Chr. verfafiten zweiten
pseudodemosthenischen Rede gegen Aristogeiton (Dem.,
26, 23) gibt einen terminus ante quem fir ihre Ent-
stehung, der mit der vorgeschlagenen Datierung des
hier besprochenen Portrittypus durchaus vereinbar ist.
Trotzdem bleibt die Deutung als Solon eine unbesti-
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ANMERKUNGEN

* Fir die Anregung zum Studium des hier voregelegten
Marmorkopfes sowie fiir bereitwillige Hilfe bin ich dem
Direktor des Benaki Museums Prof. A. Delivorrias und
seinen Mitarbeitern Dr. D. Damaskos und Dr. St. Vlizos zu
herzlichem Dank verpflichtet. Manchen guten Rat verdanke
ich meinem Lehrer G. Despinis. Meine Kollegin B. Schmidt-
Dounas hat freundlicherweise die Miihe auf sich genommen,
meinen deutschen Text durchzulesen und zu verbessern; ihr sei
auch an dieser Stelle gedankt.

1. Inv. Nr. 39282. Hohe: 40 cm, Breite 26 cm, Tiefe: 27
cm. Die frithere Besitzerin wollte keine niheren Angaben zum
Fundort machen; ihre Familie ist aber seit mindestens drei
Generationen in Athen ansissig, so daf§ die Annahme, daf}
sie in Athen gefunden wurde, naheliegt. Das Material (aller
Wahrscheinlichkeit nach pentelischer Marmor) spricht eben-
falls fiir eine Herkunft aus Athen.

2. Die Herkunftsbestimmung des Marmors (der auch G.
Despinis zustimmt) beruht auf empirischen Daten. Eine
chemische oder spektrographische Analyse wurde nicht durch-
gefiihrre.

3. Diesen Hinweis verdanke ich G. Despinis. Die Einwirkung
des Feuers auf Marmor fithrt zur Abspaltung kleinerer oder
groflerer Splitter, was eine vollige Zerstorung der Oberfliche
zur Folge hat; vgl. ]. Riederer, The decay and conservation
of marbles in archaeological monuments, in: N. Herz — M.
Waelkens (Hrsg.), Classical Marble: Biochemisry, Technology,
Trade (Dordrecht-Boston-London 1988) 472 mit Abb. einer

Marmorsiule, die besonders starke Brandschiden zeigt.

4. Zum Einsetzen von Kopien griechischer Portrits auf
Hermen s. A. Stihli, Ornamentum Academiae: Kopien grie-
chische Bildnisse in Hermenform, ActaHyp 4 (1992) 147-72,
bes. 154-58.

5. Athen, Agora Museum Inv. Nr. $335: E. B. Harrison,
LPortrair Sculptrure (= The Athenian Agora I [Princeton 1953])
38-41 Nr. 28 Taf. 19. Hatrison weist mit guten Argumenten
die zunichst aus typologischen Griinden vorgeschlagene
Datierung des Portrits in die Regierungszeit des Commodus
oder gar des Septimius Severus zuriick.

6. Die Locken sind bei beiden Kopfen unabhingige, durch
Bohrerfurchen getrennte wulstige Strihnen, deren Oberfliche
durch feine, dicht angeordnete Ritzlinien gegliedert ist.

7. Uber die Zuschreibung kaiserzeilicher Bildniskopfe an
bestimmte Werkstitte und deren methodischen Voraus-
setzungen s. D. Soechting, Die Portriits des Septimius Severus
(Bonn 1972) 83-106, 275-82; J.-Ch. Balty, Style et facture.
Notes sur le portrait impérial romain du Ille siecle de notre ére,
RA (1983) 301-15; C. Evers, Les portraits d’Hadrien. Typologie
et ateliers (Bruxelles 1994) 295-300. Insbesondere zu den
attischen Portritwerkstitten der Kaiserzeit s. Harrison (Anm.
5) 3; F. C. Albertson, A Bust of Lucius Verus in the Ashmolean
Museum, Oxford, and its Artist, A/4 87 (1983) 153-63; K.
Fittschen, Eine Werkstatt attischer Portritbildhauer im 2. Jh.
n. Chr,, in: Chr. Reusser (Hrsg.), Griechenland in der Kaiserzeit.

48

Neue Fund und Forschungen zu Skulptur, Architektur und To-
pographie. Kolloguium zum sechzigsten Geburtstag von Prof.
Dietrich Willers, Bern 12-13 Juni 1998 (Bern 2001) 71-78.

8. Derartige Birte kommen bei kaiserzeitlichen Portrits in
der Regel niche vor. Als Ausnahmen wiren das Portrit des
Kaisers Pertinax sowie einige Athener Kosmetenportriits, die
z.T. auf klassische Vorbilder zuriickgreifen, zu nennen; s. E.
Lattanzi, [ ritratt: dei cosmeti nel Museo Nazionale di Atene
(Roma 1968) 45-46 Nr. 12, 62 Nr. 30. Zum Philosophenbart’
als Merkmal des ‘Intellektuellen-Zeitgesichts” im spéteren 2. Jh.
n. Chr. s. Zanker 209-18, dessen Deutung von Hadrians Bart
aber fragwiirdich ist; s. W. Fischer-Bossert, Der Portrittypus
des sog. Plotin. Zur Deutung von Birten in der rémischen
Portritkunst, AA (2001) 149-52. In der klassischen Kunst ist
der lange Bart hauptsichlich als Kennzeichen des Alters und
der Wiirde geliufig, was aber andere Konnotationen nicht

ausschliefdt (s. unten Anm. 39).

9. Malibu, ]. Paul Getty Museum, Inv. Nr. 71.AA.284: ].
Frel, Greek Portraits in the J. Paul Gerty Musenm (Malibu 1981)
94-95 Nr. 44; Raeder 1987, 8, Abb. 1 a-d.

10. Vatikan, Museo Pio Clementino, Inv. 627: W. Amelung,
Die Skulpturen des Vatikanischen Museums 2 (Berlin 1908) 546-
47 Nr. 356 A Taf. 71; Raeder 1987, 8-10, Abb. 2 a-b.

11. Frel (Anm. 9); Raeder 1987, 8.

12. Amelung (Anm. 10); Raeder 1987, 8-9.
13. Raeder 1987, 8.

14. Raeder 1987, 8 mit Anm. 12.

15. Raeder 1987, 8 Anm. 13. In der frithchristlichen
Kunst werden bestimmte Figuren, etwa die Apostel oder die
Propheten, im Typus von alten Philosophen dargestell s.
Zanker 1995, 284-88. Zu den Darstellungen spiter Philoso-
phen vgl. ebenda 288-300.

16. Hier kénnte man an eine Reparatur mit Stuck denken.
17. Raeder 1987, 8 mit Anm. 13.

18. Raeder 1987, 9. Amelung (Anm. 10) hielt den Biisten-
abschnitt fiir den modern bearbeiteten Rest einer Statue, was
Raeder mit Recht bestreitet.

19. Raeder 1987, 9.
20. Raeder 1987, 9.

21. Die kleinen Abweichungen der Vatikanischen Replik in
der Bildung der Schlifenlocken sind méglicherweise als Folge
der Vergroflerung dieses Kopfes gegeniiber dem Original (s.
unten) zu erkliren.

22. Ein Beispiel dafiir sind die bereits oben erwihnten nach
hinten gebogenen Batstrahnen auf der linken Seite, die auf

dem Hals liegen.

23. Zur Datierung und Wiirdigung der Biste im Vatikan s.
ausfithrlich Raeder 1987, 9-11.
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24. Raeder 1987, 10.
25. Vgl. Raeder 1987, 10: mittelantoninisch.

26. L. Schneider, Asymmetrie in der griechischen Kunst vom
5. Jh. bis zum Hellenismus (Wiesbaden 1973) 46-49, 66-67.

27. Raeder 1987, 10-11.
28. Raeder 1987, 13-16.

29. Zu diesen Kopfen s. allgemein Meyer 1989; Bergemann
1997, 102-04. Zur Gestaltung ihrer teilweise portrithaft
wirkenden Gesichtsziige s. B. Schmaltz, Bildnisse griechischer
Grabreliefs, in H. von Steuben (Hrsg.), Antike Portriits. Zum
Gediichtnis Helga von Heintze (Mohnesee 1999) 27-33; vgl.
Bergemann 1997, 115-16.

30. So bereits Raeder 1987. Zum sog. Krates s. G. M. A.
Richter, The Portraits of the Greeks I (London 1965) 185-86
Abb. 1076-78, 1080, 1083; von den Hoff 1994, 19 Anm.
21; 126-27 mit Anm. 68-71; K. Schefold, Die Bildnisse der
antiken Dichter, Redner und Denker. Neubearbeitet unter
Mitarbeit von A.-C. Bayard — H. A. Cahn — M. Guggisberg
—M. T. Jenny — C. Schneider (Basel 1997) 172 Abb. 80, 503;
D. Piekarski, Anonyme griechische Portriits des 4. Jhs. v. Chr.
Chrnologie und Typologie (Rahden/Westfalen 2004) 96-97,
194 Nr. 32 Taf. 11-13.

31. Dresden, Albertinum, Inv. Nr. ZV2440: H. Diepolder,
Die attischen Grabreliefs Berlin 1931) 43 Taf. 39,1; Bergemann
1997, 169 Nr. 452 Taf. 96, 3.

32. Frankfurt/Main, Liebieghaus, Inv. Nr. 1388: Berge-
mann 1997, 169 Nr. 457 Taf. 106,1.

33. N. Himmelmann-Wildschiitz, Studien zum Ilissos-Relief
(Berlin 1954); Bergemann 1997, 165 Nr. 300 Taf. 106,2.

34. Florenz, Museo Archeologico, Inv. Nr. 13780: Meyer
1989, 64 mit Anm. 89 Taf. 10,3-4; Bergemann 1997, 169 Nr.
456.

35. Grundlegend: A. Scholl, Das ‘Charonrelief im Keramei-
kos, JdI 108 (1993) 353-73; s. auch Bergemann 1997, 174
Nr. 598 Taf. 103,1-4.

36. Angesichts dieser engen Verwandtschaft, insbesondere
in der Haar- und Barttracht, erscheint Scholls Folgerung a.O.
363, dafd es sich bei den Minnern des ‘Charonreliefs’ aus
physiognomischen Griinden “wm aus dem skythischen Raum
stammende Metoken handeln kinnte’, nicht vollig gesichert.

37. Athen, NM, Inv. Nr. 586: V. Petrakos, To emtopfio
avayivgo tov Iépwvog kar g Avelnmng kat to enlypappa
IG II* 13102a, in: 2widn. Touog e1¢ pviiuny N. Kovrodéoviog
(Athen 1980) Taf. 187; ders., Ephem. 1987, 290-91, Abb.
68; ders., O dripos zov Papvovvros 1. Tomoypagia (Athen
1999) 389-92; W. Geominy, Die Florentiner Niobiden (Bonn
1983) 244-45 Abb. 268-69; Bergemann 1997, 175 Nr. 660;
Schmaltz (Anm. 29) 31 Taf. 7,3.

38. Raeder 1987, 11. Zur Problematik der Entstehung des
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‘Philosophenportrits’ als Gattung s. neuerdings von den Hoff
1994, 23-33.

39. Ob der lange Bart “in klassischer Zeit geradezu als
Altersmerkemal verstanden werden” soll (so Bergemann 1997,
102; vgl. Meyer 1989, 64), oder ggf. weitere Konnotationen
hatte, kann hier nicht diskutiert werden (von den Hoff
1994, 30 mit Anm. 80 und 81 lif8t die Frage offen). Es sei
nur auf ein Fragment aus der Mittleren Komédie hingewie-
sen, aus dem hervorgeht, daf§ der langbirtige Philosoph
(von Platons Akademie) bereits im 4. Jh. ein erkennbarer
Menschentypus war: PCG V, Ephippos Fr. 14. In spiteren
Zeiten ist die Assoziation zwischen langem Bart und “Denker-
physiognomie” durchaus geldufig: Plut., Qaest. conv. 710b;
Lukian, Pisc. 11 und 37; Philops. 5; Dial. mer. 10, 1; Anonymi
Byzantini Physiognomonica 1 (R. Foerster, Scriptores physiogno-
monici graeci et latini 11 [Leipzig 1893] 225). Vgl. E. Voutiras,
Zaxxoyeverorpépog. un portrait de philosophe d’époque
hellénistique, AnzK 37 (1994) 59-61.

40. Meyer 1989, 176 mit Belegen. Zur ‘Nackenhaarfrisur’
auf attischen Grabreliefs s. Meyer 1989, 75-78, die zu fol-
gendem Schluff kommeu: “Die Nackenhaarfrisur verstehe ich
als einen Versuch, Alter zu Veranschaulichen und dabei das
Unschine zu vermeiden”. Vgl. Bergemann 1997, 102-03:
“Schema mit Anastole und Lockenkranz’.

41. Zanker 1995, 216-21; R. R. R. Smith, Cultural Choice
and political Identity in Honorific Portrait Statues in the Greek
East in the Second Century A.D., /RS 88 (1998) 65 mit Anm.
47; B. C. Ewald, Der Philosoph als Leitbild. Tkonographische
Untersuchungen zu romischen Sarkophagreliefs (= RM 34.
EH., 1999) 13-16; E. Voutiras, IIpotopr} “cogiot)” oto
Apyatoroyiké Movoelo Oeooarovikng, in: Ayadpa. Meléreg
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(Thessaloniki 2001) 443-45.

42. Zu den Kopien griechischer Portrits aus Hadrians
Villa in Tivoli s. zuletzt M. G. Picozzi, Un ritratto di Villa
Adriana e il busto inv. 525 della Stanza dei Filosofi del Museo
Capitolino, in: Studi in memoria di Lucia Guerrini (=Studi

Miscellanei 30 [1996]) 133-35.

43. Vgl. G. Lippold, Kopien und Umbildungen griechischer
Statuen (Miinchen 1923) 44-47.

44. Uber die Bezichung Hadrians zu Athen s. D. Willers,
Hadrians Panbellenisches Programm (= AntK 16. Beih. [1990])
7-12.

45. Amelung (Anm. 10).

46. K. Vierneisel, Wie grof§ war Platons Statue in der
Akademie?, in: von Steuben (Anm. 29) 15-26.

47. Richter (Anm. 30) 212-13; Zanker 1995, 52-53, 324-
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48. Weitere Zeugnisse bei R.E. Wychetley,. Literary and
Epigraphical Testimonia (= The Athenian Agora III [Princeton
1957]) 39 Nr. 80; 216 Nr. 709-10.
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EMMANOYHA BOYTYPAZ

H avtiypagikt} mapddoon evég yevetopbpou eAAnvikol moptpaitov

To Movoeio Mnievdkn anéktnoe mpdopata pe dwped
éva pappdptvo ke@dAl mov mpooPEpel véa Kat ypi-
owa otoryeia yra tn peAétn tov apyalov eAANVIKOY
noptpaitov. O gikovifdpevog eivar évag nAtkiopévog
avdpag pe mrotdota kGun, g omolag ot kvpatiotof fé-
otpuyot TeptPAALOLY TO HETOTIO KAl TOVG KPOTAPOUG,
Katl evivneolakd pakpld yeverdda. H katepyaoia tng
Kdtw emupdvelag delyvet 61t to kepdtl jrav mbavéta-
ta évBeto oe eppaiky| otiAn. H dwatrjpnon dev eivai
kaAr, kabog to £pyo extdg and éviovr SidPfpwor ma-
povotldlet kat fyvn kataotpo@ns and gaoTid wiaitepa
ot defid mhevpd, dmov to pdppapo éxet anoremiobe.
To yAunté pmopel va ypovoroynBel nepl ta péoa tov
2ov at. p.X. kat eivat mbavétara épyo Abnvaiov yA-
TTY}, KATL yta to omoio ovvryopel kat to vAtké Touv Tov
efvat mevtedikd pdppapo.

H onpacia tov véou kegaiiod opeiretatl oto ye-
yovég 6t tapadidet évav témo yveoté and do dara
avtiypaga oto Movoeio tov Batikavos kat oo J. Paul
Getty Museum oto Malibu (KaAwpdpvia) mov peréy-
oe 10 1987 o J. Raeder. Ta 8o avtd avtiypaga éxouvv
Eavadovrevtel (to mpdto ota vedtepa xpbévia, evod to
debrepo §oON oty Sdyun apyadtnta) kat 1ot to avti-
ypago tov Movogiov Mnevdxn efvat to mo agiémoto
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OoTHPIYPId Hag Yia TNV avanapdoTacy) ToL TPWTOTVBIIoU.
H odykpion tov pe kepdiia nikiopévev avdpdv and
attikd enttdpPia avdayloga tov 4ov at. .X. pag emt-
TPETEL va TIPOTE(VOLE V1A TO TIPOTAHTLTIO PLa XPOVOAS-
ynon nepi to 330 ©.X. H mAodota képn kar n pakpid
yeveldda eival xapakInploTikd mov oTnv T€xvn Tou
dedtepov poot tov 4ouv awdva dev ovvdéovtar anapai-
™ta pe my 1dTnTa tov PrtioadPou 1] ToLv TVELHATL-
KoV avBpdmov, énwc ovpPaivel oe petayevéotepeg me-
pLédoug. Qotdoo, and to yeyovdg étt to aviiypago tov
Movoeiov Mnevdkn eivar attiké épyo pnopoidpe va
oupmepdvovpe 4Tt 10 TPWTHTLTIO HTAV OTNUEVO TNV
ABvva. To cvpunépaocpa avtd evoybetat kat and v
TPoEAeLO ToL avitypdgov tov Batikavold and ) flia
tov Adptavot oto Tivoli: efvar yvwoty n otevy oxéon
oL avtokpdrtopa avtot pe tnv Abrva. Eivat ovvendg
gbhoyo va dexbBolpe dt1t o etkoviGépevog ftav évag dt-
donpog ABnvalog, {owg pditota éyt tov 4ov at. m.X.,
arrd tov andrepov mapeABdvrog. Aev anoxieietat va
npdrettat yia tov yvooté vopobétn Zéraeva, tov omoi-
ov yvepitovpe 6t ot AbBnvaiot elxav otrjoet avdptdvra
otnv Ayopd tnc méAng pmpootd oty owiAin Xtod.
[Tpémner mavtog va tovioovpe d1t 1 tadtion avty] eiva
TPOG TO TTAPGV EVIEADG LTOOETIKY].
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Glass medallions with religious themes
in the Byzantine Collection at the Benaki Museum:
a contribution to the study of pilgrim tokens in Late Middle Ages

THE BENAKI MUSEUM’S Byzantine Collection contains
nine glass medallions with depictions of holy figures and
other religious scenes. These objects belong to a large
group of more than 200 such medallions' which can be
found in museums and private collections all over the
world. They are made of translucent or opaque glass in
various colours and were produced from more than 60
different moulds; their height varies from 2 to 6 cm. The
thematic material is almost exclusively religious, and is
often accompanied by inscriptions in Greek or Latin.
The basic work on these miniature objects remains the
article by H. Wentzel, Das Medaillon mit dem HI. Theo-
dor und die venezianichen Glaspasten im byzantinischen
Stil, in: Festschrift fiir E. Meyer zum sechzigsten Geburtstag
(Hamburg 1959), in which he classifies the 157 medal-
lions known at the time into 55 different types according
to subject and appends a brief catalogue of the examples
of each type.? Wentzel concluded his work on this group
of medallions in a further article published in 1963.
Some of the Benaki medallions were known to Wentzel
and are mentioned in his articles. They reached a wider
audience when they were included in the exhibition Byz-
antine and post-Byzantine Art, held in Athens in 1985-
1986, and were discussed by the late Laskarina Bouras in
the catalogue.* More recently five were published again
in the catalogue of the exhibition Everyday Life in Byzan-
tium (Thessaloniki 2001-2002) by the present writer.
This article begins with an overall summary of the
views which have been previously expressed as to the
date, provenance and purpose of this group of medal-
lions. There follows a description of the items in the
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Benaki Collection in the form of brief catalogue entries
for each of the nine examples, while the final section dis-
cusses the objects in the light of certain characteristics
which emerge from the examination of the Benaki me-
dallions and which may shed new light on the general
background of the entire group.® The following article by
D. Kotzamani, conservator at the Benaki Museum, de-
scribes the results of the laboratory analysis of five of the
medallions which was recently carried out in order to ob-
tain the fullest possible information as to the material.”

Previous studies

The first scholar to make a systematic study of glass
medallions was Wentzel, who, as well as cataloguing the
known examples, attempted to establish their purpose,
date and place of manufacture. The large number of sur-
viving artefacts and their similarity in terms of produc-
tion methods and form (size, shape, colour of glass and
inscriptions) led him to speculate that the medallions
were mass-produced in one location, and possibly even in
a single workshop, as imitations of ornate cameos carved
from precious or semi-precious stones. As the representa-
tions and inscriptions were directed to both a western and
a Byzantine public, he suggested that they originated in
a major centre of glass production which had commer-
cial contacts with Byzantium and the West, 13th-century
Venice being a likely candidate.® Noting also that a small
group differed significantly from the rest, as their iconog-
raphy was clearly Byzantine and the motifs and shape im-
itated Byzantine semi-precious stone cameos, he proposed
that these were examples of a type with which the Vene-
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tians would have become familiar during the Latin occu-
pation of Constantinople and which served as the models
for the other medallions.” As a final point he suggested
that the regular use of cheaper materials, the evidence of
mass production of the objects and the content of the rep-
resentations indicated that the main purpose of the me-
dallions was as commemorative souvenirs for pilgrims.

Wentzel’s theories have been generally accepted, but
the publication of several new examples in museum and
exhibition catalogues gave certain scholars the opportu-
nity to express strong disagreement, mainly on the sug-
gested Venetian origin. Chief among these was M. Ross,
who in the catalogue of the Dumbarton Oaks Collection
(1962) made the point that the simple and inexpensive
technique of producing the medallions by using a mould
had been adopted in the Byzantine world since the 6th
century for the manufacture of glass weights and jewel-
lery. Remarking also that some of the motifs on the glass
medallions bore a strong resemblance to the iconography
of 11th- and 12¢h-century Byzantine lead seals he con-
cluded that the medallions were a Byzantine concept
and an independent art form, not a mere imitation or
reproduction of carved stone cameos. On this basis he at-
tributed all the medallions in the collection to Constan-
tinople and explained the western iconography of certain
examples by ascribing them to the period of Latin occu-
pation."

David Buckton took a different approach. His study of
the specimens in the British Museum led him to suggest
that the medallions could be divided into two groups on
the basis of the material used, according to whether the
glass was translucent or opaque. He noted that the trans-
lucent medallions seem to be a separate group which is
characterised by Byzantine iconography and Greek in-
scriptions, while the opaque examples contained Byzan-
tine and western motifs and inscriptions in both Greek
and Latin. Laboratory analysis also demonstrated that
the opaque medallions in the British Museum used only
three colours of paste, dark purple, red-orange and black,
in combinations which give rise to varied shades. Accord-
ing to Buckton, the restricted palette was proof that the
artefacts originated in one workshop, and this, combined
with the fact that red-orange glass tesserae were a rarity
in Constantinople but relatively common in Italian mo-
saics, caused him to accept Wentzel’s view that the work-
shop must have been located in Venice. As for the trans-
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lucent examples, he concluded that as some of the mate-
rial in the British Museum displayed striking similarities
with 11th- and 12th-century Byzantine semi-precious
stone cameos, they must have been products of a Byzan-
tine workshop and served as the models for the opaque
Venetian medallions.

Buckton’s theory, which was based on technical data,
represents, in his words, a ‘pleasing compromise’ between
the opposing viewpoints of Wentzel and Ross, but it has
never been published in a more expansive form since it
first appeared in a two-page summary of conference
proceedings'” and a brief catalogue entry for the exhibi-
tion Byzantium (British Museum 1994)." As a result, the
provenance of glass medallions remained an open ques-
tion, as the catalogues of subsequent exhibitions clearly
demonstrate. Two medallions with Byzantine motifs
and Greek inscriptions were exhibited in 7he Glory of
Byzantium (New York 1997): one of these, included in a
section of the catalogue devoted to Byzantine private de-
votional works (“Popular Imagery”), was ascribed a firm
Byzantine —possibly Constantinopolitan— origin but for
the second, displayed in the section “Byzantine Art and
the Latin West”, no definite solution is given to the ‘Ven-
ice v Byzantium’ problem. In her short catalogue entries
M. Georgopoulos adopts Ross” approach and considers
that the medallions are “too closely related ro Byzantine
seals not ro be labelled Byzantine™.*

In the catalogues of the Byzance exhibition at the Lou-
vre (1992) and Rom und Byzanz in Munich (1998) re-
spectively, M. Avisseau and M. Dennert attribute sim-
ilar items to 13th century Venice,"” largely following
Buckton’s reasoning, while in the recent Byzanz, Das
Licht aus dem Osten catalogue (Padeborn 2001), J. Witt
notes the existence of translucent medallions with west-
ern iconography and inscriptions. He therefore finds the
distinction “translucent= Byzantine, opaque= Venetian®
problematic and suggests a Venetian provenance for all
the glass medallions.'®

It will be clear from this brief overview that study of
the medallions has to date concentrated on their place
of origin, with the question of purpose remaining on the
sidelines and iconography being discussed only inciden-
tally, in the context of demonstrating a Byzantine or a
western provenance. It seems preferable however to treat
these three issues as interrelated and inseparable, and this
review of the Benaki medallions accordingly commenc-
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Fig. 1. Glass medallion with St Demetrios. Athens, Benaki
Museum, inv. no. 13546 (photo: Sp. Delivorrias).

Fig. 2. Lead flask for myrrh (koutrouvion) with St Demetrios
(from: Everyday Life in Byzantium 2002, 184 no. 203).
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es with a discussion of their iconography before passing
on to examine the surviving written sources in order to
extract clues as to, firstly, the purpose of this group of
objects and, subsequently, their provenance and place of
manufacture.

Catalogue of medallions at the Benaki Museum

1. St Demetrios (fig. 1)

Inv. no. 13546

Oval medallion cast in opaque dark brick-red glass.
Dimensions. 3 x 2.5x 0.5 cm.

Condition. Intact. Good condition.

Provenance. Unknown.

Description. A half-length, frontal depiction of the saint
in military dress, with a spear in his right hand and a
round shield with a cross in the centre in his left hand.
The breastplate has a rhomboid pattern. He has short,
curly hair and a halo of dots. The inscription reads O
ATIOC) /AH / M]H /-TPI/ OC.

Publications. Byzantine and post-Byzantine Art 1986, 208
no. 233 (L. Bouras).

This medallion of St Demetrios belongs to the most
popular type of the group,” and around 20 examples
with the same shape and near-identical dimensions (c.
3 x 2.5 cm) can be found in private collections and mu-
seums in Bologna,'” Naples, Parma, Mt Athos (Hilandar
Monastery),” London,” Oxford,” Berlin,* Paris,” Wash-
ington,* Cyprus and Toronto.” A particularly interest-
ing example is the medallion which at a later date was
set in a mount to form the central section of a silver-gilt
enkolpion reliquary, now in Hamburg.** Most are made
of opaque glass in various combinations of black and red,
though three green or blue translucent versions also exist.

The patron saint of Thessaloniki appears in military
attire in wall paintings and minor art objects from the
11th century.” Lead seals of the 10th to 13th centuries
show him in bust, holding a spear or sword and a round
shield, in representations identical to those on the medal-
lions.”® The same iconographic type of military saint also
occurs frequently in 11th-12th century semi-precious
Byzantine cameos which contain strong similarities to
the medallions, and it has accordingly been suggested
that this type has a Byzantine origin, and its models have
been sought in comparable artefacts.”

53



VASSILIKI FOSKOLOU

Fig. 3. Glass medallion with Agia Sophia. Athens, Benaki
Museum, inv. no. 13525 (photo: Sp. Delivorrias).

It may well be significant that the saint’s iconography
on these medallions closely resembles that on a group of
objects which are linked with Thessaloniki, and more
specifically with the basilica of St Demetrios: these
koutrouvia (ampullae or small lead flasks), intended for
pilgrims, were used to hold the aromatic myrrh which
gushed from the saint’s tomb* (fig. 2).

2. Agia Sophia (fig. 3)

Inv. no. 13525

Oval medallion cast in opaque dark brown glass with
brick-red striations.

Dimensions. 2.6 x 2.1 x 0.55 cm.

Condition. Intact, the surface is somewhat weathered.
Description. A female figure in bust, with a sleeved chi-
ton and a maphorion covering her head. Her right arm
is placed in front of her breast in a gesture of blessing or
prayer and her raised left arm is concealed by her mapho-
rion. The figure is flanked at shoulder height by the in-
scription H A(TTA) / CO / - DIA.

Publications. Unpublished.

The six examples of this type recorded by Wentzel,”
which include the Benaki medallion, have been joined by
three published more recently, in Munich,” Russia® and
Bulgaria.* All are made of opaque glass in shades of black,
brown and red and have roughly the same dimensions.

The female figure depicted in the medallions is the per-
sonification of Holy Wisdom, the attribute of the Trin-
ity which is often identified in theological belief with the
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Fig. 4. Glass medallion with the Virgin Hodegetria. Athens,
Benaki Museum, inv. no. 13526 (photo: Sp. Delivorrias).

incarnated Word, the Son.” This symbolic iconographic
type appears until the 12th century in a few peripheral
examples, mainly illuminated manuscripts;*® however the
closest iconographic parallels to the medallion are found
in the 6th- to 8th-century lead seals of officials of the
Patriarchate at Constantinople, metropolitans and bish-
ops,” where she is represented as a female saint, standing
upright with her hands in a gesture of prayer or holding a
cross to her breast.

3. Virgin Hodegetria (fig. 4)

Inv. no. 13526

Oval medallion cast in opaque dark brown glass with
yellow and red striations.

Dimensions. 2.6 x 2.1 x 2 cm.,

Condition. Intact, surface badly weathered.

Description. The Virgin is portrayed in the Hodegetria
type. On the left traces of the abbreviation MHP. The
delicate naturalism of the maphorion drapery on the Vir-
gin’s raised right arm and her elegant pose, turned slight-
ly towards Christ, single out this medallion from the re-
mainder of the group, in spite of the surface damage.
Publications. Unpublished.

Wentzel records six medallions depicting the Hodege-
tria in three broadly similar types, and one with the same
subject in reverse.”® A further two examples have emerged
in recent publications.”” Their dimensions range from
2.5 t0 3.2 cm and they display great variation in colour,
with opaque examples in brown, red and dark blue and
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Fig. 5. Glass medallion with St Theodore the dragon-slayer
on horseback. Athens, Benaki Museum, inv. no. 13521
(photo: Sp. Delivorrias).

Fig. 6. Glass medallion with St Theodore the dragon-slayer
on horseback. Athens, Benaki Museum, inv. no. 13522
(photo: Sp. Delivorrias).

Fig. 7. Enkolpion with glass medallion with St Theodore the
dragon-slayer on horseback. Washington, Dumbarton Oaks,
inv. no. 38.28 (from: Wentzel 1959, fig. 5).

translucent versions in bluish green and ochre.

The portrayal of the Virgin in bust holding Christ on
her left arm and gesturing towards him with her right
hand is a type associated with the famous Hodegetria
icon, which was housed in the Hodegon monastery at
Constantinople.” This miracle-working icon became the
palladium of the city and served as the focus for impor-
tant cult ceremonial which dominated the religious life
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Fig. 8. Enkolpion with glass medallion with St George the
dragon-slayer on horseback. Vienna, Kunsthistorisches
Museum, inv. no. 132 (from: Wentzel 1959, fig. 18).

of the capital and attracted a host of pilgrims from home
and abroad.”? Adopted as a model in a large number of
works and a variety of media, it became one of the most
popular depictions of the Virgin in the Byzantine world.

4a. St Theodore the dragon-slayer on horseback (fig. 5)
[nv. no. 13521
Oval medallion cast in black glass.
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Fig. 9. Glass medallion with the Nativity. Athens, Benaki
Museum, inv. no. 13524 (photo: Sp. Delivorrias).

Fig. 11. Glass medallion with the Nativity (version B).
Washington, Dumbarton Oaks, inv. no. 53.12.74 (from:
M. C. Ross, Catalogue of the Byzantine and Early Medieval

Antiquities in the Dumbarton Oaks Collection, 1: Metalwork,

Ceramics, Glass, Glyptics, Painting [Washington 1962]

pl. LVIL, 108).

Dimensions. 3.2 x 2.8 x 0.7 cm.

Condition. Intact, fairly well preserved.

Publications. Byzantine and post-Byzantine Art 1986, 210
no. 237 (L. Bouras); Everyday Life in Byzantium 2002,
521 no. 716 (V. Foskolou).

4b. St Theodore the dragon-slayer on horseback (fig. 6)
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Fig. 10. Glass medallion with the Nativity (version A).
Berlin, former Kaiser Friedrich Museum, inv. no. 762

(from: Volbach 1930, pl. 4).

Fig. 12. Glass medallion with the Nativity (version C). Vatican
Museums, inv. no. 697 (from: Wentzel 1956, pl. A.8).

Inv. no. 13522

Oval medallion cast in brick-red glass.

Dimensions. 3.05 x 2.55 x 0.4 cm.

Condition. Small section missing at the Jower right, sur-

face fairly corroded.
Publications: Unpublished.
The two medallions depict the saint on horseback gal-
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loping off to the right, as he spears the dragon which is
shown in the lowest part of the representation. In his left
hand he carries a triangular shield with a barely visible
cross in the centre.” The inscription reads O A(T'TOC) /
©E / Q-AO / PO/ C. In spite of the small scale and the
surface damage the first medallion has some fine detail
—notably the saddle strap, the bridle, the horse’s tail and
the dragon’s wings— which is indicative of a meticulously
fashioned mould.

The 13 examples of the type recorded by Wentzel*
have recently been joined by another in the Cabinet des
Médailles.® They all have virtually identical dimensions
(c. 3.1 x 2.7 cm) and are made from opaque black, brown
or red paste, the sole exception being the translucent yel-
lowish medallion in the Dumbarton Oaks Collection.*

The earliest representations of St Theodore as dragon-
slayer, dating from before the 8th century, occur on lead
seals of the bishops of Euchaita, the saint’s birthplace and
one of the main centres of his cult.” These early exam-
ples, which show the saint spearing the dragon on foot,
probably follow the cult icon in the church of his native
city.®® He appears on horseback in later works, notably in
wall painting.”

The equestrian saint is a type which rarely appears in
Byzantine minor art objects. Military saints are normally
depicted standing in frontal pose or in bust, as in ivory®

and steatite icons,”

cameos made from semi-precious
stones” and lead seals.”® Though unusual, this type of St
Theodore was probably chosen for glass medallions be-
cause of the apotropaic character of the mounted dragon-
slayer, which suited an object intended for private devo-
tion which could be used as an amulet.**

More problematic is Wetzel’s observation that the saint
is shown beardless on medallions (fig. 7),” especially as
a short pointed beard is the defining feature of St Theo-
dore in Byzantine art.’ This suggests an indifference to
the conventional facial type of the saint which would be
highly uncharacteristic of Byzantine practice and belief.
When we also recall that an identical version of the type
was used for a group of medallions of St George (fig. 8)”
—only the inscription differs— it becomes clear that the
creators of these artefacts felt free to use the same model
for different saints, ignoring the conventional personal
characteristics of the holy figures. This behaviour, so for-
eign to the Byzantine mentality, can be explained as a
form of mass production which was prepared to sacrifice
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individual detail to the demands of the marketplace.

5. Nativity (fig. 9)

Inv. no. 13524

Oval medallion cast in opaque dark brown glass with
black striations.

Dimensions. 3.0 x 2.6 x 0.6 cm.

Condition. Section missing from the upper right.
Description. On the left, Joseph is seated on a stool, sup-
porting his head with his left hand. Mary, opposite him,
raises herself from her bed and extends her right arm to-
wards Christ, who is depicted at the centre of the scene
lying in the manger. The figures have haloes of dots. The
heads of the ox and the ass appear higher up through
the apertures of a columned structure. Above Joseph is a
crescent moon.

Publications. Byzantine and post-Byzantine Art 1986, 210
no. 239 (L. Bouras); Everyday Life in Byzantium 2002,
520 no. 715 (V. Foskolou).

According to Wentzel three different versions of the
Nativity theme can be found on medallions.’® In two of
these (A and B) the dimensions (c. 3 cm) and the repre-
sentations are virtually identical: the single discrepancy
appears in the upper section which in version A (followed
by the Benaki medallion) contains a crescent moon and,
on the other side, a star with two rays pointing towards
the Christ child (fig. 10).”” This last feature is wholly in
keeping with Nativity tradition and iconography, but the
symbolism and the origins of the crescent moon raise
certain questions.

To find the explanation we need to examine version B,
which instead of the two symbols contains at the top a
Greek inscription spelling out the title of the representa-
tion (H TENNHCIC) in reversed lettering (fig. 11).% This
feature suggests two things: that version B is the negative
version of a model in which the inscription appeared in
its correct form; and also that it originated in an ambi-
ance where the phrase was not understood. The placing
of the letters, especially the reversed C above the figure
of Joseph, indicates that at a later stage (represented by
version A) the incomprehensible inscription was trans-
formed into a crescent moon and a star, the latter at any
rate being iconographically appropriate to this scene.

This theory is confirmed when we look at version C,
which has the same iconography as the other two, but in
reverse: the Virgin is on the left and Joseph on the right,
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Fig. 13. Icon with the Nativity from Sina Monastery, 9th
century (detail). St Catherine’s Monastery, Sina (from:
K. Manafis [ed.], Zuvd. O1 dnoavpoi tng I. Moviig Ayiag

Axarepivng [Athens 1990] 140 fig. 7).

Fig. 14. Ivory plaque with a representation of the Nativity,

7th-8th century. Washington D.C, Dumbarton Oaks, inv. no.

51.30 (from: K. Weitzmann, Cazalogue of the Byzantine and

Euarly Medieval Antiquities in the Dumbarton Qaks Collection, 3:

Tvories and Steatites [Washington 1972] pl. 3).

Fig. 15. Representation of the Nativity on the Santa
Sanctorum reliquary. Vatican Museums (from: J. Lowden,

Early Christian and Byzantine Art [London 1997] fig. 118).
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while the inscription which frames the scene is written
correctly as H TE / NHC / IC (fig. 12).¢' A medallion of
this type was presumably used to form a new mould, in
which the figures and the lettering were engraved exactly
as on the original, with the result that the next group of
medallions emerged as a negative version of their model.
This is corroborated by the fact that the medallions of ver-
sion C, with the correct inscription, are larger (c. 4.7 cm)
and have greater detail and accuracy in their reproduction
of the scene. Version C is therefore the earliest, and con-
tains the finest examples, but at some point it must have
been reproduced or replaced,” presumably in a non-Byz-
antine workshop, to judge from the problems caused by
the inscriptions and the solutions found to them.

Another interesting feature of this group of medallions
is the architectural setting, which was the basic reason for
their classification among works with western iconogra-
phy. For while the Byzantine iconographic tradition lo-
cates the Nativity in the cave of Bethlehem, the columned
structure, the Virgin’s couch and Joseph’s stool appear to
derive from western art, in which the scene is set inside a
stable or against a rich architectural background.®

However the architectural detail found in version C
(which, as we have seen, must have been the prototype
for the whole group) discloses a fascinating feature which
overturns the theory propounded above. This is the man-
ger, with two niches in its fagade, which recalls similar
representations early icons and ivory plaquettes of the 6th
to 8th century, where the manger is depicted as a mason-
ry-built structure with a niche at the front which some-
times contains hanging lamps or fabric (figs 13, 14). As
Kurt Weitzmann has shown, this feature represents an
altar, and it has its roots in the iconography of pilgrim
souvenirs from the Holy Land such as the wooden reli-
quary of the Sancta Sanctorum in the Vatican (fig. 15).
As these objects contain topographical references to actu-
al churches in the Holy Land, Weitzmann suggested that
the structure might symbolise the altar of the Cave of the
Nativity in the basilica at Bethlehem.®

The motive of the manger-altar was subsequently
adopted in the mid-Byzantine iconography of the Nativ-
ity, with certain isolated examples showing a niche in one
of its sides.® From around the mid-12th century, how-
ever, the niches became a standard feature, as attested in
a series of manuscripts and wall-paintings.” This cannot
have been a chance development or be attributable to the
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Fig. 16. Sketch of the mosaic representation of the Nativity
in the Cave of the Nativity, Bethlehem (1167-1169) (from:
J. Folda, The Art of the Crusaders in the Holy Land
10981187 [New York 1995] 371-78 fig. 9.29h).

Fig. 17. The crib (detail from the mosaic representation of
the Nativity in the Cave of the Nativity, Bethlehem) (from:
J. Folda, The Art of the Crusaders in the Holy Land
1098-1187 [New York 1995] 371-78 fig. 9.29k).
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Fig. 18. Glass medallion with St James and pilgrims. Athens,
Benaki Museum, inv. no. 13523 (photo: Sp. Delivorrias).

decorative proclivities of the Komnenan era, as it also oc-
curs in a representation which acquires great significance
from its location, the mosaic which adorns the vault of
the Cave of the Nativity in the church at Bethlehem
(1167-1169) (figs 16, 17). The inclusion of this motif in
the scene depicted near the actual manger suggests that it
reflects the contemporary appearance of the manger, and
this is confirmed by pilgrim’s narratives of the mid-12th
century onwards, which contain descriptions of the mar-
ble revetment with rounded niches which covered the sa-
cred relic.”

It cannot be coincidental that this motif becomes a
standard feature in western works at roughly the same
time,” and it clearly belonged to an iconographic pro-
gramme specifically related to the Loca Santa: indeed the
clear topographical reference to the Church of the Nativ-
ity at Bethlehem suggests that the group of medallions
discussed here was associated with pilgrimage to the Holy

Land.

6. St James with pilgrims (fig. 18)

Inv. no. 13523

Oval medallion cast in opaque brown glass with black
striations.

Dimensions. 2.9 x 2.6 x 0.5 cm.

Condition. Intact, fairly well preserved.

Description. In the centre St James full-length and fron-
tally posed: his halo has a dotted outline. The inscription
reads S / TAC-OB. The saint is flanked by two kneel-
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Fig. 19. Donor portrait, detail from the representation of

St James. Bethlehem, Church of the Nativity (from: G.

Kiihnel, Wall Painting in the Latin Kingdom of Jerusalem
[Berlin 1988] pl. 13,21).

ing figures who are identified as pilgrims by their broad-
brimmed hats and tall staffs.

Publications. Byzantine and post-Byzantine Art 1986, 210
no. 241 (L. Bouras); Everyday Life in Byzantium 2002,
522 no. 718 (V. Foskolou).

Eleven medallions with St James flanked by pilgrims
are known; all are made from opaque black, brown and
red glass and are approximately the same size (2.9 cm).”

St James the Elder, the brother of John, was the first
apostle to be martyred (Acts xii.1-2). His cult became
especially popular in the West after the discovery of his
tomb at Santiago de Compostela in Spain in the early
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Fig. 20. Seal of the Parisian fraternity of pilgrims to Santiago
de Compostela, 14th century. Paris, Archives Nationales
(from: LCI'VI, col. 29 fig. 4).

Fig. 21. Glass medallion with the Deposition and the
Martyrdom of St Bartholomew. Athens, Benaki Museum,
inv. no. 9427 (photo: Sp. Delivorrias).

9th century. Santiago developed into one of the main pil-
grimage sites of mediaeval Europe, and was the destina-
tion of choice for every western Christian after the Holy
Land and Rome. It was reached by well-defined routes
lined with churches, chapels and hostelries dedicated to
the apostle, which were operated by local fraternities on
behalf of the pilgrims and served as places of accommo-
dation for the aspiring visitor.”” Cockle shells were worn
by pilgrims as a token of the successful completion of
their hazardous journey and of their veneration at the
apostle’s grave:™ their significance for western Christians
can be judged from a donor portrait in the basilica at
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Bethlehem, which shows the subject in veneration before
St James with a cockle shell sewn onto a purse attached to
his waist (fig. 19).”

The apostle’s cult in Spain had an influential role on
his iconography in the West, in which from the end of
the 12th century onwards he appears with the standard
accoutrements of a mediaeval pilgrim —a broad-brimmed
hat and a long staff— and with a cockle shell tied around
his neck or to his hat:”® these features can be found on a
14th-century seal belonging to the Parisian fraternity of
Santiago de Compostela in which the saint is shown sur-
rounded by venerating pilgrims (fig. 20).” The similarity
between this seal and the Benaki medallion suggests that
the latter may have some connection with the Spanish
shrine, and its size, shape and material all point to it be-
ing another form of commemoration of a visit there. As
the best preserved example, now in Berlin, clearly shows
a shell hanging at the saint’s neck” we can be fairly con-
fident that these glass medallions of St James were pro-
duced for the souvenir market which grew up around
the pilgrimage to his shrine in the church at Santiago de
Compostela.

7. Deposition — Martyrdom of St Bartholomew (fig. 21)
Inv. no. 9427

Rectangular medallion with curved edges cast in opaque
dark brown and black glass with red striations.
Dimensions. 4.7 x 4.1 x 0.6 cm.

Condition. Intact, fairly well preserved.

The two tiers depict the Deposition and the Martyr-
dom of St Bartholomew. In the first Joseph on a ladder
supports the body of Christ, while lower down Nicode-
mus attempts to remove the nails from his feet with pli-
ers. The Virgin appears on the left with two female at-
tendants, and on the right are John and another female
figure. The second tier shows St Bartholomew naked and
seated on a mound, with his arms bound to two slender
pillars. Two figures on the left flay the skin from his hand
and foot. The inscription reads VI/ [-] C/S- B(AR)T /
OL / OM / EI The figures in the upper tier and St Bar-
tholomew have haloes of dots.

Publications. Byzantine and post-Byzantine Arr 1986,
210-22 no. 242 (L. Bouras); Everyday Life in Byzantium
2002, 522 no. 719 (V. Foskolou).

This medallion with the Deposition and Martyrdom

of St Bartholomew is an unusual type and only two oth-
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Fig. 22. Martyrdom of St Bartholomew, mosaic, late 12th
century. Venice, St Mark’s (from: O. Demus, 7he Mosaics
of San Marco in Venice, I: The Eleventh and the Twelfth
Centuries [Chicago-London 1984] 2 fig. 359).

er examples with the same shape and dimensions (4.8
cm) are known.”®

This representation of the Deposition adopts an icono-
graphic scheme that appears in monumental painting of
the late 12th century and later became common in Byz-
antine and western art;”” by contrast the martyrdom of St
Bartholomew with its Latin inscription suggests a purely
western origin, and its iconography points to a more spe-
cific association with Venice.

Early Christian traditions concerning the apostolic ac-
tivity of Bartholomew contain many different versions
of his martyrdom —beheading, crucifixion, clubbing to
death and flaying.® The Eastern church favoured cru-
cifixion,” which appears, albeit infrequently, in Byz-
antine works,*” but no particular version was adopted
by the western church, and we find a notable variety
of representations of martyrdom, with preference usu-
ally given to the most expeditious methods, beheading
and crucifixion. Flaying is introduced in the 12th cen-
tury, when the saint is shown standing with his legs tied
to a column.® The closest parallel to the flaying scene
on the medallions occurs in a mosaic in St Mark’s, Ven-
ice, which dates from the late 12th century (fig. 22).% In
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Fig. 23. Glass medallion with St Anne enthroned with
the Virgin and Christ flanked by Saints. Athens, Benaki
Museum, inv. no. 9426 (photo: Sp. Delivorrias).

both examples the saint is depicted upright with his arms
bound to two slender columns, and the executioners are
shown in an identical position, while even the treatment
of the saint’s legs in the medallion is a clumsy attempr at
reproducing the monumental prototype.

8. St Anne enthroned with the Virgin and Christ flanked
by Saints (fig. 23)

Inv. no. 9426

Oval medallion cast in opaque olive-green paste.
Dimensions. 6.8 x 59 x 1 cm.

Condition. The medallion is in three fragments, which
have been reassembled and held together in a silver
mount.

Description. St Anne is seated on a throne adorned with
stars and depicted in frontal perspective: it has a gabled
back, gothic finials and a wide footrest. She holds in her
lap the Virgin, who in her turn holds the Christ child.
The central figures are flanked by four saints and, high-
er up, by two angels. The letters CA and IOA, found
above the second figure on the left and in the lower sec-
tion on the right respectively, identify the saints as St
Catherine and St John the Evangelist. The figures have
haloes of dots.
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Publications. Wentzel 1963, 17 no. 28a; 19-21 fig. 9; Byz-
antine and post-Byzantine Art 1986, 210 no. 240 (L. Bou-
ras); Everyday Life in Byzantium 2002, 521 no. 717 (V.
Foskolou).

This is one of the largest known medallions, and be-
longs to a very rare type only found in one other exam-
ple, in the Freer Gallery of Art, Washington, which de-
picts the Virgin with Christ in her lap.®

The earliest surviving instance of a representation of St
Anne with the Virgin and Christ is on a sardonyx cameo
which dates from the mid-13th century and is believed
to be of Italian provenance.® The subject became more
widespread in the West after the early 14th century,”
and is occasionally found in the East after the fall of
Constantinople.” The gothic throne, the elaborate flow-
ing drapery and the ‘modern’ iconographic theme allow
for a fairly secure dating in the late 13th - early 14th cen-
tury, which makes it the latest of the medallions under
review here.”

Discussion

In this analysis of the Benaki medallions we have iden-
tified two instances of a direct link with sacred sites, the
topographical reference to the church at Bethlehem on
the Nativity medallion and the symbols of Santiago di
Compostela on the medallion with St James. This ac-
cords with Wentzel’s theory that the medallions were
originally intended as pilgrim tokens.

It is highly probable that further associations with
shrines can be found among the remainder of Went-
zel’s 55 types. The iconographic link between medal-
lions of St Demetrios and koutrouvia, the lead flasks for
the aromatic liquid which poured from his tomb, argues
strongly for a link with his shrine at Thessaloniki.” Nar-
ratives of the Miracles of St Theodore refer to miracle-
working seals from the saint’s church at Euchaita, which
protected their owner from thieves and runaway slaves,”
and glass medallions with the apotropaic equestrian rep-
resentation of St Theodore the dragon-slayer would also
seem ideally suited for this purpose. In the same way the
weekly ritual at the Hodegon Monastery and the litany
of the icon in Constantinople, which are described in
the sources” and vividly portrayed in the narthex deco-
ration of the Blachernai Monastery at Arta,” would have
provided opportunities for the sale of souvenirs depict-
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ing the miraculous icon to both local and visiting wor-
shippers.”

The conversion of certain medallions into apotropaic
objects of personal devotion such as enkolpia or rings”
would also accord with an original role as eulogiai, as the
mediaeval belief in the prophylactic properties of pilgrim
tokens is vividly described in the sources.’® The fact that
the humble St Demetrios medallion (now in Hamburg)
acquired at a later date a silver-gilt mount and was trans-
formed into a precious enkolpion reliquary indicates that
it possessed a special significance, which may well be
connected with provenance from a shrine.”

The iconographic link between medallions and specific
sacred sites suggests that these objects were intended for
major mediaeval shrines, which could be found through-
out the Christian world from Spain to Bethlehem, and
had a wide clientele drawn from Byzantine, western and
‘mixed’” communities. This might lead one to speculate
that the medallions were manufactured not in one place,
but locally in the various shrines, as had occurred with
other pilgrim tokens in early mediaeval times from the
4th to the 7th centuries.” In spite of this, the similarities
in manufacture and form (shape, size, paste colour and
lettering) and certain standard features such as the haloes
with dotted outlines are strong evidence for a common
provenance in a single workshop. The results of the labo-
ratory analysis of the Benaki medallions also point to one
place of production, as they identified common features
both of technique and in the composition of the glass.”

The same may be said about the wide variation in
iconographic types: the later versions of the Nativity me-
dallions, for example, point to a workshop which had no
qualms about reducing the quality of its output to meet
the increased demand, as does the indiscriminate use of
an identical model for St Theodore and St George. This
is additional evidence that the objects were produced en
masse, as is anyway suggested by the production meth-
ods involved and even more by the large number of sur-
viving examples.

This combination of mass production and interna-
tional distribution indicates the involvement of a mer-
cantile power with overseas trade links and a well-organ-
ised glass industry. The obvious candidate is Venice, as
Wentzel and Buckton suggested, and such a background
would also account for the iconography of the scene of
the martyrdom of St Bartholomew. It should be noted
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that this theory now is also supported by the laboratory
analysis of the Benaki medallions, whose components
suggest an origin in the glass factories of west Europe and
not of the East.”®

Iconography can also play a significant role in estab-
lishing the chronology of the medallions. Details such as
the manger in the Nativity scene and the flaying of St
Bartholomew suggest that they do not predate the mid-
12¢h century, while the modernism of the St Anne with
the Virgin and Christ indicate a continuity of production
at least until the late 13th - early 14th century. This time-
frame can be further clarified with information drawn
from the history of Venetian glassmaking, which, when
combined with the documentary evidence, may also af-
ford some clues to the basic issue arising from these ar-
tefacts —whether they are a purely Venetian invention or
use models from Byzantium.

Glass manufacture is recorded in the Venetian lagoon
from as early as the 7th century. Information concerning
the 10th to 12th centuries mainly comes from documen-
tary sources —state archives and legal documents con-
taining various references to glassmakers— which indi-
cate that it was an unregulated activity whose patronage
and clientele were drawn basically from the monasteries.
The picture gradually changes from the 12th century
onwards, with the loosening of the ties with monastic
and ecclesiastical circles and the subsequent organisation
of the glassmakers into an official trade guild in 1224.
By the end of the 13th century Venetian glass manu-
facture had became a state-controlled enterprise: critical
dates in this development were the guild’s adoption in
1271 of a statute, the Capitolare de Fiolariis, which pro-
vided a legal framework prescribing the parameters for
the production and distribution of glassware, and the
transfer of the Venetian glasshouses in 1291 to Murano,
which became a kind of ‘industrial park’, allowing fur-
ther scope for protectionism.'"

The 46 articles of the Capitolare and a series of supple-
mentary state ordinances ensured tight control over the
distribution of raw materials imported from the Mid-
dle East, notably Syria, and even the movement of the
craftsmen themselves.'” These last did not consist solely
of Venetians: as with the materials, some came from the
Latin-occupied Levant. A typical case is that of a certain
Gregorio di Napoli, a Greek who around 1280 moved
from Peloponnese to Venice."” The sources tell us that he
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was a painter of Venetian enamelled glasses, a technique,
probably Byzantine in origin, used to create one of the
first types of luxury glass artefact to be exported from the

1% Tt is clear that the ‘industrialisa-

Murano workshops.
tion’ of glass production in Venice involved the importa-
tion from the East, and from Byzantium in particular, of
materials, techniques, new types of artefact and of crafts-
men, and in such a context the introduction from Byzan-
tium of this form of glass medallion would be a natural
development.””

The manufacture of medallions with relief motifs by
casting or pressing in a mould represents the simplest
and indeed the most ancient hot-working process used
in glassmaking.'® Such artefacts were used for various
purposes in the Roman, early Byzantine and Islamic
worlds,"” but although nothing comparable survives from
the Middle Byzantine era,'® documentary evidence al-
lows us to be fairly confident that production continued
during this period. Catalogues of precious objects, such
as monastic and ecclesiastical breviaries and wills, con-
tain frequent references to icons, reliquaries, crucifixes,
jewellery and fabrics which were ornamented with inlaid
pearls and ddAza or vél1a:'” these last could have been
simple glass imitations of precious stones in various col-
ours and shapes, but they might also have included me-
dallions with representations, such as can be found on
the ornamentation of a processional cross in Georgia,
which includes two examples of the type discussed here
(fig. 24).°

It follows that these objects would almost certainly
have been familiar to the Venetians, who probably im-
ported and reproduced moulds or similar medallions for
use in their own workshops in the course of the develop-
ment of their glass industry."" The Nativity medallions,
for example, are evidence that craftsmen had at their dis-
posal models which were manufactured elsewhere, one
consequence being that they lacked the know-how to re-
produce them accurately, as the misinterpretation of the
inscription indicates.

The history of glass medallions thus demonstrates
how, as noted by Angeliki Laiou, the development of an
international market in the 13th century influenced the
manufacture of certain types of luxury goods by trans-
forming them into mass-produced articles on the initia-
tive of Venice, the dominant mercantile power."* The in-
terpretation of these objects as pilgrim tokens now adds
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Fig. 24. Processional cross with inlaid glass medallions with
St Theodore. Swanetche, Georgia (from: Wentzel 1959, fig. 4).

a further dimension, for it shows that the Venetian work-
shops were involved not merely in the large-scale repro-
duction of artefacts with a limited role in Byzantium, but
rather in their conversion into #¢ mass consumer product
of mediaeval times, which provided access to a vast public
and limitless profits."® This process can be attributed not
only to the increased possibilities of distribution, but also
to the rigid state control and the guild system operating
in Venice, which encouraged the development of an ‘in-
dustrialised” production of specialised goods for a special-
ised public."

A final point. These humble artefacts may have a con-
tribution to make to the wider study of the ideas and
mentalities involved in late mediaeval pilgrimage. We
know that in earlier times clay exlogiai were manufac-
tured in local workshops from earth taken from the sa-
cred site and filled with sanctified material such as oil or
myrrh belonging to the shrine, and that it was precisely
these ‘elements of provenance’ that gave the artefacts their
sanctity and their miraculous properties. The produc-
tion of commemorative material in a single centre and
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its distribution by the mercantile and naval superpower
of the era represents a fundamental change in this aspect
of the pilgrimage process, and it may also reflect changes
both in the mentality of the pilgrims and in the control
mechanisms of the shrines. The collection and study of
eulogiai from the middle and late Byzantine eras has al-
ready been described as a desideratum of scholarship,"
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and a fresh approach to the sources in the context of this
material could well open the way to an increased under-
standing of the entire mediaeval pilgrimage experience.
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BAXIAIKH ©QXKOAOY

['vdAwva petdAita pe Bpnokevtikég mapaoctdoeis oto Movoeio Mnevdin:

oupPorn oty pedétn tov mpookuvnpatikdy evBupnpdtev katd tov votepo Meosalwva

210 dpbpo e€etdlovrat evvéa yodhiva petdiiia pe
Opnokevtikéc mapaotdoeic g Bulavtivije ZvAdoyrig
tov Movoeiov Mnevdkn. Ta avrike{peva avtd evido-
covtal oe pa evpltepy) opdda pe meptocdtepa and 200
avdioya mapadelypara mov npoépyovrat and 60 dia-
(POPETIKEG M TPEG, Kal €xovv Kataokevaotel and Npt-
dragavée 1 adtagavég yvarl oe didgpopoug ypwpatt-
opovug, pe pfkog ané 2 puéypt 6 ek. kat Bépata, oxedév
amokAielotikd, Bpnokevtikd, dnradn popeés aylov v
napaotdoels, Tov cuyvd ouvodedovial and entypa@és
og eAAnVikA | Aatvik yAdooa.

H pedétn avtdv tov avukepévey éxet enkevipo-
Ol kuplwg oo CiNpa Tov témoL Tapayeyng tovg. Ad-
Yo TOL amAov TPSTIoL KATaoKkeLiG, TNG PTNVHG TPATNG
UANG kat TG TANBGpag tev cnidpevey napadeypdtoy
apytkd BewpriBnkav amopiprjoeig mepitexvov Abvov
cameos ta omnoia ypnoipevav kuplng wg avapvnotikd
TPOOKLVHATOG KAl kataokevdiovtav pe Pdon Butavti-
va mpétuna ot Bevetia tov 130 ardva. [TapdAinia,
ex@pdotnke 1 droyn neg vipéav éva kabapd Pula-
vawé dnuovpynua, kaddg 1 texviky Kataokevig Tovg
Nrav yveott oto Buldvtio 161 ané tov 6o atdva, eved
oplopéva Tapovotdlovy OTEVH] EIKOVOYPAPLKT] OXECT] PE
Butavtvd porvpdspovia tov 11ov kat tov 120v aid-
va. Térog, éyxet mpotabel nwg ta petdriia Ba mpénel
va dtakptBoiv oe dvo katnyopies pe Pdor o LAKS, dn-
Aadm oe mapadelypata and nudtagavés kat adapavéc
yuali. Ta mpdta, kabde éxouvv kupiwg Bulavuvd Bépa-
A KAl EAANVIKEG ETUYPAPEG —OPLOREVA PE ONUAVTLKEG
opotdtTeg pe ta peoofuiaviivd AibBiva cameos— Bew-
priOnkav Pulavuvd €pya kat mpdtuna yia ta adtagavi]
Bevetotdvika petdiia. To Ljtnua, wotdéoo, mapapévet
avotktd, 6w amodetkviouy ot oxeTikég oupPorég oe
npbogatovg katardyoug ekBéoewv.

Oewpdvtac 1o epdTNHa TG TIPoEAELONG AAANAEVOE-
To pe TH XpYon Kat v etkovoypagia tewv petariiov,
ot perétn tev mapadetypdrov tov Movoeiov Mrneva-
K1 860nKe katapyde daitepo Pdpoc oty etkovoypa-
@it} avdivon tov mapactdoenv. Ta mo onpavikd
ototyela mov mpoékvypav and avty v avdivon kabog
Kal Ta oLpTEpdopata ota onola pag od¥ynoav, tapouv-
otdfovtat oTr ouvéyeta.
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O é¢unnog dpakovtoktévog dytog Oebdwpog (etk. 5,
6), av kat akoArouBel évav gikovoypagld THO YVeOoTd
and ) pvnperaxy foypaeiky dn oty peocoPulavuvig
enoyy, anetkoviCetat xwpic to Tumd yra ) Pulavriviy
etkovoypagia tov aylov ofvAnkto yévi. H mapdinyn
avty] vodnidvet adtagopia amévavit ota kabiepopéva
TPOOWTIOYPAPLKA YAPAKTYPLOTIKA TOV AYLOV HOPPOV,
Eévn mpog t Pubavavi| mpaktiky kat aviidnyr. Avtd,
av ouvdvaotel pe to yeyovég ot o dog akpifdg térog
pe arrayy] e emypagnic petatpénetat oe dyto I'eddp-
ylo og dAAN oglpd petariiov (eik. 7), kabiotd gavepd
TG TA ELKOVOYPAPLKE TTPOTLTIA X PTTLUOTIOLOVVTAL UE
€AAOTIKGTNTA A6 TOUG KATACGKELAOTEG ALTAOY TGOV AVTL-
KEPEVOV e 0TOYO TNV KAALPY THG oXETIKAG {tnong.

ISwaitepa evbiagépovta otoryeia anédwoe 1 avdivon
tov petariiov pe ) ['évwnor. To Bépa anodiderat ota
petdAiia ¢ opddag pe tpeig dragopetikols Tmoug.
Ztov pdto (A), otov omoflo avijkel to mapddetypa tov
Movoefov Mnevdin (etk. 9, 10), ewcoviCetar oto mdve
THAHA poo@éyyapo kat aotépt. Xtov debtepo (B), ot
B¢om tov dvo ovpPdrev Stakpivovtat ypdppata tov eA-
Anvikos ai@dPrnrov mov anodidovy eni ta Aawd tov tit-
Ao g oknviic: H TENHCIC (ewk. 11). H avdnodn em-
ypagt| viodnAdvel, agevdés o o dedtepog tomog ano-
tedel TV apvnTkn exkdoyy evég mpotinou ato omoio 1
gmypa@y Arav ypappévr) kavovikd, Kat apeTépou mwg
dnpovpyrinke oe éva mepiPdirov, 6mov 1 ppdon dev
frav katavonty]. Ztnyv tpitn exdoyn tov Béparog (C)
anetkovifetar to (1o elkovoypaikd oxfpa Pe Touvg
TPONYOVBUEVOLG TOTIOVG, AAAd avdmoda, eve 1) emypa-
@1 oL MAQLoLGVEL TN oknvT] dtaPdfetar kavovikd: H
TE/NHC/IC (eik. 12). Eivat emopéveog mbavév éva na-
popoto petdrito va ypnotponotidnie wg npdtumo yia
TNV KATAOKELY] Plag Hjtpag, oty omoia Op®G ot Hop-
Q€6 kat ta ypdppata raevBnkav dneog akpiPac anet-
kov{ovtav 0to TP®TETUTIO, PE anOTEAEGUA 1] ETOPEVY)
oepd petarriov (témog B) va biver mv avi{otpoen ex-
doxn tov. Ta petdriiia tov témov C éyouvv peyaire-
peG 61a0TdoElS, TEPLOoOTEPEG AETTOPEPELEG Kal aKpi-
Beta oty anddoom g mapdotaong, mpdkettar Snrady|
yia v mototikd kailtepn oelpd petarriiov, mov @ai-
VETal TG 0T didprela e Tapayeyng aveypdgnke 1
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yperdotnke va avrikatactalel and pla véa. H arrayn
avty €yive oto mhaioto evég epyaotnpiov, to omoio —
éneg anodeikviel o Tpdmog Tov yelplotike TNV emypa-
@1 kat 1 Abor mov £dwoe ato TPSPANpa Tov Tpoéku-
pe— dev Ba mpéner va rav Bulavuvd.

‘Eva axdépn eikovoypagiké otoryeio mov mapovoid-
Cet daitepo evbragépov otn oelpd oV peTariiov g
[évwnong eival ) pdtvy pe tig 8o kdyyeg, mov Bupiler
avdroya mapadeiypata oe elkdveg kat EAEPAVTOOTEL-
va mhakidta e mpdpung Puiavuvig nepiédovu (ewk. 13,
14). To potifo avtd avdystat otnv eikovoypagia twv
TIPOCKUVITUATIKGY avapvnotkdv tov Ayiov Ténov (euk.
15) kat and ta péoa tov 120v ardva anoterel otabepd
XAPAKTNPLOTLKS TNG PATVNG, STIWG HAG ATTOKAAVTITEL Ptal
oelpd mapadelypata oe xelpdypagpa Kat oty PvipeLa-
KkH oypagucr. Aneikoviletat enfong oto YN té g
apidag tov onnAaiov g [évvnong otov vad g By-
Oreép (1167-1169) (ewk. 16, 17). H vnéBeon nwg amno-
telel elkaotiky ava@opd oty obyxpovy katdotaoy g
@atvng emPePaidvetal and meptypa@és mpooKLVNTRY,
ot omofot petd ta péoa tov 120v ardva meptypdpouy pe
Aemtopépeteg o pappdpwvo kiPetidto pe ta orpoyyvAd
avoiypata nov neptéParie to epd Aeipavo. Emopévac,
10 elkovoypagiké avtd ototyelo amoteAel pépog pag
locus sanctus ewcovoypagiag g oknvrg kat cuvnyopel
otV oyt Twg Ta ovykekpipéva petdiia vipEav
avapvnotkd Tpookuvipatog otov vaé e Bnbieép.

e avdloya cvpnepdopata odnyel 1 etkovoypagt-
k] avdAuvom d%o akdéun mapadetypdrov tov Movoei-
ov Mrevdxr. Zto mpdto, eikovifetat o dytog ldkwPog
TAAoLOPEVOG amtd 60 TpooKLVNTEG pe TTAaTiyvpa Ka-
néda kat yniés pdPdoug (ewk. 18). H Aatpeia tov amno-
otdrov yvapioe Waitepr) dtddoon ot Adon pe kévrpo
10 Tpooktvipa oto Santiago de Compostella g loma-
viag, To omolo kat enpéace kaoplotikd Ty glkovoypa-
@la tov amdéotorov ot Sutiky téyvn. A tov 120 at-
dva o dyog lakwPog aneikoviotnke pe miatyvpo ka-
éA0 Kal pakpd pdPdo —avukeipeva mouv xpnotponot-
otoav ot mpookuviTtég Tov Meoaimva— kat pe éva Oa-
Adooto koyBAL —to evBlpnpa Tov TPOoKLVHHATOS OTOV
tdgo tov oto Santiago— kpepaAopévo oTov Aatpd 1| to
Kamélo tov, ouyvd mAaciopévos and oePifovies mpo-
okuvntée (ewk. 20). Ta dia ewcovoypagkd otovyela ya-
paktnpiCouv v anédoot] Tov ota yvdAva petdiiia.
KaBd¢ pdriota oto karitepa owldpevo mapddetypa
tov BepoAivou dtakpivetat otov Aatpd tov aylov éva ko-
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VAL, @aivetat oAl mbavdy neg ta petdiiia mpoopiGo-
vtav yta v ayopd evBvpunpdtev mov eixe dtapoppnbel
yope and to npookbvnua oto Santiago de Compostella.

['a wa avdroyn ayopd Ba mpénet va npoopifovtav kat
Ta petdhita pe tov dyo Anurtpro (ewk. 1), énog pag em-
Tpémet va vmoBécovpe 1) elovoypagiky] toug opotdtyta
pe ta poABdva @raridia —ta Aeydpeva xovzpotfia— ta
omnofa mepteiyav to pdpo mov avdPfAvie and to kPdpro
Tov ayiov otov vad tov oty Ocooarovikn (ew. 2).

TéMlog, N ewovoypagiky avdAvo tov paptopiov Tov
ayfov BapBoropaiov (ewk. 21) pag emétpeye va to ouv-
déoovpe pe oxetuky| PePaidtnta pe ) Bevetla, kabdg
TO KOVTLVOTEPO £1KOVOYpaPLKS TtapdAinio tov Bépatog
Bpioketar onv avtiotorym oknvy] tov Ayfov Mdpkov
¢ Bevetiag (téAn 1200 ardva) (gix. 22).

ZUPTIEPACHATIKG, 1] ELKOVOYPAPIKT] AVAALOT] TV pe-
talMwv tov Movoeiov Mnevdkn anédeile nwg n vnd-
Beom mov elye Sratunwdel oto mapeABov ya t yprion
TOUG OC AVAUVNOTLKA TIpookuVijpatog efvat owoty. Em-
TpooBétwg, 1 OOVOEDT] OPLOUEVOV PE GUYKEKPLUEVOLG
tepolc témovg anokalimtel Twg mpdkeLTat yia kamola
ané Ta OMHAVIKOTEPA TIPOOKLVIHATA TNG EMOYNG TIOL
ekteivovtat og 610 tov téte Yvootd xprotiavikd kéopo,
ané v lomavia péypt ) BnBreép. "Edeiée enfong nag
katackevdlovtal og éva gpyacTiiplo TOL yla va avia-
neE€ABeL ot Crjtnon xpnotpomotel pe eractikdtnta ta
mpdrund tov kat dev dtotdlet va vroPfabuioet v mots-
TA TV TPOIGVIOY T, 6TIOG GUVERY pe TN véa oetpd
petairiov e ['évwnong, yeyovic mov emPefardver tnv
Aoy yta paiiky mapayeyn Tov aviKELPEVOV.

O ovvdvaopéds e padikic mapayoyrc pe ) Siebvy
d1dBeom avtdv TV AVTIKEIPEVOV TTApanépunel o€ pia
epmopiiy] Svvaun pe diebvn epPféreia alrd kal opya-
VO£V vatovpyiky tapaywyr. Avty Oa propodoe va
etvat ) Bevetia, 6mag eiyav mpoteivel marardtepa ot H.
Wentzel kar D. Buckton.

Etvat onpavud va onpeiobel £6d nog ta anmoteAs-
Opata Mg EPYAcTNPLaKiG avdAvong mov éyve o€ TEVTE
and ta petdAita tov Movagiov Mmevdkn auvnyopoitv
otnv anddoot| toug oe epyaothpto e Adong (BA. To
dpBpo e A. KotCapdvn otov napévta tépo).

Ot minpogopiec tov ydv yia ) Pevetordvikn va-
Aovpyla tov 130v atdva mpoogépouvv ta anapaitnta
otovyela yia va mpooeyyioovpe to tedevtaio Paoctkd
epdMua, av dnradyn avtd to eidog avtikepévov vrrpte
pa kaBapd Pevetordviky epebpeon, Y av eixe ta mpdTu-
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nd tov oto Buldvuio. Xdpgeva pe autés g minpogopi-
€6, yla TNV avdmtuty kat v opydvoon s frotexvikig
napayoyrc yudivev avuketpévov ot Bevetol vioBén-
oav Kat etorjyayav and thv Avatory], kat eidiétepa and
1o Buldvuo, npdieg Bheg, teyvikée, eidn avukepévov
aAAd kat texvites. Zto mAaioto autd Ba pnopovoav va
glyav erodyet kat 1o £id0¢ Tov yuvdAveov petariiov. Avd-
Aoya avukeipeva Ba npénet va Yrav yvaotd otov fua-
vivd kéopo kabwg oe kataidyovg mov anaptpodviat
noAbupa avukeipeva (dnAadi katdhoyol povaotmpra-
K&V eptovotdv kat dtabrjkes) avagépovial ouyvd ekd-
veg, AelpavoBrikeg, otavpol, koopfjpata kat vpdopata
draxoounuéva ue vddza vy védia (euc. 24).

Emmiéov, 1) nepintwon tov petariiov pe ) I'évvy-
on anédeige mog ot didfeon Tev Bevetaldvikov epya-
otnplaov vMpyav TPSTLTIA yla TNV KATATKELT] TV Yud-
Awvov petariiov, pftpeg 1) diia dpota avukeipeva, ta
onoia olyovpa dev efyav kataokevdoet ot (dlot, yati dt-
agopetikd Oa yvdptiav nég va ta enavardfouy cword.

H epunveia tov petarriiov og mpookuvnpatikd ev-
Buprpata amoxkarbntel eniong nwe ta Pevetikd va-
Aovpyikd gpyactipla dev avuypdgouv anmide éva ei-
dog avrikepévov nov mbavag eiye nepoptopévn ypri-
on oto Buldvtio, arld to petatpénovy oto katefoyiv
palikd mpotdv tov Meoaiwva, pe onpavitkeég duvatd-
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eg képdoug kat oAl evpl ayopaotkd kowd. H eni-
Aoy avty dev ouvdéetar pévo pe tg duvatdtrteg dud-
Oeong v avikelpévey Tov TPooPEpEeL 1 SapdpPpnoT)
pag SteBvotc ayopdg tov 130 awdva, aArd kat pe tov
avotnpd kpatikd EAEYYO KAL T1) CUVIEYVIAKY 0pyave-
o1, ot omoieg dnpovpyody TG poimobéoetg yia v
avdamruéy pag Protexvikic napayoyrc pe eEetdikevpé-
va TIpotovTa Kat anodékteg.

Térog, Ba mpémer va toviotel Twg 1 mapaywyy| npo-
okovnupatkdy evlopnpdtov oe éva kévrpo kat 1) didbe-
O1] TOUG QIO TNV EUTIOPLKY] KAL T1) VAUTLKY LTEPOUVapT)
¢ emoy¢ anpatodotel Oepeitddn arliayy oug npa-
KTIKEG TOL Tpookuvijpatog —mbavév katl oTig vootpo-
niieg ov ovvdfoviat pe avtd— kabog, 6meg elvat yvo-
otd, oe naraldtepeg enoyég kataokevdlovrav ato {do
1o 1tpoUKkbvTHa Kat Ttepleiyav aylaopéveg ovoleg (fhato
Kat pipo) amd tov 1epd ydpo, otoryeia ata onofa d@et-
Aav v iepdnra arld kat 1ig anotponaikéc-Oepansu-
TKEG TOUG LOLGTYTEG.

H ouykévipoor kat | peréty avdhoyomv avikeipé-
vov and ) péon kal v votepn Pulavuvy nepilodo,
nov €xet MON kataypagel wg desideratum g épevvac,
kald¢ kal ) TPOCEYYLOY] TWV OYETIKGY TNy péoa and
avtd to nplopa etvar Suvatdv va avoiel véoug dpdpoug
OTN HEAETH TOL HECALVIKOL TIPOTKLVILATOG.

73






AEXTIOINA KOTZAMANH

['védAva petdiia pe OpnokevTkég TapaoTdoelg
ot Bolavtwvy] ZuvAroyy] tov Movoeiov Mmevakn: teyvikn peAén

H MEAETH TON gvvéa petarriov and yvarl' peoat-
oViIKNG pikpoteyxviag mov avikovy ot oLAAOYY| TOL
Movoegiov Mnevdxr efye ©¢ 01610 va vtootnpiet thv
é¢pevva g Baotdkric Pwokdrov’ pe otoryeia mov
oyetiovtal pe TNV TEYVIKY KAtaokeuG TV avTiKeL-
Pévav avtdv kadde kat pe ) xnpky tovg ovotaom.

['a v enitevén tov otdyov avtoy énpene va gpev-
vi0el 1 pébodog kataokevtig Toug kat va mpoodlopiotel
1 TIOLOTIKT] KAl TTOCOTIKY] 0V¥0Ttact] touvs. Avotuydg, dev
LT PXAV AAAEG ONHOOLEVOELG OYETIKEG PE TNV TEYVIKY|
QVAALOY] TETOLOV AVTIKEIUEVOV DOTE VA AEITOLPYHOOLY
¢ oLyKkpLTké vAKS. Bonbntikéc, Spwc, efvar ot avago-
pég yla avalboeic o€ KOKKIva yoaild 1j og kdkkiva opudA-
Ta yevikdtepa, mov oagds anoteAodv pia Bdor dedopé-
vov. "Etot, ta petdihia propody tovAdyiotov va kata-
taxBotv otnVv evpltepn OpAdA TOV KOKKIVOY YOAALDY.

Amé ta evvéa petdiiha mov extiBevral, emAaéyOn-
kav évte pe ap. gup. 13546, 13525, 13522, 13524,
13523 wg ta o avunpoownevtikd (eik. 1). H emAoyn
Toug €yve katapyfv pe Pdon to péyebog kat to oxfpa
toug,” kat devtepevdving pe Bdon to xpdpa touvs, avd-
Aoya pe g draPabBuioeis kat tig ratrtepdnteg mov av-
16 mapovasiale.

To otepeookdmio, o petarroypagpikéd kabds kat to
NAEKTPOVIKS PLKPOOKOSTILO 0APpWONG anotéAeoay ta
gpeLVNTIKA pé€oa yla Ty avaiuor) Tov HETAAAIoV.

Eivat yvwoté BéPata 6t o1 6o terevtaieg péBodor
avdivorng Bewpolvtal kataotpentikés, kKabBdg anat-
Tobv v e€ayoyy defypatog, kdtt ov otV nepinTeom
v uné eEétaon petardiov dev frav duvatd.t Qoté-
00, 1) xpNopoToinoy] tovg kpibnke ey, xdpr otov
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KatdAANAo tpéTo mpoeTotpaciag Tev petariiov ota
orola ePAPPOTTNKE.

MéBodot avdivong

2repeoordnio. Apyikd ta petdAda efetdotnray kd-
10 and 1o otepeookdmo Olympus SZX9, oe peyeOiv-
oeig 20x péypt kat 100x. Eved pakpooxomnixd potdfovv
UE CLPTIAYE(G TTETPEG PE OUOLOUOPPEG HOVOYPWIES 1} KA
TOKIAEC amoypdoELs, KATw and 1o OTEPEOOKOTIO €YIve
@avep 11 yodAwr vy toug and TG avtavakAdoelg Tov
PwT6G Kkat and KATotes Taydevpéves guoaiideg aépa
nou Bpiokovtar dStdomapteg oty pdla tov yvariot, oe
dAAa petdAdia meploodtepo kat oe dALa Ayotepo.

210 petdAito pe ap. gvp. 13525 (eik. 2), extdg anéd
TG anoypPAOELS TIOL EPPAvile —avtioToryec pHe QUTES TIOL
napatmprbnkav kat ota dAra petdiiia—, mapatnpron-
KE PLa ETUTIAEOV XPOUATIKY] AVOUOLOYEVELQ: OF OPLOUEVEG
TEPLOYEG 1 pdla tov yvaiot eivatl xpoHATUOHEVY VG OE
dAAeg (kupleg Tpog ta torydpata) diagpavig.

Eniong, evd pakpookomikd ta petdAiia gaivovral
va dtatnpovvtatl oe apketd KaAy katdotaot, KAtw
and g peyebivoeig avtég mapovotdfovv KotAd Ty TEG
(e1k. 3) Tov kaibmTovy oYESSV GAN TV ETLPAVELd TOVG
(évdertn Peroviopoo).” TTil@avoroyovvrar Sidgpopeg arti-
£¢, OTwG avopoloyéveta e pacag tov yvaitot (mba-
vég akabapoieg, kékkot dupov) Y| opyaviky enidpaon.’
‘Opwg, 1 0otaot] Tov yvailol kat GUYKEKPLUEVA oL Tt-
pég tov oxmpatioty] diktdou (dro&eidiov tov muprtiov)
oty nepintewon tov petarriiov Bewpodvtal ot eplo-
06tepo vmevBoveg yia tov ovykekptpévo tomo ddPpw-
O™G TOUL YVAALOL.”
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Ew. 1. Ta névte petdAiia tov Movogiov Mmevdir.

To padpo Béroc viodetkviel ™) Aetacuévny neployy
01O ToiYWHd ToLg.

Meraddoypapixd pixpooxdmnio. a v mapatipn-
o1 KAt and To HETAAAOYPAPIKS UIKPOOKOTILO OEV Y PEL-
dotnre va agatpebel kdmoto defypa 6mewg avagépbnke
napandve. ATAGS AetdvBnke pra moAd pikpy| mepLoy
™G empdvelag, mepimov 8 xiA., 0To TolyWHA TOV pE-
taAriov (mMAdyla Topr)). Anhadn ta petdAiiia mpoetot-
pdotnkav oAbkAnpa oav va anoteroboav avtd ta {dia
detypata and kdnowo peyaiitepo avikeipevo. a v
eneCepyaocia g pLkprc avtic emPAvelag Tpaypato-
nojOnke Aelavon kat otiAPwor) katd otddia, obppava
pe ) Stadikaoia mov axodovBeltal mpokepévou va e&e-
taotel éva eykiPotiopévo delypa kdte and to petar-
Aoypa@ikd 1| To NAEKTPOVIKG WKPOOTKOTILO 0APOOTG.

Ot Aeraopéveg empdveleg eEetdotnkav oto petai-
Aoypagikd pikpookémio Olympus AX70, kdtw and mo-
Aopévo kat pn moAwpévo gog oe peyedivoeig mov ku-
pdvOnkav ané 100x péypt kar 500x.

e 6heg TI¢ EPUTTAOELS anmokaAibpdnKe 1) pLcpokpu-
otarAikr] dopr| Toug, pe trv mapovoia dbo gdocwv: pia
Aot OROLOYEVOUG YPOHATIONOU pe dtdomaptoug pi-
KPOUG KPLOTAAAOLG OF XPOUA KOKKIVOTIO 1} 0 Xpdua
patpo, kat pia dorn copatdiov pe peTaAAKy veY| kat
Adpyn (ewk. 4-6). Ze kapla mAdyla topr| dev mapatnpi-
Onkav kpdotarrot devdprradv.’ [MapdAinia pe tic 6o
avtéc pdoelg ovvundpyouvy ToALdpBpES TuTKd Eppa-
vitdpeves puoarideg aépa ota dpla Tov KPLOTAAAWY.

Ot didgopeg amoypdoelg, mov pe yopvd pdt oe dGAra
petdAiia drakpivovtar mo évioveg kat oe dAda mio
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Eix. 2. To petdArio pe ap. gvp. 13525. [Mapampeitat
XPOUATIKY avopotloyéveta oty pdla Tov yvaitot: oe
OPLOUEVES TIEPLOYEG elvat YpwRATIOPEVY] EVE 0 AALES
dagpavig (65x).

Eik. 3. "Evbei&n Pedoviopot (40x).

ayvée, kdtw and to petarioypagikd pikpookdmo dev
napovotdfovrat 1600 oLYKEYLHEVEG —e{val TIEPLOTOTEPO
EexdBapec. e mAdyia topy ota petdAiia pe ap. evp.
13522 kar 13546, o ypopauopdc o mAdyia topn elva
amhég, pe amoypdoels Tov kékkvou (gik. 5, 6) evéd ota
petdAAta pe ap. gvp. 13525, 13524 Swakpivovrar mepto-
06tepa ypwpatikd orpodpata Tov evalidoooviat, 6TeG
KOKKLVO TIop@pLPY, KOKKIVO HOLVTO UéXpL kal Havpo yila
TO TPOTO KAl POLVTSH KOKKIVO, Kagé Kal pavpo ylia to
devtepo avtiotoya (ewk. 2, 7). ‘Ooov avagopd o pe-
tdAAo pe ap. gvp. 13523, 1a ypopatikd tov otpoduata
(6me¢ KéKKIVO PATEWS, KiTpvo, TIpdotvo) dev evarrdo-

MOYZEIO MITENAKH



Fedhiva petdirra pe Bpnoxevtikéc mapaotdoets oty Bufavriviy Zodlkoyd tov Movoeiov Mrevdky: texviky) pekétn

Ew. 4-6. Ta petdAiia pe ap. gvp. 13522 (morwpévo
Pug), 13546 xat 13522 (un moropévo). Awakpivetal pia
(@4o1) OPOLOYEVOUG XPOUATIOROD HE DAOTIAPTOVS PKPOUG

KPLOTAAAOVG O€ XPWORA KOKKIVOTS Kat padpo, pia edon
oopatdiov pe peTariiky ver| kat Adpy, kadodg ka
TuTikd gppavitépeves uoaiideg aépa ota dpa twv

KkpLoTdAAwv (300x).

4, 2004

OOVTAL [E TO OKOVPO KOKKLVO TIPOG Habpo Tov uneptepel
v voroinwv. Ed®, ta otpdpata avtd Eexivodv and
) pla dkpr 1 T0 HECO TNG TOPTG KAl KATAAYOLY 0TV
GAAM dxpn ™G oL avtioTolyel 0Ty PnpooTvy emipd-
Vel TV anelkovioewy, 1) omola ftav kat 1 Bdon katd
) Sabikaocia g xdtevong tov yvaito oto karovt
(etk. 8). I'ia tov Adéyo avtd, to petdArio Bupilet mepio-
061epo cameo apd kdnola TETPA.

Enfong, o avopoloyevig xpopatiouds mov mapatn-
priBnke oto petdArio pe ap. evp. 13525 emPePaiddn-
Ke kat katd v e&€étaot] tov og mAdya topt. To kokki-
vépavpo ypdpa mov mapovotdlel, oyd otyd efaobevel
mpog 1) Stagavy] pdla tov yvailol, agrvovtag apke-
TEG MEPLOYES PN XPORATIOHEVEG (g1K. D).

HAexzpoviid pipooxdmio odpwons (SEM). Aedopé-
vou 6t dev Hjtav duvatdv va eEetactoly ta petdAita
OTTIKA 0TO NAEKTPOVIKG HIKPOOKSTILO,” 1] XPTjOT] TOVL
TEPLOPIOTNKE ATTOKAELOTIKA GTOV TTOLOTIKS KAl TOV T10-
0OTIKG TIPOGOLOPLOUS TNG 6BOTACT|G TOUG, HE EQAPUO-
VY] TNG TINYY|G O€ TOTIKA ETNAEYHEVEG TIEPLOKEG TNG TH{OW
emupdvelag.”

To pkpooxémio mov xproponotridnke eivar Jeol JSM
5600 kat avijket oto Ivotttobto I'ewroyikdv kat Me-
tairevtikdv Epevvédv (ITME). Ta tnv kaAibtepn -
P1] AVTITIPOCWTELTIKAV ATIOTEAECPATOV GO0 TAGG, 1|
odpwon g déoung nhektpoviev éyve oe pun daPpo-
péveg meployés twv petariiov kat meploxéc mou dev
vITpYav €VIOoveG avopHaAies, TIPOKEIUEVOL VA ATOPEL-
x0el tuydv éEldeppa ota anotedéoparta.

Ta amoteAéopata g avdivong mapovotdiovtat
otov mivaka 1. Ilpokeipévou va dievkordverar n av-
YKPLOM KAl 1] TAuToToinon TV AMOTEAEOUATOV HE
avtiotorya avarloemv AAA®V KOKKIVOV YUAALGY TOU
éyouvv dnpootevBel oto maperBov, avtd anodidovtar pe
kavovikomoinon ota 100.

AmnoteAéopata

Texyinh xaraoxevis. Ta petdAia éxovv kataokev-
aotel pe v TEYVIKY] ¢ (¥TevonG og karobmt. Agv
Srakpivovrar BéPaia pkpopnypatdoeic” 1 kdmoto
{xvog amé tn xpfon karovumiov, ot onoleg va emife-
Baidvouv éva tétolo tpémo katackevng, obte KaAAd
avantvoodpevot kpbotairot devdpirdv kumpitn oto
dikTuo ToL yuaitol —Adyw Tov xapnAot 1 evieAdg avi-
TapKTov T0000ToV HoAGPdov dnwe Ba dobue mapaxd-
10.” Qotéoo, 1 eninedr em@dvela oto niow pépog twv
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Ew. 7. To petdrhio pe ap. evp. 13524. Awaxpivovtatl ta

Xpopatikd otpodpata mov evaardoooviat, Snwg povviod
KOKKIVO, Kagé kat padpo (300x).

petarAiov, to eninedo Pévto twv aneikovicewv, xopic
™V TALTEYPOVT AVOPOOT TV TOLXORATOV TOVG TIEPL-
petptkd —otoryeia mov Ba dfrwvav epnieon—, kabodg
Kat 1o vPNAS mooooTé TV alkari{wv olp@®va pe Tov
nivaka 1, anotelody Tig toyupdtepes evdeilels yia )
XPTON TNG TEYVIKNG TNG XVTELOTG.

[Tio ovykekpipéva, pe t xpriom evég tdéoo vpnAos mo-
000To0 aAkarinv, dmwe avtd Tov ofediov To kailov kat
devtepevbvimg Tov ofetdiov Tov vatplov, rav dvvatdv
va napackevaotel éva yvarl katdAAnio yia yGtevon oe
karoUm, epdoov ta ofeldla avtd enétpenav v o £6-
KOAY pot] Tov Kat oe xapnAdrepec Bepporpaoies.'

Me Bdom pdhota ovykpioeig ouv éytvav oto Tapei-
06V petall derypdrov amd aviikeipeva katackeva-
opéva pe tn péfodo tng xitevone kat deypdtov and
avukeipeva popgomnompuéva pe tn péfodo tne epgu-
onomg, 1 mosootaia oxéomn kuping tov drofetdiov tov
nupttiov kabdg kat twv ofetdiov tov acBeotiov kat
Tou payvnoiov kat Tov tprofetdiov tov apytiiov, pe ta
avtiotorya aikdiia (kaiiov - vatpiov) ov aviyvetdn-
Kav oty obotact] Toug, odnyel oto ovpmépacpa 6t Ta
petdAiia mbavév aviikovy oTnVv Katnyopia g (LTHG
popgomoinonc.”

2voraon yvaliodv. ‘Oha ta yvatid, avdroya pe tig
TePLOYEG ov oapdbnkav and tn déoun niextpovi-
ov (tomikég kat evpltepeg), mapovotdiovy oxeTiky di-
akidpavern o¢ mpog T ovotaot] tovg. To doEeidio tov
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Ew. 8. To petdAiio pe ap. evp. 13523. Ta ypopatuxd
otpdpata kKOKKIvo POTEWS, KiTptvo Kat ipdotvo dev
evarrdooovial pe To oKoBpo KOKKIVO TIPOS Havpo.
Hekivobv and ) pla dikpn 1 1o péoo g Topng kat
KataAryovv oty dAAn dkpn g (65%).

mopLtiov, ®g oXNUATIOTHG TOL SIKTOOL' ToL YyudALVOUL
vAwkoy, epgavifetat og T0000Té WOL KLpaiveTal and
39,38% péypt 63,40%. Ta aikdriia ofeidiov tov Kka-
Afov (yvahd otdoag) kat vatpiov (yvaiid 066ag) mov
A€lToupyoltv ¢ TPOTOTIOMTEG ToL dikTvoL” TTapovotd-
Couvv tpég mou kupaivovtar and 6,15% péxpt 23,09%
kat 2,13% péxpt 9,75% avtiotorya. Evéd o tpomomot-
Ntc'® ofelbio tov asPeotiov mov dpa w¢ otabepormor-
Nt¢ oo diktvo Tov yvaAlol aviyvebetat o€ TO0OOTA
mov kvpaivovtat ané 4,38% péxpt kar 20%.

Ta téooepa avtd otoryeia kar 1) eptekTkETNTA TOLG
010 yvaAl katatdooouvy ta petdAiia otnv katnyopia
TOV YvaAtdv ToTdoag —to KAAL0 aviyVeVTNKE O pe-
yaAdtepo moooatd and to vdrpro. H mapovoia kat tov
devtepov aikariov (vatpiov) kat 6€ CLYKEVTIPAOELS
mov Bewpodvtal vpnAéc (mdve and 2%) elxe wg oty
v adénom g otabepdinag tov yvariiod, gavépevo
Tov ovopdletat em{dpaocm tov pektod arkariov.”

Zépgpova pe v khaotkt| Bewpia, N motdoa kat to
aoPéotio Tov epmePLéXOVTAL 0TO YLAA! KATAGKELNG TV
petarAiiov, ota vpnAd avtd mooootd, Tpoépyovtat
ané otdytes kapévev E6hov,” tapéro ov Pifroypa-
@Qid €xer avagpepbel 6tL ipoépyovtal kat and oTdyTeg
KAREVOVY QUTAY, Ta oToia dVoTLYKG KG Kadatun A
ftav kat givat yevikd 66okoro va npoodioptotobv.”

Ot otdyteg ané E6ha firav evpéag drabéopes otnv
Kevtpikn] kat tn Bépera Evpdnn ané tov 8o 1 tov 9o
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Tvdriva perdrria pe Bpnokevtikég ntapacstdoetg oty Bufaviivy ZvdAdoyn tov Movogfov Muevdxn: texviki peréty

Eix. 9. To petdhAio pe ap. gvp. 13525. To kokkivépavpo
xpdua mov mapovotdlet, oyd oyd e€acBevel mpog
Stagpavy) pudfa tov yvaiiol agivoviag apKeTEG TEPLOYES
pn xpopatopuéves (100x).

at. p.X.” TTo ovykekppéva, xatd v nepiodo avt]
N mapaywyy tov yvaitot vitpov® napfikpaoe, mbavov
Aéyo g petopévng poprifetag vitpou, to onofo oty
gvpltepn meployy s Meooyeiov avtikataotdbrnke
and oTayTES PUTOY, eve oty Kevrpiky] kat ) Bépeta
Evpdnn and otdytec E6Awv, pe anotéAeopa tny na-
paywyt yvailol vpning meptektikdtntag oe motdoa
kat aoPéotio.*

[Ipdypat, ané tig ovykevipdoelg tdéoo tng notdooag
600 Kkat tov aoPeotiov ov avyvetBnkav, mapatypeitat
6t oG EpLoodTEPEG avalboelg vrtdpyet Alyo 1 TOAD
pia avtiotpoen oxéon petald tev dvo avtédv otoryei-
v. Zvpnepaivetat Aomédy 6t vpiotatat actdbeia oty
obotaon g otdytng and EBAa, 1 onola xpnotpomorti-
Onke ya v katackevy] oV petarriov —katd tov do
TpOTIO IOV CLPTEPLPEPETAL 1] 66da Kkat to aoPEotio o
oboTaoT NG oTdy TN and ta Kkapéva Qutd.”

BéBata, ta vynAd mocootd oeidiov tov aoPeotiov
mov aviyveltnkav ota petdAita givar acvvibiota.’
Evéeyopévag ogeidovtat o pn ovvedntd eEevyevioud
TOV TPOTOV LAGV yla TV Tio UKoAY katepyaoia tov
yuaAtob, kat &yt oe Kai yvdon tev npofAnpdtev mou
dnpovpyel éva tdoo vyNAS Too0o TS Tov oEetdiov av-
ol 010 yuaAil.” Zinv mpokepévn TEPINTOOT), 0Ta pE-
tdAAa {owg va unv vpyav tétolou eidovg anattoelg
ané toug vaiovpyods, kaBdg 1 texvik Kataokevyg
toug Ytav taftepa anmiy.

4, 2004

H atovpiva Ppédnke oe apretd vpnAd mocooté nd-
vo and 0,77% mouv @tavel uéypt kat 9,99%. Qg otot-
xelo PeAtidhver v avBekticdtnta tov yvaiiot kat mpo-
kalel adénon tov onpeiov tEng e TP TS BANG.
‘Opwg, omv mpaypatikétnta anoteAel mpdopmén ava-
né@evk), Kabde anotedel oLOTATIKG TV TOYXWUATOY
TV xoveutnplov.”? Adye dpwg g avnpévng g me-
ptektikdTnTag (katd péoo 6po ndve and 3%), Ba npé-
niet va elye eloaydel kat ovyxwvevBel pe to yvai, mpo-
epyopevr and Aupo KAToLag CLYKEKPIUEVNG TIEPLOXY|C
pe VPNAG o avtd o oToryelo TOCOoTA.”

To Belo epgpaviletar o ent 1o mAelotov 010 peETdA-
Ato pe ap. gvp. 13524 kat Aydtepo oto petdArto pe
ap. evp. 13522, pe avdtepn tpn 1,44%. I'evikd, 1o Belo
éxel meptocdtepn ayéon pe to vitpo, didtt to tedevtalo
ovyvd oyxetifetat pe to Beukd varpro. Zinv mepintw-
o1 tov petairiov duwc, enetdr] eivat pepovopévn n
mapovaia tov 611 6¥oTaAc) Tov Yuailol KATACKELHG
tovg, pdArov elye pootelel wg akabapoia pe éva 1
TEPLOTOTEPA TIPOTOYEVI® 1] kat OEVLTEPOYEVY LALKA.

O @dogopog, oe popen pwopopikol mevioerdiov,
napovoldletal onpetakd (tomikéc neployéc) ota pe-
tdAa pe ap. gup. 13546, 13522 kat 13523 oe mocootd
mov kvpaivovtat and 1,68% uéypt kat 16,26%. H avi-
xvevot tov Ba propovoe va opeiietar ot xprjon otd-
XIS EVA@V TIOL TEPLEYOLY pEYAALTEPA TTOOOOTA Pw-
o(pSépov, o€ OYECY PE ALTA TTOL EPTIEPLEKOVTAL OTT] (PU-
TikH) kabown VAN, E@doov Spog dev aviyvetBnke ka
Bdpto —mov ovviBwG oLVLTIAPYKEL HE TO PHDOPOPO OTaA
“daocddn” yvaiid—,* n mapovaia tov pmopel va €xel
oyéon pe poopopikéc emkabioeic oty empdveta tov
yvaiiol, evOeXOUEVOGS WG ATIOTEAECHA TOL PIYAVIOROD
¢ ddPpwone.® Enlong, Adye tng mapovoiag kat tov
¥roplov ota petdAiia, unopel kat va €xet petagepOel
OTO THYHA TOL YLaAlo¥ Héow ToL 0pLKTOL oL efye £t
Aeyel g My avtol tov aikaiiov.”

Xodopa. Amt6 10 1060016 TOL YaAKoU TTOL aviyveddnKe
(3,95-20,39%) ovpmepaivetal 6Tt 0 XpOUATIOPSS TV
petaAiriov Tpoékuye and ) xprion Tov XaAKkol oG pé-
oov.* Ot anoypdoetg mov apovotdiovtat elvat enf{ong
anotédeopa 1600 TeV 0&etdo-avaywytk@dv ouvlnkodv
TIOVL ETIKPATOVY 010 Kapivt, 0o Kkat ™G mapovolag Ka-
TIOLOV PKPAV 000 T TwV 0&eldlov HETAAA OV peTdnto-
07)G TIOL CLVLTIEPXOLY HEGA OTO THYHA TOL YLAALOV.”

I'evikd, yia to kékkwo xpdpa eivar amapaitnt 1 emni-
tevln KAtdAAMAeV avayeyikdv ouvBnidy ov enttoy-
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Ew. 10. Tpagixi| mapdotacr g ox£ong v mocOTHTOV
Tov ofetdiov Tov payvroiov kat tov oetdiov tov kaiiov
7oL aviyvedBniav ota petdlha (onpeiopéva pe kdkiivo
xpopa) pall pe ta avtiotoxa nocootd yvaiidv tov 11ov-
14ov ardva and to Buldvtio, tn Bevetla, t) Adon kat tov
tohaptd kéopo mov peretiBnkav and tovg J. Henderson
— M. Mundell Mango, Glass at Medieval Constantinople
Preliminary Scientific Evidence, oto: C. Mango —
G. Dagron (eds), Constantinople and its Hinterland
(Oxford 1993).
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Eik. 11. Tpagpikr) mapdotact g ox£omg v mocotitev
tov ofetdiov Tov aoPeotiov kat Tov mevtoEeldiov Tov
apyti{ov ov aviyvetBnkav ota petdiiia (onpeiopéva pe
KéKKvO xpdpa) pali pe ta aviiotorya Toc0oTd yvaridy
tov 11lov-140v awdva and to Buidvtio, ™) Bevetia,
Abon kat tov .oAaptkd k6opo Tov pereTBnkav and touvg
J. Henderson — M. Mundell Mango, Glass at Medieval
Constantinople Preliminary Scientific Evidence, oto:
C. Mango - G. Dagron (eds), Constantinople and its
Hinterland (Oxford 1993).
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xavovtai, elte eAéyyovtag thy atpdogaipa, eite xpnot-
HOTIOLOVTAG avaywyikd péoa, 1) akdun kaibtepa pe
Xp1iom kat tev 660,% mpoketpévou Ta PEPOVOUEVA 16-
vta Cu" va avayfobv oe Cu'. To anotéAeopa tng ava-
YoYTig auTy|g eival 1 mapovoia KOKKIVOY KPLOTAAA®V
vnogetdiov tov xaikot, dnradt kompity. Av pdiiota
mpaypatonole{tat mepattépw avaymyt tov pufyparog
oL yvaiot, téte Snptovpyobval kat kpUoTaAiot pe-
TaAAikob xaAkov.

Zta petdAriia tov Movoelov Mmevakn aviyxvedon-
Kkav Kat ot 660 avTtég HopPESG PIKPDY KPLOTAAA®Y (KpD-
atailot vioeldiov Tov xaAkot kat peTarAikoy yak-
K0U), ot oToleg dlagopoTotody To xpdHa Tov yvaitoy
KATAOKELNG TOLG, TIPpoadidovtag pia pouvty andypwon
KOKKLVOU, O€ 0%£01 PE TO AQUTIEPS KOKKLVO TIOL TIAPOUL-
otdfovv dAra yvdAva avrikeipeva 1 viikd.” Ilapda-
AnAa, Aettovpyodv wg péoa adtagpavomoinong, o avti-
Oeom pe dAAa yodAiva avtikeipeva mov ogpeidovv Ty
adta@aveld toug, elte oty avdntuén kpuotdAiwy dev-
dprrdv vroetdiov Tov yarkod®® kat oty popyn tovg,”
elte og péoa mov ouveldntd elodyovatl 0To THypa Tov
yvaitot og dtaomopd dote va py Siépyetat to poc.”

MdMota avty n pouvty] kékkivy anéypwor, dA-
Aote yivetat mopupi] 1§} kat padpr —étav to mocoatd
Tou Eemepvd 1o 5%.4 Ot draPabuioeic opeiloviat otnv
agBovia avtdv tov kpvotdAilov oto diktvo tov yva-
Aol o€ OpLOPEVES PAALOTA TIEPUTTMOOELG KAl OTO UEYE-
06¢ toug™” 1| kat ot ovviTapEY Tov YaAkoU pe ta dAra
petariikd ofefdia mov vdpyovy oTo THypa Tov moptTL-
KkoU dtktbov 61es TpoavapépOnie.

Ot okovpdypouec avtéc Awpideg Ba propodoav va
anodobodyv kat oty Tapovaoia tov o1dfpov, Adyw Tou
wiaftepa avénpévov mooooTol oL 0T 0BoTAGT TOV
yvaiiob tev petarriov tov Movoeiov Mnevdkr (nd-
vo andé 1%), to omofo eivalr apketd peyaritepo and
avtd mov ovviBwg anavtd oe éva dtapavée 1) pepLkag
xpopatiopévo yvarl.” Eniong, ot Awpidec avtéc Ba
UTOpPOvOav va GLUOXETIOTOVY kat He T1 ovvinapén tov
oWnpoL pe To payydvio kat to fefo o kamvdon atpd-
ogatpa otov @ovpvo,* av kat yta tnv tedgvtaia vié-
Oeon —obpgpeva pe tov mivaka 1— dev vndpyet Tavtd-
KPOV aviyxvevon Tov aToxeiov avtov.

Amé g 660 mapandve TEPIITHOOELG, 1) TPoobijKY Tov
odripov gaivetar va frav ocuveldnty| (extipnon mov di-
katoloyeitat and to vPnNAS T0GOGTS TOL), Gl OPWC
yta tov ypwpatiopd tev yvardv. O npaypatikég pé-
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Fvaiiva petaliia pe Bpnokevtikég mapaotaceic oty BuCaviivy ZekAoyn tov Moveeiov Mrevakn: teygviky pedéty

METAAAIA | ZTOIXEIA %
Na,O | MgO | ALO, [ Si0, | < | K,O| CaO | MnO| Fe,0,] Cu | Mo | P,0,] PbO SO,
13546 762 | 167 | 153 | 4786 | 088 | 1072] 1535| 1,73 | 444 | 789 | - . - .
474 | 204 | 437 | 5201 | 226 | 11,50] 13,05| - 6,06 = 395 | - - - -
o 337 | 305 | 709 | 4556 | 2,01 | 939 | 1432 - 793 | - |718] - - -
2,13 | 5,67 - 48,34 | 1,92 | 12,82 4,38 . 9,11 - - 1506 1057
13525 934 | 238 | 2,19 | 53,8 | 1,40 | 615 | 1492 1,35 - | 868 - - . -
i 660 | 1,78 | 2,74 | 51,25 | 1,61 | 7,11 | 1501 | 1,52 | 1,87 | 10,51 - - - i
679 | 191 | 311 | 5462 | 141 | 844 | 1464 1,15 - 1793 - - - -
546 | 1,43 | 1,74 | 43,92 | 1,01 | 835 | 1934 2,09 - | 1667] - - - “
13522 293 | 1,36 | 1,66 | 4437 | 068 | 23,09 1228 - 694 | 795 - | 1,68 - .
300 | 0,77 | 2,80 | 46,08 | 094 | 20,54 | 10,61 | - 8,80 | 645 | - - - -
310 | 089 | 2,68 | 44,26 | 1,02 | 2046| 10,49 | - 914 | ss0| - | 207] - P
13524 473 | 164 | 332 | 5779 | 1,11 | 882 | 1443 | - - | 757 - - - | 058
294 | 092 | 5.8 | 5640 | 1,55 | 12,66| 12,04 - 2,26 | 437 | - : - 1099
487 | 294 | 860 | 3932 286 | 11,05] 2327 | - 448 | - - - - | 2,60
508 | 1,69 | 258 | 5445 | 1,47 | 7,64 | 1664 | - - | 1044 - - . -
673 | 194 | 249 | 5558 | 1,70 | 7,00 | 1529| - - | 97| - - - -
Heproyd 567 | 1,94 | 466 | 5092 | 1,44 800 | 1423 | 139 | 224 | 951 | - | - - ;
TPACIVOL ]
639 | 225 | 360 | 5225| 1,52 | 825 1440 090 @ 1,36 | 9,09 | - - - -
336 | 249 | 999 | 4151 | 1,17 | 844 2062 - | 673 | 424 | - " - 144
‘ [ -
975 | 2,07 | 236 | 5035 | 2,18 | 7,09 | 1331| 098 1,11 | 10,80 - = :
13523 591 | 205 | 145 | 3938 | - 8,18 | 11,48] - 3,42 | 1990] - - | 82| -
839 | 228 | 094 | 3821 - | 7,00 ] 997 - 3,49 | 2039| - - 1925 -
- 3,08 | 578 | 51,89 | 2,46 | 8,67 | 7,66 . 7,54 | - - - 1292] -
. 136 | 683 6340 - | 920 1018] - 9,03 | - . s | = .
- 228 | 873 | 4267 - | 642 | 1198 - | 1107 - - 11686 - -
- . 432 | 52,01 - | 684 585 - 8,41 | 735 | - N
527 | 2,64 | 342 | 4552 - | 7,00 | 991 - 6,36 | 9,06 | - - | 1070 -
533 | 298 | 3,76 | 48,4l - | 728 7.85 - 436 | 945 | - - ] 1059] -

[Tivakag 1. Xnuikf avdivor tev mévie emieypévov petaliiov pe T0 NAEKTPOVIKS PIKPOOKOTILO 08pmong. Avdiuoy)

OMHELAKOV KAl EVPUTEPMY TIEPLOY DV TNG ETLPAVELQG.

Aog touv 01d1)pov, Kat pAALoTa yLa TNV KATAOKELY] auTold
tov eidouvg yvaridy, Oa mpémner va vjrav dGArog. [larar-
4tepec avarboELG YOAAMGOVY PE TIAPERPEPT XapaKTpL-
0Ttkd kaBdg kat peAETES NG KPLOTAAMKNG SopTC Té-
TOLOV yvaiidy, katéAnéav oto ovpnépacpa ot o o{dn-
pOG ouppetelye ovataoTikd oty avayoyr] tov ofetdiov
xaikoU kat ouvéPare oty dnplovpyia tov voEetdiov
tov yaikol.” "Hrav mpoobokdpevo dniadn and touvg
vaAoLPYOUG 0 GIdNPOG va CUUTIEPLPEPETAL OGS £Va OW-
016 avaywyiké péoo yia tov xarkd oe adiagavi] kKék-

4, 2004

Kiva, 6og Aettovpyoloe yia Tov Xpuad Kat Tov dpyupo
Katd T dnpLovpyia tov S peikdV yuaitdv.

H dartepénta ot popet| tov xpopatikdv otpe-
pdtov oto petdAAio pe ap. gvp. 13523 oe oxéon pe
ta dAra, Ba propodoe va anodobel ot Sragpopetiky
popgpoloyia tev kKpuvotdAlwv avdueoa ota xpopata.”
Agdopévou dti 1) pikpookoTiky tapatrpnon dev amno-
kdAvpe tétolov e{douvg dlagoponooets, 1 dtapdp@ao-
o plag térotag atpepatoypagiag mbavév ogelietal
oty kabilnon kdnowwv and ta ofeidia mov vpyav
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ot ovoTaon tov yvaitot (ta o Papid otoryeia) katd
10 0Tdd10 NG NG tou.” "Eva tétoto pawvdpevo cuvij-
Ba¢ mapatnpeitat og yoaild mov TEPLEXOLY CNUAVTLKT
o006 TN Ta HOABPSoL. ZUveETHG, 0TV TIPOKEIUEVT] TiE-
pintwon to avéuevo avtd propei va ducatoroyn el
epbéoov o péAvPdoc aviyvedBnke wg emni to nielotov
010 petdriio avtd (oo petdriio pe ap. gvp. 13546
avixvedBnke pévo oe pia meploy).

To mooooté Tov poABPdov wg o&eidio tov poAvPdoL
dev efvar Tétoto Tov va dikatohoyei omotodrote oke-
TS ouveldn g Tpoadkng tov,” pe okond tn PeAti-
®01 TV WTHTOV ToL yvaitod avtod.® H drapéy tou
ftav tuxala, yeyovdg mouv amodetkviet Tt ot kKataokev-
aoTég eV yvdAoev petarriov dev emdinéav tny aél-
omo{non Kal TNV EKPETAAAEVT TOV ONHAVTIKOV 1510-
THTOV TV HOAUPBOL KaTd TNV KATACKELY TOLG —HETA
) 21 phetia dev avagépetat ouyvd M epgdvion kok-
KWVOV YOaALdV pe xapnié mooootd poAtBdov kabg
yvoptiav ma tg karég tddtnteg tov poABpdov.”

To payydvio, vré popen oferdiov tov payyaviov,” avi-
xvevBnke pévo ota petdriia pe ap. gvp. 13546, 13525
kat 13524. Xe avtd to mooootd tov Eenepvd to 0,5%,
meplekTKGTNTA TIOL dNADVEL ovvedn Ty TpoaBrikn.® To
o&elblo tou payyaviov ouviiBeg etloaydtav ot Yovpvid™
Tpwv and to apyiké otddo tiEne g, ya va Pehtdoet
T obotaoct] g péow ¢ pelwong tev puoaridmv ag-
pa oto typa yvaitot, 1 etoaydtav ya va mpokarfoet
XPOHATORS 1| anoyxpepatiopnd oto debtepo otddio -
&ng tov yvaiov.” H napovsia tov ota tpia mapandve
petdAla dikatoroyel andiuta tov pkpd aplbuéd govoa-
Aldwv aépa og 6,11 agopd ta dbo mpdrta eivar mbavd
o payyavio va eixe sloayBel w¢ xpopatiotrc, oupPda-
Aovtag oty pol-mopeupt| (mapovoia xaikov) péxpt kat
padpn (mapovoia otdripov) andypwon mov efvat dafte-
pa xapaktmpiotikii otov Meoaiwva.”

H napovoia tov dtagavédv meploxdv oto petdAiio pe
ap. gvp. 13525 gpunvedetat pe ) pron evog uy tka-
VOTIOINTIKG XPORATIOPEVOL THYHATOG YUAALOY TTOL TIpo-
NABe and tig pn ereyydpeves avaymytkéc ouvBkeg Tov
gmkpatody péoa oto Tuplatiplo, i/kat oty aAinieni-
Opaom HETALl TOV EKTETAPEVOV avayoyLkdv ouvBnKdy
OTNV eMPAVELQ TOL THYHATOG, PE TA Aépla TIOL ETULKPA-
oV 0oV KAEWGTS autdy Ydpo.”

Zupnepdopata
Oneg avagpépOnke apyikd, ta anoteAéopara amd

82

perétn tov mévie petariiov Pasiotnkay otg mAnpo-
@opleg mov cLAAEXONKAV amd TNV oTTIKY| TTapatypom
kabd¢ kat T peA€Ty TG PIKPOSOPNG Kat TN XNULKT
avdAuot toug, pe okomd va ouykptBoly pe ta avtiotor-
xa PipAtoypagpikd dedopéva.

Ta petdAita elval katackevaopéva e TNV TEXVIKT
™G xVtevong oe karovm. H odotaot toug, anéd éva
pektd témo aikariiov motdoag, 06dag, asPeotiov kat
mupttiov, ta katatdooel Tuntkd o “0acddn” yvaild
mAovota oe motdoa.

H obotaon avtij mapanépmet oe epyactipia tng Bo-
petodutikris Evpdnng, ta onoila §dm and tov 80-90 at.
p.X® mapfiyayav yvaiid avtvig tne obotaong. Avtile-
ta, v {dta teplodo oty Avatory ywérav xprion yva-
Adv 06dag and kapéva @utd, ta omoia aviikatéoty-
oav ta maradtepa yvaild aédag vitpov.”

H dvtiki mpoérevon tov yvdivev petaiiiov tov
Movoeiov Mrnievdkn emPefatdverat kat and ta anote-
Adopata YNUIKGV avarboemy oL €YOLV TIPAYHATOTO-
B¢l oe delypata Puiavivdy yvaiidv tov 1200 ardva, ta
omofa dtagopomotobvtar and ekeiva twv duTLKOELPWTIAT-
K@V YoaAtdv g (dag meptédov® wg mpog ta vnAd To-
oootd motdoag mov apovotdlovy ta dedtepa.

Ta mooootd tov payvnoiov mov aviyveldnkav ota
uetdAita, oe o¥€om pe Ta TOCOOTA TOL KaAlov, amo-
tedody éva emmpbdobeto ororyelo, evdewtikd g mpo-
éLevong tov petairiov (ew. 10), to onofo eniong ov-
vnyopel otn dutiiy] mpoéAhevot] tove.” Agv Ba propou-
oe va vroBel pe Befatdtta to d1o ya ta mocootd tov
aoPeotiov wg mpog Ty arovpiva (ewk. 11), mapdro mov
0l OLYKEVTPHOOELS ToL adPeotiov eivat TOAD kovtd oTtg
avt{otoryeg mov aviyvelBnkav oe dAla yvaild tng
{dtag meptddov mov mpoépyovtat and ) Abon. v me-
pintwon avty, Oa mpénel va dragpépet 1 nyn mpoédev-
ong g aiovpivac.

H nnyn tov xpduatog and tnv onofa elvar priaypé-
va ta petdAia givar o yaikdc. ‘Etor katatdoooviat
OTNV KAtnyopia Te@v YuaAldv ekelivev OV 0TV apyat-
4tnea Bewpodvtav and ta mo anatTikd G TPog TNV
TEYVIKY KATAOKELY] TOVG.*

Ta yvaitd avtd aviikovv otr katnyopla tov KOKKL-
VOV YUAALOV pe XapunAé 1 avinapkto mosootd porv-
Bdov, kat pe pouvtd oTo xpodpa Tov GUKOTIOV, HdAiov
okoTed KOKKvo,” oe avtiBeorn pe ta kékkwva yvaid
pe vPNAS o000 TS POAGPdOL (Péxpt kKat 24%) Ta omofa
napovotdfovv patewd (sealing wax) kékkivo ypdpa.*
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Emnpéobeta, mapatnpeital oe avtd kat pra adtagpd-
vela Tov ta evtdooet oty katnyopia tov Bapundv ka-
PE-KOKKIVGOV YUAALDV.

Q¢ mpog to (podpa Tovs, aképa kat to oxpa Toug,
ptpovvtar cameos, MOAUTIHOUS KAl UUTOAUTIHOUG Af-
Boug, yeyovig mov ouvnbilétav kat oto taperdév,® pe
napdAAnin xpnon kat dArov petariikdv ofetdiwv,
6mog odrjpov, payyaviov, poAiRdov.

[Srattepdinta 1ov xpdRATOG TOV AVTIKELUEVOVY QU-
v anoterel 0 ouvdLATHSS YaAKkoV - poAvBoov. "Evag
tétolog ovvdvaouds ota kékKva yvaitd frav apketd
dadedopévog kard v 1n yuhetia m.X.,* émov to mo-
00016 ToL poABPSoL Htav apretd yapnAd, eved apydte-
pa ot varovpyol yvwpifovtag mAéov T Karés LGN TEG
oL poAvPdov emdinkay va Tig ekpetarlievtoty,” ka-
taokevalovtag yvarld pe vpnAdtepn neptekTikdnTa
o péivfdo.

BéBata, mapdro mov oe petayevéotepeg meptédouc®
givat mA€ov TIOAG o GuyVY 1] avagopd o€ KOKKIVA yua-
Ald pe vYNAd TOCOOTA YarKkoy kat HOAUPOOoV, vTTdpyoLY
kat otoryeia yia mapdAAnin xprjorn kat dAAwv ovvdva-
opdv Tov 660 0Eeldiny Tov PeTAAAGY ALTOV, OTIOE KOK-
KWVov yvarlov pe xapnid mocootd t6oo xaikod 660
Kat poABBdou,” kaboe kat yvaiidyv pe evdrdpeoes ov-
YKEVTPAOELG TIoL evairdoooviav.”” Ztnv terevtala ka-
myopia avijkovy kat ta pecatovikd yvaild notdoag
mov kuptapyobv otnv Evpdnr tov 120 atdva.” Znv
opdda avty katardooetatl Kat To yoail Kataokevi|g
TV petariiov tov Movoeglov Mnevdkn.

H amovoia tov portpdouv and tn ovotaor teov kék-
KWVOV YOAALDVY, av Kat fjTav yveooTéG ot Iddtntég tov,
ouvvjfwg opethdtav oty €Adetyn Tov KOKKIVOL yva-
Aot 1] tov katdAAniov ABdpyvpou Y| g oxwplag ya
Vv Kataokevt] Tov”? (AAeipn mapanpoidéviwv). Opwg,
otV TIEPIMTOOoN TOV Hetariiov, propel va fjrav kat ov-
veldNT pe okomd v Mo Mty PPN O 0PUKTHVY Kat
NunoAdtpev ABwv, kabdg kat tv adénon g napa-
YOYNG TETOLOV QVTIKEIUEVOV VI OUYKEKPIPEVEG YPNOELG
(avapvnotkd mpooKuVRHATog) pe PELwPEVO KGOTOG Kat
xaunAétepn nodtnta.” ‘Ocov agopd to pkpd mooootd
Tov poAdBdov mov avixvellnke, avtd pnopel va opeiie-
TaL otV evieAds toyxaia eloaywmyr] Tov péow tne xpRomg
Tapanpoiévtwy, dtadikaoia mov oyetiletal kat pe dAla
o&eldia g obotaomc Tov yuailot Kataokevig Toug.

Aapfdvovtag Aoutév vndyr, ektéc and T obotact)
TOL yLaAloy, kat Ta napandve ototxeia tng obotacng

4, 2004

TOL XPAORATOC TV PETAAAIOVY, ovpnepaivovpe 4Tt Ta
avtike{peva tov Movoeiov Mrevdkr kataokevdoti-
kav ot Adom, ektipnor mov cvpgevel kat pe ta avti-
otoxa otoptkd dedopéva.” H Bevetia 1j {owg 1 evpi-
TEPY] TIEPLOYN TG, WG IO CUYKEKPLUEVT TIEPLOYY TTPOé-
Aevorc, pe Pdon mdAt ta anoteAfopata g XNpkig
avdivong, ivat oAl mbavy].” Mdiota, éxel avagep-
Bel 1) kataokev KOKKIVOV YOAMGY KAl OHEATOV KAl 0€
epyaotiipta v AAmewmv, dnov yvétav yprior uévo mo-
tdoag Y| poAvPdov v {dia mepinov nepiodo.”

H aifBeia eival ét otn Bevetla kat tnv evpbrepn
neploy ™G ot avackagés ya tnv meplodo mov pag
evblaépel elvat eAdyioteg kat £xouvv Eekivioet Ta te-
Aevtala ypévia.” Tapd tadta, vdpyovy kdmnoteg ava-
QOpéG yta TV Kataokevy 6yt povo 6o dtagopeTikdv
ovotdoe®v yvaiol (06dag - motdoag)” aArd kat d6o
dragopetikdv motothtwv Tov. ¢ mpog Tty TotdtnTa,
N pla opdda nepthdpPave éva kard anoypopatiopévo
YUaAl, evéd 1) dedtepn éva Oyl kard amoypOHATICPEVO
yuai, dtagopéc mov opetiovtal oto £{d0¢ Kal TNV ka-
Bapdrnta tev npdtev VAGY kabdg kat ot dadtkacia
eEevyeviopos tovg.”

Zmv nepintoon tov vid e£étaon petariiov, (xvn
xaralia wg nyy tov mupttiov, ta onofa cuviBwg vito-
dnAdvouy mpoérevon and meployéc mov £dvav LPNAfC
motdtntac yvarl (6nwg to Middvo 1 to Topivo), dev
anokaAbednkav and T HIKPOOKOTIKY Tapatipnon.
Apa, 1) ipedTn VAN yia to yvail Ba pnopodoe va mpoép-
xetat and kdmota AAA TEpLoy TOL TIApeiye TIPAOTY VAN
yia xapnAric motdtnrag yvahi (dnwg my. 1 Bepdva).®

H pewopévn modtnta g mnyric tov mopttiov emiPe-
Patdvetat kat and ta vpnAd mooootd tov acPeotiov
Kat ™G arovpivag mov aviyvetbnkav ota petdiia.”
Evbeyopévas kat o ypopatiopds tov petarriov va fa-
olotnke ot xpom yaunAig modtntag mpaTeY LAGY,
OTIOG yla Tapddetypa 1 eTAOYY) KATIOLOL OPUKTOV TIPOE-
AgvomG Tov payyaviov and GLYKEKPIUEVEG TTEPLOYES TIOL
neptelye peyaritepa mooootd odfpov® 1 cuveldntd
ETUAEYUEVOV SELTEPELSVTOV TIPOTOVTDV.

210 epdTnpa av 1 0¥oTact) Kat 0 xPOUATIOHOS TeV
petairiov npoiAbe and mapamnpoiévta, n andvin-
om eivat pdArov Betikr. MdAwota, o 6,11 agopd tov
xpopatiopd toug, avtds opeiretatl e mapanpoldévia
niovota oe yarkd.® Bifrioypagikd éxet avagepBel
6t og avty] v epiodo to kdkkwvo yuarl 1 to KOKKL-
VO OpdAto ouvdéoviav mepLooOTEPO Pe PETAAAOLPYIKA
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gpyaotipla, mapd pe v napayeyh avty kabavti| tov
yvaitob.# Avtob tou gidoug 1) dnoyn pdrrov ogeiietal
011 6voKOoAla XPOUATIOHOD TOV YVAALOY UE TNV TIPO-
001jkn tov xaikotb v6 popey petdirov. Ia tov Adyo
avtd, o yarkdg eroaydtav vd poper] kdmotag ovoiag
TIOL EVOOPATOVSTAY Kat Stakvdray o e0koAa Kat Gie-
oa oto thypa yvaitot. ['wétav Aowmdv yprion kdmolag
Babuidag yaikol and petarrovpyikd epyaotipla, 1 o
varovpy6e amdd Béppatve 0To TLPLATHPLO PHYRATA TOV
HETAALOL auTov (eloaydpeva 1j pr) péxpt To oTddlo g
0&eldwomng kat 0T CLVERELA TA KOVIOPTOTIOLOVOE KAt Ta
diéomelpe oto THypa tov yvaitot.” Evoéyetat kat va
tomofetodoe dVo draopeTikdv anoypdoemv adagavi|
tjypata yvaiiot oto {dlo yovevtypto, ta omoia ot ov-
véyela avddeve dnpovpydviag éva véo plypa.

Zta petdAria tov Movogiov Mnevdkn ot 6o te-
Aevtaiec depyaoieg ypopatiopot eivar mbavdtepo
va éyovv e@appootel, kabdg dev aviyveliBnrav dAia
otoyela (bnwg dpyvpog, xpvodes, YPevddpyvpog 1| kKao-
oitepog), ta omola éyovv Mo dueor oxfon pe mapa-
mpotévta petariovpyikdv epyactnpiov.” O péiufdog
pdAtota, mov entiong yapaktnpifet tétotov eidovg pe-
taArovpyikéc BAeg, eivar elte andv eite eAdylotog pévo
o¢ akabapoia Adye g dradikaciag avakikiwong. To
{dto pmopel va wodet kat yia tov 6idnpo 1} to payydvio.

H noAvmiokdtnta e kataokevrg tétotov yvaiidv
TIOL TIEPLEYOLY pia oelpd and Sragopetikd oeidia pe-
TdArwv og didpopeg TepLekTIKGTNTEG —oTOLKE(Q OPEL-
Adpeva ot xpfior xapévev arjpepa ovvtaydy mov and
6,11 €xel PifAtoypagikd avagepbel meptopiCovtav oe pi-
KpEG opddeg varovpydy 1 o€ otkoyéveleg— ouvioTd Ta-
pdyovta mov duokoietel Tov akpiBy Tpoodloptopd twv
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TNYGV Tétolev yvalev kabdg kat toxév eEetdikevpé-
vov gpyactnpiov.”® EmmAfov, eival apketd 66okoro va
anavtiostl kavelg pe olyouptd o epwTrpata oxetikd
pe ) xprom evég petariovpyikol mapanpoidéviog M
AVAKLKAGUEVOL 1] TPOTOYEVODG TIPOTEVTOG 1] TIPOTdvTog
péoev ouvarlraydv (epumdpro), arrd kat pe T ovvedn-
™) | pn poodiikn avtol kabde kat tov emdéEiov 1 pn
XEPLOROU amd Tov varovpyd.

Ta 1ot0pikd otoryeia, étol dnwg napovotdotnrav
ané m Pwokdrov, ta Kowd YapakInNploTiKd NG
TeXVIKNG Kataokevrig kabdg kat 1 opotopopyia tov
anote Aeopdtev avdivons tev Bactkdv ofetdlov pe-
TdAA®V 011 000TaA0T TOL YUAALOU KAl TOL XPOHATOG,
amoteAov otorxeia Tov vootnpifovy évav kowé témo
KAl OO KATATKELY|G.

‘Evac moAd kaAéc tpémog anokdéutong mo akidmi-
0TV TANPOYOPLOV elval 1) épgvva kat AAAev TepLo-
XAV TTpo€AevonG Yuaiidv katd ) peoateviki] mepiodo,
KkaBdg kat 1 perén vedtepwv delypdtov Yuarldy na-
PACKELVACPEVOV PE TETOLO TPOTIO WOTE VA ETKPATODY
napépotot ouvdvaopol ovvBnkdv Béppavong, avapi-
Eelg kat ipoopi&els katd ™y mapayoyy kékKvev yva-
Mav.¥ “Etot, pe vy épeuva kat v kataypag@n e ka-
TAoKELHG Kat TNG 0V0TAONG TEPLOTOTEPOV KOKKLVOV
yvaitdv kat and dAAeg TEPLOKES TNG PECALOVIKTG TTE-
pLédov Ba €pBouv a0 YOG TIEPLOGGTEPES KAL TILO TEKWY-
PLOUEVEG ATIAVTHOELG.

Aéomowa Kotlapavy

2vvinpnzpra tov Tuniparoc MerdAdov kar ['valiov
rov Movoeiov Mrevdxn

e-mail:kotzamani @benaki.gr

MOYZEIO MITENAKH



Fvdiiva perariria pe Bpnokevtixég mapactdoeig otn Bofavriviy Zvkioyn tov Movoeiov Mrevakn: texvikn perétn

YHMEIQEZEIL

* ®a MBera va evyaptotiom toug I. Owkovépov kat M.
2akaAr tov Ivettovtov l'eoroyikdv kat MetaArevTikodv
Epevvev (I'ME), yta v mapoxt te@v anoteAeopdtev tov
avaAdoe®v pe 10 NAEKTPOVIKS PIKPOOKOTILO OAPOOTS.

1. Ot neprocdtepot peretntéc Tétolwv petariiov ava-
@épovtal og petdAita katackevaopéva ané vaidpata. O
6poc avtde (glass paste) and texvikric mhevpdc oxetifetal
TEPLOTOTEPO PE TA TPAHA yvaitd OTov To THypa yvaitos
dev éxel @rdoet oe vyNAY Beppokpacia dote va yivet opot-
oyevéc. Pavéuevo avopotoyévetag dev apatnprbnke ota
petdAriia tov Movoelov Mrevakn kat mbavév va pn mapa-
tnpeltat kat ota avtriotorya petdAiia ava tov kéopo. [a
Tov Adyo autd, ta petdriia givat kalltepa va avagépoviat
®G peTdAita and yvall.

2. BL. otov mapévra tépo, V. Foskolou, Glass medal-
lions with religious themes in the Byzantine Collection at the
Benaki Museum: a contribution to the study of the pilgrim to-

kens in Late Middle Ages.

3. Adyw NG TEPLOPLOPEVNG XWPNTIKGTNTAG TOL NAEKTPO-
vikoU pikpookoniov odpwong (Oy. 3,5 ek. kat mA. 7 £k.),
émpeme va emtheyodv ta petdAiia ekeiva mov diéBetav Tig
nANo1€oTtepeg oe avtd ta dedopéva dtaotdoelg.

4. H eEaywoyn detypatoc rav avégikty, Sid1t oxeddév 6ha
ta petdrita tov Movogiov Mmevdkn éxouvv oA pikpd pé-
yebog kat BéPata 1 Sradikacia avey Ba propovoe va mpoka-
Aéoet and pikpopnypateoets (otnv kaivtepn nepintwon)
pEXPL KAl OTIACLUO.

5. R. Newton — S. Davison, Conservation of glass (London

1989).

6. E. Kovtot — A. KotCapdvn — B. Aaunpénovrog, ['YA-
AL Texvoloyia, Sidfpwon xar ovviripnon (ABvva 1995).

7. G. A. Cox 1.4, A Study of the Weathering Behaviour of
Medieval Glass from York Minister, Journal of Glass Studies
21 (1974) 54-75.

8. Katd Brill ot kpiotairot Sevdprtdhv propotv va na-
patnpnBoiv oe peyeBivoets tng taéng tov 40x, eved ot Ae-
ntof pikpol kpvotariot apopodv yvaild ota onofa 1 dev-
dpiteg dev propoivv evioniotobv obte oe pueyevBioeig tov
200x, R. H. Brill - N. D. Cahill, A red opaque glass from
Sardis and some thoughts on red opaques in general, Jour

nal of Glass Studies 30 (1988) 16-27.

9. ®a ftav mOAXY] oNpavTIKY N EKRETAAAELON TOV
OTTIKAV SUVATOTHTOV TTOL TTAPEXEL TO NAEKTPOVIKS HIKPO-
oK6TLO 0APWOTNG, OTeG peyaritepo BdBog mediov kat mi-
0w okedaouds. AvoTuyde, oTNV TpoKELpEVY TEPiTTOON
avt6 dev fjrav euLicto.

10.Kat éx1 tng mAdyiag topng (Adye Tov TEPIOPLOPEVOU
Gyoug ov Stabétel to unyxdvnpa), ondte ta anoteAéopa-
ta fa fjtav akdpn o avTimpooOTEVTIKA.

11.TTov ogeilovtat oty dragopetiky Beputkr] dtaotorq
ToL yvaAtoy kat tov karovmod, M. Cable — J. W. Smedley,

4, 2004

The replication of an opaque red glass from Nimrud, o7o:
M. Bimson — I. C. Freestone (eds), Early Vitreous Materials
(= British Museum Occ. Paper 56, London 1987) 151-64.

12. TTov dnuiovpyodv éva lapmepd kokkivo (sealing
wax) ©¢ anoTéAEoHa NG XPHONS VPNAOD TOCOTTOG POAD-
Béov. I'a tov Abéyo avtd, evtdooovtal oty katnyopia twv
KOKKIVOV YOAAL®V PE XAUNAG 1] EVIEADS aVUTApPKTO HOAL-
Bdo mov divouv €éva povvtd, okotevd (oe xpdUaA 1oL GLKG-
1100) kdéxkivo, M. Bimson, Opaque red glass, oto: Bimson
— Freestone (6.1.) 165-71.

13. A. Fischer — W. P. McCray, Glass production Activities
as practiced at Sepphoris, Israel (37 B.C. - A.D. 1516), Jour-
nal of Archaeological Science 26 (1999) 893-905.

14. ibid.

15. Xdpgpwva pe toug Fischer kat McCray to mocootd tov
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Glass medallions with religious themes in the Byzantine collection at the Benaki Museum:

technical analysis

The nine glass paste medallions in the Benaki Museum,
examples of the minor arts of the mediaeval period, were
subjected to examination in connection with the article
by Vasiliki Foskolou: this involved visual observation,
study of the microstructure and chemical analysis and
aimed at confirming as far as possible that the resulting
data was consistent with the historical arguments. A de-
tailed study was made of five of the medallions (inv. nos
13546, 13525, 13522, 13524 and 13523), which were
selected on the basis primarily of size and shape and sec-
ondarily of colour, taking into account the gradations
and individual qualities which each object presented. For
this purpose it was necessary to investigate the produc-
tion techniques and to determine the quality and quan-
tity of the components. Instruments used in the analysis
were the stereoscope, the metallographic microscope and
the electron scanning microscope (SEM).

The medallions were manufactured by the process of
casting in a mould, and were made of mixed alkali glass
(potassium, sodium, lime and silica) which falls into the
category of potassium-rich forest-ash-glasses.

Glasses of this composition were widespread through-
out Northwest Europe from the 8th-9th century A.D.,
while in the East there was a parallel use of plant-ash-
based soda glasses, as substitutes for the earlier natron-
based soda glasses. The source of the colour in the medal-
lions was copper. This copper colouring technique was
considered in antiquity as among the most demanding.

They fall within the category of red glasses with low
or non-existent lead content, which are dull, darkish red
(liver-coloured), by contrast with red glasses with a high
lead content (up to 24%), which are bright sealing wax
red. They also display an opacity which classifies them as
dim red-brown glasses.

These glasses reproduce the colour and form of cameos,
precious and semi-precious stones, which we have come
across in other periods with a parallel use of other metal
oxides such as iron, manganese and lead.

The copper: lead ratio is associated with a type of red
glass which was fairly widespread —mainly in the Ist
millennium B.C., since glassmakers afterwards recog-
nised the superior qualities of lead and aimed to exploit
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them through the production of glass with increased
lead content.

However, though there is more frequent reference to
red glass with a high copper and lead content in later pe-
riods, indications can be found of a parallel use of other
combinations of these two metal oxides and of glasses
with variable intermediate concentrations. This last cat-
egory includes mediaeval potassium glasses which were
prevalent in 12th-century Europe. This category also in-
cludes the Benaki Museum medallions.

The absence of lead generally, in spite of its known
qualities, can be attributed to the shortage of red glass or
suitable litharge or slag for the manufacture of the glass
(from the point of view of the use of secondary product).
However in the case of the medallions it could have been
deliberate, with the aim of the achieving a close resem-
blance to specifically designed minerals and semi-pre-
cious stones, as well as an increased output of objects of
lower expense and quality to be used as pilgrim tokens.
On the other hand the small content of lead which has
been traced in certain medallions might be attributable to
its entirely fortuitous introduction through the use of sec-
ondary products, a process which is associated with other
oxides in the composition of the glass from which they
were made.

The components of the medallions’ colour, when taken
with those of their glass, suggest that they were produced
in the West, and this accords with the relevant historical
data. The results of the chemical analysis again provide
strong support for the attribution to Venice, or perhaps
its wider region, as the specific area of manufacture. The
truth is that there are certain indications of the produc-
tion not only of two different components (potassium
and soda) but also of two different qualities of glass. As
regards quality, one group of glasses displays good dis-
colourising agents, and the second poor discolourising
agents: these variations derive from the nature and the
purity of the primary materials and from the refining
process (for example, the lower quality of the source of
the silica or manganese).

To the question whether both the composition and
the colouring of the medallions derives from secondary
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products the answer is probably affirmative. As regards
to the colouring, it probably derives from secondary
products rich in copper. The bibliography states that at
this period red glass or red enamel had close associations
with the metallurgical industries rather than with the
production of glass itself. This view is based on the dif-
ficulty of colouring glass by adding copper in the form
of metal. For this reason copper was added in the form
of a substance which could be dissolved and integrated
more easily and quickly in the metal glass. Either a cer-
tain grade of copper was used by the metallurgical indus-
tries or the glassmaker simply heated in the crucible par-
ticles of metal (whether introduced or not) to the point
of oxidisation and then crushed and dispersed them in
the metal glass or placed opaque metal glasses of two dif-
ferent shades in the same crucible and stirred them so as
to create a new blend.

The last two instances are perhaps the most relevant to
the colouring of the Benaki Museum medallions, since no
traces were found of other elements such as silver, gold,
zinc or tin, which are more directly associated with the
by-products of the metallurgical industries; while lead,
which is also a feature of metallurgical materials of this
type, is either absent or minimal in quantity, so that its
presence may be explained as a contaminant in the recy-
cling process. The same may apply to iron or manganese.

The complexity of the production of such glasses which
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contain a group of different metal oxides of varying con-
tent, composition and now lost techniques (which ac-
cording to the bibliography were limited to small groups
of glass-workers or to families), makes it difficult to ap-
proach the problem of the provenance of such glasses
and the location of a specialised factory. It is also hard to
respond with any certainty to questions concerning the
use of a metallurgical secondary product or a recycled or
primary product or a commercially acquired product,
in combination with the deliberate or unconscious ad-
ditional element of skilful or unskilled handling by the
glass-maker.

The historical evidence presented above, the common
technical production features and the uniformity of the
results of the analysis of the basic metal oxides in the
composition of the glass and the colouring, attest to a
common area and place of manufacture.

The most productive source of further reliable informa-
tion is likely to be the study of glasses from other areas of
the mediaeval world and an examination of similarly pro-
duced glasses of later periods, which involved compara-
ble conditions of heating, blending and admixture in red
glass manufacture. Research and documentation of the
production and composition of further red glasses from
other regions of the mediaeval world will allow further
and better attested responses to the questions which still
remain unanswered.
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Lo xapri Kai 1o pueldvi 1ov Kald yaumpo tov Kdver .
Ta mpowoodppova ota Iotopikd Apyeia tov Movoeiov Mmevdky

H NOIKIAOMOP®IA tov dlotikdv apyelov eivat éva
ané ta otoxeia mov ta kablotody Wattépwg yontevti-
kd. To VA Toug Sev kaAlmTel pGVO ONUAVTIKEG LOTO-
pLkég mepLédovg, aArd tavtdypova ewtilel kat mTUYES
NG TOALTIKHG KAl THG KOWmVIKTG (o1i¢ pag yodpag. Ot
niepinov 900 apyetarés povddeg mov guAdooovtatl o1-
pepa ota lotoptkd Apyela tov Mouvoeiov Mmevdin
(IAMM) anoteAoby Nyt yvdong yia kdbe epeuvi .

To avukeipevo g perétng mov akorovdel eotidle-
tat og avtijv akpPae ) dtdotaon v apyeiov, kabdg
Ta mpotkoopgova efvat tdvrote and ta mAov evola-
@épovta éyypaga —av kat o apiludc v epyactdv mov
éyouv exmovnBel £éo¢ ofjuepa ya to {ftnua e mpof-
Kag kat éxe LI pov' elivat avtiotpdPws avdioyog
oL VOLAPEPOVTOG TIOL ALTd Ttapovatdfovy, eve dev di-
VETAL KAl 1] OLVOALKY €1kéva Tov Beopol otov eAradikd
xdpo. Ta otoiyeia mov avtrodvial and ta mpotkoaBp-
pova anotvrdvouy tig ovvhBeteg kdBe témov, ta BB
Kkat ta £€0ud tov, evd mapdAinia oklaypag@ovy TG Koi-
VOVIKEG OOPEG Lag XWPac.

Ta mpowoodpgova mov ypnotpomoridnkav oty ma-
potoa peréTn mpoépyoviat and didgopa apyela mov f-
vat katateBeipéva oto Movoeio Mnevdkn. Ipdkertat,
efte yia mpowda ovpPdrata mov éxovv cuvtayBel pe
enfonpo tpdmo and ovpPoratoypdyo, efte yua tdrwtikd
mpotkoopgpeva ta onola cuvtdyfnkav kvplwg and te-
pelc M votdploug. Ta éyypaga avtd kaibmtovv éva gu-
pU yewypagtkd kat xpovoroyikd @dopa. Ta naraibre-
pa elvat 1O TIKA TPOLKOOVHP®VA KAl TIPOEPYOVTAL TOCO
ané v Yrepeticy 6o kat ) viotetiky EAAGSa.

Ta mpotkoobppova ovvictodoav ovpPoratoypapt-
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kéc mpdEelg pe g omoieg «Adupfave (wit n ovoraon rng
nporkde»,’ kar frav anapaitnta yta va dtarnpndel n
npoika oe mbavég Sikaotikég drapdyes. H toyic toug
fitav téoo peydin, dote dev pnopovoav va avatpedoilv
ovte and tov (dto tov mpowkodétn.> H npoika fitav ava-
naArotpolwtn kat propovoe va ypnotpornomBel pévo
oe emnelyovoeg katactdoelg kat epéoov eiye dobel 1) ov-
ykatdBeon g yovaikag. Avty 1 mpoog@opd meplovoiag
and TNy otkoyévela Tng vogng elye mpoowptvé yapa-
Ktfpa. Ze apketéc meptoyés g EAAGSag, oe nepinto-
o1 dalvylov 1} Bavdtov evéc ek twv dbo ovldyev mpty
and v andéktior nadidv, 1 neplovaia emotpepdrav
otoug mpotkoddtes. Xe éyypago and v EdPora,’ mov
avijket oto apyelo g owoyévelag Bakpdroa, o unrpo-
noi{tng Evpimov [pnydpilog PePaidver pia tétota mepi-
ntwon. Tov lavovdpio tov 1811, «n Mapia dvydrnp rov
noré Anunzpiov Ildyla and xwpiov Kdd» {ntd and tov
neBepd e Avayvdotn va g emotpa@ody petd tov
Bavaro tov ovlbyov tng Xrapdty «za doa npdypara i
XEV W¢ TPOIKELd, 0poiw Kar 6rt avikey avh Ldyw KAn-
povopiag ex rov avdpds tne». Ilpaypatikd, énwg ava-
pépetat oo £yypago, 1 xfipa éraPe ané tov nebepéd
¢ doa g avikay, eva 1} idia vooyEBnie 6t dev Ba
€yel mAfov kapla dAAAN anaitnorn and v owkoyévela
Tou oulbyou Trg.

2to apyelo g otkoyévetac Bakpdroa® guidooetat
enfong kat éva ané ta Atya cwldpeva npoemavactatt-
Kkd SicatompakTikd £yypaga g ZKOTEAOL, UE NUEPO-
unvia 7 loviiov 1766. E&loov maratd eivan éva apopyt-
avd mpolkoabpgevo tov 1774 mov aviiketl otnv katn-
yopla tov olppiktov eyypdeov, evd ota apyela tng
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otkoyévelag Mnevdkn odletar avtiypago tov mpotko-
ovppodvou g [Tetlexpovrac Mnevdkn and v Ka-
Aapdta, pe nuepopnvia 20 ZentepPpiov 1790

Ta mpotkoopgeva, mov odiovtat téoo oe oLkoye-
velakd 600 kat oe ovpPoratoypagikd apyeia, kata-
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oué TG oxeTkég pe Tov ydpo ouvvibeteg twv EAAvev.
Xapaktnptotkd elvar to andonacpa and to Pifiio
tov ‘Evtpovt Auno$, H EAAdda rov kawd rov Odwva:
«..Evag veapds (nrder dx1 povdxa pia yvvaixa aAdd pia
npoixa. Avorvxdds, o1 npoixeg eivat mio ondvies ano rig
yvvaikeg... Ero1, o1 veapoi mov éxovv Aiyn @pilodoéia
ndve va fpovve yvvaixa oo ebwrepixd... Anevdvvovian,
xard nporiunon, origc EAAnvides ing Blaxias xar MoA-
dafiag... Xpnoiponorovy 6An tny evydwrria nov d1adé-
tovy yia va aronorioovy tig alles Tovg kar kepdifovy
o€ avid 1o maixvidr 0éxa 1t Sexanévre xiAiddes ppdyra
e10d0npa. . ».*

2tg neplocdtepes meploxés g EALGdag 1 owkoyé-
vela efye voypéwon va mpotkioet TG kdpes. e apketd
vnotd tov Awyafov {ogue o Beopdc g mpwroxdpng W
kavaxdpag’ dnhadi v npotdroxr kdpy va AapPdvet to
peyarltepo pépog g okoyevetaktg meptovaiac. Ia
napddetypa, otn Zrdnero mpowkiiédtay pe «apuarwpé-
vo» To matptkd omit'® Kal T uNTpiKy meprovaiar eV
otnv Kdpnabo, 1 npetdroxn képn AdpPave tv npoi-
Ka TG UNTEPAG KAl 0 TPOTOTOKOG YOG KANpOvOpovoe
TNV TaTpiky] meptovoia.

H mnpowoddnon tov ayoptod eppavifetar onavi-
6tepa ota mpotkoopgeva. Abo Tétoleg TEPIMTAOOELG
ouvvavtolpe oe €yypaga G ovAAoyng tou Tdvvn
Biayoyidvvy mov gurdooetatl ota lotopikd Apyeia.
[Tpékettat yia 6o mpoikoobppaova and tov ITopyo
™g THvou. Zto mpdro, pe nuepopnvia 12 Iavovapiov
1822, o okevogilrakag kat tepéag NikéAaog mpotkilet
™V k6p1 tov Avéta pe 6oa efxe o (dloc AdPet and
untépa tov." Evéd oto dedtepo, pe nuepopnvia 24 Pe-
Bpovapiov 1825, «n Avéln xdpn rov moré Xar(n Mme-
vdpdov Aeifadidrn» npowilet tov yio g Aewvida pe
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TNV olKoyevelaky meptovoia aAArd kat pe tnv mpoika
mov elye and T pnrépa mga."”

AtiCet va mapatnprioovpe ét 1 mpotkoddtnon g
yuvaikag ywvétav oxedév mdvta pe agoppr] tov emkei-
HEVO YARO NG —eVe 0TV TiEP{MTOOT TV avipdv dev
@aivetat va ovvdéetat pe avtév. Mia pévo eaipeon
evton{otnke oty ZKOMEAO, 6TOV O TPOLKOGUUPGVO
tov 1813 mpowkiletat v képn mpv akéun Ppedei ya-
unpéc. Apyikd, ta mpotkda ayadd e napayepndn-
Kav ané tovg yovelg g, evéd 6o ypévia apydtepa o
aded s g pati pe ) pnrépa tovg cuvéyioav Ty
npowodooia.”?

2y mAeovéTNTA TOUG TA IOLWTIKA TIPOLKOGBpP®va
Eervobv pe enfkAnomn mpog v Ayia Tpidda, tnv Ila-
vayia kat dAAovg aylovg, TpooTdreg 1 ToALOY OGS TG
niepLoyfig 6mov ovvtdooovtat. Zta neptoodtepa pdAt-
ota pvnpovevetat o dytog Ipoxédmiog, avapopd mov
ouvvdéetal pe v teAevtaia evyr) 0To PLUOTPLO TOL Yd-
pov, 1 omola oxetifetal pe tov ouykekplpévo dyto. Aev
éxetL 000el kdmola texpnpropévn eppunveia yia tov Adyo
nov oupPaiver avtéd. Zéppova pe pa Aaiky ekdoyi, yi-
vetal «yza tny npoxomnti rov yduov».* AxolovBel 1 evyn
TV YOVEOV 1] TOV TIPOIKoS0TobVInY, e@boov ipdKettal
yia adéAgia 1§ dArovg ovyyevels. Enfong, amooagrnvi-
Cetar 6Tt 0 ydpog elvat vopLpog, odpgpova pe ta 6oa
opiCovtar and v «Avarodixi Opdédoén ExxAnoia».

H tomkn avty etoaywyr] cuvavtdrar o€ npotkooOp-
pova and apketés neployés e EALdSag arAid kat
£KTOG oLVOpY, 6mov vmrpyav ‘EAinvec. Extég améd
g mpoavagepeioeg neproyée, pe tov do tpémo ov-
vidooovtat ta Wetikd mpotkoobppeva otny 10dkn,
™ Zpdpvy), ™ Meoonviaky) Mdvy, v Kalapdra, )
Zarapiva,” ) Prdmnodmoin,' v Kapirawa,” toug
[Tagobs, kat mpogavdg kat arrol —kadde 1 épevva
mov mpaypatononke o kapia mepintwon dev eivat
e€avtAntiki—, evd dev mpénel va anokietotel N ma-
PAAANAY UtapEn kat AAANG HOP@YIG.

[ Tpoikoobppava pe popey| cvpPoratoypagpiiyc mpd-
Eng epgpavifovtar kuplog petd v eykabidpvon g
AvtPaoirelac otmv EAAGSa. Ané avtd anovotdlet o
évtova OpnokevTtkés Yapaktipag Tev IO TIKOV TTpot-
Koovp@dvev. Apyxifouv pe tnv nuepopnvia odvtalng
tov ovpPorafov, Ta ovépata kat ta enayyéApata TV
paptiépwy, ot onofot dev mpémet va £xouvv kapia oxéon
pe toug ovpParidpevougs kat tov ovporatoypdgo.

Kat otoug 660 témoug mpotkosup@dvey avagépovrat
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Ew. 1. TIpokoraPBy g EAévne Bpettod. Xaikida, 11
Ampidiov 1909. Awped Baotiucric Bpettdkov, ap. e10. 422/3.

Ta OVOPATA TV TPOIKOSOTOVVT®Y, ot omofot dev elval
ndvta ot yoveic. O kavévag Bédet kat toug dbo yoveig
va Sivouv mpoika. ‘Ouwg, oe moArd éyypaga eppavi-
Cetat 1) ypa-puntépa pévn M pabl pe toug yloug g va
npotkiet v k6pn. [a mapddetypa, o 1828 oty 10d-
k1 N Awkatepivn Tetard, xfipa tov Evotabiov ZaPov,
pali pe tov yro e ledpyto kat evepydvtag kat yia Ao-
yaptopé tov anovotdlovtog you g Iedvvy npoikioav
™y képh) ¢ Xpuoovra.'®

Zto (S0 mpotkoobpugpavo yapaktnpifetat o péArav
Yapmpos og «evdoynrixdg», dnrady evhoynuévog and
v ExkAnota. Tov yapaxtnptopd avtéd tov ovvavid-
pe kat ota mpolkoobppava tne Meoonviaxric Mdvng,"”
arAd yua Tig vogec.

Zuyvd mpowodétng ftav 1 yraytd, pévy g 1 padt
pe ™) puntépa g peArdvopgngs. Tyv nepintoon avty
™ ovvavtdpe otv Apopyd to 1774, émov «n Kvpdva
10V 1107 Araxodovxa» mpolkioe tnv eyyovy| tng Kvpd-
vn pe onitt dinato, oto katodt tov onofov Ba diépeve
1 dta kaB6An ) ddpreta tne Loric te.” Akdun, ot
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Zavropivn to 1767, «<n Mapiyd rov moré T¢avixn Xd-
Aapn» pall pe ) pntépa e Provpytd Mnappmnapiyo
mpoiktoav v képn ™G Tpd G Mapovod Xdiapm.”
[Srattepo eivat to mpokoobpgwvo e képng tov Fewp-
yiov Kapaiokdxn. H I Inverdénn Kapaiokdkn mavrpes-
ke 1o 1836, dtav kat ot 6o yoveig tng dev Codoav
nita. Tn diexnepainorn tov mpokoovppdvov avéraPav
oL ovyyevelg TG pntépag e, ot omoiot Spwe dev avé-
AaPav kat va v npotkicovv. Epgaviotnkav pévo wg
ovpParrdpevor, kabdg n vign dev pmopoloe va ex-
TPOOWTHOEL Tov £aLTS NG Ty mpoika tng anoterov-
oav koopfpata kat podya mov elye kAnpovouroet and
toug yovels g, kabdg kat éva ywpdet kal xpripata
oL ¢ Tapaydpnoe pe Pactikr andgaor o ‘Obwv to
1835,* £tog evnAiikinotc tou.

Xipgpova pe to eBiukd dikaro, ot képeg mov efyav
npotktotel dev efyav kapla nepartépw aliowon 1 kin-
povopké ducalwpa eni tng yovikg neplovoiag. Av
SpwG mavipevoviav HETA TOV Bdvato tewv yovidv toug,
ta adéAgta Toug Hrav voypeapéva va tig mpotkicouvy
pe mood (oo pe to kAnpovoplks tovg pepidrto. Qotéd-
00, otnV TPdkn, ot deopol TG EAANVIKTG OlKOYEVEL-
ag frav wogupdtepot. To 1909 ot Xark{da, n viey
EXévn Bpettod, apot élafe to pepidié tne and v
Tatptky] kKANpovopld, to omofo kat Stébeoe wg mpoika,
érhaPe and 1a adéigra tne emmAifov 9.000 Spayuéc
kafde kat kivntd avikeipeva ovvolikig a&fag 5.000
dpayudv,” mpokepévon va teAéoet Tov YARO NG HE
tov Aewvida Bpettdro, oyordpyn and t BapPakot
Aaxoviag (eik. 1).

ITovBevd ota mpokootppwva —1diotikd 1) ovpPorar-
oypa@tkot timov— dev dagaivetat v fovAnon g vi-
NG, 1 omoia dev mapiotatal kav oty dadikacia. Avti-
Oeta, o yapmpds Spa avtoPodrng, ywpic va yperdletal
N mapovaia tov ovyyevdv tov —ouvvifeta ov Tapdi-
Ania dnidvel ta meptoplopéva épia erevbepiac tov
yuvatkdv. Aev gfvat dAlwote toxaia 1 datdnwon mov
ouvavtoVpe o€ apkeTd TPOIKOCVUP®VA, STIOL Ot YOVE(G
1 ot entitporot «exdidovy ny kdpn»** yia va navrpevtel
ToV yaunpd mou eixav emAéet.

‘Eva aképrn otoryeio mouv omdvia avagépetat gfvat v
nikia tov perrovipgov. ECaipeon anoterel 1o mpot-
koobpgovo g Inveddnng Kapaiokdkn, émov ava-
ypdgetat 611 1) koméAa fjrav 16 kat o yaunpdg 21 ypo-
vav. “Towg to veapd tng nAkiag tov yaprpod va e&nyel
KAt TOV AGYO yia TOV OTo{o TO GUYKEKPIHEVO TIPOLKO-
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Eik. 2. ITpowoodppavo anéd v neploxf e Koune.
Kéun, 25 Toviiov 1805. Apyeio otkoyeveiag Bakpdroa,
ap. g10. 633.

obpgevo anoterel efalpeon otov mapandve kavéva
Kat o yapurpdg eKTpoomTetal and tov rmatépa tov.

2ta éyypaga ypnotponolobvral yevikol épot yia va
npoadlopioovy ta kwntd 1 axivita npotkoda ayabd.
AwaBdlouvpe Aowmdv yia omitt «apparwudvo», mov onpai-
ver pe GAN TV OtkooKeLY Tov, yia «ozdunider, dnhadr
akivnta, ya «pdpnider, dnhady kvntd, aAAd kat dAeg
AéEelg kat ekppdoel ov motkiAAovy katd meployy.

H kataypagy] tg npoikag dev akorovBel kdmoia
ovykekpipévy oetpd. Zta meploodtepa OLOTIKOS T6-
TIOL TIPOLKOCVHPOVA ava@Eépovtal TpOTa ta Kvintd.
I'a mapddeypa, oe avtd g Ietlexpodrag Mnevd-
K1), TTOL TIPOEPYETAL ATd APYOVTLKY] OIKOYEVELQ, TIPO-
tdooovtat ta mporkid TG képng kat akoiovbovy ta
axivnta. AvtiBeta, ta npowootugpova oupforatoypa-
@pikov témou Eekvodv pe axplPy] meptypagn tov aki-
vijtov (yne, omtdy, eraotpifeiov, pbiov), n omofa
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nepthapPdavet ta 6ptd toug, v tomobeoia oty omola
Bpiokovtal, omdvia dpng kat avagopd otV €KTact
TouG o€ oTpéppata.

H anotiunon tev npotkdov o xpripa dev givat ov-
vnOopévn, aldd ovvavtdtat og apkeTd TPOKOTBUP®-
va gukatdotatev otkoyevetdv. Eidwétepa, dtav otnv
npolka T peEALSVLpENG TeptiapPdvovtat ayabd v
afia tev omolwv Ba pnopotoe va apgiofnmBel and
Vv dAAn owkoyéveta (dnwg yia mapddetypa codiéc),
opiCovtat extpntég amodekrol kar and tig 6vo mAev-
p€c, oL omofot gpevvolV KAl ATMOTIPOVY O YpHpa tnv
atfa tov ayaBdv avtdv.”

e apketéc mepurtdoelg vootnpixBnke 61 to eidog
v mpotkdev ayabdv avtikatontpilet kat Ty Kowmvi-
i) TdEn tov epmiekopévev okoyeveldv.” H Eda Kan-
nouptly], oe dpBpo e oto mepodikd EAAnvixsi Ko
vavia,” datbneoe TV Aoy Tt 6TIG aypoTIKEG Kot
vovieg ovvavtobue rpoixid (dniadf pouxtopus, otkiakd
okelN K.4.), EVA 0TIG AOTIKEG 1) Tipolka éxet T Hop@H
akwijtov (omitt 1§ xopdey), xpnpdtev kat tpaigdyv. H
Oewpla avty eivat Pdoun” wotéoo, Ba mpémnet va ovvu-
moAoylotody kat dAreg mapdpetpot. Ia mapddeiypa,
10 1805, a0 mpoLkooBppavo Vg aniol otkoyeveldp-
x1 and v Képn avagépovrat og npowcda ayadd pévo
akfvnta kat xprjpata (eik. 2). Av to €idog ¢ mpoikag
glvat avtd mov mpoadlopilel TNV KOWWVIKT| TIPOEAELOT
Hlag okoyévetag, 1 ovykekpiuévn Ba mpénel va avij-
ket oty aotiky tdén. O tpdmog Spwe pe tov onoio
éxel ovvtayBel to ovykekpipévo éyypago kabog kat 1
anovoia TPooYopdcs OToLOLOTTOTE KIVNTOU VTIKEUE-
vou dnAdvel pa cagpdg o “tanewy’ katayoyy.

EmumAéov, o ouvdvaopdg tou {boug g mpoikag pe
Tov mA0UTo Twv tpoopepdpevav ayabdv kat tnv mo-
06NTd Toug frav avtdc mov anodeikvue kat 1 Béon
TV OLKOYEVELDV OTIG TOTILKEG KOWwVieg. Avapépw to
TPOIKOoUpPaVo Ttov auvtdyOnke to 1818 otn Zrdme-
A0,% oto omofo enfong kataypdgovral pévo axivita
Kat xpripata. Ze avt Speg v nepintwon o aptdpde
TV aKiTeV Kat to 1ood tov xprudtev eivat ToAia-
TAAO10G ALTAV TOL TIPOT|YOBpEVOL eyypd@ov. Avtd dev
Ba mpémner va pag mapagevetet, kabdg to oxomeditiko
TPOLKOOOUP@VO apopd 6o amd Tig mo Taités kat ap-
XOVTIKEG OLKOYEVELEG TOV VI|GLOU.

O exypnpartiopds g mpoikag —onradh 1 npoopopd
xPpatos wg npotkdo ayabé— epgavitetar katd toug
tedevtaiovg atdveg g Tovpkokpatiac. ‘Opwg, ta mo-
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0d mov dtabétovtav ftav pikpd kat katd kamotov Tpé-
no oLHPoALKA. Axdur kat dtav ot okoyéveteg embu-
povaav va dtabécovv meptoadtepa xprjpata, ouvavtos-
oav Tty avtidpaoct tov KOoHIKGOV kat tov Bpnokevtt-
KoV apyodv. Xapaktmpiotky eivar 1 avtidpaotn teov
dnpoyepdviwv oto Apyvpdraotpo g Hrelpov” arrd
Kkat tov katoikov xeptod e Kaiiinoine ot Opdx.
To 1810, o matpidpyng lepepiag A ovvétrale Ardraypa
nept mporxds™ avianokpvépevog og altnua tov Ka-
to{kov ™G ZkoméAov, yia toug omolovg o Beonds g
npoikag efye e£eAyOel o peydio kovwviké mpSPAnpa.
Xe avtd opiiétav 6t o matépag dev Ba Enpene va mpot-
kiCeL v (ba kép pe «wpdxwpa» (npoika) peyardtepo
ané 500 ypéota, obte Sdpwe kat o yapnpds Ba mnpene
va (ntd nepoobtepa. Qotdoo, 1o ddtaypa avtd, Hmeg
Kkat éva petayevéotepo tov matptdpyn Kupiiiov T,
dev Pprike anvjxnon. Agevég, ytati ot mhototleg otkoyé-
veteg emtBupoboav va emde{ouv TNV OLKOVOULKT| TOUG
eLPWOTIa, Kat a@eTéPou ylati 1) KOWVOVIKY TPAKTIKY
enéBaiie oTIC yuvalkeg Kal TG OKOYEVELES TOLG TOV
ydpo pe onotodrmote tipnpa.

Ta ypnpatikd moad mov avaypdgoviat oTa mpotKo-
obpgava tov 18ov aidva dev viepPaivovy cuvi|beg ta
200 ypéora. Me to népaopa Spns tov ypdvev ta mood
avédvovtat. Xt Zpbpvr, o€ TPOIKOOUUP®VA TG Ol-
Koyévetag Mnevdin, dtamotdvoupe d1t tov Mdio tou
1826 o Kwvotavtiic Muevdkng mpotkiCet tnv adedon
tov Maptyd pe 300 ypdoora, 10 xpdvia apydtepa o
{d10¢ mpowkilet tn debrepn tov aderyy| pe 800 ypdota,
kat teMkd 1o 1838 diver og mpoika otny tpity aderon
tou Aykepob 1.000 ypéora.”

Thv terevtaia dexaetia tov 190v ardva oty odvia-
&N TV TPOLKOOLUPAVEY —Ta oTola éxovy Tdpet AoV
popen ovpPoratoypa@ikiic mpdlne— yivetat mo évro-
V1 1 anotiunot g mpoikag oe XprpHa. 2to TAvVe Hé-
pOG TV eYYPAP®Y, petd tov aptBpud kataypagrc mov
AapPdvet to mpotkoobpugavo ato Piriio tov cupPorat-
oypdgov, akorovbBel ) ppdon;: «[Iporxoovupavoy alias
Spaxpdv.. »”

H ovvorikt| a&la tng mpoikag vrodoyidtav petd tnv
anoOT{ENON TOV KIVNTOV KAl TOV AKIVHTOV TIOU KATAK®-
podvtav 0To TPOIKOGVUY@VO Y| TNV 7pozkodafi. Xinv
ouvvoAkt a&fa ovvunoroyifovtav kat ta xprjpara mov
mlavév eixav d0bel. To mpowkooiugwvo akorovBoi-
og 1) potkoAafr}, 1 omoia ovotactikd ovviototoe TNV
avaivtiky] kataypagyn tev KvnTdv mpotkdov ayabdv.
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Avuté 10 katdotyo ovvtacobtav Alyeg pépeg mptv and
oV Yapo kat xpnoileve TPOKEIUEVOL 1] OIKOYEVELA TOUL
yapmpos va tapardfet v npoika.

Ot npowcoraPég €éxovv tdaitepo Laoypagikd evdia-
pépov, kabde o avtég avagépovtat ta svddpata mov
amoteloboav T mapadootakéc gpopeotéc (emlonpec
kat vogidtikeg),? ta aompdpovya touv omittod, kabdg
kat o efoniopde tov. H oeipd xaraypagr|c eivar me-
pimov 1 (dta oe 6oa éyypaga epebvnoa. Xtnv nmAglo-
véTNTd toug EeKtvody CUHPBOALKA pe TO VUPLATIKO Kpe-
Bdtt xat ta otpwoidia tov, yia va akorovdfcovv ta
polxa Tnc viPnge, Ta aompoépouvya, T KOOUHata Kat
TA OIKLAKA OKELY).

[8taitepn mepintworn anoterodv ta npoikoodppova
Kat ot TPOKOAAPEG KATolY VNoLoY, oTa omola TPty
and ta dAla ayafd avagépovrat ot etkéveg Tov Emaip-
ve 1 vy oto kavodpto tng ortitt. H idiartepdnta av-
™ evton{otnke o€ optopéva éyypaga tne ZKomEAO
kat g EbPorag, evd oty [dpo gaiverar étt amote-
Aovoe dyla taktikn* X Zkdmedo®” v avagopd yi-
vetat Eppeca agoo To ot diveTal «apparwnevo», eved
omv EvPoia avapépetal pntd dtt oty mpoika mept-
rapPdvetat kar pla eikéva g [Navayiag.

Ta npokdya avtikeipeva and to eEntepkd, dnec Kat
ta akptPd 1§ omdvia vAkd KQtaoKeung Toug xapaxkTipt-
Cav pa mrodota vign. AALG kat o tpdTog kataypapng
toug toviGel ) xpnpatiky atla tov avukepéveov au-
V. Ztny mpotkoraPr] tov [avayiwtdakn Notapd, oto
Apyog 1o 1830, mpotdooovtal ta podya yla ta onoia
toviCetat 6t Ak kataokevr|g efval to petdéL 1 dtt
efvar ypuookévinta.® Mia aképa mo mrovola vien
ovvavtdpe oty 10dkr. To mpoucoobppwvd g amo-
telel detypa entavnoiakod eyypdgouv dmov dtakpivetal
1 yAwooky| en{dpaon g yerrovikrg [tariag. Ze avtd
AVa@épovTal YAPEG TPOEAELOTG TOV TIPOLKMO®V, OTIWG 1)
Orravdia, n Pravdpa, akéun kar ot pakpvég Ivdiec.
BéBata, yia ta vnotd ot témot TpoéAevong TOV TPOIKE-
v dev pag EeviCouv, kabBdg ot vavtikol olGuyor, até-
peg kat adedgol tpopodotodoav tig polkes TV yoval-
K@V TNG otkoy£verdg Toug.

Amé AQoypaPIKES KAL APYELAKES TINYEG TIANPOPOPOL-
paote ya évav aképn Beopd ocvvupaopévo pe avtdv
¢ mpoikag, avtdv g npoyaptaiag dwpeds 1 aAiide
avrinpoixt | xkaviox:. H npoyapiaia dwped avdayetat
ot Puavrtiky} vopobeoia kat ovviotd v Tpoopopd
tov yapmpos 1pog T vipT] Kat Oyt TV olkoyEVeld TrG.
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H npoogopd avty nepihapPdver ovvibog xpripata kat
kdmota kKoopfjpata 1] dAia Kivntd avitkeipeva.

O Aédyog vnapEng avtiis tne dwpeds tav 1 katoyv-
pPwOT TNG vOPNG Kat TG mpoikag mov T cuvédeve. Zu-
viiBog avaypagdtav ato A0S TOL TIPOLKOTULHPHOVOUL.
"Hrav dniadt] vopikd kat kowvevikd katoxvpepévr. Ot
860 avtol Beopol Hrav ariniévdetor kat tumikd odtt-
pot.”” BéPata, oty mpdén, 6mee Stamotdvovpe and ta
TPOLKOOVpPmva, Kdttl tétoto dev elye kaboiikn toyy.
Mévo oe €€ ané ta éyypaga mov epebvnoa ota loto-
pid Apyeia tov Movoeiov Mnevdkn yivetat avagopd
otnv mpoyaptaia dwped. Kat o avtd ndit, n agia wg
dwpedc voreindtav sapde g atiag g mpoikac.

210 TIPOKOoBUPeVo NG k6pns tov Tavayidtn No-
tapd, 1 mpoyaptaia dwped tov péAioviog oviyou
avépyetat oo 1/3 tov ovvérov g adlag e mpoikag,
evd 27 ypdvia vopitepa o (drog o Tavayidme Nota-
pdc eixe ddoel wg avumpoliit 700 dlotnra.®

BéBawa vndpyovv kat meptntdoelg 6mov 1o avinpoi-
Kkt éxet (dta akia pe avtiy g mpoikag.

To 1898 otn Zkdmero, o yuatpde kat Adylog Xrapd-
G Bakpdtoag «dider xar napaxwpei Adyw npoyapraiag
dwpeds arny péAdovoa ovCvydv vov Ayyedixit [ Pepmnd-
xn pilav orxiav... iva yerd tnv rederny vov yduov tng va
dvvarar n pndeioa Ayyedixti I Pepndin va d1adérn xat
va noit we Povderar eAevdépws kar avevoxihiws wg Ka-
dapd avrii¢ neprovoia.. » (eic. 3).%

To 1919 anoteAel xpovoroyla-otabusd yra tv e€éAr-
&n tov Beopot g mpoikac, kabwg tote anogaciotnke
N €@appoyy| tov vépov mepl PopoAdYNONG TGV TPOL-
kédv. Tlpwv and to 1919 kataypdgpovrat mpotkda ovp-
Bérata mepinmov oo 50% TV tEAOLPEVOVY YApY, oTa
omnofa ovpneptiapfdvovtar akivita kat kivntd. Metd
v entfolr| poporoyiac oTig TPoikeg, T0 TOCOOTS T®V
TPOLKOOLPPOVEV petdvetat 0to 20% tev yapwv, eved
ta mpotkda avrtike{peva etvat katd kavova axivrra.

Tnyv neplodo 1954-1974 napovotdletat adénot tov
TPOLKOTLHPDOVGOV TNE TAENG tov 5-10% Kat kabiepd-
vovtat o¢ mpotkoa ayabd ta axivnta. Ta kivntd dev
kataypdgovtat TAEoV 0Ta TIPOIKOTBIP®VA YLa VA aTto-
@evyBel n popordynon toug kat divovtar dtuma otoug
peEAAGVLHPOUG. T

H avaBedpnon tov Zvvtdyparog to 1975 enégepe
pilikéc arlrayéc oto owkoyeverakd dikaro.” Tlpoket-
pévou o vopoBétng va evappoviotel pe tnv apyi e
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Ewk. 3. TTpoyaptaia dwped tov Zrapdrn Bakpdroa ot
péAdovoa obfuyd tov Ayyehiky| Pepndxr. Zkémnerog, 31
OxktwBpiov 1898. Apyefo otkoyeveiag Bakpdtoa,
ap. eto. 633.

1oéTNTag twv dvo VAV, dnteg avty diatvnddrke oto
dpBpo 4 tov Zvvtdypatog, mpoydpnoe o€ pla oelpd
TPOTIOTIOOE®V 1] KATAPYNOEDV TOV VYLOTAUEVOV OLa-
tdEemv. To 1983 yneiotnke o vépog mov ekovyxpovL-
oe ¢ datdéerg tov Aotkot Kéddika, avagoptkd pe to
otkoyevelakd dikato. Téte katapyriBnke kat 1) Sidraéy
nepl mpowkde.”” H ekotota Spwg otkovopuky evioyvon
TOV YOVI®V TIPOG TNV KOPT) TOUG, TIPOKEIUEVOL auTr| va
navtpevtel, efakorovbel va vpiotatal éwg ofpepa.

Mapia Anpntpradov

loropixd Apxeia Movoeiov Mnevdxn
e-mail: dimitriadou@benaki.gr
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MARIA DIMITRIADOU
“Paper and ink make for a good bridegroom”. Matrimonial contracts in the Historical Arcives
of the Benaki Museum

Matrimonial contracts (prozkosymphona) are a form of
document of particular interest to the scholar because
of their direct link with the institutions of marriage and
of the dowry. They are notarial deeds which provide for-
mal recognition of dowries and uphold their validity in
any legal dispute. The present study, based on the con-
tracts preserved in the Benaki Museum’s Historical Ar-
chives, aims to investigate the relevant customs and to
shed light on certain aspects of Greek society.

The oldest document in the archives is a matrimonial
contract from Skopelos dated 7 July 1766. The dowry
system had created a significant social problem for the
island as parents were obliged to provide their first-born
daughter with a house as dowry. Later agreements derive
from other parts of the country and take the form either
of a notarial deed or of a private contract.

The total value of the dowry was calculated after
assessing the moveable and immoveable property re-
corded in the matrimonial contract or the dowry list

(proikolavi). The priokosymphono was followed by the
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proikolavi, which in fact constituted the detailed inven-
tory of the moveable items of the dowry. This has a spe-
cial interest for the student of folklore, as it describes the
garments which constituted traditional costume, the do-
mestic linen and the household furnishings.

We know from folklore and archival records of an-
other institution linked with the dowry, that of the pre-
marital gift (progamiaia dorea) — the so-called ‘counter-
dowr’ (antiproiki) or ‘basket’ (kaniski). The pre-marital
gift is attributed to Byzantine legislation and takes the
form of a gift from the bridegroom to the bride and not
to her family.

The year 1919 marked a turning-point in the develop-
ment of the dowry system, as it was then that the law
relating to the taxation of dowries was enacted. The re-
form of family law in 1983 abolished the legislation re-
lating to dowry arrangements and the institution ceased
to have legal effect, but it still continues to this day on
an informal basis.
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H Revue Britannique xwar ) eAAnviky) Oepatoypagia g (1825-1901)

THN TIAPOYZA EPTAYIA onpatodénoe 1) épevvd pag otg
BtpAioBrikeg Cantonale tng Awidvvng kar Cantonale tov
DpiPovpyov e EAPetiac pe okond v anodertinon,
KATAAOYOYPAPON KAl OTN CLVEXEWD TV POTOTUTILKY
avanapayoyy Tev Keévov Tov dnpooteltnkav oto
éykopo yaAiikd meplodiks Revue Britannigque (1825-
1901), efte pe ) popyr avtoteddv dpbpwv, efte pe
avagopéc oe Bépata yevikol evdla@épovioc e emike-
vipo v EAAGda, tnv totopia kat tov moAttiopd g, dyt
névo ota otevd @uotid g 6pta alAd kat otov guplte-
po eAANVIONS, kat pdAtota Staypovikd.

H ouvvaywyy] tov vAikos avtol —éotw kat og PpotoTtu-
Tuévn popeti— kpibnke oxdrupn dedopévou bt and
péxpt otyprig €pevvd pag damotdfnke édt oty ydpa
pag, pévo otnv EBvikn BifAiobrjkn vndpyet pa eAdunic
oeLpd TOL TEPLOOIKOY, and OtdPopes £kOSELS TOL £pyou,
ue apiuéd ewayoyric Ilep. 2153. EmmAéov, kpibnke
xproun kat n enefepyaoia tov, n omo{a ouvviotatat
and v avalutky] kataypagy] tev dpbpev kat ) xpo-
vohoyiky] Toug dtdraly, ) perdppact tov Aoy ota
eAANVIKG, TV dnpovpyla Bepatikdv opddov kat v ex-
moVNom evpetnpiov ouyypagémyv, Tomovupiov kat dpev
avalimong, Gote 10 VAKS avtd va kataotel yprjotpo
gpyareio yla Toug epevvTEC.

‘OAN 1 oepd TV YOTOTUTNUEVODY YAAMKGOV Ketpé-
vov —324 tithot Tov lvat KatayepLopévol Ypovoroyikd
o€ pakéloug kat ouvodedovrat and ta gvpetiipia— Ppi-
oketar katateBepévny o BifAobrxkn tov Movoeiov
Mmevdakn pe ap. gvp. 56934. Mia katatomotiky €t-
oayoyf] ot dopr] kat ta meplexSpeEvVa tov TEPLOSKOY
arlld kat G ouvykekpipévne apOpoypagiag, omeg
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emfong kar pa 1otopiky] avadpopn kat yveptpia pe
m Revue Britannique glvar to k6plo 0épa g peréng
avtyg.

‘Omnax Ba dodpe kat tapakdte, to meptodikd Eexivroe
kupleg pe petagpdoeig dpBpwv and ta mo gnuouéva
Kat éykupa ayyAkd neptodikd g enoxyic (London Ma-
gazine, Literary Gazette, New Monthly Magazine, Edin-
burgh Review, Quarterly Review x.d.), kat otn ovvéyela
EUTAOUTIOTNKE pe eVUTIOYPaPES avtanokpioeLg, Lo pop-
@1 EMoTOADY, and dLaPopPes EVPOTAIKES YDPES KAl TNV
Avator] (. mv AyyAia, ) Teppavia, myv ltaria, my
EAMGSa, v Touvpkia kAm.). Ot petagppdoets twv dp-
Opwv ov emAéyovtav, otpépoviay yipw and YWooTKES
katnyopieg 6mwg v wopla (Histoire, Histoire ancienne,
Histoire moderne), v hoyoreyvia (Littérature),  apyaio-
hovia (Archéologie), ta takibia (Voyages), o1 kalég téyveg
(Beaux-Arts), ) owovopia (Economie), 1 ekkAnolaotky
wopla (Histoire religieuse), 1o dikawo (Legislation), v mo-
Muky (Politique, Politique etrangére, Politique extérieure),
1a véa 1ov emotnuay (Nouvelles des Sciences), aldd kat
1o €1dtkd Bépata 6mwg 1o Avatoiikd Zitnpa (Question
d Orient), ta otanotikd otowyela (Statistiques) kar mowk{-
Aec dAheg pikpés TAnpogopies (Miscellanées).

Avtifeta, ot avramokpioelg mapovotdtoviatl kdte amnd
TouG yevikobg tithovg Lettres sur ['Orient, Correspondance
d Orient, Correspondance et chroniques.

2y apBpoypagia mov £xovpe emonpudvet yla Ty
EALGSa kat tv evpltepn meployy dmouv vrdpyet AAN-
viké otoryeio (Mikpd Aota, ITapadouvvdpieg Hyepovieg,
Afyvrttog k.ATL), divovtat mAnpogopies yia v totopia
arnd v apyadmra éog kat tov 190 awdva —dnradr
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mv enoyy mov ekdidetal to MEPLOOIKG—, TN pryTopLKH,
m @rhoocopia kat tn Aoyoteyvia (pe peyariGrepy Pa-
potnta otoug apyaloug ovyypagels), tn Bpnokeia, tmy
OLKOVOH{a, TO UTOPLO, TG KAAEG TERXVES, TG EAANVIKEG
apyadteg kat TG Owdgpopeg avaokagés. Idwaltepn
éupaor divetaw otig talidlotikéc evivnwoelg and mept-
Nyfoetg otov eAANVIKS xdpo kaldg kat otg avapopés
yia v kabnpepwn fom, Ta 110 kat ta €0ipa, to dikato
kat v eknaidevorn tov EAAvav, pe extev] napdBeo
OTATOTIKOV OTOLXE{WV.

Me v £kpnén tov @rheAinvikod kvijpatog otnv Eu-
pdmm, pe apopur] v EAAnviky) Enavdotaon tov 1821,
Stamotdvetar avarrtvoodpevo evdiagpépov 600 TOL
nueprioov yaAiikob témov (e@nuepidec - journeaux)
600 Kkat tov TePLodIKOy (revues - gazettes - magazines),
£VOLAPEPOV TIOL ATOTUTIGVETAL OF £va evpy pdopa dnpo-
OlEVUATOV yia Ta EAANVIKG Tipdypata.’

Trv enoxi mg IaiwépBwong, napdiinia pe tov
TEPLoOLKS TOTO, KukAo@opel Kkat To “PuALGdo”, éva &i-
60¢ moAttikrg prioloyiag mov voypdgetar and peydia
ovépata, 6nwg o Frangois-René Chateaubriand (1768-
1848), o Felicité-Robert de La Mennais (1782-1854),
o Benjamin Constant (1767-1830), yia va avagépoupe
evdelktikd pévo pepticd and avtd, ta omola eEéppalav
Taktikd pe dpbBpa g @rieretBepeg 16éec toug kat
otpt&f Toug oty EAANVIKY viéBeom .2

H Revue oe avtibeon mpog v e@nuepida, ansvBive-
Tal 0€ TEPLOPLOPEVO avayveooTiké kovd kat dnpootetet
dpBpa pakpds mvorig, publotopripata, amopvrpoves-
pata kat onpavikés epyaoiec. Eivar éva eidog evdid-
peong @uroroyiag, petall epnuepidac kar Pifiiov.
EpgaviCetar pe pla nepodikétnra efdopadiata, dexa-
nevOipepn, unviaia, dipnviata v tpipunviaia oe oxfua
mov AN oLdGet to PiPiio.

Thv matpédmra e AéEng review, katd yeviky| anodo-
x1 drexdikel ) AyyAla, dmov o dpog avtde, ya mpdr po-
pd, paivetat va ypnowponotibnke. Ta neprodikd Monthly
Review (1749) wav Critical Review (1756) Bswpotvtar o
oePaotol mpdyovot g obyXpoviG ETOYHG. 2TV AvaTo-
A1 tov 190v atdva, akorovBel 1 éxdoon e Edinburgh
Review (1802), tov Quarterly Review (1809), tov Foreign
Quarterly Review (1824), tov Westminster Review (1827)
kat tov New Quarterly Review (1852). Ta meplodikd
autd, OTOG Hag TANPOPOPOdY ot TNYEG, doknoav opa-
VTIKY £TPPOY 0TV TIVELRATIKY] KAt TNV TOATKY e6€AEN
g AyyAiag.?
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2 yerrovikr) ['aAia dev vnrjpyav meptodikd tov dia-
HETPYHATOG TV peydhav Tieplodikdv review g AyyAi-
ac. O Amedée Pichot, dtevBovtiic tg Revue Britannique
Ba dnAdoet yapaktmploticd yra to 8épa avtd to 1825:
«..0a ripovv vnepripavos av tn xdpa pov pdrilay Ka
kadodnyovoay atidloya ovyypdupara. [liorevw nwg da
HTTopovoape Ki EHELS va mpayparonoiioovue xdri avilo-
Y0, av o1 Oravontés pag anopdoiGay va eviboovy tig ovvi-
HEWS TOVS TPOS avihy Tny Karevdvvon axodovddiviag ta
id1a mpdrvna. Aev anedniCopar yrari morevw kar eAniw
oTny EMpuovi Tove».t

[Tpdtn xpovoroynuévn revue ot l'aAlia efvar 7
Revue Philosophique (1804) ka1 akohovBobv n Revue En-
cyclopédique (1818), | Revue Britannique (1825), | Revue
de Paris (1829) xai n Revue des deux Mondes (1829) k.d.
[ToAAd ané avtd ta mepodikd elyav meploptopévn
xpoviky] dudpkela kat fitav Gpyava mePLocOTEPO Aoyo-
teyvikd mapd moArtikd. Xty emoxt] g [laiwdépbwong,
Ol GLVTAKTEG TOUG, YOPIG va ATTERTIOARTOLY TG PLAEAED-
Bepec moAtTikéG TOVG 10€€C, NTav LTIOYPEMUEVOL VA TIG
KAPov@Adpowy yla va anogiyouvy T Aoyokptoia.’

‘Eva aképa otoryeio mov yapaktnpiet ta meplodikd
ot 'adiia, petd v mrdom g Avtokpatopiag, elval
1 TPN o1 TNG AVEVURIAC ToL oLYYPaAPéa Kal ToL oLVTA-
k. Kat todto yua va éxouvv v guyépela va eanori-
oouvv TIOAAEG Qopéc, Tn dppitaty KpLTki] Toug oav pia
unxav] moAépov, énwg oty mepintwon g Minerve
Frangaise, tov Conservative, tov Globe kat tov Figaro. 2e
auth] v emoxn evidooetal kau 1 Revue Encyclopédique
Tov apydtepa annyovoe tig 1O€eg Tov Saint Simon, pe
anotéheopa va dwaxomel 1 £xdoot| g to 1833. Néa
npoondfeia emavékdooric e éytve to 1846 mov dujp-
keoe dvo xpévia.

Me onuelo avagopds tnv Ayyila, «moddoi TdAdo:
ovyypapeis OéAnoav va Snprovpyiicovy €va mepiodixd
e moikidn vAn mov da nv émaipvay and ra xadvrepa
neprodixd tng MeydAng Bperavvias xar tng Auepixiig».
2y mpaypdteoy avtig g embBupiag opeiiet T yév-
wnoW g 1 Revue Britannigue, tnv omofa dindBuve pe
emtoyia o Amedée Pichot and to 1839 éwg tov Bdvatd
tov to 1877.6

Qotéoo, elval xpriotpo va avapépovpe peptd otot-
xela oxetkd pe 1o meptodikd, to omoio KLKAOPOopPoLoE
kdBe dipnvo (6 tépot tov ypévo oe oxfipa 8o) ota mpdta
xpévia g kukrogopiag Tov and to 1825 éwg to 1830.7
2ug 10 Maiov 1825, ot ovvepydreg, ovyyeveic kat oi-
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H Revue Britannique xat n elinvixy Beparoypagia tng (1825-1901)

Aot, Sebastien-Louis Saulnier, Jean-Michel Berton kat
Prosper-Dondey-Dupré (yiog) xataBétovv oto yariikd
Ynovpyeio Eowtepikdv ta anattobpeva dikatoroyntikd
kat Tov t{tAo yia v {dpvon ¢ Revue Britannigue. Tov
ToAto tov idlov ypdvov, to Teplodiké PAénet yia ipdin
@opd 10 PG NG SNUOCLETNTAG HE TOV HAKPOOKEAY]
titho: Revue Britannique, ou choix darticles traduirs des
meilleurs écrits périodiques de la Grande-Bretagne, sur la
littérature, les beaux-arts, les arts industriels, lagriculture,
le commerce, [économie politique, les finances, la législation,
etc., ewc., Par MM. Charles Coquerel; Dondey-Dupré fils,
de la Société Asiatique; Gerusez; Ed. Lafon de Labebat,
ancien chef de division au Minisiere de ['lInterieur; Raulin,
des Sociétés Asiatique et de Géographie; Saulnier fils, ancien
Préfet de la Société Asiatique; West Docteur en Médecine
(pour les articles relatifs aux sciences médicales) etc., etc.,
Paris 1825.

Ag dobpe Aowmdy og ovvtopia, yia Ty otkovopia tov
B¢parog, oot ftav oL TPELG EPTIVELOTEG QUTOD TOUL Tie-
produoy, mov yevvrjOnke kat avantiyOnke ot l'aiiia,
pe tov dépopyo kat Ba Aéyape “rapamravnuikd” tit-
A0, IOV QV KAl CLVELPUIKE TIAPATIEUTIEL TOV AVAyVAOTY]
oy AyyAia, mpdkettat yia éva yaAiiks neptodikd to
omnofo davelletal tnv BAn tov and ta eykvpdrepa mept-
odtkd g ynpatdc AAPidvog, 6mwg 1101 avagpépnke.

O npddrog dtevBuvtc g Revue Britannigue, o Louis-
Sébastien Saulnier (1790-1835) —pag mAnpogopel 1 K.
Jones—, vrpEe peydin guotoyvopia. novdacpévog oto
[lapiot, éCnoe ta veavikd touv xpbévia kovtd otov ynpad
Belo tov, dravoodpevo Pierre de Lacretelle, o omoiog 01-
yvale atoug @rhoocogikots kbkAoug tov 18ov atdva, pe
anotéleopa va ennpeaotel and g euleAeiBepec kat ug
Kowevikég Tou déec. O Saulnier vpée motdg onaddg
tov NanoAéovta kat katédafe dudpopa vpnid abudpa-
ta ot dnuéota droiknon. I'a 15 ypdvia anoodpbrke
and ta dnpdota mpdypata. XuvepydoTtnike e TOAAEG
e@Nuepides onwg La Minerve, Le Courrier Frangais, Le
Pilote, Le Constitutionnel o (dpvoe tn Bibliothéque Histo-
rigue. AoxolBnke pe ™ @uhoroyia, v 1epoyru@ik,
™V apyatoroyld, TG avatorkés ETOTARES Kat T dnpo-
otoypagia. O Saulnier mapaxorotBnoe tg epyaocies tov
Young otnv Afyurito kat vfjpEe ouvepydtng g Société
Asiatique. To evdiagépov tov Saulnier yia v Ayyiia
opeldetal ota mMOAAA tov tagida kat oy enagy tov
pe Eévoug TéToUG, TOL TOL TIPOTEdWEAV TVELHA KOGHO-
moAftiko. Ané avty] tov v epmnelpia mpokvntel Kat M

4, 2004

ouyypagy] ayyaAkav Bipriov, ta omoia exdidet o kaidg
@ihoc kat yaurmpde tov Prosper-Dondey Dupré.

210 eoaywyké onpeiopa tov tevyous, g Revue
Britannique tov lavovapiov 1829, o Saulnier ypdget:
«Tprdpior xpdvia népacav and tnv éxdoon tng Revue
Britannique 7 omoia ovvexier tnv mopeia tng pe an-
Eavéuevn emrvxia. Or Onpooievoers pag dev éxovy tov
xapaxripa epruspwy pAladiwy, aldd ovyxaraleyovrar
peralv rwv fifrioy pe enavalapfavipeves exdooers moi-
Adv mponyovuevwy apidudy [@vAdawv]». Kar ovveyile:
«To peyalvrepo pépos aviiig tng emirvxiag opeilerar
w000 otn Meyddin Bperavia doo xar otovs ovyypagels
nov ovuPardovy grn d6&a tne». Kai katainyet pe my
napatipnon 6t «..zo tepdorio avid vAike mov avidei n
uixpnt pag Taddia and tn Meydin Bperavia, ovpfdller
otny emirvxia tng kvkdopopiag tng Revue Britannique
n ornoia dnpoorever ova yaldikd ra kadvrepa dodpa and
100 ayyAixd neprodikd revues kar magazines ra 07moia
KAt TRy TPOPOSOTOVY.. ».

O Jean-Michel Berton (1793-;) ota 30 tov ypdvia
vopgetetat pla Buyatépa tov Saulnier kar axoAovBel
10 Otknyoptid emdyyeipa. Eidiketetal ota svpwnaikd
voptkd Oépata, TV OKOVOpLKY Kal THV KOWGVIKY To-
Ak, eved mapdAinia emdidetar kat oty cLyypagt
Bipriwv. O Berton, éneg kat o Saulnier, frav evBovor-
d61G omadds tov Bovardptn kat e F'aiiikrc Enava-
otaorc. ['vepiletar pe evdiapépovoeg mposwmkdtnteg
¢ AyyAlag, mov mepvotoav ané to [lapiot, édnwg tov
B. P. Shelley, tov Wordsworth kat tov Charles Coc-
querel mov €ywve kat ovvtdktng ™G Revue Britannique.
To 1824 oto andyeto g vopikyc tov otadodpopiac, o
Berton ovopdCetat Noptkég ZopBoviog oto ZupPodrto
Emkpateiag, énwg kat otov Apeto Idyo. Ot okoyever-
ako{ deopol tov pe toug Saulnier kat Dupré tov 0dvyn-
oav og oTev| ouvepyaola «dxz 1600 yra xpnparikd opéin
000 yia tnv npayudiwon evés Eoyov mov 0a #rav xpHoipo
orovs nvevparikovs 1 dllove». Aprotokpdng amd ya-
paktipa, dev ovpnabodoe tov popavuopd. Adye g
emlonpung moAttikig tov Béomg, katd v nepiodo g
[TaAvépBaonge, dev propodoe va exppdoet avorytd ta
@heredBepd tov aobijpata. Tnv dpa dpec tev exho-
yov, to 1830, é0coe voym@iétnta pe toug omadovs
¢ AvumnoA{tevorg.

O Prosper-Dondey Dupré, ytog tov yvwotod ekddtn
kat tonoypdgov Dondey Dupré, epyaiétav otnv av-
Boboa emyeipnon tov matépa tov. To Pifrtonwireio
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toug ujpe to mpdto otn [aliia pe exddoeig Pifrinv
TOV AVATOAIKGV YA®OOGOV Kal AmOKToE PEYAAN @HjpT).
Ané v emyeipnon Dupré éByawvav ta meprodikd
Revue Asiatique, Revue Protestante kar Revue Germanique.
O Dupré, Babid poppopévog, otig eAetBepec dpeg tov
aoyoAfBnke pe tnv moinon kat ) @rhocopia, kat frav
YVaote ™G kwvélikng yAdooag. I'vadpiie kadd v ay-
YAKY] yAdooa kat Ti¢ avatoAkés Téyves, kat kate{ye
onpaviiky Béom avdpeoa otovg diavoolpevous Tng
Revue Britannigue, ol omiofol epgvvodoav tny Lotopia,
vopobeaia, ta 01, tg yAdooeg, ) Bpnokeia, v no-
Auky] kat ™) @rioroyla. Onaddg tov prigievleptopod
—énwg kat o matépag tov— o Dupré, o¢ exddtng kat ov-
viakng g Revue Britannique, aokoboe onwodyimote
v avdhoyn emtppor] oto TPOYPAppaA THG revue.

H bwoktota g Revue Britannique —odppova pe
v K. Jones— avfjxe otoug Saulnier, Berton kat Louis-
William Dickinson. Kat evé yia tovg 6o mpdrovg
éxoupe mAovota AT podpn o, yia tov tpito okt
ghdylota pac efvat yvootd —yta moAhots and tovg ov-
vepydteg G Revue Britannique dev vdpyouvv Proypa-
@leg (morrof ané avtols, eite méBavav dtexvol, dnwg o
Saulnier kat o terevtaiog Pichot, eite ot andyovol toug
dev xpdtmoav mpooemkd touvg yapud). I'veopilovpe
pévo mec o Dickinson frav Ayylog vmjkoog mov ka-
totkovoe oto [lapiot to 1817 kat petéppale épya tov
Robert Southey. Zopgpava ndvra pe tig yariucés mnyéc,
N ovppetoyy tov otn obvtaln g Revue Britannique
dev efvar cagng kat to dvopd tov dev avagépetal otov
KATAAOY0 TV ouvepyatdv tou mieptodikoy. Elvat yve-
ot6 uévo mwg to 1828 o Dickinson efye dikaiwpa oto
1/4 twv kepddv g emyxeipnone. Térog, to Gvoud tov
avagépetal 1o 1829 petald tov 1dputdv tov London
Express kat tov Paris Advertiser, kar aképn 6t xpnpdioe
ypappatéag tov Tarietpdvdou.

[Tapandve avagepBrikape otovg epunvevotéc, 1d10-
KTHTEG Kal TIPATOVG oLvidkteg G Revue Britannique.
ITowot Aitav Spwc ot ouvepydteg mov amotéAecav T
onovdvAik] g otiAn; Ot yée pag avagépouvy meg
tov ZentépPpto tov 1825 o aptBuds twv ovvraktédv and
&bo avéPrnke otovg emtd. Ag yvwpioovpe Aotdy avtoig
TOUG OLVEPYATEG, ol omoiol oty emoy tovg urjpéav
TIOAD YVOOTEG TIPOOWTIKOTITEG:

— Charles Coquerel (1797-1851): oppavéc and -
kpdg, peydAmoe katr popeddnke kovid ot Befeg tov
deomowvideg Helena xat Maria Williams, émov épabe
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KaAd ta ayyAikd. Apyikd mpoopiiétav yla mdotopac,
teMkd Spwg miye oto Ilapiot dnov perémmoe uot-
kég emotrpes kovtd otov Frédéric-Henri baron de
Humbolde (1769-1859), napakorodbnoe watpiky ue
tov Frangois-Joseph Broussais (1772-1838), paBvpata
apyatoroyiag ané tov Jean-Antoine Letronne (1787-
1848), ynueia and tov Joseph-Luis Gay-Lussac (1778-
1850), pabnpatikd ané touvg André-Marie Ampere
(1775-1836) kat Jean-Baptiste Biot (1774-1862), xat
aotpovopia andé tov Dominic-Frangois Arago (1786-
1853). l'ia Promopiopé dnpootoypagotoe kar mapdhi-
Ania ovvéypage. O Coquerel Hrav évag dtavoobpevog
xoplc kapfa oucovopiky] dveor. Ot @raeretBepeg mo-
Atukég tov memoBrjoeig tov €pepav oe oteV) emagy]
pe tov Marie-Jean-Paul Lafayette (1757-1834) kat tov
Benjamin Constant (1767-1830)

— Ed. Lafon de Ladebat: ané g Alyec mAnpogopieg
Tov éx0Lpe oxeTkd pe 1) dpactnpdnTtd Tov, yvepi-
Covpe Mo frav onpaivov pérog g Société Asiatique,
¢ Société de Géographie, maiaié pérog tov Nopobe-
kol Zodparog g BovAng, émog eniong dievbuvtiig
tov Yrouvpyeiov Ecwtepicdv g I'arriag:

— Nicolas Eugene Gerusez (1799-1865): venyntig g
@uroroyiac kat fonBéc tov Villemain ot ZopPdévvn and
10 1833 éwc 10 1852

— ywa tov Raullin yvopifovpe pévo éu frav pérog e
Société Asiatique kat g Société de Géographie-

- 10 {d10 kat yia tov West, o onoiog fitav ylatp6c:

— o Saulnier (ytog) vmipEe mpdnv StevBuvric g
Société Asiatique-

— o Jérome-Adolphe Blanqui (1798-1854), évac ané
TOVG TIPATOLG OLVEPYATeG TNG Revue Britannique, vnvjpie
kaBnyntig g lotopiag g Bropnyavikrig Owovopiac,
ovyypagéag tov Voyage en Angleterre kar ovvepydotnke
yU avté to €pyo pe tov Dupré. Omnadéc tov déypatog
v eledBepov ovvarlaydy, o Blanqui &1£0ete 1o yd-
ptopa va eEnyel emotnpovikd mpoPArpata pe tpdmo
katavontd kat kabapd:

— o Léon Galibert, véoc diknydpog oe nAtkia 25 ypévav
yivetat o mpaypatkés 0oktiTng g Revue Britannique
Kat Tapapével GLVTAKTYG Tov TiEPLodikoy yia Bépata mo-
Attuci owovoptag, epmopiov kat Propnyaviag. H Revue
Britannique vnié ) véa dedBuvon tov Galibert (1835-
1839) dev apkeitat va apovotdier dpBpa pe Bépata mov
avtiel anorAetotikd and v Ayyiia. To vAwé g tdpa
Ba epmhovniotel kar and direg xdpes. O Galibert vip-
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&e @AG60E0G, ToAUNPSE aAAd kat ameplokentog ot
drayeipion g Revue Britannique, yU avté avaykdietat
va eykatareipet ) 'ariia mpog avalyjmon véag toyng
oty AyyAla:

— duddoyog tov Léon Galibert oty SeiBuvon g
revue avarapPdver o Amédée Pichot (1796-1877), wa
eEapeTikd evilapépovoa TPOoHOTUKETTA TNG ETOYT|G.
[ToAvypagdtatog o Pichot dgnoe mAoboto Aoyorteyvikd
épyo. Metd ¢ watpikés omoudég tov oto Montpellier,
gykataotddnke to 1819 oto [lapiol. Aev dpynoe
Spws va agiepwbel ot @roroyia, tg yrdooeg kal
g emotpes. Talidewe oy Ayyiia kat dnpooievoe
gpyaoiec oe Oudgpopa meptodikd. Xe 6,1t agopd v
TOAMTKY] kat T @iloroyia, o Pichot aviike ot oyo-
A tov @theretBepav petpronabodv. O Pichot €dwoe
véa &Onon ot Revue Britannique, mov yivetar tédpa
éva koopomoAitiko diebvég meplodikd, pe dpbpa mov
xapaktpifoviat and aveEdpintn okéyrn kar peydin
notktAla Bepdtov, émov breg ov anbyelg ptopodv va
axovototv.? Atevpbvovtag to nedio g VAN, o Pichot
1o 1868 dvoile akdun éva mapdBupo mpog ta €Ew pe
dnpovpyia véag otiAng, exeivng g Correspondance
-oniad twv aviamokpiocwv and to efwtepitkd—, v
onola Bewpotoe omovdaiag onpaciag yia to meptodt-
k6. Méoa and ug “avianoxpioeg” mepvotoav yevikob
evdagpépovtog Bépata, pe edikd Pdpoc ota moAttikd
npdypata tg Notoavatoiikric Evpdmng kar g
BaAkavikiic Xepooviioov, e Obopavikig avtokpa-
topiag kat Tov veoobotatov EAAnvikod kpdroug pe g
avdroyeg emdpdoeic tov Meydiwv Avvdpeav Poolag,
Ayyliag, Teppaviag, FaAiiac. Ze 6,1t agopd tdpa v
TyY| tev avtanokpioewv and to eotepikd, N devkpi-
vion dtverar ota Iporeybueva tng Revue Britannique
touv 1881, émov kat dwaBdfovye: «../lpdowna molv
vynid 1ordueva orov xdpo tng modirixig pilodoyiag,
EVXAPLoTWS PAS TPOPOOOTOVY piE oT0IXELA, 1071 YYewpilovy
011, Onwg evepyovue e ta didonpa ayyrixd nepiodixd, ra
npdrvnd pag, o1 TAnPoQopics mov pas napéxovy xpnor-
HOmO10VVTAl TIdVToTE ME O1aKPITIKOTNTA KAl HE ATIOAVTR
avrixetpevicdrnta». O Pichot, avorxté mvedpa, and to
1855 elodyetl kat véoug tithovg ot Revue Britannique,
énwe va Chroniques littéraires et bulletins bibliographiques
kat ) oAy Chronique scientifique ov anacyoAlobviat
wraitepa pe @uroroyid Bépata, péoa and ta omofa
gmonpaivovtat kat avagopés oty eAAnviky Beparto-
ypagia.
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‘Evac ané toug omovdatdtepoug PETAPPACTEG TNG
Revue Britannique oe Bépata @uioroylag, vimipEe o
ayyropabiic ovyypagpéac kat kabnyntic oto College
de France, o Philarete Charles (1798-1873), o omolog
Arav kat ovvepyding g Revue des Deux Mondes, g
Revue de Paris xav g Journal des Debats. Mal{ pe tov
Léon Galibert amoteroboav tovg 6o onpavtikdrepoug
ouvvtdxteg tov meptodikod. Ac onpetwdel 6t o Charles
Atav o pdvog emayyeipatiac petappactic avdapeoa
0ToUG OLVTAKTEG TNG Revue Britannique. Xug petagpd-
oeig tov —gmonuaivet 1 K. Jones— dev drotdlel moArég
(POPEG APV OKOTIUOTNTAG va TEPIKOPEL and TO TPw-
tétuno ayyAkd kefpevo @pdoelc oAdkAnpeg 1 axdun
kat va npooBéoel, pe TG avAAOYEG OMUELDOELS, £va
KOppdTt yia va epmiovtioet 11 yaAiiky upetdepaom,
TIPOKELUEVOL 1) yaAALkY] anédoot) va mapovoldlet peya-
Abtepo evdagépov and to ayyAikd kefpevo mov Hrav
apnpMHUEVO 1] OTEYVO.

[TpooeyyiCovtag to Bepeitddes Bépa twv petagpd-
oewv ot Revue Britannique, eivar avaykaio va emon-
pdavovue 4Tt 0 OKOTOG TOL UETAPPAOTY| ouvioTatal oTo
va anodaoet —600 eivat duvatév—, oe kard yoriikd to
vonua, ™ dopn kat tov maApd tov ayyAikol Ketpévou,
Statnpdviac mapdiinia v atpdogpaipa kat To xpe-
pa tov. AAAwote, | Revue Britannique givar éva épyavo
Katd KVpto Adyo ekAdikevtikd, to mhaiotd g elvat
EYKUKAOTIAUOIKS Kal €xel 0TXO Ol avayvaioTeg TG va
pmopovv va katavorjoouvv 6Aa eketva ta Bépata yia ta
onofa StaBétovv meplopiopéves yvdoetc. g ex todtov,
1 anAy yAdooa eivatl anapaitrn.

Avagepbikape mponyovpéves oto Bépa g avevu-
Wag TovV OLVTAKTOV KAl UETAPPACTOV OF HEPOG TOU
neplodikod témov v enoyy| g Ilaiwépbwone. To
{610 parvépevo mapatnpeital yevikd kat ot Revue Brit-
annique pe pévy e€ailpeon exeivr tov devbovey g
Saulnier, o onolog voypdget pe ta apyikd tov S 1) SE.
Axépn pla popd anavtd to CC (Charles Coquerel) oto
téhoc evég mpotdtumov dpbpouv tov tov Mdptio 1826,
OmwG pag mAnpogopotv ot yarAwkéc mmyég. Apydte-
pa, omv eAAnviky] Beparoypagia, vroypdpovv ot G.
d’Orcet, Pierre Guerraz, Octave Sachot, Amedée Pichot
kat Pierre A. Pichot.

Metd tov Bdvato tov Amedée Pichot to 1877, kat v
avdAnyn g dievBuvong g Revue Britannigue and tov
yto tou Pierre A. Pichot, tv mhetovétnra tov eEAANVIKGOY
dnpootevpdtev katakapPdvouvy ot “avianoxpioels”, oe
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avtiBeon mpog ta avtoteAr| dpbpa ta omoia otadiakd
apatdvoov. At6 to 1887 kat éwg v optoTiky| dtakomt]
™G Aettovpyiag g to 1901, 1 Revue Britannigue dnpo-
otetel pévo €6 dpbpa oxetikd pe tv EArdda —yevi-
KoU evdlapépovtog— evéd 1 tehevtala “aviandkpion”

2HMEIQZEIZ

*Oéro va egkppdoon tig Beppéc pouv gvyaptoties oto
Movoeio Mnevdxn mov 6€x0nke va @uldet to vAkd avtd
otV oAVTIUY oLvAAoyn Tov, dnwG akdur Kar oty vred-
Buvn ¢ BifrioBiikng I1. Todkeva kat ™ Nt ITikidvn,
mov acyohfiBnkav pe v enefepyacia tov kepévou, Snwg
eniong kat otig E. Tounmobroyrov, E. Mneptowd, M. Kpé-
ton yia ™) daktvroypdenon tev gvpetnpiov. Evyaplotd
enfong v kary @An E. Tapéfov mouv pe mpobupia mo-
pednke pall pov ota wpdra Pripata e epeVVNTKC Hov
npoondfetag.

1. A. Dimopoulos, Lopinion publique francaise et la revo-
lution grecque 1821-1827 (Nancy 1962) 90. Eniong Journal
de Delé-cluze 1824-1828 (Paris 1948) 345. A. Bapvaxid-
e, O Evpomnaikés @uieAAnviopds katd v eAinvi-
k1 Emavdotaon tov 1821 (ABvjva 1971)- ]. Dimakis, La
guerre de l'indépendance grecque vue par la presse francaise
(@eocarovikn 1968) 33-38: D. Vikelas, Le Philhellénisme
en France (extrait de la Revue d’Histoire diplomatique [Paris

1891] 15-16).

2.]. Dimakis, Lasociété de la Morale Chretienne de Paris et
son action en faveur des Grecs lors de 'insurrection de 1821,
Balkan Studies 7 (1966) 26-48- K. ©. Anpapdc, Méliooa n
Epnuepic EAAnvich, 1a npoenavasrarixd neprodind ([A-
BYva 1984] ) N. Athanasoglou-Kallmyer, French images

6 and v Abrjva eixe Bépa tov Kpnuikd néepo.

Eién IMavide-Baipd
Sovndiac 6971
115 21 Adnva

[from the Greek War of Independence 1821-1830 (New Haven-
London 1989) 8-13.

3. G. Vapereau, Dictionnaire Universel des litteratures (Paris

1876) 1723-25.

4. A. Pichot, Voyage pittoresque et littéraire en Anglettere er
en Ecosse. Ladvocat et Charles Gosselin 2 (Paris 1825) 253.
J. Dimakis, La presse frangaise face i la chute de Missolonghi
et a la bataille navale de Navarin; recherches sur les sources de

philhellénisme francais (Beocalovikn 1976) 556-59.

5. Dimakis (6.7.)- K. Jones, La Revue Britannique, son histoire
et son action littéraire (1825-1840) (Paris 1939) 23-24.

6. Jones (6.11.) 152-70 énwg kat Vapereau (onp. 3) kat ye-
vikétepa, L.-E. Hatin, Histoire de la Presse en France (Paris

1861) vol. 8: Revues, 609-15.

7. Képieg mnyég mAnpo@dpnovc pag oxetikd pe v ékdo-
on ka ) dpactnpétra g Revue Britannique, Aéyo eAdel-
PEDG HETAYEVEOTEPOV LOVOYPAPLGV, HEAETAV Kal YEVIKOTEPQ
dnpootevpdtov, anotehobv: a) La table générale de la Revue
Britannique depuis sa fondation en 1825 jusqu’ en 1880 par J.
Drapier (publiée sous la direction de Pierve Amedée Pichor, 1881,
80, xiv-643)- B) n dnpootevpévy dratptPr e Jones (omp. 5).

8. Revue Britannique, 1881, Avant propos, v-ix.

EVI PAVLOV-VALMA

Revue Britannigue and its Greek material

The Benaki Museum library has recently acquired a
series of 324 photocopied items from the celebrated
French periodical Revue Britannique, which circulated
in Paris between 1825 and 1901. These are independ-
ent articles and brief reports on matters of general inter-
est relating to Greece, its history and its culture, from
antiquity until the 19th century. The significance of this
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material, collected in photocopied form after research in
Swiss libraries, lies in the fact that the magazine is not to
be found in any library in Greece —apart from an incom-
plete set in the National Library. The material has been
catalogued and arranged in chronological order; indexes
by name and subject have been prepared for use by fu-
ture researchers.
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H Revue Britannigque xaw v eAhnvixy Beparoypagia tng (1825-1901)

The texts give special emphasis to travel writing and
impressions by visitors to Greece and its wider area, an-
tiquities, everyday life, manners and customs, religion
and the Greek legal and educational systems, with exten-
sive use of statistical information. This study ends with
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a general history of Revue Britannique, which was first
published at the outbreak of the philhellenic movement
in Europe and for many years played a major role in the
French press, always taking an interest in issues related
to Greece.
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Drei Olbilder mit Motiven von Zakynthos

1960 KONNTE ICH EIN GEFALLIGES Olbild in leicht
schadhaft gewordenem vergoldetem Rahmen von einem
mir unbekannten deutschen Kunsthindler erwerben:
BILD I (Abb. 1, 2 a-d). Auf der Riickseite war die
Leinwand in grofien handgeschriebenen Lettern mit dem
Namen Carl Rottmann versehen. Dargestellt ist ein cha-
rakeeristischer Abschnitt der Ostkiiste von Zakynthos
mit der in der Bildmitte von einem felsigen Auslaufer des
Kastroberges groflenteils tiberschnittenen Stadt gleichen
Namens (Abb. 1b). Die linke Bildhilfte zeigt die nach
Osten allmihlich zum fast 500 m hohen, die Ostkiiste
der Insel beherrschenden Skopés (“Wichter’) ansteigende
Landzunge. Diese trennt den Kiistenabschnitt der Ha-
fenstadt nach Siiden hin von dem weiten Golf von
Lagand mit der vom Maler in der Ferne festgehaltenen
Ileinen Insel Marathonisi. Rechts daneben sieht man auf
dem Bild das bergige Stidende von Zakynthos, von dem
ein langer Hohenzug in der Inselmitte zum GrofSen Berg
(Megdlo Vound) und zu den freundlichen Ortschaften
Koilioméno und Machairddo mit ihren schénen Kirchen
fihrt. Den betreffenden Héhenzug hat der Maler rechts
vom Kastro noch einmal kurz aufgenommen.

Von der Stadt (Abb. 2b) zeigt der Maler nahe der
Mole und vor einem groflen Platz als Blickfang den
hochsten Glockenturm des Ortes. Dieser hatte eine
auf Zakynthos beliebte, aus Venedig iibernommene
helmférmige Bekronung' und gehorte bis zur Er-
richtung des 1872 vom deutschen Baumeister Ziller ent-
worfenen groflen Theaters zur Kirche Ayiov Ildvtov
(Hagioi Pantes). Nicht weit entfernt, direkt am Anfang
der Mole, sicht man den 1583 errichteten 17 m hohen,
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spitzen Glockenturm der bescheidenen Kirche des Aytog
Nik6éraog tov Mérov (Hagios Nikélaos von Molos), der
bis zu seiner Zerstérung durch das Erdbeben von 1893
auch als Leuchtturm dienen konnte. Fiir das Geldut trat
an seine Stelle die einfache byzantinische Glockenwand,
die nach dem Erdbeben von 1953 zusammen mit der
Kirche wiederhergestellt wurde. Am oberen Ende der im
Olbild hinter dem Kastroberg wieder sichtbar werdenden
Stadt erkennt man inmitten einer Ansammlung von
Hiusern einen weiteren, der Perspektive wegen nur klein
wiedergegebenen Glockenturm mit helmférmigem Ab-
schlufl (Abb. 2b). Wie die besonders reich gestaltete
zugehorige Kirche der Tlavayia ®@avepopévn (Panagia
Faneromeni) aus der venezianischen Bliitezeit hat auch der
Turm das Erdbeben von 1953 erfreulich gut tiberstanden.
Links von diesem Glockenturm, dort also, wo viel spiter
die grofle Kirche, der imposante Glockenturm und das
Kloster des Aytoc Aoviotog (Hagios Dionysios) gebaut
werden sollte, folgt auf dem Bild bis zum Fuf§ des Skopds
hin eine lange Zeile meist einzeln am Ufer stehender
Hiuser mit ein oder zwei Kirchen.?

Auf dem durch Wolkenschatten und sanfte Wellen
wirkungsvoll aufgelockerten Meeresspiegel zeigt der
Maler kleine und auch grofSere, zwei- und dreimastige
Segelschiffe; letztere mit der iiblichen leiterartigen
Bemalung des Rumpfes, zwei von ihnen auch unter
vollen Segeln. An zwei groflen Schaufelridern, am
Schornstein und an der langen Rauchfahne laft sich ein
Schiff am linken Bildrand, auf das wir der Datierung
des Bildes wegen weiter unten noch zuriickkommen
werden, sicher als Raddampfer ausmachen (Abb. 2a).
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Abb. 1. (BILD I). J. B. Hilaire(?), Zakynthos, Blick auf Kastro, Stadt und Hafen. Ol auf Leinwand, 49 x 76 cm. Heidelberg,
Privatbesitz (Photo: P. Schiering).

Land und Meer sind an dem ausgewogen komponierten
BILD I etwa gleich beteiligt. Die dicht wachsenden
Olbiume der Bildecke rechts unten haben links oben
eine Entsprechung in den dunklen Wolken. Auch das
Meer und der wolkenlose, blasse Teil des Himmels
erscheinen in ihren Flichen ausgeglichen. Eine genauere
Beschreibung unseres Bildes darf ein Merkmal des
mit seinen Falten und Silhouetten vom Maler gut
charakterisierten Skopés nicht vergessen: die auffallende
Felsnase als seine hochste Erhebung.

Wie das Meer durch Schiffe, werden Landschaft und
Stadt durch Personen belebt. Da ist rechts im Vordergrund
ein Bauer in tiirkisch anmutender Tracht zu sehen, wie er
einem breiten, um ein sorgfiltig gepflegtes Gemiisefeld
in Richtung Kastro fithrenden Weg zwei Esel vor sich
hertreibt (Abb. 2d). Auf den groRen Platz vor der Mole

hat der Maler durch miniaturhafte Personengruppen und
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einen Aufzug winzig klein, doch gut genug erkennbar
dargestellter britischer Soldaten in ihren typischen rot-
weiflen Uniformen (Abb. 2b) gleichfalls Leben gebracht.

Der Kastroberg (Abb. 2¢), insgesamt einem Kegel-
stumpf vergleichbar, fillt sofort durch die hohe, nur
anscheinend exakt erfafite Zinnenmauer in die Augen.
Niheres Hinsehen 143t innerhalb dieser in fast rundum
sichtbar gemachten Festungsmauer bis zum Scheitel des
Hiigels hinauf rot gedeckte weifle Hiuser und ganz oben
auch den roten britischen Wimpel erkennen. Einzelne
auf den Wohlstand ihrer Bewohner hinweisende Hiu-
set, eine kleine Kirche links dicht unter der Kastromauer
und eine groflere mit kurzem Turm auf halber Hohe,
d.h. auf dem Weg von der Stadt zum Kastro, wechseln
einander auf den Hingen des Kastroberges mit Oliven-
biumen und Rasenflichen ab (Abb. 2¢).?

Eine Datierung von BILD I in die Zeit der britischen
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Abb. 2 a-d. Vier Detailaufnahmen von BILD I (Fotos: P. Schiering).

Herrschaft zwischen 1810 und 1864 ist schon durch
die rot-weiflen Uniformen der auf dem groflen Platz
(Abb. 2b) gezeigten Soldaten hinreichend gesichert.
Auf dem Kastro (Abb. 2¢) kommt der rote Wimpel
noch bestitigend hinzu. Der ordentliche Zustand, den
die dortigen Hiuser vermitteln, mag angesichts eines
Berichtes aus der Zeit um 1800 befremden. Damals soll
sich diese Burgsiedlung nidmlich in einem “Sebr zerriitteten
Zustand” befunden haben.” Wie sich inzwischen auch
archiologisch nachweisen lief§, haben die Briten aber
nach Antritt ihrer Herrschaft fiir eine Verbesserung
der baulichen und infrastrukturellen Situation auf
dem Kastro gesorgt. Deshalb wire es moglich, dafl der
Maler die Gegebenheiten nach den 1810 einsetzenden
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Bemiithungen der Briten zeigen wollte. Ein aus dieser
Sicht denkbares Datum fiir die Entstehung unseres
Olbildes wire also das Jahrzehnt 1810-1820.

Der Raddampfer, der auf BILD I den Hafen von
Zakynthos in 6stlicher Richtung verlassen hat (Abb.
2a) konnte sich fiir eine Zeitbestimmung unseres Bildes
dann als niitzlich erweisen, wenn man den Einsatz
eines solchen Dampfschiffes im Verkehr zwischen
den lonischen Inseln zeitlich festlegen, gleichzeitig
aber auch die Vermutung zerstreuen kénnte, dafd
der Maler ein ihm irgendwoher bekannt gewordenes
Dampfschiff, etwa wegen der willkommenen Wirkung
der Rauchfahne, als “Versatzstiick” in das Bild eingefiigt
hat. Schon weil letztere Maglichkeit schlechterdings niche
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B, B il i i

Abb. 3. Haller von Hallerstein, Januar 1812. Zeichnung, Blei 23,5 x 108,5 cm: Motiv wie Abb. 1 (nach: H. Bankel [Hrsg.],
Carl Haller von Hallerstein in Griechenland [Berlin 1986] 148-49).

auszuschliefen ist, bleibt eine Datierung erst nach dem
Einsetzen eines Dampfschiffes im westionischen Insel-
verkehr fragwiirdig. In England wurden solche Schiffe
schon seit 1805 gebaut. Theoretisch hitte eines davon
also durchaus auch schon um oder sogar vor 1820 auf
dem Tonischen Meer fahren kénnen.

Das Jahr 1820 ist auch ein Datum, das in der
Geschichte der Erdbeben auf Zakynthos eine Rolle
gespielt hat. Deshalb suchte ich auf BILD I nach
Gebiuden, die unter dem betreffenden Erdbeben
gelitten haben konnten. Besonders geachtet habe ich
dabei auf den Helm des hohen Turmes (Abb. 2b).
Der Maler zeigt ihn, wie Carl Haller von Hallerstein
auf seiner Anfang 1812 datierten Zeichnung (Abb. 3),
vollstindig intakt. Das trifft entsprechend auch fiir
den spitzen Turmhelm der benachbarten Kirche des
Ayioc Nikéraog tov Mérov (Hagios Nikélaos von
Molos) zu. Anders erscheinen die beiden Turmhelme
auf einer Ende 1812 oder im Mai 1814 entstandenen
Zeichnung von Otto Magnus von Stackelberg, auf die
wir gleichfalls noch einmal zurtickkommen werden
(Abb. 4). Dort fehlt nimlich offenbar der eigentliche
Helm des hohen Turmes, wihrend die Turmspitze der
Nikélaos-Kirche nur schematischer wiedergegeben ist
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als auf dem Olbild und auf der Zeichnung Hallers. Es
wire aber wohl zu spekulativ, fiir diese Beobachtung
ein (sonst unbekanntes) Erdbeben in der Zeitspanne
zwischen Hallers Zeichnung vom Januar 1812 und
Stackelbergs entweder Ende 1812 oder spitestens im
Mai 1814 (seinem zweiten und letzten Aufenthalt
auf Zakynthos) entstandenem Bild verantwortlich
zu machen. Die erwihnten Unterschiede lassen
sich gewif$ iiberzeugender mit einer skizzenhafteren
Darstellungsweise bei Stackelberg als mit Verinderungen
am groflen Glockenturm selbst erkliren. BILD T lif3c
mit dem vollstindig wiedergegebenen Helm des Turmes
jedenfalls eine Entstehung des Bildes vor dem Erdbeben
von 1820 wahrscheinlich erscheinen.

Greifbarer als die zuletze angestellten Uberlegungen
ist die Frage, wo der Maler von BILD I stand, als er
die Zeichnung machte, die man fiir die Ausfiihrung in
Ol voraussetzen mufl. Erkundungen auf dem in Frage
kommenden Gelinde der an den Kastroberg nérdlich
anschlieffenden Hoéhen (Adgov) fiihrten zu der Er-
kenntnis, daff der Entwurf vom Aé¢pog Axpotnpiov
(Akrotiri) aus gemacht worden ist. Nur von dort kann
man nidmlich die im Bild wiedergegebene, bis zum Golf
von Lagand reichende Aufsicht auf das Meer und den
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Abb. 4. O. Magnus von Stackelberg, 1812 oder 1814. Zeichnung: Motiv wie Abb. 1. Lithographie (nach: G. Rodenwaldt,
Otto Magnus von Stackelberg, der Entdecker der griechischen Landschaft (1786-1837) [Miinchen-Berlin 1959°] Nr. 38).
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Abb. 5. Zakynthos: Photomontage nach Aufnahmen von der Lofos Strani: Kastro bis Skopés (Foto: Verf.).

steilen Felsabfall im Vordergrund sehen. Photographisch
lief sich der Blick vom Standort des Malers leider
nicht erfassen. An der entsprechenden Stelle standen
einem freien Ausblick zu viele Olbiume, umziunte
Grundstiicke und auch Hiuser im Wege. Unsere
Photographie (Abb. 5) mufite deshalb mit der Aussicht
vom Café “The best view” vorlieb nehmen, das am
Ostende des Adgpog Ztpdvn (Lofos Strani) dem Kastro
niher liegt als der Standort unseres Malers. Das mit
den photo-graphischen Aufnahmen erfaflte Panorama
ist dennoch geeignet, einen freien Umgang des Malers
mit den natiirlichen Gegebenheiten deutlich zu machen.
Schon ein fliichtiger Vergleich zwischen Photographie
(Abb. 5) und BILD I (Abb. 1) zeigt die Verinderungen,
die der Kiinstler wegen der fiir das 49 x 76 cm messende
Bild vorgesehenen Proportion zugunsten ausgewogener
Groflenverhiltnisse der Landschaftselemente vorgenom-
men hat: vor allem die verschobenen Proportionen
des eigenwillig wiedergegebenen Kastroberges rechts
und die Verkiirzung des Skopés links. In ein imaginir
weites Panorama hat der Maler das sichtbar gelassene
Stadtzentrum (Abb. 2b) und die dahinter in die Ferne
gestaffelten Landschaftselemente eingebunden. Dabei
erfiillen miniaturhaft erfafite Motive wie die erwihnten
Personen und die englischen Soldaten auf dem groflen
Platz (Abb. 2b), aber auch die perspektivisch klein ge-
wordenen Hiuser auf der anderen Hafenseite (Abb. 1)
oder die Schiffe unterschiedlicher Gréfle reizvolle Wir-
kungen.
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Die Zeichnungen von Haller und Stackelberg (Abb.
3, 4), die wir oben der Glockentiirme wegen schon kurz
zum Vergleich mit BILD I (Abb. 1) herangezogen haben,
zeigen das vom Kastroberg bis zum Skopds eingefangene
Panorama annihernd ebenso wie das Olbild und unsere
Photographie (Abb. 5). Entstanden sind sie Anfang 1812
(Haller) und Ende 1812, bzw. im Mai 1814 (Stackelberg),
also vor dem Erdbeben von 1820. Die archiologisch
engagierten Zeichner, Haller ein genialer Architekt,
Schiiler von Friedrich Gilly,> Stackelberg von feiner
kiinstlerischer Begabung,® kannten einander vor allem
von ihren im Sommer 1812 gemeinsam durchgefiihrten
Ausgrabungen und Forschungen am Apollontempel
von Phigalia.” In der Stadt Zakynthos diirften sie dann
einander begegnet sein, als Haller im Zusammenhang
mit der Verbringung des Phigaliafrieses auf die Insel
kam, und Stackelberg dort mit dem Zeichnen der
Reliefs beschiftigt war. Auf ihren Zakynthosbildern
(Abb. 3, 4) betonen sie beide hinter der von den
Kastrohingen unterschiedlich iiberschnittenen Stadt
die oben erwihnte kleine Insel Marathonisi im Golf
von Lagand. Bei Stackelberg (Abb. 4) ist diese durch
ein im Mittelgrund der Darstellung entziindetes Feuer
mit hoch aufsteigender, das Inselchen teils verdeckender
Rauchwolke noch besonders hervorgehoben.

Fiir die Landschaft von BILD I (Abb. 1) bleibt beim
Vergleichen mit den beiden Zeichnungen (Abb. 3,
4) und mit der Photographie (Abb. 5) festzuhalten,

daf sich der Maler im Ganzen wie im Detail mehr
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Freiheiten genommen hat als die Zeichner Haller und
Stackelberg. Von deren Zeichnungen dhnelt die friesartig
ausgedehnte von Haller bei grofierer Nihe zu Kastro und
Stadt (Abb. 3) den von unserer Photographie (Abb. 5)
festgehaltenen Gegebenheiten mehr als die Zeichnung
Stackelbergs (Abb. 4), die —wie der Entwurf zum Olbild
— der Komposition zuliebe vom Kastro weiter entfernt,
gleichfalls auf dem Xé¢goc Axpotnpiov (Akrotiri)
entstanden sein mufs.

Greifen wir nun noch einmal Eigenschaften heraus,
die fiir den Maler von BILD I (Abb. 1) besonders ty-
pisch zu sein scheinen: Im Ganzen geschen, fielen uns
die Freiheiten auf, die er sich fiir die Proportionen und
Silhouetten der Landschaft genommen hat. Fiir Motive
wie Meer, Wolken, Felsen, Bergfalten, Biume, Felder,
Wiesen, Hiuser und Festungsmauern, ja vielleicht
sogar fiir die Darstellung einer ganzen Burg, konnte
er auf ‘Chiffren’ zuriickgreifen, die ihm als Zeichner
und Maler wohlvertraut waren. Ein eigener Zug seiner
Malweise war die schon hervorgehobene Vorliebe fiir
miniaturartig gezeigte Motive: Personen, Architek-
turen, Schiffe, Pflanzen. An den landschaftlichen Gege-
benheiten auf Zakynthos hat den Maler das Bizarre in
den Strukturen der Kalkfelsen dhnlich angesprochen
wie die Oberflichenbewegungen der Berge. Feld- und
Baumflichen verstand er dekorativ zu verteilen. Akzente
hat er mit der sparsamen Wiedergabe von Zypressen
gesetzt.

Die meisten der eben angesprochenen Eigenheiten
von BILD I lassen sich auch auf den BILDERN II und
III des Benaki Museums (Abb. 6, 8) beobachten. Diese

unterscheiden sich ein wenig im Kolorit sowie durch die
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gefilligeren, weicheren Umrisse der Landschaft und nicht

zuletzt durch die hinzugenommenen Staffagefiguren.
Ein hellerer Himmel und frischere Griinténe kénnen den
Eindruck erwecken, daff der Maler die Stimmung einer
jungen Jahreszeit einfangen wollte. BILD III (Abb. 8)
bekriftigt diese Vermutung durch den frisch treibenden
Olbaum rechts, das bunte Feld im Vordergrund und
den nur mit kurzer Hose bekleideten liegenden Mann
am Rand dieses Blumenfeldes. Damit sind wir bei den
Staffagefiguren, die mit ihren farbigen Kleidern und
ithrem heiteren Treiben, mit Hund, Ziegen und Schafen
den BILDERN II und III (Abb. 6, 8) wie unzihligen
dlteren und gleichzeitigen Landschaftsdarstellungen (vgl.
auch Abb. 4) zusitzlichen Reiz verleihen. Auch vereinzelte
Haiuser, unterschiedlich in Gestalt und Zustand (ruinéser
Bauernhof auf BILD II, zwei Baustellen auf BILD III),
klein in die Ferne gestreute Menschen wie auf BILD I
sowie bizarre Felsen und Biume bereichern die beiden
Bilder im Benaki Museum. Auf ein Motiv von BILD
III (Abb. 8) sei wegen seines winzigen Maf3stabs, vor
allem aber wegen einer Ahnlichkeit mit BILD I (Abb.
1) noch ausdriicklich hingewiesen: Ein Weg etwa in der
Bildmitte laf3t dort nimlich eine Szene erkennen, die trotz
des Groflenunterschiedes an diejenige mit dem Bauern
und den Eseln auf BILD I (Abb. 2d) erinnert. Insgesamt
148t sich beim Betrachten und Vergleichen unserer drei
Olbilder soviel Gemeinsames ausmachen, daf§ man auf
ein und denselben Kiinstler schlieflen méchte.

Diese Vermutung wird nun aber auch noch durch
den Beweis erhirtet, daf sich alle drei Bildmotive auf
Zakynthos lokalisieren lassen: Dank einer griindlichen
Beschiftigung mit BILD I und einem in diesem Zusam-
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menhang unternommenen Besuch auf der Insel mit
Ausfliigen in die nihere Umgebung der Stadt war es
schliefSlich ein leichtes, das Motiv von BILD II (Abb. 6)
als einen Blick vom Nordfuf§ des Skopés auf die Stadt mit
dem groflen Glockenturm, auf den Kastroberg mit der
Festungsmauer und auf dessen stufenweise nach Norden
hin abfallende Fortsetzung auszumachen (vgl. die aller-
dings von einem Schiff aus aufgenommene Photographie
auf Abb. 7). Das Motiv von BILD III zu finden, verdanke
ich schliefflich einem Spaziergang vom Kastro iiber die
Hohe Strani zum Kiistenabschnitt Krionéri, bei dem sich
unterwegs der Blick auf das Stidende von Kephalonia
gedftnet hat (Abb. 9).

Nachdem wir damit ein weiteres Argument haben,
die drei auf Zakynthos entstandenen gleichformatigen
Olbilder ein und demselben Maler zuzuweisen, bleibt
die Frage, ob wir diesen auch benennen kénnen. Carl
Rottmann, der nicht auf Zakynthos war, und dessen
Malweise unverwechselbar ist, dessen Name aber bis
zu einer vor 30 Jahren erfolgten Restaurierung auf der
Riickseite von BILD I zu lesen war, mufd ausscheiden.
Im Benaki Museum werden die BILDER II und III
dem franzésischen Zeichner und Maler Jean Baptiste

114

Abb. 6. (BILD 1I). ]. B. Hilair(?), Zakynthos, Blick vom
Nordfuff des Skopds (heute Argdssi) auf Stadt, Kastro und auf
die Hohen Béchali, Strani und Akrotiri. Ol auf Leinwand,
48 x 76 cm. Athen, Benaki Museum, Inv. Nr. 12945
(Foto: K. Manolis).

Abb. 7. Photographie des gleichen Motivs

von einem Schiff aus (Foto: Verf.).
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Drei Olbilder mit Motiven von Zakynthos

Abb. 8 (BILD III). . B. Hilaire(?), Zakynthos, Blick von
einem Standort nérdlich des Kastros (Hohen Strdni oder
Akrotiri) auf die Insel Kephalonia (Siidausliufer des Ainos).
Ol auf Leinwand, 48 x 76 cm. Athen, Benaki Museum,
Inv. Nr. 12946 (Foto: K. Manolis).

Abb. 9. Photographie zum Motiv von BILD III
(Foto: Verf.).
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Hilair zugeschrieben, dessen Todesjahr vorbehaltlich
mit 1822 angegeben wird.* Am bekanntesten sind dessen
zahlreiche qualitdtvolle Zeichnungen, die lithographisch
umgesetzt einen groflen Teil der in M. G. F. A. Choiseul-
Gouffiers, Voyage pittoresque de la Gréce (1782 bis 1822)
wiedergegebenen Abbildungen ausmachen. Neben
seinen Zeichnungen werden in dem betreffenden Artikel
bei Thieme-Becker auch Olbilder angefiihrt und als
deren “Stirke die Staffagelandschaft mit kleinen Figuren”
hervorgehoben. Diese Charakterisierung von Olbildern
Hilairs kann man auch auf die drei hier versffentlichten
Zakynthos-Bilder anwenden. Das Benaki Museum hat
—wie gesagt— zwei davon (unsere Bilder IT und III) Jean
Baptiste Hilair zugeschrieben, der 1753 in Metz geboren
wurde, und dessen Todesjahr mit “1822” oder “nach
18227 angegeben wird.” Mir bleibt zu wiinschen, dafl
sich die Zuschreibung des Benaki Museums nun nach
dem Bekanntwerden von BILD I noch weiter verdichten

laf3c.
Wolfgang Schiering
Professor emeritus

Berghalde 94
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WOLFGANG SCHIERING

ANMERKUNGEN

* Gern bedanke ich mich bei A. Delivorrias fiir die Anre-
gung zu dieser Verdffentlichung im Benaki Jahrbuch, bei
St. Lydakis, A. Dellaporta, A. Milano und M. Wedde fiir
freundliche Auskiinfte, bei M. und J. Schifer sowie vor allem
bei meiner Frau fiir die Unterstiitzung bei der Motivsuche,
bei meiner Tochter B. Kniichel fiir geduldiges Schreiben und
bei meinem Sohn P. Schiering fiir die Photographien von
BILD I.

1. Fiir Venedig s. etwa die Glockentiirme von Santa Zac-
caria und San Giorgio dei Greci.

2.Heute findet man dort in restauriertem Zustand
die hiibsche kleine Kirche Ayiog Xapdiapnog (Hagios
Haralambos) und kurz vor Argissi als Ruine die schénen
Uberreste der Kirche des Aytog Zmupidev (Hagios Spyridon).

3. Kirchen: in Béchali vor dem Eingang ins Kastro: die
Zwoddyoc IInyx (Zoodohos Pigi); auf dem Kastrohang: eine
Vorgingerin der jetzigen [Tikpibiotiooa (Pikridiotissa).

4. Bericht des englischen Zeichners E. Dodwell.

5. W. Schiering, Der Berliner Baumeister Friedrich Gilly
und sein Einflufl auf den griechisch orientierten Klassizismus
seiner Schiiler, unter besonderer Beriicksichtigung von Carl

Haller von Hallerstein, Thetis 7 (2000) 169-80.

6. G. Rodenwaldt, Otto Magnus von Stackelberg. Der
Entdecker der griechischen Landschaft (1786-1837) (Miin-
chen-Berlin 1959?).

7. H. Bankel (Hrsg.), Carl Haller von Hallerstein in Grie-
chenland (1810-17) (Berlin 1986) 34.

8. Jean Baptiste Hilair: Thieme-Becker XVII (1924) 66-68;
E. Bénézit, Dictionnaire critique et documentaire des Peintres,
Sculpteurs, Dessinateurs et Graveurs. Nouvelle Edition E.
Bénézit Bd. 5, 18 Gillet-Jacobs (Librairie Griind 1976) (dieser
Hinweis wird St. Lydakis verdankt).

9. Das Lexikon von E. Bénézit (s.o0.) vermerkt zum Todes-
datum Hilairs: “mort a Paris aprées 18227 (1822 ist der letzte
Band von M. G. F. A. Choiseul-Gouffiers “ Voyage pittoresque
de la Gréce” erschienen).

WOLFGANG SCHIERING
Tpeig eratoypagieg pe potifa e ZaxivBou

Kevtpiké 0épa tne mapotboag perétng anoterel pia
ehatoypagia pe anetkdvion tomiov (49 x 76 ex.), 1) onoia
ayopdotnke and tov ovyypagéa oto Wiirzburg to 1960.
To 2002, Yotepa ané avtowia, to tomio tavtioTyke pe
) ZdxovBo. H xpovoréynom tov €pyouv atnpifetat otny
atpokiviyy tpoypraty kopPéta mov aneikoviCetatl oto
aptotepd dkpo tov mivaka kafdg kat oe Aemtopépet-
€6 ¢ mOANG e ZaxibvBov, ot onoleg mapanépnovy
otnv 6y mov avty elye wpv and tov oetopd Tov 1820.
[TapdiAnia, oty peAéty mapovotdlovrat dbo evorapé-
povta ox€dia tov 1812 kat tov 1814 pe Bépata mov
tavtifovrat pe avtd e eAatoypagpiag —to Kdotpo kat
ot dvo mpookelpevot Adpot Ztpdvn kar AkpoTHpl—, kat
ta onofa Borinoav otnv avayvapion g tomobeoiac.
Katd  diudpkela e épevvdg tov o ovyypagéag
evtémoe dvo eratoypapieg oto Movoeio Mnevdx,
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ot ono{e¢ TaApovOLALovV EKTATNKTIKEG OUOLOTITEG UE
v 6 e€étaom eratoypagia. Mia eniokeypn oto vnol
eMETpEPe TNV TAVTION TOL ToT{OL OTIG eAatoypaieg
tov Movaoelov Mnievdkn, oto épyo g oLAROYTG TOU
ovyypagéa kat ota tormia tewv oxediev —mouv xpovoro-
yikd miponyotvrai— ue ty tonofeoia otn Zdxovlo. Qg
dnptovpyde tev eratoypagidv oo Movoelo Mnevdk
avagépetat o 'dAroc Loypdgog kat oxedraotc Jean
Baptiste Hilaire, o omofog oyediaoe avapiBunta oxédra
yta to Piprio tov M. G. F. A. Choiseul-Gouffier, Voy-
age pittoresque de le Gréce. AeSopgvov 6t o ovyypagéag
xpovoroyel tnv elatoypagia petald tov etdv 1810
kat 1820, Ba pnopovoe kaveic va mpoteivet v (dra
Xpovordynor yia tig 6o ehatoypagieg tov Movaoeiov
Mmevdxr, kat pe em@ulaly va mpoteivel wg foypdpo
Kkat Tov tptedv épyev tov Hilaire.
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Giovanni VIII Paleologo del Pisanello: note tecniche ed esegetiche

POCHI MONUMENTI hanno avuto, alle soglie del
Rinascimento, la risonanza e 'incidenza della medaglia
bronzea con il ritratto di Giovanni VIII Paleologo fusa
dal Pisanello durante il Concilio di Ferrara e Firenze
(1438-1439).' Questa incidenza che ¢ iconografica, ma
molto spesso con implicazioni di carattere semantico,
¢ stata oggetto di ripetuti interventi.” Essa rappresenta
infatti uno degli aspetti pili esplorati della medaglia che,
tranne rare eccezioni, ¢ ritenuta la prima medaglia del
Rinascimento italiano, e costituisce il momento iniziale
della produzione medaglistica del Pisanello, eccezionale
per le sue qualita formali e per la densit, talvolta velata e
non ancora chiarita, dei suoi messaggi ideologici.

Sul diritto (D/) il ritratto dell’imperatore, di profilo a
destra (fig. 1), caratterizzato dallo strano cappello ‘alla
grecanica’ con un alto pilos a costolature coronato da un
gioiello (“un rubino grosso piss che un buon ovo di colombo
con molte altre pietre’) e provvisto di un ampio risvolto
laterale concluso a punta, divenne allora (e per tutto il
Quattrocento) una cifra iconografica polivalente repli-
cata in vari contesti. Un saggio del Babelon del 1930,
che riconosceva una citazione del volto pisanelliano del
Paleologo nel Pilato della Flagellazione di Piero della
Francesca ad Urbino (1458), apriva la strada alla ricerca
di questa fortuna iconografica e dei suoi significati. Per
citare solo le ricorrenze pitt famose ricorderemo che la
stessa iconografia appare come volto di Costantino nella
battaglia contro Massenzio nel ciclo aretino di affreschi
di Piero della Francesca (1452-1466) nonché in altri do-
cumenti della pittura in Umbria, nel Veneto e in Tosca-
na e perfino in Germania.® Nella scultura ¢ inequivoca-
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bile la sua citazione (ma qui non con senso traslato) in
un busto-ritratto bronzeo e in quattro scene della storia
conciliare dell’imperatore scolpite in bronzo sulla porta
centrale della basilica di S. Pietro a Roma, opera del Fi-
larete. Ancor piti insistente la presenza in miniature sia
come riproduzione del volto dell’imperatore, sia come
prestito per la raffigurazione di antichi greci (Teseo, Plu-
tarco, Polibio) e persino nel ritratto di Maometto I1.° Se-
condo i contesti e i reimpieghi, il suo volto valeva ora per
caratterizzare un greco, un orientale, un levantino, ora
per distinguere uomini del potere e, ancor pitt sottilmen-
te, per alludere ai loro ruoli e caratteri di responsabilita e
incertezza. Tutto questo sembra provare implicitamente
la larga diffusione numerica della medaglia, confermata,
come vedremo, dalla consistenza degli esemplari conser-
vati, forse perche prodotta in pilt esemplari e diffusa tra i
partecipanti al Concilio.

Attorno al ritratto imperatorio si snoda la legenda che
rispecchia alla lettera la sua titolatura in lettere maiuscole
umanistiche ma secondo la formula cancelleresca della
corte di Bisanzio:* IQANNHZ. BAZIAEYY. KAL AY-
TOKPATQP. POMAIQON. O. [TAAAIOAOT'OZX.

Tale formula risale certo a fonte greca ma non costi-
tuisce da sola un argomento per risolvere il problema della
committenza, che resta ancora un argomento incerto
e discusso. Le ipotesi fatte sono numerose ¢ rientrano
nella bibliografia sterminata che riguarda i diversi aspetti
della medaglia.” Ad una committenza occidentale (papa
Eugenio IV, le autorita ospitanti, ferraresi o fiorentine a
secondo della datazione, i dotti animatori del Concilio)
viene contrapposta una committenza orientale (lo stesso
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Fig. 1. Pisanello, medaglia di Giovanni VIII Paleologo. AE. D/. Diam. 104 mm.
Atene, Museo Benaki, inv. no. 21039 (Foto: K. Manolis).

imperatore o una tra le emergenti figure del suo seguito,
come il Bessarione).® Di fronte alla aleatorieta delle
ipotesi credo si debba dare un particolare significato ai
disegni pisanelliani del Louvre e di Chicago.” In essi si
trovano indubbiamente studi preparatori per la medaglia
(il nitido profilo dell’imperatore,” I'imperatore a cavallo e
la sua attrezzatura da cacciatore come si vedra nel R/), ma
appaiono anche altri schizzi che esulano da quel progetto
e rivelano una frequenza privata, direi quasi familiare,
dell’ambiente della corte da parte del Pisanello. In testa
al f. 1062r del Ms. M.I. del Louvre ¢ perfettamente
riprodotta ’iscrizione araba ricamata in oro su fondo
azzurro presente su un ricco capo di vestiario donato
ai Paleologi da un Sultano, che fa sospettare una docu-
mentazione raccolta diretctamente dall’artista. Assieme
a questo particolare vanno ricordate altre vedute dell’
imperatore (ritratto di prospetto e a figura intera) che
hanno fatto pensare, a mio avviso correttamente, a studi
preparatori per un quadro, forse di gruppo." Lo sembrano
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confermare alcuni appunti scritti che descrivono i colori
del costume, ovviamente superflui per la creazione della
medaglia. Ne ricordiamo il piti singolare: “Lo chapelo de
linperatore sie bianco dessoura e roversso rosso el profilo
de torno nero” seguito dall’indicazione dei colori della
giubba, della gonna, dei caratteri del volto e del corpo.”
Di un tale quadro non abbiamo notizia specifica, al
punto che si ¢ anche dubitato che, benché progettato,
non sia stato eseguito.” E comunque singolare che in
un ritratto di Giovanni Paleologo in una minijatura del
Sinai" appaiano gli stessi colori. Gia attribuito a Pisa-
nello, ne ¢ stata giustamente smentita la paternita, ma
la proposta derivazione dalla medaglia mi sembra pit
debole dell’ipotesi della derivazione, se non dalla realta,
da un dipinto forse andato perduto a Costantinopoli nel
drammatico momento della fine dell'impero bizantino.
In tal caso aviemmo una nuovo argomento a favore della
commissione imperatoria della medaglia.

Il rovescio (R/) della medaglia (fig. 2), meno aperto
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Fig. 2. Pisanello, medaglia di Giovanni VIII Paleologo. AE. R/. Diam. 104 mm.
Atene, Museo Benaki, inv. no. 21039 (Foto: K. Manolis).

finora a discussioni, raffigura, circoscritto dalle due
firme dell’artista (opus Pisani pictoris, in alto; épyov 700
ITiodvov (wypdgpov, in basso) un paesaggio roccioso;
a destra 'imperatore a cavallo, in tenuta da caccia ma
con il suo “bizzarro cappello alla grecanica”, nell’antico
gesto di preghiera alza la mano destra verso una cro-
ce dominante su un alto supporto. A sinistra con
una ardita veduta posteriore di scorcio & un paggio a
cavallo. Linterpretazione corrente vi riconosce una sosta
dell’imperatore durante una delle sue tanto amate battute
di caccia. Se la medaglia fu fusa a Ferrara si tratterebbe
di una escursione venatoria nei dintorni di un monastero
di periferia dove 'imperatore amava risiedere.” Ma se fu
realizzata, come dice i1l Giovio, a Firenze, si tratterebbe
del ricordo di una visita che il Paleologo ebbe a fare ad
un tabernacolo di Prato il 27 luglio 1439, quindi dopo
la conclusione del Concilio con la proclamazione della
unitd delle due Chiese.”® In ambedue i casi si tratterebbe
di una figurazione effimera e narrativa, il che sorprende
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nello stile del grande medaglista cosi come emerge da
tutta la sua meravigliosa produzione. Ma su questo
problema ritorneremo pit avanti, come sull’importante e
sempre incerta questione della cronologia.

Per ora vorrei richiamare I’attenzione su un problema
che, nonostante la vasta bibliografia,” non mi sembra sia
mai stato toccato. Una medaglia come quella di Giovanni
Paleologo ¢ vissuta nel tempo, ha avuto la sua nascita
nelle mani di Pisanello il quale ha creato I'originale con
una fusione a cera perduta. Non sappiamo se e in quanti
esemplari lo replicd. Comunque dovette esserne prodotta
una serie di esemplari contemporanei da lui o dalla sua
bottega (e che ugualmente vengono ritenuti originali),
ma nel tempo la medaglia dovette essere replicata, talvolta
anche con varianti. Avvenne cio¢ una trasmissione, come
quella filologica dei codici, e quindi dovrebbe imporsi un
problema di critica del testo, la necessita se non di creare
uno stemma, almeno di individuare derivazioni, repliche
e varianti che costituiscono la fortuna della medaglia
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Fig. 3. Pisanello, medaglia di Giovanni VIII Paleologo. AE. D/. Diam. 103 mm.
Atene, Museo Benaki, inv. no 4531 (Foto: K. Manolis).

da affiancare a quella figurativa gia accennata. E un
problema che potra essere affrontato globalmente solo
con un censimento il pilt completo possibile.

Un primo piccolo contributo a questo problema
intendiamo dare con I'esame di un gruppo di esemplari
conservati nel Museo Benaki di Atene. 1l significato
storico della medaglia, nella scia dell’eredita bizantina
della Grecia, ha portato, direi quasi ovviamente, alla
raccolta di vari esemplari nelle collezioni ateniesi: tre
al Museo Numismatico, una al Museo Storico, una al
Museo Bizantino. Il Museo Benaki ne possiede ben
quattro esemplari di diversa natura e qualitd; essi possono
esemplificare una casistica che riguarda anche altre
collezioni. Li esamineremo singolarmente per inserirli
poi in una lista generale che ne permetta una valutazione
motivata.

a. Inv. no. 21039 (figg. 1-2). Diam. 104 mm; diam.
legenda 94 mm; peso 342 gr."

In bronzo di colore rosso scuro, & in buono stato di
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conservazione anche se dovette essere sottoposto ad una
incisiva e corrosiva ripulitura, probabilmente con un acido
che ha lasciato tracce verdognole nei sottosquadri, gli ha
tolto la patina e ha spento i ritocchi a freddo. Le nervature
del risvolto del cappello sono sbiadite cosi come le incisioni
sui tre boccoli che scendono sulla nuca.” E stato donato
da Alexandros Rizos Rangavi nel 1966, quando era
ambasciatore onorario a Londra. Non sappiamo se fu un
suo acquisto londinese o se fu uneredita di una famiglia
che annovera tra i suoi antenati la figura omonima di
primo piano nella cultura e nella politica di Atene attorno
alla meta dell’Ottocento.” Sembra trattarsi dell'esemplare
pitt considerevole della collezione. sia per la qualita sia per
le dimensioni che, come vedremo, depongono a favore
della sua originalita o comunque della sua appartenenza
alle repliche contemporanee all'originale.

b. Inv. no. 4531 (figg. 3-4). Diam. 103 mm; diam
legenda 93 mm; peso 393 gr.

In bronzo con una patina uniforme marrone scura.
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Fig. 4. Pisanello, medaglia di Giovanni VIII Paleologo. AE. R/. Diam. 103 mm.
Atene, Museo Benaki, inv. no. 4531 (Foto: K. Manolis).

Un foro di 2 mm invade parzialmente la PI della firma
latina dell‘artista mentre sul D/ ¢ situato davanti all‘apice
del cappello che conserva chiaro il gioiello terminale.
Per il resto i caratteri delle iscrizioni, come quelli delle
immagini, sono nitidi. Trattasi certamente, a causa del
diametro ridotto, del risultato di un calco, ma ancora di
primo stadio. Vari dettagli (barba, baffi e ricccioli) non
sono stati definiti con interventi a freddo dopo la fusione.
Fu donata da Antonio Benaki nel 1937, senza un dato di
provenienza.

c. Inv. no. 4530 (figg. 5-6). Diam. 100 mm; diam.
legenda 93,5 mm; peso 261 gr.

In bronzo con patina uniforme marrone chiara. Il
diametro ridotto della medaglia ma non della leggenda
ne rende problematica la valutazione. Si aggiungono,
tra I’altro, alcune singolari varianti. Sulla sommita del
cappello manca il gioiello ovulare che ¢ presente nella
maggioranza degli esemplari; sulle tempie sono tre nitide
ciocche di capelli ricurve verso I'angolo dell‘occhio, la
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barba ¢ punteggiata da vacuoli. Sul R/ la roccia piu
vicina al Paleologo ¢ sfilacciata. Le stesse singolarita si
ritrovano solo nell’esemplare 71/2000 acquistato dal
Museo Numismatico di Atene. Tra i due si stabilisce
quindi un rapporto che non & di comune matrice, in
quanto il secondo esemplare ha un diametro di 102
mm, ma di comune tradizione o derivazione. Data
'ottima qualita formale dovrebbe trattarsi di varianti
antiche: l'esemplare del Benaki di uno stadio secondario
e derivato rispetto a quello del Museo Numismatico. Fu
donato tra il 1932 e il 1935 da Nikos A. Petsalis (1872-
1940), professore di ginecologia e senatore nonché
grande collezionista di monete. Probabilmente fu
acquistato in Francia, dove il donatore aveva studiato e
continud ad avere frequenti rapporti.

d. Inv. no. 4612 (figg. 7-8). Diam. 101 mm; diam.
legenda 94 mm; peso 187 gr.

Uniface, Piombo con patina grigia scura e superficie
anomala con globuli, non ripassata a freddo. Presenta solo
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Fig. 5. Pisanello, medaglia di Giovanni VIII Paleologo. AE. D/. Diam. 100 mm.
Atene, Museo Benaki, inv. no. 4530 (Foto: K. Manolis).

il D/ con il volto dell‘imperatore con le caratteristiche
ciocche di capelli sulle tempie e [‘assenza dell‘ovulo
sull’apice del cappello come negli esemplari Benaki 4530
e Museo Numismatico 71/2000. Una contromarca con
un simbolo di difficile lettura (un leone marciano?)
appare su una targhetta che copre l'ultima parte del
nome Palaiologos. Il R/ & coperto da una fitta serie di
cerchi concentrici, probabilmente creati per favorire la
saldatura o I’incollo dell’esemplare su una superficie di
legno o di cuoio. E certamente un esemplare derivato,
probabilmente degli ultimi tempi, e destinato a scopo
decorativo.” Anche questo fu donato da Nikos A.
Petsalis.

Una valutazione dei singoli esemplari qui presentati
richiede alcune premesse. Loriginale vero e proprio di
una medaglia fusa ¢ quello curato dall’artista; di solito &
unico o replicato in rari esemplari. Ma per il suo pregio e
per la sua destinazione molto spesso la medaglia originale
viene replicata con la tecnica del calco o surmoulage
contemporaneamente all’originale, per cui anche questi
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esemplari di prima mano vengono ritenuti originali.
Seguono poi nel tempo altre rifusioni a seconda della
fortuna del soggetto o delle mode collezionistiche. Per
stabilire una cronologia assoluta di queste fusioni di
seconda o terza mano non ¢ sempre facile se non esistono
attestazioni scritte. Ma una cronologia relativa ¢ possibile
in base a criteri fisici.”” Mentre il piombo raffreddandosi
ha un restringimento praticamente nullo, il bronzo si
ritira di una entita attorno ad uno e mezzo per cento. Il
diametro, molto piu del peso, & quindi un coefficiente
fondamentale e indipensabile per stabilire i rapporti
tra le varie edizioni di una medaglia fusa. E poich¢ il
bordo della medaglia puo variare, un solido punto di
riferimento ¢ il diametro della legenda o, in sua assenza,
le misure del soggetto iconografico.

Riteniamo quindi opportuno presentare una lista
degli esemplari a noi noti della medaglia pisanelliana.
Essa integra notevolmente il catalogo degli esemplari
registrati nel Corpus dello Hill e permette di riscontrare,
con i relativi diametri in ordine decrescente, diversi
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Fig. 6. Pisanello, medaglia di Giovanni VIII Paleologo. AE. R/. Diam. 100 mm.
Atene, Museo Benaki, inv. no. 4530 (Foto: K. Manolis).

livelli o rapporti relativi di parentela e di derivazione tra le

singole versioni. Dando quindi la precedenza al piombo

e considerando i diametri maggiori dei bronzi, possiamo

supporre un diametro originario di circa 104 mm. Casi a

parte e relativi alla fortuna della medaglia nel tempo sono

alcune varianti che concludono la lista, che ovviamente

¢ provvisoria, ignorando presenze di pezzi inediti o in

collezioni private nonché vari diametri delle legende.

A. Piombo
Brunswick, Coll. Molinari*
Biblioteca Vaticana*
Venezia, Museo Correr?
Londra, British Museum?
Washington, Coll. Kress?”
New York, Hall Collection?
New York, Hall Collection (altro esemplare)
Auktion Amsterdam 1936 (de Jongue)
Paris, Cabinet des Médailles”

. Sotheby’s 31.10.1932, no. 1

R N A Al o

—
=]
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105
104
104
103,5
103
101,4
101

101

11. Collezione Morgenroth® 110
12. Collezione Morgenroth? 104
13. Atene, Museo Benaki 4612 101
B. Bronzo

1. Berlin, Miinzkabinett* 104
2. Atene, Museo Benaki 21039 104
3. Brescia, Musei Civici* 103
4. London, British Museum? 103
5. Firenze, Museo del Bargello 5897% 103
6. Berlino, Miinzkabinett?” 103
7. Atene, Museo Benaki 4531 103
8. London, Victoria and Albert Museum?® 102,7
9. Brescia, Musei Civici® 102
10. Firenze, Museo del Bargello 5898 102
11. Atene, Museo Numismatico 71/2000 102
12. Atene, Museo Numismatico 1909/10, AZ1 102
13. Paris, Cabinet des Médailles* 102
14. Frankoforte, Museum fiir Angewandte Kunst*? 102
15. Milano, Castello Sforzesco 9.1409% 102
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Fig. 7. Pisanello, medaglia di Giovanni VIII Paleologo. Pb. D/. Diam. 101 mm.
Atene, Museo Benaki, inv. no. 4612 (Foto: K. Manolis).

Milano, Castello Sforzesco 9.1411
Atene, Museo Benaki 4530
Frankfurt, Museo®

Atene, Museo Bizantino T474%
Atene, Museo Storico 4873

Atene, Museo Numismatico 1213%

London, Victoria and Albert Museum®*

C. Oro
1. Firenze, gia Museo del Bargello”
2. Paris, gia Cabinet des Médailles™

D. Varianti
a. Con una corona imperiale sovrapposta al cappello:

1. Paris, Louvre?

2. Napoli, Capodimonte no. 67517%°

b. Riduzione:

1. Berlino, Musei (cit. da Hill)*!

101
100
100
100
100
100
98,4

100
100

103
102
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In base a questi dati, mentre I'esemplare in piombo
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¢ solo un documento della fortuna moderna della
medaglia, un notevole valore documentario hanno le
altre tre. La 21039 si classifica tra le edizioni pitt antiche
e autorevoli. La 4531 va attribuita ad un secondo stadio,
ma si distingue per la sua qualita. La 4530 ¢ una singolare
variante che fa gruppo con l'esemplare recentemente
acquistato dal Museo Numismatico ateniese; essa
appartiene gia ad un terzo stadio ed & quindi una deri-
vazione, anche se la qualitd dei due esemplari sembra
favorire una datazione non lontana dall’originale.

Tra i vari problemi che riguardano la celebre medaglia
pisanelliana vorremmo rivedere, concludendo, quello
dei suoi valori iconografici e quindi del suo significato
storico. E stato piit volte osservato che, pur aprendo
la stagione rinascimentale, la medaglia si ricollega alle
famose due medaglie tardogotiche di Costantino e di
Eraclio, largamente diffuse in pitt esemplari, che furono
create da Michelet Saulmon nel 1402, probabilmente
in occasione della visita parigina di un altro imperatore
bizantino, Manuele II Paleologo.”” Analoghe le legende,
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Fig. 8. Pisanello, medaglia di Giovanni VIII Paleologo. Pb. R/. Diam. 101 mm.
Atene, Museo Benaki, inv. no. 4612 (Foto: K. Manolis).

secondo lo stile cancelleresco della corte di Bisanzio,
analoga l'esaltazione della Croce nei rovesci. Nel caso
del R/ della medaglia di Giovanni VIII si insiste una-
nimemente, come si ¢ gia detto, sulla episodicita della
rappresentazione. Limperatore (& attestato storicamente)
amava la caccia, forse pitt delle riunioni del Concilio, e
cio spiega il suo costume e la sua “tenuta’ nonostante
porti l'ufficiale ‘cappello alla grecanica”?> Ma che la scena
alluda alla sua passione venatoria o, addirittura ad un
concreto fatto di cronaca, mi sembra difficile nello stile e
inconsueto tra le scelte del grande medaglista. Lescursione
a Prato ¢ da escludere per il semplice fatto che allora il
Pisanello non era a Firenze, trovandosi a Mantova gia
nel maggio del 1439 Se poi pensiamo ad una creazione
della medaglia nella fase ferrarese del Concilio, il contesto
paesaggistico diventerebbe puramente irreale e inadatto
ad una battuta di caccia. Credo che, data 'importanza
storica della medaglia e la dignita del personaggio ce-
lebrato, l'esegesi tradizionale che vede I'imperatore
rendere omaggio ad una croce ai bordi del suo cammino,

4, 2004

sia quanto mai discutibile.” Non si ¢ mai dato, io credo,
il dovuto peso alla tipologia monumentale del supporto
della croce che & chiaramente un obelisco. E l'obelisco
in un linguaggio che, nell’ufficialitd di una medaglia,
verte allusivamente verso il simbolico o 'araldico, non
pud essere che un implicito riferimento a Roma, che era
stata una delle esperienze pili importanti per l'artista. Se
poi pensiamo che il riferimento sia all’esemplare, allora
I'unico stante, della cittd, questo non pud essere che
I'obelisco oggi al centro di Piazza S. Pietro, gia di fianco
alla Basilica, dove si riteneva fosse avvenuto il martirio
di S. Pietro e come tale meta di pellegrinaggi e simbolo
della cristianitd occidentale.® In tal caso il gesto del
Paleologo acquista un significato pregnante e la scena,
passa dall’effimero della esegesi tradizionale alla essenza
della celebrazione della presenza italiana dell’ imperatore.

Ci porta a questa ipotesi la lettura di un altro
problematico R/ di una celebre medaglia di Pisanello,
quella di Filippo Maria Visconti che perlopit viene datata
all’indomani della medaglia del Paleologo nel 1440/
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Fig. 9. Pisanello, medaglia di Filippo Maria Visconti. Det-
taglio del R/ con veduta simbolica di Venezia. Firenze,
Museo del Bargello, inv. no. 5901.

Fig. 10. Pisanello, medaglia di Filippo Maria Visconti.
Dettaglio del R/ con veduta simbolica di Firenze. Firenze,
Museo del Bargello, inv. no. 5901.
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14415 E una scena che, tra I'altro, ha indubbie affinita
strutturali con quella del Paleologo. Fu fusa a Milano nel
1440 circa, quindi in un momento di acuta tensione con
la Repubblica Veneta a seguito del saccheggio di Verona
al quale aveva partecipato lo stesso Pisanello nel novembre
del 1439® Viene descritta dal Pollard in questi termini:
Il Duca a cavallo rivolto verso sinistra, a destra un paggio
a cavallo visto di dietro, fra di loro un cavaliere armaro
di fronte. Paesaggio roccioso con edifici”. Altri parlano di
edifici fantastici. Nel 1984, presentando nell’Istituto di
Studi sul Rinascimento a Firenze il Catalogo del Pollard,
azzardai I'identificazione del campanile e di una cupola
di S. Marco nel gruppo di edifici sulla destra (fig. 9).
Mi piace vederne ora pubblicata la conferma ufficiale
nella interpretazione di Ruggero Rugolo.”” Non si dovra
dimenticare che Venezia per alcuni anni creera grossi
problemi al “Pisan pentor rebello”, minacciato del taglio
della lingua in piazza S. Marco e bandito a lungo dal
territorio veneto.® Ma l'esegesi che vede simboli di
Venezia (e forse di Verona)®' emergenti e dominati da una
Venere che ¢ simbolo del Visconti dietro le quinte della
montagna a destra, andava estesa coerentemente a tutto il
R/. A sinistra occhieggia la figurazione schematica di una
cittd, con una cinta muraria con torri sulle quali emerge
un cupolone (fig. 10). Che poteva essere nell’Italia di
quegli anni se non la cupola brunelleschiana e quindi
una figurazione simbolica di Firenze? Firenze e Venezia
erano allora le due potenze pili minacciose e temute
dal Visconti.® Anche in questo caso una figurazione
gia ritenuta di fantasia, acquista una densa pregnanza
simbolica e un profondo valore storico.”®

Resta ancora un problema finora sospeso o eluso. Paolo
Giovio in una lettera a Cosimo I dei Medici ricorda di
possedere una medaglia, che sembra essere una variante
di quella a noi nota del Paleologo. La lettera & del 1551
e dice: “Ho ancora una bellissima medaglia di Giovanni
Paleologo, imperatore di Costantinopoli, con quel bizzarro
cappello alla grecanica, che solevano portare gli imperatori.
E fu fatta da esso Pisano in Fiorenza al tempo del Concilio
di Eugenio, ove si trovo il prefato imperatore; ch’ha per
riverso la croce di Cristo, sostenuta da due mani, verbigrazia
dalla chiesa latina e dalla greca”. 11 passo ¢ citato anche dal
Vasari.* Molti studiosi hanno dubitato sulla veridicita
del Giovio dal momento che nessun esemplare di questo
tipo si & conservato.” Ma il Giovio, se a pitr di un secolo
di distanza pud errare nel dire che la medaglia fu creata
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Fig. 11-12. Anonimo, medaglia del cardinale Bessarione. AE. Diam. 66 mm.
Weimar, Goethe-Nationalmuseum GMM (Foto: Museo).

a Firenze, non pud inventarne |'iconografia® ricordando
un esemplare di sua proprieta, quindi inconfondibile.
Credo quindi, con altri studiosi, alla sua notizia. La
sua assenza non stupisce se pensiamo alle numerose
altre medaglie di Pisanello che non ci sono pervenute,”
tanto pilt se pensiamo che una medaglia che celebrava
l'unione delle due Chiese potrebbe essere stata ‘dannara’
e distrutta dopo il seguente naufragio della iniziativa con
il rinnovato scisma. Dovremmo quindi registrare una
prima variante della medaglia di Pisanello che mantiene
il D/ ma sostituisce il R/ con un tema che non si addice
alla fantasia del nostro artista. E significativo che il R/
divenne poi il simbolo del Bessarione.*

La medaglia originale sarebbe quindi prodotta a Ferrara
ed esprimerebbe un auspicio dell'imperatore, quella fusa

NOTE

1. Programmato ufficialmente per !'unione delle due
Chiese, 'ortodossa e la latina, il Concilio aveva in realta lo
scopo di stendere una base di rapporti di alleanza difensiva
di fronte all’incombente pericolo di una occupazione
ottomana di Co-stantinopoli. Cfr. J. Gill, The Council of
Florence (Cambridge 1959); P. Castelli (ed.), Ferrara e il
Concilio (Ferrara 1992); P. Viti (ed.), Firenze e il Concilio

4, 2004

a Firenze, ne sarebbe una variante e celebre-rebbe la
conclusione del Concilio.

E anche significativo che il Bessarione, come Cardinale
di Santa Romana Chiesa abbia una medaglia (figg.
11, 12)® non con il suo simbolo araldico ma con una
lussureggiante vegetazione che ci ricorda un passo
dell’Ecclesiastico che esalta la Sapienza.”® Lunione delle
due Chiese era naufragata ma il Bessarione era diventato
un punto di riferimento della Zogia e della rinascita del
pensiero e della cultura ellenica sul suolo italiano.

Prof. Luigi Beschi
Mavromichali 87

114 72 Atene

e-mail: beschi@orenet.gr

del 1439 (Firenze 1994). Per il permesso di studio e per la
concessione di materiale fotografico ringrazio vivamente
il direttore del Museo Benaki, prof. Angelos Delivorrias,
la direttrice del Museo del Bargello, dott. ssa Beatrice
Paolozzi Strozzi e della Fototeca della Stiftung Weimarer
Klassik, Sig. Angelica Barthel. Per utili informazioni debbo
riconoscenza alle direzioni del Museo Numismatico, del
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Museo Storico e del Museo Bizantino di Atene, del Victoria
and Albert di Londra, del Miinzkabinett di Berlino e del
Cabinet des Médailles di Parigi. Per I'aiuto e i preziosi
consigli ringrazio inoltre il prof. Giovanni Gorini, la collega
Anneliese Peschlow e il dott. Piero Volrolina.

2. R. Weiss, Pisanello’s Medaillon of the Emperor John VIII
Palaceologus (London 1966); C. Walter, A problem Picture of
the Emperor John VIII and the Patriarch Joseph, ByzForsch
10 (1985) 295-302 tavv. XVIII-XIX; C. Ginzburg, /nda-
gini su Piero (Torino 2001%) passim, ma partic. 41; Th.
Koutsogiannis, The Renaissance Metamorphoses of By-
zantine Emperor John VIII Palaeologus, in: M. Gregori
(ed.), The Light of Apollo. Italian Renaissance and Greece
(catalogo mostra Pinacoteca Nazionale, Atene 2004) 60-70;
A. Pedersoli, Giovanni VIII Paleologo: un imperatore e il
suo ritratto. Profili e suggestioni, potenza e fortuna di una
immagine, in Engramma (rivista on line) giugno 2004.

3.]. Babelon, Un théme iconographique dans la peinture
de la Renaissance: LEmpereur Jean Paléologue et Ponce
Pilate, in: Actes Xlle Congres Intern. d’Histoire de ['Art
(Brussels 1939) 544-52.

4. Cfr. un miracolo di San Bernardino, ora attribuito
a Pietro di Galeotto, nella Galleria Nazionale di Perugia,
una predella con le storie di San Silvestro del Pesellino
a Worcester, due affreschi nel Veneto, e due tavole di
Hans Holbein il vecchio: Walter (n. 2) tavv. XVIII-XIX;
Koutsogiannis (n. 2) 62-63; Pedersoli (n. 2) passim.

5. Cfr. ancora Weiss (n. 2), Koutsogiannis (n. 2) e Pederzoli
(n. 2). In particolare: ]. Meyer zur Capellen, Das Bild Sultan
Mehemets des Eroberer, Pantheon 41 (1983) 208-20.

6. L. Olivato, La principessa Trebisonda. Per un ritratto
di Pisa-nello, in: Castelli (n. 1) 202.

7. Della sterminata bibliografia, oltre alle schede dei
cataloghi di musei e di mostre che verranno successivamente
citati, si ricordano tra i pilt importanti interventi recenti:
M. Vickers, Some preparatory drawings for Pisanello’s
medaillon of John VIII Paleologus, The Art Bulletin 60
(1978) 419-21; V. Jufen, A propos de la médaille de Jean
VIII Paleologue par Pisanello, Revue numismatique 15
(1973) 219-25; Olivato (op. cit.) 193-211; M. Jones (ed.),
Designs on Posterity (London 1992) 30-32; S. K. Scher (ed.),
The Currency of Fame. Portrait Medals of the Renaissance
(New York 1994) 43-46; D. Cordellier — P. Marini (edd.),
Pisanello. Le peintre aux sepr vertus (Paris 1996); P. Marini,
Pisanello (Milano 1996) 366-75; R. Rugolo, Medaglie, in:
L. Puppi (ed.), Pisanello. Una poetica dell’inatteso (Milano
1996) 144-46; A. Chastel, Ltalie et Byzance (Paris 1999)
passim; L. Syson — D. Gordon, Pisanello. Painter to the
Renaissance court (London 2001) 29-34; e inoltre Weiss (n.
2), Ginzburg (n. 2) e Koutsogiannis (n. 2).

8. Olivato (n. 6) 205-07.

9. M. Fossi Todorov, I disegni di Pisanello ¢ della sua
cerchia (Firenze 1966) 80-81; Vickers (n. 7) 419-21; Olivato
(n. 6) 196-200; H. Evans (ed.), Byzantium. Faith and Power
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(1261-1557) (catalogo mostra, Metropolitan Museum New
York-New Haven-London 2004) 527-32 (C. C. Bambach).

10. Cfr. recentemente: Marini (n. 7) 373; Olivato (n. 6) 197
fig. 3 (stampata a rovescio); Koutsogiannis (n. 2) 62 fig. 2.

11. Olivato (n. 6) 200, 207.

12.]. A. Fasanelli, Some Notes on Pisanello and the
Council of Florence, in: Master Drawings 111, 1 (1965) 38-
39; Vickers (n. 7) 419-21; Olivato (n. 6) 198: “lochapelo de
linperadore sie biancho dessoura / e rouersso rosso el profilo da
torno nero la zupa verde / de delmascin e lagona de soura de
chermenzin in de la /[ facia palida la barpa negra chapelji e
cilglj el simile / lochi grizy e tra in verde e chine le spale picholo
di p(e)rsona. el ronvesso del Vestj rosso / el chapelo turchin
fodrado de panno de Varo / listinalj de chuoro zallo smorto / la
guaina del larcho bizacha e granelossa / e cosi quella de turcasso
e de la simitarva’.

13. Olivato (n. 6) 207-08.

14. M. Restle, Beitrige zur Kunst des christlichen Ostens.
Erste Studiensammliung (Recklinghausen 1965) 103-07;
H. Belting, Das illuminierte Buch des spitbyzantinische
Gesellschaft (Heidelberg 1970) 52-53, 88-90 (nelle due opere
citate fu sostenuta una paternita di Pisanello); M. Restle, Ein
Portrit Johannes VIII Palaiologos auf den Sinai, in: Festschrift
L. Diissler (Monaco 1972) 131-37; B. Degenhart, Ludovico
IT Gonzaga in einer Miniatur Pisanellos, Pantheon 30 (1972)
209 n. 42 (la miniatura deriverebbe dalla medaglia tramite
prontuari iconografici); G. Galavaris, East and West in an
llustrated manuscript at Sinai, in: Evgppdovvorv. Apiépwpa
M. Xarl{nddxn (Atene 1991) 180-92; Koutsogiannis (n. 2)
63 fig. 3; 68 n. 25 (altra bibliografia) e n. 29; Bambach (n. 9)
533 fig. 319.1.

15. Vickers (n. 7) 418-19.
16. Cosi Fasanelli (n. 12) 36, 41-42, 46 n. 33. Per

l'affermazione del Giovio, cfr. infra n. 64.

17. Significativamente il Vickers (n. 7) 417 osserva che
sulla medaglia del Paleologo ¢ stato scritto tanto che sembra
impossibile poter dire qualcosa di nuovo.

18. Il diametro della legenda (che ¢ il coefficiente piu
importante nella considerazione dei rapporti tra i singoli
esemplari) ¢ uguale a quello degli esemplari di Brescia e di
Firenze (cfr. infranos 9 e 10 della lista).

19. Un giudizio sulla sua originalitd accompagna la lettera
di trasmissione avvenuta tramite la consegna ad Atene
da parte del prof. Anastasios Orlandos (Archivio Museo
Benaki, prot. 2225 del 19.5.1966).

20. Cfr. Meydin EAAnvixd Eyxvidonaideia 21 (1933) 5-
6 s.v. AdéEavdpog PiCog Paykapric.

21. Ricordiamo che una medaglia uniface del Pisanello
con diam. di 50 mm ¢ stata utilizzata per decorare i
cataloghi annuali del’AIAM (Associazione Italiana
Amici della Medaglia) negli anni 1983-1985 (per cortese
informazione di Piero Voltolina).
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22. Cfr. N. Roubot, Le diametre des médailles coulées,
Revue numismatique 111 s., 13 (1895) 403-16.

23. A. Norris — I. Weber, Medals and Plaguettes from the
Molinari Collection ar Bowdoin College (Brunswick 1976) 11
no. 1.

24. G. F. Hill, A Corpus of the italian Medals of Renaissance
be-fore Cellini (London 1930) 7 no. 19k.

25. AA. VV., Una citta e il suo Museo (Venezia 1988) 62 no.
1.76.

26. Hill (n. 24) 7 no. 19i.

27. G. F. Hill — G. Pollard, Renaissance Medals from the
S.H. Kress Collection at the National Gallery of Art (New
York 1967) 7.

28. Scher (n. 7) 45 no. 4a; 'esempla-re sembra una
derivazione dalla medaglia bronzea di Berlino; cfr., infra,
lista dei bronzi no. 6.

29. Hill - Pollard (n. 27) 7.
30. Norris — Weber (n. 23) 11.

31. U. Middeldorf — O. Gétz, Medals and Plaguertes from
the Sigmund Morgenroth Collection (Chicago 1944) no. 1 con
un largo bordo.

32. Middeldorf — Gétz (0p. czt.) no. 2.

33. Hill (n. 24) 7 no. 19a; L. Bérner, Die italienischen
Medaillen der Renaissance und des Barock (Berlin 1997) 20
no. 5,2.

34. P. Rizzini, lllustrazione dei Civici Musei di Brescia.
Parre II. Medaglie. Serie italiana. Secoli XVI-XVIII (Brescia
1892) no. 16 (gia Martinengo); F. Panvini Rosati, Medaglie
¢ placchette italiane dal Rinascimento al XVIII secolo (Roma
1968) 18-19 no. 3; R. Chiarelli, Lopera completa del Pisanello
(Milano 1972) tavv. 38-39; Marini (n. 7) 366 no. 77 (diam.
legenda 95,6 mm).

35. Hill (n. 24) 7 no. 19h; Weiss (n. 2) D/ in anteporta;
R/ atav. L.

36.]. G. Pollard, Medaglic italiane del Rinascimento nel
Museo Nazionale del Bargello (Firenze 1984) 33 no. 2a; id.,
Italian Medals (= Studies in History of Art 21, Washington
1987) 173 fig. 2.

37. Hill (n. 24) 7 no. 19; Scher (n. 7) 44-45 no. 4; Borner
(n. 33) 20 no. 5,1.

38. Hill (n. 24) 7 no. 19j. London, Victoria and Albert
Museum, inv. no. A169.1910: legato Salting, 3375: il
diametro dichiarato ¢ di 104 mm, ma secondo una
misurazione del 1995 il diametro sarebbe di 102,7 mm; il
peso di 342,7 gr.

39. Rizzini (n. 34) no. 17 (gia C. Brozzoni). Ringrazio il
Prof. P. Panazza per le dettagliate informazioni.

40. Pollard (n. 36) 30 no. 2 (diam. legenda 94 mm).
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41. loropia rov EAAnvixod Edvovs IX (Atene 1980) 2006;
Evans (n. 9) 535-36 (St. K. Scher). Merita ricordo l'ottimo
esemplare di Miinzkabionett di Vienna (inv. no. 290bb;
diam. 102 mm).

42. C. Johnson — R. Martini, Comune di Milano. Catalogo
delle medaglie, I: Secolo XV (Milano 1986) 94 no. 413; la
seguente (no. 15) ibid. 94 no. 414.

43. Hill (n. 24) 7 no. 19g.

44. Deriva, assieme alla medaglia Museo Numismatico

1909/10 (ivi 12), dall’esemplare del Bargello 5897 (ivi 5).

45. E una copia galvanoplastica in bronzo argentato dal
perduto esemplare aureo di Firenze (infra no. 1), come avrd
modo di documentare, anche per gli esemplari citati nella
nota precedente, in un successivo articolo.

46. London, Victoria and Albert Museum, inv. no.
7711.1863: dalla collezione Salting: inv. no. A.169.1910. E
ritenuta un probabile calco dell’Ottocento. Per le cortesi
informazioni ringrazio la Sig. Wendy Fischer.

47. Donata dal Direttore della Zecca londinese, Andrew
Fountaine, nel 1715 al Granduca Cosimo III. Cfr. G. F. Gorl,
Musei Florentini antiqua numismata maximi modul (Firenze
1740) 1, tav. V1; 11, 27-33; G. Pelli, Saggio istorico della Real
Galleria di Firenze 11 (Firenze 1779) 205; Pollard, Medaglie
italiane (n. 36) 31. La medaglia fu rubata e fusa nel 1932.
Ringrazio per le cortesi informazioni la dott. B. Paolozzi
Strozzi, Direttrice del Museo del Bargello.

48. A. Heiss, Les Médailleurs de la Renaissance (1881) 10
(rubata nel 1831 e probabilmente fusa); G. Vasari, Le vite
III (ed. G. Milanesi, Firenze 1907) 11 n. 2. Le fusioni auree
furono fatte probabilmente per assimilarle e accompagnarle
alle celebri medaglie tardogotiche di Costantino e di Eraclio.

49, Heiss (n. 48) 10; A. Armand, Les médailleurs italiens de
quinziéme et seizieme siecle 111, 2 (Paris 1887) 7; G. F. Hill,
Pisanello (London 1905) 111; Hill (n. 24) 7 no. 19 (XVII

sec.?).

50. Hill (n. 24) 7; L. Fornari — N. Spinosa (edd.), I Farnese.
Arte e collezionismo. Catalogo della mostra, Colorno (Milano

1995) no. 234.

51. B. Friedlinder, Die italienischen Schaumiinzen des
fiinf-zebnten Jahrbunderts (Berlin 1888) 30; S. Lambros,
Néog EAAnvopviiuwy 4 (1907) 393-94; Hill (n. 24) 7.

52. Cfr. Thieme — Becker 27 (1933) 92-93 s.v. Pisanello
(G. F. Hill); Weiss (n. 2) 11-12 pl. V; Evans (n. 9) 537-39.

53. Jufen (n. 7) 219-25.
54. Fasanelli (n. 12) 36-47 sostiene che la medaglia sia

stata creata a Firenze tra la fine del Concilio il 6 luglio e la
partenza del Paleologo il 26 agosto. Weiss (n. 2) lo esclude
ritenendo che la medaglia sia stata fusa a Ferrara dopo

l'agosto del 1438.

55. Cfr. Jufen (n. 7) 225, che osserva: “Le sens précis de
cette scene reste obscure’.
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56. Sugli obelischi romani: C. D’Onofrio, Gli obelischi di
Roma (Roma 1965) 15, 21-27, 61-63; E. Iversen, Obelisks in
exile: the Obelisks of Rome (Copenhagen 1968) 19, 23.

57. Hill (n. 49) 125-27; G. Paccagnini, Pisanello alla
corte dei Gonzaga (Milano 1972) s.v. (bibl.); B. Degenhare,
Pisanello in Mantua, Pantheon 31 (1973) 364-411, partic. 410
n. 70; Pollard, Medaglie italiane (n. 36) 36-39 nno. 4, 4a (ivi
bibl.); Marini (n. 7) 376-79 no. 82; Cfr. ora un’ipotesi diversa
in Rugolo (n. 7) 138-43 no. 1.

58. Nel 1440 Pisanello era a Milano per testimoniare sui

fatti di Verona del novembre del 1439.
59. Rugolo (n. 7) 138-43.
60. Syson — Gordon (n. 7) 34-35.

61. Se & indubbia la riproduzione del campanile e di una
cupola di S. Marco, ¢ incerta I'identificazione di due altri
monumenti, una gran torre sulla destra e un edificio in
rovina sulla sinistra (forse ’Arena e una torre o campanile,
tra i numerosi di Verona, dove lo stesso Pisanello era stato
coinvolto, contro Venezia, nella occupazione della citta nel

novembre del 1439).

62. Le ostilita con Firenze risalgono gia al 1430 e si
accentuano nel 1434, 1436 e soprattutto nel 1440. Con
Venezia gli scontri iniziano gia nel 1428 e si ripetono con
grande frequenza fino alla pace effimera di Ferrara (1433) per
riprendere e proseguire a lungo contro una lega composta da
Firenze, Venezia, il Papa e da Genova.

63. Cosl sembra suggerire anche il R/ della medaglia di
Domenico Novello Malatesta, dove il Pisanello sembra
narrare un episodio della battaglia di Montolino (1444). Ma
il voto del signore inginocchiato davanti ad un Crocifisso
celebra in realta, anche se allusivamente, la fondazione
dell’Ospedale del Santo Crocifisso a Cesena. Cfr. G. De
Lorenzi, Medaglie di Pisanello ¢ della sua cerchia (Firenze
1983) 26-27 no. 11; Pollard, Medaglie italiane (n. 36) 50-52
no. 12.

64. Vasari (n. 48) 11: “Una bellissima medaglia di
Giovanni Paleologo... con quel bizzarro cappello alla grecanica
che solevano portare gli imperatori....fatto da esso Pisano
in Fiorenza al tempo del concilio di Eugenio.... che ha per
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riverso la croce di Cristo sostenuta da due mani, verbi gratia
della Latina e della Greca”. G. Habich, Die Medaillen der
italienischen Renaissance (Stuttgare-Berlin 1923) 31: ricorda
che il motivo delle due mani che reggono lo stesso oggetto
puo aver origine dal tipo della Concordia exercituum della
monetazione di Nerva.

65. Tra questi Hill (n. 24) 7; Juten (n. 7) 220-25; Weiss
(n. 2) 16-17; Marini (n. 7) no. 77 e Rugolo (n. 7) 145;
mentre credono all’esistenza Fasanelli (Joc. ciz.) e Ginzburg
(n. 2) 50 n. 81.

66. U'Habich (n. 60) 31 osserva che la tipologia ¢ dotta
e ricorda la Concordia exercituum (v. H. Mattingly — E.
Sydenham, The imperial roman Coinage II [London 1926]
223-29 pl. VII, 113) della monetazione di Nerva; cfr. anche
Marini (n. 7) 372.

67. Chiarelli (n. 7) 107 nno. 189-209.

68. S. Lambros, Zgpayic tov Kapdivdiiov Bnooapio-
vog, Néog EAAnvopviipav 12 (1915) 113-14; P. Weiss, ltalian
Studies 22 (1967) 1-5; Jufen (n. 7) 221-22 n. 10; Ginzburg (n.
2) 41 fig. 32; G. Fiaccadori (ed.), Bessarione ¢ ['Umanesimo
(Napoli 1994) 288-89 figg. 102-03; 418 fig. 34; 443 fig. 60;
517-18; 519 fig. 126.

69. Armand (n. 49) 138; Hill (n. 24) no. 1218; Fiaccadori
(n. 64) 280 fig. 93; J. Klauss, Die Medaillensammlung Goetbes
(Weimar 2000) 55 no. 127; Ginzburg (n. 2) 78-80 fig. 74;
Evans (n. 9) 539-40 no. 234 (St. K. Scher).

70. Ecclesiastico (Siracide) 24, 13-17: “Sono cresciuta come
un cedro sul Libano, come un cipresso sui monti dell’Ermon.
Sono cresciuta come una palma in Engaddi, come le piante
di rose in Gerico, come un ulivo maestoso nella pianura; sono
cresciuta come un platano... Come un terebinto ho esteso i rami
e i miei rami sono rami di maesti e di bellezza. lo come una
vite ho prodotto germogli graziosi e i miei fiori, frutti di gloria
e ricchezza” (Trad. ed. CEI, Milano 1987, 681: Elogio della
Sapienza). Sono aleatorie le descrizioni tradizionali che vi
riconoscono una tromba marina, o gli zampilli di varie
fontane, mentre invece certe iconografie affini alla nostra
appaiono in medaglie di Ercole I d’Este e di Francesco
Maria della Rovere : cfr. Pollard, /talian medals (n. 36) 208
no. 100; 180-81 nno. 84, 84a.
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LUIGI BESCHI

O lodvvne H' IMakatordyog tov Pisanello: texvikég kat eppnvevticés onperdoeig

To ydhiwo petdrrio pe tov Iodvvny H Tlaraiors-
y0, Tov @rrotexviBnke pe v evkatpia g Zuvddov
s QPepdpac-Prwpevtiac (1438-1439), Bewpeitar to
TPATO PETAAALO TG tTattkTc Avayévwnong. "Epyo tou
Pisanello, mov uBavérata kataokevdotmke ot Pepdpa
(1438) —ta mpooyédia odioviai—, anoterel v anapyi
evég e{doug Tov Eexwpilet yra v kKAAALTEYVIKY] TOL TIOL-
dta kat 1o eoroyikd tov nepleybpevo. To puetdiiio
EMNPEACE ONUAVILKG TNV 1TaAtk?] téxvr] tou B’ pood tou
150v atdva, kat Waitepa Coypdgoug émec o Piero della
Francesca kat yAbmteg énoc o Filarete, kabBdg kat moA-
Aobg eikovoypdgpoug xetpoypdpav. To moptpaito tov
Bulavtivot avtokpdrtopa, mouv mbavév avanapdyOnke
Kat and évav —yapévo ofjuepa— foypagiké mivaxa, ano-
TéAEOE TO £IKOVOYPAPIKS TPETLTIO yla THV aelkévion
PUBIKEAV KAl LOTOPIKGOY TIPOOOT®V TNG EAANVIKHG Avato-
AMic. To gawvépevo avtd, mov delyver ) omovdatdtrta
oL petarAiov, TPooelAKLOE EMAVEIATPUEVA TNV TIPOTO-
x1 tov emotuévev. Aev eivat Spog to povadikd {ntov-
pevo g ektetapévng miéov oyetikrc Piroypagiac.
Alda {nuijpata agopotv ) xpovoroyia kat tov 6o
KATAOKELY|G, TOV TIapayyeAtoddtn kat Ty toToptky] ov-
paoia tou gtkovoypagikol pnvopatog tov petaiiiov.
Trv épeuvva dev éxovv anaoyorfoet akéun ntjpata
6mwg M xpovordynom, N arinienidpaomn kat n npoé-
Agvon kabevég and ta owlbpeva mapadeiypata, 6meg
ouvijfeg ovpPaivel oTig KPITkEG eKBGOELG TV YPATITAOV
kewpévov. ['ia tov Adyo avtd, mapabdétovpe évav véo
—EUTTAOLTIOUEVO O€ VYKPLOT] pe Tov 10T utdpovia
oto Corpus tov Hill- katdroyo tov ydAkivev kat tov
HoAUBdveV mapadetypdtov, kabds kat kdnotwv dai-
tepwv Taparraydv. npavuky Borjfeia og avt| ty
TP andmelpa tavépunaone HTopovy va poopépouy
ta téooepa petdiiia tov Movoeiov Mmnevaky, ta mo-
AvaptBudtepa oe obykpion pe 60a UAGOOOVTAL OTIG
dAAeg abnvaikéc ouiroyés (Noptopatiké Mouvoefo,
EBviké lotopiké Movoeio, Bulavuvé kat Xprotiavikd
Movoeio). “Eva ané ta téooepa, 1o poAPovo, elvat
mpogavéc 6t efvan poviépvo. Ta dAra tpia, Ta xdikt-
va, elvat taitd petdila, dnwg dnAdvouy 1 motéTnTd
TOUG WG TIPOG TO TPWTHTLTIO, 1) TTOLdTYTA TNG XUTELONC
Kat TéAog 1 Stapétpde Toug, N omola anoteAel pla on-
pavtiky texviky évoelén yua ) xpovordynon tov dta-
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doxikdV avuypdgov.

H napovoiaomn tov véwv, adnpooievtov éwg orjpepa,
napadelypdtov mpoo@épet pia aképa sukatpia yia ema-
vepunvela g mapdotaong tov onobdtumnov, 1 onofa
YEVIKG TIEPypA@ETal wG OKNVY Kuvnylot —yvootd ndbog
Tov avtokpdtopa. Anetcoviletal 1) ottypr] g avdnav-
ong oimia og neccd pe enfoteyr otavpov. Ot mapa-
otdoelg Spwe tov didonpov xapdktn petarriiov dev
neplopiCovial Toté oto £PYPEPO, TO YEVIKS Y TO dun-
ynpatikd. ‘Etoy, kat ov apyttektovikég ovvBéoeig mov
anetkovifovtat otov omoBdtvno tov petariiov tov
Filippo Maria Visconti (1440) —€pyo pe moAAég opotd-
Teg pe o petdAito touv Iaraworbyou, ot onoleg Bew-
potvtav £m¢ ofjpepa gavtaotikéc— oupforifovv teAtkd
) Bevetia kat ) Propevtia, dbo néAelg ovolactikd
exOpikés mpog v e€ovoia tov Visconti. Me dedopévo
T0 10Toptkd mhaiolo péoa oto onoio dnutovpyrnke to
petdrito tov Ilaratordyou kat AapPdavoviag vrdyn to
adlopa tov tpdpuevou mpoodnov, Bewpeitar mbavév o
ofeiiokog mov otnpilet tov oravpd va ovviotd cagm
avagopd ot Poun, émov o oferiorog tov Ayiov ITé-
Tpov anoterodoe otalud mpooxuvipatog kat oopPoro
TV xptotiavéy e Adong. Zovendg, 1 oknvy| avty Ha
eEéppale v embopia yia v évwon tov 8bo Exkin-
o1V, Auth 1) évoon TIpETEt va eYKOULAoTNKE o€ éva
devtepo petdiiio —mov avagépet o Paolo Giovio— pe
T YVOOTH KEQPAAT] TOL AVTOKPATOPA O KATATOUY OTOV
epmpooBdtuno kat 6o evopéva xépra (ot 660 Exkin-
oleg) mov kpatovy évav atavpé otov omobdtumo. To
petdAiio nov dev odletal, katadikaopuévo (owg va ka-
taotpagel Votepa and Ty amotvyia e £voons Tov
ExkAnotdv, Ba ovviotodoe pia mpatn apariayy tov
¢pyou tov Pisanello, mov prhoteyvibnie, ev ) anovoia
tov, 0t Prepeviia apéong petd Ty OAOKANPwOT] TOV
gpyaoctav tne Zuvédou otig 6 Toviiov touv 1439.

H véa mapdotaon nov avagépet o Giovio, éytve 10
en{onpo éuPAnpa tov Broocapiova, aftopatotyov oty
moAuvmAn81 akorouvbia tov Bulavtivol avtokpdropa
Kat evdg amd Toug LITOOTYPIKTEG KAl TIPOTAYOVIOTES TG
Zuvédov. To éuPinpa avtd anetkoviletal 0Tovg KOO~
Keg kat ota moAvdpiBpa épya tov, ta omola petédwoav
—ané m otypy mov o Bnooapiovag éytve kapdivdiiog
g KafoAikrig Exkdnolac— tv eAAnviky okéyn kat tov
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kAaotkd moATopd oty ttaiiky] Avayévvnon, kuplog
péoo tov mAovalov kAnpodotipatds tov ot Mapkia-
vij BiprioBrjien ¢ Bevetiag. Zrov omobétumno tov ava-
pvnotikoo tou petarAi{ov —taiaidtepa otV KAtoyy Tou
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Goethe ofjuepa purdooetar otn Baipdpn— dev amet-

koviCovtat mAéov ta 8o evouéva xépla, arid mhodota

BAdotnon mov Ba propotoe va vawvicoetat évav Pt

k6 eopraopud g Xoglag.
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OAYMIIIA OEOPANOITIOYAOY

— MINA MQPAITOY

"Eva ipaviké ayyeio tov 130v at. p.X.: peA€trn Kat ouvtipnom

H EIMANEKOEZH ¢ toAaptkiic ovAroyric tov Movoei-
ov Mnevdkn otig véeg eykataotdoelg Tov oty TepLloxi
touv Kepapeikot, oto totoptkd kévepo g AbBrjvag, avé-
delée onpavtikd avukelpeva mov yta moAAd ypdvia Ppi-
okovtav amofnkevpéva. "Eva and avtd eivar éva ayyeio
ané to Ipav, to onofo ypovoroyeitat otig apyég tov
130v atdva kar dvnre ot Mapiva Adnna-Atopriéoug
(1869-1961), pia evBovoiddn cLAAEKTpLa TG LPAVIKAG
KEPARLKNG, 1] omoia Sdptoe Tr) GUALOYY| THG OTO pHOU-
oelo Alyo petd v (6puvon tov to 1931. Zto mhaioto
TOV £PYATIAV GLVTHPNONG TOV AVILKEIUEVOV Yla TO VEO
povoeio to ayyeio ovvinpnBnke e€apyngs. Ilapovoiale
wiaitepo evdrapépov and mAevpdc phopdv —apbpoteg
aravtoby oe MOAAG avukeipeva g cLALOYTG— kaBdg
kat and mAevpdg ouvvtipnong kat atednrikric anokatd-
otaotc. Ztnv mpoondBeta va ovpPadicovy ot apyéc tng
ouVIHpPNONG, TIOL £xouy @G Pdor tov oefacpd Tpog to
avukeipevo, pe v avddel&r] tou yia ékBeom), mpoPin-
patotikape ya tov fabpéd emépPaong.

Merétn tov aviiketpévou

Amé tov 11o atdva vopadikés @uréc and v Ke-
vipiky] Aota, pe onpavtkdtepy avty tov ZeAt{ovkwv
Tovpxov, eflorapifovrat kat otadtakd amoktoby Tov
£Aeyyo plag peyding meploxrge, 1 omofa weptiapPdvet
to Ipdv, o Ipdx, tnv AvatoAia kat tpfjpata g Zo-
plac. To 1055, apot ot ZeAtlotkot Tobpkot emticpd-
moav eV outtdv Bouylddv, eioéfarav ot Baydd,
avayveépioav tov APBacidn yarien og Bpnoxevtikd
apynyd kat emaveykadidpuvoav 1o covvitiké Iordp, evad
otov Nyéty toug 660nke o tithog tov covAtdvov. H mo-
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ATIKT] Kat oTpatiotiky] dbvapr petatomiotnke amd v
KEVIPIKY] apyt tov xaiipyn otouvg Sidgopoug ToTkols
kuPepviitec. Méypt v ewoBorr tov Moyyérwv, katd
v tpitn dexaetia tov 130v awdva, éva oyetid elpn-
vikd mepfdAiov enétpepe oTIG TEXVES VA AKPATOLY OE
didgopa aotikd kévipa, kuping avtd mov wEeAOnkav
ané v évrovn gpmopiky dpactnpéinta, eved 1 véa
dpyovoa tdén mpodhnoe v KATACKELY] TOALTEAGDY
QVTIKELUEVOV.

Avt 1 miepiodog elvar pla and T onpavtikdtepeg
otV loTopia TNG LOAQULKHG KEPANIKNG HE TEYVOAOYLKEG
KAIVOTOH{ES Kat TTOLKIAEG SLAKOOUNTIKEG TEYVLKEG, OTIOG
anid dompa 1| povéypepa ayyela, pe diypouo 1 ypa-
Tt6 S1dkoopo Kdte and TV eQLAA®OT], HE HETAAALIKA
xpopata 1 Loypagiky pe opdita, ta Aeybpeva pivds.
ZNpavtikés Tapdyoviag yla g aAiayég avtég eivat v
BeAtinon trg motdtnTag tov vAKOU pe TV avakdivyn
tov 120 aidva, evédg témov texvntot varddoug MAov.!
H avaxdivyr avti] ogeidetal katd kipto Adyo otnv
npoondBeta anopipnong e eloaySpevng Kiveltkrc
KEPAULKNG, Téo0 yta tnv efapetiky] g motdtnta oo
kat yta t dagdverd mg. Ot Ipavol ayystomidoteg ka-
tackedaoav éva kepaptké oopa kupieg and yaralia pe
pikpt| poobrikn dompov TAoY kat rotdoag, to onolo
KkaAvntdtav pe pla drtagavy arlkaiiky] epudioon.
Katd ) didpketa g émnong ta viikd ovvdvdiovrat
Katd tétotov tpémo Wote va emrvyydvetal éva Aevkd
oopa oto omolo dev anatteitat ) yprion envypioparog,
6nwe ovvnBildtav otV KEPARIKT TV TPONYODUEVOY
LOAQUIKGY TEpLtGdwv.” Auty] 1 onpavtiky avakdivyn
kataypdgnke and tov Abu’l Qasim ‘Abdallah ibn Ali
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Eik. 1. Ayyeio pe ypamti dtakdopnor), Aevkds TnAde, Ipdv,
apyéc 13ov atdva, vypog 15,8 ex. ABYva, Movoeio Mnevdx,
ap. evp. 1401. Awped Mapivag Admma-Aoptidoug
(pot.: . AeAnBopprdc).

ibn Muhammad ibn Abu Tahir, pélog prag otkoyévei-
ag ayyslomraotdv and 1o Kaodv, oe éva keipevo mov
xpovoroyeitat oto ‘Etog Eyipag 700 (1300).° To Ka-
odv, pta oA oto Popetokevipikd Ipav, frav to kiplo
KEVTPO TIapay®yng TG KEPAWKHGS TG SPLung meptédou
tov Zehttovkav, tapdro mov sivar mbavév va vmvp-
xav kat dAia onpavikd kévipa Popetdrepa (dnwg to
I'kovpykdv* kat to Pdr).

To ayyeio® éxet dvo AaPéc oe oxrjpa atkovpoetdotc
Kkat 6o mpoyoég oe oxfpa kepaiig tadpouv (euk. 1).
Ta {da, mBavdg Aeomapddiels pe ouktd odpata kat
pikpd otpoyyviepéva avtid, kottoby mpog aviibeteg
katevBivoelg yupifovtag ta kepdita tovg TPog Ta
niow. H em@dvela tov oxeddv opatptkod copatog
tov ayyeiov dtaxoopeitat pe pavpa ypantd oxédia
Kat kaitmretat and pla dragavi] topkovdl epudimwar,
T0 Xpwpa g onolag efvar eviovéTePo 0TO KATWHTEPO
uépoc, 16iwg ota onpefa édmov “Alpvace” katd v
epappoyn me. Ta oxéda drapoppdvouy katakdpugeg
@utiicéc ovvBéoeic otig onofeg mapepPdAiovrat kapmu-
A0Td oynpatomotmpéva grepd maywnviod. Kovtd ot
Bdom dakpivovtat gutikd koopfpata. Avo {dveg pe
TePOtkéG emypagés oe padpo PdBoc meptypdpouv n
dudpetpo tov ayyefov, pia oto yeldog kat pla ot péom.
To eowtepikd tov ayyelov eivar Stakoopnuévo oto yei-
A0G pe dAAN pla emypagikn} Ldvn o tupkovdl Bdbog,

134

Euwk. 2. Ayyefo pe tuprovdd epudroon, Aevkds tmAdg, Ipdy,
1206 atdvag, Bypog 12,5 ex. ABriva, Movoeio Mnevdky),
ap. evp. 728. Awped Mapivag Adnna-Atoprdouvg
(pot.: Zm. AeAnPoppidg).

oty omola emavarapPdvetal n AéEn AAAdx (Oebdg) ot
TUTIOTIONHEVT] ROPPY], EVG TO LTIGAOLTTO KAAOTITETAL PE
Stapavr) dypourn epudiwon kat otov mtuduéva draxpi-
vetat opdda and 12 pdpa (gwk. 15). To yefhog kat ot
owAveg ToviCovtal pe prhe tov kofaitiov.

To oxfpa tov ayyeiov anavtd ovyvd katd v mepi-
000 oV Zedtlodkov kat anotedel eEEMEN evég amhov-
oTeEPOL TUTOL pe povdypopn Stakdopnor mov avdyetat
ota péoa tov 120v atdva® (gik. 2). Ztnv noAvteAéotepn
pop@t] tov €xet emlnoel kupiwg oe ayyeia, efte dako-
opnpéva pe petariikd xpdpata’ (ik. 3), eite pe opuda-
ta (dnradi tonov pivdr®) pe maparrayéc oto péyeboc,
tov aptBud tev AaBdv kat tov mpoyodv. Tétowou eidouvg
ayyela mbavétata efxav kandkt énwg motonolovy ta
eAdyiota owldpeva and v enoxy avti.” Xty katy-
yopia g padpng ypantic dtakdéopnong kdte and tny
gpudiwon ta owiépeva mapadeiypara efvar Ayootd.
‘Eva ovykpiotpo ayyelo, xopic dpag mpoyoéc, extifetal
oto Mouoeio tov AodPpouv kat @épet tnv {dra texviky|
Srakdopnomg, pe oAdrkAnpo to odpa va karbmtetat and
Kopatotd gutkd oyédia (ewk. 4). Ta oxfpata tev pa-
vikdv ayyelov tov 120v kat tov 130v aidva avtiobvral
Kupiog and dvo mnyég: T ovyypovn petarroteyvia 4
v kveiky kepaptky]. O térog tov cuykekptpévou av-
100 ayyefov dev tavtiletat pe ta xdAkiva okedn g me-
pLédov, alAd mapanépmel o€ kivelkd ayyeia g emoxig
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‘Eva tpaviké ayyeio tov 130v ar. p.X.: pedétn kat covipnon

Etk. 3. Ayyeio dtaxoopnpévo pe petalMkd ypopara kat
prie kofartiov, Ipdv, apyéc 130uv awdva, dyog 15 ek. ABvva,
Movoeio Mrevdxn, ap. evp. 708. Awped Mapivag Adnna-
Awopridoug (pot.: Zn. AeAnPopptdc).

Zouvwvyk," kat raltepa oe évav témo Bupatnpiov g
Hop@1iG gui (YKOUEL) e OXNUATOTIONUEVES COOUOPYPES
AaPéc (ewk. 5), to omoio pe ™ oelpd tov avirel to oyH-
pa tov ané apyaia ydAkwva okedy. Ané tov Yo atdva o
£L0ayoYES TG KIVECIKNG KEPAWIKNG EMNPEACAY OTUAVTL-
Kd ta LWOAQUIKA Kepapkd, av kat omdvia avitypdgovav
notd. Ot ayyetonidoteg g Méong Avatorrg dev
LcavoTolobvtay pe amid oxfjpata kat Hopeéc, Kat ou-
xvd mpooéBetav ypdpa (6mwg to umAe 1| 1o tupkovdl),
kabd¢ kat emmAéov draxdopnon 1 onola mpooédide ota
ayyefa évav evdidkpito 1oAaptkd yapaktipa.

To oyfipa towv Tavpdoxnuev Ttpoxodv kat tov {wé-
pop@ev Aafdv ovviototby tdtattepdtnteg tov ayyeiov
tov Movoefov Mnevdkr. Ewdikd ta athovpoeidn ayar-
patidia ta omola kottodv mpog avtiBeteg katevBivoerg
Kat &yt mpog ta péoa, dnmg katd kavova ocvpPaivel oe
dAAa mapduota ayyeia (ewk. 3). Kat ta 6o avtd yapa-
KTNplotikd propotv va emonpavloilv oe apyales ipavi-
Ké€c popéc, kat mbavév napamépmovv oty emPiwon
npotohaptkdv mapaddoenv (eik. 6)."> Evtotroig, yAv-
ntd —ovviBng vt pop@y {dwv M ToLALGV— TOAL cuyvd
Stakoopoly xdikiva aviikeipeva (6o kavdteg kat Av-
xvdpta). Aedopévou pditota 6t 1 ayyelomhaotiky Kat
1 petarroteyvia ovoyetifovral moAd katd tn ddpketa
¢ meptédov avtig, 1 terevtaia kabiotatat  mba-
vétepn myr. Ayaipatidia og dStakoopntikd otorxeia
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Eik. 4. Ayyeio Stakoopunpévo pe ypantyj dtaxéounom, Ipdy,
130¢-140¢ atdvag, vypog 14,5 ex. ITapiot, Movoeio tov
AobPpov, Tunua lorapkdv Texvdv ap. gvp. OA6172

(pot.: R. M. N. Gilles Berizzi, 2004).

anavtotyv ouyvd 1600 othV TpoioAapky?

600 Kat TNV
PO oAaptky nepiodo," kat ouvibug £xouvy mpaxti-
K6 xapaktipa, éneg AaPéc 1 kopuvgpdpata (gtk. 7).

To bgpog g ypantiic Stakbopnong dev eivar acv-
viiBioto yi' avty] v mepiodo, kupiog 1 obvBeon tov
KABetwv QUTIKGOY oTolXEl®V KAl AVTOY OTO KATWATEPO
pépog tov ayyeiov. Zuykpvopeva pe pla opdda ayyei-
ov and ) ZvAroyr Nasser D. Khalili, n avetpéta
tov oyedlov mapanépnel ota kepaptkd ov Ppédnrav
otnv meptoh tov I'kovpykdv. ITapamijora givar 1 61-
akdédounon plag kovmag, ta pepovopéva ororyeia tng
onofac anodidovv mapdpoia atebnriky, eved @épet kat
v (dta emypapn oe padpo Pdbdog."

Amé g &0 oepée emypapdy pévo avty mov Pploke-
tat kovtd oto xeflog eivar avayvaotpn:'

(00 Ol ele 5 Jbe 581, 51]
G (A i A g g
sxe u Ko 6l ass &

Ge GRS R 5 08 D8 o

([© €00 Tov 0 oromdg covu elvat va pe TANYOVELS yia
xpévia Kat yta prjveg]

Eo¥ mov eloar ehetBepog and péva kat eloat yapou-
HEVOG OTNV 006V pov

Einec 6u dev Ba napafeic tnv vnéoyeor| oov Eavd

Eyé npokdieca avtd to ydopa).”

[Tpékertar yia éva tetpdotryo nepoikd moinpa (por-
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Ew. 5. @upatipt témov ykovét, Kiva, Aovyktoovav,
1206-130¢ atdvag, Bypog 9,7 k. Aovdivo, Tdpupa Percival
David 205 (ané: S. Pierson, Song Ceramics — Objects of
Admiration [London 2003] eik. 39).

Hrdi), évag dSNPoPIAYG ToTog Tojpatog mov kabiepd-
vetat and 1o éAog tov 10ov atdva oto Ipdv. "Eva ané
ta MoAAd Bépata avtdy tev tompdtev eivat 1 aydny
i 1 ayovia g, énwg ovpPaiver €66, kat ovyvd napa-
TEPTIEL pETa@opikd oty aydmm tov Ocob. H napovoia
™G ETYypa@G o€ péovoa ypa@r], avti T1Ng KOLPLKTG
—4mwg ouvndildtav katd vy TpdIUT IOAQpLKY] eToyTi—
Kat 1 xpYion g mepotkiis yrdooag, avtl g apaPikig,
xapaktpiGet tov 120 kat tov 130 awdva, mepiodo katd
v omofa 1 Aoyoteyvia kat 1) Stak6oUNoT| KEPAULKOVY
épyov téxvrc oyxetifoviar og peydro Babps.'®

H opdda paptdv otov mubuéva eivar éva diro ya-
paktnplotikd mov kabotd to ayyeio draitepo. To
pdpt wg dtakoountiks otoryefo dev eivat omdvio v
nepiodo avtr] arrd 1 Béor touvg oo eowtepikd, cav va
KOALUTIOGY, efvat Atydtepo ko). Apyikd wg obvBeon
eppavifetat otny kepapikt| tov dypo 120 ardva® (eik.
8) kat apydtepa ota xdAkva okevy), yta va yivet oAl
dnuopinc tov 140 awdva kat va anoktoet cUUBOAIKA
onupaoia.” H mapovoia tev papidv oe cuvdvacpd pe g
860 mpoyoég ouvryopoiv o pia yprion tou ayyeiov ya
peTapopd vypov.

Zovripnon

[TaAaiég enepPdoeig ovvtrjpnong. To avukeipevo elye
ouvtnpn0el oto mapeABdv, mpv axdpa meptéAbet ot
ovAroyn tov Movaoeiov Mnievdkn. Kpivovrag ané ta
VALKG ovvtprong Tov efxav xprotpomnowndel, to Soyelo
npénet va elxe ouvinpnBel Vo @opéc oto aperbdv,
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Eix. 6. Aoyelo, envypuoopévo aofjp, Ipdv, nepiodog
Ayapeviddv, 650 n.X. - 330 n.X., Syog 27 ek. Légua,
Apyatoroyiké Movoeio (amé: A. Pope, A Survey of Persian
Art IV [Oxford 1939] eic. 117A).

v TpdTY o exTETAPEVA and 6,1t T devtep). a
OoLYKOAAN 0T TV ootpdkav elye xpnotpononBel kd-
TIOLO GLUYKOAANTIKS LAKS Cwikng poéAevong (edkora
dtaluté oe Leotd vepd). H migtovétnta twv cupmAnpd-
o£wV TOV KevaV elyav mbavde yivel pe avorytdypopo
dypnro mAd, eved ta petayevéotepa otokapiopata
Arav yoywa. Ot oopminpdoels, kabdeg kat onpaviikd
UEPOG TV 00TPdKY 1oL TG TiEpéPariay, elyav emio-
ypaguotel. H emypagn oto yethog, peydro pépog tng
omolag elye yabel, elxe eniong anoxaraotadel. Térog,
6An M eLwtepiky EMPAVELA TOV AVTIKEIUEVOL KAl TO
eo0wTEPIKS TOL YelAovg fltav kadvppéva pe apketd
nay otpodpa Pepvikiot, to omoio iye ofedwlel and ta
xpévia mpoadidovtac oto agbvoro éva mpdotvo ypdua
(ewc. 9). Etvar moAs mbBavdv va ypnowponobnre g
Bepvikt to {dLo vAKS Tov ypnotpomoBnie Kkat yia )
ouykéAANON AAAG o€ o PELOTY HOPPH.

Katdotaon tov avuxeipévou — plopés. H yevikn ka-
TAoTAOY] TOL AVILKEIUEVOL GTav €QYTACE OTO EPYACTPLO

yla ouvtijpron dev fjtav kary. Optopéveg mariéc ov-
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Ewk. 7. Avyvdpt pe ynié médt kat dtdkoopo and évBeto
¥aAKé kat padpn 6An, Avatoitkd Ipdv 1§ Agyaviotdy, téin
120v - apyés 130v awdva, vy. 15 ex. ABrjva, Movoeio
Mmnevdkm, ap. gup. 13203 (pot.: Zt. Zdpioc).

Ewk. 8. ©patopata ayyeiov pe mapactdoels papiav,
mBavév Zupla, téAn 120v - apyés 130v atdva, péy. Sidp.
12,5 ex. ABrjva, Movoeio Mnevdxr, ap. evp. 496 kat 528

(pot.: Zm. AeAnPoppids).

AN p@oels oto yelhog tov doyelov efyav anoonaotel,
agrivovtag extebetpéves g akpées tov. ‘Evag apyikde
emipavelaxkds kabapopdc €detée bt to doyelo anap-
Tgétav and peydro aptbué ootpdrwv. H eguaropévn
emupdvetla eixe @Bapel kar mapovoiale extetapévo kpa-
KeAdplopa. 211G OapUéVeS TEPLOYEG TOL LAADRATOG
Kat oG poypés elyav ewoywprost emkadnoeig mov dev

4, 2004

Ewk. 9. To ayyeio g k. 1 onv apytky tov katdotaoy,
mptv ovvyprOel.

fitav edkoro va anopakpuvhoitv. H cuykévipoon tev
emiabfjogwv fjtav onpaviikd peyardtepy oty meplo-
x1 yopw and tn Pdor, pe anotéAeopa to ueyaivtepo
U€pog e emypagpnc atn pavpn tavia va pnv elvat
evavdyvewoto (eik. 11). H katdotaon tov vardparog
Kat g empdvelag yevikétepa ftav kain: uévo otig
neployéc émov eiye apyikd “Apvdoet” to vdlwpa kat
frav mayd to otpdpa tov damotdbnke dtt exel elye
SratnpnBel kat 1 apyiky| tov yvardda. Anokorrnoelg
oL vardparog and tov TAd —pBopd mov anavtd moAL
oLYVA 0Ta EPLALOPEVA KEPAYPLKA avTike{peva— Tapa-
mpiBnkav oe eddyiota onueia. Iptdiopoi tov vardpa-
10G, OV £M{oMG amavtolv ouyvd, napatnprdnkav oe
TIOAD Afya onpeia kat frav mepLoptopévng £KTaos.

2komdg tev vénv gpyactédv ovvtiipnone. H agalpe-
o1 tov aAtoy ofedwpévon Bepvikiot anokdAvye to
TUPKOLAL Ypdpa Tov doyelov KAl TIG AETTTOPEPELES TG
dakdopnonc sowteptkd kat eEotepikd (ew. 10). H Ae-
nropepnc e£étaon mov akorolBnoe €de1ke bt ot véeg
enepPdoeig ouvtipnong énpene va emkevipwboiv: a)
0TV AMOUAKPLVOT TOV TAAALOV VAIKGOV GLUVTHPTOTG,
Syt pévo yla Adyovg atoBntikAg aArd kat mpootaciag
oL aviikelpévou' B) otnv katd to duvatdv agaipeon
tov emkabfioeov and Ty em@avela kKal TG poyHES
ToL Laldpatog y) oty otabepornoinomn kat avddeién
™G emupdvelag, Tov oxediov kat Tov YPGOUATOC, Kat oL-
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Ewk. 10. Xtddio apyikot kabapiopot —€yet apaipedel
10 oTpHpa tov ofetdwpévou Pepvikiod and to pod
avtikeipevo.

VETIOG 0TV avddelén tov avtiketpévou yia éxbeorn kat
téhoc' ) otov PabBué e aodnuikric anokardotaomg.

EnepPdoeic ovvtrjpnong. AnokéAinon kar kabapt-
opda: petd v emgavelaky agaipeon tov Pepvikioy,
Kat ePSooV 1 KATAOTAOT TOV TOIXWUATOV TOL AVTIKEL-
pévou to enétpene, kpibnke anapaitnro va yiver ol
agaipeon tov taraidv enepPdocov, Tpoketpévon va
ohokAnplel o kaBaptopds. Or ovpmAnpdoelg anopa-
KpUvOnkav kat ta dotpaxa anokoAAiBnkav ebkora pe
) xpron Ceotob vepol. H tediki apalpeon teov vio-
AEPUATOV TNG TAAAG KOAAAG KAl TOV TTAAGY VALKOV
ovpmAfjpwong mov mpobméBete kat epPantiopd twv
00Tpdkwv o€ vepd, éylve katd opddec emetdr] o aptude
Toug ftav ueydrog. Luvorlkd, anokoAAROnkav 210
botpaka nowk{dov Staotdoewv. EmAéyOnkav dbo -
Kkpookorikd Bpadopara, npokatpévou va PN OLUOTIO)-
Bovv g delypata yra v eEétaon kat v avdivor tov
ayyeiov oto Epyaotiipro Apyatopetpiac tov EKEDE
«Anpudkprrog» (BA. [Tapdpmpa). Metd tov epPantiopsd
KAl OUVETIAG KAl TOV OLATIOTIOUS TV TOLXWUATOV UE VE-
pd, éyve epParntiopds tov ootpdrev ot dtdivpa 10%
VITptkoL 0€éwg oe amovicpévo vepd, pe okomd v ano-
pdipovot) twv avlpakotyov emkabfoewy and v emnt-
pdvela kat TG poypés tov vardpatosc.”? H dradkasia
avty oto teAkd otddio voPondnbnice pnxavikd pe
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Ewc. 11. TTévte dotpaka (ta tpia de&id napapévouv
ouykoAAnpéva) petd v agaipeot) tov mailol Pepvikioy
kat mptv and tov ynukéd kabapiopd kal ) otepéwon.

Ew. 12. Ta dotpaka e gik. 11 petd tov xnputké
kaBapiopd kat  otepéwon. H emypagi| oto dotpako

aptotepd elvat TAfov gvavayveotr.

xprion pararot mvérov.? To anotéAeopa tov kot
avtot kabapiopot Hrav evivieotaké ota GoTpaka
6mov 1o vdAepa tav oe kaidtepn katdotaor (mept-
optopévo kpakeAdplopa yopic peydreg poypéc) kat
OLVETIHG ot emikaboelc frav empavelakés kat agpat-
pédnkav oyeddv oto obvord Tove. Xta dotpaka, GPG,
6mov Ady® KAKY|G KATAOTAOTG TOU LAADUATOC Ol ETIL-
kabtjoeig elyav eloxwprioel oto kpakeAdpiopa, § oG
oAU @Bappéves meproyéc, o kabaplopde dev emépepe
Ocapatiky] dragopd, enetdy] pépog tov emrabfoewv
dev amopakpévinke. Enavdinymn e dadikaoiag tov
xMukot kabBaptopol pe napatetapévo epPantiops 1
Kat evOEOUEVMG XPT|OT) TIO CUUTILKVOUEVOL dtalbpa-
TG VITptkoL 0EEng kpiBnke pun evdedetypévn, dedopé-
VNG TG KATAoTaong Tov LaAGHATOG.
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Eik. 13. To ayyelo petd tnv enavacuykdéAinom
KAl TY) OUPTIAYPOGT] TGOV KEVOV.

Ewk. 14. Eowteptky Sym petd ) ovpmitjpoon,
émov Sakpivetal 1 eoeteptky] dtaxdopnon pe v
avanapdotacy Tov papldv oty Pdor tov.

Eik. 15. Eowteptkn} dym tov ayyelov
oTNY TEALKT] TOL HOPQY).

Ztepéwon: 1 agaipeon tov o&erdwpévou Pepvikiot
kat ta vmoAelppata tov emkabfjoewv ov dev pndpe-
oav va agatpefoibv mpocédidav atnv empdveta Bort]
6y, 1 omofa yavétav dtav ta éotpaka frav damott-
opéva pe vepd. I'ia tov Adyo avtd, kabdg kat yia
otabepomnoinomn tov vardpatog ota onpeia mov dev
efye kaA emagr| pe tov TNAS, kpiBnke avaykaia 1 ote-
péwor AV tev ootpdkwv pe epPantiopd oe didivpa
15% Paraloid B67 (akpuiiké moAvpepéc) oe draritn
White Spirit. H emloyy tov ovykekpipévov otepeati-
KoY LAKOU £yve Adyw tov KaADV ISLOTHT®V TOL Kat TG
amodedetypévnc otabepsdtntde tov paxponpdbeopa.’

4, 2004

Ewk. 16. To ayyelo otnv telikr] tov pope,
petd v awbntiky anoxatdotaon.

EméyBnke to Paraloid B67 avti yia to B72 eneidy
efvat dtahvtd oe White Spirit, kat frav Bepité o da-
AGTNEG oL 0TEPEDTIKOL LAIKOY va eatpiletar apyd
Kat va dtagépel and tov Starbty g kK6AAAG yia ™)
ovykS6AAnon (axetévn). [pwv egappootei 1 otepéwon
pe epPantiopd, éywve dokpaotikd oe tpia pikpd 6otpa-
ka ta onofa fuylotnkav mpw kat petd ) dadikaoia.
To Bdpog touvg petd t otepéwon avlhbnke katd 6%.
‘Orav anopakpivinkav and to otepewtikd dtdivua, ta
dotpaka atéyveoav péoa oe atpdopapa White Spirit,
npokepévou va emPpadovBel ) edtpon tov daki,
€10l GOTE va TApapeivel TO OTEPEWTIKG VALKS 0TV €TiL-
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@dvela yopic dpog va “Apvdoet” kat va dnptovpynfodv
avtiatoBnuikéc kniidec.” H emépPaon g otepéwong
Nrav emroyric diét anokatactddnke oe peydro Pabud
1N em@dvela tov aviiketpévou. To vdropa otabepomor-
NOnke ota onpela émov dev elxe kaAn emagy pe tov
b, 1 BoAn Sy g empavelag petd tov kabapiopd
BertudBnke atobntd kar avadeiyBnke oe pueydio Pabuéd
1 dtakéounon kabaig kat o kelpevo eV emypapdv,
émov dev ftav evavdyvwoto (etk. 12).

ZUPTANP®OOT): TO OTASIO NG OLETAPWONG ago-
povog, 600 oAbKANpa Bpadopata mov eiyxav yabel,
600 Kat o oNUavTiké aplBpd pLkpdy aneAELdY oty
neployt| tov akpadv (eik. 13). Ta peydra kevd and ta
Bpadopata ovpmAnpddnkav pe Aevkd odovtiatpikd
yéyo Moldano, evé ta pikpd pe v £toipn ndota Fine
Surface Polyfilla. Adyw tov oxetkd avorytot oxfpatog
ToL ayyeiov kat ¢ StakbouNoNG 0To E0OTEPLKS TN
fdong, N CLHTANPWOT] TOV UKPAV ATTOAELDY €YLVE KAl
ot eowteptky em@dveia (eik. 14). Ot ovpminpdoeig
AetdvBnrav pe dradoyikd Aemtdtepa opvptdoéxapta.

Atobruiky} anokatdotaot)

H awobnuy| anoxatdotaoy tov avriketpévou fjtav
10 0Tdd10 Tov pag mpoPAnuduoe mepioobtepo. H apy
£YLVE HE TO XPOWUATIKS TAPLACHA TGV OVUTATIPOOEDY UE
TO TUPKOLAS PEVTO TOL LAAGRATOC, £T0L GOTE va pnv Ee-
viCel 1) évtovn avtiBeon tou ALkl TV CUHTIANPATE®Y
Kkat tov évrovou ypdpatog tov avBeviikol. H andégpaon
mov énpeme va AngBel o avtd to otddio rav av Ba
£MpETE va LTIAPYEL TOVIKT] Slagopd oTo XpwHATKS avtd
ovvta{plaopa, TPoKepévoL va dtakpivovtat ot GUPTIAT-
pooelg. H moittiky tov povoeiov oto {impa avtd dev
elvar véppayn g erdylotng emépfaocng aArd vnép

NOTES

1. ['a meptoobtepes mAnpoopie yia ta oeATLOUKIKA Ke-
papwkd, E. J. Grube, Cobalt and Lustre: The Nasser D. Kha-
lili Collection of Islamic Art IX (Oxford 1994) 147-247- O.
Watson, Ceramics from the Islamic Lands: The AFSabah Col-
lections (Kuwait 2004) 300-71.

2. H npoéAevor tov vakddouvg mmiod, ovpgeva ue mpéd-
ogaty €pevva, ouvdéetal pe avakarlbyelc katd ) didpketa
mg Sypunc Patyudikric meptddou tov a’ pioot tov 120v ai-
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TOV TPOXWPNHEVOVY anokataotdoewy, dedopévou ot
TPOTAPYIKOS OKOTOG efvat va Propel 0 HECOG EMOKETTING
va aviAn@Bel ) oLVOMKA HOPYT] TGV AVILKELUEVGOV, TO
oxfpa kat to xpodpa tove.” Ot évtoveg avtbéoetg mov
TPOKGITTOLY GTAV Ol CUHTIANPATELG ATIEROLY YPOUATIKA
ané to avBeviikd pnopel va odnyrjoovy tov Beatr| va
£0TIA0EL TO EVOLAPEPOV TOV, £lTE 0TV £KTAOT] TMOV OUL-
UTANPOCEGDV, £{Te OTNV TEYVIKY TNG EKTEAEDTIC TOUG —a-
TIOOTIOVTAG TNV TPOCOYT| Tov and to {dio to avtikeipevo.
To {dto pnopel va ovpPel kat dtav 6ev anoxadiotatal to
oy€d10 o116 ovpTAnpdoels. Me to okentiké avtd ano-
@aciotke va oupmAnpwlel 1o oxédio tng dtakbopnong
6mov Adyw emavdAnyrg ftav yveotd. TG mEPLOYES
BéBata twv emypagpdv anokatactdbnke pévo 1o @évto
toug (etk. 16).

Ané texvikt| dmoyn, o avikelpevo otabepomotyfn-
ke kat avadelyOnie, kabdg anokarbebnke to xpdua
TOL Kal TOAAEG AemTopépeteg G dtakdopunong tov.
Efetdlovtag tnv atoBntiky] mievpd tov véov enepPd-
ogwv, eveAmotodpe 6t o Babuds g amokatdotaong
nov emAéybnke néTuxe v avddelén tov yapaktnpt-
OTLKOY TOL avitkelpévou, xopic va mpokaiel odyyvom
OTOV £TOKENTY, kaOd¢ Ta anokateompéva Tpfjpara
efvat gvdtdkpira pe pooeKkTiky] apatipnon.”’

OAvpnia Ocogpavonotiov
Tunipa Svvinpnong Kepapixay Movoeiov Mmevdnn
e-mail: theofanopoulou@benaki.gr

Miva Mepaitou
Emperirpra lodapixiig 2vAdoyric Movoeiov Mnevdxn
e-mail: mina@benaki.gr

éva, O. Watson, Fritware: Fatimid Egypt or Saljuq Iran?, oto:
M. Barrucand (em.), L Egypte Fatimide son art et son histoire
(Paris 1999) 299-307. Z¢ avtiBeon, pra dAAn Bewpla vrootn-
piCet wa avtdyBova pavikr avakdroyn, 1 onola eEeliybnke
and ta gpyactipla barovpylag 1 ta EpyacTtipla KatacKeLT|G
kepapkdv yavipav. Me Bdon tg ypantéc mnyés, to donpo
adagavés yvari tov 10ov ardva Ba pnopovoe va elvat o nipéd-
Spopog tov vakddoug Aoy dedopévou bt xpnotpomnoron-
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ke yla va ppnBel mv kwveliky kepapxry, J. W. Allan — L. R,
Llewellyn — F. Schweitzer, The History of So-Called Egyp-
tian Faience in Islamic Persia, Archaeometry 15/2 (1973)
165-73" ]. Allan, Some observations on the origin of the me-
dieval Persian faience body, oto: W. Watson (emup.), The Art
of Iran and Anatolia from the 11th to the 13th Century, Col-
loguies on Art and Architecture in Asia (= School of Oriental
and African Studies 4, London 1974).

3.]. W. Allan, Abu’l-Qasim’s Treatise on Ceramics, [ran
11 (1973) 111-20.

4. M. Bahrami, Gurgan Faiences (Cairo 1949).

5. ABvjva, Movogio Mrnievdin, ap. evp. 1401, dyp. 15,8 ex.,
péy. ddp. 20 ek., dudp. Bdong 11 ek. Oa rjfera va gvyapt-
otfow ™ Sophie Makariou, empeiitpia g Iohapxrc Xvi-
Aoytig tov AotBpou yia v apoyy| TANPOPoPLOY Kal YK To-
YpagpLkot vALkoy.

6. B\, enfong A. Lane, Early Islamic Pottery (London 1947)
eic. 38A. T'a éva mapdpoto oxfua kvelikod ayyeiov and tnv
emoxf Tavyk (618-907) to onolo guldooetat oto Movoeio
Kardv Texvdv oty Taokévdn Y. Crowe, Early Islamic Pot-
tery and China, Transactions of the Oriental Ceramic Society
41 (1978) 263-78 ew. D2.

7. Ta ovykpttikd vAié dtaxoounpévo pe petariixd ypod-
pata, Grube (onp. 1) ewc. 262: E. J. Grube, Islamic Portery
of the Eighth to the Fifteenth Century in the Keir Collection
(London 1976) ek. 158 O. Watson, Persian Lustre Ware
(London 1985) £ix. 42, 75- Bahrami (onp. 3) euc. XLVIIa,
XCllla.

8. T'ia ouykprtiké vAkS drakoounpévo pe opdita, Grube
(omp. 1) ap. kat. 234, 242 Grube (onp. 7) ap. 149" A. Pope
(emp.), A Survey of Persian Art X (Oxford 1939) eik. 678A,
683, 695, 678. Ao axdpa napdpota ayyela purdooovrtat
10 éva oto Ashmolean Museum (ap. 1956.152) kat to dAro
oto Museum of Fine Arts tn¢ Bootdvng (ap. 63.1394).

9. "Eva napépoto ayyeio, to onofo ofjuepa Ppioketat oto
Ashmolean Museum, @épet kdhvppa pe agtéoxnun rap,
Pope (6.m.) k. 683. "Eva aképa xandkt puidooetal ot
Zviroyt| Keir, Grube (onp. 7) ap. 202.

10. O. Watson, Pottery and Metal Shapes in Persia in the
12th and 13th Centuries, oto: M Vickers (emp.), A Collo-
quium on Precious Metals and Ceramics in the Muslim, Chi-
nese and Graeco- Roman Worlds (Oxford 1986) 205-12° Y.
Tabaa, Bronze Shapes in Iranian Ceramics of the Twelfth and
Thirteenth Centuries, Mugarnas 4 (1987) 98-113.

11. A. Lane, Sung Wares and the Saljuq Pottery of Persia,
Transactions of the Oriental Ceramic Society 22 (1948) 19-30.
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12. l'a nepoodrepa otoryeia, Grube (omu. 7) 168-70 ap.
119, 120.

13. D. Benazeth, Lart du métal au début de ['éve chrétienne
(Paris 1992) 62-63.

14. J. W. Allan, Nishapur: Metalwork of the Early Islamic
Period (New York 1982) eik. 173-75 G. Fehervari, Islamic
Metalwork of the Eighth to the Fifteenth Century in the Keir
Collection (London 1976) ap. 34 miv. 10c.
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OLYMPIA THEOFANOPOULOU — MINA MORAITOU

A 13th-century iranian vessel in the Benaki Islamic Collection

The redisplay of the Benaki Museum’s Islamic collection
in its new premises in the Kerameikos area, within the
historic centre of Athens, has brought to light a number
of important pieces which were kept in storage for many
years. One of these pieces is a double-spouted pouring
vessel from Iran, datable to the early part of the 13th
century, which was previously owned by Marina Lappa-
Diomedes, a keen collector who donated her collection
of Iranian ceramics to the museum shortly after its
opening in 1931.

From the 11th century onwards Central Asian Turkic
nomadic tribes, notably the Saljugs, made their way into
Islamic territories and rapidly gained control of a large
area which included Iran, Iraq, Anatolia and parts of
Syria. Political and military power shifted from the cen-
tral authority of the Caliph to various local rulers. Until
the start of the Mongol invasions in the 1220’s a relative-
ly peaceful environment allowed the arts to flourish in a
number of urban centres which had become prosperous
through trade, resulting in the manufacture of luxury
objects for the new ruling class.

This period coincides with one of the most important
in the history of Islamic ceramics, which saw technologi-
cal innovations and the introduction of a variety of deco-
rative techniques ranging from simple white or mono-
chrome wares to the so-called ‘silhouette” wares, under-
glaze painted wares, those decorated with lustre colours
and overglaze enamel wares known as minai. A significant
factor in these changes was the improvement in the qual-
ity of the material as a result of the discovery in the 12th
century of a type of artificial clay called fritware or stone-
paste. In the process of imitating imported Chinese ce-
ramics with their fine quality and translucency potters
introduced a ceramic body constituted mainly of ground
quartz with the addition of small quantities of white clay
and potash and covered with a transparent alkaline glaze.
This breakthrough by Iranian potters is recorded in a text
dated A.H. 700 (A.D. 1301) by Abu’l Qasim ‘Abdallah
ibn Ali ibn Muhammad ibn Abu Tahir, a member of a fa-
mous family of potters from Kashan, the leading centre of
ceramic production from the late Saljuq period.

The pouring vessel has two feline-shaped handles and
two bullhead-shaped spouts. The animals, probably
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leopards with spotted bodies and small rounded ears,
turn their heads backwards and face in opposite direc-
tions. The body of the vessel, bulbous in form, is paint-
ed with black designs and covered with a transparent
turquoise glaze that stops at the foot ring. The designs
are vertical compositions of leaf motives intercepted by
curving peacock feathers. The lower part is decorated
with sketchy plant forms. Two bands of Persian inscrip-
tions, en reserve on a black background, run around the
rim and the lower body of the vessel. The interior of the
vessel is decorated on the rim with another inscription
band repeating the word A/lah (God) in a stylised form
on a turquoise ground. The remainder is covered with a
transparent colourless glaze and painted on the bottom
with a group of twelve fish. The rim and the spouts are
highlighted in cobalt blue.

The shape of the Benaki vessel, not unusual in Saljuq
ceramics, has a precedent in a much plainer mono-
chrome type of a slightly earlier date. The more elabo-
rate form under discussion here survives mainly in lus-
tre decorated and minai ware, which display variations
in size and in the number of handles and spouts. Such
vessels may perhaps have had a lid but too few exam-
ples survive to be certain. A comparable piece decorated
with the same underglaze painted technique, which is
less common, is preserved in the Louvre: the entire body
is painted with free floral sprays and it lacks spouts. The
shapes of 12th- and early 13th-century ceramics derive
primarily from two sources —contemporary metalwork
and Chinese ceramics. The form of the Benaki pour-
ing vessel is not encountered in Islamic metalwork of
the period: it is more reminiscent of Chinese Song ware
and particularly of incense burners of gui form with very
stylised animal-shaped handles, which ultimately follow
a Chinese archaic bronze shape. From the 9th century
onwards imported Chinese ceramics had an ongoing
influence on Islamic ware, although they were rarely
copied faithfully: potters were not satisfied with the
simplicity of form and decoration of Chinese ware and
consequently used colour, such as blue or turquoise, and
added extra ornamentation, thus giving the pieces a dis-
tinct Islamic character.

The individuality of this vessel lies in the shape of the
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handles which face outwards instead of inwards, as also
commonly encountered in bullhead-shaped spouts. Both
of these features can be traced to ancient [ranian forms,
suggesting the survival of pre-Islamic traditions. How-
ever small figural sculptures, usually in the form of ani-
mals or birds, very frequently embellish bronze objects,
and since pottery and metalwork are closely related dur-
ing this period this seems a more probable source. These
figurines have a long tradition in Iran and Egypt in both
the pre-Islamic and early Islamic periods; their purpose
is not merely decorative and they have a practical use as
handles, finials or knobs, as in the case of this vessel.

The style of the painted decoration is not unusual at
this time, especially in the composition of the vertical
leaf motifs and the sketchy plant forms on the under-
side. On the basis of a group of pieces from the Nasser
D. Khalili collection, the austerity of the design suggests
a link with the so-called Gurgan style: a particularly close
resemblance can be found in the decoration of a bowl
whose individual motifs display a similar aesthetic qual-
ity and which bears the same inscription en reserve on a
black background.

Of the two bands of Persian inscriptions only the top
one is legible:

‘O you whose will it is to hurt me for the years and
months]

Who are free from me and glad at my anguish

You vowed not to break your promise again

It is I who have caused this breach’.

This is a Persian poem in the form of a ruba’i (quat-
rain), a popular verse type established in Iran by the end
of the 10th century. Its subject is love or the agony of
love, as here, and it could also be a metaphor for the love
of God. The use of cursive script instead of the kufic
which was the norm in early periods, and of the Persian
language instead of Arabic, represents a change which is
characteristic of the 12th and 13th century when litera-
ture and ceramic decoration were closely related.

The group of painted fish is another feature which
makes the decoration of the Benaki vessel unusual. The
fish motif is not rare on Saljuq ceramics but their posi-
tion on the base of the interior, as if swimming, is less
common. The motif first appears on ceramics in the late
12th century and is later found on metalwork, where
from the 14th century onwards it becomes very popular
and acquires a symbolic meaning. The shape of the ves-
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sel suggests that its purpose was to contain and pour lig-
uid, a theory which may well be reinforced by the deco-
ration of swimming fish.

The vessel proved to be of special interest for two rea-
sons. When received for treatment it displayed certain
forms of deterioration which were common to many of
the objects in the Museum’s Islamic collection. In addi-
tion the decisions as to the level of restoration proved to
be particularly difficult in this case: our aim was to dis-
play the object in such a way that visitors would not be
distracted by the restored areas but at the same time to
observe principles of conservation based on respect for
the object and for the potter who created it.

The object had been treated twice in the past. It had
been reassembled using an animal glue and filling the
gaps with unbaked clay, while subsequent additions to
the fills were made in plaster of Paris. Colour matching
of the fills had resulted in extensive overpainting of the
original. The inscriptions on the inner and outer sides of
the rim had also been restored where missing. Finally the
vase had an overall green appearance as a result of a yel-
lowing varnish being applied to its entire surface.

Superficial removal of the varnish with solvents re-
vealed the exquisite turquoise colour of the glaze as well
as the extent of mechanical damage, restoration and
overpainting. The surface of the glaze presented exten-
sive crazing and was worn and pitted in varying degrees.
Encrustations covered or had penetrated the cracked and
worn areas of the surface, rendering large parts of the in-
scriptions illegible.

Further examination of the object indicated that the
present conservation treatment would have to focus on
the following: removing the old restorations (both to
protect the object and for aesthetic reasons), freeing the
surface and cracks of the glaze from the encrustations,
setting off the surface of the object to achieve the
optimum level for display and, finally, deciding on the
level of restoration.

The fills and joins were easily taken down by immer-
sion in warm water. The vase comprised of 210 sherds.
After being saturated with water, the sherds were im-
mersed in a solution of 10% nitric acid in distilled water
as the encrustations on the glaze and in the cracks could
only be removed by chemical means. After intensive
washing and drying the majority of the sherds took on
a dull appearance due to the removal of the varnish and
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any remaining element of the encrustations. In order to
overcome this, the sherds were consolidated by immer-
sion in a solution of 15% Paraloid B67 (acrylic copoly-
mer) in White Spirit. Paraloid B67 was chosen instead
of Paraloid B72 because it is soluble in White Spirit and
because a different solvent system to the one used for re-
assembling the sherds (i.e. acetone) was desirable. The
combination of chemical cleaning and consolidation of
the sherds was successful as the surface of the object was
to a great extent restored and study of the vessel became
feasible once the inscriptions were legible. Following re-
assembly large gaps were filled with white dental plaster,
while minor losses on the inner and outer surfaces were
filled with Fine Surface Polyfilla.

The toning of the turquoise ground colour and the
restoration of the known decorative patterns in black

and blue were the stages which proved the most prob-
lematic. The policy of the Benaki Museum in this re-
gard is not one of minimal intervention but rather to
favour extensive restoration on the basis of the overall
perception of an object (in terms of shape and colour)
by a non-specialist. Visitors can easily be distracted by
strong contrasts between the toning of the filled areas
and of the original and they may end up focusing on
the quality of the restoration rather than on the object
itself. The same can happen when the decorative motifs
are left unrestored. In accordance with this reasoning it
was decided to imitate the turquoise ground colour and
to restore the black and blue decorations where repeated
so that the restored parts can all be discernible as such on
close inspection, while not distracting the visitor’s atten-
tion when observed from a distance.

TTAPAPTHMA
AEXTIOINA KABOYXANAKH - I'TANNHY MANIATHX

E&étaon kat avdlvon detypdtov tov ayyeiov

Meletibnkav kat avaliOnkav d6o delypata and to
ayyeio mov aviumpoownebouy to oGOpa kat OAEg Tig
KPOUATIKEG amoypooELs Tov epgavifovrat otn dtaksé-
opnom tov ayyeiov (padpo, urhe), tpokepévou 1 avd-
Avot toug va xabBiotd duvaty v tavtonoinoy TeVv
KPMOPOTIOOVUEVOV ATt TOV KAAALTEYVT] VAIKGV.

Ot teyvikéc mov ypnotpomoiBnkav yta v egéta-
o1 kat Ty avdAvon tov detypdtev eivat: omtiky pi-
kpookoria (OM), nhektpoviky pikpookoria odpwong
(SEM) o€ ovvdvaopé pe pikpoavdivon pe obotnpa
draomopdg evépyeiag (Energy dispersive X-ray analysis).
To obotnpa pkpavdAvong oTo NAEKTPOVIKS PIKPOTKS-
o apéyet ) duvatdTnta TPOTdOPIoHOL TS XNKKAG
000TacmG Tov GUVOAOL EVES YPOUATIKOY OTPOHATOG,
kabd¢ kat kdBe kbkicov ToL TEPLEYETAL OF AUTH.

Apyikd ta detypata e€etdotnkay o€ 0TEPEOOKOTIKS
ontikd pkpookémo (peyéBuvon 10x) pe oxond va na-
patnpnBoibv ta empuépoug otoryela NG PLKPOoTPOHA-
toypagiag, va emPefarwboibv ta ypdpata kat va erey-
x0ei 1 kaBapdtntd tovg and tuydv emepPdoeig ovven-
prnong (. kéAAeg). Z1n oLVEYELQ, TAPATKELATTHKAY
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AELAOUEVEG TOUEG TV delyPdToV, TIOL TIEPLEYOLY GAN
1 pLkpooTpepatoypapia and to odpa péxpt tnv eEo-
TEPIKT] EMPAVELQ TOVL XPWUATIKOD OTPOUATOG, Kat e€e-
tdotnkav oto moAwtikd omtikd pikpookdmio. Katdmv
emkalbeOnkav pe Aentd otpdpa dvBpaka yia va yivet
1 eT@dvela aydytpr kat etofxdnikav oo NAeKTpoviké
PkpookdTo 0dpwong, 6mov efetdotnkay o peydin
peyéBovor kat avartiBnkav xnukd.

AmoteAéopata

Aeiypa 1. ITeptiapPdvet odpa-pnie vdlopa kat od-
pa-Aent otpodon padpng Pagrc kat prAe vdiopa.

To defypa mapatnpribnke oto ontikd pikpookdmio
kat og peyéBuvon 100x, and tnyv onoia @dvnke kaba-
pd to PTTAe LAAOTIOMPEVO TTPOUA, TO 0Tto{0 EPATTETAL
Kat emkaAdrtel to dompo odpa tov ayyeiov kabdg kat
010 AeTT6 oTpdpa TG padpng Pagric dmov vdpyet.

Mme/tuprovd viiepa
Ané napatipnon tov delypatog 0to NAEKTPOVIKS

WKPOOKSTILO KATEGTY EUPAVHG 1] OLOLOYEVT|C LAAO-
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Ew. 1. EEotepiri] em@dvera pe pmhe kat padpn daxdopnom,

1 omola epdmntetat 0to donpo odpa tov ayyeiov. To pmie
vdropa vépkertal ¢ Aettig pavpng Pagric.

noinon, pe eAdyioteg Quoaiideg, tov uAe vaidpa-
toG. Xtov miivaka 1 divetat 1 ynpiky 000TaAcY) TOL UTAE
vaidpatog oe dvo dragopetikég meployés. ‘Oneg na-
patnpel kaveic, n obotaon efval mavopotdtuny kat
ot dvo meptoyxés péoa ota 6pia tov opdipartog. Ot
ovykevipooes vatpiov (Na), payvnoiov (Mg), kaAiov
(K) kat arovpwiov (Al) givar evbeikticés xprjong ka-
Bapot yaralia o GuVOLACHS pE GTAYTEC PUTGY Yia T
dnptovpyia tov yvarod. To avorytd pmie ypdpa tov
yvaiiob ogeiietal oty péopén pe piepy moodtnra
o&etdiov tov yarkol. H oporoyévela oty ovotaom kat
011 jikpopoppoioyia tov PmAe vardpatog eivat ev-
delktiky tov BéATioTov ouvBnkdv drenong kat ynpei-
ag TV LAIKGV TIov £xouy ypnotporonOef.

[livaxac 1. Mikpoavdivor touv defypatoc 1.

Matpo yxpopatiké otpdpa

H napatipron tov padpov otpédpatog 0to nAektpo-
VIKG pkpookdTo €detée 61t anotereftat and yoviddeig
ik6kkoug vAkoU peyéBoug péypt kar 20 pm, dtdonap-
ToLg péoa ot oTpWpaA mdyovs Tepimov 40 pm mov £xet
epnottotel MAY|pwG and to pumie vdilwpa. Avtd delyvet
61t 1o apyiké otpdpa g Pagrig rav xovopdKokKo kat
mopddec. H avdivon tov ovykekpipévov kékkov (riv.
1) édwoe ovykévipoon ot xpdpo (Cr), oidnpo (Fe), pa-
yvrioto (Mg) kat aiovpivio (Al), mov anoterody yapa-
KTNPLoTkd Tov yvootot opuktot ypouity (FeCr,O,)
o omoiog ypnotpomoteltat evpéws avty v neplodo ot
tétota ayyeia. H pn avapevépevy napovoia apketig
TOoHTNTAG XAAKOV OTO £E0WTEPIKS TWV KOKK®V opelie-
tat, katd ndoa mbavétnta, 6To yeyovée 6t tévia yai-
KoV ané to vdAmpa viokatéoTnoav tovta odpov 0To
TAEypa Tov Xpopity Katd Tr) dtdpKeta TG OTTHOoNG.

Zdpa tov ayyeiov

To odpa tov ayyeiov epgpavifetal dompo pe onopa-
dukd eykAefopata kékkwou ypodpatog, ta onofa mba-
vétata avtiotot oty o€ apythomupttikés tpoopifetg
oL TEPLEYOLV oidnpo. H ouvoriky ynuikn odotaoy
Tov oopatog gaivetat otov mivaka 1. Ilpdkettat yia
oA amoTeAOVHEVO KUPing amd yoviddelg KOKKOUG
xaralia, peyéBoug péxpt 100 um, pe emmpdodeon p-
Kkp1ig moadtntag apyilov —paptupeitar and tny vrap-
&n moootjtov Al, Mg, K, Ca kat Fe (niv. 1)—, 1 omola
xpnotponoteitat ®g ouvdeTIKS LAIKS 0TO CGORA TOL Ke-
paptkod, padi pe kdnola moodtnta oTdyTng PLTHY yla
v vrofor|fnon g TVPOCVECHOUAT®ONC TOV KOK-
KoV, And ™ pikpopopgporoyla tov odpatog, TG av-
) mapatnpeitat oto SEM, exupdrar ét v Beppoxpa-
ofa émnong evdeyopévag frav yipo otovg 800°C.

Na,0 | MgO | ALO, | SiO, | SO, | CLO | K,0 | CaO | Cr,0, | FeO | CuO
Mme viroua | 1403 | 364 | 099 | 6693 | 048 | 134 | 262 | 666 - 077 | 2,38
(meproyy 1)

Muke vilopa | 1375 | 359 | 1,60 | 68,05 122 | 285 | 596 | - | 068 232
(meproyy 2)

| , I

Ig“”f’” . 14,22 | 11,52 | 0,71 - . . 58,33 | 6,31 | 8,69
taKkoéopunon

Tdpa 2,52 2,49 | 523 | 83,11 052 | L11 | 329 - 1,73 -
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Aetypa 2. TTepihapfdver odpa —nayd otpdpa pas-
pNG Pagric— prie/Tupiovdl vdrlopa.

‘Onwg napatnpeitat 010 ontikd pikpookdmo, avtd
10 Oelypa mou éxet maplel and dAio onpeio tov ayyet-
ou £yel mapamAfola pikpoTpepatoypagia pe to defy-
pa 1, pe 1 Stagopd 61t 1o otpdpa g padpng dia-
Kkéounong €8¢ eivar apketd mo mayd (70 pm) an’ 6,0
oto Oelypa 1.

Mmie/toprovdl vdropa

Amé v mapatrjpnor tov defypatog oto nAeKTpovi-
K6 pkpookdTo to vdlopa éxetl tny (dia opotoyéveta,
xnpeia kat yapaktnptotikd pe to defypa 1. H ynuikd
Tov avdAvoy apovotdietal otov mivaka 2.

Mabpo ypopatiké otpdpa

H pikpopopgoroyia tov padpov otpdpatog avdpe-
0a 0T0 LAAGHA Kal To oohpa Tov ayyefov eivat eniong
napanAfjota pe avty tov defypatog 1. Ot yoviddetg
KkpUoTaAirot tov xpwpity gatvovtat kabapd kat extel-
vovtat og éva gdpog mepimov 70 pm and v emipdveia
Tov odpatog Tov ayyefov. Mditota, eivat dpota gpmo-
Topévol and to vnepkeipevo umie vdiopa. H ynueia
TV KPUOTAAA®V TOL Xpop{tn @alvetal otov mivaka 2.

2dpa ayyeiov
Axptpdg 6mag meptypdgtnke oto defypa 1. H ovvo-
A} avdAvon @aivetat otov mivaka 2.

Zoumepdopata

Ané ) perém tov napandve detypdtov dtamotd-
Onke 6t

a) to oGpa tov ayyelov kataokevdotnke and avapén
kabapot o&etdiov tov mupttiov (yaralia), pikpric Toad-
mtag apyliov kat toodtntag otdytne gutdv. H dpyt-

[Tivaxag 2. Mikpoavdivon tov delypatog 2.

A0G xpMopeseL yla TV avénon g TAaoTIKOTITAG TOL
piypatog kat tqv kaAdtepn ouyKpATnon TV KOKKOV
Tov yaralia petald tovg, evd 1 otdyty ya v vrofo-
NOno1 g oLYKGAANONG TV KéKKLV KATd TV dmTNom,
1 omoia extpdrat du ywve nepinov otovg 800°C:

B) to umie vdlwpa katackevdotnke and kabapd
o&eidro tov mupttiov, oTdyTEG PUTGOV KAl PLKPT] TOOS-
jta oetdiov tov xaAkot yta v anédoorn tov pmie/
TupKOLAS YpdpaTOG

y) To pavpo ypdua opeiietar otn xprjon xpopitn,
0puKTé To omoio éxet Ppebel oe peydAeg moobdnteg oto
£6agog ¢ Zuplag kat tov Ipdv, neployy otnv omola
napanépmnel 1) tonoloyia tov v peréty ayyeiov.

ZUUTEPACHATIKA, 1) TEXVIKT] drakdopunong tov ayyei-
ov Bavétata eiye wg £€r¢: Mdve oTo oHpPA TOL ay-
yelov, ota onueia mov efvat emBupntd, epappdleta
anevBeiag adpdrokko aidpnpa and ypouity: katdmy,
gpappdletal to piypa g epudrowong og oASKATPY
v emipdvela tov ayyeiov, karlntoviag kal ta onpeia
pe T padpn dtakéopnom’ ot ouvvéxela, To ayyeio Y-
vetal kat 1o PmAe/ topkovdl vdiopa mov oxnpatiCetat
eloywpel katd v tEN Tov ota efotepikd otpdpata
TOL 0GOUATOG ToL ayyeiov dnulovpydvtag toyvpt| Tps-
oPLON’ ETUTALOV, eloYwpPel Kal avdpeoa 0Tovg KGKKOUG
™G Haspyg xpwotikhc 6mov avty vrdpyet eykiPotito-
VTag Toug kOkKoug Tov xpopuity otabepomotdvrag
patpn dwakdopno.

Aéomowa KaPovoavdkn
Epyaoripio Apxaroperpias, EKEQE «Anpdrpizogr
e-mail: dkavoussanaki @ims.demokritos.gr

['iédvvne Mavidtng
Epyactipio Apxaroperpias, EKEPE «Anpdxpirogr
e-mail: maniatis@ims.demokritos.gr

Na,0 | MgO | ALO, | SiO, | SO, | CLO | K,0 | CaO | Cr,0, | FeO | CuO
Mmle vdhopa (nepoyr 1) 13,45 | 3,91 0,96 | 68,49 | 0,37 | 1,18 | 2,51 6,25 - 0,62 | 2,28
Mrie vdhopa (mepoy] 2) | 13,62 | 3,70 1,01 | 68,69 | 0,35 | 1,04 | 2,49 | 6,47 = 0,69 | 1,95
Madon drakéounom - 13,62 | 11,49 | 044 - - - ~ 59.24 | 6,15 | 9,06
Zdpa (neproyr 1) 2,59 2,10 3,87 | 83,36 - 0,36 | 1,01 | 2,93 1,32 -
Séhpa (mepioxi 2) 2,13 | 225 | 425 [ 8413 035[048 | 091 376 | - | 132 [ -
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APPENDIX
DESPINA KAVOUSANAKI — YANNIS MANIATIS

Examination and analysis of samples of the vessel

Two separate samples of the vessel were subjected to sci-
entific examination at the Laboratory of Archacometry,
Institute of Materials Science, National Centre for Sci-
entific Research “Demokritos”. The sample micromor-
phology was examined under the polarising Optical Mi-
croscope (OM) and the Scanning Electron Microscope
(SEM), and their chemical composition was determined
by the microanalysis system (Energy Dispersive X-ray
Analysis - EDAX) attached to the SEM. The results of
this scientific examination showed that the body of the
vessel was made basically of quartz (pure silica) with the
addition of a small quantity of clay and plant ashes. The
addition of clay increases the plasticity of the mixture and
helps the shaping of the body. During firing, estimated
to have taken place at around 800° C, the fluxing action
of the alkaline plant ashes helps the sintering and vitrifi-
cation that cement together the quartz grains. The blue
glaze was made of a mixture of pure quartz and plant
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ashes and a small quantity of copper oxide. It has formed
a thick, uniform and homogeneous blue/turquoise glass
layer on the surface. The black decoration was made by
using the black pigment chromite, a mineral which is
known to be commonly found in Iran. The technique of
decorating the vessel was as follows: after the forming of
the body of the vessel, the chromite pigment, most prob-
ably mixed with an organic binder, was applied with a
brush directly on the surface of the body, producing the
decorative elements. The glazing mixture was then ap-
plied on the whole surface of the vessel, also covering the
areas with the chromite decoration. The vessel was then
fired, and as the glazing mixture melted, the turquoise
glass thus formed penetrated the outer layers of the body,
providing in this way a good cohesion between glaze and
body. The glass also covered and penetrated the layer of
black decoration, embedding the particles of chromite
and stabilising the black decoration.
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Dispersed Ottoman unified-field tile panels

THE APPLICATION of surface decoration to buildings is
a basic element of Islamic art, from the mosaics of the
Dome of the Rock onward. In a similar vein, the remov-
al or recycling of architectural revetments is a common
theme through Islamic history and modern archaeology.

The decontextualization of ottoman revetment tiles

In the early 16th century CE, the Ottomans removed
Mamluk polychrome marble ablag revetments from the
mosque of Nasr b. Muhammad in the Cairo citadel; these
now are to be found on the mosque of Coban Mustafa Pa-
sha in Gebze and the Hirka-i Saadet Dairesi in Istanbul’s
Topkap: Palace. The Mamluks themselves were recyclers;
some of the revetments of al-Muayyad’s 15th-century
mosque in Cairo may have been transferred from oth-
er monuments, just as its magnificent metal doors were
taken from the 14th-century madrasa of Sultan Hasan.
In the aftermath of archaeological investigations, Islamic
revetments from Zaragoza are now found in Madrid, and
those of Samarra are found in great numbers in Berlin.
The same fate has befallen many other forms of building
decoration throughout the Islamic world.

In chis history, the movement of architectural decora-
tion in the Ottoman Empire is an especially interesting
case. Because especially after 1500 Ottoman builders and
patrons began to favor the use of underglaze-painted
modular tiles made in Iznik/Nicaea, which unlike tile-
mosaic decorations created in situ were relatively easier
to remove and reassemble, and because of the seismically
active geography of Istanbul, the Ottoman capital, as well
as many of the Ottoman Empire’s major provincial cent-
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ers, the adaptation and re-use of architectural tile deco-
ration was fairly common from earlier Ottoman times.
The various buildings and rebuildings, some due to fires
or earthquakes and others due to expansion alone, of the
Topkap: palace in Istanbul have completely changed
many of the tile revetments of the palace.” Today visitors
to the harem of the Topkapi see tiles that are largely from
the latest and most disappointing period of Iznik produc-
tion, as well as a number of startling examples of later Eu-
ropean tile production, with only a few rooms containing
their original late 16th or early 17th-century Iznik tile
decoration. The vast bulk of the tiles of the mosque of
Sultan Ahmet in Istanbul, completed around 1616, are
of that date and likewise of poor quality, while the best
tiles, found in the upper rear galleries of the monument,
are almost entirely later 16th-century tiles recycled from
other monuments, including the Topkapi itself, and two
palaces of court officials that were pulled down to make
way for the construction of the mosque.” The revetments
on the exterior walls of the Eyup shrine near Istanbul are
almost entirely recycled from other monuments, while
the celebrated revetments of the Stinnet Odast or Cir-
cumcision Room in the Topkapt Palace were rearranged
entirely sometime in the early 20th century.’ Today a
very large part of the first major Ottoman monument
to be extensively decorated with Iznik tiles, the mosque
of Riistem Pasha in Istanbul, is not in its original state; a
complicated pastiche of tiles from different monuments
today encompasses most of the exterior porch decoration
and the entire upper left gallery.*

While many tiles removed from their original locations
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Fig. 1. Tile made for the tomb of Selim I in Istanbul, Iznik,
ca. 1574. Athens, Benaki Museum, inv. no. 11157.

were subsequently recycled to other Ottoman monu-
ments, large quantities of such artistic works were pur-
chased by private collectors in Europe and around the
Mediterranean; of these, the bulk eventually ended up
in museum collections. Visitors today to the Victoria &
Albert Museum in London can see numbers of Ottoman
tiles from many different monuments in that museum’s
well-lit galleries of Islamic ceramics. Large panels of Iznik
tiles from identifiable monuments were formerly on dis-
play in the Musée des arts décoratifs in Paris. Important
collections of Iznik tiles relegated to storage are found in
other museums, most notably the Louvre in Paris and
the Calouste S. Gulbenkian in Lisbon.’ The collecting of
Iznik tiles in Europe during the late 19th and early 20th
centuries appears to have received a special impetus from
two events: first, the Russo-Turkish War of 1878-1879,
with the siege and subsequent occupation of the second-
ary Ottoman capital city of Edirne, and the destruction
of the revetments of its palace; and second, the 1902
earthquake in Istanbul, which took a special toll in mon-
uments near the fault by the city walls at Topkap: and
Edirnekapt. As the prices of Iznik tiles have continued
to reach very high levels in the marketplace (a place they
have maintained for well over a century and a half) the
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Fig. 2. Four tiles with diagonal axes of symmetry, Iznik, ca.
1485-1490. Athens, Benaki Museum, inv. no. 117.

Fig. 3. Tile with asymmetrical central motif, Iznik, ca.
1560. Athens, Benaki Museum, inv. no. 83.
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Fig. 4. Tiles with horizontally continuing pattern, from Riistem Pasha Mosque in Istanbul, Iznik, ca. 1560.

looting of monuments remains a major threat in Turkey
today, and the aftermath of the most recent earthquakes
in north-west Turkey appears to have produced yet an-
other round of looting of Iznik tiles.’

In the broader historical context, it is perhaps pru-
dent to resist the attempt to moralize excessively when
examining this phenomenon. Certainly the removal of
art treasures from the Middle East in the age of Europe-
an colonialism was in part a kind of Orientalist trophy-
hunting with less than noble motives. But just as the art
of Classical antiquity had achieved an almost iconic sta-
tus in European aesthetics by the 16th century, which if
anything had increased by the 18th and 19th centuries,
so the appreciation of Islamic art, and in particular the
ceramic art of Iznik, has existed in Europe from the 16th
century onward, that is, from the time of the creation of
these Iznik wares and tiles themselves, and the collecting
of Iznik tiles in Europe was motivated in large part by re-
spect for their beauty and technical perfection. What in
the eyes of today’s ethics may be seriously wrong may in
the 19th century have been part of a serious effort either
to bring works of beauty before the European public or
to expose European artists and artisans to the superiority
of historic Islamic works of art. What is perhaps ironic
in the spasms of European collecting of Iznik from the
later 19th century onward is the fact that for most Euro-
peans these works of Ottoman ceramics were known as
‘Rhodian’ or as products of Damascus, Kiitahya, vague-
ly-defined potteries of the Golden Horn in Istanbul, or
even of Iran, even though in earlier times their actual ori-
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gin in Iznik (ancient Nicaea) appears to have been well-
known in Europe.”

The subject of study: tiles in private and museum
collections

The Iznik tiles removed from their original locations
and today found elsewhere, especially in European col-
lections, can be placed in two main categories and a
number of smaller ones. Those of the first main category
are termed here ‘repeating-module tiles’. These are tiles
of a standard size, usually around 27 cm. square, that
either have identical patterns, created from a template
consisting of a single paper cartoon or several identical
paper cartoons,® or have a close repetition composed of
an artistic unit that consists of no more than four tiles
that repeat again and again. Especially popular in the
early days of the production of polychrome tiles at Iznik
after about 1558, such tiles reflect the prevailing styles of
the Ottoman court at Istanbul, where many of the tem-
plates apparently originated. Individual tiles that com-
posed repeating patterns, almost all of them rectangular,
were of several types, most of which were designed to
create a decorative pattern that flowed from tile to tile
across an architectural surface. Some of these had a ver-
tical axis of symmetry but with corner or side elements
that carried a pattern on into adjacent tiles (fig. 1), and
others had a diagonal axis of symmetry, usually put to-
gether as decoration in groups of four (fig. 2). Still others
had a central motif that was asymmetrical, but included
half-motifs on the sides that carried the overall pattern
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Fig. 5. Tiles made for the mosque of Mesih Ali Pasha in
Istanbul, Iznik, ca. 1586. Athens, Benaki Museum, inv. no.
108.

into adjacent tiles (fig. 3). One quite exceptional pattern
from the mosque of Riistem Pasha in Istanbul, found
early in the development of polychrome Iznik mural ce-
ramics, is notable both for the asymmetry of its design
and for repeating only in a horizontal direction (fig. 4).
Smaller groups of mass-produced tiles were made with
self-contained symmetrical designs, usually consisting of
bouquets of flowers, self-contained cusped roundels (fig.
5) or even two confronting birds (fig. 6).

When we examine dispersed tiles, the repeating-mod-
ule examples now found in museums suggest that, espe-
cially at the beginning of mass production between 1560
and 1570, such tiles were produced in numbers greater
than their eventual architectural use demanded for spe-
cific projects, and many tiles that today appear in muse-
ums may have been ‘extras’ or over-runs. This appears
to be the case with the mosque of Riistem Pasha, where
numbers of tiles identical to those in the mosque, that
apparently are not from the mosque itself, have made
their way to the marketplace and to museums (fig. 7).
A famous red-ground border tile produced for restora-
tions of the Topkap: Palace in the mid-1580s and today
still found in the Murad III Room in the Topkapr also
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Fig. 6. Tiles with confronted birds, Iznik, ca. 1570-1580.
Athens, Benaki Museum, inv. no. 75.

found its way to the marketplace in vast numbers (fig.
8). In fact, the chief procurement officer for the Palace
in the 1580s, Haci Hiisrev Efendi, appears to have di-
verted a number of tiles made for the Palace to his small
mosque in Istanbul, today known by the name of Rama-
zan Efendi Camii.” Such tiles were both prestigious and
expensive, but because the court paid the Iznik tilemak-
ers a fixed price per tile at a benchmark price that had
not kept up with inflation, the tilemakers preferred to
make the more lucrative ceramic wares instead, and there
are surviving documents from the court to the Qadi of
Iznik admonishing the tilemakers to execute royal orders
rather than making ceramic wares." In this tight and ex-
pensive market, the creative Haci Hiisrev appears to have
‘skimmed’ tiles intended for the palace to furnish his
mosque. Other well-known Ottoman monuments with
repeat-module tile types that found a fairly widespread
dispersal in later times include the Piyale Pasha mosque
(ca. 1572) and the tomb of Selim II (1574); while there
was undoubtedly plunder in both cases, there also appear
to have been original overruns in production for both
monuments."

Large tiles, often made in sets, constitute another body
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Fig. 7. Tiles made for the mosque of Riistem Pasha Mosque
in Istanbul, Iznik, ca. 1560. Athens, Benaki Museum, inv.
no. 102.

B

of material that is no longer found in any original loca-
tions within the former Ottoman empire. Sets of large
rectangular tiles about 60 x 90 cm designed for program-
matical use in a single building are a rare case, but six of
these, one with elaborate inscriptions, have survived in
various collections."” Some of these may have been in-
tended for wooden buildings or for royal Ottoman kayik
barges, where fields of smaller tiles would have been im-
practical.” Large octagonal tiles, whose original purpose
remains obscure but which may have been the tops of
tabouret tables, have also made their way into museum
collections (fig. 9). Other tiles were made in the form of
spandrels for the recessed shelves (dolap) that were built
into many important Ottoman domestic buildings.
Many of these are now in museum collections but virtu-
ally none has survived 77 situ in its original location.
Unified-field panels —large designs created first as car-
toons on huge sheets of paper and then transferred to
entire fields of identical rectangular tiles— are the larg-
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Fig. 8. Border tile made for Murad 11T Odasi, Topkapi Palace
in Istanbul, Iznik, ca. 1580. Athens, Benaki Museum,

inv. no. 85.

Fig. 9. Large octagonal tile, Iznik, ca. 1560-1570. Athens,
Benaki Museum, inv. no. 103.

est and arguably the most important two-dimensional
works in the Turkish art tradition." They evidently draw
their inspiration from the five very large and very famous
blue, turquoise and white tiles now on the facade of the
Stinnet Odasi in the Topkap: Palace,” which were prob-
ably executed after designs of the court artist Shah Kulu
sometime in the second quarter of the 16th century (fig.
10). The large unified-field tile panels from Iznik come
in two types —with added borders, and with inclusive bor-
ders. The earliest examples of such tile panels were made
to fit the irregular spaces of spandrels between arches of
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Fig. 10. Large tile with design after Shah Kulu, from

Siinnet Odasi, Topkapi Palace in Istanbul, Iznik, ca. 1550.
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Ottoman buildings, but artists quickly moved to create
rectangular panels for wall surfaces. A large blue-ground
example probably from the hand of the court artist Kara
Memi,'¢ originally one of a pair flanking the main portal
of the mosque of Riistem Pasha, is both the earliest and
the most spontaneous of these. Later such panels were ex-
pertly custom-made in Iznik to fit specific wall surfaces in
a number of famous Ottoman monuments.” Many have
survived intact in Istanbul, but many others were broken
up and sold piecemeal on the art market in the late 19th
and early 20th centuries, and one, a panel from the tomb
of Selim II (1574) in Istanbul, was removed entirely by
M. Germain Bapst, French minister to the Ottoman
court, and given to the Louvre; it was replaced in Istan-
bul by a copy made by the great French studio potter
Théodore Deck." A set of identical tile lunettes made to
be placed over a building’s windows were stripped from
the building and ended up in many museums, includ-
ing the Museum of Fine Arts in Boston, the Gulbenkian
Museum in Lisbon, the Kunstgewerbemuseum in Kéln,
and the Louvre in Paris. The provenance information
provided at the time of acquisition of a number of these
was, as recorded by Gaston Migeon,"” ‘Palais de Piyale
Pacha’; it is entirely possible that this may have refered to
the six-domed mosque in Istanbul built for the Ottoman
admiral Piyale Pasha by the architect Sinan, but it is more
likely that a nearby kiosk made for the same patron, now
completely destroyed, was the source.

The 1902 earthquake in Istanbul was, like the siege of
Edirne a quarter-century earlier, another catalyst for the
migration of Ottoman tiles to Western collections. The
beautiful little wooden mosque built by the Istanbul city
walls in the mid-1590s by the maker of felt caps Takieci
Ibrahim Aga was one of the hardest-hit monuments,”
and its characteristic tiles with patterns of grape-vines are
found today in over a dozen museums worldwide (fig.
11). Another major casualty of the 1902 earthquake as
was the mosque of Mihrimah Sultan, built around 1560
at the Edirne Gate in Istanbul directly above the earth-
quake fault, where today not a single tile is to be found.

Recombining lost tile fragments

The advent of computer imaging technology has greatly
aided research in these dispersed tiles from unifield-field
panels. Comparison of individual repeating tiles among
collections is a relatively easy task; reuniting white-ground
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Fig. 11. Tile from the mosque of Takieci Ibrahim Aga in
Istanbul, Iznik, ca. 1590. Athens, Benaki Museum,
inv. no. 11166.

tiles from the middle of the large panels, especially if they
have no border designs which are easier to match up, is
far more difficult. The work is made easier when the re-
searcher is able to scan research photographs made over
many decades, and then to re-create them in the same
scale digitally, and then to attempt to put them together
in much the same way as a picture-puzzle, but with all
of the ‘pieces’ being the same shape and size. In working
with literally thousands of slides taken in museums all
over the world, I was able by the mid-1990s to identify a
significant number of dispersed unified-field panels, but
two of these were by far the most interesting. Juxtapo-
sition of individual tiles and small groups of adjoining
tiles tiles from the Benaki Museum, the Calouste Sarkis
Gulbenkian Museum, the Museum fiir Angewandte
Kunst, the Victoria & Albert Museum, and the Metro-
politan Museum led to a digital reassembly first discussed
by the author at a Turkish art conference in Utrecht in
1999. Additional work by the Benaki Museum staff led
to a more refined digital assembly of what was originally
none identical panel of tiles (fig. 12), an unprecedented
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Fig. 12. Tile panel, probably from the Edirne Palace,
reconstituted by the Benaki Museum (original tiles: Benaki
Museum, Museum of the Calouste Gulbenkian Fountation.

The remainining part of the panel reproduces tiles at the
Victoria & Albert Museum and the Vienna Museum fiir
Angewandte Kunst), Iznik, ca. 1570-1574.
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seventeen tiles in hight and three tiles wide, composed of
several different areas that included an arched socle imi-
tating purple breccia stone, a white-ground arched panel
with a complex arabesque of split-leaf rumi forms, large
complex lotus palmettes, and curved leaves, and above
this something very unusual: a depiction in translucent
blue of a lead-covered dome from Ottoman architecture.
A distinctive green-ground border integral to the compo-
sition was a considerable help in bringing the various tiles
together. The Benaki Museum then took the imagina-
tive and daring steps both of reuniting the surviving tiles
and of reconstructing the missing tiles of one panel, with
an eye toward installing the recreated panel in the new
Benaki Islamic Museum.

What is the origin of the panel now on display in Ath-
ens? The most probable source is the now-destroyed Ot-
toman royal palace on Kirkpinar Island® in the Meri¢/
Maritza river in Edirne/Adrianople, where today the bor-
ders of Turkey, Greece and Bulgaria meet. In all probabil-
ity, the panel now reconstructed in Athens was matched
by another similar panel and both were originally placed
to either side of the doorway of the palace. In their style,
they are clearly from the reign of Selim II (r. 1566-1574),
whose fondness for Edirne also resulted in the building
there of his great imperial mosque. Their unusual propor-
tions, and their unusual iconography with the inclusion
of architectural elements, make the two panels unique in
the history of Ottoman tile decoration.

What is the value of this process, both in terms of the
amount of time spent, and the very expensive nature of
the effort? The results of the Benaki’s investment are of

NOTES

* Much of the information in this article was originally pre-
sented at the 11th International Congress of Turkish Art held at
the University of Utrecht in September of 1999; part of the re-
search was conducted with the generous support of the Ameri-
can Federation of Arts. The author wishes to acknowledge the
help of A. Delivorrias at the time of his original visit to the

Benaki in 1977 and that of A. Ballian in his visit of 1998.

1. The complex history of the Topkap: Palace is discussed
in G. Necipoglu, Architecture, Ceremonial and Power: The
Topkap: Palace in the Fifteenth and Sixteenth Centuries (New
York-Cambridge-London 1991).
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course visually impressive, but even more importantly
they make a major contribution to study of the history
of Ottoman art. In the case of the panel now on display
in Athens, we are able to see for the first time a kind of
panel, with depicted architectural elements, that does not
survive intact in any Ottoman monument, and which re-
veals an aspect of Ottoman architectural decoration not
previously known to historians of art. When this process
is repeated for other tiles and other panels, we may be
able to reconstruct all or parts of certain important Ot-
toman buildings that are no longer extant, such as the
Palace of Sokullu Mehmed Pasha on the Hippodrome
in Istanbul, or the baths built in 1572 for Selim II in
the Topkapi Palace. The original decoration of Sinan’s
great mosque of Mihrimah Sultan in Istanbul may also
be revealed. There are thus tremendous gains in under-
standing to be realized in this process of piecing together
fragments of the history of Ottoman art by reassembling
Iznik tiles such as those in Athens. It is to be hoped that
the success of the Benaki’s spendid efforts in this regard
will in future be emulated by other institutions.

Note of the editor: The tiles now kept at New York
and Vienna constitute part of the lower and middle area
of the second identical tile panel.

Walter B. Denny

Professor of Art History

University of Massachusetts at Amberst
PO Box 239, Amberst MA 01004
e-mail: wbdenny@arthist.umass.edu

2. See W. B. Denny — A. Ertug, Gardens of Paradise: Turk-
ish Tiles. 15th-17th Centuries (Istanbul 1998) 154-56.

3. See W. B. Denny, The Ceramic Revetments of the Mosque
of Rustem Pasha and the Environment of Change (New York-
London 1977) 114-30.

4. Denny (op. cit.) 78-81.

5.S. T. Bakir, Iznik Cinileri ve Giilbenkyan Koleksiyonu
(Ankara 1999).

6. See www.michelvanrijn.nl/artnews/iznikcontinium.htm
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its website Saz Productions reports 171 tiles stolen in No-
vember of 2003 from the Ramazan Oglu mosque in Adana;
a search of Google shows several other examples of Iznik tiles
embroiled in similar controversies.
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Adomapta oBopavikd mhakidia pe eviaio oxédio

H oBopaviky kepapiky kat ta mraxidia tov Ivik vrrip-
Eav ovAAektikd avitkeipeva yia tovg Evpemaiovg om
and TNV ETMOYN TNG KATACKELNG TOUG, TOV 160 xat tov
npdipo 170 ardva. H moiitky aotdBera, o mérepor
KAl Ol (PUOLKEG KATAOTPOPES TIOU EMUKPATNOAV OTNV EV-
pUtepr) meptoxy] katd ta téAr tov 190v kat tov mpdpHo
206 atdva ypovikd ouvvEmEsay Pe THY KOpUP®OT TOL
OUAAEKTIKOU £VOLAQEPOVTOG, PUE ATOTEAETPA PEYANEG
noodtnteg and mhakidia mov emévovav obwpavikd Kti-
pta va katarni&oov ot Ador. Optopéva arn’ avtd épe-
pav 6pota potifa oe kdle mraidio, oxnuatifoviag pa
gupltepn ovvBeon pe emavarapPavépevo oyédto. Ze
AAAeg mepTdoEls, 1o Pacikd potifo Stapoppovétav
ndve oe téooepa mhakidia ov anotelodoav T povd-
da tov emavarapPavéuevouv dtakdapov.

Axépa peyarittepo evbiagépov mapovotdiouvv ta
avtévopa tetpdyova maakidia (pe bypog yipo ota 27
€K.) Y] opddeg toug, mov anotehoboav Tujpata peya-
Abtepng ovvBeong yia v emévduon tolywv, Tov cuyvd
Eemepvoboe ta 2 p. oe bypog. [ToArég gopéc eival d0-
OKOAO va evtomoTel 1 mPoEAevon AVTAV TV TAakdi-
®V, TIOL ONHEPA PUAACOOVTAL OTIG CLAAOYEG dtdpopmv
povoeiov otnv Evpdnrn kat tv Apepikry. Me ) fon-
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Beta Spoc e Ynelakrc potoypagiag, eivar duvatdv
ta mAakidia va enavaovvapporoynboiv kat va amoka-
taotabel ) apyiky evomopévny obvBeon).

[TAakidia and 6vo tétoleg peydrec ovvBéoeig —ta
omnofa Eexwpilovy emeldn] elvar ynAdtepa kat otevétepa
and ta neptoodtepa mov Ppébnkav in situ— evionio)-
kav oto Movoeio Mnevdxm, to Movoeio ['ktovApre-
kiav otn AwooaPéva, to Movoeio Egappoopévav Te-
xvov ot Biévwn, oto Movoeio Biktwpiag kat AAPép-
tov 010 Aovdivo kabde kar oo Mytponoirtiké Mov-
oefo ¢ Néag Yéprne. Méow pag mpdtne pneraxtc
amokatdotaong e£fxBet 1o ovpmépaopa dt mpdretta
yta dvo (dteg ovvBéoeig pe 17 mhakdxia og dyog kat
aocuvviifioteg mapaotdoetc ofwpavikot tpovrov otV
kopuey kdbe otvBeonc. Ot e1dikol oto Movoeio lora-
ukodv Teyvav tov Movogiov Mnevdxr katdgepav —oe
ouvvepyaoia pe dAra wdplpata katr pe pévipouvg davet-
opots mAaktdiwv 1) LYNANS TotdTrTag avitypagpa— va
anoxataotrjoouy Tig Vo auvBéoeig mov tomobetiOnkav
ot véa ékBeomn oto Movoeio Mnevdkn. Ot ouvBéoerg
avtég, mov Tubavétata ypovoroyobvtat ylpw oto 1570,
KATaoKeLdoTKav yla to peydio Bepvé avdktopo oty

Adpravotmoin enl Zeiip B’ (Bao. 1566-1574).
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The reconstruction of an Iznik tile panel,
Benaki Museum Islamic Art Collection

THIS PAPER BUILDS on research by Prof. Walter B. Denny
which led to the conceptual reconstruction of an impres-
sive Iznik tile panel which originally adorned the second
imperial residence in Edirne (Adrianoupolis).' The deci-
sion of the Benaki Museum trustees to rehouse the Is-
lamic Art collection in new premises gave us the oppor-
tunity to participate in a group effort at realizing a sweep-
ing vision —the reconstruction of a spectacular Iznik ar-
tifact and its presentation to the public, while respecting
conservation ideology and practice. The project could
not have come to fruition without the collaboration with
the Gulbenkian Museum, which lent key sections of the
panel and also the exemplary technical team who worked
of us on the various facets of the project. The resulting
scientific examination of the materials corroborates the
bibliographical evidence that the panel dates to the mid-
16th century, the most accomplished period of Iznik ce-
ramic production.

The original tiles were dispersed on the residence’s de-
struction, but they have resurfaced in a number of re-
nowned museum collections. In the early 1990’s Prof. W.
B. Denny identified various groups of tiles as belonging
to the same composition, and as a result the nine tiles
from the Benaki Museum (nos 113 a-c, 92) and the 15
tiles from the Calouste Gulbenkian Foundation were re-
cently reunited. The various remaining tiles —six from
the Victoria & Albert Museum, London (no 428-1900)
and two in the Osterreichisches Museum fiir Ange-
wandte Kunst, Vienna— were reproduced as infills. Tiles
belonging to New York’s Metropolitan Museum collec-
tion (no. 02.5.95ab 181281, no. 02.5.102 191282), which
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are stylistically identical to Benaki tiles no. 92, were also
taken into consideration.

In its current form, the reconstructed panel is three tiles
wide by eleven tiles high with total dimensions of 3.40m
in height by 1.014 m in width (fig. 1). Unit tile size is ap-
proximately 0.309 m in height, 0.338 m in width and
~1.5-2 cm in thickness. The negligible differences in di-
mensions are attributable to the process of manufacture
as well as to tile type (border or central).

The decorative program

The rich tapestries of intertwined vegetal and flo-
ral motifs depicted with brilliant colors (mostly blues,
greens and reds) under transparent glazes epitomize Iznik
(Nicaea) ceramic output. This innovative technology
reached unprecedented heights of technical and aesthet-
ic excellence in the 16th century and left a lasting legacy
in ceramic production, which extended well beyond the
borders of the Ottoman empire.” Tile revetments were
used to both enrich and define the surfaces and architec-
tural features of major religious and secular monuments.?
Revetment tiles* represent one of the most characteristic
forms of Iznik production in an apogee of architectural
and decorative synergy. Unified-field panels with stylized
floral and foliate motifs and intertwined sinuous stems,
framed in contrasting color borders, evoke the heavenly
gardens of paradise.

The reconstructed panel in question is one of the few
surviving examples of Iznik production to adorn a secu-
lar building. The tripartite panel is divided horizontally
into the base, the central unified white ground field and
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the crowning section with the cupola, while the overall
design is mirrored along a central vertical axis. A green-
ground border outlined in red, which bears intertwined
floral scrolls of stylized flowers, palmettes and blue lotus
blossoms, frames the composition on three sides and out-
lines its various sections. The border is not constituted of
separate rectangular tiles but shares standard tile space
with the white-ground central field. The base, which is
two tiles high, features a central scalloped cartouche with
an upper pendant containing floral motifs. It is crowned
by complex spandrels with red and white arabesque on a
blue ground; the background of imitation Breccia is ren-
dered in manganese purple and white.

The arabesque design of the central white-ground pan-
el in the sazleaf and rosette style’ is deployed up to a total
of seven tiles in height. The decorative program of inter-
laced leaves and stems interspersed with palmettes and
blossoms is repeated at three-tile-high intervals. The up-
per part of this section features a pointed arch delineated
by the green-ground border, while the spandrels are dec-
orated with white arabesque on a cobalt blue ground, re-
flecting the infill decoration of the spandrels of the base.

The crowning section of the panel is constituted of
two rows of tiles bearing the incomplete cupola, though
it lacks the upper horizontal border. The brilliant blue
cupola stands out from the white background, its cur-
vature emphasized by red, radial ‘joint lines’. A broad
band with delicate arabesque on a cobalt blue and green
background, punctuated by touches of red, encircles the
drum. A similar, larger-scale design decorates the bottom
half of the cupola crown.

Technological Characteristics

On the basis of stylistic considerations and quality of
execution, the panel is attributable to the 16th century.
Our microscopy findings corroborate this: the tiles’ lead-
rich quartz frit body and slip layer, and the underglaze
decoration of brilliant colors under a clear/translucent
layer of glaze with no crackle, are among the characteris-
tics which have made Iznik tiles famous for their beauty
and durability. The samples were examined under the
stereomicroscope (Nikon SMZ 800 20-63X) and the
pigments’ and glaze were further analyzed by electron
microscope (Philips XL 30 ESEM).?

The ceramic tile body was produced from a mixture of

65-75% quartz, 15-18% soda-lime frit, 3-4% high-lead
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The reconstruction of an Iznik cile panel

Fig. 2. Tile no. 92, cross section, 60x. Note the 150-200
um-thick transparent glaze layer.

Fig. 3. Tile no. 92, cross section 30x. Note the blue color of
the glaze layer, which is attributed to the significant staining
power of the cobalt pigment.

frit and 8-13% non-calcareous clay.’ The clay provided
the elasticity necessary for forming the quartz-rich body
and during firing reacted with the glass and to a limited
extent with the crushed quartz to produce intersticial
glass that bonded together the quartz body."” The slip, the
brilliant white ground for painting, was then applied on
the biscuit. The slip layer, which is very similar in struc-
ture to the biscuit, was manufactured from selected mate-
rials from which iron impurities were removed, so as not
to discolor it. Its thickness ranges from 500-600 pm.
The paint layer is preserved under a 150-200 pm-thick,
glassy layer of translucent glaze" (fig. 2). The glaze was
applied as a slurry of ground frit, prepared with silica and
soda known as bora (potassium-sodium carbonate with
some chlorine and sulphate),” with the addition of flux-
ing agents —lead and tin oxides.”” The inclusion of lead
as flux resulted in lower firing temperatures (T* C< 850-
900°C)" than those required for firing ceramics with a
pure alkaline frit, and provided elasticity which improved
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the fit between slip and glaze.” Analysis of the clear
glaze'® yielded 15.8% soda/Na, O, 29.4% lead oxide PbO,
48% silica, 2.6% tin oxide/SnQ, (see table 1, an. 1).

The panel’s vivid color palette includes emerald green,
cobalt blue, pale blue and coral red (typically applied in
relief), black for the outlines and purple in the base of
the composition. The rendering of the colors, especially
the pale blue and emerald green, is painterly, though the
color fields are well contained within the outlines. The
paint layer was produced by mixing lead-rich frit with
the mineral pigments, which were for the most part
available locally and less often imported. With the excep-
tion of red, the pigments dissolved into the glaze during
firing and were diffused through it.”

Pigment analyses, in terms of colorants and quantities,
are also in agreement with those reported in the relevant
literature.”® The dominant colors of the panel are green
(the main colorant oxide is cupric oxide, CuQO), cobalt
blue (main colorant oxide cobalt, CoO)" (fig. 3), light
blue and red (main colorant oxide ferric oxide, Fe,Oj3),
which is applied in characteristic relief. It is, however, the
presence of the manganese purple (main colorant oxide
manganese oxide, MnO) which places the tiles’ produc-
tion safely in the mid-16th century, as, due to its volatil-
ity, its use as a colorant was brief (1550-1585) and it was
soon replaced by red.”

The reconstruction methodology

The reconstruction of an artifact whose beauty is large-
ly reliant on the complex interweaving and rhythmic
repetition of lush yet stylized motifs, unified in a struc-
tured" yet organic architectural composition, necessitates
more than just a discerning eye. It is also incumbent on
the knowledge of materials and manufacture techniques,
and a familiarity with styles, trends and execution, as well
as an overall awareness of the history and adventures of
the components over time. Furthermore, extensive detec-
tive work is necessary in order to conceptually assemble
complete entities from disparate, often widely dispersed
sections. In the case of this large and complex tile panel,
the various sections were owned by a number of museum
collections and exhibited as autonomous panels (fig. 4).

As well as the available studies, the reconstruction
process relied on the systematic scrutiny of the decora-
tive details in association with the overall tile grid. The
starting point for the synthesis of the components was
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Table 1. Electron-probe analysis of the glaze and pigments
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Note: the pigments analyzed were within the glaze layer at a depth of 50-100 pm from the sample’s outer surface.
The beam was rastered over an area of 100 x100 pm. At least three readings were averaged for each color.

Fig. 4. The assembly of the Benaki Museum tiles no. 92,

before reconstruction.

the existence of the unifying feature of the panel —the
green-ground border which both frames it and divides
it into its major iconographic components. The base and
cupola sections were quite complete in and of themselves,
so that emphasis was given to the way they were matched
with the central panel. The only part which warrants
some discussion is the synthesis and final height of the
unified panel.

Although the decorative motifs of the central field are
repetitive, they are not interchangeable, as they do not
correspond exactly to the tile grid (the horizontal and ver-
tical axes created by their sides). At first glance, it would
seem that a central tile such as the upper tile of fig. 10
(now in row five) could be swapped with the correspond-
ing central tile three rows above (row eight), yet the motif
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is not positioned in the same place on the tile in each case
(fig. 5). This misalignment of design and tile unit, which
translates into a unique relationship between each tile
and its location, is a not uncommon feature of unified
panels, and arises from the way they were designed. The
design was first executed on cartoons, which were trans-
ferred onto expanses of standard size tiles, arranged so
that the finished product would fit into its preordained
architectural space.”” Reconstruction with similar, but
not identical, recycled tiles was quite a common practice
in Ottoman decoration since the intricacy of the designs
and the lack of precision in the relationship between de-
sign and tile grid lent themselves to such treatment. Such
reconstructions with tiles bearing similar motifs in simi-
lar colors did not by any means compromise the overall
richness and evocative power of the designs and are often
not obvious to the casual observer. Authenticity was here
subordinated to the overall aesthetic value.

The first step in generating the reconstruction proposal
was to correctly overlay the Benaki and Gulbenkian tiles
on the overall schematic design (fig. 5). The available tiles
from the other collections were then reexamined with a
view to their possible insertion into this panel. The lower
section (Benaki no. 92) was preserved in its entirety, thus
making the Metropolitan tiles redundant and reinforcing
the hypothesis of the existence of twin or multiple pan-
els. For the unified-field section, the reconstruction up to
the seventh row of tiles resulted from correct placement
of Benaki Museum tiles nos 13 a-c and Gulbenkian tiles
nos 1724,% 1704, 1683, 1650, 1659; the insertion of the
two tiles from Vienna’s MAK Museum in the sixth and
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Museum
of Islamic
Art Cairo
Vienna
GM17244
GM1650
GM1659
BM92
0,309

Fig. 5. The reconstruction of the panel: (a) available tiles, and (b) proposal for a maximal reconstruction.
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Fig. 7. Tile fragment, Gulbenkian no. 1704b.

seventh rows also results in a good fit, which suggests
that they too belong to this particular panel. The central
section, which terminates in a pointed arch deployed on
two rows of tiles from the Victoria & Albert Museum
(nos 428-1900) (fig. 6), unquestionably adjoins the cu-
pola section as the matching details, including the arch’s
apex, are completed on the lower zone of the cupola tiles Fig. 8. Tile fragment, Gulbenkian no. 1727.
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Fig 9. Row six, tile infill. The design and colour palette were
reproduced without the richness and depth of the original

texture and painting.

(Gulbenkian no. 1632). The total height of the section is
however arbitrary, as the pattern could in theory be re-
peated indefinitely: indeed the insertion of tile Gulben-
kian no. 1704b (fig. 7) would necessitate the addition of
three more rows of tiles.” The slight discrepancies in de-
sign match between rows 7 and 8 —between the bottom
of the Victoria & Albert Museum panel and the top of
the Gulbenkian five-tile panel no. 1724— may also sug-
gest the possibility that the panel was originally taller.

The completion of the cupola section in the maximal
reconstruction (fig. 5b) is due to the ingenious discovery
by curator Mina Moraitou of a three tile-high panel (1,01
x 0,94 m) in the catalogue of the Museum of Islamic Art
in Cairo, which boasts a slender finial with upturned
crescent atop the onion shaped dome. Whilst according
to the description, the border tiles boast the green-ground
border and the white background, the middle right hand
side tile is identical to tile fragment Gulbenkian no 1727
(fig. 7). This fragment (dimensions 30,7 x 27 cm) bears
an identical green-ground border with red outline on an
otherwise white ground, along with the very end of the
lowest part of a spandrel. The addition of the Cairo panel
(inv. no 6218) in rows 12-14 (fig. 5b)** handsomely com-
pletes the architectural section of the tripartite panel in
a composition which emulates contemporary textile and
carpet designs, bookbindings, ornamental woodwork
and metalwork.”
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Fig. 10. Benaki Museum tiles nos 113 a-c, before
conservation.
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Display and conservation

The reconstruction aims to display the panel in a man-
ner as close to the original as possible with emphasis on
the overall decorative value. All original tiles were incor-
porated, with the exception of tile fragment Gulbenkian
no. 1727, which would have required extended infills,
exceeding the original tiles in number, without adding
much to the overall conception. In the same spirit, small
tile fragments were also left out.

The infill tiles (Victoria & Albert Museum panel® and
select single ones) were cast from moulds taken from the
originals, so as to reproduce the irregularities of both the
surface microrelief and the dimensions. Infills were cast
with a mortar resembling the ceramic body, comprised
of white Portland cement, marble powder and brick dust
in a ratio of binder to aggregate 1:2,5, reinforced with
polyethelene fibers. The slip was made with a thin lay-
er of white mortar composed of white Portland cement
and marble powder in a ratio of binder to aggregate 1:
1. A calcium compound mortar with acrylic (Polyfilla)
was used for superficial infills. Acrylic-based paints were
used for drawing and an acrylic varnish was used to pro-
tect the newly painted areas. The painted decoration was
skillfully executed by artist K. Mavragani (fig. 9), the
aim being to make the infill sections less distracting but
not invisible to the viewer. The design and color palette
were reproduced without the richness and depth of the
original texture and painting

The Benaki museum tiles (nos 113 a-c, no. 92), which
had been assembled using disparate infills —tile frag-
ments and timber— (fig. 4), were dismantled and re-
paired. All tiles were chipped on the edges and along
fracture joints, while fragments had been affixed with
shellac and infilled with plaster of Paris (fig. 10). The
tiles were cleaned with water and liquid PH neutral soap,
while the remains of the shellac adhesive were removed

NOTES

1. W. B. Denny — A. Ertug, Gardens of Paradise. 16th Cen-
tury Turkish Ceramic Tile Decoration (Istanbul 1998) 144.

2. For a comprehensive overview of the evolution of Iznik

ceramic manufacture: J. Carswell, Jznik Pottery (London
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with ethyl alcohol poultices.” Fragments were reattached
with a cellulose nitrate adhesive (Paraloid B72 HMQG)
and missing parts were cast with the same mortar as was
used for casting tile units.?®

The tiles were mounted on lightweight rigid laminated
panels of honeycomb construction® in seven distinct sec-
tions. The foremost consideration in mounting was to
design a reversible articulated system which would allow
for dismantling with the minimum stress being incurred
by the tiles.*® Each section was fixed to the wall by means
of a pair of interlocking stainless steel plates ([] in sec-
tion), one of which was attached to the wall and the oth-
er to the panel. This system ensures thin joints between
sections, thus respecting the overall uniformity of the
panel. A laminated stainless plate (inverted L in section)
was used to frame the four sides of the panel in order to
disguise irregularities on the edges and to conceal the
mounting system.

The reconstructed panel is now on display to the gen-
eral public in all its former glory. It is prominently dis-
played on the west wall of Room IV in the new Benaki
Islamic Art Museum along with objects from the 16th to
the 19th centuries —rare metal and wooden artifacts and
the celebrated Bursa textiles— which mark the zenith of
the Ottoman Empire’s patronage of the arts.

Yanna Dogani

Conservator

2, Monis Petraki st., 115 21 Athens
e-mail: dogani@otenet.gr

Amerimni Galanou

M. Sc Conservator

2, Monis Petraki st., 115 21 Athens
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1998); V. Porter, Islamic Tiles (Lond on 1995).

3. The peak of Iznik tile production (mid-16th century)
coincides with the reign of Sultan Siileyman the Magnifi-

cent, whose patronage of the arts is exemplified in the works
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of the great architect Sinan. Tile revetments adorned the
interiors and exteriors of many a palace, mausoleum and
mosque in cities like Istanbul and Edirne.

4. Often called (ins, a term used to denote pottery and
all kinds of ceramics made of clay and silica: N. Atasoy — J.
Raby, Iznik: The Pottery of Ottoman Turkey (London 1989)
23.

5. Y. Petsopoulos, Introduction-The Ottoman Style, in:
Tulips, Arabesques and Turbans. Decorative Arts from the Ot-
toman Empire (London 1982) 8.

6. D. W. Kingery, P. B. Vandiver, Ceramic Masterpieces
— Art, Structure and Technology (New York 1986) 123-33; S.
Paynter et al., The Production Technology of Iznik Pottery
— a reassessment, Archacometry 46,3 (2004) 421-37; M. S.
Tite, Iznik Pottery: An investigation of the methods of pro-
duction, Archaeomerry 31,2 (1989) 115-32.

7. Samples were taken from five characteristic pigments of
the Iznik palette on Benaki Museum tile no. 92.

8. We are indebted to chem. engineer D. Papageorgiou
for the electron microscope analyses, performed at Titan Ce-
ment Company research laboratories.

9. Paynter et al. (n. 6) 430. These recent findings are
broadly consistent with Abu’l-Qasim’s classic recipe (10
parts silica, one part white clay and one part frit): Atasoy

— Raby (n. 4) 50.
10. Paynter et al (n. 6) 422.

11. The advent of the underglaze painting technique su-
persedes the cuerda secca technique in the mid 16th century,
the period which coincides with innovations in Iznik tile
production: Porter (n. 2) 103-04.

12. Atasoy — Raby (n. 4) 52. Recent research suggests that
the source for alkalis was probably a purified soda-rich plant
ash: Paynter et al (n. 6) 436.

13. The Iznik glaze was a lead-alkaline-tin mixture, but
the ratio of lead was 30% for the glaze compared to almost
50% for the body frit; the glaze also contained about 4.7%
tin oxide: Atasoy — Raby (n. 4) 60.

14. Higher firing temperatures would result in diffusion of
the pigments in the glaze, a process also reduced by the pres-
ence of tin: Tite (n. 6) 129.

15. Atasoy — Raby (n. 4) 51, 66. Tin oxides were used in
glazes acted as opacifiers. Iznik translucent glazes are dis-
tinctive in that they contain a significant percentage of tin
which remained for the most part in solution, possibly due
to a reducing atmosphere during firing. Tin did not act as an
opacifier but as stabilizer also limiting pigment diffusion into

the glaze: Tite (n. 6) 123-24.
16. The recipe for producing the Iznik glaze remained
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largely unchanged from the 16th century to the early 17th
century. It was constituted of 11-12% sodium oxide, 28-
34% lead oxide, 49-57% silica and 3% tin oxide, which is
comparable to the data from our analysis: F. Okyar, The
technology of frit making in Iznik, Key Engineering Materials
264-268 (2004) 2391-94.

17. Tite (n. 6) 126.
18. Atasoy — Raby (n. 4) 50-70.

19. The analyses yielded a negligible percentage of cobalt
due to the fact that a very small quantity had significant
staining/coloring power, a characteristic which counteracted
the high cost of importation from Germany or Persia: G. De-
georges — Y. Porter, L'Art de la Ceramique dans I'Architecture
Mousulmane (Paris 2001) 17-18; Atasoy — Raby (n. 4) 59, 67.

20. Atasoy — Raby (n. 4) 59.
21. Denny — Ertug (n. 1) 77.

22. Small tile sections from other panels had been inserted
in the original assembly of this five-tile panel. All Gulbenkian
tiles were restored at the National Tile Museum in Lisbon:
see report CRS Relatorio Tratamento de conservagio e restauro
de um conjunto de placas cerdmicas estilo Iznik pertencentes a
Fundaciao Caloust Gulbenkien, 12 Maio 2004.

23. This fragment most probably belongs to another simi-
lar panel.

24. Closer observation of the color palette, the quality of
the rendering and dimensions as well as digital manipulation
are needed to determine whether the Cairo panel as it stands,
does indeed constitute the upper part of this panel. The Cairo
panel’s photograph was identified in M. Gaston Wiet, Album
du Musee Arabe du Caire (Cairo 1930) 72, while this article

was in press.
25. Petsopoulos (n. 3) 132-34.

26. Reproduction was based on photographs generously
donated by the Victoria & Albert Museum.

27.]. Ashurst — N. Ashurst, Practical Building Conserva-
tion 2 (New York 1988) 78; S. Buys — V. Oakley, The Con-
servation and Restoration of Ceramics (Oxford 1993) 88-98.

28. The Benaki tiles were restored by conservators K. Ies-
sai and E. Manou.

29. Aerolam, sandwich panel of glass fiber layers and
aluminum honeycomb construction. P. Mora — L. Mora
— P. Philippot, Conservation of wall paintings (London 1984)
262-81; Buys — Oakley (n. 27) 213-16.

30.Y. Lambiris manufactured all metal fasteners and
plates, and stonemason 1. Kladios was instrumental in the
mounting procedure.
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APPENDIX
Further research on the technology of Iznik ceramic manufacture.

Tile panel no. 79, Benaki Museum Islamic Art Collection

The conservation of a significant number of Iznik tile
panels, prior to their display in the Benaki Islamic Art
Museum, provided an opportunity for further research
into the technology of ceramic manufacture. A tile frag-
ment from Benaki panel no. 79 was accordingly chosen
for examination in association with the reconstructed
panel from the Benaki and Gulbenkian collections, as
the decorative programs of the two panels are similar
and they were believed to be contemporary. Microscopy
data was compared with the relevant studies' in order
to ascertain provenance and narrow down the time of
manufacture.

The panel from which the sample was taken consists
of a group of eighteen tiles assembled from a much
larger Iznik unified-field panel (fig. 1). In its present
form the panel, which is missing a substantial number
of tiles from the original, measures 1.35 m in height
by 0.73 m (fig. 2). The composition is framed by a
blue-ground border with turquoise outline featuring
white palmettes, serrated leaves and cloud-like mo-
tifs. The unified-field design which features stylized
blossoms, palmettes and carnations intertwined with
sinuous stems and leaves, is mirrored along a central
vertical axis. The dominant color palette consists of a
rusty red, cobalt blue, light blue, emerald green and
turquoise, with black for the outlines. The style is very
similar to the design which adorns the gibla wall of the
Mosque of Takieci Ibrahim Aga at Topkapi Gate in
Istanbul, built in 1592,* though on close observation
slight differences in execution between the two panels
can be noted. Where the Istanbul panel boasts efful-
gent colors and precision of design, the colors in panel
no 79 are more muted and bleed into one another —the
emerald green diffuses beyond the outlines—, and the
white slip is dimmer (fig. 3). The overall aesthetic
quality suggests that the Benaki panel must postdate’
the Istanbul panel.

The tile sample bears most of the colors with the
exception of turquoise and light blue. Thin sections
were examined under the stereomicroscope (Nikon
SMZ800 10-63X) and electron microscope (Philips
XL 30 ESEM), while the ceramic body composition
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Fig. 2. Panel no. 79, current display.

was determined by XRD analysis* (table 1) LIBS anal-
ysis was also undertaken in order to identify the nature
of the pigments, especially cobalt blue which was used
in minimal quantities. Samples were taken in a man-
ner which would provide sections through the various
pigments.

The transparent glaze layer is approximately 150-200
pm thick, with the exception of the areas bearing the red
pigment in relief, where it thins out considerably, to ~50

pm (figs 4, 5). Analysis of the glaze yielded lead oxide
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Fig. 3. Panel no 79, central tile, row 3.

(PbO), sodium monoxide (Na,O), calcium oxide (CaO),
potassium oxide (K,0) and tin oxide (SnO,) (table 1 an.
2), findings which are in accordance with comparable
data on the manufacture of frit, as used in different ratios
in the glaze and the ceramic body of Iznik ceramics.

The 700 pm-thick slip differs from the ceramic body
due to its density and finer grains which do not exceed
35-40 pm, as opposed to silica crystals in the ceramic
body (1.5 cm thick) which can reach up to 450 pm in
size. The presence of lead oxide (PbO) indicates that frit
was used in its preparation (table 1 an. 1). XRD analysis
of the ceramic body yielded silica, traces of clay com-
pounds and calcium carbonate. The glassy inclusions
are randomly dispersed in the mass and do not create the
interconnected network which is typical of ceramic wares
from this period.®

The red pigment is observed as a thick, opaque layer,
piled in relief (fig. 6). The color is due to the presence of
ferric oxide (Fe,O3) (table 1 an. 5) Under the translucent
glaze, the blue color is associated predominantly with
cobalt oxide (CoO)” and the green with cupric oxide

(CuO).2
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Figs 4, 5. Thin section 40x and cross section 30x. The slip layer is more dense and fine-grained than the ceramic body.
Crystal size in the slip does not exceed 40 pm whereas silica crystals in the ceramic body can reach up to 45 opm.

Table 1. Electron-probe analysis of the glaze, colors and slip.
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e 538|288 3| al=zls 88|83 3|3|ag alald &l a
= R ST ™~ O == Q Q ®; @) ®)
s SE| 2|22 2|8|8|% g|S|F &S 2|8 % 52

:
1 slip* 42 | 21 6.1 ND | 76.7 ND | 0.5 0.9 38 | ND | ND | 13 | ND | 09 | ND | ND | ND 3.5
2 | clear 12.8 | 3.2 1.9 | ND | 583 | ND | 04 0.8 45 | ND | ND | 1.1 | ND | ND | ND | ND | 2.6 | 143
3 green 11.5 | 0.7 1.5 04 | 47.0 | ND | 0.9 0.6 0.9 0.2 0.2 0.8 0.1 0.2 22 | ND | 24 | 305
4 blue 10.2 | 0.6 1.7 | ND | 503 | ND | 0.7 0.4 1.3 | ND | ND | 2.1 03 | 03 04 | ND | 23 | 295
5 red 34 | 04 1.4 | ND | 845 | ND | 0.5 0.4 06 | ND | ND | 77 | ND | ND | ND | ND | ND 1.2

| 6 black** | 11.4 | ND | 0.9 0.3 | 46.3 | ND L 1.3 0.6 1.0 14 | ND | 1.0 | ND | 03 2.1 | ND | 2.1 | 314

Note: the pigments were detected within the glaze layer at a depth of 50-100 pm. The beam was rastered over an area of
100 x 100 pm. At least three readings were averaged for each color.
* Analysis of the slip was executed at a depth of 300 pm.
** Spot analysis of 3 pm diameter was performed on individual grains.

(Table 1 an. 3, 4 fig. 7). Black outlines were produced
by chromite, observed as dark grains dispersed within
the glaze layer where chromium trioxide (Cr,O3) was
detected (table 1 an. 6 fig. 8).

Scientific examination and macroscopic observation of
the tile panel indicate that it should be attributed to the
later period of Iznik ceramic production, the mid 17th
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century, which witnessed the decline of manufacturing
standards. Tin’ was detected in clusters of coarse inclu-
sions, by contrast with an even diffusion within the glaze
layer, indicating a less thorough mixing of body, slip and
glaze constituents, or even higher firing temperatures.
Its role as a stabilizer to prevent color bleeding was thus
undermined, as seen in the diffusion of the colors be-
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Fig. 6. Thin section, 10x. The red pigment is observed as a
thick opaque layer piled in relief. Note the thining
of the glaze layer over the red pigment.

Fig. 8. Detail, upper surface of sample, 40x. The black
outline of the red and blue color fields is attributed to the
presence of chromium trioxide Cry,O3.

yond the outlines of the design (fig. 9). Black chromite
pigment began to be used for outlines in the mid-17th
century, replacing the dense, dark, iron and copper rich
pigments used in the mid-16th century, while the red
color appears here duller and browner by comparison
with the eatlier brilliant bole red.

In conclusion we believe that the comparative investi-

4, 2004

Laser Induced Braakdown Spectroscopy (LIBS)

i S|
Blue colour on tile (79)
IslamicCollection
H Benakl Museum
Pb
Po
L
| )
280

Wavelength (nm)

Fig. 7. LIBS (Laser Induced Breakdown Spectroscopy)
analysis.

— >

Det WD Exp F——— 50m
GSE 100 0 Wet 09 Torr

AccV  Spot Magn
30.0kV 5.0 461x

Fig. 9. SEM microphotograph of glaze layer, outer surface
to the right. Chromite, Cr,O3 (A) and cassiterite tin oxide
SnO, (B) were identified.

gation of two dazzling and lush Iznik tile unified-field
panels in the Benaki Islamic Art collection, the findings
of which are summarised in this article, has made a con-
tribution towards a better understanding of the subtle
variations in execution which accompanied the evolution
of Iznik art from its rise in the late 15th century to its
gradual decline 100 years later.
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NOTES

1. N. Atasoy — J. Raby, lznik. The Pottery of Ottoman Turkey
(London 1989) 50-89.

2. W. B. Denny — A. Ertug, Gardens of Paradise. 16th century
Turkish Ceramic Tile Decoration (Istanbul 1998) 175 pl. 98.

3. The tile fragment with the blue-ground border which
has been incorporated on the right hand side of the panel n
the Mosque of Takieci Ibrahim Aga seems to belong to panel
no 79. This was possibly done during restorations following
the late 19th-century earthquakes: Denny — Ertug (op. ciz.)
173 pl. 98, fig. 1, central tile, first row.

4. We are indebted to chem. engineer D. Papageorgiou
for the XRD analyses carried out at Titan Cement Company
research laboratory.

5. Atasoy — Raby (n. 1) 60.

6. The lack of a glassy network in ceramic ware manufac-
ture is a characteristic of the period of decline, but this is not

the case with tile manufacture. The maximum size of silica
inclusions in 15th century tiles is Imm, up to 10 times larger
than those found in Iznik pottery: Atasoy — Raby (n. 1) ch.
VI n. 10, 372.

7. We are indebted to Dr. D. Anglos and Dr. P. Pouli for
the Laser Induced Breakdown Spectroscopy analyses under-
taken at FOR.TH. LE.S.L., Heraklion, Crete.

8. The presence of iron oxides in the green colors corrobo-
rates the fact that they were produced by iron oxides in the
presence of copper oxide: Atasoy — Raby (n. 1) 67-68.

9. The use of a tin glaze appears in Iznik production in the
late 15¢h century and continued in use until the Jate 16th cen-
tury. Phosphorus appears possibly as a glass former in combi-
nation with calcium used as flux. The glaze covering decadent
ware of the mid 17th century no longer contained tin in the
lead glaze, but was characterized by circa 2% phosphorus pen-
toxide: Atasoy — Raby (n. 1) 66-67.

I'TANNA AOT'ANH - AMEPIMNH I'AAANOY

H avaodotaot kat anmokatdotaoct evédc mivaxa pe miakidia Ivik oto Movoeio Iohapikdv Texvdv

O evruneotakde mivaxag (3,40 x 1,014 p.) mov deoné-
Cet otov dutikd Ttoixo e 4ng aiBovoag tov Movoeiov
Iodapxdv Texvdv kar anotereltar and 33 opBoydvia
(3 x 11) mraxkidia, anokataotdBnke npdogata pe
ouvévaar evvéa mhakidiov tov Movogiov Mnevdkn
kat 15 mhakidiov mov diatibevral and tig cvAloyég
tov Mouoeiov Calouste Gulbenkian tng Atooafévac.
Ta mhaxidia mpoépyovtar and tov drapeAiopd didvpev
TVAKeV, oL akoAovBnoe Ty KataoTPoP] TOL COVA-
taviko$ avaktépouv tng Edirne (Adpravodmorn) katd
tov Pocotovpkid nérepo. H gukaipia yia v ava-
obotaom tov mivaka 860nke péoa and tny kapmo@ps-
pa ovvepyaocia pe tov totopkd téyvne W. B. Denny, o
omnofog evtémioe ta didomapta Tpfjpata tov nivaka og
ONUAVTIKEG POLOEIAKEG OLAAOYEC TOL EEMTEPLKOU.

H kataokevy tov nivaka tonoBeteitar otnyv nepiodo
TOV HEYAA®V KAAALTEYVIKOV KAl TEYVOLOYLKAV KaLVO-
Toptdy, Tov 0dfjynoav, and ta péoa tov 160v €6 Tig
apyéc tov 170v aidva, v KEPApky mapaywyn tov
Iznik (Nikata) oto andyeid g, pe t erHun g va
Eemepvd ta 6pta g OBopavikric avtokpatopiac. Ta
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Kepapkd avtd, mov dtakoopotvat pe otvAlaptopéva
davBwa kat gutikd Bépata, xapakmpifovrat and tov
TA0UTO KAt TNV TOALTAOKSGTNTA TV oXedinV Toug, Ta
anactpdntovia xpopata Kat 1| dtapdvela the e@ud-
Awo1ig tovg. Molovétt ané ouvBetiky droyn, n av-
Ovn o6vleor tou mivaka evidooetat 6To MAA{GLO TIOV
vnayopevetat and v nepl [Tapadeioov povoovipavi-
k1] Bedpnon, n napdotaon eivar asvviboty, kabobg
avantdooetal og tpia péprn mapaniéPnovrag oe KAmoo
apyrtextévnua pe apida otn Pdon, dvhwo enavarap-
Bavépevo Bépa otov kupiwg koppd kat B6Ao oto KAei-
olpo.

‘Onwg édete m e€étaon Bpavopdrev tov mivaka
oto otepeoptkpookdmio (Nikon SMZ800 20-63X) xkat
1 avdivon delypdtov Tov and v epLAA®ON Kat TIg
xpwotikéc oto nhektpovikd picpookdmio (Philips XL
30 ESEM), avayvepifovtat ta faoctkd texvoloyikd xa-
PAKTNPLOTIKA TG KEPANIKHG AUTHG, HE TN dtakGopunom
va Pploketat avdpesa oo Stavyég poAvPoovyo otpdpa
NG £PUALWONG KAl £VOG KEPARIKOY OOUATOG TAODGLOV
og yaratia. Zrov Aevid kdumo Tov mivaka mkpatody
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10 pmAe tov kofaltiov, to kopaAil kékkivo pe to yapa-
Ktrplotikéd e&éyov avdylugo, to opapaydi npdotvo, to
padpo ota meptdpla tov oxedinv kat to pof ot da-
kéopunon e Pdone. Ot Papéc avtég mov maprxBnoav
and CLUYKEKPIHEVEG OPUKTEG ovoleg, elvat entiong yapa-
KTNPLOTIKES TNG TTEPLOOOL AvTHG, HE TO payyaviovyo
pof va meptopiel o ypovikd mAalolo TG KATAoKELHG
tov mivaka avdpeoa otig dexaetieg 1550 kat 1580.

To £¢pyo NG emavévmong ToV TUNUATOVY TTOL anap-
tiCouv tov mivaka Paciotnke otn avayvopion tov
ETMPEPOVS TUNHATOV TOU KAl OTNV Katavonomn g
€0@TEPIKNG doprig thg obvBeomng, evd 1 anokatdota-
o1] Tou éytve pe yvdpova T avadetén g atodntikic
kat ¢ kaAitreyvikrg tov atiac. Katd v avaovota-
o1 tov mivaka, mepteAfedn o peyaritepog aptbude
v oeidpevov Thakidiov ota povoeia Mnevdkr kat
Gulbenkian. Ot avaykaieg ovpminpooeis éyvav pe

4, 2004

Pedd, amoPelyovTag TiG EKTETAUEVEG CUUTIANPOOELG,
ot omofeg, av kat Ba odnyodoav oty oAOKApwGY TOL
mivaka, pe Ty ekpdtnoy Tov VE®V GUUTATPOUATOV,
Ba vroPdbuiay v aia e avbevukdttac. Téoo ta
ovvtnpnuéva mhakidia, 6co kat ta véa cupumAnpodpata
ovvevabnkav oe emtd aveEdptntovg mivakeg mov po-
oaptifnkav otov toiyo pe pia apbpwri kataockevy,
napéyxovtag t duvatdTnTa anoovLVApPPOAGYNONG, HE
v eAdyio entBdpovor ota avbevtikd mhakidia.

Me tov 1pémo auvtd, 1 evtvnwataxy obvleon napov-
oldletat pe eviaia popet, xwpic dSvadpeoteg acuvé-
XELEC, O€ évav XWPO TIOL TIEPLEYEL OTIAVIA £pYa ULKPO-
texviag, Evioylumtikiig apyvpoypuooyoiag kabdg kat
ta nepigpnpa vpdopata ané ty [poboa (Bursa) mov
kaAvTtovy v epiodo and tov 160 £wg tov 190 atdva,
nepiodo axpig te OBopavikic avtokpatopiag kat Tev
GAAGOV HEYAAGV LOAQULKGOV AUTOKPATOPLEV.
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EKOEXEIYX — EKAHAQXEIY -

- EKAOTIKH APAXT

HPIOTHTA

Anoyr) tov afpiov oto Néo Movoegio Mnevdkn-TTetpaidg 138 to Bpddu twv eykawviov g éxbeong Opozdrnra Iepinov.
Exdoxés evés moprpérov rov Avidvn Mnevixn (pot.: A. Kovpyravtdkng).

A. EKOEZEIZ XTO MOYZEIO MIIENAKH

Q ldvvng A. Hanaiwdvyov.
O ovvdéing - O ddoxadog. Avalitnon xar npwronopia
Ktipto 0606 Kovpndpn (26 lavovapiov - 1 Maptiov
2004).
Atopydvwon: Movoegio Mnevdkr - Tpfpa lotopikdv
Apyelov.
Xopryla: Tdpupa [Navayidn kat "E¢@ng Mryehr), Mou-
odc Oikoc Oidimmog Ndkac.

H éxBeom napoveiace to €pyo tov dvvn A. Tla-

4, 2004

naiwdvvouv (1910-1989), evég and tovg onpavrikdte-
poug "EAAnveg ouvBéteg tov 2000 aidva. To vAikéd mov
extéOnke mpoépyetar and to apyeio tov cuvbhétn, To
omofo bwprOnke oto Movoeio Mnevdkn and 11 oblv-
v6 tov Eipfivr, évav xpévo petd tov Bdvaté tov. Ka-
Td ) didpkela g éxBeornc maifoviav anoondopata
£pyev Tov, eved TapdAinia npaypatonotinkav pe-
HOVOUEVES POVOLKEG EXONAGOELS, LTTE TNV empérela
ov Oeddwpov Avtwviov kat 1 cuppeToXT] TS COA{oT
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AleEdvdpag Ilamaotepdvou.

Katdrovyog: [2dvvng A. Hanaiwdvvov. O ovvdérng- O
ddokalos. Avalrirnon kar npwronopia (exd. Movoeio
Mmrevdxn, ABYjva 2004, ékdoon: eAAnviky], ISBN 960-
8347-11-4).

Q Yopia Bipn

Kxipio 06006 Kovundpn (15 Maptiov - 2 Maiov 2004).
Atopydvwon: Movoeio Mnevdkn.

Xopnyia: Vodafone-ITavagov AEET.

H éxBeom, eviaypévn oto mraiolo evég gvpitepou
TPOYPAppatog pe atdyo T otadiaky| mapovaiacy) Tov
¢pyov EAAYvev karAttexvdv mov ouv kat epydlovrat
ot0 e£0tePIK, agtepddnke oty alyypovy yAintpia kat
Coypdgo Zogia Bdpn. "Hrav éva mavépapa tov mo
npdopatov avalntioeov TG KaAAtéyvidag mov nept-
AdpPave €pya yAumtuki|c pkpdv kat peydAov dtaotd-
oewv, Loypagikric —Addia, akovapérec, KOAAAS, pkTég
Texvikéc—, dnpiovpyieg oe yaptl kat povoapd, kabdg
kat koopfpata ané acfut, xpvod, €Bevo kat oA v-
tpovs AiBovg. v elcodo tov povoeiov extibetat to
HWVNHELOOES YALTTLS ™G «Plénitude de lair».

‘Exboon: Zogia Bipn (exd. Movoefo Mmnevdkn
— Addp/ Tépyapoc, ABriva 2004, ékdoomn: eAAnvikt/
ayyAw}, ISBN 960-8347-12-2).

Q Aléxog Paoravig. Addog - Mvdog - Epwg
Ktipto 0606 Kovpndpn (12 Maiou - 27 lovviov 2004).
Aopydvworn: Movoelo Mnevdxn.

2y éxBeomn mapovotdotnke évag peydioc mivakag
oav torgoypagia e ABYvag kat 30 and ta karbtepa
¢pya tov Adéxov Paoctavod pali pe driieg dnplovpyi-
£G TOL: Xaptaetol, opuRvn YdAKIVOV TOUALGY IOV Kpé-
povtat and Ty opo@t|, avepodeikteg kat maykdkia.

Q Suvpvn: n néin nov ralideve orov ovpavd
Kzripto 06006 Iepaidg (19-20 Maiov 2004).
Atopydvoor: Movoeio Mnevdxr, EAAnviké Xopddpapa.
Xopnyia: Tpdneta Aturig, Teyviky Etapeia TEPNA.
[Tpbkettat yua v mpaypatonoinon 6o napactdoe-
ov tov EAAnvikod Xopodpdparog oto véo ktiplo tou
Movoetov Mnevdkr. Tn povoikr] yia to €pyo €ypape
o ovvBétng Pilunog Toarayolpng, epnvevopévog
ané 1o pubotépnua tov Koopd IToritn Srov Xarln-
@pdyiov, Ve To OKNVIKG kal Ta kooTovpta oxediace o
Aléxoc Paotavdc.
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Q [Tepindovs. 12 Pwroypdpor tov Mdyxvovu

orn 2vyxpovn EALdda

Kripto 0600 I'etparde (15 Iovviou -31 Avyodotov 2004).
Aopydveorn: Opyaviopdg IpoPorvic EAAnvikot Io-
AMtiopot - [Todttiotikyy OAvpmidda oe ovvepyaoia pe
1o [Tpaxtopefo Magnum Photos.

[Tpékertat yia pra mpoTdTuT Kal eVILTOOLAKY Po-

Toypagiky] Stadpopt, wouv anetkoviGel tr ovyypovr EA-
Adda, dnwg TV arypaidtioe o paksde kat n gaviacia
12 &1eBvoic @rpng potoypdgwv, ot omoiot TeptéTpe-
Eav v EAAGda ota yvdpra tov totopiicot-yemypdgou
tov 20v at. p.X. Ilavoavia. KdBe gotoypdeog enére-
Ee 1o Bépa Tov kal 6ploe v Tpoowikt dtadpopr| tov.
H ¢otoypdgion mpaypatomofnke tav, pe apoppr
tovg Olvpmaxois Aydves tov 2004, o Opyaviopudg
IIpoPoiric EAAnvikot TToAttiopot - Toittiotiky Oiv-
pmdda avébeoe oto dLdonpo YO TOYpAPLKd TPAKTO-
peio Magnum Photos va etotpdoet éva noptpaito tng
obyxpovns EAAddac.
Katdloyog: lepindovs. 12 Pwroypdpor rov Mdyxvovu
orn 2dyxpovn EALdda (exd. Opyaviopdc [TpoPorvg
EAdnvikot TloAttiopod - IloAttiotikyy OAlvpmidda,
Magnum Photos, ABvYjva 2004, ékdoon: eAAnvikt)/
ayyiiky, ISBN 960-8276-14-4).

Q Trvxdoers. And to apxaio eAdnvid évdvpa orn
#doa vov 21ov ardva

Kripto 0606 ITetpatdg (22 Tovviov - 17 Oktofpiov
2004).

Atopydvoon: Telomovvnolarkd Aaoypagpiké Tdpupa,
Opyaviopde [poPorric EAAnvikod IMolitiopot - Io-
Aotk Odvpmidda.

Enpérea éxbeone: lodvva Ianavieviov, Baoiing
Zndravdkrg.

Yyedraopdg éxbeong: Zrapdrng Zavvog.

H npdtn peydin diebviic ékBeom pédag oty EAdd-
da mov anetéreoe pa povadiky gvkatpia e mpoPo-
A6 6 atoO kg motdTrtag kat TG mMAAcTIKSTNTAG
TOV TTUXOTOV £VOLHATOY, Téo0 péoa and emAeypuéva
apyafa eAAnvikd aydApata, 600 kat péoa and TomLikKég
evdvpaoieg amw’ dro tov kdopo, dnptovpyies vYPMAYG
pamtikiic Kat prét-a-porter oOyxpovev oxedactodv. 1ot
aftepn 0éom katelye to €pyo tov Mariano Fortuny, tng
Madeleine Vionnet kat tov Issey Miyake, oxedraotdv
1ov ovvéfarrav oty avddelEn tov pérov kat trg mot-
4TNTAG TOV TTUXDOEWDV.
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Anoyn g éxBeong oto Néo Movoeio Mnevaxn-Tlewpaids 138 [Trvxdoeis. And to apxaio eddnvixd évdvpa orn pdda

rov 2lov ardva (pwt.: A. Kovpylavtdkng).

Katdhoyog: ITrvxdoers. And 1o apxaio eAdnvixd évivua
otn péda rov 21ov ardva (exd. Ilelomovvnoraxkd Aao-
ypagiké Tdpupa — Opyaviopée [poPorric EAAnvikot
[ToAtttopot - IToArttotiky Olvpmdda, Abrva 2004,
¢kboom: eAinviki/ayyiur), ISBN 960-8276-18-7).

Q Avotparia: Our Place - Indigenous Australia now
Ktipto 0dot etpaide (1 TovAiou - 31 Avyobatov 2004).
Awopydveon: Opyaviopéc TlpoBorvic EAAnvikod
[ToAtiopob - [MoAttiotiky) Olvpmtdda, Powerhouse
Museum kat Museum Victoria.

Mia ékBeon amd ™ Néa Nétta Ovaria kat Biktépra
oe avtan6door| e ékbeong apyatotiitwv mov £dwoe
1N EALdSa yia tovg Olvpniakotg Aydveg tov Xidvet.
Iapovoidatnkav épya Loypa@ikiig, YAuTtikig, kabdg
KAl QVTIKE{peva Tou £xouv ox£om pe ) Lo, tnv téyvn
Kat tig mapaddoelg tov avtdybovog mAnBuopol g Av-
otpaiiac.

Katdrovyoc: O rdémog pag: H Avorpalia rwv Avioxds-
vy orpepa (emp. St. Miller, ABYva 2004, éxdoom:
eAAnvikt}/ayyiikr], ISBN 1-86317-108-8).

4, 2004

Q pooxvvnua oro 21vi. Onoavpoi and tnv lepd
Movi tng Ayias Arxarepivng

Ktipio 0600 Kovpndpn (20 Ioviiov - 26 ZentepuPpiov
2004).

Aropyavewomn: Movoeio Mmrevdkn

Xopnyta: ‘Topupa Zapovpka.

‘ExBeon pe 41 €pya, eixdveg kat yeipdypaga, and m
Movn g Ayiag Awcatepivng tov Zivd, ta onofa eiyav
extebel oto Mntpomoirtikd Movoeio tng Néag Yépkrg,
oy ékBeom Byzantium: Faith and Power 1261-1557 tv
dvoién. H mapovoiaon tev épywv oty ABrva anotéie-
oe éva axdur Pripa ot otevr) ovvepyaoia tov Movoel-
ov Mrnievdkn pe to Mnrpomoittiké Movoeio e Néag
Yéprne kat ) Movtj tg Aylag Awkatepivie. Ta épya
KAAUTITOLV pLa TTOAS ompaviiky iepiodo yia v totopia
™C Hovi|G, and tov dytpo 120 £wg tov 150 aidva.
Katdroyoc: Ipooxvvnua oro 2vi. Onoavpoi and tnv
lepd Movii tng Ayiag Arxarepivng (exd. Movogio Mie-
vdkr, ABvjva 2004, éxdoon: eAdnviki/ayyiucy, ISBN
960-8347-15-7).
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Anoyn g éxbeong Péunpave. Xapaxrixd and ro Movoeio Rembrandthuis vov Aporepvrap

oto Kevtpiké Ktipio tov Movoeiov Mnevdkr (got.: A. Kovpytavtdxrg).

Q [{laviitng Toddopaipo

Ktipto 0606 Ietpaids (6-31 OktoPpiov 2004).
Awopydvwon: TTpaktopeio Magnum Photos, Ivotitodto
Goethe, oe ovvepyaoia pe to EAAnviké Kévrpo Poto-
ypapiag kat to Movoeio Mmnevdkn, vnd v ayida touv
Ynovpyeiov IloAttiopod.

ITevrjvta dtakekpipuévol potoypdgot tov mpakto-
peiov Magnum Photos napovoiacav eikdveg mov oye-
tiCovtatl pe to dnpo@tiéc amop tov Todoopaipov and
ta ta&{dia tovg avd tov kdéopo. Ot pwtoypagieg tng
ékBeong tekpnprddvouy to oddoalpo ws avandomna-
0TO KOMPPATL TNG Taykéoptag kabnpepvig kovAtodpag
kat pag taétdebouvv oe GLo tov Mhavitr, oe GAoLE Tovg
Aaotc mov pthobv v dta yAdooa, tv naykdopta
yAdooa tov Todoopalpov.

Q Péunpave. Xapaxrixd ané ro Movoeio
Rembrandthuis vov Aporepvrap

Ktipto 0606 Kovpndpn (20 Oktefpiov - 12 AskeuPpi-
ou 2004).

Awopydvwon: Movoeio Mrevdin, Movoefo Rembrandt-
huis.

Xy éxbeom mapovoldotnkav 94 yapaktikd, opt-
opéva and ta onoia anotelody povadikés ekTLTOOELG
tov amovdaiov OAkavdot karittéyvn. Ta épya eivat
AVILPOOOTEVTIKA TG REYAANG TIOKIAIQG TV ELKOVO-
ypagikodv Bepdtov mov mpaypatebinke o Péumpavt:
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avtonpooemoypapiec, eneioédia and v [Naraid kat
v Kawi Awabvjkn, arinyopikd Bépata, ewovoypa-
enoeig BPriov, kovnyeTtikég Kal TOAEPIKES OKTVEG,
vekpég QUOELG, YOuvd, tomtia, moptpaita, omovdés. H
apovoilact) TeV KaAVTepev xapaktikey tov Péumpavt
—yvootol kupleg yta Ti¢ eAatoypagpleg tov— mpocépe-
pe 0To eEAANVLIKS KOS T povadiky evkatpia va yvepi-
O£l pta ToAY oNpavtiky Kat dSnpovpytkt] TALLpd NG
TAOVOLaG KAAALTEYVIKTG TOL TTapayoync.

Katdroyoc: E. Ornstein-van Slooten — M. Holtrop,
Péunpavr. Karddoyos xapaxrixdy rov Movoeiov Rem-
brandthuis (ABva 2004, ékboon: eAinvixy, ISBN
960-8347-19-X).

Q APIEPQMA Avrddvng Mnevixng (1873-1954)
Ktipto 0d00 Ierpards (29 Noepfpiov 2004 - 30 Iavou-
apiov 2005).

Atopydaveon: Movogio Mrevdkn.

To 2004 cvpnAnpdBnkav 50 xpévia and tov Bdva-
to tov Avtdvr Mmevdkn (1873-1954). To Movoeio
Mmnevdxn, 0éAovtac va tiprjoet ™) pvijpn tov puth
Tou kat va avadeifel ) onpacia tng ToAbnAgvpng
TPOOPOPAGS TOV, OPYAVOOE OELPA EKONADOEDY, PE TIG
omoleg eykawvidotnke to Ktipto tng 0dob Iletpatds.

Q Ouoidrnzra Iepinov. Exdoxés evig moprpérov
rov Avedvn Mnevdxn
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Kripto 0600 IMepaide (2 AexepPpiov 2004 - 30 Tavou-
apiov 2005).

H éxBeom anoterel mpoapopd tpurg plag miaiddag

EAMvov eikaoTikadv otov 1dputy] tov Mouvoeiov Mme-
vdx, eveé mapdAinia diepeovd to fjtnua g avana-
pdotaong s avlpdmvng popeiis. H baitepdinta
¢ ékBeang éykettat oto 6Tt mpdkettat yia pla ond-
via eklgoiaky] gevkatpia, émov "EAAnveg kaAATéyveg
Sapopeticdy yevedy kat KAAATEXVIKAOV Tdoew@y ov-
vurdpyovv og éva ovvoro. H éxBeon mpaypatonotei-
Tat oTo TAAIoo TOL a@lepdUatog tov povoeiov otov
Avtédvy Mrevdkr).
Katdrovoc: Opuoidrnza Iepinov. Exdoxés evic [lop-
wérov vov Avedvn Mnevixn (exd. Movogio Mnevdkn
— k0. [atdxm, emp. . Movtodnoviog, Abvjva 2004,
ékdoomn: eAdnviky], ISBN: 960-16-1411-7).

QO Opoidrnra Evredds. Puwroypagpics and tn {wi

rov Avewovn Mnevdxn

Ktipro 0bot Tepatds (2 Askepfpiov 2004 - 30 Tavou-
apiov 2005).

Aopydveorn: Movoeio Mnevdk.

E&fvia potoypagies petagépouy tov emokénty
ota AN Tov 190v kat 115 apyée tov 20006 atdva, po-
tifovtag oypég and ) Lo1] kat to £pyo tov Avidvn
Mmnevdkn. To gotoypagikd vAikd mpoépyetatl and ta
apyela tov Moveeiov Mnevaxn. H ékBeon npaypato-
motfnke oto TAalolo Tov aPLEPGUATOG ToL Hovoeiov
otov Avtovn Mrevdk.

Q AIAYMES MOYEEY 2004

Kripto 0dob Ilepatde (1 AekepPpiov 2004 - 17 lavouo-
apiov 2005).

Aopyavaon: Afjpog tov Topivo tng Itariac oe cuvep-
vaoia pe ™ evikn Tpappateia Néag evide.

H ¢xbeom mapovoidotnke oto mhaiow tov npoypdp-
patog g Evpondaikic "Evoong Cultura 2000. Néot
kaAArtéyveg enédelav exbépata and yveotd povoeia
EVPOTATKGY TOAEGV, eprvedpevol and avtd.

Q H Zwopdpos vov Iapdeviva
Kripio obot IHepawdg (7 AekepPpiov 2004 - 30 Tavou-
apfov 2005).
Aopydveorn: Movosio Mnevdkn.

H £kBeon npaypatonomBnke pe agoppt| tnv -
doon H Zwopdpos rov Hapleviiva 1ov Ayyehov Ae-

4, 2004

AnPopptd kat Zokpdty Mavpopudty mov napovatd-
otnke otig 7 AexepPpiov 2004 oto Kiipro tng 0dot
ITewpaidse. TTapovoidotnie to o6voro tov dépeV THS
Cwopdpov mou Ppilokovtar oto Movoeio Akpondrews,
10 Bpetavikd Movoeio kat to Movoeio tov Aobfpov,
oe kAlpaka 1:5, kabdg kat pla emroyn dépov oe @u-
owd péyebog. Tnv éxbeon ovumivipwoe npoforn tat-
viag mov agopd tov kaBapiopd g Avtikiis Zwo@dpov
tou IlapBevdva pe axtiveg laser.

"Exboomn: A. AednPopprdc — Z. Mavpoppdrng, H {wo-
@dpog rov Iapdeviva. To npdfAnpua, n npdxinon, n
epunveia (exd. Movoelo Mnevdxkn — Méhooa, ABfva
2004, ékboon: elAnviky, ISBN 960-204-260-5).

U Aewvidag [landCoylov. Pwroypapixd noprpaira
and tnv Kaoropid xat tny meproxit tng tny nepiodo
rov Maxedovixov Aydva

Krtipio 0606 IMetpatdg (20 Aexepfpiov 2004 - 23 la-
vovapiov 2005).

Atopydveon: Mouvoeio Qotoypagiac Oecoarovikng
kat Movoeio Mnrevdkr - Qatoypagicd Apyela.

Me agoppf t oopnifpwon 100 ypdvev and v

évapén tov Maxedovikos Aydva, 1 ékBeon pe andvio
Kat avékdoto patoypa@ikd vAkd and tr cvAAoyy) Tou
[apyov 'koropnia npwtonapovotdatnke ato Mov-
oelo Paroypaglag tng Oeooarovikng. [leptaidppave
évieyva oknvobetnpuéva potoypagikd moptpaita evég
ayveotov Kagtopiavol gotoypdgov, tov Asovida
[Tanaloyrov. Ot patoypaglies, tpafnypévec oty Ka-
oToptd Kkat TV TEpLox TG, TNV mepiodo tov Makedo-
vikoU Aydva, avadeikviouy 1o TOALQUAETIKS HeOAlKS
¢ Avtikig Makedoviag tov apydv tov 2000 awdva,
TPOGPEPOVTAS OLYXPOVHG TOABTIHES LOTOPIKEG KAl
Aaoypagikés mANpopopiec.
Katdroyoc: Aewvidag Harndloylov. Puroypapixd mop-
tpaita and rny Kaoropid xai tny nepioxit tng mny nept-
060 rov Maxedovixov Aydva. 2vAloynt Lidpyov I'vodo-
pria (gxd. Movoeio Putoypagiag Oeooarovikng, emy.
K. Avtoviddng — I. I'koropniag, Ocsooarovicn 2004,
ékdoon: eAinvuci/ayyiucy, ISBN 960-88028-2-2).

Q napadeiypara - paradigmata

Ktipro 0606 erpaide (20 Aexepfpiov 2004 - 25 la-
vovapiov 2005).

Awopydvaomn: Yrnoupyeio Iloatiopot oe cuvepyaoia
pe v Laverdqvia "Evoon Apxriextédvov. Xovepya-
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Anoy g ékBeong oto Néo Movoeio Mnevdin-lewpawde 138 Aewvidag [TandCoylov. Pwroypaprxd noprpaira
and tny Kaotopid xai vy neproxn tng tny nepiodo rov Maxedovixod Aydva (put.: A. Kovpytavtdxng).

Copevor popeic: Kévipo Zéyypovne Téyvne Adploag,
Kévtpo Apyitektovikric Meooyeiov, Afjpog Kepatéag,
Enompoviéd Texviké Empeinuipto Kénpov, Comune
di Venezia - Politiche Giovanili, Fondazione Adriano
Olivetti, ANFFAS.

H éxBeom agopd tnv mapoveiaon tng enionung ei-
Anvikric ovppetoync oty 9 AeBvric "ExBeorn Apyute-

ktovikr|g, oty Biennale g Bevetiag (12 Zentepfplov
- 7 NoepPpiov 2004). H eykatdotaom napovoiace ta
AmOTEALOUATA AG OElpds £pyaoTpiev oL opyave-
Onkav to karokaipt tov 2004 and opdda apyrtextdvev
kat ewkaotikdv (Aploteldne Xdpne, Xaplxreta Xdpn,
Pidimnoc Opatéroviog kat Zdgog Eayopdpng).

B. EKOEXZEIYZ TOY MOYXEIOY MITENAKH EKTOX TON XQPON TOY IAPYMATOZX

O Anpitzpng Xaprotddng. And tnv npdfa

oo xewpoxpdrnpa, Enidavpog 1954-1966
Ocooarovikn, Mopgatiké 1dpvpa Edvikiic Tpanelag
(20 PePpovapiov - 13 Maptiov 2004).

Awopydvowon: Movoelo Mnevdkr - Potoypagpikd Ap-
yeta, Mopeotiké Topvpa EBvikric Tpdnelag, Movoeio
Paotoypagiag Oeooarovikng.

H ¢x0eon mpaypartomoOnke oto mhaiolo tnc 16mg
Doroypagikric Zuykupiac, mov elye Bépa «Emvoroeig
kat Maptupieg: Potoypagpia kat Apiynon». Ilept-
rdpPave 59 potoypapies mov apnyotvial tny mpo-
etotpaocia plag napdotacng and tov gyedlaopd tov
OKNVIKGV PEYpL T mpaypatonoiney te. O Anpy-
pne Xaptolddnge, wg enfonpog gotoypdpos tov EOvi-
kot Qedtpov, anabavdtioe to Peotfar Emdabpou
oto ddompa 1954-1966.
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Q Images de la spiritualité grecque - Ieones de la collection
Rena Andreadis

[evedr), Musée d’art et d’histoire (26 @efpovapiov - 30
Maiov 2004).

Aopydvwon: Musée d’art et d’histoire, Movogio Mme-
vAKT).

Ztnv ékBeon napovotdotnkav 35 etkéveg TG LA~
Aoyne tne Pévac Avbpeddn kar tpeig ewkdveg tov Mou-
oelov Mmevdk, dwped g P. Avdpeddr), mov ypovo-
Aoyobvtal and tov 140 ém¢ tov 180 awdva.
Katdhovyoc: fmages de la spiritualité grecque - Icones de la
collection Rena Andreadis (exd. Skira, Middvo 2004, ¢x-
doon: yarkikt|, ISBN 88-8491-852-9).

Q ldpyos Mavpoidng. «Eva yiyveodar xepavvofiidov
Karapdoewsr
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[Maiaid Asvkwoia, A{Bovoa [eprodikdv ExBéocwmv
tou [ ToMtiotikot [dpdpatog Tpanélng Kémpou (18 Pe-
Bpouvapiov - 31 Maptiov 2004).

Aopydveon: Movoeio Mnevdx, [ToAttiotikd Topopa
Tpamnélng Kémpov.

lotopixé Apyeio — Moveelo “Yopag, “Yopa (24 lovAiov
-29 OktwPpiov 2004).

Atopydvawon: Movoeio Mnevdxr, lotopikd Apyeto
— Movoeio “Yopag.

Xkomdg ¢ ékbeong fjtav va tiprjoet évav ané toug
ONUAvVTIKOTEPOUG KaAALTEYVES Tov 2000 awdva. Tlept-
AdpPave mepimov 70 €pya and dreg 11g meptéS0LG TG
kaAArteyviknc dnpovpyiac tov Idpyov Mavpoidy.
Katdaroyog: [idpyos Mavpoidng. Keineva yra tn {wi
xar 1o épyo tov (ekd. I[ToAttotikd Tdpvpa Tpanélng
Kénpov, Aevkwoia 2004, éxboon: eAdnviky, ISBN
9963-42-838-X).

Q lidvvng A. Hanaiwdvyov.

O ovvdérng - O ddoxalog. Avalritnon kar mpwronopia
KaBdia, Méyapo tne Ilaraidg Anpotixric Bifiiody-
kNG (25 IovAfov - 6 Avyosatov 2004).

Atopyaveon: Movoelo Mmevdaxkr - Iotopikd Apyeia,
Anpog KaBdrag, Anpotiké Qodeio KaPdrac.

H éxBeom mpaypatomomnke oto mraioto tov Sov
AeBvotc Peotfdr Kiaoiktic Movoiktc Afjpov KaPd-
Arac I AL TTanaiodvvou», mapovotdiovtag 1o £€pyo touv
['dvvn A. Tlanaiodvvov (1910-1989), evég and toug
onpavtikdtepovs EAANves ouvBétes tov 2000 atdva.
Katéroyog: [dvvng A. [lanaiwdyvov. O ovvdérng- O
ddoxalog. Avalitnon xar npwronopia (exd. Movoe{o
Mmnevdkn, ABfva 2004, éxdoon: eAinvikr}, ISBN 960-
8347-11-4).

O Xaipe xexaprrwpuévn.
Eixdveg and tn 2vAdoyrh Bediuéln
THvog, Idpvpa Trviakod TTorttiopot (8 Maiov - 29
Avyototov 2004).
Awopydveon: Tdpvpa Trviakot INoAttiopod, Movoeio
Mmnevdin.

ITeprodetovoa ékBeom pe eikdveg tng petaPolavre-
viic Téyvne and v ootk oLAAOYY tov Atp{Atov
Behpéln.

O Anprizpng Xaproridng. Andé tnv npdéfa
oo xeipoxpdrnua, Enidavpos 1954-1966

4, 2004

Aeagoatovikn, Mopgotiké Tpupa EBviknc Tpdnelag
(20 DePpovapiov - 13 Maptiov 2004), Enidavpog, Ap-
xatoroytkéc Xopog - Kévipo ITAnpogpdpnong EXME
(17 Touvviov - 28 Avyobotouv 2004).
Awopydvwon: Movoeio Mnevdky - Tunipa @otoypagr-
kv Apyelowv oe cuvepyaoia pe tov Afjpo AckAnmelod.
H £kBeom mapovotdotnke oto mhaioto g 16m¢ Po-
toypagikfg Zvykvpiag, mov dtopyavdvetat kdbe De-
Bpovdpto ané to Movoeio Pwtoypapiag Ocooarovi-
kne. IepiddpPave 59 potoypagiec mov agpnyodvrar
Beatpiky| dadikaoia, tnv mpoetopacia plag napdota-
oMG and ToV OYEOIAGUS TOV OKNVIKGOVY PEXPL TNV TIpay-
paromoinon tnge.

Q «Ov doyixé xar dhoyo — against the wind»
ABiva, Kévtpo Texvdv Afpov ABnvaiwv - Tldpro
EXevBepiag (19 Anpiriov - 15 Maiov 2004).
Atopydvewon: Apyttektovo@iriia vid tnv aryida g
EAMvikrig Opoomovdiag Inmaociag kat tov [oAttiopt-
kot Opyaviopot tov Afpov Abnvaiov.

H éxbeom napovoiace ta evponaikd kat ta eAANvikd
naryvidia-aAoya g Aalkrc kat g aotikic kowaviag,
ané v apyadnta éeg kat ) dekagtia tov 1960.

Q Nixog Owxovoudnovios «La mia Grecia»
KataPpia, Koptitdvo, Museo Castello Ducale (26 Iov-
viou - 31 Avyodotov 2004).

Awopydvwon: Peoufdr Corigliano Calabro Fotografia
2004 o¢ ovvepyaoia pe Movoeio Mnevdkr - Tunqpa
Dwtoypagikdv Apyeiov.

H ¢kBeom mapovoidotnke oto mraioto Tov peoti-
Bar Corigliano Calabro Fotografia 2004 otnv opdvo-
pn AN g Itariag. TlepiidpPave 50 pavpdaompeg
potoypagies ané tmy EAAGSa, emtioyy) and ) ouvo-
Akt] dovAeld tov dnptovpyod, tnv onoia €xet dwpioet
ota Petoypagikd Apyeia tov Movoelov Mmevdi.

Q Kdorag Mnaldgas.

Pwroypapixés Mvipes and tn 2vyxpovn EAAdda

ABnva, Kévrpo Ewaotuxdv Teyvav I Kapiddr (10-28

Maiov 2004), Iodvviva, Anpotixy ITvaxo8vxn (17

Iovviou - 31 Avyodatov 2004).

Aopydvwon: Movoeio Mrevdxr - Turjpa Potoypagt-

kv Apyelov oe cuvepyaoia pe tov Afjpo Ioavvivey.
2t 80 potoypagies e £€kBeong, oe tévoug tou

dompov kat tov padpov, Tapovoldotnkav paprupieg
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yta v otopia kat v kowevia g EArddag, and ta
xpévia g Avtiotaong ém¢ Tig pépeg pag, pe TpOTa-
YOVIOTEG TOUG KATO{KOUG TV ATOPAKPUOUEVRV XWOPLOV
¢ Hrelpou o1 omofot kdtw and avtifoeg ouvBrikeg di-
VoLV TOV OKANPS aydva g entPloomng.

Katdroyoc: Kaorag Mnaddpas. Pwroypapixés Myii-
pes and tn 2vyxpovn EALdda (exd. Movogio Mnevdk,
emp. Kootag Mnaidgag pe ) ovvepyaoia tov Nikov
[Tavayiwténoviov, ABriva 2003, éxdoon: eAAnvicn/
ayyAwkt}, ISBN 960-8452-99-0).

Q Avarodixd tng Arrixiic Puwroypagpies 1930-1970
Maprémovio Attikng, TloAtrtiotiké Kévipo Afjpov
Mapkomotiov (29 Iovriov - 3 OktwfBpiov 2004).
Awopydvoon: Mouvoelo Mnevdkn - Potoypagikd Ap-
xela, AMpog Mapromotvrov - [Tvevpatixd Kévrpo, No-
papyiakt] Avtodioiknon Avatorikric Attiknc.
[Tapovoidotnke 1 kabapdtnta tov attikod toniov
KAl Ta apyatoAoytkd evprpata e Hecoyeltikng yng
and d1dgopouvs peToypdpoug, ot onofot pag kAnpo-
dotnoav edveg aAAOTIVHG OHOPPLAG YL TNV KOVTIVY
aAAd kat andpakpr AvatoMkr] ATtk
Katdhovyoc: Avarodixd tng Arrixic Quwroypapies 1930
1970 (exd. Movoeio Mrnevdir - Potoypagikd Apyeia,
Avjpoc Mapkonodrov, Nopapytaxr] Avtodiofknon Ava-

ToAtkrig Attikyig, ABYva 2004, ékdoon: eAAnviki/ayyAt-
K1}, ISBN 960-85371-5-0).

Q 7o Aloyo [aixvid:
Maprdmovro Attikic, Ohvpmiakéd Kévipo Innaciag
(Adyovotog - OxtdPprog 2004).
Avopydveoon: EAAnvikr) Opoomnovdia Innaciag, Mov-
oelo Mnevdkn - Tufpa Iayvididv kar adikric HAt-
k{ag, Ohlvpmniaxéd Kévrpo Innaoiag Mapkémovrov,
oto mhaioto twv Olvpmakdv Aydvev tne Abrvac.
Teyvikt| empéreta Apyrtextovo@iiia.
ITapovotdotnray maryvidta ané tn ovAioyy tov
Movoelov Mnevdakn pe Bépa to droyo, pe agoppri
toug OAvpmiakois Aydveg.

Q N. Xar{nxvprdroe-Ixixag, 1922-1990

Xavid, Anpotixy ITivakoBrkn (20 OktwPpiov 2004 -
9 Iavouvapiov 2005).

Aopydvewon: Movoeio Mnevdxn - Turpa [ivakodn-
kng Nikov Xatlnkvpidakov-T'kika, Anpotiks [Tivaio-
B7jkn Xaviov.

INapovoidotnkay 51 €pya g ITivaxo8vxng Nikov
Xatinkvptdrkov-T'kika (Addia, akovapéreg, yhumtd kat
oé61a), ta omoia kaiimtovy OAGKANPT TNV KAAALTE-
XVIKT Topeia tov dnputovpyoy.

I'' XYMMETOXH XE EKOEXEIYX AAAON ®OPEON ME AANEIXMO EPTQN

Q E/ Greco. Aovdivo, The National Gallery (11 Pe-
Bpovapiov - 24 Maiov 2004).

Awopydvwon: National Gallery tov Aovdivov. Zoppe-
toyY] tov Tunpatog Bufavtvc kat MetaPulavtivig
Téyvnc.

U H Evwon rwy Entaviiowy pe tny EAAdda. Exnai-
devtipra EAAnvoyeppaviky) Ayoyr (Mdaptiog 2004).
Zoppetoyy tov Tprpatog lotopicdv Apyeiwv kat Xet-
pPOYPAPGV.

Q [IAéovras oro Apxinédayog. And tnv Everoxparia
orov Ayava tng Avelaprnoiag. Na&og, ITopyoc Mna-
Gatov (17 Toviiov - 12 EemrepPpiov 2004).

Aopydvoon: TTohtiotikés un Kepdookomikés Opya-
viopég AION, pe v vrootjpiEn tov Yrnovpyeiov Io-
MTopob kat tov Yrovpyeiov Atyaiov. Zoppetoyy tov
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Tunpdrov Bulavtivg kat MetaBulavtiviic ZuvAdoyrig,
NeogAinvikob [ToArtiopod kat NeoeAAnvicrc Téxvng,
Zaoypagikiic Xapaktikdv kat Zyedlwv.

Q Elaiag Eyxdprov. ABiva, Méyapov Axadnuiag
ABnvév (16 Tovviov - 15 OktwPpiov 2004).

Atopydvoon: Axadnpia ABnvév - Kévrpov Epebvng
g EAAnvikig Aaoypagiag, pe tny vtootipién ng
Teviknc Ipappateiac Ohvpmakdv Aydvev tov Yrovp-
vetov TToAttiopot. Zuppetoyxy| tov Tunpdrev [poi-
otopikhc, Apyaiac EAANvikic kat Popaikiic Zviio-
i kat [MTayvididv kar [Mawdwkiis HAwiac.

Q Avroxparopixoi dnoavpoi and tnv Kiva. Abvjva,
EBvikn [TivakoB7jkn - Movoeio AréEavdpov Zovtlov
(24 Maiov - 11 Oxteppiov 2004).
Awopydvwon: EOvikr ITivaxo01jkn
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Q Byzantium: Faith and Power 1261-1557 (Bv{dvrio:
[iotn xar Eoveia 1261-1557). Néa Yopkr, Mntpo-
moltikd Movoeio (23 Maptiov - 4 Toviiov 2004).
Atopydvaorn: Mytpomoiitiké Movoeio Néag Yéprncg.
Zoppetoxr} Tov Tufqpatog Bufavtviic kat Metapula-
Vg ZuAroyne.

Q Eldnvixd Ofarpo Sxidy. Diyovpes and pwg xai
toropia. ABMva, I'edlt «Texvémorie» (23 Maptiov - 9
Maiov 2004).

Aopydvwon: Opyaviopés [poBorrg EAXAnvikot [ToAt-
topot - IoArttotiky) Ohvpmdda kar EAAnviké Aoyo-
Teyviko kat Iotopid Apyelo. Zuppetoyr tov Turpartog
Neogdinvikric Téxvne kat NeogAinvikot [loAttiopod.

Q Caccia nel Paradiso: arte di corte nell’Iran Safavide.
1501-1576 (H avalhitnon vov Iapadeioov: Avdiir Té-
xvn rov Jagafidixov lpdv. 1501-1576). Midavo, Poldi
Pezzoli Museum (10 Maptiov - 27 Iovviov 2004).
Zuppetoyy tov Turjparog Iohapcric ZvAroyng.

Q Enzdvnoa, 140 xpdvia and tny Evwon e tnv EAAd-
da. ABYva, BouAt| twv EAAvev, alBovoa «ErevBépiog
Bevilérhoo» (10 PePpovapiov - 30 Zentepfpiov 2004).
Aopydvewon: H BouAr) tov EAAvev. Xoppetoyy tov
Tuqpatog Bulavtviic kat MetaPBuavtviig ZuAioyric,
tou Tprpatog NeoeAAnvikng Téxvnc kat NeogAAnvikod
IoAttiopod kat tov Tufpatog lotopucdv Kepniiov.

U Xopd¢ xar déazpo. Ané tn Nrdvrav ori¢ vées xoper-
11k€¢ ouddeg. ABYva, Kévrpo Texvav Avjpov ABnvaiov
- Idpro Erevbepiag (19 Iavovapiov - 15 PePpovapiov
2004).

Aopydvewon: [Tavemotijpio ABnvaév - Tprjpa Oeatpt-
kv Zrovdav, oe ouvepyaoia pe tov IloAttiopkd Opya-
viopé tov Afjpov Abnvaiov. Zoppetoyxr tov Tprpatog
NeogAnvikot IToAttopot kat NeoeAinvicric Téyvnce.

Q Ad:iddorovrag tny téxvn: H loropia tng AZKT pé-
oa and o €pyo tawv backdlwy tng 1840-1974. Abrjva,
Avdtatn Zyorr] Kaidv Teyvdv - Tleparde 256 (28
TovA{ov - 31 OxtwPpiov 2004).

Avopydvwon: Avdtatn Zyxor) Kaidv Teyvav., Zop-
petoyx tov Tujpatog Zoypaptkijc, Xapaktikody Kat
Zyedlov.

Q Olvpumaxoi Aydves 1896. ABvjva, I'kdl «Teyvémo-
Atg» (4 Avyototou - 28 ZentepPpiov 2004).
Aropydveon: Ajpoc ABnvaiov. Zoppetoyy tov Tun-
patog Iotopidv Apyeiwv kat Xetpoypdpov.

Q Eidnvixé xar Aredvés Tloddoparpo. Ocooaroviky,
Movoeio ABAntiopot (5 Avyobotov 2004 - 2006).
Aopydvaor: Movoeio ABAntiopod, ['evikr Ipappateia
Orvpmakév ‘Epyov, EI1O, UEFA, FIFA. Zvpuetoxy
tov Tunpatog Iayvididv kat Taduerig HAwlag.

Q Havedinivia Exdeon Moviédwy EAAnvixdy Ilapa-
doorardy Srapday. leipaidg, Navtiké Moveoeio g
EAAddag (8-30 Zemtepfpiov 2004).

Zoppetoyxh tov Tprjpatoc Potoypagpicdv Apyelmv.

Q ledpua oro TeAddydero. Oecoarovikn, TeAddyrer-
o Tépupa Teyvav (14 AexepPpiov 2004 - 14 Anpiriov
2005). Zoppetoyy tov Tppatos Zoypagikic, Xapa-
KTIKGV Kt Xyedlov.

A. EKAHAQZXEIY XTO MOYXZEIO MITENAKH

210 Movoeio Mnevdxn npaypatonomiBykay onuavtt-
K€G exdNABoELS, dtwe Ttapovotdoelg PipAimv kat cuve-
viebEetc témov. Enfong, mpaypatomorinkav ta e&rc:

0 Zro kevrptkd ktipio (Kovpmdpn 1):

— Araréerg tov Zopateiov «Ot P{rot tov Movoeiov
Mmnevdkn», pe Bépata mov dntoviat tov eviiagepd-
VIoV Tov povoeiouv:

— Tetdptn 6 OkrwPpiov: exkdirwon pe Bépa «Svvri-

4, 2004

PRON THG TOAITIOTIKIS KANPOVOULAS» TIOL dtopyaved-
Bnke ané v tpdneta BNP-Paribas, to Taiiué Ivot-
totto ABnvav kat to Movoeio Mmevdkr. Miinoav ot
2tépylog Zraowvénovrog pe Bépa «Anokatdotaot) tov
EuAbylutitou didkoopov dbo apyoviikev and tr Ko-
Cdvn mov xpovoroyotvtatr oto 180 atdva» kat 1 Claire
Constans ané tic Bepoarrieg pe Oépa v anokatd-
0taot] Tptdv mvdkov mov extifeval oto avdktopor

— Tpitn 23 Noepppiov: optdia tov kaBnynty kiaot-
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K1|G apyatoroylag tou Aptototéretov [avemotnpiov
Oeooarovikng Eppavouvijd Bovtupd pe titho: «Eva
véo andéktnpa tov Movoglov Mnevdkn: moptpaito
ABnvaiov grrocdgou;».

A >ro ktiplo g 0dob Tepaide 138:

— Ilapaokevn 22 OktwPpiov: cvvavAia akpitikdy
tpayovdtdv tov Adunpov AtdBa oto mraiolo tov gv-
ponaikot mpoypdupatoc AKRI-NET

— Agvtépa 6 Aexepfplov: apiépopa otov momty Tito
ITatpixio mov dopyavéddnke and to Movoeio Mnevd-
K1) Kat To Teplodikd €&z

— 2ug 13, 17, 18 kat 19 AexepPpiov 2004 mpofrridnke
oto apetBéatpo tov Néouv Kripiov tov Movoeiov Mne-
vak to viokwpavtép «/ 1a névre Srapepiopara xai éva
pnayali», napaywyt] tov Movog{ov Mnevdkn. Anodet-
kvdovtag v moAdmAgLpY) dpactnplonoinor| tov otov
XOPO NG EAANVIKYG TOATIOTIKYG TTapaywyng, Tto Mou-
oefo Mmevdkn xpnuatoddtnoe tnv mapayoyn avtod
TOL VIOKLHAVTEP VLA TNV APYLTEKTOVIKT] KAL THV KO-
viky eEEMEN e ABrivag 6meg avty] dakpivetal péoa
and 116 eAAnvikég Tatvieg. 2tdyog Tov lvatl 1| kata-
ypaey kat 1 didowon o eviaio €pyo evic evdettikol
UEPOLG TS TO OYETIKSG LAKS T®V EAANVUKOV KIVI|HaATO-
ypagikadv tawidy pubomraciag peydiov prjkouvs, mpo-
ketpévou va kataderyBel n petaPorr| tov afnvaikot
aoTikob tomiov and v mpdty anetkdvion e A0Y-
vag 1o 1924 éwg onpepa. To apyetaxd viké eivat 16-
00 TTA0UO10, BOTE Pmopel va anoteA€oet Tnyy| perétng
NG EAANVIKAG APYITEKTOVIKYG —Kal Kupleg o€ ouvdva-
opd pe v eEEMEN TG EAANVIKTG Kovwviag Tov 2000
atdva—, kdtt ov épeve oyeddév avekpetdriievto and

A documentary film
about archiecture
and soclety in Athens
as shown in

“Eva VIoKipavTep yio
A d
K01 TRY KOVYia
™ ABrivag p¢oo
and Tov EAANVIXO

i's Greek fiction/films
Kinporoypigo | (1924-2004)
(1924-2004)

TOug peAetnTtég dha avtd ta ypévia. To viokipavtép
kukAogopnoe oe DVD (apnyntéc: Muptd Alikdkr,
Nikog Karoyepémovrog, Eévia Karoyepomnovrov, Ni-
kog Z2avBémovrog, oevdpro: [dvvne Zxonetéag — An-
pftpne Prhinnidng, oxnvobeoia: I'dvvne Zronetéag,
xopnyof: EAAnviké Kévrpo Kivnuartoypdgouv, EPT).

E. AYTONOMEZY EKAOXEIY TOY MOYXEIOY

O DVD-Rom «Greece at the Benaki Museum» (exd.
Movogio Mnevdky, éxboon: ayyiwky), ISBN 960-
8347-10-6).

Q Huepoldyro 2005 (exd. Movoeio Mnevdakn — ‘Eva-
otpov, ABriva 2004, éxdoon: eAinviky, ISBN 960-
88336-3-9).

U Ev. Zovhoyidvvne, Aviavng Eup. Mnevixng, 1873-
1954. O evmazpidng, o Sravoovuevos, o avlpwmnioriis

186

(exd. Movoeio Mnevdxm — Kaotavidtng, Abrjva 2004,
ékdoon: eAAnviky, ISBN 960-03-3756-X).

U Oddg lewpards 138. To véo xripro rov Movoeiov
Mrevixn (exd. Movoeio Mnevdxn, keip. A. AeAnfop-
piag, I'l. Tovpvikidng, I. Kopomnotving, M. Kokki-
vou, A. Kotpkovrag, ABrva 2004, éxdoan: eAAnvik,
ISBN 960-8347-21-1).

O EAdnvixdh kar Popaixi [Avrrixih. Ané ri¢ ovddo-

MOYZXEIO MIIENAKH
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yés Tov Movoeiov Mnevdaxn (exd. Movoeio Mnevdkn
— Méhiooa, emp. Xt. BA{Cog, ABrjva 2004, éxdoon:
KN < Popaikn eAhnvii], ISBN 960-204-254-0).

IKH

Mpuceiou Mngvakn

Q Ghika xar n Evpwnaixs [owronopia rov Meoo-
noAénov (exd. Movoeio Mnevdkn — "Egecoc, ABvjva
2004, éxdoom: eAAnvikti/ayyAiky), ISBN 960-8326-
29-2.

U Kaorag Mnalipag, Ta vnoid (exd. Movoeio Mme-
vaky — ITotapés, ABriva 2004, éxdoon: eAAnvik),
ISBN 960-8350-56-5).

Q Barevtivy Toerika, [Tnveddnn Aédra. Apriynon
(wrig (exd. Movogfo Mnevdkn — OAkdg, ABrjva 2004,
éxboon: eAAnviky, ISBN 960-8154-30-8).

MOYZIEIO MNENAKH
EKAOTIKOI OIKOI MEAILIA
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r

ATIOAOTIZMOY TMHMATQON

I'PA®EIO AIEYOYNTH

Ayyerog AeAnpoppris (drevBuvic). Tpappateia:
EAiCa KaPpdxr. Enotnpovikés ovvepydtng: Ztaldpog
BAiCoc.

Anpooietoeig

O Ayyerog AeinPopprdc:

— ouvéypaye 11 povoypagia H Zwopdpos rov [Tapde-
vava (AB¥jva 2004)

— dnpooievoe kelpevo pe t{tho «Eykduto» otnv ék-
doon I [InAwxbe, Mediva. Kvpraxs yia ndvra (ABvva
2004)

— dnpooievoe keipevo pe titho «To Bdpog twv maiidvy
aludv kat to avtifapo tov onpepvos xpéovg», oty Ek-
doom tov Idpdpatoc Mehiva Mepkobpn H enavévwon
wwv pappdpwy rov Iapdeviva. Todiriorixii emrayi.

Oprieg

O Ayyehog AednPopprdg:

— mapovoiaoce o Ptprio tov Anurjtpn Patobpov H emr-
pnovit tng apxrrexrovikis (Movoglo Mnevdk), 21 la-
vovapiov 2004)

— napovosiace to Pipiio tov Oavdon Bartivos Edzr-
opds orn vixorivn (Movogio Mmevdkn, 27 Iavovapiov
2004)

— piAnoe otnv ekdHAwon mov opydveoe o oUALOYOC
«Ot gpiror g Axportébrewe» mpog Tt tns "Efng Tov-
Aotma (ktipro Bdikep-Makpuytdvvy, 26 Pefpovapiov
2004)

— piinoe pe Bépa «Eine Kultbildgruppe des Apollon
Pythios in Athen. Im Grenzbereich von Realitit und

Phantasie» otnv exdfiwor mov opyavadbnke mpog ti-
pyj touv anepydépevou dtevBuvty| Tov povoeiov W.-D.
Heilmeyer (BepoAivo, Pergamonmuseum, 14 Maptiov
2004)-

— pidnoe pe Bépa «O aydvag g EAAnvikyic AveEap-
totag péoa and tig cvAAoyég tov Movaeiov Mnevd-
k1 (Avkero EAAvidov, 22 Maptiov 2004):

— piAnoe ota gykaivia tov ateAlé tov Zdpov Baot-
Aelou (16 Tovviov 2004):

— piAnoe ota eykaivia g €kBeong ya to €pyo tov
Ytéhov Tprdvin (Iedvviva, 21 Tovviov 2004)-

— piAnoe ot ykaiepi Apyd yia ta eykaivia g éxbe-
one L 1dpyos Mavpoidng» (25 Noepufpiov 2004):

— piAnoe pe Bépa «To gawvépevo tov evepyeTLopoD
ot vedtepn EALGSa» (Movoeio Mnievdkr 060t Iet-
patadg, 29 NoeuBpiov 2004)-

— piAnoe ot ekdjroon-apiépopa yia tov Tito I'la-
tpikio (Movoeio Mnevdkn ktipto 0dob [Terpaidg, 6
AekepPpiov 2004).

O Zradpog Brilog

— mapovoiace v €pguva yla ta apyatoroyikd kat
Lotopikd dedopéva e [lehomovvioou katd ) pw-
paikt] emoyy, oty ovvdvinon g AteBvois Evdoeng
Axadnpuédv tov Emotpév Evpdnng oty Popn, og
exknpbownog tne Axadnuiac ABnvev yia to eAAnvikd
npéypappa tng Tabula Imperii Romani (25-27 Anpt-
Afov 2004)

— uiAnoe oto I'eppavicé Apyaroroytké Ivotitovto Kwv-

otavtvoudrewg pe Bépa «Griechisch-romische Plastik
aus dem Benaki Museum» (5 Amnpiifov 2004).

TMHMA ITPOIZTOPIKHY, APXAIAY EAAHNIKHY KAI POMATKHY SYAAOTHZT

[Ipoowmniké
Ewtivn [anayewpyiov (vriedBovy tpvjpatoc), Ayye-
Akv) Z1Ba.

Awpeég

— Ayyeiwct] [etponotrov-Keotooyrlov: papudpivog
KOPHOG vEavikhc avdpiiric popeng, tov 4ov at. X

— [dpyog kat Mdpo [ Tavayidov: to peyalbtepo pépog

188

¢ dwpedg npoépyetar and v Kbnpo: téooepa AlOva
gpyareia veolBikng mepiédou’ 8o mAtva opovovila
péong emoy1ig tov XarkoU tpia eAe@aviootéva opov-
SbAa apyaikyg meptédov: 21 miAva ayyela g péong
enoyfc tov Xaikol mivo aAdfaoctpo tg puknvaikig
nepLédov’ 13 mhkiva ayyela g KUTPOYEDUETPIKTG KAl
KuTpoapyaikic meptédov apgopéag and t Xio, tov
Sou at. X" tpla mHAva Avxvdpta KumpoKAAoIKnG Kat

MOYZEIO MITENAKH
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popaikic meptédou aofeotorbixy kepaly| ayaipatiov
avdpriric poperic kat acPeotorbiky] kepakt| yovaikeiag
HOPPNG KOUTPOKAGOIKYIG TIEPIGSOL” TIHALVO CUPOYETTITIKG
ewwdAo “Aotdptng” (1700-1500 n.X.)* mjAwvo elddALo
tavpou 29 miAva elddAita kompoapyaikyg neptdédou
emTd yudAwa QLaAidla pepaiky|c teptddou dto mepldé-
pata pe prpous tpla xdikva périta, mepdvn 6o ey-
xepidia, 6o avypés kar eEdpnua npopetonidag arsd-
YOU TG KuTIptakyc emoyric tov Xaikow:

— Mapyapita Ztdpov, ot pvipn touv sulbyov e Tla-
plon-Konrad Xtdpou: nijivn yetpomointn mpdyouvs pe
peravi| otiAPwor kat Agvky| eniBetn dtakéounon and
v Tpola, e 3¢ yiietiac X0 kopwliaxy] kotvAy,
Tov Gov at. X,

Ayopég
— TMaratonwrelio Detlidav: peravépoper Afrkvlog

pe mapdotaon pdxng Hpakd kat Keviadpaov, tou
Téhovg tov Gou at. T.X. 6o miAwva edOALa TiEpLaTE-
PLOV KAQOIKAOV {pOvev' PoleTikd oavidSoy o eL0GAL-
o yuvatkeiag pop@ric, tov 6ov at. X attikd e1ddAo
kabiotig yovatkelag poperie, tov Souv at. X Potet-
K6(;) e1d0dAo teTAopSpou, tov Sov at. X PoraTikd
£0dAL0 Spblag avdpikis popPhs pe kovikd iAo’ Tha-
aTIKY] TpIQLALGaTOUT owvoydT ne kabBloty] yovaikeia
Hop@Y, tou 4ov at. X elddAo kablotg kovpotpd-
pou kat e1ddA0 kablotig Tadikyg HopPYg EAAVIOTL

KOV {pOveV.

Alheg dpaotnprdinieg

— oto haioto e avvepyaoiag g Eiprivrec Llanaye-
wpylov pe v avaokapn Axpetnpiov Orpag, ovveyi-
ONKE KAl PETOC 1) HeEAETT) ToL oyetikol vAtkol (Mov-
geio Mmeviaxn 1 [2001] 185).

TMHMA BYZANTINHE KAl METABYZANTINHYE YXYAAOTHZ

[Tpoowmxd

Avacracia Apavdixn, Avva Mnallidv, Mdpa Bept-
kokov. EBeroviéc: Alexandra Buhler, Nikéraog Apé-
oog, Ouvpavia Mnéon.

Awpeég

~ KAnpovopld MiATiddy ZovAwdty: pla ewdva pe tny
Ayta Tptdda kat ayfoug, kat pfa pe tov dyto Mnvd touv
1809

— Ayvii Movporotilou: pia petafolavvy etkéva pe
v llavayia évOpovy Bpegokpatoboa miaigiopévy
ané téooepic ayiovg, and T GUAAOYY] TOL TAtépd TG
lewpylov K. Zrpiykou.

Avyopéc
7 z 2z 7’ « ’ 7
— pla ewdva pe tov dyto Atovioio “tov OAdpmon™
— €vag otavpdc aylacpol HE APLEPOUATLKY] ETIYPAPY]

Touv 1707.

Apaotnptéteg

- ané ) Mdpa Bepikoxou orokAnpdlnke o €édeyyog
KAl 1] MAEKTPOVIKY] kKataypagt] tev otoxelov tavtd-
™mtag tov anodnkevpéveoy avTKEPEVOY Kal E1KOVQV
kafdc kat tev avukeipévey atov pévipo exbeotaxd
xdpo g PuiavTiviic curioviic

4, 2004

Ztaupds aylacpos je aplepopatiky emypagy] tov 1707.

Ané g ayopée tov Tunparog (pot.: K. Mavédang).
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— ovvegiletal 1 npoondbela nov mpaypatonoteital
and kotvob and to Mouvoeio Muevdkn, to Bolaviwvéd
kat Xptotaviké Movoeio tng Alhjvag kat to Movoelo
Bogavtwvot Tokittopot e Oeooarovikng, yta
JUYKEVTIPOON YPYUATOV yia TV ayopd Tev evvéa aom-
Héviav dlokmv tov 1200 awdva, mov Eexivnoe to 2003.
210 mhatoto avtd, o Bulavivég Onoaupds extébnke
oto Mouvoeio Bulavtvot [oArtiopot oty Ogooarovi-
i1 (6-19 AekepPpiov 2003) kat oo Méyapo Movokiig
ABnvddv (1 Tovriov - 30 NoepPplov 2004).

Avaxowvooetg — Anpootetoeig
— didheén e Avaotasiag Apavddkn oto Ilavemoti-
po e Kpniane pe 0épa «Or ewcdves kat to kowvéd toug:

napadelypata and t ovAroyy] te Pévac Avdpeddn»
— avaxoiveor g Avaotasiac Apavddkr oto oupnéd-
oto ¢ Xpromavikrg Apyatoroyiknc Etapeiag tov
Mduo 2004 ue Bépa «Evag peoofulavivég Onoavpdc
acnpéviov diokwv: ot tapactdoels pe avlpomveg
Hop@EC Kat 1 tavtdtyta tov Broavpoiy»

— avakoiveor g Avvag Mmaiitdv ato 6o cupndaoto
pe Bépa « Evag peoofulavivég Bnoavpdc aonuéviov
dlokwv: ta mapadelypara pe avelkovikd SLAKoopo Kat
0L OXE0ELG PE TNV LOAQUIKY] TEY VI

— N Avaotac{a Apavédxn avvétale dpOpo pe Bépa
«Copper-alloy Jewellery from the Benaki Museum, 4th-
7th century», to onofo Ba dnpootevtel oto epydpevo
1e0306 o epLodikot Antiquité Tardive.

TMHMA NEOEAAHNIKOY ITOAITIZMOY KAI NEOEAAHNIKHY TEXNHZXZ
TMHMA [ZTOPIKOQN KEIMHAION

Ipoowmkd
Kdze Zvvodived (uneiBovy tuipatog), Zréara Tki-
ka, [totia Ploka, Zogia Xavoéakd.

Awpeég

— Avyy Llpouvkdkn: éva kepaptkd midto pe Loypa-
QLoTA yuvatkela TpoTopr|, ITaAKNG KATACKELHG TOV
1700 ardrvar

— Xapd Ioakepdyrov: EbAvo okebog ayntob and
v [lehondvvnoo petdiivo nayoipt, tov 18ov-190v
atdva: kepaptkd mayotpt and tnv Toupkia, tov 18ov
adva’

— Alikn Kelaibitou: évag toefpéc and v Kovota-
VTWOUTIOAY'

— Kinpodétmpa "EArng Movioeviyou: xpvoé Bpayidit
HE pikpd papyaprtdpla kat patpo opdATo Piktoplavot
érow

— Aléxoc Pactavidc: Tpelg pryodpeg tov Ocdipou 2ki-
av prioteyvnpéveg and tov [avayidtn Mrydnovro
— Evdotia AvBoperidouv: eniypvoo Bpayidir and
NeditoAn g Mikpdg Aclag

— Euvboéia xat Kovotavtivog AvBoperidne, oty pvrjun
v yovéav tovg Miyaii kat EAtodBet AvBoperidn:
dto emrpanéfieg Adpmeg tov 1900 advar

— BnBreép Apvaodtoyrou: vpaopduvy Lovn and
Muwpd Aciar

— Ayv] Mrovpomotdov, anéd 1r ovdioyy) tov matépa

190

¢ [ewpylov K. Zrpilykou: mdrto and nopogidvn pe yu-
vatkefo moptpaltor prpovviiivo emttpanéilo poAdr 6vo
Bdla and ) Poteyvia ZePpav pe pokokd didkoopo’

— "EAoa kat EAévn TCopdka, ot pvijprn tev Zradpou
kar Aucatepivng [Ta&wod-Topdka: tpia movkdpioa
ané Adkoveg g Képkupag, téhog 190v atdva

— Ayvh TTuadvn: evdvpatoroyikd eEapriupata mou
avijkav otov Anprjtpn L1 TTikidvn (mep. 1888), t Ma-
pla ITuidvn (rep. 1860) xau tov ITétpo TTikidvr (mep.
1887)

— Avévopoc: éva yovaikelo atykodve and v Ataid-
vy éva yovatkelo orykovvt and to Mrnotdgr Maxedo-
viag' mévte fevydpla oapakatodvikeg kKdAtoeg

— Nibvia Braikov-AkeEiouv: éva ypuookevinpuévo Pe-
A0GOWO Pbpepa (kagtdvy) and to Movaotiipr

— Bévn Avaotaoiov: §%o mdta pe puTikS H1AKOOUO
rtarkiic mpoéhevong éva SbavieAévio kapé

— EAévn Zotipyov, ot pvAun e adeigrc e Baot-
Axiic Zotipyov: Tpelc Jikpol paorpanddes pe mapdota-
oy dwéparov agtov and ) Lkipo, apyéc 2000 advar
— IInveAdénn Moutakitn-Zakeilapidn: pia yovawkeia
evobvpaoia and to Métoofo’

— Qavi Anuntpakotdn: vogikd, épyo tne Madame
Gres, Tlapio 1975

— Kaftn Aefaved: 800 yovaikeia evéupatoroyikd
obvolia, pia Pevidiia, éva padpo deppdtvo toavtdx,

éva Cevydpt namovtowa’

MOYZEIO MITENAKH
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— Mapia ©. Ao&ddn: 8o vrouvd mov @opéBnkav amnd
v [Taipdpa kaw tov Evetdfio Adpya, yépw oto 1928
éva Ppadové @bépepa tou Jean Patou, apiot 1950+

— Maipn P. Kovtootpn: éva Cevydpt xpuvod okoviapi-
Kia ané ta Entdvnoa.

Ayopéc

— entd dkpeg and ybpoug kpePatiod kat 33 tpfuara
and davtérec and tic KokAddec

— 28 tepdya: ovvleon and didgopa Loypagplotd

tpipata yia emévdvor toixouv and t Bépeta EAAGSa,
lowg and v Koldvy.

Aouég dpaotnprétnteg

H Kdte Zuvvodvol ovppeteiye oty opydvoomn g
éxOeong Mapdro. Aipdvia — Iléderg oo lotopucd-Aa-
oypagiké Movoeio KopivBov (Anpiitoc-OxtdPprog
2004), kat ovvéypaye etoaywyikd keipevo pe Bépa
«Mapdko. Mia gaotoypagiky aneucdviorn kat y onpa-
ofa te» oTov 6LVOdELTIKS KatdAoyo.

TMHMA ZQI'PADPIKHE, XAPAKTIKON KAI 2XEAIQN

[Ipoowmikd

Pavi-Mapia Toryxdrov (vnebBuvy tpfpatog). Emt-
otnpovikoi ovvepydteg: Nikog Ilaiociog, Aavan Ou-
Afmmov.

Awpeég

— T'dvvng Adapdkog: evvéa oyédia pe noptpaito tov
Avtdvn Mnevdkny

— Zogla Bdpn: erawoypagia tng dag

— Kwotiig BeAdvng: kataokevr| tov (dtov yia tnv éx-
Oeon Exdoxés evig moprpaivov rov Avidvn Mnevixn
— Xpboa Bépyn: pikty teyvikt| g (drag pe moptpaito
tov Avtddvy Mnevdky:

— AXéEne Bepovkac: eratoypagia tov (dtov pe mop-
tpaito tov Avtdvi) Mmnevdaxn

— Baoiing Braotapdg: advBeon tov 1diov pe noptpai-
10 tov Avtdvn Mmnevdkry

— ®ovra Boviyapn: 16 toykoypagiec pe andyeig g
Kovotavtvoimoing

— TlNovia Faletomodhov: €61 épya tne (drag pe mop-
tpaita tov Avtdvn Mnevdky

— I1émm Fovvapornotiouv: 14 yehotoypagies tov lodv-
vn @dpoov

— AydAéag Apodykag: ehatoypagia touv diov pe mop-
tpaito tov Avidvi) Mmevdkn

— Xapikieta Zavvn: tpetg eAatoypagies kat dvo oyédia
tov matépa ¢ [dpyov Mavovadkry

— "EXoa Zayapdxn: ehatoypagia g idrag pe mop-
tpaito tov Avtdyv Mmevakn®

— Taxng ZepdePds kat Mdkng Pdpog: kataokevy] kat
BwrteonpoPorr tav (diov yia v éxBeon Exdoxés evig
mopzpairov rov Avrdvn Mnevixn

4, 2004

— Anpvjtpng Zovpotdng: akpuAlkd pe KAGOTEC PE
noptpaito tov Avidvry Mmevdkry

— TCovhavo KaykAng: elatoypagia tov (diouv pe mop-
tpaito tov Avidvry Mnevdkry

— Nikog Kakadidpng: tpeig eratoypagieg tov {61ov pe
moptpaita tov Avidvy) Mnevdky

- Kovotavtivog Kakavidg: akovapéra tov {dtov pe
noptpalto tov Avrgvr Mrevaxny

— Zapaving KapaPovlne: mactéA tov dov pe mop-
tpaito tov Avtdvn Mmevdkrny

— Andatoroc Kapaotepylov: ox€dio tov {drov pe mop-
tpaito tov Avtedvy Mmnevdkry

— Kuvpidkog Katlovpdrng: akpuiikd tov idov pe mop-
tpaito tov Avtédvy Mnevdkny

— () Nikog Keooavivg: eratoypagia tov {dov pe
noptpaito tov Avidvy Mnevdxyy

— Avtpéac Kovtédine: elatoypagia tov (dov pe mop-
tpafto tov Avidvy Mmevdkny

— Avtédvne Kuprakobving: vdatoypagia tov {dov pe
noptparlto tov Avrdvr Mnevdaxy

— ALéEnc Kuprrobmoviog: akpuliké tov {dtov pe mop-
tpaito tov Avtedvn Mmevaky

— TNdpyoc Aatdykac: PrvreompoPolry tov (drov yta v
éxBeom Exdoxés evis moprpaivov rov Avidyn Mnevdxm
— Xpfotog Mapkidng: oxé6to pe pordPt tov {dlov pe
noptpalto tov Avidvry Mmevdaky

— I'dvvng Muiyddnc: dvo akpuitid tov (dtov pe mop-
tpaita tov Avtdvr Mnevdky

— Nikog Miyyaittoidvog: eratoypaeia tov {dov pe
moptpaito tov Avrévr Mnevdky

— Avva Mndka: téooepa oyédia g lodvvag I'lana-
viwviov pe Beatpikd kooTovula®
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() Nixog Keooaviric: moprpaito tov Avidvy Mnevdxn,
gratoypagia.

— TIavaywng Mneivitékoc: edatoypagia tov (dtov pe
noptpaito tov Avidvn Mmevakny

— Aivog Mmevdkng: 10 oyédia tov Bdoov Painpéa,
ot pvipn tev Oepd kat Beatplkne Znnitddny

— Xprjotog Mnokdpog: Addt oe EGLo pe moptpaito tov
Avieovn Mrevdkry

— AyvY} Mnovpomobiov: gratoypagia pe mpooo-
noypagia tov lewpylov lakwPidn' eratoypagpia pe
titho «2miria xkovrd ovo vepd» tov Mixanh Otkové-
pov eratoypagia tov Nikov Xatinkvptdkov-TI'kika
pe titho «Nexprn @von» vdatoypagia tov AAékov
Kovtémoviov pe titho «[vuvii yvvaixa» ehaioypa-
@ia pe Bpnoxevticd Bépa tov Francesco Solimena
(1657-1747)" ehaloypagia pe mpoowmoypagpia tou
Karl Theodor Piloty (1826-1866)" eAatoypagpia pe
Bpnokevtikd Bépa tov Adolph J. T. Monticelli (1824-
1866)"

— INdpyog Eévog: akpuiiks tou (dtov pe moptpaito tov
Avtdvn Mnevdkry

— Bdva Eévou: k| teyviky pe moptpaita tov Avte-
vi) Mnevdin

— Nikog ITavaytwténovroc: oelpd potoypaidv pe
noptpaita tov Avtdvn Mrevdin
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— Kdotag INavidpag: axpurixé tov {drov pe moptpaito
tov Avtévn Mnevakny

— Ayyerog [Manadnunrplov: emréppro yAvntd tov
{dov pe tov Avtdvn Mmrevdkrny

— Aomnaoia ITanadomepdxn: 8o MbBoypagieg g
{dtag pe moprpaita tov K. IT. KaPden'

— Kdorac INanatpravragurrémovrog: eratoypagpia
ToL (d1ov pe TopTpaito tov Avidvn Mrevakn'

— Péva I'lanaomdpov: pngraxy exktdnwon oe arovpi-
vio pe moptpaito tov Avidhvn Mrevaxy

— Mapia IMon: véatoypagia tng (dtag pe to moptpai-
10 ToL Avtdvn Mmevdkn

— Tdpyog Pépprc: eratoypagia tov dov pe moptpai-
10 tov Avtovr Mmnevékry

— [Madrog Zapog: eratoypagpia tov idrov pe noptpai-
1o tov Avtdvn Mmrevdkry

— Xprotog Lapakatotdvoc: elatoypagia tov {dov pe
moptpatto tov Avtdvy Mnevdkny

— Ayyerog Zkobptng: oelpd @OTOYPAPLOVY TOL {dtou
pe moptpaita tov Avtyvy Mnevdkry

— Zotipne Zépoykac: akpvAtkd tov (dtov pe TopTpal-
10 TOL AVIGVY Mmevdakn

— Baoiine Znepdvtlag: 6o maoctéd tov (dlov pe mop-
tpaito tov Avtadvn Mmevdkn

— Nikog Zte@dvou: ehatoypagia tov {drov pe moptpai-
1o tov Avtédvn Mmevdkn

— IMavaywdtng Tétong: 14 vdatoypagiec, n pla pvn-
pelakdyv dtaotdogwv (10 w.):

— Anpnrprog I Toaobong: 6o eratoypagpiec kat éva
oxéd1o g Aptépudoc Meitooapdrov

— Idpyog Toeptdvng: mévie elatoypagieg tov {dov
pe moptpaito tov Avtdvy Mnrevdky

— Kevotavtivog TodkAng: épyo tov (dlov pe moptpai-
10 Tov Avtgvr Mmevdkn®

— AMéxoc Paoravéde: téooepig voroypapies, Téooeptg
vdatoypagieg tov (drov pe Bépa to EAANviké Xopd-
Spapa kat entd épya and v ékBeon ALéxos Paoia-
vdg. Addog - Midog - Epws, Tov mpaypatonoidnke
01O povoeio’

— @{rot tov Movoefov Mmevdkn: €€t AtBoypagieg tov
Karl Werner (1808-1894)-

— Aovione Pwténovrog: eratoypagia tov dpyov
Mavpoidr pe moptpaito tov Atovion Petémoviov

— Mavaing Xdpog: akpuiikd tov (drov pe moptpaito
tov Avtdvr Mrevdkn.

MOYZEIO MITENAKH
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Ayopég

— Muiyding Mavovodkng: dpaocpa tov {dtov pe mop-
tpaito tov Avtdvr Mrevaxny

— Nixog Méoyog: eratoypagpia tou {dtov pe noptpaito
tov Avtdvn Mrevdn.

— Mavéine Mnitodkng: edatoypagia tov (dlov pe
moptpaito tov Avidvy Mrevdkn

— Baoiing Ianaiodvvou: eratoypagia tov {dtov pe
moptpaito tov Aviedvy Mmnevdkn

— Kovotavtivog Ilamapryarédnovrog: vdatoypagia
Tov (d1ov pe moptpaito tov Avtdvry Mnevdkn:

— BaotAng [anavikoAdov: avyotépunepa tov diov pe
moptpaito tov Aviavy Mrevdxn

— Taoog IMavAidémovrog: akpuAikd Tov (dlov pe mop-
tpaito tov Avtédvy Mmevdkry

— ZwoAtavég Zrvitavol: ghatoypagia tou {dov pe
noptpaito tov Avtdvn Mrnevdkry

— Awovione Pwtémovrog: £pyo tov [tdpyov Mavpoidn
ue moptpaito g Xprotivas Tolyyou.

— Adumnpog Wuppdkng: €pyo tou (dlov pe moptpaito
tov Avtédvn Mmevdkn.

Anpooieboeig — Avakowvooeig

H vnevBuvr tov Tpfpatog Pavi-Mapia Torykdkou:
— UiAnoe ota eykaivia g ékbeong IIAovag oro Ap-
xinédayos. And tnv Everoxparia orov Aydva tng Ave-
Eaprnoias (NGEog, IT6pyos Mnalaiov, Ioiiog 2004).
— oto mhaioto g ékBeong pe ta yapaxtikd tov Pé-
pmpavt, dlopydvwoe pia oetpd OpALOV OYETIKA pe
™ xapaktiky oto Movoegio Mnevakn: Iavayiding
IpapParog, «la Xapakticd tov Pépnpavt» Anurjtprng
[TavAdmovrog, «Xapaxtiky. IlpofAfpata oporoyiag
kat texvikio» Mapidéva Kaopdrn, «Xapaktikd tov
Pépnpavt oty EBvik [TivakoOrkn» Eiprivy Opdy,
«H NeogAinviky xapaxtiky) otn ovAroyy] tne Alpha
Bank» ®avi-Mapia Torykdkov, «H ovAroyy yapa-

KTtkdv tov Movoglov Mmevdikn: paptopiec ecotept-
KAG kat eEoTepticig mpaypatikdTyrag»

— ovvéypaye dpbpo pe titho «To Turpa Zeypagkig,
Yyedlov kat Xapaktikdv», yta 1o AgAitio tov Pliwv
tov Movoegiov Mnevékry

— ouvvéypaye kelpevo pe titho «H avaxdivyn tne EA-
Addag péoa and Tovg £1IKOVOYPAPOLG KAl TOLG TEPLN-
YNTEQ» 010 GuAloyiké topo H Pion tng lewypapiag,
nov ££édwoe to Atemiotnpovikéd Ivatitolto IepiPar-
Aovikdy Epguvdv.

Aownég dpaotnpiétnteg

— Eexivnoe pe v enonteia g vevBovng tov Tun-
patog 1 épevva yia to épyo Anprovpyia ndexipoviriis
nodvylwoong éxkdoong DVD-Rom, H Adriva yéoa and
7a pdria twy nepinynrdy, 170¢-180¢ ardvag mov mpay-
patomoteitat 6to mAaiclo TOv ENMKELPNOLAKOT TIPO-
ypapupatog «Kowwvia e ITAnpogpopiag, Wneraxy
tekpunpioon kat avddeify ovAloydv kat apyelewv tov
Movoeiov Mmevdkn»:

— OhOKANPDONKE 0 NAEKTPOVIKOG EAEYYOG TOV EKTE-
Betpévov épyov tov Turpatog (425 épya: eratoypagpi-
€6, vdatoypagie, yapaktukd). [TapdAinia, mpoywpd
N NAekTpoviky] Kataypagy tov pn ektebeipévov épyov
MG oLAAOYNG, EVOpEL TN £KB00TC EVOC O(OALACUEVOL
kataAdyouv Tov GuVOAOL TOL LAIKOU HE TH cuvepyacia
ELOLKAV LOTOPIKAV TNG TEYVIG'

— Kataypd@enke 1o oBvoA0 TG dWPEEC OV £pynV Tov
[dvvn Mntapdkn (203 eraoypagies kat 1.411 oyéda)
arné tovg Evyévio Matbiémovro kat Kevotavtivo I'la-
Taxpriotou, Kat OAOKANPOVETAL 1] EMLOTHHOVIKY £TTE-
Eepyaoia tov vAtkot and tov Evyévio Matbiémouvror

— ot dpaotnprétnteg tov Tufpatog neptrapPavetat
1 enifreyn e enelepyaciag tng cvAAoyNc yapakti-
K&V Tov Evotdbiov Prvonodiov.

I[TINAKO®HKH NIKOY XATZHKYPIAKOY-T'KIKA

[Mpoownikéd

lwdvva IToofidn (vredBvvy tpfjparog), Iedvva M-
paitn, Nikog Ilaicioc. Emotnpovikée ovvepydng:
Jean-Pierre De Rycke. EOedévtpra: Mapia Baidon.

To 2004 cvpnAnpoddnkav 10 xpévia and tov Bdvato

4, 2004

tov Nikov Xatlnkvptdkov-Tkika. Me agoppn v
enételo avty, opyavalnke peydin éxbeor €pywv tov
KaAALtéxvy ot Anpotiky [TivakoBrikn Xaviov kat
oroxAnpdOnke o Aevkwpa O [kixag xar n evpwnaixh
Kaldirexvikh mpwronopia rov Meoomodéunov, ouvéxdo-
o1 tov Movoelov Mnevdkn pe tg exddoeig "Egeooc.
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[Tpékertar ya diylooon éxdoon (EAANVIKA - ayyAikd)
pe extevy eloaywyn tov Ayyehov AeAnBopptd kat keipe-
va tov Jean-Pierre De Rycke kar Nikov [Taiotov, péoa
and ta omoia aviyvetetat 1 dnutovpyia tov I'kika ota
xpoévia 1920-1945 kat ot oéoeig tov pe 1a avtiotorya
kaAMTexvikd pedpata g Evpdnne tov MeoomoAépov.
Ztov tépo nepthapPdvetat kat éva cupmAfpopa PrA-
oypagiag yta ta épya tov etdv 1920-1940, to omnofo
ovvtdyBnke and v lodvva Mopait.

Awpeég

— 10 2004 1 [TivakoB1jkn anéknoe, péow dwpeds and
01Tk oLAAOYY, To €pyo touv Nikov Xatinkuptdkou-
I'kixa «Nexprt Pvon oe kopmoldr>, ehatoypagpia oe pov-
oapd tov 1927 (draot.: 53 x 42 ex.). To €pyo, mov elvar
dmpootevpévo ato Aedkopa tov N. IletodAn-Aopndn,
Ixixag. [TAhpng xardloyos rov (wypagixov épyov 1921-
1940 (ABvjva 1979), eixe extebel oty ABYva to 1928.

Nikov Xatinroptaxkov-T'kika «Nexpr @von oe xopnolddn,
ehaloypagia oe povoapd (1927).

TMHMA TTAIXNIAION KAI ITAIAIKHY HAIKIAXY

ITpoowmikd

Mapia Apyvpiddn (viedBovn tppartog), Aéomotva
Kapakopvnvod, Népa Xationovrov. EBeloviéc: Td-
kn¢ Boyémovrog, Xapd Imakeipoyrov, Evyevia Ma-
Atapin.

Awpeég

— EXévn ®pdykov-Tepovidvou: E6Avo kovkAdomito,
mbavétata yeppavikig kataokevig, f’ pod tov 190u
aidva

— Nikog I'epovidvog: éva mawyvidt pe 24 kdpreg, Deut-
sche Mirchen, Ein Quartettspiel éva mavyvidl pe 228
KAPTEG, YEPRavikg kataokevng, téAn tov 190v atdvar
KAPTEG yLa to maryvidt tapd kat éva Pifrior

— Maipn Kovtoodpn: tpia CDs'

— Zotpne Mnekidpne: dbo emtpanéiia modoopaipd-
Kkta and VAo, e dekaetiag tov 1970 dvo emrpanéiia
nodoopaipdkia and mhaoctiks, e dexagtiag tov<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>