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INPOAOI'OX



210V apyoio eAMVIKO KOGUO 1) HOVGIKT, 0 XOPOG KOl 1) YOUVOOTIKY] TOV (POPEIS
ayoyng kot mwowdeing - o opyaiog  EAAnvoc  opyeitar ko yopvaleton
CLOTNUOTIKA, OTapOiTTO eV oTN veapn nAkia aAld cvyvd oe OAn ™ {on Tov. Ympyov
BéPara emaryyelatieg LOVGIKOL, YOPEVTES KOl TPOTOVNTEG OMMOC ONUEPH, TOTE OUMG Ol
epaoITEYVEG NTOV TOAD TTeplocOTEPOl. H ovoiddng dtapopd eivar 0Tt 10 TpimTuyo ovtod
(novoikn, yopdg, aOAnom) 1o Bewpovpe TOpa daokEdaon 1| YOUTL 1 {owg Kol oyyapeio
otav yivetarl cav pdbnpo 6to oyoAeio, EVMd TOTE NTOV PEPOG TNG OTOPOITNTNG KOAMEPYELOG
omv omnoia tpocéPrene o moritng. Topa ta MME £&yovv kabiepdost v avtiknym o1t
TO TPIMTLYO €ivar oYedOV cuVAVLIO LE BEapa amd erayyeAlatieg Tpog mabnTiKovs Beatéc,
eV TOTE 0 KOOEVOG UTOPOVGE VO TAPAYEL TN O1KT| TOL O1CKEONGT KOl VOL TNV LOIPOCTEL e
TOLG YUPW TOV OVA TAGO GTUYUN.

Avtd cvveylomnke otV TOPOSOCLOKY KOWOVIK - 6Ta YOPLd HEYPL ekatd Ypdvia
pwv 0 Kabévag NEepe TOALEG deKAOEG 1 eKATOVTAdES TPpOyovold, ToALol Emanlay KATO10
Opyavo, 6hot NEepav va yopebouvy (dev elyav avdykn omd YOUVOCTIKY 0poV 1 Kadnpepvi
doVvAeLd TOVG TePLeiye OAV TV €0V TIg KvNnoels). Elyav ta vuytépia, ta yAévtia, Toug
YOUOLS, TO TovNYOpl OAAG Kot To OIOAEIUUATO TG OOVAEWNG OTO YWOPAPLO Yo VO
emdo0ovv o gvepynTikn Slackédaon kot aywyn. Euelg onfuepa mpémetl va opyovacGovpe
oy €£000 Yo vo mhpe oe o ekdniwon 6mov Bo kKaBOHaoTE aKivnTOol Yol VO oG
dtaokedalovv dALOL, G€ Eva VOYTEPIVO KEVTIPO, GE L0l GLVOVALN 1] GTO YHTESO.

Metd amo dekaetieg épevvoc Tov apyaiov, tov Pulovivod kol 1310iTEPO TOV
TOPASOGLOKOD YOPOL TOTEV® OTL deV €lval amopaitnto vo. EEPOLHE TS YOPELOV Ol
Apyaiot EAAnveg. Avtd mov €xer onpacia eival va katoldfoope yrati xdpevav Kot va
EVOTEPVIGTOVUE T O1KN TOVG TPOGEYYLIGT TOV XOPOV, LE AAAL AOYLO VO YOPEVDOLVLLE Y10 TOVG
doug Adyovg mov yOpevav ekeivol. Avtd dev eivor kaBOAOL €OKOAO HOG KOt EYOVLLE
SMOTIOTEL [LE TIG apYEG TNG GVYYPOVNG KOWViaG. AV HopoOGaple vo SoVUE TO xopd e Ta.
Owd Tovg patio Bo yopevape 6nwg ekeivot. To {010 Kot HE TN YOUVOOTIKY: TUL KL OV O€V
EEpovpe TL OOKNOELG £KOVOV OTIS TOAAIOTPES; Apkel vo TOTEYOLUE OTL 1 GOUOTIKN
doxknon diver tépyn, d0eEoTa, SVVauN, vyeio, Gpa Kot opopeld. X' avtég Tig adieg
TIGTEVOVLE KL EUEIS OALA TIG EMOIOKOVLE HE TPOTO TEYVNTO, T.Y. TNV VYEIX LE PAPLLOKOL.

Tnv mpocéyyion 10V TOPASOGIOKOD YOPOV, TNG LOVGIKNG KOl TNG QPOPECLAS GOV
ocuvéyeln TV avtiotoymv apyaiov KabiEpmoe to Xopobéatpo "Adpa Xtpdtov" péca ond
po. mopeia 60 €TV Gav QAPOG KOl TPATLTO YO TO YIAMAOES YOPEVTIKG ACOYPAUPUKA
GLYKPOTNHOTO TTOVL 10pVONKaY apyodTEPO. XTO BN TNG 10106 TNG apyaiag Opynong, netd 15
xpovio PAémovpe 6tL 1 avtictoyn opdda tov Xopobedtpov dev Pprke pymtég - icog va
etvar vopig axopa, icog to avtikeipevo va givor SUGKOAO Lo Kol amoiltel GuVOLAGUO
TOAADV YVOGE®V Kol TOAEVI®V.

Yav eknpdommog Tov 1otoptkov Xopobedtpov "Adpa Ztpdtov" yopetiCo pe
Wwitepn yopd 10 avd xelpag cOyypoppo mov empeANOnkav V0 TOVEMIGTNUIKOL
dwdaktopeg, HEAN g Opadog Apyoaiag Opynong. Eivar avtovomto o1t ) ékdoomn Ba €xet
TNV TANPN VIOSTNHPIEN LOG GTNV TPMT TOPOVGIOCT Kot TV TPOPOAY| TNG.



H Opédac Apyaiag Opynong tov XopoBedtpov ota 25 ypovia Asttovpyiog e Exet
OTO &VEPYNTIKO TNG TOAAG Pipia, pobnuoto, cepvapla, TAPAOTACELS Kot GAAESG
exkdniooelg omv EALGOa kot oe dudpopes GAdeg yopes. Me v mapodoo €kdoon
mpoywpber éva  PApo  pokpvtepa  cvvovaloviag TV Opynon pe v GBAnom,
AVAOEIKVOOVTAG TEG OOV POPELG TOMTIGLOD.

270 GUYYPOLLLLO CUUUETEXOVV £YKPLTOL TAVETICTNOKOL 0dckalol eneEepyalopevol
Oépata 1otopiag, Priocoiag, Yopol Kol COUATIKNAG ay®wyng. Ot EMUEATPLIES KOTAPEPAY
VO GUYKEVIPAOGOLV £vOL VPV PAGUA TPOGEYYIGEMV MGTE VAL TPOGPEPOVY GTOVG EPEVLVNTES
éva TOAMOTIHO €pYOAElD avapOpdg Kot TEPUTEP® dlEPELVNONG. AVAAOoYO GUOYYPOUILO OV
VIapyeL ot debvn PiAtoypapia.

Oepud cvyyapnmpla oty Avva Adlov kot v lodvva Mdctopa yloti Kataeepov
vo ovumAééovv to Yopd pe TV GOANom oe BewpnTikd 0G0 KOl TPOKTIKO EMimedo,
EKTOVOVTOG €vav TOHo mov emdélo Ppioketor vwd v atyida tov Xopobedtpov "Adpa
2tpdrov" kot tov AeBvoig Xvppoviiov Xopod CID UNESCO.

Alkng Paotng
28/07/2015

XHMEIQMA TQN ENIMEAHTPIQN

Ta keipeva mov mepthapfdvovtal 6Tov TapoVTo TOUO EMAEXON KOV ano

TIG EMUEANTPLEG He Pdon TN BEUATIKY) TOVS GLYYEVELD KO GYECT LE TOV TITAO KOl TO
nepeyouevo tov PiAiov. ATotelobV TPOTOHTLTN £PELVO TOV CLYYPOUPEDY KOl OTIG
VOGN LELOCELS akoAovBeiTal Katd mepintmon 1 néBodog mov Tpotiovy ot {dwot ot

GLYYPOUPEIG GTOV VITOUVIULOTIGUO TMV TNYOV KOl TOV TOPOTOUTOV.

O tithog «Opynoic xow AOAnon: Aokipa drhocoeiag, Iotopiog ko Iodeiogy
EMOTLOIVEL EKTOC TOV AAA®V Kat T dtapopd TV dpav «Opynoio» kot «AOAnon», ¢’
000V 0 TPMTOG TOVILEL TNV OPYALOTPETELD. OAAL KO IGTOPIKT] O1OKOTN ™mg

VTOPENG TOL GTOV VEOEAANVIKO TOATIGHO, EVOD 1) VEOEAANVIKY] EKPOPA

TOV OEVTEPOV EMOMUALIVEL T OLOLYPOVIKT) 1GYD TNG OPYOLOEAANVIKTG £VVOL0g



TOL AOANTIGHOV, £6TM Kol AV TO TEPLEYOUEVO TOL £xel TapapOapel Kot petafAnOet.

I
OPXHXEQY OYEIX



The contemporary value of Orchesis:

A tribute to Evanghelos Moutsopoulos

Anna Lazou

My contribution to the Tribute to Professor Moutsopoulos’ philosophy, consists in
throwing light on one aspect of his early publications about Music in Plato’s Work, that
concerns the value and analysis of the concept of orchesis — meaning dancing accompanied
by singing and musical sounds —in the Platonic dialogues Timaios, Nomoi and Politeia
mainly; although many decades later than this early approach by Professor Moutsopoulos,
his work, initially published in 1959, only recently translated in the Greek language



constitutes a reference work on the topic, a classical source in the study of dance of ancient
Greece. Briefly speaking, Prof. Moutsopoulos in this product of adolescent intuition, as he
confessed in the Prologue, dedicates more than 70 pages to the subject of orchesis, both as
a form of art in its complicated relationship with the science of music in classical times and
as a tool of education and therapy in ancient society. He studied and admirably
incorporated almost all reference books on ancient Greek dance of the first 50 years of the
20™ century, like Sechan, Lassere, Kraemer, Krause, Prudhommeau, Emmanuel, Lawler,
Jeanmaire eta., and, beyond philosophy, in an interdisciplinary research context.

My paper is moreover inspired by Professor Moutsopoulos’ claims for the urgent
need to revive classical aesthetic ideals specified in the area of dance and ancient Greek
dance. E. Moutsopoulos more particularly, in one of his recent articles® defines a line of
thought starting from the Pythagorean Athenian thinker Damon of Oa and through Plato
himself, his follower?, as well as Aristotle®, the Stoics* and the Christian Fathers®, their
continuators; all philosophers belonging to this line, support the authority of goodness of
morality (agathon) over beauty of aesthetically good (kalon).

“Even recently, the burden of ethics weighs heavily on aesthetics™®, Prof.
Moutsopoulos points out, concluding that to “Act beautifully” might become the cultural
device of the 21% century societies’. We might think that such a conclusion favors our
preliminary suppositions, i.e. that the revival of ancient dance in modern times has serious
and crucial connotations for the contemporary life of man. For, if “to “act beautifully”
means, after all, to “act in an elegant and dainty way” and if “the most probing example of
elegant activity concerns the easiest and direct way of demonstrating a geometrical
theorem™®, dance can be nothing else than a beautiful representation of the reality of the
human body in space and time. But this hypothesis involves an idea of beauty that “bears
the seal of sanity” in Prof. Moutsopoulos words, “the only remedy, the only means to

! Evanghelos Moutsopoulos, "Is Ethical Behavior Independent from Aesthetic Constraints”, in the
context of WORLD PHILOSOPHICAL FORUM Conference in Athens, 8 — 12 October, 2012.

2 Plato, Republic, 111, 424 c.

® Aristotle, Polit. VIII, 5, 1340 b 7sq.

* Philodemus, De Musica, 4, XXXII1, 34 ; 1, XIII and 377A. Cf. E. Moutsopoulos, “La Philosophie de
la musique dans ’ancien stoicisme”, Festschrift fur Klaus Oehler zum 80. Geburtstag, Tubingen,

Cunter Narr Verlag, 2007, p. 81 -85.

% J. — M. Gambaude, "Du stoicisme a la protophilosophie chrétienne”, Diotima, 35, 2007, pp. 7 — 13.

® See above, note 1.
" On the idea of «acting beautifully» Cf. Diog. Laertius, Lives, X, 82 ; Plutarch, Adv. Col. 1, 101 B.
8 E. Moutsopoulos, as in note 7 : cf. idem, "Towards a Dynamic Geometry of the Good", Parnassus,

10, 1968, pp. 513 -517 ; idem, "Permanence et alternance dans la création artistique", Philosophia, 38,
2008, pp. 47 —58.



assure the recovery of our societies from their common serious illness, the pandemy that
s 9

threatens their very existence”.

The therapeutic as well as balancing impact of ancient Greek dances and mimic
representations has been stressed and analyzed extensively. We come across the
therapeutic aspects of dance by investigating the views attributed to ancient Greeks - until
early Christian antiquity - in parallel with the forms and social, educational and political
uses of dance during that period®. The fact that in ancient Greece we have religious dances
and dances oriented towards the community’s life must be seen as an essential
characteristic of their meaning rather as a restraint to our developing a universal language
of dance or to applying a meaning theory, a system of concepts to this paradigm.

Concerning the therapeutic element in dancing we may mention Plato (Phaedrus
265a -b) relating Dionysian dances with fsio uavio. (sacred ecstasis) and stressing the
divine as well as the natural origin of dance in general (Laws 653-654)". Plato also refers
repeatedly to the concept of dance and tries to define a psychological origin for it (Philebus
17; Laws 672 - 673). Plato develops a moral theory of the dance (Laws 654 a ff., 815 c),
while Aristotle (Politics 1341b-1342 a5) points out the educational and psychological
importance of music and dance and supports rather a mimetic theory of dance'*. Lucian in
On Dance (23, 70, 71 and 81) identifies the positive psychophysical influence of dance
with its cathartic qualities.

A main question to investigate is in which way and to what degree it was believed
that ancient Greek dance in some of its main forms and aspects was reproducing or
representing reality. We know for example that the Sophists belonging to the Second
Sophistic had been trained to think in myth poetic images rather than in syllogisms and to
compose elaborate 'ecphraseis’ or ‘word-pictures’; sophistic image-makers were fond of

° Idem, as in note 7. Cf. idem, "The Degradation of Aesthetics", Diotima, 38, 2010, pp. 153 -169.

1%In Aristotle the term Ospamevnicdc appears with its literal meaning as the curative procedure treating
an illness or harm through medical and pharmaceutical techniques and tools. Medicine and curative
processes in general is a favorite model for ethics and politics in Aristotle. Just as in the therapeutic
art, also in the social sphere there is a domain of science or systematic knowledge and one of pure
practice that this knowledge has to be applied and so be tested for its truth and falsehood.

' Dionysus had among other names that of Lysios, Liberator. Expressions of a kind of mental illness
or unbalanced situation and the healing or restoration of balance are both characteristics of the
Dionysian Dances. The Platonic approach to the therapeutic function of dance and music is probably
the earliest existing theory about trance and is developed mainly in the Phaedrus: Socrates is made to
say that “our greatest blessings come to us by way of madness.” By this he means the inspiration of a
Deity or divine madness - theia mania and not a kind of mental illness. The madness/ mania from the
inspiration of Dionysus he calls telestic madness or ritual madness (other types of madness are: poetic,
erotic and mantic). Telestic and the word teletai mean the rituals and mystery rites. Often rites involve
invocation of the power of Deity to manifest: either in person or in an object representing the Deity,
such as a statue. It may well be that the teletai of the Maenads were to invoke the manifestation of the
God - within themselves... so that they would experience enthusiasmos (where “enthusiasm” comes
from) or be entheos, “engodded.” The Greek verb baccheuein, used of the Bacchants means ‘acting
like Bacchus.’ telestic madness also has an initiatory aspect. It is only in telestic madness that we see
the ‘signs’ of possession trance: head flung back, arched body. Only those in a state of telestic
madness dance as well. Amnesia is often a characteristic of telestic - and also mantic, or oracular -
madness. Only complete possession leads to the ability to prophesy.

12.0n the Soul, 402 b 22-24, 432b15, 433 b 26-30; De Motu Animalium, 8, 702 a 18 ff.



transforming static art objects into living dance forms. This quality of the aesthetics of later
antiquity may be seen asthe myth - poetic version of the old philosophical analogy
between choreia and paideia expressing at the same time the cultish enthusiasm of the
disciples of older Pythagorean beliefs about cosmic harmony and the human being
participating to it through action as well as contemplation, through the performance of
mimetic dances and the chanting of magical hymns.

On the other hand, dance is essentially and primarily connected to dramatic action
and has been characterized as mimetic (Aristotle, Poetics 1147 a 27-28, Plato, Laws, 798d,;
Lucian, On the Dance 25, 63, Athenaeus XIV, 628c). Mimesis refers to a moral condition
of action, not only to a form of expression, since it concerns human situations, characters,
habits and modes of behavior.*®

The definition of mimesis by Aristotle as “imitation of acting agents” - "uipeicOot
dpovtov" (Poetics, 1448a 28) defines action as the object of mimesis. One of the main
reasons for holding that mimesis is the main process taking place in tragedy is that almost
all interpretations of the famous Aristotelian definition of tragedy in the Poetics viewed the
issue psychopathologically: The therapeutic function of the tragic spectacle is more or less
connected with observations of the religious orgies and mystery ceremonies that resulted in
pleasant relief and with the homeopathic method of therapy used by ancient physicians.

Mimesis for Plato (Republic) was placed in the lowest position correspondingly to
its power to affect the lower part of the soul. Imitation, then, "is consistent with the
element of our soul, which is far away from wisdom" («éppm & ad ppovicE®g EVTL TG &V
MUV TpocopAel», 603al2-bl), i.e. with desire. The imitative artist does not address to the
noble part of the soul, the logical one, but by strengthening the part of desire, eliminates
the logical. Imitative art "establishes™ ultimately "an evil regime in the soul of each one"
(«koknv molteiay 1dig Exdotov T Yoyl Eéumoleivy, 605b7-8). The greatest indictment of
imitation is that it corrupts even the best of us («t0 yop koi Tov¢ dmelkelg ikaviyv eivar
AoBacOay, 605¢6-7). Finally, the only poetry which will be accepted in the Republic are
"hymns to the gods and eulogies for the worthy people" (“eulogies per agathois”, 607a4-5).
The satisfaction of Socrates for the exclusion of mimetic poetry at the beginning of the
tenth book is explained on the grounds that "in the old times poetry and philosophy have a
conflict" («wohoud pév Tig dopopd @rrocopig te Kol momTikf», 607b5-6, see also
«@alodg Evavtiwoews tovtovy, 607¢3). Not worth, concludes Socrates, being caught by
art nor prices, money or positions, because the rewards reserved for the man who will not
neglect justice and the other virtues are of extreme importance (cf. 608b4-c4). The rewards
are not of the nature of impermanence like the worldly rewards. In other words, the
rewards are eternal, because our soul is immortal. Socrates was forced in this way to prove
the immortality of the soul (cf. 608d3-611a3).

Any tragic spectacle can lay claim to moral conduct and therapy by means of the
homeopathic method. Aristotle therefore, writing at the time of the enlightenment (late
fourth century) developed an aesthetic theory of drama rather than one based on
psychopathology. According to this line of interpretation of tragedy, the aesthetic and
moral impact of the play is due to the philosophical depth both of the content and of its
representation. Tragedy has as a whole a sublime meaning: it addresses itself to the mind,
which thirsts for truth, even if it is bitter and terrible. Passions transmitted in tragedy are
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emotions different from everyday passions and emotions, rational, distilled and capable of
lifting us to a higher spiritual sphere.

In the case of the actor, the imitation concerns the actions of a heroic character
who lived long ago (or far away), while in the case of the tragic chorus the imitation is of
character types - old men, women, slaves, or foreigners - who almost never resemble the
type of person of whom it was actually composed, or by whom they were acted - Athenian
male citizens. In tragedy therefore, the term "mimetic™ has a very restricted meaning: those
who perform in it mimic of those characters in such a way as to retain their own identities
and resume them when the performance is over.

The medium of realization of mimesis is nothing else than the bodily movements
and gestures; the concepts action "6pdoig” and the relevant to it drama "dpaua”, involve
dance with the special meaning of it as bodily and rhythmical expression.

Philosophically, dancing is considered to be a kind of intentional action. As a
result of this, it is a compound of theoretical and practical reason. Dance is not outside
mental and intellectual processes, it entails simply a specific mental state, like any other
intentional action. The interrelation of theoretical and practical as a result of the
philosophical speculation justifies dance as an intellectual activity that is also and mainly a
human, conscious, linguistic and intentional one. A philosophically elaborated acceptance
is presupposed on the other hand relatively to the traditional problem of the relation of
body and mind also as a re-appreciation of contemporary scientific knowledge and the
applications in the domains of neurobiology, information technology and medicine.

The ritualistic expression of ecstatic dances is a corrective and curative procedure
usually involving purifications and entrancement, which implies an action done correctly,
according to specific rules and far from a chaotic or emotional outburst. These curative
rites aimed at “securing for him who was correctly entranced and possessed a release from
troubles.” Plato mentions ‘correct’ possession which implies incorrect possession. Correct
would have been ritualized rather than not. The Maenads probably used their rites and
dances to correctly entrance themselves. One sign of the correctness in therapeutic action is
the presupposition of socialization and collectiveness in organizing those rituals. Another
therapeutic aspect of them is the involvement of movement that, as Plato believed, was
health-provoking in its connection with the revolutions of the stars and planets in the
Universe (See Timaeus and Epinomis)**. Plato, although definitely critical of these dances
and orgiastic rituals, recognized that they seemed to satisfy an emotional need and that
with their violent bodily movements, they really liberate men from their inner conflicts and
restored peace in them (Laws 7, 790-1 a-c, 815 c; 10, 910 b-c).

Aesthetics is associated with the ineffable, the transcendent and mystical and with
something that stands in stark contrast with the scientific outlook dominated by the cause-
effect relationship. Like any work of art so the art of dance is the aesthetic object that
responds to emotion. Its beauty cannot be described in words. Its essential meaning is the
outcome of a broader dialogue process, where new considerations and perspectives come
to the surface. The feeling that an artwork provokes depends not only on observation but
on the circumstances of a given moment as well as on the environment.

Y Timaeus, 40a-d, 47c-e; Epinomis, 982d-e; see also Aristot., De Caelo, B9 290, B 12 or Lucian 7.



As mentioned above, we proceed to new interpretations and change perspectives,
expressing the approval or disapproval of ours. The same happens with the language that is
never clear and absolutely literal and normally resorting to puns. The art and dance
therefore, can be seen as a distinct sort of language which is transcendent. Dance is
realized through nods and gestures - such as ancient rituals — that are more important than
language itself. In this sense, the art of dance is universal expressing universal values
beyond any linguistic and cultural differences. The art reaches higher levels than any other
facet of our lives, than any other scientific certainty as it causes feelings beyond linguistic
descriptions.

Like Damon of Oa, encouraging our youth to study and even educate themselves
in the spirit and practice of ancient Greek culture — reviving the therapeutic and humanistic
impact of these dances - may be philosophically justified, both in the analytical and in the
historical track, as a therapeutic restoration of the axiological integration of our societies
and a safeguard of the future of mankind.
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H 6pynon o¢ KoGHoA0YIKOS OVTIKUTOTTPLGNOG

[odvva Mdoctopa,

X1 29/4/12015 eoptdoope v Iaykdéouia Huépa Xopod kabiepouévn amd v
Emutponry Xopod tov Atebvoig Ivotitovtov Oegdtpov — UNESCO. To prRvopa avtig g
ypovidg ovéraPe va ocuvtaéel o didonuog [omavdg yopevTtng Kol YOpOyPAPOS, VEMTEPIGTNG TNG
YOPELTIKNG TEYVNG TOL AAUEVKO, [KoAPdy.

LYmhpyer por moAd KwvEQiKn mopolpios  «To TETOAPIGUO TOV QTEPDOV NG
neTaA0VO0S Umopet va yivel auantd oy dAAN dipn g yne». Otav po poya metdet yio
mv lomovia, évag Tvpovag avatapdlet ta vepd e Kapaifwng. O Pedro G. Romero petd
amo éva capoTikd xopd cefihidva Aéet: v dwa pépa mov émece N PopPa otnv Xiposipa,
o Nijinsky emavérlaPe to peyardtepo dApa tov 6’ éva ddcoc otnv Avotpia. Kot cuveyilm
va gavtdlopor: €va tivaypo tov Savion Glover kéver tov Mikhail Baryshnikov va
otpoPihiletar. Tn otiyuq mov n Kazuo Ono péver akivntn mopodotel GuyKekpiuév
niekTpikn evépyetla otn Maria Mufioz, n onoia oképtetor tov Vonrad Veidt kot avaykdlet
tov Akram Khan va tpokaA£cel GEIGUO GTO KOUOPIVL TOV: KOUVAVE T GEIGTPO. TOLG KOl TO
ndtopo motiletor amd Tic Paplég oTaydveg Tov WpmTa TOovg. Oa MBeha va propodoa va
apepoco avt v [aykoouo Mépa Xopod kot avtd ta Adyio o€ GAOVS TOLG avOPMOTOVG
mov yopebovv vt v otiypr. Emtpéyte pov Opmg vo aoteElevtd Kot v guyndo:
YOPEVTES, LOVGIKOL, EMLYEPNUATIES, KPLTIKOL, Topaywyol og ddoovpe £vo terevTaio TapTL,
ag yopéwovpe 0lot, Onmg éxove o Béjart, ag yopéwovpe 6To HASILOVU, OC XOPEYOLLE TO
Bolero tov Ravel, ag yopéyovpe pali».

«O xop6G TG POTIAS» fvar £voL LTEPOYO TAVTPELX TNG NAEKTPOVIKNG LOVGIKNG LE
v mopadoon Kot v apyoio EAAnvikn povoikn. Ot yopeutéc tov «EAANVIKOL copoteiov
Yopov-Adpo Xtpdtovy, 10 1979 yopevovv tov Ilovtiaxd yopd Ilitcdk'owv (Xopdg
Maoyaipa), Baciopévo otov [Mupiyto xopd. Bivteoskomovvtot yia tnv mopoymyr] GOVIOUOV
Bivteo, oto omoio Kou mapovslaloviol amocTacuate and To viokiuaviép tov National
Geographic «Ileputéteia péca 6to ypdvoy.

Agv vtdpyovv TOAAEG AvaPOPES Y10l TOV GUYKEKPILEVO YOPO OGS GTNV TEPITTMON
ToV YopoL Zéppa. Mio avagopd Opmg mov VIapyxel pag AEel OTL KOODS Ol YOPEVTEG
(Tuppry1oTég) YOpELAV VO amd AVTOVG EEPevyay amd Tov KOKAO Kot cuvEylav pe &vav
¥0pd otov omoio ékavov Besopotikés kvnoels pe ta Eipn tovg. To 1€hog Tov Yopov pe
onafid pag otver Lovtavn v ewdva g pdyms. O Eevopmvtag Teptypdeel 6To £PYo TOV
«Kvpov avapacn» t deEimon mov €dwae yia tovg [Haplayodveg kabMOS Kot TOLg YOPOVG
avTovg: 000 Opdkeg yopéwoave &va yopd He cuvodeion AOYEPUS, POPTMUEVOL LE TOV
OTAICUO TOVG, emEDEEaV O HEYAAN E€LALYIGIOL OTO TNONUOTO KOL GTOV YEPIGUO TOV
onafldv Tove. Xt0 TEAOC, €vag amd TOLg OVO OMMG TGTEWYOV Ol KUAEGUEVOL YTUMNCE
Bavatneopa Tov dALO0, 0 0mol0g £mece KOTAYNG, WMUOVUEVOS UE TOAA| TEGTIKOTNTO TOV
nebapévo.



["a ™ onuovpyio Tov, vEdpyovLY TPELS LLOIKES EKOOYEC:

1. Katd ) dudpxeta g Pactreiog tov Kpdvov, mpv 11g Titavopoyieg kot evd o
Zevg Ntov akopa Bpépog, ot Kovpnteg yOpevav tov mouppiyto yopm tov Kdvovtag dvvotd
00pvPo pe T OTAM Kol TIG OOTIOEG TOVG YO VoL PNV 0KOVGEL 0 TtodokTtovog Kpdvog to
KAGp Tov popov Ata.

2. Xmv moMopkia g Tpoiag, 0 AytAréac, mpv kel to vekpo tov Tatpdxkiov,
xopeye tov Iluppiylo mhve oV TAATEOPUO TOV KOVGOELAMV TPV TAPUOMGEL TOV
[Tatpoxio ot vekpikn mopd (Toupd - [Tuppiyiog).

3. O ITHppog (yioc tov AyAdéa) kdtw amd to teiyn g Tpolag, xopeye ce avtd
tov puoud, amd ™ yopd tov Yo 10 Odvaro tov Evpovmviov (ITvppog - IMuppiyrog).
[Tepiocodtepa avagépovion oto apbpo: «H oyéon tov opyoiov EAMRvov pe tovg
noAepikovg yopovo» Ilpaktikd 1% IToavelknviov Zvvedpiov AOAntikig Iotopiog wan
dlocooiag ™ EAMvikng Etapeiog ABntikng Iotopiag kot drocoeing, Occcarovikn
2002 (X. Aovka, I. Mdotopa)

AvtmopafdrAovtag Kivntikés OOUEG Kol GYNUOTO NG OpYNons, M Topovsca
EPEVVNTIKT €PYACIO EMYEPEL VO TEKUNPUDCEL TOV KOGHOAOYIKO OVIIKOTOTTIPIGUO GTNV
kivnon tov opynot) pe éva opiopévo «ovotnuay. Onwg avagéper o Kadnyntig Aikng
Paoptng, Ipdedpog tov Oedtpov Adpa Xtpdtov o610 £pyo Tov "Xopdg, [TolTioudc Kot
Kowavia» avapepdpevog oty [pocéyyion dia g Oswpiag tov cvotnudtov: «Kdbe véo
YEYOVOG TOV VTEIGEPYETOL GTO YOPEVLTIKO GUGTNUO EMPEPEL AVOKATATAEES, Ol OTOiES
a&loAoyohvtol e TIG TPOGOPUOCTIKEG OAAAYEC OV epgavifoviol oTa VTocvoTuatay. H
vevikn Bewpio cuoTNUATOV pog TapExeL TNV BACT Yo TV KATAVONGT Kol OAOKANP®OT) TNG
yvoong ond o gvpeia mowkidio eEgdkevpéveay KAGOwv. Mog divel v pakpo —€moyn,
amd TNV Omoiol UTOPOVHE VO EMONMTEVCOVUE OAOVLG TOLG TUMOUG TMOV GLUGTNUATOV.
YVYKEKPEVO, UTOPOVLLE VO, KOTYOPLOTOIGOVLE TOVS AKOAOVOOVS TOTTOVG GLGTNUATOV:

-Ta puowd 1 unyavikd cvuetiuatae, Tov givatl 1 fAcn TS YVOONG TOV PLGIKOV
EMOTNUOV, OTMOG £IVOL 1] PLGIKT] KOL 1) AGTPOVOULQL.

-Ta Proroywd cvotipaTo, TOV EVIAPEPOLY TOVG PloAdyovs, BoTavorldyoug Kot
Lmwoordyovg

-H tpit xamyopio meprrapfdver ta avOpdmivo Kol KOIVOVIKO GUGTHHOTO KOl
EVOLOPEPEL TIG KOWVMVIKES EMGTNES, TIG TEXVES Kabmg emiong tnv Bpnokeia.

Agydpoote 611 1 Opynon etvar éva GLGTNUA OTOTEAOVUEVO OO PLGIKA GTOUKE DL,
omwg N kivnon, 1 ektéleon, To SIS, 1| PON, 1| ApLOVia.

«Avtd mov mepévove amd TNV EPELVA OGS XPNOLOTOIOVTOS TN Bempia
CLOTNUATOV Kot TN OYeTKN pebodoroyia, elvor M avadlotdnmon TG YVOoNS Kol m
TOTO0ETNON TOL YOPOL HEGH GTO KOGHOAOYIKO TEPPAAAOV, £TGL DGTE VO YIVEL KATAVONTA M
TOAVTAOKOTNTA TOV PACIKAOV SOUDV KOl AELTOVPYIDV, O 01oieg Tov amaptilovvy. Emeidn
0 TOMTIGTIKOG XDPOG €ival OVGLAGTIKA £vag GLUPOAIKOS Ydpog, Ba tagvouncovpe v
vépBeon TV SOUIKOV, PLGIKMOV KOl GUUBOAIKOV CLGTNUATOV, To 0moio amapTilovy Kot
ovvBETovV TOV YOPO.

To kivnolaxo mepieyouevo tov yopov: Or KIVAGELS TOV GAOUATOS TOV YOPEVTH GTOV
Y®OPO Kot 6To Ypdvo, Ta Prpata, n kivnon kdbe tpocdnov (gite Kveiton duvntikd gite dyt)
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Ot aynuotiopol: e ovtd 10 vIocVoTHa TEPAapPdvovtar OAeg ot TAnpoPopieg
OV APOPOVV TIC BECELS TV YOPELTAOV KOl TIG KIVIIGEIS TOLG GOV OUAd0, OTMG TNV GEPA
TOVG GTOV KUKAKS Y0p9, TIG avTidpdoelg KaOe Yopeut| TPog Toug GALOVS, TOVG XOPOVG LE
aVTIKEILEVO, GE OPIGUEVOVS YOPOVC.

O yopog dev elvarl omA®G pio, KIVNTIKN dpacTnplOTNTa, OAAL £YEL TNV 1010TNTA VO
Kkével cvpporopovg. EpPabivovtog otic aentikéc moldtnteg g YOpeLTIKNG Kivnong,
JMOTOVOLHE TOV pLOUS, TN SLVOLLIKY TNG KIVnong, TV TANGTIKY] EKPPAGTIKOTNTA, TOV
TPOTO GLUVTOVIGLOV TNG Kivnomng pe tov pubuod, t pon kot v apuovia. O yopod¢ GuVIeTd
«EPYOAEION, TO OTTOIO AVOTTTUGGEL O AVOPMOTOG Yo Vo EpUNVEDGEL TOV KOGHO, OAAG KoL T
Ok Tov Vapén péoa otov KOGHo. O yopOg Kal TO TPayo VOl ATOKAADTTEL GTOV OPYNOTH TO
otolyelo ekeivo mov eivan kKowvd kol TopdAANAo pe tnv mopeion OAOL TOV KOGHOL: TOV
pLOPo. H dta tov pubBpikdv Kiviioemv EKQPOcT TOV YOXIKOV cuvoloOnudtov ydvetol oto
Ba6n ¢ mpoicTopiag pe AUTPELTIKO KOl TEAETOVPYIKO YOPOKTHPA.

H pd™ cvotpatiky katnyoplomoinon twv yopov divetat ard tov [TAdtwva: og
Opnokevtikove, I[Molepkodg kot Epnvikovg yopovc. Ov Apyaior 'EAAnveg pdiiiota
micTevay OTL Ot Yopoi NTav dwpa Twv Oy, ta omoia ot {010t Tpdrtot didacav. IToArol amd
toug Beovg Ntav kot ddokorol yopov. H Oed Péa 6idale mpdtn v 1€V 0T GTOLG
Kovpnteg g Kpnne. Aot yopoi fitav n Maxkedovikn Kapmaio, mov avagépetol amd tov
Hovyo kot tov Eevopavta otnv Kopov Avdafoocn, kot o Teheoudg mov meptypdost o
ABnvaiog.

®pnokevtikol yopoi Ntav o Iabvag mpog T tov Ocod AndAl®va, Tov Apemg
Kot GAAov Oedv. O T'épavog mov cHupmva e TV Tapddoon xopeye o Onoéag otn Anio
He TOLG VEOULC KO TIG VEEG Tov glye owoel amd tov Mivotavpo g Kpnme. Allot
Opnokevtikoi yopol eivan ta ITapbévelo Ko ot memlo@dpol YOPOL, Amd TO WATIO TOL
evéduay ta capoTo TV xopeutpidv. O yopog twv Kapvatidwv and v moin Kapvéc g
[Tehomovvncov, O6mov kébe ypdvo tehovvtav ta Kapvdrtein mpog tiun g Kapvudrtidog
Aptépidog. AAAG kot yopol aplepopévol 6tov AOVOGO LE OPYLIGTIKO, TEAETOLPYIKO

YOPUKTIPOL.

H épevva 6pmg vepPaivel tnv Kooporoykn pvboroyia. ITapovoidlel v Wdavikn
aywyn mov epdppolov OAeg o1 EAMANVIKES TOAELS KATA TNV apyodTnTo cuvovdlovtag
Bovpootd ™V copatikny Kivnon pe T Hovoikn (evopyovn kot govntikn). Méca amd ™
YOUVOGTIKY, TO Y0opO kot to Tpayovolr o Kévravpog Xeilpwv amokaAdmtel 610 veapod
Ayiiiéa 10 otoyeio exeivo mov eivor kowvd Kot mopdAinio pe v mopeion GAoL TOL
kocpov: 1o puOud. H kivnon tov copotog ko m Hovoikn (evopyovn Kot @@VNTIKY)
ouvovalovtot Bavpactd pe to xopd Kot v abintikny ayoyn. H povown kot to tpoyodot
GLVEXOLV Kol Olapop@avovy TV avBpomvn dmopén. o avtd pall pe v doknon tov
KOPLLOV, 0 VEOG pabaivel Kot T LOVGIKN Kot TO TPOyoLOdL, Kot TNV OpYNoTm OTmG axpimg
Kol 0 pobikdg Ayiidéag. H Tvuvaotikn kot 1 Movoikn, Oewpovviay Kopveaio LopeoTiKd
ayafd, mote va tig amokaAel o ITAdtwv oto épyo tov TloAtteia «Be6Gd0TEGH £MOTNEG
Kol Toug Bgovg «(plkonaiyuovag»la. 10 £€pyo tov IToAteia (xva(pépall?: O ohoKANPOUEVOG

15 T Grwv, IToliteia T'411e.

% Opgixoi Yuvor 51,14 xon IhGtov, ITokizeia E 452e. (BA. emiong Odbooeia y 184=pikot ot
O100KEDOT)).

Y Miérov, H molieia, petdep. kou €kd. ota ayyhkd omd tov B. Jowett, Fine Editions Press,
Cleveland 1946, oeh. 122.



dvBpomoc mpémer va O00ETEL TOVTOXPOVAOS OUEOTEPES TIG WOWOTNTES:  «.....EPOCOV
VILAPYOLY BVO APYES TNG AVOPOTIVIG PVONGC, N IO 1] TVELLOTIKY] KO 1] GAAN 1] PIAOGOTIKTY),
KAmolog OedG.....Exel dMGEL 6TV OvVOPOTOHTNTO dVO TEYVEG TOV VO OVIOTOKPIvOVTOL GE
OUTEG. . .... 00TOG MOOTE AVTEG TIG dVO apyéG (Om®G o1 Yopdég evdg opydvov) vo Tig
YOAOPOVOVLE 1 VO TIG TEVIMVOLUE £mG OTOV gvapuovicBodv mANpmg peta&d toug... Kot
exeivog mov oLVOLALEL TN HOVCIKY] WE TN YOUVAOCTIKN OTIS PEATIOTES avaloyieg Kol Tig
ovvtovilel Ta BéATIoTO PE TNV YLYN TOL, pumopel opOdS va amokaieitan aAndivog Bepdmwv
NG apUOVIOG Kol LOVGIKOC VIO pia TOAD avmdtepT vvola, amd ekeivov mov GuVTOVILEL TG
YOPOESH.

A to apyororoykd evpnpata eivar yvootd 6tt ot Mivotrkry Kpnm vapyov
TOALG €10M yopmv. Ymnpyxe o xopds ™ Apradvng 1 Aapopwvbog, kotd tov omoio ot
YOPELTEG povvToL TIG Kol tov ‘HAwov, miotebovtag o1t fonbodv tov 'HAo va kavel
NV KOOMUEPIVI TOVL SLOOPOLUT. «1] YOLV YOPEIN TOV AGTEPMV KOl TPOG TOLG OMANVEIS TV
TAOVATOV GUUTAOKT Kot E0PVOLOG QLTAOV KOWV®VIN Kol E0TOKTOG OPLOVID TNG TPOTOYOVOL
opynoemg detypata eotiy» (Aovkiavog, Iepl opynoemg otiy. 271)

2oppova pe tov Kanynm AII® Iedvvn Movpation, 610 ocOyypoppd tov
Iotopia Dvowmg Aywyng kot ABAnticpov tov Apyaiov Kocpov, to yvwotd «ayyeio g
Yvuykopdne» Ppédnke oy Kvoosd kot copgpmva pe toug edkols anekovilel yopt
Oepiopov pe Tpayovdta, yopovg kat wavnyvpla. Kukiikoi yopoi, kAeiotol kot avorytol pe
T ¥épa macpéva vanpyov oty Mwvown Kpnm kot tekodvtay yopo amd éva 0évipo,
évav Bopod, 1 yopw amd avtdv tov Enole tn Adpa.

"Eva moA0 onpoavtikd ototyeio tov yopol eivor 1 0éom twv yopevtdv 6Tov KOHKAO.
H xivnon péca 6to yopd avimpoconevel cupPfoiikd kot T 6éon péoa 610 KOGUOAOYIKO
nepPAAiOV.

-Kivnon pe pétomno 6to k€vipo Tov KOUKAOV
-Kivnon omv @opd tov kvKAov
-Kivnon avtiBetn oty @opd tov KdKAO0L

-Ileprotpopés yOpw amd tov 1010 Tov dova TV YopeuTOV deE1 Ko aploTepd
(ONAad” otV Qopd Tov KOKAOL Kot avTiBeTa 6TV POPE TOL KOKAOD).

Katd ™ obyyxpovn emompovikn Oewpion ot IMioviteg peta&d towv omoimv
ovykatoréyetorl ko 1 I'nm, kivovvton mepi tov 'HAlo, o omolog ko amoterel 10 K€EVIPO TOVL
TAOVNTIKOV cvoTtUaTog, €6 ov kol 1 Beswpio avt) ovoudodnke, (Hhog + xévipo),
NAMokevIptkd oot Tov kocuov (1" dwatdmmon amd tov Apictapyo Tov Tauio) kot to
1543 o IloAwvdg aoctpovopog Komépvikog texunpiooce kot OepeAiowce emoTnpovikd to
nAokevtpkd cvotnua. pdypatt, ot xopevtés kKivovvtotl yop® ond tov Popd 1 yopw and
avtoOV Tov ailel T Avpa. Ot KIvGels OA®V TV TAAVNTOV givol 000: 1 TEPIGTPOPT] TOVG,
YOp® amd Tov GEovA Toug Kot 1 kivnon tovg Yupw and tov ‘HAwo, kadkovpevn mepipopd,
OOV KOl KOAOVOOVVY TNV Kivion awtod mAéov wg "cvotnua pésa otov Naraia, (HAwokm
petafotikn mepipopd kKo Ioragokn petafoatikny mepipopd). Kot ot yopevtég extehovv
eviote TANPELS TEPIGTPOPES YOPW ATO TOV EAVTO TOVC.

Evdwgpépov mapovoidler n Ymapén emntdyopong Avpoag ot Mwvown Kpnm
(amewcoviletan og caproedyo g Ayiag Tpiadag kot and Toyoypaeia g lepdc ITopmng
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Ayiog Tpuadag. Kot Bpioketar oto Apyaroroyikd Movoeio Hpakdeiov Kprtng). H Avpa
ovpPoAilel Tov KOGHO KoL 01 7 YOpdEG TOLG TAAVITES TOV NALAKOV cvothuatos. H kivnon
TOV YOPEVTMV GTNV TEPIUETPO TOV KVKAOV YIVETOL GE 1GOTOGO SIOCTHUATA.

To yopevTiKd YEYOVOC OV €ival ol UNYOVIKY avTiOpaoT) TOv TPOKOAEiTOL amd
avdroya gpebicpata. Eivar onpovpykd yiyvesBat. Ot GvBpwmot dev 0dnyovvtal 6To Yopo
WG «OyEAY, «ElONy, «yévny, «udlo», «OmoTpoc®TOTOMUEVES oxéoelsy. Kivntipuo
ocvvaun etvat o 1010¢ AvBpmTOC, 0 0TOI0G KIVEITAL Y10l VO CUUUETEYEL GTOV «KKOWVO» ADYO
oV Yopov (Znkog, I'. & Tlavayiwtomodrov, A. (1990), Daivouevoioyia tov EAinvikod
THopadooiaxod yopov. Onwg dateivetan o kadnyntig @apdvrog, I', (1992) cto cOyypappd
0V Driocogia - Oewpia tov EAnvikod abAntiouod:

«O EAMnviKOS mopadootokos yopog mov Eyel Tis pileg Tov atny apyaia opynoy, ...
CUTTOPEL VO EVOMUOTWOOEL KOl VO QVTECEL OOTYNUIO, Opvnon Kol @S otabepn kol eievbepn
HOpP1] EAANVIKNG avOpWTOAOYIKNG TOPAOOGHS VO, UETOAGPNTEL EVOTHTO DTTO TOVS OPOVS THS
ETOYNG UOS OE EVOV VEO KOOUO, OE W10 TOAVTOMTIOUIKY] KOIVWVIO, 0& EVaV NON UIKPO
TAOVATH KOPLOPYOVUEVO TOOVOV OO TOAAG OPLPOPIKE, THAEOTTIKG, TPOYPGUUATO, TOTOV
CNN».

EXinvicn Biphoypaogia

Anpag, H. EAAnvikol mopadooiaxot yopoi, Néa, Bertiopévn Exdoon, ABnva, cel.
65-70.

Aobka, X., & Mdaotopa, . (2002) «H oyxéon tov apyoiov EAMvov pe toug
TOAEUIKOVG  xopovey, Ilpakxtika 1°° Ilavelinviov Zvvedpiov AOintixic Iotopioc Koi
Dirooopiog e Elinvikng Etoupeios AOintikng lotopiog kou Pilocopiog, OesGorovikn.

Znxog, I'. & IMavaywrtonoviov, A. (1990), Poivouevoioyio tov EAlnvikod
Topoadoaciaxod yopov, Exddoeig TeréBprov, ABnva, cer. 19.

Maortopa, 1. (2012) To Olvumiaxo 10ewoes ws poppwtiky apoln: lotopikn ki
emotiuoioyikn epunveia, Zoyypoupo Evdoog, Exddoeig Apvaovtn, Adnva.

,  (2014) AioOnuikn Tvpvaotikn, Oswpio e Emotiung, TOyypoppo
Evdo&og, Exdooelg Apvaoitn, Abnva.
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abinon, omv Exdoon I'kiocog, 1. (2000) Ohvumioky| kot A6AnTkn mondeio, Exdooelg
[Ipomoumndg, ABnva.

Movpatidng, L. (2009 ) Ioropio Pvoiknc Aywyns kar AGintiouod tov Apyaiov
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Paotge, A. (1992) Xopag, [loiitiouog ka1 Kowvavia, @éatpo Adpa Ztpdtov,
AbBMva, oei. 135-146.

Qapdvroc, I, (1992) Dilocopio 1 -Ocwpio. tov EAlnvikod AOAntiouod,
Ipoleyoueva Keiueva, Exdooeic «TehéOprovy, e, 124-133.



Zevoylmoon Pipioypagio

S. Douka, Y. Mouratides, A. Anastassiou, J. Mastora (2001) «The importance of
dance, music and musical instruments in Ancient Greecey, in the Scientific Journal Studies
in Physical Culture and Tourism, Vol. 8, 2001.

Mastora, I. (2014) Dance -The Aesthetic Dimension, Questioning the efficiency of
the Examination system, Arnaoutis pbs, Athens.

Ancient Dance Research: In search of a methodology

Nektarios Yioutsos

> ~ J4 % N 9 ’ 3 4 ” ¢ ~ ” 3 4 18
E® Aéyerv, 6t tedeTnv 0bosuioy apyaiav Eoiv e0PEIV AVveD OpyNoems

When we see dance representations from antiquity we should not feel them as still
images, which show a brief moment of past life. On the contrary, we should bear in mind
the elements of dance, rhythm and harmony and try to “listen” and feel their existence.
Unfortunately time did not preserve the music that accompanied the dancing groups of
antiquity, not even their rhythm (except for poetry). However, many representations of
dance rituals survive till today in ancient sculpture, painting and other decorative crafts.

The scholar who is interested in undertaking research on ancient dance faces a real
challenge. It is not only the long distance between the researcher and his subject, which

8 | ucian, On Dance, 277.
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often seems like an unbridgeable gap, but he will also come against a unique lack of data.*®
The material, at best, is limited to fragmentary references in ancient texts or still images of
dance representations on pottery, statuettes and works of monumental sculpture.
Sometimes, the data is so little that it is seems almost impossible to carry out any safe
conclusion. %

When studying the bibliography on ancient dance one can observe a reluctance by
the scientific community to proceed to an interpretation of the surviving material, even
though many representations have survived, as well as descriptions in ancient texts,
fragments of musical instruments and dancing areas in places of worship. Dance research
has often dealt with dance in antiquity, but researchers are still unwilling to proceed to a
deeper and more thorough analysis of the representations involved, its evolution and role in
ancient society, going beyond typology, simple iconographical analysis and the search for
the ancient production workshops. Sometimes, they even avoid answering, whether these
depictions are representations of actual dance rituals or just figments of the artistic
imagination. %

One of the main concerns of the researcher of dance in antiquity is the way in
which he will approach his subject as well as the selection of the appropriate methodology,
in order to draw reliable conclusions. According to Kouroupi, “it is extremely difficult to
determine the form and flow of a movement, because based on ancient representations and
sources only speculations can be made. However, it is possible to determine the content
and motives of these dances. "?? Even more dangerous is to treat dance as a still image, as a
simple iconographic motif or a spawn of the artistic imagination. Dance is movement and
movement requires rhythm, flow and harmony. Furthermore, dance is a human
phenomenon that is connected to society, expressing through the art of movement, customs
and traditions, religious beliefs, fears and social needs.”® Characteristically, | quote the
words of the sculptor Rodin when he referred to the immense juxtaposition between the art
of photography and painting: “It is the artist who is truthful and is photography which lies,

19 The interest in ancient dance appeared for the first time during the 19th century, when Emmanuel
M, published his thesis “Essai sur [ 'orchestique grecque”, under general title “La dance grecque
antique”. Since then, there has been a growing interest in the scientific community in this particular
issue, WEEGE 1926, SECHAN 1930, SACHS 1937, LAWLER, 1962, 1964, PRUDHOMEAU 1965, WEBSTER
1970, DELAVAUD Roux 1991, LONSDALE 1993 etc. On the history of ancient dance research see
Naerebout’s book “Attractive Performances”, where the author discusses various methodological
issues. The book includes also a thorough presentation of the history of ancient dance research from
the Renaissance till today, and an extensive categorized bibliographical list, NAEREBOUT 1997, 6 —
102, 114 ff. On the history of ancient dance research see also LAMBROPOULOU 1986, GARTZIOU
TATTI 1994, RAFTIS/ LAZOU n.d., CONSTANTINIDOU 1998, 15 - 30 (for Spartan dances), the
Archaeology and Arts magazine, vol. 90 - 93, 2004, LAzZou/ RAFRIS/ BOROWSKA 2004, and the
exhibition guide “Gifts of the Muses”, 2004. Brief references to music and the art of dance in Arcadia
in CHARALAMPOPOULOU DAMIANOU 1979, 155 ff.

2 |t is a relief for the scientific community, however, that from the total amount of ancient Greek and
Roman literature some texts on ancient dance survive, such as the philosophical analysis by Plato in

his Laws (Z), Xenophon’s Symposium, Plutarch’s Quaestiones convivale (IX, 15), Lucian’s On
Dance, Pollux’s Onomasticon (IV, 105) and Athenaeus’ Deipnosophistae.

! FEUBEL 1935, PASQUIER 1977, EDWARDS 1985, TZOUVARA SOULI 1999.
2 KOUROUPI 1999, 47.

2 BARTHES 1977, 49, HANNA 1979, 314, RAFTIS 1992, 145.



for in reality time does not stop, and if the artist succeeds in producing movement which
takes several moments for accomplishment, his work is certainly much less conventional
than the scientific image, where time is abruptly suspended”*

We should not forget, however, that artistic representations are full of conventions
and that they do not always represent reality, due to limitations deriving from the nature of
the materials used and the manner in which movement is displayed in sculpture, relief,
metalwork, painting etc. Lawler believes that all dance representations are a quick glance
of the artist in the movement of the dancer and she concludes that what the artist made was
depicted deliberately unrealistic and is mostly related to ideal beauty, design, balance and
style rather than an accurate representation of what the artist actually saw in reality.?
These cultural styles and ways of representing nature, the human body and movement in
Art, should be identified and isolated, so as not to affect the researcher and possibly lead
him to any false impressions. *°

One way to avoid possible failings in interpreting ancient dance representations or
dancing motifs is to avoid following the researcher’s intuition, which can easily lead to
erroneous conclusions. If one is interested in understanding dance iconography of past
centuries, he should try to approach as closely as possible the aesthetic perception and
perspective of every period. Cultural trends are not infinite. Instead, they have a beginning,
an evolution and an inevitable end. Consequently, we should not confuse older dance
representations and when we do so for comparison reasons, we ought to be particularly
careful.

For instance, in many sanctuaries and especially in caves in Attica as well as
other parts in Greece, many votive reliefs of the 4th century BC depicting the circular
dance of the Nymphs have been discovered. At the same period there has been a boom in
the worship of these deities found inside sacred grottos and votive offerings. These
represent a continuous religious dancing tradition which lasted for many centuries and
despite the different stylistic and thematic additions it has preserved its basic
characteristics unspoiled. The same subject has also been reproduced much later, though,
by the so called neoattic workshops of the Roman period, which produced various plaques
reserved for the decoration of private villas and other public buildings. These artifacts were
not religious offerings dedicated to Pan and the Nymphs, representing a second boom in
their worship, but rather copies of older works of Art, interested solely in form and beauty,

24 Rodin in PERKINS 1990, 79.

% Lawler in PERKINS 1990, 72 — 73. See also LOWY 1907, 10 — 11, WEBSTER 1970, XII, SOURVINOU
INwooD 1988, 31, Arnheim in PERKINS 1990, 81, GARFINKEL 1998, 209, GARFINKEL 2003, 15, 18,
VESTERINEN 2007, 21: “relative accuracy ”.

% Barthes (1977, 2 — 51) wonders whether images contain messages and tries to understand the ways,
in which these messages are converted into images. By referring to examples from the field of
advertising he explains that the elements of an image ("linguistic message — denoted image — connoted
image") create a comprehensive whole and he concludes, that in order to be able to “read” the
message behind the image one should have general knowledge of the culture, to which it belongs
("cultural knowledge™). According to Barthes any drawing or piece of art is not an actual photographic
representation, but an image that contains codified messages. See also DEAGON 1998, CAIN 2001, 32
— 33, footnote 31.
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mixing sometimes together different artistic styles and religious traditions according to the
aesthetic preferences of the buyers.?’

Lawler is one of the first researchers, who in the midst 20th century published
numerous articles and monographs on ancient dance using an integrated analyzing method.
She believed that ancient Greek dance representations should be studied in their
ethnological context and argued that every ancient dance scene should be considered
synchronically based on the social, political and cultural factors of the period it belongs.?®
In order to achieve this, the researcher should include in his study as much as epigraphic
evidence, archaeological or anthropological data, ancient sources, geographical
information he can find etc.”®

A combination of science and knowledge, even from research fields that may look
at first unrelated, can sometimes aid the researcher comprehend and even interpret dance
representations that have survived from antiquity. As opposed to the simple classification
and iconographical analysis, the inclusion of possible social, anthropological or any other
data in the investigation of ancient dance practice can lead to a more integrated and
thorough presentation of the ancient dance material.*® Dance representations are not
randomly depicted iconographic motifs, but instead conventional representations of actual
ancient rites performed by real people in a religious (temples, shrines, sacred caves) or
even no religious context (private houses, courts, town squares, plains etc.). Ethnological
observations of similar dancing rituals from different societies, historical and mythological
data, ancient inscriptions and testimonies, human Kinetics, psychological mechanisms,
even behavioral and cognitive research techniques, all these are nothing but different
viewpoints of the same subject. These combined to the ancient iconographic evidence
could add more to our knowledge of ancient dance rituals, no matter how distant they are
from our society.** Unfortunately, researchers cannot reconstitute or revive even the
simplest ancient dance motifs, but it could help them answer to various important issues,
such as what where the conditions that led people in antiquity to participate in these events,
what was the purpose of these ritual actions and after all how it affected their lives, their
social status etc.

While searching for the appropriate scientific methodology, Sourvinou Inwood in
her monograph “Studies in girls' transitions. Aspects of the arkteia and age representation
in Attic iconography” goes much further and proposes a method for the study of the
ancient dance material, in which the iconographic analysis should be separated from the
subsequent semantic investigation of those iconographic motifs. In other words, when
researchers describe their material, they should try to be as accurate as possible in their

" EDWARDS 1985, STEPHANIDOU TIBERIOU 1979

% See the term “thick description” introduced by Geertz (1973), while referring to the interpretation
of anthropological data within their cultural context. See also NAEREBOUT 1997, 309.

% |AWLER 1962, 6 ff., GARFINKEL 2003, 23.

% On the contribution of various scientific disciplines in dance research and ancient dance research in
particular KURATH 1960, 240 — 42.

3 PERKINS 1990, 91. Likewise, in order to interpret and execute a piece of music of an older period,
the artist should carry out some research on the surviving material, historical data, sheets of music,
manuscripts etc.



descriptions, avoiding proceeding at the same time to any presumptions deriving from their
personal experiences and beliefs. When doing so the researcher avoids drawing
conclusions that could be affected by former observations and vice versa.*

Lonsdale, who concerned himself with various methodological issues in the ‘90s,
underlines that the researcher's goal is to capture the representational illusion of every
dance scene. He recognizes, however, that sometimes ancient dance representations are not
always completely accurate, and concludes, that that any confusion in iconography might
have been among the artist’s pursuits.*® Furthermore, while referring to the importance
anthropology in ancient dance research, the author advices scholars to be cautious as the
apparent “similarities between cultural phenomena in two societies (could be) attributed to
chance or to the fact that may be due to the fact that human nature outlines are similar."3*

The above methodological framework for the study of ancient dance material has
been adopted by Calame in his book Choruses of Young Women in Ancient Greece, Their
Morphology, Religious role and Social function, where the art of dancing in antiquity is
studied thoroughly, and particularly the female choruses in worship of Artemis, Apollo,
Aphrodite, Hera and Athena. Calame deals with various issues, such as the element of
circularity, the age of the participants, the gestures and costumes of the dance members and
the role of the leader of the dance and his relation to the chorus. He is also interested in his
investigation on the position of women in ancient society and tries to determine the
purpose that lies behind these social events. Similarly, Delavaud Roux in her work Les
danses pasifiques en Grece antique presents many ancient female choruses, such as the
“crane-dance” or “kalathiskos”, where she organizes them in categories according to their
form and purpose, such as transitional dance rites (e.g. in marriage, in death), war dances,
dances in tragedy and comedy, correlating them simultaneously to the ancient sources.®

In the past few years Professor Naerebout has made an all-out effort to record the
difficulties and obstacles, which the researcher, who studies the orchestral art of antiquity,
faces, su%gesting, among other things, a theoretical framework, who himself describes as
eclectic.*® He also recognizes the importance of comparative anthropology and dance
anthropology, which he considers to be valuable tools in understanding the art not only of
ancient dance but also dance in general.*’ Furthermore, in search of an appropriate
theoretical framework he recognizes the existence of an internal structure in every culture,
which is not immediately visible and perceptible, ("true phenomena"), but is associated

32 SouRVINOU INWOOD 1988, 18 — 20.

% LONSDALE 1993, 10 — 12. See also GARFINKEL 2003, 18.

% LONSDALE 1993, 18. See LEVI STRAUSS 1977, 161. On dance anthropology there is an extensive
amount of bibliography. Indicatively see KURATH 1960, BOAS 1972, HANNA 1976, BLACKING 1977,
BLACKING/ KEALIINOHOMOKU 1977, ROYCE 1977, LANGE 1977, KAEPPLER 1978, HANNA 1979,
SPENCER 1985, ADHEAD 1986, HANNA 1987. See also the brief introductions in dance anthropology in
BuBOLTZ 2002, 174 — 211, GARFINKEL 2003, 15, PAPAPAVLOU 2004, 11 — 16.

> DELAVAUD ROUX, 1994, CALAME 1997.

% NAEREBOUT 1997, 293 ff.

$70.11., 298. On the term “anthropology of dance”, HANNA 1979, 316.
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with the visible data, ("derivative epiphenomena™). These so-called "epiphenomena" are
the underlying rules that govern the structure and organization of all cultural events.*®
Dance is recognized as a non-verbal mode of communication, through which messages are
transferred. Carrier of these messages is the human body. That is the gestures, the steps and
the clothing of the performing dancers.*

What is more, dance is understood as a social phenomenon, which can be
approached by many different angles and as a ritual practice, which can be described as
“an enactment of meaning".*® Naerebout favors the so called “rational choice approach” in
sociology of religion, which states that humans behave reasonably and that reason is the
foundation of human communication. Dance is a communication mode that should be
governed by the same principles. He rejects ethology as a method in ancient dance
interpretation, a theory that studies behavioral patterns in the animal kingdom under
natural conditions and at the same time proposes the existence of similar “fixed action

patterns” in human society, which are governed by the principles of reason.*

In his attempt to arrange a model for the ancient dance researcher Naerebout
proposes four stages: The first stage requires a definition of each dance ritual to be made
based on the representations and references that have survived from antiquity.*” On a
second level dance is treated as a performing art and the interest is focused on the
interaction of the dancing performance to the audience and the relationship of the later to
the performer. The messages conveyed in these ritual actions, were understood mainly by
those who participated in these social activities. Moreover, dancing is recognized as a
“framed event” that took place in a limited period of time and certain social context,
characterized by periodicity and social participation. Various either religious or not
festivals were held in ancient Greece, all of which were happenings that appeared on either
a regular basis or from time to time and were connected to specific dance rituals. These
events where ordinarily staged by the community celebrating some unique aspect of that
community and its traditions.*®

Finally, another determining factor that should be taken into consideration by the
researcher is the motive that leads the community to participate in such a ritual
performance ("mobilization™). Dancing or any other ritual act is a social phenomenon,
which within its social context (religious or not), covers the needs of different social
groups, providing them with the proper motives that surely encourage participation. These
social demands could derive by either the need for communication, personal prestige,

% NAEREBOUT 1997, 302 ff., 309.

% KURATH 1960, 242 (Symbolics). See also HANNA 1979, 319 ff., Kuper in HANNA 1979, 319. On
dance as a non-verbal mode of communication HANNA 1987, 26. On symbolic human language,
MoNoD 1971, 169 ff. See also SCHOTT BILLMANN 1998, 19, BuBoLTz 2002, 184, GARFINKEL 2003, 58
-59.

“0 NAEREBOUT 1997, 216 ff., 329, 335. On the difficulties in ancient dance research, NAEREBOUT
2004, 8 — 14. On dance representations as carriers of messages to society BusoLTz 2002, 185 ff.,
GARFINKEL 2003, 13, 15,9192,

*! NAEREBOUT 1997, 307 — 8: “People attribute sense to what they do”.

“20.11., 149 - 274.

3 BURKERT 1985, NAEREBOUT 1997, 342 — 43.



financial transaction, change in status, or could be described as an opportunity to socialize
within the community with a view to marriage etc.

Another aspect of dance that should be underlined is that of communication.
While referring to the communicational aspect of dance Naerebout makes the following
remarks: first of all in a dance performance there is someone who is trying to send a
message and there is also one who receives it. In addition, he believes that this type of
communication is deliberate even if it is subconscious. Finally, he stresses that the
communication channel formed by such a ritual act ought to be effective, otherwise there
would be no reason for its existence and would be replaced by something different. As a
result, the transmission of the desired message though a dance ritual requires the
appropriate means of communication, and in order to decode the transmitted message, the
researcher has to try to interpret it.*> The necessary data may be hidden in the ritual space,
the dancing movements, the clothing, the sex or the age of the participants etc. In other

words the researcher of ancient dance should try to “verbalize the non verbal ”. *°

Watching the course of dance research, we can see an international tendency to
combine different sciences and methods in studying subjects that contain the element of
socializing. Dance researchers constantly try to provoke ways in accomplishing that so as
to achieve more accurate results. Combining knowledge and methods even from scientific
fields, which may seem rather irrelevant, could at times end a useful tool in interpreting
ancient dance representations as well as in understanding the ancient society and its
customs deeper. That cannot be accomplished only through the typological classification
and iconographic analysis of the surviving dance scenes. Instead, scholars should broaden
their minds and consider the possible psychological, sociological, anthropological or any
other aspects of these rituals, in order to maintain a more complete and spherical
examination of the ancient dance material.

There are times when Naerebout feels that ancient dance research can often lead
to a dead end. Nevertheless, he encourages the student to try again, going if necessary
beyond their classical studies: in social science, communication theories and even
semiotics. It should be emphasized that any attempt to rebuild or even revive any ancient
dance ritual is extremely dangerous and difficult.*’ It is, however, possible to identify the
internal rules that govern these ancient dance representations and at the same time detect
the inner force that drove people in antiquity to participate in these rituals. According to
Levi Strauss in "The Savage Mind", “art lies half-way between scientific knowledge and
mythical or magical thought” and the researcher is invited to follow this path which
admittedly is extremely rough, so as to be able to reach some conclusions on dance art and
is course over the centuries.®®

* NAEREBOUT 1997, 344 — 75.

0.1, 377 — 81. See also OUZMAN 2005: “4 great deal of the power and meaning of archaeological
material culture is located within the realm of the symbol.”

6 NAEREBOUT 1997, 384, 393, 395.

4T NAEREBOUT n.d., 149 — 150. See also NAEREBOUT 1997, 338.

8 LEVI STRAUSS 1977, 120
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H napovoia g té€vNS TOV (0opov oty Apyaio EALGOQ

Y1éANa AovKa

OUVEAMNveg amd ta mpdTa ypdvia g Long Tovg elyav dueon oyéon pe to yopd. H
LETAPLOIKY TOVG oywvio Bepomevdtav pe ™ Opnokeio, mov eKONA®VOTOV pHE VUVOLG,
AOTPEVTIKOVG YOPOVS Kot TEAETES. O YAUOS GLVOOELOTAV OO YOPO Kol LOVGIKT Kol OTOV M
oM éptove ©TO TEPUO TNG, 1 HOVLGIKY| TNG VEKPIKNG oKoAovbing kot o HopoAdyla
OOy APETOVG AV TOV vOpmTO.

Amo oty ™V avBdpunt Kot eVoOTIKTOON avaykn mov évimbe to avBpomivo
TAGCLOL Y10 VO, EKPPOCTEL KOAMTEXVIKA, YEVVIONKE 1] GLVELOINTY TEYVY, TOV EKPPAGTNKE
TEPLOCOTEPO OO EMAYYEALLOTIES.

Opymon-Xopog

Xmv  apyootnro ot ‘EAAnveg mpoxeévov va  WAAGOLV Yy TO  Yopo,
YPNOUOTO0VGAV TEPLGGOTEPO TN AEEN Opynon Kol AyOTEPO TN AEEN yopos. ZOUQMOVO UE
tov Holywo, yopdg onuowve ‘kOkAog, otépavog’. 'Hrtav ocvvoAikn mpoomdbelr, mov
oTpoTaV TEPIGGOTEPO GTOV OVTOCYESIOCUO Kol Oyl GE GUYKEKPIUEVEG KIVIOELS. XTIV
Hodozviy AvBoloyio™ o évav Huvo g Someovs TEPYPAQETOL e EmoyyeEAOTiog

“ Hahatviy Avloroyia: 16.257.



YOPELTPLO, OV TPAOTO TAPOLCIALEL o Opynon kot HETA Eekwvd €vav xopd yio va
GULVOOEYEL TOV DUVO.

O yopO¢ GVVOSELATAY OO HOVCIKY], EVD Ol YOPELTEG EKTEAOVGAV PNUATIGHOVG
Kot xepovouieg. Apydtepa avtdc 0 xopdc 1 0AAMMG YOPIKN Opynon, Tpe OpNoKeLTIKO Kot
onuocto yopaxtpa. Etol €govpe tovg kOKAlovg Yopols, mov teAobvtayv yOpw omd TO
Bopd tov Aovicov oty AdBva kat yopo and Popods ddev Bedv>’. Ot yopoi avtoi
yivovtay pe onuocta damdvr, OTmS Yo Tapddetypa ot AnAo, aAld kol 6 GALOVG 1EPOVG
1omovct. AMeg Qopéc ftav oepvol kot coPapoi ko GAleg @opéc padpoi. Extelovvroy
and dyapovg véoug: Tapbévwv nibéwv e’ 2 N and ool TaLdikog 1§ Taidwv Yopog 53
oG Ko omd peyahhTEpOVS og Ao, evd 0 cuVHONG opORdC 6° CTODE TOVS KOKALOVS
xopovg Ntav 50 (mevivia) dTopa.

Amo Tov 010vuGlaKd Yopd EEKIvNoE TO ATTIKO dPAO KOl O1 TPOYIKOT KOl KOUIKOL
X0poi, oV yivovtav He TN dAmAVN TOV YOPNYoV. XTO TANIGLO TNG Osatpmﬁgs ToPAoTOONG
mapovolalotay Kot 0 Xopog, MOV NTAV £VO COUN YOPEVTAOV KOl COODV ® kat énoule
ONUAVTIKO pOLO G° OAN TNV €€EMEN TOL £pYyou.

O 6pog YopOG YPMNOCLOTOOVVTAY Y10 VO ONAMGEL Kol TOV TOMO, TO UEPOS OV
EKTEAOVVTOV 1) OpYNON ™, EVO GTNV ZAPTN X0pdS ovopaldtay n owopd.S

H AéEn opynoic M Opynuo. xpMGLOTOIOVVIOY TEPIGGOTEPO YO  OTOUIKES
TOPOCTAGELS, OMMOG YO TOPASELYHO TOVS KLPLOTNTAPES, OMOL Kol O AOT’]VOﬂOQSB Kol 0
Ounpoc>® kor o Hpodotoc™® ypnotpomoovv to pipa ‘opyeiobor’. BéBoro o AbRvonoc™
ONUEWDVEL TG 1| OPYNOTN XPNOLOTOLEITAL LETAPOPIKA 1oL OAaL TOL €101 TV KIVIGEMVY, OLL®G
0o Aéyape mog NTav po Evvoln mo mpocdtoptopévn. [a tov Adyo avtd, n AéEn avt
xpnowonoteitor on’ tovg apyaiovg HeAeTNTEG Yoo YOPOVS TOL EYOLV GLYKEKPUUEVN
ovopooio, PrAupota, yewpovouieg, KWNOE Kol ToPoLolalOTaV OE  GUYKEKPLUEVES
TEPLOTACELG OO VOV 1] TEPICGOTEPOVS OPYNOTEC.

0 BEvpuridng, lpryéveia ev AvAidr: 676.
> @ovkvdidne: 3.104
52 Hpodotoc: 3.48.
% Ioaioc: 67.30.
** [M\drov: Nouor: 2.665b, Zevopdv: EAnvikd: 6.4,16.
> Ounpcds Yuvoe Eic Appodityv, 118, TTivéapog Néuea 5.42.
® Opnpog, Iiéda: 18.590, Odbooeia: 8.260-4.
57 _—
Havoaviag: 3.11, 9.
% AOMvauoc, deimvocogpiotai: 5.180d.
> Ounpoc, Odvooeia: 4.18-9, Iiéda: 18.604-6.
60 1. .
Hpoddortog:. 6.129.
® ABvatog, deimvocogiotai: 1.21a.
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O MAGTmv Kavel mo GAAT GLGYETION TOV ¥opoD pe TV Xapdl. Oewpei mog 1
Kivnon yevikd mpokalel gvyapionon kol 6° avtdv Tov Kiveitor aAAd Kol 6tovg Beatés.
Yrnoompiler g n evyapioton oTig TE(VEG CLVOEETOL LE TNV €AevBepn COUOTIKN
EKQPOOTIKN Kivnom, pe v opuovia ‘evopuoviov aicOnov ued’ noovig’, evd OTOV
OVOPEPETONL OTNV YOpeia, SAdT 6T0 Yopd MOV GUVOdEVETAL Omd HOVOIKH Kat TPayovdL™,
Bewpel g Tpoxkaiel yopd Kot 6”7 aVTOVE TOV YOPEVOLY OAAL KOl G aLTOVS TOL OTAV T
etvar nukiopévol, yaipovtal va PAETOLV TOLG GAAOVS VO YOPEVOVY KOl VO TPAYOVIOVV,
a@o¥ Tovg Bupilovv Ta vidta rong64.

O @OG0(POG TIGTELEL TOC N apYN TNS OpYNONS Eywve amd v Kivnom, N yoyn
Kivel 10 G(buOLGS KOl GUVETMG TO OO0 KIVEITOL e TN SVVOUN TNG WOYNG.

HeKVOVTOG OO TO IOl YPAQEL TG 0eV Hmopohv va peivouv akivinto Kot
SPKAOC Yopomndovv Kal pmvalovv. Avtd cvpfaivel ko ota (oo, OUOS 0 AvOpwTog £xel
HéEGO TOV TO PLOUS Kot TV appovia, YU avtd Kot SPEPEL. XVVIEOVTAG AOTOV TV QUOIKN
kivnon mov dwabétel o dvBpwmog pall pe v appovio Kot Tov puouod, Tov ATOTEAOVV dMPO
Kdmolov B0V, TPoNABE 1 GpYNON KL 1| LOVGIKN ™ .

H xivnon tov dotpov Kot cuykekpipéva 1 Tpoyll Tov TAAVNTOV YOP® oo TOVG
amhaveic aotépeg pe amdivtn TaEn, evpvbuio ko appovia, Bewpovvrav delypota g
apy€yovng opynons, M omoia apydtepa pe v mpocHnkn véov ctoyeimv avomtvydnke,
BeAtimOnke, teletomomOnke Kot TPE TN LOPOT] KOANG TEYVNG, TOL EVETVEE GTOVG YOPELTEG
Kot Tovg Bgatég v aydmn yio to opaio kKot to wavikd. Ot apyaiot EAAnveg cuykpivovtag
mv opynon He GAAeg popeég téxvng T Bewpodoav AGUeEUTTN, €VLYEV] Kol Qyoym,
‘auduovo’.

O yop0og Aourdv, pe TNV TOKIALL KOt TV pLOUIK®OV TOL KIVIoE®VY, BE®povvTay TO
KOADTEPO KO EWMKPIVEGTEPO HECO TOV AVOPOTOL Y10l VO ETIKOIVMVIGEL LE TOVG OHOTOVG
TOV, VO TEL AVTO OV BEAEL KO VO EKPPAGEL TOL GLVOLGOT LT TOV, KATL TOL TOAAES POPES
adLVOTOVCE VO TO TTPAEEL UE AAAO TPOTO, YUTL OyvooLsE 1) €V UTOPOLGE VO PPEL TIg
KATAAANAEG AEEELS Yo KAOE £101KN TEPIMTOGN TOV TOV AMOGYOAOVCE.

H opymotwm téyvn emedn Nrov onuavtikn, topovciole vrepPoiikés SvoKOAMES
oTNV €KTEAECT], aPOD GLVOVALE TNV TEXVIKN TEAEWOTNTA LE TIG TVELUOTIKES OTOLTIOELS.
Extog amd woloyvpvoopéva koppid ypelaldtav LYNAO TVELHOTIKO emimedo pe TEAEW
eKTOOELOT GTN HOVGIKN, TN UETPIKT KOl T PLOUIKTY, OAAG KO 6T GLAOGOQIa, T PUOTIKY|
kot v noum. Evd ot dAleg téyves Bewpovvtav épyo M TG Wuynsg M TOV CAOUOTOS, 1M
OpyMon NTav €PYo Kot TV dVO, YTl TO COUATIKO KOl TO YUYIKO GTOUYEID OVOUELYVOOVTOY,
TAPOLGLALOVTOG GKEWELS, VONUOTO, (OVTUGIO Kol EMOEKVOOVTAG OUVAUT, OVTOYN, KOl
evkvnoio. Koatd cvuvénela pe 1o yopd 0ev emttuyyavoviay HOvo To KAALOS Kot 1| GOUOTIKN
vyeila, aAAG mopdiinia Bedtiovotay 1 pvhqun, n evevic, To M00¢ Kot N apeTr. Aniodn
dnpovpyeitar 1o TpodTLTO TOV OpYaioy EAAM VOV, 0 ‘kaddg kayabog’® molitng.

82 [MAGrwv, Néuor: 2.653-4.

% Liddell H. & Scott R., Méya Aséucov e Elmviric Tidooac, ABfva 1972, Afupa yopeio.
® IM\drov, Néuor: 2.657 c-d.

®® MAérov, Paidwv: 246c¢.

% MMAGrwv, Nouor: 2. 653e-654a.



To KOAMYPOLIO COUOTO TOV YOPEVTMOV KoL 1] APHOVIL TOV KIVIIGEDV TOVS, NTOV
Y10 TOVG KOAMTEYVES TNG EMOYNG, Ol OTTO101l TAPUKOAOLOOVGAV TETO0V €100VG TEAETEG Kot
EKONADOEL, TNYN TPOTOTLMNG EUTVELONG Kol Onpovpyiog mov omewkovifoviov oTa
aydALOTe, OTO EWOMAL, OTO KOOUNUOTO KOl TIG OYYEWYPUPIES TNG EMOYNG EKEIVIG OV
Bavpalovtarl péxpt oNUeEPA, 6€ OAO TAL LLOVOEID TOL KOGHOV, Y10 TN YOPN, TNV OLOPPLYL Kot
TNV TEYVIKY] TOVG aPTIOTNTA.

(0] I—D»oi)r(xp)(og67 Bewpel Tog N dpynon Exel Tpion PEPM, ™ POpPa, TO CYHUC KAl TN
oeiér. O yopdg amoteleiton amd KIVNOES KOl GTACES GE GYE0M HE TN HeEA®dia, TOvg
@BOYYoLG Kal To dtotnuaTa. Tic KIVIGEIS TAve 6To Yopd TIC OVOUALEL popd, VD aynuo.
elvar o1 otdoelg mov mapovsidloviar OTav ot Kivioelg otapotovy. Ilapddetypo yo to
oxNuo. vt o1 6TAGELS TV YOPELT®Y 0TV Tapovcsidlovy tov AtdArmva, tov ITdva 1 Tov
Bakyo 6émov o1 opynotéc pévouv og pia eryovpa. To tpito otoyeio eivan n deidic, mov dev
elval kATt ppntikd, aAld tpoomabel vo ONAMGEL KATL GVYKEKPIUEVO GTOVG Oeatés. Xnv
OpynoM 1o gyruo ivol LUNTIKO TNG LOPPNG KoL TNG 10£0G, 1| popd eKPPALel To Tabog, TNV
TpA&n Ko ™ SvvVauN, eV M Oeific Kuplog INAMVEL Ta TPAYHOATH, ONANON TN Y1, TOV
oVPAVO K.AT.

H 6pynmon ompldtav mhpo moAd oty Kivion Tov xepiov kot Tov modidv. To
‘xerpovouev’  epappolotov moAd ot OBeatpwcés mopactdoels, Omov  ywotov o
TOVIOUKTY Kivnom tav Xspw’oveg, OAAG Ko YEVIKOTEPO ©E YOPOVS OMOTEAOVGCE O
EppuOun kivnon og d1dpopeg KatevBHvoelg g sédcﬂ(ncneg.

Exto¢ dpmg amod T1g xeypovopies, o xopog otnpildtay oty ppnon, yI’ avtd Kot o
prtoré?mgm vroopiler mwg M Opynon omd UOVN NG UIHOVVIOV  YOPOKTHPES,
ocuvaloOnuata kot Tpdaéeg. O AGtov™ Bempel TG 0 YEVIKOTEPOG TVTTOC TNG YOPELNG, TOV
x0poV, gtvor ot véor va HIoOVTOL EVAPETOVS AVOPAOTOVG KOl VO ATOPELYOVV VOL LLLOVVTOL
ta avtifeta. [Tiotedel Twg 0 Yopodg amoteAel TNV £KPPACT] KOl TOL KOAOD KOl TOV KOKOV
YOPOKTNPQ: UIUHUOTO. TPOTTWV’

Katoiyovpe Aowmdv nwg 1 popd, n deilig, T0 aynua, oL xepovopieg Kot 1 pipnon
OTOTEAOVGAV OTOPOLTITO GTOLYELD GTNV TEYVN TOL YOPOD.

O Curt Sachs™ Bewpel mwg TOAAEG POPEC 0 YOopOG TaPOoLGLOLOTAV e PEYAAES Ko
OMAMTES KIVNGELG OV GTNPOTAV GTOV OVTOGYESUGO, EVD GE OAAES TEPITTAOGELS VIPYE
0 KAELGTOG YOPAG TOL €lye MO TEPLOPICUEVES KIVIOELS, OPmG ot EAAnveg katelyav Kou to
dvo €idn e&loov KOAA, apOoV TO EKTEAOVGOV e LEYOAT YOPT).

Ot yopol émarpvay S1Apopeg OVOUAGIES TTOV OPEIAOVTAV GE SLOPOPETIKOVS AOYOVG
Kot artiec. Onoe yio Topadetypo and Tig KIVHGEIS TV XOPEVTOV (eraykwviouog, fifaoctg),
Ot TOV TOTO KOTUYMYNG TOV X0poV (KkpnTikog, KOPVATIS), OO TOVG GTIYOVS TOV TPAYOLILOV

¢ Mhovropyoc, HOicd: 9.15, 747,2c.

%8 AOMvauoc, deimvocopiotai: 14.63 1c, Thobtapyog: 2.997¢, Aovkiavoe, Iepi opyrioewg: T8.
69 Inmoxpdng: 374,3.

0 Apiototéhng, Howmmikij: 14474, 28.

" M\érov, Holireia: 3.395c¢.

2 M\drov, Népor: 2.655d.

¥ Sachs C., World history of the dance, Bonanza, Néa Yépkn 1937: 24-37.
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(6vBeua, Povkotiacudg), amd tOv QX0 TOL OpYavOoL (Yiyypa, cvpfnvéwy yopdg), amd TO
Ovopa ToV eVPETY| (TVPPIYI0C) K.AT.

Xopoi yovaik®v-yopoi avopav

O yopOc KOTA TNV KAUGIKT 0pYotOTNTA, OTOTEAOVGE EVa oyoldd Tov UmopoHGay Vo
TO ATOAOOGOVY OAOL Ol TOALTEG aveEapTNTMG NALKING Kol @OAoV. ['evikd Oa Aéyape 6Tt ot
avopikol yopol otnpiloviav o1 OCoOUATIK OOvoun, HE AGApato, kobicpato Kot
EVIVTIOGLOKOVG SLOCKEMGHOVG, VA Ol yuvaikeiol yapaktnpiloviav and Mpepes, amorég
Kol Teploplopéveg kvnoels. BéPata vrdpyovv Kot Tapadetyploto yovorKeimv opynoemy e
€vtoveg Kal Ploec KIVIGELS.

AprOpuodg yopevtv

Amo To apyooroyikd evpnuato mov £xovv cwbel, umopovue va Pydrovue
CUUTEPACLLOTO Y10 TOV OPLOUO TOV YOPELTMV TTOV EMALPVOV HEPOG TNV OpyNon. Extog amd
TIG AyYE0Ypapieg pe Eva LOVO YOPELTH, AVOpa 1 yuvaika, vapyovy pe dvo avopeg pali
7oV yopevoLvv avtipétonotl. Kdmoleg popéc umopet o évag va yvpicel v mAdtn tov Kot vo
€XEL TPOG TNV TAELPA TOV AAAOL LOVO TO KEQAM Tov. Emiong Bpiokovpue ayyeloypapieg pe
dvo yvvaikeg va yopebovv. Ot yvvaikeg cuviBmg YopeblovY AVIHETOTEG KPOTDOVTOG
KPOTOAQ M YTLUTAOVTIOG TOUTOVO 1] KOUVAVTIOS TOVG YLTMVES ToL opovv. TToAlég popég
YopeLOLV £vag AvOpag Kol pio yovaika, ot omoiot dgv mdvovtol HETaED Tovug. Zmlovtan
LEPIKES AyYEIOYPAPIES TTOV TAPOLGLALOVY TOVG dVO YOPEVTEG, Evay Gvopa kat pia yuvaika,
VO TLAVOVTOL AtO TOVG MUOVG 1 OO TO XEPLOL. LTIG OYYEIOYPOUPIES LLE TPELS YOPEVTEG EXOVLE
oLVNOMG TPELS YVVOIKES TOV YOPELOLY, GAAES POPES YVUVEG KOl QAAEG POPES POPDOVTOG
TOUG YITAOVEG TOVG. XVVOVTIAUE €MIoNG évav Avopo Tov yopedel pe dVO yuvaikeg N pio
yovaiko ov YopevEL e dV0 Gvopeg OOV 01 YOPEVTEG OV TAvVOVTUL HeTAED TOVS, OL®G Ot
YOPEVTIKEG KIVIGELS TOV TTapovatdlovy eivan coppetpikés. TloAd cvyvd eppaviCovtal Tpelg
YOPEVTPLES OV TdvOVTaL amd TO YEPLOL ‘eml Kopme’, EVO UTPOGTE TOLG ewkovileTonl €vag
avopag, cuvnbwg kdmolog Bedc, nuibeog, Npwag, mov T Kabodnyel. e Kamoleg elkOVES 0
Gvopag dev OVIKEL GTO YOPELTIKO GYNUA, VO GAAES Qopéc Tig kaBoonyel pmaivovtog
TPAOTOG 6T0 Yopd. BEPana, vapyel kot mAnBmpa YopevLTPIOV TOV TAVOVTAL OO TA YEPLOL,
YOPIg OLMS VO VTTAPYEL KATOL0G VOL TIG Koceoé‘)nysim.

H mo ocvvnbiopévn ewdva yopod pe moAld dtopo Mtov ot Aeyduevor KOKAOL
xopoi, 6mov yOpevaY HOVO Avopeg | LOVO yuvaikeg N dvopeg Ko yuvaikeg pali maouévol
EVOANGE ‘avop i

H dwgpopd avt) avdpeso oto Kivntikd Hotifo TV avOopiKdV Kol YOVOIKeEiwV
YOPOV, OAAQ KOU 1 OHOWOTNTO MG TPOG TO CYNUOTO Kol TOV Opldud TV YOPELTOV,
TOPATNPOVVTOL KOl CY|UEPE GTOVG TOPAUOOGLUKOVS OGS YOPOVS, 01 0Toiol EKTEAOVVTOL OO
OPYOVOUEVO YOPELTIKA GLYKPOTAUATO 1) Ond OamAOVS avOpOTOVE TOL YWPLOV GTOVG
YALOVG, OTO TAVYVPL0L KoL GTIG OLAPOPES GALEG KOVMVIKEG EKONADGELS.

H 0¢0om t™c 0pymong oty ekmaidogvon

"AovKa 21., O yopaktipog Tov xopod oty Kiaoiki apyaidtyte, Adaktopikh Awtpipr, Ocooatovikn
1998: 37-38.

® O.n., 48-52.



H opymon dwaokdétay amd €101KOVG O0CKAAOVS 7OV TOVG  OMOKOAOVCHV
‘opymotoddokarovs’. Exiong pabnuota dpynong mopédiday kot Tpoymool, 6nwg o @i,
0 ®piviyog, 0 AloybOAOG, 0 Z0POKANG, TOVG 0Toiovg ovopalay ‘op)marég’76.

[Moapatnpodpe 0Tl 6TOVG YOPOVS OV giyav GYECT HE TNV EKMOIOELON TOV VEWDV
éowvav Egywploth onuacio. Exéleyav pe avompod kot oYoAacsTIKO TPOTO TIG KIVIOELS Kol
Ta Tpayovdia. ‘Etol katndbuvav tn @uotk KvnTik) ovnouvyio Tov modimy oe puopkésg
TOLYVIDMOELS LOPPEG KOl LE TN GLVOOEID LOVGIKNG TTETHY VY VYNAS eminedo poppmwong. O
VEOG OV TOYOVE oG TETOWG PPOVTidag ovopaldtay ‘keyopevkms’ kol Bempodvtay dptia
TPOETOLOGUEVOS Y10, VO CUVEYIGEL LE TOVE KAAVTEPOVS O1OVOVS TO OPOLO TOV AVOTYOVTIOV
UTTPOGTA o0’

Xopoi kadnuepivig {onfg

Exto¢ amd toug opog mov giyov modeuTIKO YOpOaKTPO, VITPYOV KOl Ol YOPoi
™mg kadnuepwvng {ong mov émoulav emiong onuoviikd poéro ot {on Tov apyoiov
EXvov. ‘Htav ot yopoi tov yapov, g knoeiag, Tov Bepiopov, tov tpiyov k.o Xopegvav
Kol Tpoyovdovcav cuvinbmg pe ) cuvodeia Kpaotob yia va Egxdoovy ta Pacava Kot vo
eKONAOOOVY TN Yopd KOl TN AVTN Yo TA ELYAPIOTA 1 TO OLGOPECTO KOl OVOTOPEVKTA
yeyovota g Long tovg. Xopoi kabnuepvig (ong NTav o Ka')uogjs, o1 petadeinviot Xop0{79,
ot yopol mopoiviog ™, ointhp ", ovOsua ", opuog k.a. Ot yopoi avtol yivovtav peta&d
OIAOV, GLYYEVOV, YEITOVOV 1] OAOV TV KOTOTK®OV HUKPAOV TEPLOYDV, OTMS KOl CT)LLEPCL.

Ot yopoi g knodeiag dev giyav TN LOpEN OV €iye 1 OPYNON YEVIKOTEPQ, OALA
Kuplog NTov PLOLKEG KIVIIGELS TOV GLVOOELOVTOV OO YOPOKTNPLOTIKES YELPOVOUEES KOt
apyo¥s PNUATICHOVS [E TN GLVOJELD LLOVGIKNG owhov®, Te E01KEG OLLMC TEPUTTAGELS, OTMG
oT1g kNdeieg PactMAd®V 1 GAA®V EMPAVAOV TPOGAOTMOV, YIVOTAV OVATOPAGTACT] TOAEUKDOV
YOPAOV Y10 VO ETOVOPEPOLY GTI UVIUT TOV COUUETEXOVTOV TIG VIKEG Kol To KatopOdpota
TOV VEKPOV" .

Aatpevtikoi Xopoi

Apeomn oyéom elxe o yopog pe ™ Aotpeio Tov Oedv kol pe TV TEAEON TOV
povompiov. o to Adyo avtd n t€yvn tov Yopolh Bewpodvtav Oeio Ko OmO0G TNV
Katnyopovoe yopaxtnpiotav acefng. Ot apyaiot elyav ) Pabid memoibnon 6t pe ToUVG

® Abfvanog, Adeimvosopiorai: 1.22a
" M\Grwv, Népor: 2, 657a-h, 657d.

BApotopavng, IThobroc: 1040-2, Ounpwkoi Yuvou 2.481, Oumpog, Iidda: 7.241, 18.193-4,
Odiboocia: 1.150-2, 421-4, 8.248.

® Abfvanoc, deimvosopiorad: 4.134a-C.
8°0.1., 14.629, Aovkiavog, ITepi Opyiioeac: 34.

81 ABvatog, deimvocopiotai: 14.631d, Fragmenta Historicum Graecorum, Muller, Firmin-Didot,
1849: 2.284.

8 ABfvatog, deimvocopiotai: 14.629e, Poetae Lyrici Graeci 4 : 3.662.
& Fitton J., “Greek Dance”, Classical Quarterly 23, 1973: 255.
% Poursat J.C., Les representations de dance armee dans le ceramique attique, Bulletin de

Correspondance Hellenique 92, 1968: 564.
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AOTPELTIKOVG YOPOVG £PYOVTIOV o€ emKOWVMVioL e Toug Beobg kot eEmTepikevay pe Tov
KOADTEPO TPOTO TIG EVOOUVYES AVOPOTIVEG AVAYKEG TNG TAPAKANOTG KOl TNG EVYOPIOTIOG.

Ot yopoi Ntav apiepopévol oe ToALoVG Beotc, NuibBeovg Kot Npmeg, Kupimg ORmG
o010 Aidvvco, tov ATOAA®VA, TNV Agtsun Kol ngv Abnva, onmg 0 ackwiiaoués®, o
z'Hv,uﬁog%, TO (oaMlKO'v87, 0 yépavog -, O mxzavag , TO DTOPYNUO, % 10 ayyaxlmo'vgl, ot
KapoaTdec?, o kaldivikoc™®, o rerpazca),uog , TO KEPVOPOPO Opynua. ", O YOopoOG TV

96
Xapitov™ K.o.

[Tapoatnpodpe OTL 01 CNUAVTIKOTEPES YIOPTEG KOl Ol TEPIGGOTEPOL YOPOi TPOG
TV TV BedV yivoviav cg emoyEc mov elyav oxéon pe v yovipdtnta g yng Kot
GLYKOLUOT TOV KOPT®OV ot TIG SIUPOPES 0YPOTIKEG KAOAMEPYELES.

Opiopévotl AaTpevuTiKol Yopoi SV YOPEVOVTAV OTOKAEIGTIKA Y10t £VOL GUYKEKPIUEVO
0g0, aPOL TOLVG GLVOVTAUE VO EKTEAOVVTOL KOl TPOC TNV GAL®V Oe®V, GE SLOPOPETIKEG
EMOYEG TOV £TOVG KO Y10 SLOUPOPETIKOVG AOYOLG,.

Ot yopoti mpog TV tov Atovucov yivoviav KAt® amd TV €nnped Kpaoctov, yu
aVTO NTOV EKCTATIKOI, EVOTIKTOOELS KOl OPYLOCTIKOL, OOV Ol TAPIGTAUEVOL TOALEG POPES
ndOavay opadikn votepio. To mepieyduevo TV AOVOGLOKOV €0pTMOV NTAV OPNOKELTIKO,
poaywd kot opylootikd. ‘Epowale pe ta onuepvd dpopeva o omoio EYovv oyéon He v
Aaikn Aotpeia (avaotevapia, amokpldtika £01ua), He TN Slpopd OTL GYUEPO GE TETOLOV
€100V¢ EKONADCELG LIEPIGYVEL TO TVEVLLOL KOl TOL GTOLYELR TNG XPLoTIVIKNG Opnokeiog.

O Xopog 6to B¢atpo

[a tovg apyaiovg EAAnvec pio omd TIG MO ONUOVTIKEG OTOAAVCELS NTOV TO
0éatpo. X" avtd, o1 Batéc dtookeEdalay Kot O10ACKOVIOV GUYYPOVMS, EPYOLEVOL GE ETAPY|
pe Toug pvbovg, ™ Opnokeia kot pe Paviactikd copfdvro mov elyov dpeon oyéon He v
Kanpepvn tovg o1 kot Ta omoia Tapovotdloviav cov aAndvd amd TovS aploTOTENVES
ONUIOVPYOVG NG EMOYNG -

8 Apiotopavne, IThobroc: 1130, Tokvdevkng: 9.121, EvBovrog, Aualbeio: 2, Hovyiog, Afupol
oaoKwmAlaoog, Zovda MU ackolia.

8 MTorvdevrng: 4.104.

¥0.x., 4.100.

8 Mhovtapyoc, Onoéac: 21, Aovkiavoe, Iepi opyrioewc: 34, 38, 49.

8 Srpapov: 10.4.18.

% Myovrapyoc, Iepi Movaixic: 9, ABvaiog, Aeimvosopiorai: 5.181b.

%! oavdevkng: 4.103, Abfvaog, dsimvosopiorai: 14.629d.

%2 Aovkiavog, Iepi opyiioewe: 10, Tlovocaviog: 3.10.7.

% Mivapog, Olvumardc Yuvoc: 9.1-4, Hoiodog, Ocoyovia: 311.

% IMovdevknc: 4.99,105, Inscriptiones Graecea, Preubische Akademie Berlin, 1873-1939, 2: 3.103.
% MMoivdevkng: 4.103, AbAvawog, deimvosogpiorai: 11.478d.

% ToAvdevkng: 4.95.



Kot ota tpia €ion Tov Bedtpov (tpaymdic, kKopwdio, cotvpkd dpdua) o poAOG
TOV YOPOL NTOV TPAOTAPYIKOS. Ta LEAN TOV, TPAYOLOOVGAV Kol YOPELOY CLYYXPOVAOS N LOVO
YOPELOV UE HUNTIKEG KIVNGELS cuvovalovtag TV eEumvada, T0 LVTOKPITIKO TOAEVTO, TN
AemTn TEYVN KOl TO KAAAOG, LLE GKOTO VO EVIVTIMGIAGTOVV 01 B0té amd 10 B€apia.

Ot omovdaidtePOl yopoi Tov BedTpov NTav N guuéielo otV Tpaymdio, 0 kopoal
OTNV KOU®OIO KOl 1) GIKIVVIC GTO GATUPIKO OPGLLOL.

O yopdc ¢ Tpaywdiog suuelera, elxe KOPIMG EPMNVIKO YOPOKTNPO KOL EUTVEOTOV
and To cuvosOnuaTo TG EvYEVELNG, TNG evesiog Kol TOV ‘kKodag npdrrezv’97. Eneon o
XOPOG NG TPAYMIIOG EKTPOCO®MTOVSE TO Aad, TOV NTOV TNPNTHG TOV NOOV Kol €0ipwv,
CLUTOPACTATNG Kol GOUPOLVAOG TOL MP®O TOV OPAUATOS, EMNPENLE QPAVIOOTO TOLG
Beatéc, KoTELOVVOVTOG TO CLVAICHN LT KO TIG CKEYELS TOVG.

O yopdg kopdal g Kopmdiog elye aceAyels, AMyveg Kol aoTEIEC TEPIOTPOPIKES
KIVAGEIS TNG AEKAVNG KOl TOV YOQ®V KOl EMOIMKE TN YEAOLOTOINGT KOl TNV TPOGPOAn
KUPIOG TOV 10YLPAOV TPOCOT®V TNG KOWOVING HE GKOTO VO TPOKOAESEL YEAMO Kol Vo
TEPAGEL SLAPOPOL UNVOLLOTO GTOVG 68(1Tég98.

Téhog 0 YOpOG oIKIVVIC TOL GOTLPKOD OPANATOS, SAKPVOTAV OO OOTEIES
KIVAOEWS, HE TPoomontd Padiopa Kot TPEUOVAOCHE TOV COUOTOS HE OTOHYO Vo
avaKkoveilel Toug Beatéc amd kdbe €ldovg oTEVOYMOPLO, HE TN ONUOVPYIN ATUOCPULPOG
evBopiog kot yé%tovgg.

Extdg amd toug xopevutéc mov KoTd PAcn NTOV EPACITEXVES KOl ETAPVOYV UEPOGC
oT1g 01dpopeg exkdNAmaelg awBopunTe HoTEPA OO UIKPT TPOETOLUAGIO, VTNPYE KOl L0
KOTNYOPlo EXAYYEALOTIOV XOPEVTMV, 01 AeYOUEVOL ‘KvfiatnTipes’, o1 onuepvol akpoPdrtec.
Avtol Mtav ekl ekTadEVUEVOL Kol EKTEAOVGOV OVOKOAO Kol TOAD GULYKEKPIUEVQL
YOPEVTIKA GYNUATO GE YLOPTEG KOl GLUTOGLO, LE KUPLO GTOYO Ol LOVO Vo d10GKESAGOVY
KOl VO Yuyoy®ynoovy tovg Oeatéc, oAl Kupimg vo TOLG EVILIMGIAGOVY [E TNV LYNAN
TEYVIKY KOTAPTION Kot TN Og&roteyvia mov diébetav. Lty emayyeAlotikny ot téén ot
YOPEVTEG EKTOUOEVOVTIOV GE ELOIKES GYOAEG, EVMD GULUUETELYOV Ol LOVO AvOpeg OAAL Ko
yovaikeg, ot omoieg Ouwg ovvnBwg Mtav okAdPec M &éveg, aAld Kol emoyyeApatieg
uoncm(oil .

Xopoi Zowv

O yopdg Katd TV apyodTa Oev £lye GUYKEKPIUEVE KOl TEPLOPIGUEVO TAAICLOL.
‘Epepve oe emapn kot emkovovia tov avlpwomo, Oyt LOVo HE TOVS OHOI0VE TOV, OAAL Kot
pe OAa ta GvTa TOL GTEVOL KOl TOL gVpvTEPOL TTEPIPAALovTOg Héca oto omoio {ovoe. H
napovcio Tov {(dwv glxe YU avtdv (OTIKY onuacia.

" M\Gtwv, Népor: 7.815b-816d.

BAOvanog, demvocopiotai:  1.20e, Tlohvdebkng:  4.99, Anuoc®évng:  23.13,  ABfvaiog,
Asimvocopiorai: 14.631 d.

% Atovioiog Alkapvacoeic: 7.72, Aovkwavoc, Iepi opyiioewc: 22.
1% Delavaux-Roux M-H, Les danse armee en Grece antique, Universite de Provence 1993: 160,

Lowler L.B., The dance in ancient Greece, Aovdivo 1964: 136.
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[Mpodto an” 6Aa Tov eEacPdAle dVO amd TIG TPEIS CTOLYEIMIEL avAYKeS TG {Ong
TOV, T SLITPOPY| Ko TNV evovpacia, 1 dAAn Ntav n katokia. Ta (oo tov e§umnpetodoav
OTIG EMIMOVES AYPOTIKEG TOV OLOYOMES KOt amoTEAOVGOV TO HOVOIIKO UETAPOPIKO HEGO TNG
enoyng tov. Emiong moAdd {da Bewpodvtar 1epd yioo opiopévoug Beote. I'’ avtog Toug
Adyovug ot dvBpmmot Evimbay TNV avaykn aALd Kot TV TEPIEPYELL VO YOPEYOLV XOPOVG EiTE
TaploTavovTog Kivnoelg {owv, eite ppoduevol (oa, KOAOTTOVTAG TO TPOGHOTO TOVE HE
Lodpopeeg pdokes. O GKOTOC ALTOV TOV YOPOV NTOV Kupimg Aatpevtikos. 'HOghav £tot va
EVYOPIOTHCOVY, VO, TOPOKAAECOLV, VO TIUNCOLV N VO KATOTpaivouy o, Onpiopopen
Oeo6tnTO, Vo amoktioovy Tig WdTTeg €vOg {dov, OAAL KOl Y10 VO OCTEELTOVV, V.
Yuyaywyndovv kot vo YEAAGOUV LE TIG KIVIOELS TOLAI®V, PLO1DV, BoTpiymVv Kot dStpdpmv
Mlov {owv. Xvvendg ot apyaiot EAAnveg dev ypnowonowodoav ta (oo yoo v
eEumnpétnon poOvo TV PLOTOPIGTIKAOV Kol TOV GAA®V KOOMUEPIVOV TOVE OVOYK®MV, OAAAL
KOL Y10 VO IKOVOTTOMGOLV TIG WUYIKES, TIC TVELHOTIKEG Kol E0KA TIG KOAMTEYVIKEG TOVG
OTOLTTGEL KOl OLVTGLYIES.

Xopoi {owv NTav o o}cwyflol, OTOV Ol YOPEVLTEC MpovVTOYV, TO TETAYUO, TO
TEPTATNLLO, TO KATEPAGLA, KO AALEG KIVIOELG TOVAIDV, TO yeAidoviaua, OTOV 1 EKTELEOT
TOV YOPOV YWVOTAV GE GUYKEKPLUEVT] TEAETN YO GLYKEVIPMGN Xpnpdtmvlo , 0 Yopdg g
apkovoag mpog TV ™G Bedc Apteung o Bpompo')vam, 0 xopd¢ alomné mov ot
YOPELTEG MUOVVTAV TIG KIWVNGEW TNG OAEMOVG KOl €KTEAOVVIOV O©TO TAOIGLO 1TNG
Atovucilaxng ?»onrpai(xglo4 K.G.

IoAiepkoi Xopoi

Or moAepukot yopol énau&ov onuavtikd poro ot Lon tov apyaiov EAMveov ot
uovo kotd TV KAaowkn mepiodo oAAG Kot TPV Kol HETE. TV apyr ot xopoi avtol glyav
OpnokevTiKn Ko Layikn onuocia.

Katd v «hooikn mepiodo amékmnoov moday®ylkd YOopoKTHpe Kot
YPNOUOTOOVVTAY GV HLEGO TOAEUKNG TPOTAPACKELTG LE TN YpNo™ OmAwv. Xopehoviov
Ko TP amd T Uéym o’ €vOG LEV Y10 VO ELYLYDGOVYV TOVS TOAEMGTEG, AP’ ETEPOV OE YiaL
VO GKOPTGOLV TTAVIKO KOt pOBO GTOVG AVTITAAOVG.

Ot 'EAM\nveg ayamovcav Tovg moAEpKoVs opovs, Oyt yoti NTov @IAOTOAELOG
A0OG, aAAG ETEON Ol IGTOPIKES GLYKVPIEG TOVG LITOYPEWVAV VO, EIVOL OPKADG KL ETAPKADGS
TPOETOLUAGUEVOL Y10, TOAELO, TPOKEWEVOL VO amoAahcovy To ayadd g spnvng. EE
dAAov ot molepikég exOpompoiiec oTapatovoOV Yo Vo HIKPO YPOVIKO Oldotnuo kibe
téaoepa xpovia €€ artiog TV OAVUTIOK®V yOVEOV, LE TV TEPIPNUN EKEYEPIAL.

1 TIoawdevkmg: 4.103, Abfvatog, deimvocogiorai: 14.629f, 9.39a, Aovoc, Iepi Zowv Ididtyroc:
15.28, 25.28, 27.18.

192 Abvaro, deimvosogiotai:. 8.360d.

193 Apiotopavng, Avsiotpday: 641-5, Bihodnkn tov EAMvov, EXAvikoe  Exdotikdg Opyaviopoc,
pet. N.Zpvpoepa: 65, onu.29.

104 AOnvanoe, deimvocopiorai: 5.198e, Tragicorum Graecorum Fragmenta, Snell-Kannicht-Radt,
Gottingen 1971,, Zopoxing: andoracpa 386, Comicorum Atticorum Fragmenta, Kock, Agwlry 1880-
1888, Kpartivoc: amdonacpa. 128.



Xe 00 TOV LIOLOMO YPOVO, N GLVEYNG GIAAL LETAED TV TOAEMV-KPOUTOV Yid
Kuplopyio Kol ETKPATNOT, TOVG VITOYPEMVE VO TOAEUOVV 1 VO TPOETOUALOVTOL Yol
norepo. Iliotevav o€ OTL 1M KOADTEPY, TMOAEUIKN EKTOIOELOT KOl TPOETOLLOGIOL

EMLTLYOLVOVTOV LE TO YOPO Kol TN LOVCIKY, Yot dtomicTovay kdbe popd 6Tt "ot KaAvTEPOL

r , ’ , 1105 r , ,
TOAEUIOTEG NTav Ol KoAol yopevtéd" . ' avtd mpoomabovoav e To TOMHOTO, TO.

dopata Kol TIG YOPELTIKEG KIVNGES vo dteyeipovv to Bdppog, TV avdpeio kot Tnv
evBovo1mdON TaPOoPUNTIKY O1A0ECT TOV TOAEUIGTOV.

Ot molepikoi yopoti exteAovvTav Oyl LOVO Ot Gvopec OAAG Kot amd YOVOIKEG LE
oKomd oVTéG Vo oKAnpoywynfodv, vo Kdvouv ovvatd kopuid, yepd modld Kot v
neplopicovv T HLikn Tovg advvapio Kot OnAvmpéneia.

. , , . , , 106
O1 61oVdOOTEPOL OO TOVG TOAEUIKOVS YOPOVG NTAV O TEPIPNUOG TVPPIYIog , O

, 107 , 108 . 109 ;110 Lo 111 . .
teleoiog ', O opaitng , 0 Kolafpiouos , M kopmoic, M wPOAIGTT Kol GANOL, EVD
COUQMVO, LLE EPEVVNTIKEG TTNYES Kol Om®G avapEépOnke, evomAot yopol exterobvtayv o1

. , , ;112
OLAPKELN KNOEIDV ETLPOVAOV AVOPOV .

Eniong moAd yvwotol moiepikoi yopoi Ntav avtol mov ekteAobvTay Omd TOVG
Kovpnteg oty Kpntn kot toug KopOpavteg ot (I)pvyiall3, EVD GOLQOVO [LE mwégm 0
xopos Tov Kovpntdv anotéhece v apyn g Opynons. Zopewvo pe tov pvbo n Péa,
yovaika tov Kpovov, 6idace v t€xvn g 0pynong otovg tepeig e, Kovpnteg, wote va
omacel 10 Y10 ™G Ala amd T poavia tov Tatépa Tov Kpodvov. O Kpodvog, poiig yevvidotav ta
oudid Tov, ta ETpmye, YU ovtd kot 1 Péa mrye oty Kpntn, yuo va yevvijoet 1o pukpotepo
Y10 ™G, 10 Ala, TOV ékpLYE GE o omnAld, eved otov Kpdvo édmoe pia métpa Todrypévn yo
va tov Eeyehdoet, v omoia kot kKatdmie. H puntépa tov Ala avébBece ) @povrtida tov
Bpépovug otovg Kovpnteg, mov yio va kaAdWouv 10 KAGO ToOL Hepod, YOpELAV TO YopoO
nov toug dida&e N Péa, mov Ntav dyprog, Bopufmong, andnytog, otn didpkelo TOL 0TOIOV
ERyalav duvaTég KpOyES KoL YTUTTOVGAV TO 6Talfid Kot TG aomides Tovg. Apyodtepa, ovtol
&yvav 1epeic Tov Ao kot ot 10101 HE TOVG ATOYOVOVS YOPELOV TO YOPO OVTO WG UEPOG
AOTPEVTIKNG TEAETOVPYING.

195 A0fvanog, deimvocopiotai: 14.628e-f.

1% TMAGrov, Néuor: 7.796b-815a, Atovioiog Alkapvoaoosvc: 7.72.7-8, StpaPov: 10.3.467-481,
ABnvonog, deimvocopiorai:14.630d-e, TTAobtapyoc, Avkodpyos: 22, Tlovoaviag: 4.27.2.

7 TToavdevknc: 4.99, ABrvaoc, dgimvocogpiotal: 14.629d, 630a.

1% L awler L.B., The dance in ancient Greece, Aovdivo 1964: 27.

1% TToavdevkne: 4.100, Adfvanoc, dsimvocsogiotai: 14.629¢-d, 4.164e, 15.697c.

10 Zevogav, Kipov Avifaoic: 6.1.6-9, ABivarog, deimvocopiorai: 1.15f, Tovda: Afupa kapraia.

M Evotatog: 893.37, Kaihipoyog, Yuvoe Eic Aia: 25-4.

Y2 MAGrwv, Nopor: 12.947 c.e.
3 Aoviwavoe, Iepi opyiioeawc: 8.

0.7 ko Aloviolog Alkapvaooedg: 2.71.
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Ot yopot avtol dtakpivoviav and evBovslaoud kot povio Kot Guvodevovtay ond
115

duvaTég KpawyE ko Blona yTummuota TOEWV Kol AoTidmV e EKKOPOVTIKOVS BopOovg .

Me 6ho T0 TOPATAVED SLOTICTOVETAL TOGC KATH TNV KAAGIKY apyodtta £vo amd
TO ONUOVTIKOTEPQ oToNEln otn (0N TOV AvOpOTOV NTAV 0 YOPOG, O OTOI0C TOVS GLVOSEVE
a6 TNV Todkn nAkio péypt o téAog g Long Toug.

O yopdc Emopve TIC TPOYUOTIKEC TOL OlUCTAGELS KOl OMTOTEAOVCE LOPOT|
OVTOTEAOVG TEXVNG, OTaV cLuVOLALOTOV LE TN HOVLGIKN Kou TNV moinomn. Apyn OU®S Tov
YOPOV NTAV 1| KIvNor, Tov UETUOIOETOL GTO CAOUN OO TIG OLVAUELS TNG YVUYNG, Ol OTOIEC
KATELOVVOLY  YEVIKOTEPD TN GLUTEPLPOPA TOL avBpdmov. Ewdwdtepo ot HunTikég
KIVAGELS, KUpImg TOV YePL®dV, Emanov oNUOVIIKOTEPO pOAO oTo Yopd, yrotl e&€ppalov
dtovonHoTo Kot omokdAvTTay "to un parvoueva”.

O yopog otV apyordtTa £iye OPNOKELTIKO KOl AATPEVTIKO YOPAKTNPO, YIOTL GOV
KOplo otdyo eixe ™ Aoatpeio tov Oeglov, améPreme otn HOPP®OT TOV VE®V KOl OTN
OTPOTIOTIKN TPOETOLACIN TOV TOMTOV, EVETVEE ONUOVPYIKA TOVG KOAMTEXVES, EVIoYVLE
kol e€hyove TIg TOMTIOTIKEG a&leg TG TEYVNG, OLVTEAOVGE OTNV EMKOVOVIKL KOl TN
CLUVAOEAPOGT TOV TOAMTAOV, LIEVOVLULE YeyovOTa TOV TaPEABOVTOG H10AGKOVTAG TIG OPETES
Kol To Katopfopata tov mTpoydvev, YuyxoyoyoOse YTl ¥pNCILOTOI0VVIOY GOV UECO
OKESUONC, EVA 0 TEMKOG GTOYO0G TAV 1 EVYOPIGTNOT Kot 1 KAAMEPYELD TOV AvVOPAOTOL.

A6 OL0 VT SATIGTAOVOLE OTL O XOPAC NTAV £VOL PUVOLEVO TIOV EiYE GTOYO TOV
avOpoTOo GOV OVTOTEAT] TPOCHOTIKOTNTA, GOV ATORO TO omoio "opyovuevo" dddoketTar,
EKTTOOEVETAL, LOPPOVETOL KOl EVIAGOETOL ONUIOVPYIKA KOl OQEALO GTO KOWMVIKO
ovvoro. H amdlovon avt) pésa amd 10 KOAAOG Kot TNV opop@ild, kabmg emiong kot ot
nowonlactikég a&ieg mov myalav pésa and to yopd, emekteivoviay Kot 6toug Oeatés, ot
omoiol TapaKoAoVOMVTOS £va TETOW0 UEYOAOTPETES BEaLA SLOTICTMOVOY Kol TO TEPTVO Kot
TO0 OQEALO0, KOVOTOOVGOV TIG oUGONTIKES TOVG OMOLTNGELS Kol OOKTOVGOV TNV WOYIKN
TOVG LGOPPOTILL.

5 Srpapov: 10.3.6-8, 11,19-23



Xopor Aatpeiog Tov Ilava ko tov Nopeov

Nektdprog ['ovtcog

O yopdg 10 TPpayohdt kot m povokr| émaulav Pacikd poélo ot Aatpeion TV
Nopeov oy apyotdtnto Kor o “guyxdpevtoc” kot “@ulokpotog” 0edg Ilavag dev Oa
UTopovGE Agimel amd TN CLVTPOELL TOVG. XO0POG, TPAYOVOL KOl HOVGIKY| OTOTEAOVGOV
OTOPOITNTEG EVEPYELEG TV TTGTAV Y10 VO YOPOTOMGOVV TIG BEOTNTEG KO VO XEL 1| TEAETN
10 gmBountd amotérecua. Metd v swcaywyn g Aatpeiog tov Ildva otnv Abnva kot
otV upuTEPT ATTIKY, LETA Tovg [Tepoikonc moAépovG, dapopedveToL io Ko Aatpeia
tov [Tdva kot twv Nopeov, mov teleitor wg enl To mAeiotov o€ vraifpia 1epd Kot GmnAoia,
N omoia cuvTopa dtadidetal oty vediourn EALGSa. Xe TOAAG amd avTd ol 1epd Kot 1Oimg
o€ AQTPEVLTIKA OTNAOLO £XOVV EVIOMICTEL AVOTOAPUGTAGES YOPDV, MOV OTOdIdOLV TOV
KOKMO yopd tv Novpeav xor tov Ildva oe avabnuotikd ovaylvea, TnAvoug
avaOnpatikovg mivakeg kot mAve cuoumAgypato oMoy mov ansikoviCovv xopd. To
GUVOAO TMV TOPOTAVED avOOMUATOV EKTPOCOTEL Lo OPYNOTIKN TOPEO00T) TOV SMPKESE
OPKETOVS OUMVEG KOl TOV AP TIG SUPOPETIKES OVA EMOYEG CTIMOTIKEG Kot GseplartKég
mpocOnKec N TapaArayic, datnpnoe o PACIKA TNG XOPOKTNPICTIKA avorhoiota.

Iepd dion Tov Nopoov

O mAnpogopiec yio v epedvion g Aatpeiog Tov Nopeov ydvovior ota fadn
TV aovev. Kopeg totapmv cuvnbmg, ot Nopgeg etvot mdve amd dha Be6tnteg Tov vepo.

18 THALLON 1903, PamaTOx 1905, FEUBEL 1935, FUCHS 1962, ROUSE 1976, 85 — 89, PASQUIER 1977,
EDWARDS 1985, TZOYBAPA XOYAH 1999.
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Exnpocwmodv v mpwwvn dpocid, Bpoxf]; T TOTALO, TIG APVES Kol KUPI®G TIC TTNYES
mov avoPAvlovv amd to £yKato NG yng.ll dOLokeg TOL EPECKOL VEPOD, TPOGPEPOLV
Kapmoeopia, vyeia Kot {ovtavia otn Vo, ta {ha kot Tovug avBpodmove. I't’” avtd Kot ot
OpnokevTIKN GLVEIONON TOV TOTAOV 01 TOTOL TOV KOTOKOVV 01 NOUPEG dev Ba pmopovcov
va Bpickovtol pakpld amd To oTotKElo TG PVOTG TOL Bta(pukdrrouv.llg Aatpeutikol ympot
otov EAMNVIKO ydpo aplepmpévol amokAelotikd otig Nopeeg poptopohvtal 1on and Tov
8° cdvo . X., EVH GTOVE HETAYEVEGTEPOVE OUNPIKOVG DIVOVG DIIAPYOVY UPKETES OVOPOPES
o€ opdoeg yovaikeiov Beomtov, O0mmc ot Nougeeg, ot Qpeg ko ot Xaprreg, Kabdg Ko
GTOVG YOPOVG roug.llg

Ta 1epd mov toVg aPEpovay Ppickovtay mdvtote oty Habdpo, 6€ EGVAMKA
tomio, tumikd “loci amoeni”, dnladn epd dAon pe mAovola PAGOTNON KOl TPEYOVUEVO
kafopd vepd.t? O Idrovag oto “Paidpo” Teprypdeel Tov Tepinato Tov Smkpdtn Kot
tov ®aidpov omv mepoyn tov IAMcod kKovtd 6to AOPO ToL ApPANTTOD, OTOL TEAMKMOG
KkdBovtal oe £va eW0VAMaKO PEPOG, “Noupdv te vy kol Ayelwov iepov amo @V Kopav
Kai Gyodudrawv Eoikev eivo. ~12 2y 10100 TEPLOYN] OVOPEPETAL 1] TTOPOVGIO EVOG LEYOAOV
OEVIPOL KOl MG OPOGEPNG TNYNG, OTOLXEID TOL OVTOTOKPIVOVTOL ATOAVTO GTO LOVIEAO
tov loci amoeni.” Avtictoya 1epd dAon kot vraibpla 1epd apiepopévo otig NOUQES,
avaeépel o Tavoaviag otovg Kvptoveg ot Bowwtio aAld ko o Ztpdfov otov Arpeld

g, A s 123
ToTaud, “év aloeat avOéwv”.

Tétowor vraifplor kot gWdVAMOKOL YOPOL, OTMG Yo TOPAdELya TO PO GAGOC,
elval Tomot 0mov e€eAiooeTon TO HayKO — OpNOKEVTIKO QUIVOLEVO TNG GLUVAVTNONG LE TO
Belo. To 1€pd dAcog eivor ovclaotikd éva €ld0g Tepévoug, évag oproBetnuévog ympog
aQlEPOUEVOS oTovg Be0lc, otn Aatpeio kot v t€xvn g Opymons. Tavtdypova, eivar
tomog payeiog, £vag “euotkds” vaog, Tomog 1epog e Kabapd vepd Kot TAoVGLa YA®PIda. 124
Yvuyvh o mepPIriov ydpog PeATiovitav pe avBpdmiveg TapeUPAcEls, OV TolKIAay amd
TIG amAovoTeEPES £mG TIg TAov ovvOeteg. Mo mepippaln, évag Bopog, Eva dyaipo, et
Kot 04VTIpa OA®V TOV E0MV, £vaG TAPOG, £V IKPOG Vaog 1 Kt OAa avtd To ototyeia padl,
YPNOLUOTOIOVVTAY Y10 VO SIKOGUNGOLV TETOL0VG YDPOVC.

"7 BALLENTINE 1904, 80 «.¢., EDWARDS 1985, 11, LARSON 2001.
18 Opunpog, Iiéda, Y 8 — 9. TpBhe Opnpucod vuvo Eic Appodizny, 5.97 — 99.

9 Ounpoc, Odveoeia, v 102 — 112, Ounpikoi dpvor, Eic Ilava, 19 — 21, Eic Anéiiwve, 157 — 161,
194 —199.

20 “ITave and 6ha”, bnog ypaeet  Larson (2001, 9 — 11), "...eivar témor svyépiotor otic aiohiceic
(loci amoeni) - mpookalodv tov dicpyduevo va otouotiiost kor va ovalwoyovybei.” To tov 6po “locus
amoenus”, LEACH 1978, 543, vroo. 12, 13.

2 Mérov, Paidpog, 229, 230b.

12 7o avofnpaticd avéylgo otic Nopgeg “tév miovedv”, mov ektidetar ofpepa oto Staatliche
Museen, tov BepoAivov, evtomiotnke otig 0x0eg tov IAicov kot Bempeital 6tL mpoegpydTaV ATd AVTO
70 1€p0, BLUMEL 1966, Ewc. XXVII:2, TRAVLOS 1971, 289, Fig. 386, 387.

2 Mowoaviog IX.. 24.4, tpapov VIII. 3.12.

24 0umpoc, Odvooeia £ 291 — 93.

125 | AUTER 1972, BARNETT 2007. H 0pnokevtiki} @don 100 1epod dhoovg gaiverar Eekdapo 6Toug
1EPOVG VOLOVG OV TO TPOCTUTEVOVY OO THV KATAGTPOPN: 0ev emitpénetal 1 fookn tov (dwv, N

apaipeon Eepoxhadmv oVTE 1 KOTN JEVIP®V, eV EMPOUALETOL 1] GUGTNUOTIKY OVTIKOTACTOOT] TMOV
VEKP®V SEVIPOV KO 1] TPOGEKTIKT] GLVTNPNON kot KOAA@Topnoc, DILLON 1997, 115 k.€.



Yanioie Tov Nopeov

Ot Nopgec etvar 0edtntec mov cuvdéovtal TOAD 6TeVd emiong pe to fovva Kot
TOVG GTNAULDOELS OYNUATICUOVS. APYaloA0YIKd dedopéva amd ToAAE AOTPELTIKA GTHAOLL
emPBePardvovv v mpwtokadedpio TV NUUP®OV £VOVTL TV GUAAATPELOUEVDVY BEoTTOV,
omwg o ITavag 1 o Epung, yeyovog mov og HEPIKEG TEPIMTMOGELS TOUVOV VITOOEIKVOEL TNV
ToAooTNTO TNG AaTpeiog TOvg 6e éva )((bpo.126 [ToA¥ S1adedopuévn dapaivetar n Aotpeio
T0Vg o€ omniote ot ovTik EAAGOa, otnv Hmepo kot ta I6via vnoid, Onmg €xovv
katadeigel or avaokapés ot Agvkdda, otnv Keporovid, otnv Apta kot otnv [ldAaipo
Axopvaviag. Av Kol GTEPOVVIOL AVAPOPAOV GE TNYEG NG APYOOTNTAS, MOTOGO, Ol
avaoKagéG ota omiote MroMdtom, AcBotpumag, Xapaiapng Tpomag, Xopodtpumog,
Ayiog Kupuoxng (Aevkdoa), Apdakaivag, Meloodavng (Kepaiovid), T1oAng (I0dxm),
Kovoovvotpurag (Apta), [Toaduneiwv (Bévitoa), amodeikviovy 6t ot dvtikn EALGS
n Aatpeio tov Nopedv ftav 8iontépog ayammth kot edpampévn.

Acaieig evdei&elg yio v opydvmon kot v e&EMEn ¢ Aotpelag sivol ta
avadnuata oto 1epd avipo Tov Nopedv, kuplog eWddia 1 Tivakeg mov ameikovitouv
Noueeg oe yopd, kabiotéc | o€ d1dpopeg otdoelc. Movo amd 1o omnroo “Aofotpora”
010 @pHvi S Agukddog cvuyKevIpoOnkay gWdA opyodpuevav Nopedv, o aplBudg tov
omoiwv avépyetal ota OlakOclo €ikoot mévie. Avdloyo mapadelypota €QOVUE amd T
[MoAauneda Bovitoag, tov Kapdiro Agvkadag ko tov [Iopo Keparinviog, dmov katd
TNV OVOOKOPIKT SIEPELYNON TOV CTNAN®Y EVIOTIOTNKE PEYAAOG OPIOUOC GUUTAEYUATOV
XOP®V, IOV £Y0VV [0 EEAMKTIKN Topeia Tov Eekivd amd TNV apyaiky oy Kot TAVEL WG
toug EAAnvieTiKovg ypdvouc.

Xe meployéc omov elyav Wpvbel amowieg, dmwg N dvtiky EAAGSa, dAhwote, TO
vepd amoteloboe 110itepo oNUOVTIKO oyafo, Tpwtedov Yo v emPiowon g amowkiog,
AmOAVTMG avaykaio yio v mdon, TV vyewn] Kot v KoAlépyea. H avalnmmon evog
TOTOV €VPOPOV Kot YOVIHOV TTPoHTobETEL TNV VITaPEN TNYDV Kol TOTOU®V. Oa Tpémel va,
QOVTOCGTOVUE, OTL TPOTUPYIKO LEANLO TOV TPOTOV OTOIKOV TOL £PTOVAY GE £VOL VEO TOTO,
Ntav 1 €Vpeon TOV anapoitnTeV vodtveov Topmv. H onuacio mov £dvav ot dmowkol 6To
vepd kol ot avtiotoyeg BedtnTeg So@OiveTol GTNV VOUGUOTOKOTHO TV TOAEMV-
OTOIKIMV, OOV TOAD cLYVh eiovilovtal ToTd ot ol Kot Tomikég N’()u(psg.lzg

Ot opdoeg MAVOV avoONUATIKOV EW0MAI®V TOL EVIOTICTNKOV GE GTNAOLN TNG
dutikng EALAS G cuyyevenouY TEXVOTPOTIKA e TNV KoAATEYVIKY Topadoon s KopivOov,

126 Yy EXévy tov Evpurion (805) ot Nougeg yapaxktmpilovioar “metpaior” Kol GTOV OPOIKO VUVO TMV
“Nouedv” avaQépovtol ¢ “Kpvwidpopor ...avipoyopels, onnivyl keyopuévor”.

127 AONTAS 1964, TZOYBAPA SOYAH 1988 —9, 1991 — 92, 1999, SPETSIERI CHOREMI 1991.

128 X ATZIQTOY/ STPATOYAH/ KOTZAMIIONOYAOY 1989, 36, 51, Ewc. 11, XATZIOTOY 1994, 1995, Iiv.
256a, 1997, TZOYBAPA XOYAH 1999, 376 «.£., Ew. 96. T'a omfAaio Tov Nope®dv v apyoikn emoyn
LARSON 2001, 249, 251. T'o onfAaio tov Nopeov pe evdei&elg hotpeiag 10N amnd T YEOUETPIKN
emoyn USTINOVA 2009, 55, vroo. 12.

2 ITpBre vopiopata te walkic xepoovioov, SELTMAN 1960 75, Pl. IX 6 (Svpakovoec), 8 (Iéhag),
SEAR 1978, ap. 737 (Zvpaxovoeg), ap. 741, 747 (Axpayag), ap. 785, 789, 794 k.o.k.

39



mov @aiveror vo €xel daveioel oTig amowkieg TG Mo Toytwpévn TEYVOTPOTiRL GTNV
EIOMAOTANCTIKY: YOVOIKEIEC LOPPEC TACUEVES GO TOL XEPLOL YOPEVOVY KVKAKA YOp® 0md
TOV oVANT] OT0 KEVIPO €vOG mNAwvov diokov. Agv eivar amiBovo oTig mopomdve
TEPWMTAOOCELS PACIKO POLO GTNV El00Y®YN KOl 0pYdvewon g Aatpeiag twv Nupedv va
émone M untpomoin Kopwvbog, oty omoior ot NOp@eg kot 10 vepd KATEYOV GMLUOVTIKY
0éon ot Opnoxevtikn Cmﬁ.lgo >mv moin ¢ KopivBov etvar yapaktpiotiky n mapovcio
YOV Kot €01KA Sopopeopuéveoy Kpnvav.™ H onuacio mov €6vav ot KATOKOlL GTIg
Y& QaiveTon amd 1O YeEYOvOG OTL OmOTEAEGOV TOMOLG L “wropiof’.132 Ov myég g
[Teypnvng ko ¢ IMadkng mailovv Wwitepo poro oty kabnuepvy {on ™ TOANG Kat 0
KOVTIVOG AOPOG, OTOL KOl O apyoikOG voOg ToL ATOAAMVO, OMOTEAECE TOV TLPNVO TNG
TPMOTNG KOTOIkNong otnv meployn fdn amd v 5" yhetio n.X.1%

To omiao “rov Zagrovln” oty Kopwbio amotélece maloidtato AaTpeuTiKd
KEVTPO TV NUUO®V KO Ol OVOTOPUGTAGELS YOPDV OO TN “OVVOIKIO. TWV KEPOUEDY ™ GTNV
Kopwbo paptopodv opyovopévn rotpeia oty evpotepn mepoyf.>* Avtd empPePondveron
KOl 0t TO GUUTAEYUOTO YOPDV TTOV EVIOTICTNKOV G€ LITaifplo 1epd TV Nopupmv otn 0éon
Koxkivoppuon kot oe aileg Béaeig g evputepnc Kopvbiog, to omoia divovv tnv gikova
uiog edpatouévng avadNUOTIKAG Kot 0pYnoTIKNg mapddoong NN and ta tékn 7°° e apyée
6” abvo X"

Avtictoyya, oty Attikn N Aotpeio Tov Nopeov @aivetor mog cuoyetilotav
apyd pe Tig TyEG ™G MOANG, Y®pPic va amokAeietal 1o evOEXOUEVO VA AOKEITO Kdmol
HOpPON AOTPEING OTO E0MTEPIKO UEPIKAOV omMAoimv MO amd TV apyoikn Emoyn.
[MoAawotatol tomor Aatpeiog twv Nopeav oty Abnva ftav n anyn mg Kaiippong oty
Ayopd kot n myn g Kieyddpog (Epmedovg) ot Popeta ktd g Akpomoing. Ot
moAvapOueg Aovtpo@opol mov eviomicnkav oto lepd g Nopeng ommv Axkpodmoin
LLOPTUPOVV Eva oNUaVTIKO onueio yio T OpnokevtiKn Kot Kowveovikr (o1 g mOANG Kot ot
noMdTepeC ypovoroyovvtar amd tov 7° oidvo m.X. amodelkviovTog TV TOAUOTTO TNG
Aatpeiog Tov Nopedv oty Adnva fom and v TpOn avn nspi080.136 v Attikn,
opyoavopévn Aatpeio Tov Nopeov e omnioia 0ev epgoviCetol vopitepa amd 10 TEAELTAIO0
gtapto tov 5 adve wX. kou omd ekeivn v mepiodo odlovior eldyioTa
napaSaiyuaw.lS?

130 AONTAE 1964, TZOYBAPA TOYAH 1988 — 89, 1991, 1991 — 92, 1999, SPETSIERI CHOREMI 1991,
KOPESTONSKY 2009, 90.

B Mowoaviog I1. 3.5, Ztpafav VI. 6.21.

132 MMovoaviag I1. 3.2.

13 DUNKLEY 1935 — 36. H myf g Ileypfivng otov Akpokdptvlo oxeTiletal GOpQ®VA [E TOV
Hovoavia pe Tov motdpo 8ed Acwond, KAAGIKN TATPKN eryovpa TV Nupedv oty apyoio eAAVIKY
Opnokevtikn cvveidnon, [avoaviog I1. 5.1, 5.1 — 2, Ztpdfov VII. 6.21.

B4 WiLLIAmS 111981,
135 ORLANDOS 1935, 1964, PAYNE 1940, 224 — 227, Fig. 99, STILLWELL 1952, 43, ap. 2, 3, PI. 5,
DAuw 1967, MHTPOIIOYAOQY 1986, TZOYBAPA XOYAH 1999, ITiv.16a, LARSON 2001, 97, 232 «.&.,
KOPESTONSKY 2009.

13 MHAIAAHE 1955 — 60, TRAVLOS 1971, 361, Fig. 537, 539, ITAITAAONIOYAOY KANEAAOIIOYAOY
1997. ' T1¢ Tnyég g Kheyidpag kon g Kodlipone WICKENS 1986, 166 — 7.



Amo T0 TE0OEPO GINANLA, TTOV AELTOVPYOVCOV KATA TOLS OPYOIKOVG YPOVOVLS G
1epd oty ATtiKn, og kavéva dOev evtomiomnke Aotpeic Nopedv: ovte otov Tdgo g
Ipryévelag omv Bpavpova ovte oto [TAovtdvelov oto 1epd g Anuntpag otv EAevoiva
o01e ota 1epd oty kopven Kapapmora oty Ildpvnba kot oto onnraofdpadpo ctov
[Tpogpnt HAla Yuntrov. Ze évieka akdpo ommioia mboavoloyeitor n AATPELTIKN ¥p1 oM
Ao TO aPYOiKd YPOVIa, OLMG TO ACPAADS XPOVOAOYOVUEVE aPYOLOA0YIKE KaTtdAouTa elval
eldyota. 1o omnAaia tov [ldva kot tov Nopeov otn Bapn, oy Ilapvnba kot oto
Aagvi evtomionke eAAYIOTN KEPAUIKNY KOL EWMALN YOVOUIKEI®V HOPPOV TOV aveRAlovv
ypovoroynon otov 6° adva m.X., ®6TOc0 TOAAE evprpata dev evtomicTnkay in Situ, evd
HEPIKE dev emdéyovon ac@orf xpovoroynon.

2t TEAN NG OpYOikNG €mOYNg M ypNoN TV omnioiov avédvetar Kotd Ttov
Wickens t6co yio Opnokevtikovg 660 kot yio GAlove Adyovg, Omm¢ N TPooTacio TmV
KOTadldV M M KATOIKNGN TOLG K.AT., 0 omoiog OBewpel 0Tl awtd avtikatontpilel v
avdroyn oavénon tov TANBvopoL otV ATTIKN ekeivin TNV mEPI0O0 KOl TIC OAOEVQ
ALEOVOLEVEG PETAKIVIOELG OTNV aTTIKN Dtaufpo. Ot emrvyiec Tov ABnvaiov oto Mndwd,
N opydvmon g Adnvaikng Zvppayiog Kot 1 oukovopkn dvinon cuvéBaiav mhovov otnv
avénon ¢ ekueT@Aievong g vraifpov (Komddio, KAAMEPYEWD) EMTPETOVIOS GTOVG
KOATOIKOVG GUYVOTEPEG EMOKEYELS GE TEPLOYEG OOV LINPYOV CINAOLN, LE OMOTEAEGLLO T
OTOPAdIKY PO TOVE MG KATAPLYIMV amd Pockovg Kat YemPyos, aKOpa Kot TASIOIMTES,
avEAvoVTag TaVTOYPOVa TG TOAVITNTESG IOPLONGS LEPDV GTO £6MTEPIKO TOVS. Omotot Kot av
elvatl ot Adyot, v KAaowkn emoyn o aplBudg tov onniaiov pe BEPam ypnon etdverl Ta
€IKOG1 OKTM, EK TOV OTOI®MV dEKATEGGEPA NTAV APIEPOUEVO GTNV KO1vN Aatpeia Tov TTdva
Kot TV Nopue®v, yeyovog mov amodelkviel TNy avinon g Aatpeiag tovg oty ATTIK)
uetd to mpdTo TéTOpTo TOv 5% Cdva mX., €Oy MOV CLUMIMTEL PE TO TEAOG TOV
[lepowdv nokéucov.lgg

H lotpeia Tov Ildva ko1 Tov Nopeov

Av Kot o TeplocdTEPO 1EPE SN TOV EXOLV gvTomoTel 6Ttov EAANVIKG Ydpo
nrav apiepopéva otov Iava kot tig Nopeeg, n Aatpeio tov tpayomddapov Beod apyikd
dev 1eleito og omhata. Ztmv Apkadia, apyikn kottida g Aatpeiag tov [Tdva, o Bdg dev
AatpevoTav o€ omNAdle OAAG o€ 1EpA, OTTMG Kol o1 volowmeg BedtnTeg. Av avatpélet
kavelc o mepypoagég tov IMowcavie to 2° odvae p.X. yioo v apkodik yn, Oo
TaPATNPNGEL OTL OEV YIVETOL OVOPOPA GE CTANLO 1) KATOLO AVTPO OPIEPMOUEVO GTO 0e6.14
AvtiBétog vdpyovv avagopés oe MOAAES OEGEIG ONUAVIIKOV POV YO TIG OTOIEG O
csl)wpa(pléag ypnoonolel tov 6po “igpdv’”’, 6pog mov cuyva yopakTnPilel v OAOKANPO
Bouvo.

137 Y11g poboloyikég apnynoels yuo Ty dpvon g AdNvag ot NOLEES GYVE EVOOUOTOVOVTIOL OTIG

yeveoAoyieg MpdO®V, av Kol Ogv NTOV OTOPAiTNTO Vo 0oKOLVTAV AoTpeiol Yo avTEG TIG EAACCOVEG
Beotntec, Evpunidng “Twv”, 10 — 24, Apiotopdvng “Avciotparn”, 911, LARSON 2001, 126 — 127.
138 [TAMAAHMHTPIOY 1958, WICKENS 1986, 164 k.§., 166 — 7.

19 \W1cKENS 1986, 168 — 9.

0 Mowsaviag VI T m Aatpeia tov Mava oty Apkadio JOST 1985, 456 — 476.

! BORGEAUD, 1988, 50 «.£. TTavcaviag VIII. 24.4, 26.2, 36.8, 36.7, 37.11, 38.5, 54.4, 30.2.3, 53.11,
38.11 (Avxaio 6pog). Xto A0po Kopvd xor oto opopo amd Meyoddmohn mpog Xpvoofitot,
41



To dedopévo alhalovv otic apyéc tov 5% adva m.X., ondte N Aatpeio Tov
Beov efamlmvetan oty vroromn EAAGSa, TpdTo otV ATTIKN Kot £TELTA GTOV EVPVTEPO
eMO1KS ydpo. Metd tovg Ilepotkong morépovg oty ATTikn epeaviletol o 6Tpoen o
Aaikn Opnoxeia, n omoio avanTHGGETOL KUPIWG GTA YOUUNAITEPO KOIVOVIKG GTPMUOTOL, KOl
mv ii;lza emoyn 1o afnvaikd kpdtog viobetel emionuo ™ Aotpeion TOL TPAYOTAHSAPOL
Oe0v.

H Aatpeio Tov [Tava oty Attik) Kot cuykekpéva otnv ABMva cuvoéetat otevd
HE GLYKEKPIUEVO 16TOPIKO yeYovoc. Ilpoketton ylo (o omd TG GMAVIEG TEPUTTOGELS TOV
Exovpe ol avapopég otV elooywyn TG Aotpeiag evog 0ol oe pio meployn Kot o€
OLYKEKPILEVN XPOVIKT GTIYUN. AQopun| Yo To YeYovog otddnke n wdyn tov Adnvaiov pe
toug [Tépoeg oy medidda Tov Mapabdva (ZentépuPprog tov 490 n.X.), 6mov cvUPOVA pe
™V moapddoon gppoaviotnke o 06 cupParloviag onuovtikd ot vikn tov Adnvaiov. O
Hpddotoc avapépet 6TL 0 Dedunniong cuvavinoe to 0e6 kovtd oty Teyéa Kot Tov pOTNCE
ywti Tov ayvoovoav ot ABnvaiot mop’ 6Ao mov tovg eixe Pondnoetl, ko cvveyilel, Ot
apECOG LOAIG GLVEIONTOMOINGAY TMG TO TPAYUOTO TNYOLVOV KAAN Y1 00TOVG, 1I0pLGOAV GTNV
Aoyl TG AKpOTOANG 1EPO Y1 TOV apKAOIKO OED. 43

O Iévag Ntav ghdoocwv Bedmra yopig wWwitepovg deopovs pe v Adnva M
AAec meproyéc g Attikne. H avagpopd tov Hpoddtov divel v €ikdvo evOg YvOGTOV
Be00 mov &iye Yy kapd mapopendel and Tovg ABnvaiovg. Aev amokdeietar vo vpye
otV Attikn kdmow pvforoyikn pHoper| Tapouole Pe ot Tov apkadwkov Ildva, kot ot
AbBnvaiot va PBpnkav avaroyieg pe tov kepac@opo 0g6. Tlaid BedtnTor TG OTTIKNG
vraifpov, mov cvpewvo pe tov Hpodoto, eixe mopapeindel ko epgoaviomke pe véa
LopON Yl Vo TOLG Bupicet TIg VITOYPEDGELS Toug.144 2xeddv, TOVTOYPOVA LLE TNV EULPAVIOT
™mg Aatpelag tov oV mepoyr, M Aatpeion tov Nopueov, Beotitowv mov avékabev
BewpodvTav OTL KOTOKOVGOV GE GINAoL, e0pat®veToL Kol cuvoéetan otevd. Kot dev Oa
TPENEL VO TIG OEMPNCOVUE MG KATOTEPES LOPPES TOV UETATPATNKAY GE AKOAOVOOLG TOV
Be00, Ommc Nrav ot Mouvdodeg yuo tov Atdvuco.  To yeyovag Ot Kavéva omnAoto dev NTav
OPIEPMUEVO  OTTOKAEICTIKO GTOV TPOyomoOoapo 0ed, o@avepdvel OTL Ol TPOYHOTIKOL
W0KTTEG TOV Avipwv mpémel va Moy ot NOpeeg, eved o Ildvag amhdg €vowog 1
yairovag.l46

Ot ABnvaiot frav amd Toug TPAOTOLG OV KAIEPMGAV eMioNUa ®G TOTO AdTpeiog
oV 00V 10 GTMNANLO, Vel PLGIKO 1EPO OMOUOKPLGUEVO OO T AOTIKA KEVTpo. MdaAioTa
010 ACTVL TPOGEQPEPAV MG 1EPO TO CTNANMOES KOoiAmpa otn Popelodvtikn KMTO g

evroniotnke 1€p06 tov ITdva pe avadfiuate omd Tov 5° kot 4° ardva 1.X. O¢ Kot To EAANVIGTIKG, YpOVid,
STAINXAOYEP 1973. H petoyevéotepn avagopd tov TTopeupiov (3% aidvag p.X.) oto “Ilepf tob év
Odvooeior tov Noupawv avipov”, 20 yo. omiaro tov [éva kot tng Zedqvng omv Apkodia dev €yet
emPePorwbei avaokapd. Zanioiddeg kollopa pe entypaen “TIANOX” avaépetol OTL EVIOTICTNKE
7o 1812 and tov Haller kovtd ot Avkdcovpa, JOST 1985, 459.

Y2 Mot otpogi petd ta Mndikd ot Adikh Opnokeia TTAIAXATZHE 1990, 3 «.£.

Y3 Hpodotog “Iotopi>v” VI 105 — 106, Havoaviag 1. 15.1, 28.4, Aovkiavog “Os@v Aidloyor”,
“Ilovog xai Epuod ™.

144 BORGEAUD 1988, 177 — 179.

145 BorGEAUD 1988, 173.

148 p ARKER 1996, 165.



Axponoing. To omAaio amotéAese TO KATOAANAO HEPOG Y10l TO TEAETOVPYIKO TNG AoTpeiag
tov [Tdva Kot yioo TNV ToTOYPOoVN EKEPOCT TS APKOSIKNG TOV KOTOY®YNG, KOOMOS NtV
TUPLOGTO LE TOV AYPLO KOl TPOTOYOVO YOPOKTINPO TOL 0e00.1" O [Tavag avtimpocmneve
éva €100¢ “foorod” TPLyvPIGUEVOL amtd TO KOTAOL TOL Kot KOOIGUEVOL OTn OKld €vOG
Bpdyov, 6mwg napoumdgswt OT0 TEPLGGOTEPO CTNAALOLOPPA AVOONLATIKA OVAYAVPO, TOL
5 kot 4% cdva 7.X. 2 Aev paivetar TapdEevo To Yeyovoc OTL 01 TOTOL TPOTOVGOV VO!
oKAQYOLV TO Bpdyo dOTE Vo TAPEL TN LOPON KOIAMUATOG Tapd Vo 13pHGovy vaod, 6mwg o
EKavay oty TepinT®mon GAL®mY BeoTHTOV.

H mpwtoPfovAia ¢ moMreiag va goaydyel m Aatpeio tov 0gov oty mOAN
OpEGOC META TN phym mOavoV va Sikatohoyei T ypryopn Stadoon e oty otk yn.
Méoa ota mAaicio TG adnvaikng Kpatikng tpmtofoviiag Oa mpénetl va eE€TacTOVV KO O
emoteg Buoieg mov opyavdvovtav mpog TNV Tov 080 koD kol ot Aapumadndpopies.
Teletéc avaroyng emonuOTTOC, MGTOCO, OEV QOIVETOL VO, TEAOLVTIOV GTO. GINAOLL TOL
Bpiokovion Sidomapta oty Attik. O peydiog Pabudg dvokoriog oty mpoécPacn Oa
kaf16t000E KATL TETO0 MPAKTIKA adVVATOV. Q6TOGO, 0 TPAYoTOd0pog Bedg ayomnOnke
EMOPKAOS OO TOVG KOTOIKOVG TNG ATTIKNG KO TPOS TV TOV OPYAVAOVOVTIOYV GTO GTHAOLN
W1 TIKéEG TeEAETEG Kot Buoie. > otk mpotofovio gaivetat vo kpdPetar ko Tiow amd
v 1dpvon 1ov 1Epod oto omniato g Bapng amd tov “voupolnmro” Apyxédnuo, evod
JrodedopéVN 1WIOTIKN Aatpeios LOPTUPOLV T OVOONUATIKG OVAYAVOO TOV EVIOTIGTNKOV
0TO E0MTEPIKO TOVG, KAVEVO EK TV OTOI®MV 0V amoteAel emionuo Kpatkd avddnuo ctov
[Téava kot Tig NO ],t(psg.lsz

Awddoon g Aatpeiog

Tov 5° kot kvpimg tov 4° cudva w.X. 1 kKo Aatpeio Tov Nouedv kot tov ITava
yiveton okt e oAoéva kot av&ovopevo evlovolacud and Tovg KoToikovg oty ATTiK)
Ko 13pvovtar véo 1epd oty dmadpo. Xto Tpito uicod tov 4% adva m.X. mopoTnpeiton
abEnon otV TopaymYn ovayAbev Kot To omAolo g Bépng kabodg kot dAlo epd
yveptlouvv pe avaBnUoTiKES TPOGPOPES TV MOTOV, 6€ T€To10 Pabuod, mov Oa puropovcape
va pddipe Yo plo “avayévvyon g mapayyng”.

47 AEAHTTQPTH AAEZOIIOYAOY 1980a, 1985, 46, APAIIOTTANNH 2000, 225.

148 AMANDRY 1984, 398, EDWARDS 1985.

19 CASSON 1968, 255 — 259.

BOWICKENS 1986, 170 k.¢., BORGEAUD 1988, 161.

B Mévavdpoc, Aboroloc, 400 — 1, 429 «.£.

152 WELLER 1903. IIpPre to avabnuatikd ovayiveo ap. I 7154, Movceio oapyaiog Ayopdg:
“Neomtolepofc Av]tikAéovs Meliteds”, ap. 4465 (omharo Tlevtédng), EBviko apyatoloykd poveeio:
“Tniepavng, Nixnpozog, Anuopilog taisc Noupoig avébeoav”, ap. 4466 (omiiaio Tldpvnboag), EOvikd
apyooroykd povoeio: “Ayabnuepos/ Noupoug/ ovédnxe”, op. 2008 (ommioo Baprng), E6viko
apyooroykd povoeio: “Evxieions Evxing Aaxpotng Noupois” K.q.

158 EpwARDS 1985, 262 .4
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Y& avodnuotikd épyo aeepopévo otic Nopesg mptv amd tov 5° awdva w.X. 1
popoen tov Ildva ot n oOptyya amovcstalovv TAVIEA®S Omd TNV EKOVOYPAQiot TOV
Xopoi).154 Qo01660, APUECMG PETA TNV EMIONUN EI0AYOYN TNG AUTPEING TOV TPOUYOTOOAUPOL
0e0b otV ATTIKY, TapaTnpEiTal Pio. GAAAYT): O CVANTHE TOL GLVOOEVEL TOV KUKAMO Y0pd
ouyva moapayopel ™ B€on tov otov Ilava Kot ™ cvpryyd 100."%° "Extote, 0 TOTOG TOV
GLPLYKTY] LOVGIKOD TTOV GUVOIEVEL TO YOPO YUVOUKEIWV LOPQOV YiveTan 1d1oiTepa oryamnTog
KO 1 glovoypopio sunkomifgawt.lse H eicaymyn g ovpryyag kot tov Bgov Ildva oty
ewovoypaio g Agvkadag, 6mov 1 KopwvOlaKn UNTpOTOAN gixe dddGEL amd vopic ™
Aatpeio tov Nopedv, amotelel £voeiEn kat yuo pio de0tepn, mOAVOV OTTIKY ETPPON OTN
Opnokevtikny {on g viioov, N omoia edpatdveTal Kupimg otovg EAAnvieTikovg ypodvovc.
Qo1660, 0 TAANOTEPOG TOMOG GCLUTAEYUATOG YOPOL YOp® amd £vav ovANT| O&v
eCapavifeton aAld dratnpeital £€mg Kot T0 TEAOC TOV UETOKAOGIKOV YPOVOV, OKOUN KOl
petd m d1adoon g Aatpeiag Tov apkaducod 0g0b. >’

Ta meptocodTEPO GTRANLN TOL NTOV APIEPOUEVA GTOV Tpayomddapo [Tdva kot Tig
“kovpog A16¢” otV ATTIKN NTAV WBUTEPW®S YVOGTA KOl GLYVA Ol TNYES OVOPEPOVTOL GE
avtd. To omjlato tov Ildva ot Popeodvtiky khtd ™G abnvaikng AkpoOmoAng to
avagépetl ektog and Tov Hpoddoto kot o Evputidng, evd to omniato tov [lava oty Owon
Kovtd 610 Mopaddva 1o £ide o Iavcoviag to 2° adva u.X.lsS To omniowo TTédpvnOog
YVOOTO Kot ©¢ “Avyvoorniid”, ond to. ToAAG Avyvapia mov Ppédnkay 610 E6mMTEPIKO TOV,
KOTOTACCETOL 0Td TO, EVPNUATE TOV GTO SNUOPIAEGTEPO TOV siéong.lsg Ta omAona Bapng
kot TTevtédng, av kot dev ava@épovtol oTiG TNYEG, KOTATAGGOVTOL GTO CNUOVTIKOTEPO
Kupimg AOY® TOoL YKoV TV EVPNUATOV TTOV NPOBAV GTO PG KATA TIG avacK(x(pég.160 To
omAato tov [Idva oty Ilevtédn edikdtepa, etvon pia omd TIC GTAVIEC TEPUTTAOGELS, O10TL
NpBe 610 POC EVIEANDG G0wro. % Téhog, TPOGEAUTA OTOKAADPTNKE GTIG BOPEIOOVUTOAKES

15 ROBINSON 1963, WILLIAMS 11 1981, 409, TZOYBAPA SOYAH 1999, 378, ITiv. 7 — 97.

15 Mia and 11 pdeg omekoviceg Tov LovetkoD 0pydvou Tov apkadikod Ogob, evromiletan ot éva
yéAkvo elddMo tov péomv tov 7% awdva w.X., ofuepa ot cviloyr Ortiz, BRAND 2000, 60, “Die
Syrinx “.

1% DORPFELD 1965, 323 — 24, Beil. 76¢, PASQUIER 1977, EDWARDS 1985, TZOYBAPA SOYAH 1999,
378 k.£., ITiv. 4, 100: 1,2,3,5, ZAX0x/ NTOYZOYTAH 2003, 85, 98, KOPESTONSKY 2009, 97.

57 AONTAS 1964, 28 — 29, TTiv. 60, , EDWARDS.1985, op. 112, TZOYBAPA ZOYAH 1988 — 89, 39 — 40,
ITw. 18a.

%8 YmAhoto Axpomodng: Evpuidng, Zwv, 938, KABBAAIAT 1897, WICKENS 1986, ap. 66,
APATIOTIANNH 2000, 14 k.£. Emqiowo Mapabova: Tavcaviag, 1. 32.7, TTATAAHMHTPIOY 19580,
1958, AEAHI'IQPTH AAEEOIIOYAOY 1980, 126 — 132 (Owon II), 140 — 143 (Akpomoin), WICKENS
1986,0p. 43, APAIIOTTANNH 2000, 44 «.£€.

B9 Mévavdpog, “Abororoc”, 1 —5. TKIAs 1901, 1918, PamAlOx 1905.

10 THALLON 1903, AEAHITQPIH AAEZOINOYAOY 1980p, 143 — 154, 159 — 173, WICKENS 1986,0p. 20,
APATIOI'TANNH 2000, 93 «.£., 167 K.€.

161 7op1AHE 1977, 4 — 11, AEAHTTQPTH AAEEOINIOYAOY 1980B 143 — 154, WICKENS 1986, ap. 39.
[pPre to omhato Aagpviov TPAYAOE 1937, AEAHITIQPTH AAEZEOINIOYAOY 1980p, 154 — 159, WICKENS
1986, ap. 53. APATIOI'TANNH 2000, 153 «.£., to mBavo 1epd tov Idva ko Twv Nopeov ctov Ihcd
Kovtd oto ekkAncdkt g Ay. Gmtewviig WICKENS 1986, 171, ap. 58, APAIIOTIANNH 2000, 38 k.£., T0
omiato «tov Atoviapiod» Y untrov, VANDERPOOL 1967, WICKENS 1986, 175 — 190, 309 — 311,
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VIOpeEg Tov Adpov g Ilvokog, ommv Amoctdérov ITaviov, vrookoppévos Aageutog
BaAapog mov tavtileton amd avayiven topdotaon e 1epo tov Ildva.

Me kévipo v AOMva n Aatpeia petapépetor oty vrolown EALGSa pe v 101
axpifdg popen: N Aatpeio aokeital ent To TAeioTov 68 SVOTPOGITA CTAANLO YEUATO LE
avadnuote TOV TeTOV. *H Opvon g ABnvaikng Zvppoyiog HETE TOVE TEPGIKOVS
TOAEHOVG TOOVOV  OmOTEAECE ouTiol PETAPOPAS TOATIKOV KOl KOWOVIKOV 10€DV,
KOAMTEYVIKOV KOl TVELHOTIKOV Tdoewv. [dwitepo onuovtikny eivor m ovoeopd Tov
[Movcavio yioo v dmapén epod oty Tpowlnvae, 6mov Katdmy TEGE®Y amd TOVG
AbBnvaiovg, idpvcav ot Tpolviot Tépevog ywpic vad petd to Aood tov 429 m.X., oniadn
40 — 45 ypdvio, puetd v dpuon Tov avtictorov oty Akpémokn Tmv Adnvév.

AoTpevTIKA OomMAcLe  aQlEpOUEVE OTIC NOUQEG OavaKoADEONKaY o©e TOALEG
ePLoyEG ekTOG ATTIKNG. Mepikd amd avtd cuvaywviloviol o€ 6movdaldTnNTU AVIIGTOT
™G ATTIKNG Kol omodeikviouy 0Tt 1 ATtk O0gv eivar 1 povadikn meployn mov £5wve
Wtaitepn onuaocio otn Aatpeio v Nopeov. Extoc and ta omyiowe otnv KopvBio kon
o1 ovTikr] EALGOa, 1 apyatodoyikn okomdvn €xel OEPEL 6TO PMOC AaTpeia TV Nupp®v Kot
tov [Iava kot e omAaia otovg Agdpotc, otn Bowwtia, ota Méyapa, otnv EAevciva kot
om Pé6do, omv Kpnm, ot Odoo, om Zipvo, oty Kofdra, ota ®Pdpoodra, otnv
Kooobdvopa XaAkidkng, Tpdceato Kovid 6To ZdnpoKacTpo Leppmv, ot Opdxn, kabng
KOl GE OKOUO O OOUAKPUCUEVEG TEPLOoYES Omwe oty Kompo, oty Kdte Itaria, ot
YikeMa, otn Mikpd Acia K.a.

[N t1g TepiocdTepeg mePLoyES Tov EAANVIKOD Ydpov dev Exovpe GOQEIS ovVOpOpPES
YL TNV €100y®YnN TG AaTpeiag tov Beod Onmg otV mEPITTMOT TG ATTIKNG, KOl KOTA
OULVETELD, TO GMCOUEVO OPYOLOAOYIKA KATAAOITO amoTeEAOVV Ta pova dedopéva. Qotdoo,
avayvopilovtalr 600 SQOPETIKES KOAMTEYVIKEG TAPOUOOCELS MOV  EMNPLACAV TNV
KOAAMTEYVIKT Ko TN Opnokevtikn (o1 o€ SpOopETIKES YPOVIKEG TEPLOOOVG. Apyikd Exovpe
duadoon g Aatpeiog twv Nopeav coe omniona pe KuplapyEs avadnuatikés Tpocpopésg
€0OMO Kot Kupimg cvumAéypata yopmv, pia mapddoorn mov oev &ywve moté Wdlaitepa
ayonmntn otV ATtk aAAd @aiveton dtadedouévn ot [ehomodvvnoo kon om oty Kdpvbo,
péom g terevtaiog kot otn dvtikn EAAGSa. Ze devtepn @don n Aatpeion cuvdEdnKe otV
ABMva pe tov apkadikod g6 Tldva kot  véa avaveouévn Aatpeio 010000nke apyikd oTig
{dveg TG aTTIKNG EMPPONG Ko petémetta oty veorown EALada. O Edwards oty épevva
TOV Y10, TO. aVOOMUOTIKE avAyALPO TOV MTOV OPLEPOUEVO OTIC BEOTNTEG OVTEC, KATAANYEL

162 K ONTPAPOY PATEIA 2002, AAKOYPA BOTIATZOIAOY 2004, 26 — 27, 2008, 250 — 253, Ewk. 4 — 6.

163 EpwARDS, 1985, 256 K.£., 266 — 67.

164 MMovcaviag I1. 32.6.

1% o Bowtio Havoaviag VI. 22.7, IX. 24.4, 3.9, 34.4, X. 24.7, Ztpafov IX. 2.26, KyPITzH/
KAMIOYPOTAOY/ XATZHOEOAQPOY 1987, SCHACHTER 1986, 183 — 192, 194 — 198, BAZIAOIIOYAOY
1987, 1994, 1995, v Aghpovg ITavcaviag, X. 32.2 — 7, PASQUIER 1977, AMANDRY 1984, yio Méyapa
OPEYIAAHE 1936, ZEPBOYAAKHE 1965, AEAHTIQPIH AAEEOIIOYAOY 198083 173 — 176, AEAHI'IQPIH
1993, 13, ywa EAevciva TPAYAOE 1960, WICKENS 1986, ap. 51, APAIOIIANNH 2000, 138 «k.£., yw
Kpnm MHTPONIOYAOY 1991, 56, FAURE 1996, 193 — 200, yo Zipvo ZAMAPTZIAOY OPKOIIOYAOY
2005, yia P60 KONSTANTINOIIOYAOE 1986, 117, 218 — 19, 233, LAUTER 1972, Abb. 4, RICE 1995,
v Ko LEVI 1925 — 1926, yia ®doo OWEN 2000, yio Kapdia MIAKAAAKHE 1938, yio ta ®dpcara
I'ANNOTIOYAOE 1919, LEVI 1923, vy Osocario. WACE/ THOMPSON 1908 — 09, yio Koacodvdpa
XaAk1dkng AEBENTOIIOYAOY T'IOYPH 1971, yia tig Zéppeg MYPTEIQTH 2007, yio tov Aivo Opdxng
CASSON 1968, 255 — 259, yw ®pdxn (Boviyopio) DOBRUSKY 1897, yia Kompo (Kafizin) PACHE
2011, 55 k.£., yia Zikehio. ARIAS 1935, TZOYBAPA LOYAH 1991, yia M. Acia TUCHELT, 1969 — 70.
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OtL mpokertar Yoo pion kaBopd OTTIK EMVONCT. XTI TEPUWITAOOCELS OVOYADQ®V TOV
eviomiomnkav otnv vrolown EAAGO0 mopatnpovvion évioveg abnvaikéc emppoic oty
EIKOVOYpaPia, e ATOTEAECHO GLYVA VA £ivol SDGKOAD VO Slokpivel KavelS TG aBnvaikeég

eCaywyég omd T vIoma nupowcoyﬁ.l%

To omAharo mg “yopeiov”

O 1O10C 6OV TEAOVVTOV OPYNOTIKA OPOUEVO ATAVTATOL GTNV apyoio YpappuoTeio
pne dvo Opovc: “yopog” xor “yopeiov”. Tnv vmapén TOTOV OpYNONS OTO ECMOTEPIKO
omAoioV aplepouévov ot Aatpeia Tov Noueov emPefaidvel n avagopd tov Opnipov
oe “‘voupéovs kalodg yopovs” péca oe “koilov oméog” oty 106kn,”" evd otov
“Aboxoro” 100 Mevavopov, 0 mOMTNG avapEPEL TNV VTOPEN “Yopeion” GTO E0MTEPIKO
ommAaiov tov ITdva kot twv Nopedv.

Amapoitnta ototyeio Tov YOPov TPOKEWEVOL Vo ypnopomombel cav TOmOg
opynong Mrtav va givor opoAdg Kot vo €yl T0 KOTAAANAo evpoc. v “Odvooera”
avagépovtol ol “aiovuvijtar”, ot omoiol “Aeinvav 0 yopov, kolov o’ ebpvvav dydva.”,
TPOETOALOVTAG £TGL TO YDPO TOL B PIAOEEVOVGE TO YOPELTIKO dPMOLUEVO YOP® OO TOV
AnuéSom.ng

O diokog mov Aettovpyel oG Paon ota CLUTAEYHATE YOPoD» OV avEDETAV Ot
moTol 6Ta oTANLe avTIKATOTTPIlEL To XopaKTNPIoTIKA oL Bo mpémel var dlabétel Evag
tO1Og OpYNOoNG, OMWS TEPLYPAPeTaL otV “Oddooera”, va givor dniadr| eminedoc, oparog
Kol opKeTd €upvg, ywoo vo umopel va kwvnbel dvero OAN M xopevTikn opddo. Xto
avanuoatikd avéylvea twv Nopedv kot tov [lava o témoc 6pynmong mpoodopiletan
KOO TTEPIGGOTEPO: O YOPOS TV Beottov eEedicoetal péca og éva GMNANLO 1 GTO
dvorypo tov. Eviote, katd tv tpocmdfeia TV YALTTAOV VO ATEIKOVIGTEL TO PUGIKO TOTHO,
TO TEAELTOO CLUTANPAOVETOL OO SLAPOPO TOPUTANPOUATIKGE EIKOVOYPOPIKA GTOLXELD,
omwg Bpoydon aédp;mm, OYNUOTOTOMUEVEG OPEVEG OULUOPPDOGELS, avolypato oTnAcioy,
outd, (oo K.0.k.1"°

Ta avaoka@ikd dedopéva empPePordvovv v mlavotnta ot yopoi 6tn Aatpeio
tov Nopedv kot tov TIdva va telodvtav ce vmoibpia 1epd, 610 ECOTEPIKO TOV 1EPADV
omAaiov 1 omv €lc0d0 TovG. Agv glvar tvyaio mov o Mévavopog otov “Avokoio”
emAéyel T0 Qvolypo evog omniaiov tov IIdva kot tv Nopedv o¢ oknvikd yio v
vdOecT| TOL épyon.m Mepikd onpeia ota onfrote eivar apkodhvtwg gupeior Kot OLOA,
KATAAANAQ VO QLAOEEVIIGOVY TEAETOVPYIKE KOl TOOVOV YOPEVLTIKE OPOUEVO. XTO GTHANLO
Bdapnc oty Attikn avakalvenke Evag ydpog, 0mov £4ovv cueowPeLTEL Kot TomofeTnOet
Tunpate oYKOABV dnpovpydvtag Evav T0mo, “o omoiog §Tav Giyovpo. KOTAAANAOG Yia

188 EpwWARDS 1985, 256 K.é., 262, 266.

YT 0Ounpog Odbooeia, p 316 — 18, Karhipayoc, “Yuvoe eic Aia, 1. 51 —53.
188 Mévavdpog, ddoroioc, 950 — 953.

19 0unpog, Odvooeia O 260.

170 EpwARDS 1985.

o Mévavdpog, dvoroltog, 1 —5.



» 172 , . , , , , , .
xopodg”.”'* X pia and Tig 600 €16000V¢ TOV GmnAaiov otov Mapabmva vIpye ond 10

napsk@ov €vag eMmimedn SIOUOPPOUEVOS YDPOG, EVMD OTO E0MTEPIKO TOL oynpatilovron
“evpeion aifovoou, o1 oikor tov Ilavoaviov, TANPEIS GTOAGKTITOV Kol GTOAQYUITOV ", EVOD

070 omNAN0 AdPVIoOv VITAPYEL UTPOGTA GTNV EIGOS0 TEYVNTN SAUOPPOOT] TOV OVOPEPETOL

MC LKPT) COAT, YOPOC KOTAAANAOG Y10 VoL ILOEEVHOEL V0L LKPO YopevTIkd dpdpevo. 172

O mepBdrAhov xOpog ¢ Aatpeiog Kot To upuTePo OpnokevTikd TAaiclo ival
TapAyovTeg oL GLUPAAAOLY KOOBOPIOTIKA ©TN SUOPP®SY Kot oty €EEMEN €vOg
teheToupytkod dpopévou.t™ O cuvdvacoc e Aatpeiog Tov Tpayomddapov B0l pE TIC
Noueeg mapotnpeiton Kupimg 6e GTRAOLO OTOL TO TPAYL KOL AYPLO TOTIO OEVEL OPLLOVIKA
pe 1o vepo. Tig mepiocdtepeg Qopéc N Aotpeio Tov Beov €ytve dektn og Avipa Omov M
Aatpeio Tov Nope®v mpoimnpye, eV o€ GAAEG TEPITTMOGELS 10pVONKAY VEX 1Epd oTNAcLa
Yo va vtodexToHV T cuvovaouévn Aatpeia tov Nopedv kot tov [ava. Tleployéc ocvuyva
HOKPL oo TIG TOAELS, GLUYVA e peyaro PBabud dvokoiiog oty mpdsPact, OU®S TOTOL
Eekohpaong Kol TPOoTAGIOS Y10 TOVG 000OPOVS Kot TOVG Pockols, 1| GKOTEWVOL VTOYELOL
HUOTNPLOKOL YMPOL HE TOUG MYOVS TMOV VEPMV VO OVTNYOLV GTO. VYPE TOOUOTO, TIG
W0iTEPEG AKOVOTIKEG 1O10TNTEG KOl TOVG TOADTAOKOVS GTOAOKTIKOVG GYNUOATICUOVS, VO
deyeipovv ) govtacio. ' Tov motd frav ot dpocepéc Naiddeg Tov TpayovdovuGaV Kot
YOpevaY VO TOLG NYOVG NG cvPLyyos tov Ildva, Tov dHOoPPOV YOPELTH TOL YOPOTNOA
péca oto ormniota Kot o B6pvpog etdvel péypt tov OAvpmo, evd o xopdg Tov dAov Bdcov
dtver (oM omn yn ko ™ OdAacca, OTmG avagépst évag vuvog otov Ildva ond v
Eridavpo.
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Moz and metrics in the performance of Homer*"”

76 | first gave this talk in the British School at Athens in June 2008 and then at the 22nd World

Dance Congress, held in Athens in July 2008. These versions then gave birth to a third version given

at the conference on Frontiers in Comparative Metrics, held in Tallinn and Tartu in November 2008.

A final version was read at the 13™ National Symposium for Finnish Musicologists held in Turku in
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Stephen Evans

Traditionally the sciences of metrics, rhythmics, organology, singing and
choreology have been studied separately. There are at present only a few classicists who
specialise in dance and what McNeill calls ‘muscular movement’ analysis, while even
fewer specialise in choreology and metrics.'”” The academic couple A.M.Dale and
T.B.L.Webster was a notable exception where a metrician collaborated with an
archaeologist.'”® This makes the topic of dancing to poetry a minefield for many: in a
recent survey of a book on Homeric dancing, the reviewer complained that the study of
metrics was too far from his own field.*”® Since the mid-80s, however, there has been an
explosion of dance studies as scholars from a variety of disciplines have turned their
attention to dance and at the same time Pindaric scholars have debated ‘choral-’ and solo-
performance of lyric.*® This new dance scholarship has made significant contributions to
our understandings of culture, movement and the body, of aesthetics and of ritual practice
and it lig,lfurthermore possible to apply these new insights to our understanding of ancient
dance.

Recently it has been claimed that the entire Iliad and Odyssey or rather lengthy
passages of them, including the catalogue of ships in Iliad 2, could be danced to, whilst
opponents bitterly deny any room for metrical movement at all or rather emphasise that
traditionally the hexameter is a narrative genre of poetry.’® As early as 1984, Gentili
believed that dancing was supposed always to have accompanied the songs described in
the epics, and connects this detail to the development of the hexameter,*® but the truth is
that the hexameter is not normally regarded as a dance rhythm. 8

In the following | first examine the occurrence in Homer of woAm;, or MTD
(music, text, dance) as modern anthropologists would call it, which confirms the concrete
link between song and dance in archaic Greek poetry, and then | investigate various

March 2009. | am grateful to Armand D'Angour, Ewen Bowie,, Satu Griinthal, Siru Kainulainen,
Anna Lazou, David Lilley, Maria and Mihail Lotman, Greg Nagy, Robert Pitt, Philomen Probert,
Stelios Psaroudakes, Alkis Raftis, Elina Seye, Jo Tyler Smith, Chrestos Terzes and Nektarios Yioutsos
for helpful discussions on this paper.

17 McNeill 1995, 177.

178 See the introduction to Webster’s Greek Chorus where he acknowledges his debt to his wife’s
(A.M.Dale) papers. Two other notable exceptions are Marie-Héléne Delavaud-Roux and Alkis Raftis.

179 Naerebout 2008, 485.

180 Reed 1998, 503; Morrison 2007 where the entire choral/solo debate on lyric is summarised. This
book obviously appeared too late to be included in the bibliography of Budelmann 2009, The
Cambridge Companion to Greek Lyric.

181 \/esterinen 1997, 175.

182 5ee n.36-38.

183 Gentili 1984, 14-15; Dalby 1998, 198.

184 Dale 1948, Webster 1970, Mullen 1982, Nagy 2004 and 2009, ch.24, Garvie 1994,291 on
0d.8.256-265 with refs. there.



theories on the structure of the hexameter line and how it might be performed and its
relation to choral lyric, to see how a study of metrics and rhythmics can contribute to our
knowledge of the early performance of the Greek dactylic hexameter.'®

1. The usage of uoimij, uéimw and cognate words

First it is worthwhile investigating those passages in archaic Greek poetry where
the word oAz and its cognate verb uédzew and uéimouor occur. In some cases these words
clearly indicate what Michaelides calls ‘song-dance’ or what Torp calls ‘dance-song’, but
in other cases simply ‘song’.**® Callimachus calls Delos giiduoizoc (Hymn to Delos 197)
due to its celebrations of choral performances (300f.)."®" Further the dpyeoiuoinoc in fr.
250 of Stesichorus finds its echo in the expression fpysto uoAnfic at Od.6, 101 and where
nymphs of Artemis continue in a choral depiction. Nausicaa here assumes the function of a
dance-leader.*® In one case the verb uéizw is associated with the paean:

o1 0¢ mavnuéptot poAmti Beov ikdokovto
KaAOV agidovteg Tamova kodpot Ayoidv
LEATTOVTEG EKAEPYOV' O OE Ppéva TEPTET AKOVM®V. . 1,472 - 474

‘All day long they propitiated the god with singing,
Chanting a splendid hymn to Apollo, these young Achaians,
Singing and dancing to the one who works from afar.’
(tr. R.Lattimore, adapted)

which gives us insight into the performance of the paean and perhaps of other
versions of hymns. Rutherford comments that “one of the reasons that the broad range of
occasions and functions of zazav - performance has been underestimated may be that
modern scholars have insufficiently appreciated the pervasive importance of song and
song-dance in Greek society, where elaborate choral performances would have taken place
on occasions that from the point of view of a modern Western society would be perceived
as unsuitable for them, e.g. before battle or at the symposium. One could go as far as to say
that some such occasions would actually have been constituted by the performance of song
or song-dance”.’® The classic statements of song-dance culture in archaic and ancient
Greece are in Calame, Gentili, Herington, Rchardson, Athanassaki, Bowie, Kowalzig and
Rutherford. It is important to recall the fact that there are several descriptions of festival

18 D’ Angour spells out a caveat (1997, 336) “that ‘choral’ today does not include the element of
dance”. This is in the context of his discussion of the dithyramb and his own conducting of the 100-
strong Kodaly Choir in Oxford.

188 Janko 1994, 125 on 11.13, 637; Torp 1990, 130, n.7; Georgoudi 2001, 153-14; Bielohlawek 1925.
187 Cingano 2003, 27; Richardson 2011, 15 — 18.

188 Calame 1977 1, 166, Cingano 2003, 27.

189 Rutherford 2001, 4-5. Richardson (2011, 16) writes of duoifaiav or corresponding performance.
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dancing in the lliad and Odyssey that have been exhaustively catalogue by Calame.'®
Demodocus dances to the Phaeaecians in Odyssey 8, 256-266, Halius and Laodamas dance
a duo at Od.8, 370-380 and on the women’s side, Nausicaa dances and plays with her
serving maidens in Od.6. Phemius accompanies the dancing of the suitors at Od.1, 150-
155.1%" Boys and girls dance in the description of the Shield at 11.18 where dancing
represents a peace-time hobby. There is also plenty of dancing in the Homeric Hymn to
Apollo and Hesiod’s Theogony.'®* These vignettes give way in due course to the lyric
dances of tragedy and comedy, and to the choral lyric dances of Alcman, Bacchylides,
Ibycus, Pindar, Simonides and of Stesichorus where it is certain that metre corresponded
to dance rhythm.*®

Telemachus witnesses guests at a wedding feast at the palace of Menelaus in
Sparta:

TEPTOUEVOL LETA O GOV UEATTETO BETOC (10100G
eopuilmv, do1 d¢ KuPlotTipe Kot owTovC,
HOATG £EGpyovTOog, £01vevoV KaTh HEGGOLG,.

00. 4,17 - 19.
‘And among them stepped an inspired singer
Playing his lyre, while among the dancers two acrobats

Led the measures of song and dance, revolving among them.’
(tr. R. Lattimore)

This scene of dancing in Homeric Sparta accords well with later evidence which
presents this city as a place of attraction for poets and musicians and of famous choruses
performed during the Carneia, the Hyacinthia, and the Gymnopaedia festivals."** From
these citations alone it is clear that song-and-dance as a combined unity were familiar in
Homeric culture, even if it is a separate question as to what the notation was or how they
were performed. Later the word ,uovazmé came to mean “the union of song, dance and word
to which the Muses gave their name”.*® In anthropological literature this is called MTD,

190 Calame 2001, Gentili 1988, Herington 1985, passim, Kurke 2000, Rutherford 2001, 3-5 and
passim; this point is also made by Budelmann (2009, 15). More in Athanassaki and Bowie, 2011.

¥ 1 onsdale 1993, 4. A word of warning from Martin 1989, 9,n.34: ”Most of what can be said about
the significance of Demodocus and Phemius, the so-called bards, and Odysseus, the bard manqué,
has been said, some of it thoughtfully.”

192 These are catalogued in Evans 2001, 86, n.333 and Evans 2007, 116, n.8. See also Cingano, Latte,
Lawler, Lonsdale and Naerebout.

193 Researched by Calame, Kaimio and others. Delavaud-Roux (1994, 182) has constructed a dance
map of Greece. More in Kowalzig 2007 and Kowalzig and Wilson, 2013.

194 Constantinidou 1998,15; Webster 1970, 61-63. Simonides (fr.7) also mentions Zrdpra edpiyopoc.

1% Murray & Wilson 2004, 1; Lawler 1964, 12; Nagy 2009, ch.24, but David (2006, 22) connects the
word to the dance of the Muses!



‘music, text, dance’, which is thought to be the most common form of performance.196
Raftis points out:*%’

“Another basic observation, equally applicable to the dances of primitive and
ancient peoples, is the unity of dance, music and song, which are but facets of a single
phenomenon...This concept has been preserved to a degree in traditional society where it
is not at all uncommon for a song to have its own special dance and never to be sung
without being danced. Similarly, music which does not accompany a song or dance, or
both, is very rare. Furthermore when a dancer in a village is asked to show the steps of a
dance, he cannot do so without also singing the appropriate song.”

Fitton too stresses that “in early communities, dance is song-and-damce.”198 Song-
and-dance is illustrated in the Greek word uolxi, the Senegal word ‘sabar’, the Tiwi word
‘yoi’, the Tamil word ‘muttamil’, the BaAka word ‘eboka’ (pl. ‘beboka’), the Brazilian
word ‘capoeira’ and in the English words ‘carol, carole’ and ‘ballad or ballade’ which all
originally indicate song-and-dance.'®® A further dimension is that the performance of song
in a traditional society such as that of archaic and classical Greece is likely to have had
broader social effects, such as the reinforcement of social structures or the transmission of
values from one generation to the next (something like ‘initiation”).?”® Anthropologists call
this the ‘function’ of the dance. To avoid the overtones of words like ‘primitive’ or ‘early’,
anthropologists favour adjectives such as ‘pre-state’, ‘non-literary’, ‘agricultural, village’
or ‘traditional’ societies.”*

The German pioneer researcher in ancient Greek metre, Wilamowitz, stresses that
Homer’s works are full of dancing with implications that the strongest dancing traditions
eminate from Crete and Sparta.’®> Homeric dances, just as in other pre-state or pre-polis
societies, tend to be firstly kdkiog xopdg, secondly a dance with ranks moving towards
one another, and thirdly a couples dance or a dance of two tumblers whose movements
accompanied the song of the lyre-player.”®® Anthropologists call this the ‘structure’ of the

1% Naerebout 2004, 157, n.3; Beeman (1993, 369-393) compares with Euro-American opera/music-
theatre and Japanese kabuki as being highly codified varieties.

197 Raftis 1987, 26.
198 Eitton 1973, 260.

%9 The noun pol at 11.18, 606; Od.6,101; Od.1,152; mainly “song” at 11.1.472 and 13,637. The verb
is uéAr at eg 11.1,474; for ‘sabar,” see Hymbaugh 2001; for ‘yoi,” Grau 1983; for ‘muttamil’,
Kersenboom 1995; for ‘eboka’ see Kisliuk 1998, 29; for ‘capoeira,” see Lewis 1992 ; for ‘carol’ and
‘ballad’, Pound 1919 and McKnight 1920.

200 Rutherford 2001, 7-8.
21 Garfinkel 2003, 43-62.

202 \Wilamowitz-Moellendorff 1923, 9. One metre, the choriambic dimeter, was even named after him,
o firauofitaigvog (Buchheld 1995, 48). One could add that in English literature, for example, there
are numerous specific songs that could be danced to. Shakespeare’s Romeo and Juliet, A Winter’s
Tale and Midsummernight’s Dream are good examples. Cf. Foley 2009, 201: “In many cases music
and dancing once accompanied the narration in Homer”.

2% Garfinkel 2003, 41; Webster 1970, 46-55, taking Homer, Hesiod, the earliest Homeric Hymns and
Eumelos as a parallel first group in literature.
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dance. Scholars disagree over whether the xdxlioc yopog was closed or open. From vase
paintings it is clear that dancers sometimes held hands, wrists, waists or even hair in some
cases and these traditions indisputably live on in modern Greek folk-dances.?®* | agree
with Vesterinen, however, in lamenting the lack of any ancient dance notation, but I would
not go so far as to say that we can never reconstruct ancient dance or that we could not
understand ‘the language of ancient dance’.?%

Michaelides would divide these dances into three (functional) categories:
religious, theatrical and social, “some of which present many analogies to modern Greek
folk dances.”®®® Greek academics are divided over the question of cultural continuity,
though this is a sensitive issue of national importance.?’” The doctrine of survivals and the
interest in cultural continuities associated with it were important aspects of the cultural
evolutionist approach to the study of other cultures, as exemplified by Edward B. Taylor’s
Primitive Culture (1871).2% In the modern Greece of today, survivals can therefore be seen
to constitute important proof of the continuity of the negatively valued present with a
positively valued past. But convincing proof of continuity, for example in the case of the
modern Greek syrtés dance, must include relevant evidence from the periods of late
antiquity, the Byzantine Empire and the Turkish occupation.?®® Whilst it would be extreme
to claim that both Homeric epics were danced to from beginning to end, dancing cannot
however be excluded from their performance in purple passages. Recent work on the
pantomime has reminded us how popular the tale of Ares and Aphrodite was in antiquity,
specifically as pantomime, and how from Athenaeus and Lucian onwards, through Barker
and Nagy, the lay has been regarded as a sxdpynuo.”*®

2. The correlation of metre, rhythm and dance

Prototypical attempts to correlate metre to dance performance of tragedy, comedy
and lyric can be found in Dale and Webster and of Pindar’s lyrics in Mullen. In his book
The Greek Chorus (1970) Webster attempted to trace the history of the Greek chorus from
the fragments of the melic poets, the odes of Pindar and Bacchylides and all the choral

2% Stratou (1966, 14) argues for an unbroken circle in ancient ring-dances while Delavaud.-Roux
(1994, 23) would emphasise that the circle was not always closed in ancient or modern Greek folk-
dances. Cf. Delavaud-Roux 1994, 100-110, on “liaison par la main, le poignet, les cheveux et liaisons
variées”. A stunning conceit based on ring-dances can be found at Call. H 4, 249-52 for swans
circling Delos, at 300-1 for islands circling Delos. Cf.Call.H 4, 312-3.

205 \Webster 1970, 47; Vesterinen 1997, 176.

206 Michaelides 1956, 37. These sentiments are echoed in Alexiou, Bazianas, David, Georgiades,
Hamilakis, Panayiotopulu, Papaoikonomou-Kipurgu, Petrides, Raftis and Stratou but opposed in

Leiwo and Pennanen.

27 \ith Yatromanolakis (2009, 265) and to avoid confusion, | opt for an anthropologically oriented
use of the term ‘Greek’: it refers to the early modern and contemporary Greek traditions, while
‘ancient Greek’ and ‘medieval Greek’ are employed in connection with the respective chronological
periods. Stratou (1966, 11) is highly passionate and sees no need to convince “the history experts, the
professors or the ‘scholars’ of cultural continuity.

2% Danforth 1984, 56. Expanded to social and political dimensions of dithyramb, Kowalzig 2013.

299 panayiotopoulou 1994, 9-10.

219 Evans 2007, 115 for refs; Hall & Wyles 2008, 9-10; Webster 1970, 63 and 95; Athen.14, 631c: cf.
Plut. Quaest.conv.748a and Carey 2009, 28, who notes that szopynuo etymologically stresses dancing.



odes in tragedy, making liberal use of the notes made by his wife A.M.Dale, the author of
The Lyric Metres of Greek Drama (1948). Webster attempted to compare nearly three
hundred depictions of the chorus on vases and reliefs from the eighth century onwards with
literary sources from Homer to the Hellenistic age. Webster believed that the development
of the metre was fundamental in providing the rhythm for words, music and dance.
Webster’s agenda is extremely broad and he frequently scores valuable points in
speculating on how Dorian stylisation found its way into tragedy and in traversing widely
over lyrics in tragedy vis-a-vis lyric in Bacchylides and Pindar.*** But Webster does not
deliver his agenda of deriving specific dance steps from the ancient representations of
dancing or of relating the steps or the general nature of dancing to the preserved poems
through their metre “which controlled the feet of the dancers”.?*? He fails to allow for
imaginative creativity on the part of the vase-painter or for variety of dance steps over the
centuries and aims at generalising three main dance-tempi: ‘walking or stately time’ for
long dactylic lines, ‘striding or dance-time’ for iambic and trochaic lines and excited for
shorter, dochmiac lines.

In her own study A.M. Dale set out to indicate “the prevailing movement of each
type of rhythm” in the lyrics of fifth-century drama. Athenian dramatists drew heavily on
earlier lyric poets whose work was well known to them: in particular, glyconic and its
variants from Sappho, Alcaeus and Anacreon; dactylo-epitrite from choral lyric, notably
Pindar. Dale strongly denies the presence of ictus in Greek verse; she does however admit
that “it is conceivable that dance, especially the energetic dancing of a fairly simple and
regular metre (as often in comedy) reinforce the quantative rhythm with some kind of
dynamic beat”.?®* Her book ends with brief consideration of strophic construction and of
performance, that is, the relation of music and motion or dance to metre.

Mullen on the other hand seeks to trace the line of dancing within Pindar’s odes.
Mullen claims that the chorus, in performing the victory ode, danced through strophe and
antistrophe, then came to a standstill for the epode. He harps on ‘epodic arrest’.?™
Scholars of late antiquity had earlier postulated a circle in one direction for the strophe, a
circle in the other for the antistrophe and standing still for the epode thus repeating the
motions of the sun and stars and the stillness of the earth.?*> Mullen insists that statements
that use forms of ioriu (Ol.1, 52 and Nem. 5, 16) support his theory of epodic arrest, but
since the verb iotiu does not always mean “stand” and is certainly not exclusive to the
epode, his argument begins to collapse. Language pointing to motion and to stillness are
scattered throughout the odes without preference to any particular part of the triad.

These works nevertheless represent pioneering efforts to correlate metre and
rhythm with dance.

3. Traditional and controversial angles

21 \Webster 1970, 111.

22 0.z, xi.

213 Dale 1948, 5.

214 Mullen 1982, 68,75, 97 and 128.

215 Cf Webster 1970, 77 and refs. there.
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Important and uncontroversial remarks on the origin and performance of the
Homeric hexameter can be found in Nagy, who, following Meillet and others, has derived
the Homeric and Hesiodic hexameter from lyric, and ultimately from common Indo-
European sources.”*® The earliest inscriptions we have, such as on the oinochoe from
Dipylon and on Nestor’s cup from Ischia, are in hexameters emanating from a sympotic
context “in a surprising confluence of agonistic dance, poiesis, hexametric expression and
early alphabetic writing,”**" The drinking cup is generally understood to be connected to
the symposium, feasting, singing and dancing.?*® Since the symposium was a forum for an
entire melting-pot of genres and a wide variety of performances, the link between
symposium and hexameter opens up a new avenue of insights. The sympotic link would
allow broader interdiscursivity of epic and lyric, including the threnos, wedding song and
hyporchema.?™® One could even envisage the interplay of epic with lyric as part and parcel
of the interplay of elite and popular cultures. Indeed, epic and lyric must have coexisted
throughout the entire pre-history of Greek literature. This interdiscursivity is distinct from
the incongruity in mixing genres which Plato warns against in his Laws.??

But recently A.P.David has published a book entitled The Dance of the Muses:
Choral Theory and Ancient Greek Poetics (2006) where he argues that the verse form of
archaic Greek epic can be deduced from a dance step. He complains that metrical or
rhythmical analysis by and large has been divorced from the interpretation of the meaning
of an ancient poem, though he here neglects Webster, Dale and neo-Hellenic writers on
metre and dance, though he acknowledges his debt to Mullen.?* What he calls the dance of
the Muses is dancing to the dactylic hexameter catalectic of the Iliad and Odyssey and he
maintains this is a group dance.?”> He goes on to state that “we have explicit evidence that
the seventeen elements of the dactylic hexameter, nine plus eight, were in fact elements of
a dance”.?® This has given rise to a debate on the metrics and rhythm of the ancient Greek
hexameter. David’s book has been very fully reviewed by Anne Mahoney and Ronald
Blankenborg, both published with David’s reply. Later in 2008 equally damning reviews
by Naerebout and West came to light.??

26 Nagy 1974.

27 sjcking 1992, 76 with references there to Hoekstra, Meillet and Bergk; Powell 191, 172 and n.132
for further references.

218 powell 1992, 165.

219 Kurke 2000, 60. Yatromanolakis (2009, 266) would rather not confound interdiscursivity with
mixing of genres, but here | take the liberty.

220 p| Leg.2.669 c-d.

2! David 2006, 17; (cp Whitman 1958, 262.) See also his polemical website
www.danceofthemuses.org esp.reviews and responses.

222 \/an Raalte (1986, 29) believes that the acatalectic interpretation of the dactylic hexameter helps to
explain rhythmical bridges, which are not easy to account for in the catalectic interpretation.

?23 David 20086, 96.

224 Mahoney, http://www.arsversificandi.net, Blankenborg,
http://ccat.sas.upenn.edu/bmcr/2007/2007-04-46.html, David,
http://ccat.sas.upenn.edu/bmcr/2007/2007-05-12.html, Naerebout 2008, 485-491 and West 2008, 182-
183. David’s collected responses can be found under www.danceofthemuses.org Reviews and
responses, except for Naerebout. David totally rejects Parry’s notion of oral poetry which he wants to
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So-called ‘metrical movement’ is, however, respected in several contexts.””> A
connection between anapaests and marching onto the battlefield and onto the stage has
long been recognised, with some scholars drawing a distinction between ‘lyric’ and
‘legitimate’ anapaests based on their position within Aristophanic choruses, on the amount
of Doricism and on various metrical features. The ‘lyric’ anapaests, they argue, were
accompanied but ‘legitimate’ anapaests could be either accompanied or una(:companied.226
Anapaests were the original metre of the parodos or choral entrance. They are often used to
announce, or accompany, an actor’s entrance or exit: nearly every play of Sophocles and
Euripides ends in anapaests as the chorus makes its way off stage.”?’ West mentions the
relationships between processions, dances and metre and he further notes how cretics could
possibly have survived from local Cretan dances. To confuse the issue Alice Singer uses
the term ‘metrical structure’ to refer to the steps of Macedonian dance and connects this to
Chomskyan linguistics.??® Significantly hexameter scholars, when examining the use of
formulas as set-phrases or cogs in a chain- and choice-model, also appeal to Chomsky’s
transformational-generative grammar to explain the creativity of the oral poet.??®

4. The metrical structure of dance

Alice Singer was a graduate student in anthropology who tragically met her death
in a road accident in July 1973. She had begun significant work on the interrelation of
symbolic systems and the formal description of human behaviour other than language.
Judith Irvine and Ray Jackendoff edited her article on metrical structure of Macedonian
dance for publication. She treats dance as a semiotic code and outlines a theory that would
explain rhythmic organisation in dance and show how abstract metrical patterns relate to
their concrete realisation as sequences of dance movements.?*° This is similar to the work
of Adrienne Kaeppler who has correlated kinemes and morphokines with phonemes and
morphemes in her analysis of Tongan dance.”*! Singer’s results are stated as a system of
generative rules of the type which have been proposed by Chomsky to account for
language.”® She argues for “some pattern of rules that must be associated with performing
and interpreting dance.”?*® There is a definite resonance here with the views of Clark who

replace with choral poetry and he makes huge claims about the epic hexameter without full
examination of all available scholarship. His views are furthermore based on a dubious interpretation
of Plato and Aristotle.

25 Arguably at Pl.Leg.2.669 ¢ — e the meaning of Huvog is close to ‘dance movement’ or ‘metrical
movement’.

228 perysino 1966,13; Pretagostini 1976; Moore 2008,11.
221 Raven 1962, 57.

228 Singer 1974, 379-404; West 1982, 22-25, 55.

%9 Clark 1997, 13.

20 Singer 1974, 380. D’ Angour assumes local and personal variation in performance (private
communication to me (25.6.2015).

31 Kaeppler 1972,
232 Chomsky 1965, 17.

2% Singer 1974, 381.
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sees Chomsky’s generative rules at work in the mind of the oral singer who then produces
lines of poetry including formulas, enjambment, and his or her entire story.**

Singer’s conclusions could be applied to epic or lyric dancing if only we had a
video-tape of Demodocus’ or Nausicaa’s dancing. It would then be possible to write up a
dance-notation, make notes of kinemes and morphokines and establish the metrical
structure of the dance. Since however the performances are for ever lost to us, it is difficult
to reverse the trend and work out the metrical structure of the dance from the given text.
Suffice it to say that there could well be a system of generative rules at work in the mind of
the oral singer and at the same time a correlated and linked system of generative rules in
the mind of the dancers who dance to the poetry.

Kurath had earlier developed a system of glyph notation as a quick method for
recording dance movements that could be used for analysis and for graphic representations
in published works, but regrettably this is not suitable or designed for reconstruction of
dance, which is what we require in ancient dance.?*

5. The make-up of the hexameter

In three fundamental articles on the early Greek hexameter, Frankel, Porter and
Kirk attempted to break the hexameter line into two, three or four units or cola.?® Kirk
coined the famous phrase ‘rising three-folder’ for a three-colon verse which has a more
urgent, progressive or flowing effect. This is just one aspect of Homeric artistry and is part
of the rhythmical, musical and semantic counterpoint of the verse. Scholars are in total
agreement about the range of 32 possible metrical variations within the dactylic hexameter,
but only Webster has coined the phrase ‘hexameter lyric’, an expression he does not fully
develop.®” Homeric commentators, such as Stanford or Kirk, constantly stress the
importance of reading hexameters out loud in order to appreciate the finesses of the
workings of metre and of style at the level of diction, especially in relation to the
‘cumulative’ or ‘adding’ technique of oral heroic singers.”*® These critics stress the
importance of being sensitive to the sound and rhythm of the verse as indicated by its
pattern of word-breaks and rhythmical cola, to the varying degree of enjambment and ways
of extending sentences, to the effects of whole-sentence verses, and flowing ones against
internally interrupted ones: and to syntactical (or subordinated) and paratactical (or co-
ordinate) modes of expression. Much of the enormous range and variety of the poetry is
completely lost if one fails to notice such things. Such analysis exceeds basic acquaintance
with the dactylic hexameter and simple technical aspects of versification.

Some scholars argue that the central break of caesura in the line or possible
enjambment of any kind would not be heard in the rhapsode’s recitation of the bard’s

23 Clark 1997, 13.

% Kurath’s system was later developed and elaborated by Kealiinohomoku in her study of motor
behaviour of African and United States blacks. By this she demonstrated similarities between African
dance and that of blacks resident in the States and showed the differences between these dance
traditions and those of Scotland or Ireland (Kaeppler, 37).

2% Frinkel 1926 and 1951; Porter 1951; Kirk 1966. Porter blurts out (1951,3) that “there is no
agreement among scholars on basic metrical theory”.

%7 Raalte 1986, 41 and 52; Korzeniewski 1968, 29; Sicking 1993, 74; Webster 1970, 54 n.1 in
reference to Hom.H.Ap.

238 Stanford 1967, xxiii; Clark 1997, 3 with refs. there to Parry and Lord.



singing with lyre accompaniment. Ong and Clark have argued that the concept of the
written ‘line” or ‘verse’ is a product of our literary culture which is absurd to transpose
upon pre-literate societies such as that of the Homeric world or the bards’ own society. The
words ‘line’ and ‘verse’ tend to imply graphic rather than oral connotations.?*® Daitz, on
the other hand, argues that in any case the seasoned listener to a Homeric bard would
always perceive a line-end, even if Homeric sentences vary enormously in length,
complexity and periodicity. He advocates the reading of Homer with pauses at verse-final
position, regardless of enjambment or other factors, and generally without pauses at verse-
medial positions, regardless of caesura, diaeresis and other factors.?*® Lord calculated that
the thought is complete by the end of the line in 72.4% cases in Homer. Since Parry
enjambment is regarded as necessary, violent or passive. Others scholars stress that the
rhythmic variety created by enjambment breaks the monotony of an endless succession of
one end-stopped line after another, and it may also match the style to the subject-matter.?**
Since the work of Higbie, Bakker and Clark it is beyond dispute that the Homeric
enjambment — including the ‘necessary’ kind — is synchronically intrinsic, not extrinsic, to
the formulaic system of Homeric diction.?*?

6. The history of epic declamation.

One line of investigation would be to compare various audio recordings or live
performances of the Homeric hexameter and to examine the amount of enjambment
allowed in each performance. Porter issues a caveat to this approach: “The relative extent
to which the imposed metrical pattern or the natural way of pronouncing the words prevails
in the actual recitation varies from age to age and from person to person and its study
belongs rather to the history of declamation than to metrics.”®*®* But when these same
reciters are also Homeric scholars who promote various theories about the hexameter, we
should perhaps learn something from their readings.

Within the States, the Society for the Oral Reading of Greek and Latin Literature
(SORGLL) at www.rhapsodes.fll.vt.edu maintains a website where Stephen Daitz reads 1I.1,
1-52 in a highly intonated version and via a link one can hear Stanley Lombardo reading
the same passage in a more familiar vein.>** In Britain, the Joint Association of Classical
Teachers (JACT) has published a compact disc on speaking Greek, but without specific
reference to Homer. A link on the Harvard University Classics Department has readings
from Homer by Greg Nagy and Carolyn Higbie, both of whom have written extensively
about  enjambment and the  evolution of the  Greek  hexameter
(http://www.fas.harvard.edu/~classics/poetry and_prose/poetry.html). Nagy has selected for
reading passages from Iliad 1, 9, 18 and 24, Higbie chooses lliad 1 and 6. On his extensive
website www.danceofthemuses.org David has readings of Iliad 1, 6 and 8 and Odyssey 23.
Georg Danek and Stefan Hagel maintain a website on Greek music and on Homeric
singing at www.oeaw.ac.at/kal/st, where they specify that enjambment should not be

9 Ong 1982, passim; Clark 1997, 2 n.5.
#0 Daitz 1991; Nagy 2004, 146.

1 Clark 1997, 26; Kirk 1966, 113.

2 Nagy 2001, 148 with refs. there.

3 porter 1951, 21-2.

% The link includes Stanford, Harvard, Haverford and recordings of Gareth Moore.
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expressed by a break between lines but by means of the melody. They choose to sing the
second song of Demodocus. Live performances of Homeric singing can be heard at the
Assos Conference of Philosophy www.philosophyinassos.org where Stephen Evans performs
selections from lliad 1, 2, 9, 11 and 24 with emphasis on the description of Troy and the
Trojan contingents from Book 2. Mark Miner has given rhapsodic performances of Homer
throughout American universities.

Interestingly, David and Higbie ignore the line-ending if the sense demands,?*> while most

modern recordings of Homeric epic (by e.g. Daitz, Nagy, Lombardo, Danek and Hagel)
both ignore the caesuras and pause at the end of the line, the latter even inserting an
interlude on the lyre between lines. At 11.1.460-1 Higbie runs over the line in her recitation
and similarly a line later at 462-3 as a demonstration of enjambment. In his recital of the
opening of the lliad, David runs the first two lines together as well as lines three and four,
rpoioyeviipowy allow for a break between lines and ignore the caesuras. Most reciters
are, in fact, students or colleagues of Stephen Daitz who himself preaches that same break.

7. Normal and poetic rhythm

The development of modern technology since the 1960s and 1970s has greatly
facilitated the calculation of enjambment in Homeric and later hexameters, but these
studies also demonstrate that quantitive and statistical data are not wholly independent of
the interpreter’s point of view. The question revolves around the possible development
within the extant corpus of Greek hexameter poetry from poetry in which a large
proportion of the verses coincide with a complete sentence, to a more complex distribution
of sentences over several verses, and if this is the case, whether there is a connection with
the manner of composition, be it oral/formular or literary.**®

There is a debate about normal and poetic rhythm and how the two are intertwined
and there is considerable debate about rhythm and its relationship to metre. In its simplest
form the doctrine is stated by Hallvard Lie: “Simple words and a great deal of word-
phrases have for the most part their firm rhythmic form in the natural, living la.nguage.”247
He continues: “The figures of word rhythm exist in language, in the mass of words that
poets build their verses up from.” This sentiment is echoed by Allen: “the relationship
between language and metre is two-fold. Firstly as is now generally accepted, metrical
patterns are ultimately founded on phenomena of ordinary speech; and secondly the
manifestation of such patterns is in terms of speech.”**® Devine and Stephens conclude that
“whatever the importance of literary conventions, in principle Greek verse rhythm is born
of the rhythm of Greek speech, and the former is consequently a valuable source about the
latter”, although they do admit that “the relationship of Greek metre to the Greek language

2% This is ironic on David’s part since his implementation of dance requires line-break.

26 Raalte 1986, 67

7 Lie 1967,71. De enkelte ord og en masse ordforbindelser har sin stort sett faste rytmiske form i det
naturlige, levende spréaket... De ordrytmefigurerene eksisterer altsa i spraket, i den ordmassen dikterne
skall bygge sine vers upp av.

#8 Allen 1973, 15; on p.12 he quotes T.S.Eliot, Miller, Stankiewicz, Thompson, Watkins,
Abercrombie and de Groot to the same effect.
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is also a topic of considerable disagreement.”*** We must also stress with Gasparov that
the systems of versification in Europe are historically linked, having evolved ultimately
from Indo-European prototypes. These have taken on new forms at many periods in
response to impulses spreading from one to another.?*°

The thorny questions are — what is rhythm and what is metre? And what kind of
rhythm can quantative verse have since it is based on syllable lengths? And was there ictus,
apoic kol Oéoic? Though metrical and rhythmic patterns are related, they are not precisely
the same thing. While metre is an organisation of lengths, rhythm seems to be something
more like an organisation of stresses, and there is no one-to-one correspondence, for
instance, between a metrical long and a rhythmic faoic. Nevertheless the phenomena are
linked. In performance, no doubt, rhythm was articulated for the audience, in part, by the
visible gestures and audible stampings of the dance. Webster actually believed that the
conception of metre as primarily dance, which in some cases be visualised, was an aid to
comprehension and that metre had a double function of organising words and dance.”**

With van Raalte, we can define rhythm as the phenomenon of a recurrence, within
a succession of auditory stimuli, of prominent stimuli, which gives rise to a perception of
coherence. The most regular type of recurrence is the invariable recurrence of identical
groups of stimuli, i.e. metrical rhythm. Metre can then be defined as the recurrence of
identical groups of prominent and non-prominent auditory stimuli within a rhythmical
sequence.”? The dactylic hexameter involves invariable repetition of one and the same
metric sequence (called stichic recurrence). Allen has famously postulated a dynamic
accent for ancient Greek, a phenomenon that Devine and Stephens have striven to refine.?*
| assume the melodic accent and the counterpoint of sense and metre in the hexameter
supplied the reader and the dancer with some kind of beat or stress.

8. Neo-Hellenic interpretations of hexameters

Stratou, Georgiades, Bazianas, Petrides, Raftis, Panayiotopulu and
Papanokonomu-Kipurgu all want to build bridges between ancient poetry and neo-Hellenic
song and dance.”®* The way in which modern Greek folk-dancers come on stage holding
each other by the hand, or wrist, or waist or sometimes by the hair is undeniably similar to
vase-paintings of ancient Greek dancing.”® Dancing the syrtés kalamantiands (slow,
quick, quick), however, to ancient Greek hexameters presupposes identity between the
long (heavy) and short (light) syllables and the rhythm of crotchets and semiquavers, a
return to Jebb and Gildersleeve in the 19th century. Fragments of Greek music, found after

% Devine and Stephens 1994, 100-01.
50 Gasparov 1986, 178.

21 \Webster 1970, xiii.

%2 \/an Raalte 1986, 3.
3 Allen 1973: Devine and Stephens 1985, often verbatim again 1994.

24 petrides 1975, 73 speaks of “a rare sense of human continuity in the experience of dancing a dance
the ancient Greeks were performing 2000 years ago”.

#° Delavaud-Roux 1994, 100-110; Stratou 1966, passim.
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1960, contradict this correspondence.® David in fact borrows and extends an idea of
Thrasyvulos Georgiades who compared the rhythm of the syrtés kalamantiands to that of
the Homeric hexameter but gives short shrift to manuals on Greek metre by Maas, West
and Raven. Georgiades’ book has recently been republished in Modern Greek including a
preface on the scholar’s life, work and influence.”’ It is to be noted that Georgiades was
himself professor of musicology in Munich which was a prestigious and influential post.
His views have been used uncritically in the article Die Musik des Altertums in the German
Encyclopedia by Riethmiiller and Zaminer (1989). His views are furthermore assumed to
be correct and accepted in Ted Petrides’ book Greek Dances (1975) and they are cited with
approval in H Movaixi otijv Apyaio EALdoa by Katarina Papaoikonomou-Kipurgu (2007).

Neo-Hellenic interpretations quite literally assume that the dactylic hexameter line
is composed of six feet that are physically danced to even though it has long been
acknowledged that epic contains speeches that cannot have been held in hexameters, but
that the poet has stylised heroic discussions into the hexameter mould.?*® Metrical analysis
also yields two or three cola per line rather than six feet. While, on the one hand, several
features of modern Greek folk-dance exhibit similarities to features of ancient Greek
dancing as shown on vase-painting, the literal implementation of the syrtds as a realisation
of hexametric metre and rhythm is too far-fetched.?®

9. Ethos

For centuries, Homer has ‘astounded’ his audience, not least Schliemann, by painting his
hexametric canvas with a wide range of colours, using euphony, alliteration, parechesis,
onomatopoeia and every trick in the book.?*® We should however exercise caution in
reading ‘ethos’ or emotional value into verse-types.’®’ Only very occasionally the
realisation of the several metra by dactyls or spondees may be supposed to produce a
certain stylistic effect and in general this kind of rhythmical impression does not disengage
itself from the realm of mere hypothesis. Homer was just as willing to picture a lively
scene with spondees as with dactyls, as in Il. 6, 511 (piupd & yodva péper netd v’ 1jbeo kai
vouov irwewv+), which can be cited as an example of the supposed rapidity of both action
and rhythm, whereas in 0d.12,12 (Qdrrouev dyviusvor Gotepov kara darpo yéoveg), the
dactylic rhythm proves to be compatible with the description of great solemnity.?*2

6 pshlmann 1995.
%7 Georgiades 1956 and 2001.
28 parsonal communication to me from Malcolm Heath.

%9 The concept does, however, find sympathy from the highest musicological authority in Greece,
Amargianages 1999.

characterisation by style for himself.’
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Anyway it should be realised that in view of the common occurrence of holodactylic
verses, it is not very plausible a priori that significant emotional value should be attached
to each of them. On the other hand, one may confront the particular verse commonly cited
as an example of the solemn tone of the spondees 11.23, 221 dede ¢ yaiav woynv
kikjokwv ozpoxiijos oeiroio  with eg 0d.15, 334 aitov kol wpeidv 10’ oivov
PefpiBaorv, which is just a commonplace description. The onus must lie with the
performer, declaimer or singer who should know when expressiveness was intended and
could emphasis nuances of emotion in his enunciation or sung delivery.?

10. Conclusion with analysis of Od.8, 258-265

As a cautious conclusion we can confirm that rhythm is a real phenomenon in
speech and verse, in music and in movement. We do not have to create theories deriving
one appearance from another or about the perpetuation of ancient forms in modern dances.
Rhythm has a neurological basis. In performance to music and dance a rhythm can be
expressed in more than one way at a time.

aicvpviTon O KPLTol EvvEea TAVTES AVESTOV
oMo, ot kat’ dydvag &L TPNCCEGKOV EKOOTA,
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nEMAN YoV 0¢ Yopov Bglov mociv. avtdp ‘OdvoceDs
pappopvyag Oneito moddv, Badpale 8¢ Boud.

(O6. 8.258-265)
‘and now
stewards of the course stood up, nine in all of them, chosen
out of the people, who on every occasion set in good order
the grounds for games, and they smoothed the dancing floor and set right
for Demodocus, who moved into the middle, and about him stood forth
young men in the first of their youth, well trained in dancing,
and beat the wonderful dancing floor with their feet. Odysseus

gazed on the twinkling of their feet, his heart full of wonder.” (tr. Lattimore)

263 pye 1964, 6.
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This is a standard description of ring-dancing, of a xoxlioc yopdg, which later
came to be associated exclusively with the dithyramb. It has been argued quite plausibly
that the term xoxdiog yopog, is a generic term for narrative choral performance, of which
the dithyramb was simply the most common.?®* We cannot tell, as Webster notes, how
much memory Homer has enshrined of earlier choruses or even later how many choruses,
which we hear of in classical times or even later, are really very early.?®® This Homeric
example specifically mentions men, but Stehle reminds us of the ‘women’s circle’ and
moreover of ‘Sappho’s Circle’ which included parthenoi who trained and rehearsed for
choral performances and in particular for the performance of wedding poetry and of other
ritual poetry.?®

The central question remains as to how this passage would be performed in an
epic performance.?®” Sadly, the invention of glyph notation, Labanotation and other
notation systems used by Kurath and Kealiinohomoku, cannot reconstruct ancient dance
for us or bring it back to life for us. Recent publications on lyric tend to support the idea of
mutual borrowing between lyric and epic and it is not uncommon to see the wedding and
harvest songs mentioned in Homeric epic considered as bits and bods of lyric inserted into
epic, even “if we cannot work out in detail how epic engaged with specific lyric poems”.268
Crucial is the application of the monodic-choral debate over the performance of lyric to the
question of the performance of epic. Down-dating of Homer to the seventh century brings
epic closer to the time at which Greek iambic, elegiac and lyric poetry also began to be
known.”®® It seems that epic and lyric poetry mutually influenced and defined one another
in the course of time.?”® In archaic Greece, genre correlated with occasion and performance
context, as well as with formal features.

The main thrust of my argument has been to examine the dactylic hexameter and
to see whether it is suitable for dancing or whether we have to discard that notion and
assume interdiscursivity, in this case, the intervention of lyric in epic, since obviously they
are chronologically closer than earlier assumed. Both interpretations are possible, |
believe, since dialogue in Homer is clearly normal language encapsulated in hexameters:
this would easily facilitate similar fossilisation of lyric within the hexameter framework.
But at the same time the linguistic creativity of the oral-formulaic composition can trigger
off ‘dance grammar’ and metrical patterns and sequences of dance movements. D'Angour
stresses flexibility in tempi, pitch, instrumentation, and performing skill. Local idiom and

%64 Fearn 2007, ch.3. Expanded and developed in Kowalzig and Wilson 2013, passim.

2% Webster 1970, 46.

%6 Stehle 1997, ch.6 Sappho’s Circle, esp. 270 and n.36 for disagreement with Lardinois on whether
or not parthenoi are the audience for these performances.

%7 The readers of my dissertation, Penelope Murray and Martti Leiwo, disagreed as to whether
hexameters could be danced to or not.

8 Graziosi & Haubold 2009, 96.

%9 \Webster 1970, 46; Kurke 2000, 59 emphasises the freshness of Alcman, Bacchylides and
Simonides papyrus discoveries. Richardson (2011, 17) speaks of duoifaiav performances.

2% Graziosi & Haubold 2009, 96, n.4 with refs. there.



intepretation would have underlain singing and dance performance.?”* Personally | am
sympathetic to the notion of ethos in the hexameter, but at the same time the singer or
declaimer could also emphasise changes of mood in his performance. It would not be too
far-fetched, however, to imagine that simultaneous dance could be varied to suit the ethos
of the passage in question.
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Beyond Dance: The Philosophical Perspective in
Investigating Ancient Greek Dance

Anna Lazou

Hermeneutic vs. Analytical Approach

What lies beyond dance? Which values and gnosiological presuppositions
constitute the right method and appropriate intellectual context for the understanding,
evaluating or even analyzing the meaning of dance in antiquity? Moreover, which could be
the effects and influences of such understanding of dance in our contemporary world and
way of life?

As | have argued in an earlier text of mine?’? “a first priority towards such an

investigation is to clarify the philosopher’s task in the area; it is certainly different from the
historian’s or the teacher’s approach. There are several questions of historical or
philological type that have been raised on this subject, f.e. concerning the origin of the
tragic genre, the Aristotelian theory of tragedy, or the Platonic view of mimesis and the
moral discrimination of dances. Philosophy can therefore illuminate the methodological
and conceptual presuppositions of such historical theories and more particularly about the
development and function of dance forms in antiquity and performing art in general.

We may investigate ancient Greek dance for purely philosophical reasons: the
analysis, description and understanding of the constituent elements of dance in Ancient
Greece as a particular and also complicated art phenomenon, is a challenging object for the
philosopher today, on one hand because ancient Greek culture is presented to us as a
characteristically rich dance culture and, on the other hand, because dance has been
discussed extensively by such thinkers like Plato and Aristotle”.

22 «The Functions of Ancient Greek Dance in a Philosophical Perspective” (in Polish), in Misteria,
inicjacje (Mysteries and Initiations), (coll. ed.), (ed.) Dariusz Koszinski, Biuro Krakow 2000, 2001,
ISBN 83 — 87754 — 77 — 3, og).. 87 — 96.
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Ancient Greek dances are therefore significant for philosophical investigation,
because in the various kinds and forms they have developed, have had such a central
importance in places and times, with exemplary for us cultural, social and political

structures and connotations?’>,

The aim of the present paper is to extend previous investigation in the philosophy
of ancient dance providing a wider context of concepts and philosophical presuppositions

that will throw light on the meaning of dance and especially its practice in our
contemporary world.

A secondary purpose is to specify and illuminate the actual functions of dancing
and chanting as a diachronic integral meaningful human activity pointing to its artistic
value as well as to its therapeutic applications through a contemporary reconstruction.

On the Diachronicity of the Classical Greek Ideals

In our intellectual effort to formulate an answer to the question about the reasons
of sustainability and diachronicity of Classical Greek ideals, we can draw valuable
epistemological conclusions and paradigmatic information from P. Kondylis’
historicophilosophical work?™*: his methodic systematic thought applies more or less a
rationality principle in the descriptive and ontological approach of historical reality
avoiding exclusive relativism but also lying between historical realism and an austere
scientific ethos — moral practice; such an approach justifies philosophically and
epistemologically the diachronic survival of ancient cultural achievements while similar
conclusions can be summarized in a most condensed and clear form by recalling the words
of Alexandra Deligiorgi in her recent article “We and the Ancients today”:

“To make up therefore a relationship with the Ancients, according to the measures
and means, the needs and goals of our time, we need to have a clear understanding of our
own historical and social space-time and also of what it may mean to be classic, within this
space — time, today. This is something that cannot be achieved without the assistance of the
theory without the knowledge and the control of the ways in which today’s theoretical
practices are moving in order to know what theory supports what. Knowledge of history
and theory generated through analysis and syntheses of data is not enough, therefore; we
need the knowledge of logic and epistemology that enables a critical examination of the
analyses and their conclusions.” 21

Knowledge of the history of philosophy can help us draw certain interesting
conclusions about the diachronicity and persistence of classical ideals of Greek antiquity:

273 plutarch analyses the meaning of the word «xopdc», its origin and its aesthetic and philosophical
connotations. Lucian (On Dance, 23, 34, 68) and Atheneus (XIV 628d) support the moral and
aesthetic benefits and qualities of dance.

274 See his two publications in Greek language: Marx, K., diagopé ¢ dnuokpiteioc ko emotperog
pvoikis pilocogiog [Differenz der demokritischen und epikureischen Naturphilosophie, 1841], Gnosi
Publications, 1983, Translation, Introduction, and Commenting by P. Kondylis and O Mop¢ kar n
apyaio EAAdoa [Marx and Ancient Greece], Stigmi Publications, 1984. [German edition: Marx und
die griechische Antike, Heidelberg, Manutius-Verlag, 1987].

25 Al. Deligiorgi, “We and the ancients, today”, Philosophein, v. 5, June 2011, p. 57.



The revival of ancient dance in modern times has serious and crucial connotations
for the contemporary life of man.

On the Therapeutic Functions of Ancient Greek Dance

Apollonian rationality and Dionysian irrationality — | consider to be parts of one
and the same primordial human attitude — function in a complementary way applying an
alteration of discipline and order with expressiveness and ecstatic freedom. The ancient
chorus of the drama more particularly expresses a mental and emotional attitude towards
connecting the social with the cosmic harmony. Moreover, Dionysian dance characterized
by the so — called dancing madness and divine madness — reconciles the ecstatic and wild
with the peaceful element of the soul and has a characteristic function of tragic drama to all
those who participate.

The therapeutic as well as balancing impact of ancient Greek dances and mimic
representations has been stressed and analyzed extensively. F.e. myths and the
personalities of ancient gods constitute a main source of information about dance in
antiquity?’®. We come across the therapeutic aspects of dance by investigating the views
attributed to ancient Greeks - until early Christian antiquity - in parallel with the forms and
social, educational and political uses of dance during that period?”’. The fact that in ancient
Greece we have religious dances and dances oriented towards the community’s life must
be seen as an essential characteristic of their meaning rather as a restraint to our developing
a universal language of dance or to applying a meaning theory, a system of concepts to this
paradigm.

Concerning the therapeutic element in dancing we may mention Plato (Phaedrus
265a -b) relating Dionysian dances with f¢ia uavie (sacred ecstasis) and stressing the
divine as well as the natural origin of dance in general (Laws 653-654)°"%. Plato also refers

278 parts of the views | expose here have been discussed on the occasion of International Conferences
and Meetings organized by Dora Stratou Theater and Greek Universities during the last 10 years. See
A. Lazou, “Following the Traces of Dionysus: Trance and Bodily Expression in Theatre Dance”, in
the Abstracts of the 16" World Congress on Dance Research, Corfu, 2003. Also my “The Body and
the Dionysian in Dance and Drama since Antiquity” in Wiesna Mond — Kozlowska (edit.), The
Human Body — A Universal Sign, Towards Dance Anthropology, The Jagellonian University Press,
Krakow 2005, pp.79 — 85.

2" In Aristotle the term Ogpamevtikéc appears with its literal meaning as the curative procedure
treating an illness or harm through medical and pharmaceutical techniques and tools. Medicine and
curative processes in general is a favorite model for ethics and politics in Aristotle. Just as in the
therapeutic art, also in the social sphere there is a domain of science or systematic knowledge and one
of pure practice that this knowledge has to be applied and so be tested for its truth and falsehood.

278 Dionysus had among other names that of Lysios, Liberator. Expressions of a kind of mental illness
or unbalanced situation and the healing or restoration of balance are both characteristics of the
Dionysian Dances. The Platonic approach to the therapeutic function of dance and music is probably
the earliest existing theory about trance and is developed mainly in the Phaedrus: Socrates is made to
say that “our greatest blessings come to us by way of madness.” By this he means the inspiration of a
Deity or divine madness - theia mania and not a kind of mental illness. The madness/ mania from the
inspiration of Dionysus he calls telestic madness or ritual madness (other types of madness are: poetic,
erotic and mantic). Telestic and the word teletai mean the rituals and mystery rites. Often rites involve
invocation of the power of Deity to manifest: either in person or in an object representing the Deity,
such as a statue. It may well be that the teletai of the Maenads were to invoke the manifestation of the
God - within themselves... so that they would experience enthusiasmos (where “enthusiasm” comes
from) or be entheos, “engodded.” The Greek verb baccheuein, used of the Bacchants means ‘acting
like Bacchus.” telestic madness also has an initiatory aspect. It is only in telestic madness that we see
79



repeatedly to the concept of dance and tries to define a psychological origin for it (Philebus
17; Laws 672 - 673). Plato develops a moral theory of the dance (Laws 654 a ff., 815 c),
while Aristotle (Politics 1341b-1342 a5) points out the educational and psychological
importance of music and dance and supports rather a mimetic theory of dance?”. Lucian in
On Dance (23, 70, 71 and 81) identifies the positive psychophysical influence of dance
with its cathartic qualities.

Chorus in tragedy, particularly, is a form of depicting reality also, because it
expresses a certain conception about the world (k6cpoc), nature (¢von) and man’s position
in it (dvOpwmog). It is a reality identified as religious, attached to myth and cult. In this
sense, the dancer actualizes the metaphor of transforming the world around him in
accordance with his vision and consequently participates in vivo in the dramatic
evolvement of his vision on stage. The theatrical space (orchestra) with the dancing and
dramatic processes constitutes the vision of the poet itself for the very construction of the
drama.

The position of the dance and the dancer in macro cosmos leads to philosophically
fundamental ideas for the whole phenomenon of ancient Greek dance: such ideas are those
of world (kéopog), human being (avBpwmog) and dancing movement (yop6g). We can also
deduce the religious beliefs concerning Universe and the social and moral ideas from this

theoretical model, which informs a very long period of Western culture®®.

The reality that dance formulates during antiquity operates as a metaphor.
Nietzsche remarks that in order to understand the essential function of dance in tragedy one
needs to refer to the concept of aesthetic metaphor, the poetic reconstruction of reality as a
creative process. In this sense the aesthetic phenomenon is simple; the authentic poet sees a
picture instead of an explanation; a dramatic poet gets into the procedure of transforming
himself by speaking in the name of other dramatic personae. In Nietzsche’s words, "dance

is reality itself that creates the vision through movement, music and spoken word "%

the ‘signs’ of possession trance: head flung back, arched body. Only those in a state of telestic
madness dance as well. Amnesia is often a characteristic of telestic - and also mantic, or oracular -
madness. Only complete possession leads to the ability to prophesy.

219 On the Soul, 402 b 22-24, 432b15, 433 b 26-30; De Motu Animalium, 8, 702 a 18 ff.

%0 Cf. “Io mop mvedvtav/ yoply’ dotpov, voyiov/ ¢leypdtov erickone”, Antigone, 1146 -1148. My
main source on this subject is the book by James Miller, Measures of Wisdom, University of Toronto
Press, 1986. The earliest extant artistic representations of a solar deity leading a dance of four Horae
who are clearly distinguishable as spring, summer, autumn and winter by their seasonal costumes and
botanic emblems are Roman copies of a Hellenistic relief, which probably dated from the third
century BC; their thyrsus-bearing coryphaeus has been confidently identified as Dionysus. (Picture 1)
Bas — relief of Dionysus and Horae, Louvre, MA 968: Dionysus with his thyrsus leads a processional
dance of tiptoeing Horae in this Roman bas-relief (now in the Louvre) copied from a popular
Hellenistic prototype. The Hora with the loosened stole and sheaf of grain (?) is probably summer. It
is probable that Stoic physicists introduced the image of four dancing or processing Horae into
cosmological literature well before the Christian era.; in the pseudo-Aristotelian Peri kosmou the sun
is described as a coryphaeus 'leading the four seasons of the year as he moves forward to the north and
back to the south.' See James Miller, chapter 5, pp. 53-4.



Contemporary dance and dance theatre rediscover the importance of the body
culture, either the one we live in or even different and alternative body cultures. We
observe and follow the body just like as if it were playing a game or dancing a folk or
traditional dance or participating in anniversary festivities and celebrations throughout the
year.

Starting from the philosophical investigation of concepts like traditional, physical
and historical | have concluded — during a previous part of my research — in identifying the
diachronic meaning of the Dionysian element in Greek dances and attempted to
demonstrate that the human body as the locus communes of the morphological, biological
and psychological aspects of dance can be also an operator of moral, as well as social and
political dimensions*.

Improvisational elements on the other hand are recognized in a wide series of
ancient Greek dances, since the Homeric time and up to late antiquity. They characterize
mainly samples of individual dances of a free, liberating and mimetic nature. In tragedy
and comedy, there is alteration of the strictly formalistic dance schemata of the chorus with
a sort of freedom of dancing expression of the protagonist in certain solo pieces or during
the kommos (the lament).

In most examples of ancient Greek dances there is a connection with deities and
religious ceremonies in general. Demeter and Dionysus, figures of prehistoric origin, are
mostly dancing and ritualistic deities. Another particular characteristic of these gods is
their relation to Hades and metamorphosis. Hades and the Underworld are symbols of a
large family of metaphors of ancient Greek culture concerning a view of space and man’s
orientation to it. This conception of reality as consisting of an upper and a lower layer of
the world and human awareness of this view of reality are paralleled with the belief in the
importance of subterrestrial spaces and caves - with their specific successive alteration of
light and shadow - for the storage of wealth and for the conservation of life. They
constituted certain standard beliefs of the Homeric man and were involved in his dancing
expressions. Belief in the transformative power of fire and water belongs to the same
category of beliefs as those above, corresponding to the therapeutic and liberating
procedures and practices.

On the other hand the main starting point of the technique of ancient Greek dance
is walking, as the basis of metric and musical structure, rhythm and speech. The origin of
ancient Greek dance may be placed in the basic as well as “revolutionary” phenomena of
standing and walking and their varieties (running, jumping).

81 Die Geburt der Tragoedie, W. de Gruyter, New York, 1988. In this work Nietszche explains
human being and its position in the world through his conception of ,artistic metaphysics*. He is
inspired from ancient Greek culture and the nature of tragedy the idea that man is more than what he
perceives. The “being-in-the world” of man is defined by a thorough approach of good and evil as a
whole, while art itself is bearing this situation through its objectivity. So, man can be both the
spectator and the implementer of a process that is larger than him, but not outside of his being and the
nature of his being. The interpretation of nature and the experience of man’s union with nature
through art constitute a higher form of expression. Man has abilities therefore identified by his
properties. He has essentially masks-tools, which enable him to see outside him, and in the whole of
"being" to recognize his creative "I" as part of the whole of nature.

%82 »The Diachronic Character of the Dionysian”, in Musiques, Rythmes et Danses dans I’ Antiquité,
Marie-Héléne Delavaux-Roux (ed), Presses Universitaires de Rennes, Sept— Oct. 2010, pp. 113 — 118.
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As for the identification of dance with the natural world, we know that a
representative category of ancient Greek dances refers to the physical and animal world,
imitating sometimes many and various animals’ behavior or refers to flowers and trees and
to the processes of cultivation of plants necessary for nutrition and survival®®,

Descriptions on the basis of texts as well as historical and archaeological
testimony can help us to formulate a vocabulary of movements and situations of dance that
characterize the Dionysian element. But only the actual, live participation to a social
language and a community tradition of dance can provide proof of its therapeutic and
transformative function. Ecstatic dances, ritual and initiation performances with orgiastic
and mystery content and character, zoomorphic dances are the main forms of Dionysian
culture existing worldwide, associated with various fertility cults and deities. The ecstatic
character — losing of oneself through movement and musical patterns — epitomizes the
main functions of these dances and rituals where the dances appear.

Jerzi Growtoski said that to have a desire to express oneself means that one is
divided - part of you commands, part of you obeys. True expression, he said, is that of a
tree. Around the tree on the other hand either as reference to the physical body of the tree
in the centre of the action (dpvg — dpaon — dpaua), or as the play around the tree —or , as in
tree worshiping religions — the ceremonial dialogue with the tree — ancient Greek dance
and drama evolved.

When we learn to move in a new way we will learn to “speak” through movement
and enter into a true dialogue with the other beings in the world. In this way we
compensate for the agony of our body in everyday practice, for the sorrow of Demeter, the
pain of Persephone and the tearing up of Dionysus. As we keep on searching our body in
this way, a rupture with the past will replace what was previously controlled and
suppressed by the usual form of everyday labor and will permit the spelling out of the new
word, with a very different quality than before.

Philosophy of dance leads to the creation of a “text” that concretizes the meaning
that the individual attributes to his movement experience and extends consciousness. This
dialectic and complete relationship between emotions, movement and word has been
proposed in an exemplary way by the chorus in ancient Greek drama.

picture 1 Bas — relief of Dionysus and Horae, Louvre, MA 968

%3 See Orchesis, Anna Lazou — Alkis Raftis (eds), Dora Stratou Publications, Athens, 2003.



Picture 2: From the Collective Creation of the theatre group Drys, of Athens
University — “Dionysus —Bound to Illusion”, Athens 2006.

Moving — Acting — Dancing: The Aesthetic Value of Dance and the Analytical
Mind

Wittgenstein says that gestures are more important than words. For example, we
teach our children with gestures or when we do not understand the language of our
interlocutor, we resort to them?®*. Like gestures used in a ritual the same with words. Many
of them even have a special power as you find in curses, prayers etc. In witchcraft, for
example, words and gestures represent a desire (in which the magic answer) and therefore
represent the fulfillment®®. Rituals, words and gestures are repeated in the same way. An
ancient ritual is a language and sustains the myths of a society. These myths exist to
confirm the existence and origins of a people.

As in music, gestures can only describe what excites us and that is not described
in words. Typical example of this situation is the art of dance, including movements and
gestures where there is nowhere the existence of language. Another example is indirectly
dance in primitive rituals such as dance of rain, for example, predominantly expressing
desires where there is no involvement of the language spoken in the common way. The
ancient rituals involving instinct, i.e. as seen in the example of the rain dance, the
invocation happens when it's rainy season and has a cult status. Today, many aspects of our
everyday lives, we can see the magic in nature that some of our own activities have as they
give meaning to the circumstances, but not vice versa. For Wittgenstein, man is a ritual

animal and uses his imagination, a cluster of words, images and words®®.

Customs and traditions, in contrast to science do not lead to progress. They are
grounded on testimony and on a "deep and dark" element, which we project on the customs

through an experience that happens within us. So the dark element is derived from the very
nature of the people who make up the community, in which rituals and festivals are

284 L. Wittgenstein, I'idooa, payeia teletovpyia, oeh. 56, ABva, 1990.

25 1bid. oe). 70-71.

26 |pid. cer. 32.
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performed®’. The ritual practices include external movements which the people of the
community have the tendency to do-and this is the element that distinguishes one
celebration from another and here we talk about the "spirit" of the celebration, the public
spirit, which, as Wittgenstein says, is therefore external. A custom, a celebration, associate
feelings with our thoughts, "I see” and "I think™ go together. Moreover, what gives great
weight to a tradition is its ancient origin.

Dancing through the writings of Wittgenstein seems to have its roots in ancient
rituals which expressed the desires and instincts of the people, not to be found in words. It
could be said that the feelings of people who watch a dance performance, for example, are
feelings which belong to their nature (as in the case of the rituals and their "deep and dark™
element) while at the same time are emotions different for everyone depending on their
experience and their experience of the moment.

Following the tracks of analytical thinking through the texts of L. Wittgenstein®®®,
a philosopher representative of post modernist epoch, who investigated thought through
language as a symbolic tool introducing the theory of language games, we draw useful
conclusions about the philosophical understanding of dance: aesthetics according to
Wittgenstein is subject to language, the concepts expressing values, like “good” or
“beautiful” belong to the sphere of traditions and the anthropological forms of life of a
community. Behind the meaning of the language of aesthetics lie an endless series of
language games, the rules of which are determined by many factors, starting from the time
period, the way of life, nationality, culture up to the subjective experiences, the internal
representations and symbolisms, as well as the emotional memory of every distinct
individual. Language as a form of activity does not reflect but create reality and dance as a
form of art and human activity itself also creates and recreates meaning and reality at the
same time.

Following the tracks of the dialectic and historical interpretation of dance through
a holistic reconstruction of history — of the Hegelian line, we concluded that aesthetic
education and art are subject to ethics and consent to moral values®®.

27 Ibid. oel. 96-97.

88 | Wittgenstein, Lectures and Conversations on Aesthetics, Psychology, and Religious Belief, ed.
Cyril Barrett (Oxford: Basil Blackwell), 1966. Idem, Philosophical Investigations, third edition, trans.
G. E. M. Anscombe (New York: Macmillan), 1958.

9 plato, Republic, 111, 424 c. Cf. G. F. Hegel, Vorlesungen uber die Aesthetik, 3. Band, Samtliche
Werke, Jubilaumsaungabe, v. H. Glockner, Stuttgart, Frommann, 1964, pp. 163 ff.
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®opoc — ekdiknon — Oepaneia:
o avlpmmToPIL0G0QIKY) TPOGEYYLGT] TOV rpagucm') YOPOV  O©TO
napaoerypno Tov Evuesviowv 230

Avva Aalov

H Opéorera — n povn tptroyia mov dacodnke aképata amd v Apyaio EAAGS —
avaQEPETOL 6TO BEpa TG €KSIKNONG GTO TAAICIO TV OIKOYEVELNKADV GYECEMY TOL OIKOV
TV Atped®v, peta&d tov Ayapéuvova, g Kivtopvnotpag kot tov Opéotn, eved o1
ddoyn Twv Ovov coumeptiapufovotav 1 Bucia g lpyévelng, o edvog tov Ayapépvova
and v Kilvtopvnotpa ko tov 60luyd g AtyieBo kot n ekdiknon tov Opéotn pe to
OmAO Povikd TG UNntépoag tov kot Tov AtyicBov. O kOKAOG TG avtekdiknong AvETaL GTOo
TPiTo HEPOG TIC TPLAOYiNG, oTIC Tepipnueg Evuevioes, 6mov pe v mapéppacn 6vo Bedv -
10V ATtOAA@Va Kot Kupimg g ABnvég — 1pvetan To dikaoTiplo mov abwmvel tov Opéot
Yy ™ SmpaEn Tov GOVOL Kot TNV TOPIAANAN chvaymn aidviag cvppoyiog Adnvog kot
Apyovg. O yopdc tv eoPepdv Eptviwv petadhdocetot 6e gupevn xopd kot Kuplopyet M
Aoy g AOnvég, kaBmg vrepaotileTol TNV EVOTNTA KL TNV €PNV TNG TOANC.

Onwc &xer vrootpybel o GeEPd EMOTNUOVIKOV ONUOGIEVCEMY, 1 SIKALOGHVN
QEPETAL MG O OTOYOG EKTOLALENG TMV OPAUOATIKOV YEYOVOT®V OV GLYKPOTOLV TO HLOWKO
KOKAO ™G Opéatelag Kol TEPLYPAPOVTOL MG TAONLATA TOV KOPLOV NPO®V, OIKOOGVUV] GTO
TAOIC10 TOV OGOV TNG TOANG KOl KOWVOVIK®OV Soud)vzzgl H oA kot wdraitepa ot Oecpol

20 Avayvhodnke otv Huepida g EN.E.O.N. pe 0épa: «Otkoyevelokés oyéoels ofpepa- Avtovopio
Kot AMAnAeyyomp, oto mioicwe tov mpoypaupotog EXTTA yio v evdookoyevelokn Pio mov
npaypoatoroOnke otig 16 Noepuppiov 2014 oto Anpotikd Oéatpo Koribéog.

#1 K. Crotty, Law's Interior: Legal and Literary Constructions of the Self, Cornell University Press,
2001, oeh. 43. Agc emiong F. 1. Zeitlin, “The dynamics of misogyny in the Oresteia”, eig Arethusa 11,
1978, o). 149-184, C. W. MacLeod, “Politics in the Oresteia”, gig JHS 102, 1982, cei. 124-144 o


http://www.google.gr/search?hl=el&tbo=p&tbm=bks&q=inauthor:%22Kevin+Crotty%22

OXETIKA HE TN OKowoovvn — Omwg oty mepimtoon tov Apegiov Ildyov xor TV
onuokpoatik®v petappvbuicewv tov Eeiditn, mov eiyav mponynbet Atya ypdvia mpv omd
NV Tapovsiosn Tov £€pyov and Tov AloyvAio to 458 n.X., mpwtoctatovy oty Opéoreia,
WG EKEIVO TO AVOTATO KOl VOTATO PECO SLOPOAAENG TOV OKOIOV - 101aiTEPA Y10 EYKATLOTOL
OlOTOC - KOl GUVETAMG KO TNG TOAITELOKNG rd&ng.zgz

H dwamictmon tov J. — P. Vernant 4t 1 tpaymdia etvor pio and Tic Lopeég, e TIg
omoieg M véo 1Wpupévn onuoxpatio opilel v TALTOTNTA TNG %3 Bpiokel v kaibTeEPN
duvatn epapuoy otig Eouevideg, OTOL S1KAL0GUVT|, LLOVGIKT), COUATIKY/ YOPEVLTIKY Opdom
Kol MOWKOSAKTIKY ¥p1on Tov pwobov dévovian dppnkto petald TOvg oTolXEld, Yo va
TAEEOLV TO VPADL TOL OPALATOG.

Xmv e&éMén g mhokng, o Apyeiog Opéotng KaToEEVYEL GTOV VOO TOL
AmOAMOVO 6TOVG AEAPOVE ®¢ 1KETNGS, Yo va. {ntoet T Bonbeta Tov Beov, puetd Tov eOvo
0V AfyteBov ko g Kilvtapvnotpag. Metd v mpoonteia g [Mubiog, o AmoAhmvag
TOV VWOGYETOL TNV CLUTOPACTOCY] TOVv avayvopilovtac Tnv gvbovn tev Tpdiemv ToL
Opéot kot tov kaBodnyel Yo GAAN pio eopd Aéyovtag tov va katevbuvOet pe ) cuvodeia
tov Epun, oty ABnva, 6mov Ba tebel oty kpion kot v tpoctacia g Bedg AGnvac. Me
TNV TPOUOKTIKY] TOPOLGia Tov Eptvdmv Tov Tov KaTadidKovv TOPOUKIVOUUEVES OO TO

eig Oxford Readings in Classical Studies: Aeschylus, Oxford, 2007, oel. 265-301, Chr. Rocco,
“Democracy and Discipline in Aeschylus’s Oresteia”, eig Tragedy and Enlightenment, Berkeley:
University of California Press, 1998, oeA. 136 — 70, J.P. Euben, The Tragedy of Political Theory,
Princeton University Press, Princeton, N.J., 1990, o). 67 — 95 (g101xd T0 kepdioro "Justice and the
Oresteia”) kou Th. Gould, The Ancient Quarrel between Poetry and Philosophy, Princeton University
Press, Princeton, N.J., 1990, oeA.104 — 16. Ot Th. Ziolkowski (The Mirror of Justice: Literary
Reflections of Legal Crises, Princeton University Press, Princeton, N.J., 1997), P. Gewirtz
(“Aeschylus’ Law” gig Harvard Law Review 101, 1988, cgh. 1043 — 1055) kot D. Luban (“Some
Greek Trials: Order and Justice in Homer, Hesiod, Aeschylus and Plato”, eic Tennessee Law Review
54, 1987, oeh. 279 — 325 ko e1¢ Legal Modernism, Ann Arbor, University of Michigan Press, 1994,
oeh. 283 — 334) vanpetodv TNV €PELVNTIKY TPOCEYYIST TN EVvolag TOL d1kaiov amd TN GKOmId
Aoyoteyviag ko Aikaiov. H avtiAnym avt vrootpilel ) omovdotdtnta ¢ Aoyoteyviag, aAld kot
TOV GLVOLCHNLOTOG Yo TV vopoBecia kat Tig dikaukés Kpioels. XopakInpioTikd T0 AmOCTAGLO TOV
Gewirtz (6.1, ogh. 1050) mov mapabétovpe: «Edv, 0nwg mpoteivel | Opéareta, o koo mpodmobitel
un opBoloykd otoryeio Kol amontel I TEPIOCOTEPO TEPLEKTIKEG LOPPES VOTONG, 1) AoyoTeyVia pmopel
va Sodpapatiost £va oNHOvVTIKO poro oty avartuén Tov vopodém. H evoopdtoon tov Epwviov
OTNV VOUIKN TAEN — TOL OVIITPOGMTEVEL TH GUVIEST TV GUVOIICHNUATIKAOV COULPDOV [E TO VOUO —
ouvdéel TV 10ta ™ Aoyoteyvia pe 1o dikato kot vroypoppiler v Wiaitepn Béon mov umopel va
OTOKTNOEL 1 Aoyoteyvia, oty €£EMEN TG VOMKNG OKEYNG TTPOG TNV TANPESTEPT KOl TAOVGLOTEPT
ouvleTdTTA TS (METdpp. Sk pov). TMapabéter m M. Nussbaum (Love's Knowledge: Essays on
Philosophy and Literature, Oxford University Press, 1992, ceh. 43).

292 , . , . . , . ,
% Me Bhon to dedopévo TOV 16TOPIKGOY cEeMEemv, ol VTOBLcEIS YOp® amd TNV epumveio NG

AloyOlewag Opéoteiog duoTtavtol ©C TPOG TO 7ol givar 1 otdomn tov momt oto Oépa TtV
dnupokpatikdv petappuduicemv mov gonyaye o E@iddtng o Xopwvidov, o ABnvaiog kat, petd tov
0avato Tov, Tayimoe o IlepucAng, katd TOGOV 0 Beapog TV Apeiov T1dyov evioybeTon | apgiopnreital
arnd ta emyepnpoato e Adnvég. (ITpPre ko AB. Kodoyepomovriov, «EQiaitng o Zopwvidov», €15
Iotopio tov EAlnvikov E6vous , 1. T'l, Exdotiky ABnvov, Abnva, 1972, ced. 54). T ) oyéon
Opéoreiag xar Evueviowv pe 1o ToMTIKG yeyovota g emoyng tov Atoydrov deg K. J. Dover, “The
political aspect of Aeschylus’s Eumenides”, eigc JHS 77, 1957, oek. 2307, A. J. Podlecki, The
Political Background of Aeschylean Tragedy, Ann Arbor: University of Michigan Press, 1966, C.W.
MacLeod, “Politics and the Oresteia”, eig Journal of Hellenic Studies 102, 1982, cg\. 124 — 44, A. H.
Sommerstein, Aeschylus: Eumenides, Cambridge University Press, 1989, ceh. 25 — 32.

28 J_P. Vernant, “Aeschylus, the Past and the Present”, eic J. P. Vernant - P. Vidal-Naquet, Tragedy
and Myth in Ancient Greece (uetaep. J. Lloyd), New York: Zone, 1988, ceh. 257.
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QAVTOGHO TNG VEKPNG UNTEPOS TOL, 0 OpEoTNG KATAPEPVEL V. SLOVOGEL TV OTOCTACT)
Aeghpdv — ABMvag Ko 0Tav eBavel oto ayoaipa e AOnvag, dev mapaieinet vo Bopicel ot
Oed mov emkaAeitol, TNV LETAUELELD TOV Ol GLUPOPES TOV dIJAEAY KOt TNV VITOCKEST LLOG
ovppayioag pe to Apyos. H ABnvd tov axovel, divel 10 AOYo GTIC SIOKTPLEG TOL, TIG
@oPepég Eptvieg kat 10pvet To Becpd tov Apeiov ITdyov, evoc armviov dikastnpiov mov Oa
OmOVEUEL OO TOTE Kot 0TO €ENG SKAOGHVN HE SLOOIKOGIEC YNPOPOplaG O TEPIMTMGELS
@Ovov. Emiéyetl Toug katdAANAoVS TOAITES Y10 S1KAGTEG Ko Oivel To frjpa otov ATOAL®VA
oG vepaomoT] Tov Opéotn anévavtl 6ty Wvi Tov Eptvdov Kot oty omaitnon toug yuo
dpeon xotoadikn tov pe Bavoato amd T 01 TOVg Ta YEPLO GV TH®pPia Yoo TV €10xOM
doAoQOVIOL TNG UNTEPOG TOV. XTO. EMLYEPTLOTO TOV OVTAAAAGGOVTOL LEP KOl KOTE TOV
Opéotn mapovcialovtal Waitepa evolapépovceg andyelg mov Biyovv 1o Béua g aiog
KOl TNG oTovdadTnToS TOV 000 PUA®VY, T0 NOKO Papog g ddmpaing eOvov, 1 avAyKN
Y. EQOPUOYN TNG ovvaiveong &vovil Tov picovg kot g avtekdiknong. H ABnva
epapuolovtag Tic apyég Tov 0phov Aoyov emttedel (o onuovtikny eEEMEN Tov GuvicTaTol
ot10 va petaneioet T1g Eptvdeg ko va Tig petatpéyel oe Evpevideg, Bedtnreg mov Oa
yopiCouv evpdpelor k1 evuéveln otovg moAites. Ilapdiinia, epappdlovioc v
OOALOKTIKT YlOL TOV KOTYOPOOUEVO apyn NG looynoeiog, metvyaivel v afdmaon tov
Opéot, xkepdilel TNV EVYVEOUOGHVN TOV KoL TNV GLUpAyio Tov Apyoug.

270 €MIMEOO TOL JKAVIKOD KOl KOWVMOVIKOD TPORANUATIGHOV YOP® amtd TO pubucd
KOKA O ¢ Opéoteiag - Ko 1d10itepa TV Evueviowy - SomoT®veTal 1 petdfoon omd
TPOYEVEGTEPES AVTIMNYELS Kol OeoKEG OOUEG GE VEEC, e KEVIPIKT TTAVTA TV 10€d TOV
e€ayviooh Tov UNTPOKTOVOL, TOV CNUATOO0TEL TO OlY®G GALO pio Stadoyn pntplapyiog —
TOTPLOPYING KOl T GUVAPELNL CYEGEMV OIKOYEVELNKOD KOl TOATELNKOD YOPUKTNPO (OC TPOG
aTEG: 6TaV 0 ATOA®VAG VTEPAOSTILETOL GTO JIKAGTNHPLO TS AONVAG TOV TPOGTATEVOUEVO
0V Opéotn, dwutetveTon vTEP ALTOV OTL 1o Kot 0 Tatépog ivorl KAt ToAvTipdtepo amd ™
untépa, o eovoc g Kivtapvnotpog dev givar adkog. O dvdpag Katd to myelpiuoTo
T00 AmOAAwvo — mov Ppioketol omd TV apyn TOL OPAUATOS GE GUECT] KOl LETOTIKN
avtuwapdBeon pe tig Eptvoeg kot t1oug vOpovg toug - glval autdg mov YEVVA, VD 1 UNTEPQ
OV KVOYOPEL, amhd «kpatdel To POTPO, Hovo av o Bedg 10 apnoet Lovtavoy (ot. 658 —
661). H untépa Aowmdv aviipetoniletor ¢ kATt 0l TOC0 GNUOVTIKO OG0 0 AvOpag Kot
avTo KaO1GTA TO POVO NG Ot £va TOGO PoPepod EykAnua 660 to Tapovstalovy ot Eptvieg.

H Mé&n e untpapyikng meptddov cuvodeDeTal OULMG Kot 0t TOV TOMTIKO GTOYO
TV ovppoyiov Adnvoiov kot Apyelov, mov emoepayilel 10 TEAOG NG OIKAGTIKNG
avToKiag.

[Tpwtevov o otig Evuevioes eivar wotdG0 1 anddoon otov Apeto I1dyo, tov
pOAOL TOV OOVIOV Kot adldPAntov Beopod Oelag mpoéhevomng, mov B KOTOYLPDOVEL TN
JKalooLYN €VTOG TOV TAUGIOV TG avOpOTIVNG KOvmVIiag, Pe TNV TopEUPocn opKOT®OV
dKAoTAOV, 6TOVG 0moiovg M 1010 1| ABNva avayvopilel To dwaimpa vo ETMAVOVY aKOUT Kot
Spopég oL apopovV Tovg Beovg.

H amoxatdotaon g dtatapayrévng 100ppomiog YEVIKOTEPO GTNV TPAY®Oio Kot 1
ouvakOAoLVON emimovn dwadikacio g kdBapong cuvvteleitar pdAoto TPOTO PEGH OTA
0Pl TV OTKOYEVEIOKAOV GYECEMV KOl OTY GLVEXELN EKTEIVETAL GTA OplaL TG TOAEWS. [ vau
pumopécovpe va avtiinefodue 10 MOMTIKO pAVLpHo NG Tpaywdiog, Oo mpémer va
KOTOVOTN|OOLHE TN oxéon oikov - molewg mov e€otopel. H dSwdwacio avty pe
TOPAOELYLOTIKO TPOTO avamAdfeton otig Eouevioeg.

Ed&v cuvnyopdvtog pe peréteg mov Exovv mponynbei, vrobécovpe 0tL 1 Opéoreia
amotelel €vo TOMTIKO €PYO TTOV CULUMIMTEL 1GTOPIKE HE TNV OVAIVON TOV TOAEWV MG
OTOTEAEG O, TPOYEVEGTEPMOV GLYKPOVGEMV KOl MG TTPOG TO BENA TNG avTiAnyng g £vvolag



me Sikaoohvne petald dAAov, tote éva edhoyo ocvpmépoopa Ba frav O6TL ot
NOKOPILOCOPIKES 10€EC KOl O GLYKPOVGELS TOV OVTEG VITOONADVOLY, TpobmoTiBevTal Ko
Exouv eEnynTikn onuocioo g mPog TS TPAEES TOV NPO®V Kol TIG EMAOYEG TOVG OTNV
poOun TAoKT).

Avtég ot Pabvtateg 10éeg mov cuvvicToLV TNV aAnBel ™G AvOpOTIVNG
TPOYUATIKOTNTOG SLOYXETEVOVTOAL GTO TOMTIKO KEIPEVO, 6T dpAoT TV NPO®V, ALY TAV®
am’ OA0 TNV OPLoTOTEYVIKN Asttovpyia TG 12pnelovg opddag Tov AloybAelov yopov. O
YOPOG OVOTOPIOTA OKEWYELS KOl CLUVOLCONUOTO, HETOPEPEL YVOGES KOl TANPOPOpPieg
pesorafadvtog Heta&d Tov KOGUOL TV BEaTdV Kot TOL KOGLOL TOV HHBOL Kot TOV NpO®V.

Méoa and v avéMEN Tov Tpaytkod pobov, pe oKomd 10 TEAOG, TNV NOOVH NG
Tpoy®diog, TV KdBapon, povep®VETIL TAOS TPOKVTTEL TO ayadd, To P®¢ Kol 1 TAEN, amd T0
BéPnro, To axdbapto Kol o PoPfepd. A LTV TNV UETAUOPPMOT) TOL GUVIEAEITOL GTO
TAQIGL0 TNG GLYKAOVIGTIKNG 16TOPiag mov Tpaypatevovtal ot Evuevides, 1 yvOOT Kol M
aAnOeia mopdyovtol amd o Sodikacio GKOTEWNG AVTITOAOTNTOG.

[Mopamépa Opws, owTd oL TPEmel va. Tovicbel o€ oyxéon pe Tov BepamevTikd Kt
EKTTOLOEVTIKO AEITOLPYIKO POAO TOVL OPANOTOS KO IOYVEL KOT™ €E0YNV OTNV TEPITTMOON TMV
Evuevidwv, glval n mpotepotdTNTO TOV GLGTHIATOG, TOL OAOVL, GE GYEOT LE TNV OTOUIKN
Tpaén 1M tov atopkod Npwa. [Ipoéyel €dd 10 MALypa - 1 1 pon - T®V cvuPdvtwv, vtog
TOV OTOIWV OVOTTOCOETOL 1) OKNVIKN OpAcn TOV NPO®V/ dpOVIOV TOV ETLYEPOVV VO
QEPOVY GE MEPOAG oL OPAUATIKY KATAoTaoT BEToviag otnv vanpesio g To Mo Kot T
duavold toug, wote va dokipacHel 1 ophBOTNTO KO OTOTEAEGLATIKOTNTO TOV TPAEEDY TOVG
Kot va avaderyBet o nOko didaypo and Tic oAEOPIEG GLVETELEG TOV GOOAUATOV TOVS. XTI
Evuevides — to mAéypa avtd dev cuYKpPOTEITOL KOTd TV dmoyn pog arnd T dpdon Kot Tig
eviorég Tov Bedv (AmdOAlwvo — ABNVEG) Tov evepyolV MG OPOPLES KOL TEXVACLATO TNG
TAOKNG, aAAG amd TN Opdomn tov yopov (Epwiwv — Evpevidwv): H mopeio tov Opéotn

24 Tovto vmoompilel kot o K. Crotty (0.7., ogh. 38 k.£.) Tapabérovtag Tov 6hyYpovo PIAOGoPOo J.
Rawls, o omoiog epunvevel katd tov 610 Tpdmo TV avddvon tov Prieiedbepov kpdtovg amnd pia
TPOYEVESTEPN KATAGTUCT Bioing 6VYKPOVOTG KOWVMVIKAOV OLAd®Y, EXLOEIKVIOVTS £TGL Uid VITOOETIK
opotdtnTa pe v Atoyvrewn Opéotela: €V Kol 6TOVG 600 GLYYPOQEIC 1 KOWOVIKY KOl SUKOLKN
petaPoin] TapovctdlETol TAVTOXPOVO GTO EMIMESO TOV VONUOTOG TNHG OIKAIOGUVIG KOl TV TPOTMV
cuuPioong kal KoOwevikdv dopdv, gv to0tolc otov Rawls - og avtidiootoln pog v Opéoteio —
toviletol 1 0146TACT OTOUOL Kot KOWmViag / Becudv Kot emtonpaivetal 1 0AAoyT TEPIEYOUEVOD TNG
évvolag Tov €anToD. Q0TOGO Kol OTIG dV0 TEPTTOGEIS Ol PACIKEC GUYKPOVGELG TOV KOAEITOUL Vo
EMAVOEL TO avepyopevo véo Beoukd mhaiclo (molg / Apetog Ildyog otnv Opéoteia kot pAelevbepo
TAOVPAAMGTIKO KPAtog otov Rawls) avdyovior 6g GuyKpovGELS 18DV, OVIIMYEDY KOl 10E0A0YIKOV
otdoemv. Xtov Rawls ot avtidyelg yopo amnd tov €0ntd Kot TV ToTOTNTO TPOKAAOVV TG avTIBESELS
KOl TIG EVOOKOWMVIKEG GUYKPOVOELS KOL OVTAVOKADVIOL GTN) GUGTACT TOL QIAEAELOEPOL AGTIKOD
kpdrovg (IIpPre J. Rawls, A Theory of Justice, Harvard University Press, Cambridge, 1971 xou
Political Liberalism, Columbia University Press, New York, 1993). H dwatocovn kot ot nouég
OVTIMYELS YEVIKOTEPO, TPOKAAOVY TOMTIKEG Kol ToMTEWKES €&eléelc, oOUQmvVA e OLTAV TNV
npocéyyion mov emkpidnke kot omd papélotég, onmg o Jerry Cohen, ywo tov omoio avrtifeto ot
OTOIKEG ETAOYEG 6TO MO1KO EMIMESO TV AMOPAGEMV TPODTOOETOVY TO TOALTIKO €Minedo TV OecUmV
7ov otV ovcio Tovg Kabopilovv Tig cuumEPLPOPES Kol TIG emA0YEG. H dikaoohvn &v TPoKEEVD
poévo oty apyn g wotntoag umopel va ompydei: To Bépata dtkooovvng Ko PAAIGTO PE TNV
onpocio g {onNg KOTOVOUNG TOL TAOVTOL ETAVOVIOL TOGO GTO OTOUIKO OGO KOl OTO
Kowavikoromtiko eminedo. (Kvpiowg, J. Cohen, Self-Ownership, Freedom, and Equality, Cambridge
University Press, Cambridge, 1995 ot Rescuing Justice and Equality, Harvard University Press,
2008).
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elvanl ovppova pe tov E. R. Dodds*® VIEPKODOPIGUEVT, YOPIS OL®G va TavTIlETOL pE T
potporatpio. Xtnv avéMén tov Tparytkov pvdov, o Npwag avaykaleton TeAMkd va amodeydel
TN AOYIKY TOV OVATOQELKTOV, EKOPALovTag To Tpaykd 00g, Aoyikomoimvtag to eEMA0YO,
KOTOVOMVTOS TO VIEPAOYIKO Kl €V TEAEL TANPAOVOVTOS UE TO 1010 TOV TO COWO MG TIUNUAL,
™V 000VN Kot TiHmpia.

Ac 800pE T0 PHPo mov TpokaroHv ot Epviec™® otov Opéotn, otic Evuevidec, ko
OTN OLVEYEW OTOVG Topafdates twv apyéyovav Oecudv OKoiov, ®¢ TEYVOCUO TOL
amookonel 6NV emitevén g cvuvaiveong HeTa&d avTmdAmy dvvapemy Tov epgovioviot
¢ avtidkol og €va. dkaoTnplo mov Becpobeteitanl kot kabodonyeiton and pia BedoNTa, TNV
Abnva.

Mo vo mepdoovpe 610 {TNUO TOV YOPOV KOL TOL TPOTOL 7OV KOAOVUAGTE
ONUEPQ VO TOV KOTOVONGOLUE, O Bepamevtikd dynua vrépPacns Tov eoPov kot Oyl mg
TEYVOo U SlodVIoNS Tov, Ba avapepBodue otnv Nutoegikn @rlocoeio ¢ Tpaywdiog: O
Nietzsche emuével otov KeVIpikd pOXO NG YOPIKNE TAPAOTACTC KO TOV GUVOLOONUATIKO
™G avtikTumo 6Tovg Beatég. Xdpn oV EUEOCT TOV GTNV Tpaymdio w¢ Beatpikn TEYVN
KO GTNV TOPACTUTIKNY Agttovpyia TG, OT®S AT KOTONTPILETOL GTO AGLA Kot TNV OpYNon
To0v yopov, o Nietzsche sueoaviletor mg mTPAdPOUOG Kuplapy®V TAGEDV 6T cOYYPOVT
KPLTIKN TS TPOYy®Oiag.

2% R.Dodds, "Morals and Politics in the Oresteia”, eic Proceedings of the Cambridge Philological
Society, New Series, 1. 6, January 1960, ogl. 19-31 xou i¢ E. Dodds, The Ancient Concept of
Progress, Oxford, 1973, oeh. 45-63, kabmc ka1 ei¢ M. Lloyd, Oxford Readings in Classical Studies:
Aeschylus, Oxford, 2007, ce). 245-264: Omnwg &xel vrootnpydei, dtov Eypape o Aloydrog, dev giye
aKouN VIAPEEL SOY®PIOTIKN YPAUUN HETOED NOIKNG Kot TOAITIKNG TTov pag emttpénel vo. e&gtdlovpe
T 500 aVTA TEdin EEYMPIOTA GTA LEYAAD TPAYIKA EpYa: 0TS Evuevides 1 ELLOOVAG TOALTIKY TPOT| TOL
mePLypaPeTal otovg terevtaiong 350 otiyovg pe v eykadidpvon g cvppayiog ABnvag — Apyovg
Kot v movnyvpkn emPefaioon yopod kot AONvag tov ayoabdv Tov TOMTEOUATOS Kol TNG
OLVOIVESTG EVTOG TOV TANIGIOV TOV, PAIVETOL acOVOETN e TV TPoTEPT] cL{NTNON YOp® amd B<pata
efipkon dwcaiovn.  AVITPoc®TELTIKOL oYoMaoTéG TV Evuevidwv, 6nmg o Dover (6.m.) 3 o R. W.
Livingstone (“The Problem of the Eumenides of Aeschylus”, eig The Journal of Hellenic Studies, t.
45, tevyog 1, 1925, oek. 120-131), amépuyav 1 apvinkav vo cvoyeticovv to nkd vedpabpo tov
wHOov oL VIOKELTOL GTO TPMTO UEPOG TOV £PYOV WE TNV TEAIKY TOALTIKN ékPaon NG abdmong tov
Opéotn and 1o dikaotipo g ABnvag. H ovvdeon nbikng kot moAtikng tomobétong tov Atsydriov
otig Evuevideg kat yevikotepa, givat {NTnpo ©pog HEAETN Kot GTAPIEN UE EMYEPTILATO TOV TPAYUATL
npoondfnoav oepd peretntov (E. Dodds, 6.m., N.G.L. Hammond, “Personal Freedom and its
Limitations in the Oresteia”, eig JHS 85, 1965, oeh. 42 — 55, M. C. Nussbaum, “Aeschylus and
Practical Conflict”, eigc The Fragility of Goodness, Cambridge University Press, Cambridge, 1986,
oeh. 25 — 50. Kvpiog K. Crotty, 6. m., cek. 42 — 67 (Kepdiawo “The Oresteia and the Drama of
Autonomy”). Eniong deg A. L. Brown, “Some problems in the Eumenides of Aeschylus”, eig JHS 102,
1982, cel. 26-32, tov dwov, “The Erinyes in the Oresteia”, eig¢ JHS 103, 1983, cel.13-34 «ot
“Eumenides in Greek tragedy”, CQ 34, 1984, ce).260-281. Winnington-Ingram, Studies in Aeschylus,
Cambridge, 1983, oeh. 101-131.

26 0 Awoybhog mapovoidlel tig Epwvoeg kopeg g Noytag (ot. 321 — 324), n meprypoaen tovg
OTOTUTTAOVEL TOV KUPLPYLIKO KOl avoTnpd pORO TOVLG, HE OWN ACYNMUN, OT®ONTIKN KOl TPOUOKTIKY
(«adTon péhavar 8’ €G 1o o PogAKTpOTO, 6T. 52 — 54): popovcav padpeg e TES, £pEpav PTEPA,
@100 TUALYHEVO GTOL KEQAMO TOVG, EVM OTOIGIEG OTAAES aiploTog Eotalav amd ta PATIo Tovg. PoOTId
netovoe and To oTOUO Kol To pdtio Tovg. To AloyOAelo ototyeio TG €KOVOG TOVG avdyoviol o€
TPOCWKPOTIKEG KO TOUNTIKEG TEPLYPUPES TOVS, oTov Ounpo kot otov Hoiodo, 6Tig cuvageis pe avtég

Hnopég («Opyécy, «Knpegy).


http://www.google.gr/search?hl=el&tbo=p&tbm=bks&q=inauthor:%22Eric+Robertson+Dodds%22&source=gbs_metadata_r&cad=3
http://journals.cambridge.org/action/displayJournal?jid=CCJ
http://journals.cambridge.org/action/displayJournal?jid=CCJ

H Bepanevtikn Aettovpyia Tov Yopod Kot Tov dpdpatog otov apyaio EAAnviko
KOGUO elvarl eueavng Kol upeémg avayvopiopévn. H Amolddvia opBoroyikdtnta Kot 1o
Awvoolokd eEdAoyo otoyelo — ¢ mAeLpEG NG O0C TPOTOPYIKNG ovOpOTIVIG
KOTAGTOONG — AEITOVPYOVV GUUTANPOUOTIKA €QAPUOLOVTOC TNV EVOALOYN TS TAENG Kot
nelapyiag pe TV ek@pacTikKdTTA Kot ekoTatikn eAevbepia. To dovuciokd ctotyeio g
kivnong wiaitepa eivor Oepamevtikd, 1660 AOY® TOV YLYOAOYIKOV Kol BLOAOYIK®V TOL
Aertovpyl®V Kol EMOPACE®Y, OCO KOl TMOV KOWOVIKOTOATIKOV TOV OlOCTACEWMV.
Awmotovovpe Vv OepamevtikdtTnTo TOV YOpPoL UE TN SEPEVVNON TOV ATOWYEDV TOL
amodidoviar otovg apyaiovg EAANveg ocvyypaeeic, péxpt v PO apyodTnTo, CE
TOAPUAANAOUO UE TIG KOWVOVIKEG, EKTOOEVTIKES KOl TOMTIKEG YPNOELS TOL YOPOV KUTA TNV
nepiodo avtr. To yeyovdg 6Tt o1 yopot giyav OpnoKeLTIKO KOl KOWVOVIKO YOPAKTHPO TPETEL
va Bewpnbel ovoiddeg oToLEl0 TOL VONUOTOG TOLG Kol Oyl TEPLOPICUOS OTO Vo
avamtOEOLE pio KABOAKT YAMGGO TOV Y0pol 1| GTO VO EPUNVEVGOVUE TO TOPASELYLLO TOV
OPYOLOEAANVIKOD YOpOV HEG® €VOG CLGTNUOTOS EVVOLDV. (Avagopd otovg ITAdtwva,
ApioTotén, 25[7;\/(9"(1:\70, Abnvato, Aovkiavd, ITiovtopyo, Novvo, Apavio, Nietzsche,
J.Miller, «.d.)

[Ipdypott, 610 X0pd, 0 AVOPOTOG dPal TAVTOYPOVA MG LOVAIL KOl MG UEPOS HLOG
OLALOYIKNG OVTOTNTOG KOt TTOPE TOV TOVO KOl TNV 030V TTOL EVEYEL 1] EVOMUATOGCT OVTNG
g avtifeong — peptkov/oAdTTaG - OV OgV 160dLVALEL Tapd LEe TOoV TOVO TG LmNg, 6TO
xopd kot pévo umopel vo avalnmmBel n moapnyoplid yU owTV TNV GLYKPOLGLOKN
katdotoon. O poAog kol ot Asrtovpyieg Tov YopoL otV apyaio Tpaywdio dev ivor Tapd
£VOL OVTUTPOCOTEVTIKO TOPAOELY O TNG «OEPATEVTIKOTNTOC) AVTAG TG dtodKaGiag.

Ov acOnTkoBepanevtikéc ypnoelg tov cOyypovov yopobedtpov, pumopodv va
e€etacovv kot va a1tioloynfovv PrAocoeikd ®¢ N VIEPPACT TOV TOVOL TNG AVOPMOTIVIG
KOTAGTOONG HECH TNG TEYVNG TOVL XOPOV — UE OQETNPIiO TNV VITGEIKN TPOGEYYION TOL
dovvctokov. v I évvyon e Tpoywoiog kuplog eviomileTor 1 TPOOMTIKY OLTH, EVEO
npovmotifépueva oy tomoBétnon tov Nietzsche oamévavtt oty Té€yvn Kol oy
LETAPLGIKY - OVIOAOYIKN TNG O140TACT] AOTEAOVV GEPA PIAOGOPIKMV AVOPOPOV GTO
Y0p9O, aAAE Ko 6TO apyaio dpdpa Ko otV TEXVN YeVIKOTEPA: MEC®m TG GOAANYNG oG
«koAlTeyvikd opiopévng petaguowknicoy o Nietszche g Iévvyong codlapfavel kot v
évvola Tov avlpdmov ¢ epyaieiov Yoo Tov €0vtoO TOL. XN 0éom O0TL 0 AvOpwTOg givan
TEPLOCOTEPO OO aVTO OV 0 1d10g avtilapfdavetat, opiletat 1 evBadikdTnTA TOV, OO TNV
oVlevén 10V KAAOD Kot TOL KokoD ¢ OAOV, Kot GpOpENS QNG TAcoeTOl 1 1010 1 TEYXVT,
péco omd v avrikeyevikdmtd mc. ‘Etor Aowmdv, o avBpomog wg kaAMTéEXVNG -
ONUoLPYOS evéyel TaL €xEyyva Yoo vo glvol Kot vAomomtng, oAAd kol Oeatng pog
ddwasiog mov stvar peyalvtepn amd avtdv, oAl Oyt £m amd To €ival Ko T GUCT| TOV.

H epunveia dnAadn g @Oong aArd kot 1 epumepio G Evoong Tov avlpdmov pe
TV, HEca amd TNV TEYVN, TOPOVGLALETOL MG AVAOTEPT LopPT Ekppacns. 'Exet ucavotnreg
0 avBpwmog, ot omoieg mpocdiopilovtal amd TS WOTNTEG TOV, TOV OLGLUGTIKG Eival Ot
pdokes- epyaleio TOV, TOL TOL EMTPETOLY VAL O€L EE® A ALTOV, KO LEGH GTO GUVOAO TOV

27 Anna Lazou, “Apollonian and Dionysian Catharsis: On the diachronic aspect of ancient Greek
dance culture”, e Abstracts of the 20" World Congress on Dance Research, A6fvo, 2006
(mAextpovikn ékdoon).
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«€tvay, TOL OMMUOVPYIKOV TOV KEYMD» KOl TOL GLVOAOL TNG VO, VO ATOKPVGTAAADVEL TIG
. 298
LETAALAEELG TOVL.

[TapdAinia, M ovyypovn avaPimon TG Tpoymoiog Kot Tov Yopoh NG o€
OCULVAPTNOT UE TIC TEYVOAOYIKEG KO TPOKTIKEG OLVATOTITEG TOV TOALTIGUOV O UTOPEL va
oLYKpOel Le TV avacHeTaoT EVOG AYGALOTOS 1) LIOG OPYAioG OVAYALONG OVOTOPAGTOONC,
KaOdG 610 eMnEdO UG AGONTIKNAG ATOKPLGTAAA®GONG o1 BeatTpikn oKnvy), emyelpeitol
v amoTVT®wOEl YAMOOIKA KOl OEIKOVIOTIKE, Lo pLOMKN Kol HOLGIKY Oladtkacio. Tov
OLVEPBUVE €V POV EKQEPOVTAG LEGH TOV KIVIIGEMV KOL TOV YEPOVOULADV, OAAYL KOl TOV
(OVNTIKOL YOV, GLVOICONUOTO Kol GKEYELS 0vOPOTOV TOL TapeABOVTOC.

H avoroyio petald owkoroovvng kot Ogpomeiog vd v avOpomoloyiky Hog
TPOOTTIKY, EMITPENEL VO €EETACOVUE €K VEOL TIS OYETIKEG 1OTPIKES LETAPOPEG TOV
Apototédn kotd T ovintmon mpoPAnudtwv moMtikng kKou nOwne. Emiong va
tonofetcovpe TV epunveia Tov AptoToTéAN Yo T Bewpia Kot AoKNoT TG SKOlooLYNG
070 TAIc0 g ovyypovne poPAnuatikig. Kvpiog pe faon tig aplototeMkéc Evvoleg
™m¢ 160tTTag, ™G elevbepiog Kot g emeikelag vrooTnPileTol OTL Kot GUEPO O 1OEMONG
0TOX0G OTNV AOKNGN NG SKOOGLVNG GTO TANIGL0 €VOG TOATIKOD GLOTNUATOS €ival 1
«Oepameion wg dopkng dadikacio eE160pPOTNONG Kol ATOKATAGTOONG TOV KOWMVIKMV
KOl QUOTKAOV GYECEDV TOV OTOUMV.

Me 1o Bgpamentikd Oympa Tov TPAYIKOD YOpol 0G AVTIKPVGOLUE TNV OPIKN TNG
TPOYUATIKNG KOl GUESNS KATACTOONS TG avOp®TOTNTS €V Ko1v@mVia, GTOV UETOPOPIKO
YDPO TNG OPYNOTPUGS, Y0 VO LTOPEGOVLE VoL 00N YN0V LE TTPOG HiaL vED vITEPPaon.

2% Akohovbd Kuping ™ okéyn Tov A. AoumpéAdn yopw ond tov Nietzsche, pe Baon to Bipiio tov,
Nietzsche: @ildoopoc tne morlomidtnros kaa e pudoxog, Exdoceig [oralnon, Adnva, 2012.

%9 «Justice as Therapy — Justice for Therapy” («@gepomevtiiy Acaroctvny), ¢ H kat' Apiototéin
otk Iootnro kou Aikarocvvy, (exd. - em.) A. Kovtpa, Etaipeio Apiototehikdv Meketdv «To
Avkelovy ABnva 2000, ISBN 960 -90942 — 3 — 6, cel. 285 — 297. Meta&y dAhmv cyoAdloviot
amoyelg tov G. Murphy, oyetikd pe v ovtiBeon petald avtamodoTKig Kot OepamevTikng
S1KOLOGVVIG OTNV GUYYPOVN KOV®VIL.


http://www.biblionet.gr/book/184430/%CE%9B%CE%B1%CE%BC%CF%80%CF%81%CE%AD%CE%BB%CE%BB%CE%B7%CF%82,_%CE%94%CE%B7%CE%BC%CE%AE%CF%84%CF%81%CE%B7%CF%82_%CE%9D./Nietzsche
http://www.biblionet.gr/book/184430/%CE%9B%CE%B1%CE%BC%CF%80%CF%81%CE%AD%CE%BB%CE%BB%CE%B7%CF%82,_%CE%94%CE%B7%CE%BC%CE%AE%CF%84%CF%81%CE%B7%CF%82_%CE%9D./Nietzsche
http://www.biblionet.gr/com/170/%CE%95%CE%BA%CE%B4%CF%8C%CF%83%CE%B5%CE%B9%CF%82_%CE%A0%CE%B1%CF%80%CE%B1%CE%B6%CE%AE%CF%83%CE%B7

Apyoiog Loyrog EAANVIKOS HOVGIKOS TOALTIGHOG
& 1 €MPPOT] TOV GTOV HOVOIKO TOATIGNO
¢ Bulavtiviig Avtokpatopiog
& 6TOV HoVOIKOOEMPNTIKO 6TOY OGO TOV Apafov.

Avdpovikn Mactopdrn

H povown o¢ téyvn Ko otoryeio moMtiopov kateiye wkopveoio 0éomn otnv
kowovia g Apyaiag EALGSac. H povowr dev ftov amdhd pior pHopen téyxvng Kot
QVTOEKPPAONS OAAG £vo dOUIKO GTOLXEID TNG EKTAIOEVLONG APPNKTA GUVVPOUCUEVO LE TNV
apeT Kol T @rocoeio. Avtod eényel yiati kKaAdg povoikdc oty Apyoion EALGSa dev
Oewpodviav ovtdg oLV NTav SeEOTEXVNG O €vo HOLGIKO Opyovo OVTE OVTOG TOL
TPOyoudovse OLOPPa, OAAG AVTOC TOV UTOPOVCE Ol TG HOVGIKNG TEXVNG VO LETAOMGEL
nowég aieg, kdAlog Ko apetn. AmodeiEn g VWoTNg onuociog TG HOLGIKNG OTNV
apyodtnTa gfvor 0Tt AT VINPYE G OAEG TIG KOWMOVIKES dPACTNPLOTNTES, OTIG YI0PTEG,
070 OpApLa, GTO YOUVAGTIPLO, OTIS AUTPEVTIKES EKONAMGELS, GTIS GTOVOEC. ZTOV 1EPO YDPO
TOV AgAPOV VINPYE EVOS VAOS aplepopéEVos otov 00 AtdAlwva, to Bgd NG LOVGIKTG,
OTOL YivovTov TAVEAANVIOL LOVGIKOT aydves. Aotdol, poymool pe AVpeg Kot AL LOVGTKE
opyava, VUVoHGOV HEGH TNG HOLGIKNG TOVG To KOTOPODUATA TOV NPO®V Kot TN OOV
TV OedV, Kol TapNyoyov AoHOTO Y10l OAEG TIG OVOPDOTIVEG KATAGTAGELS KO EUTEIPIES.

Ymv mopovoa peAétn Oa aviyveboovpe v mopeic TOL EAANVIKOD HOVGIKOV
TOMTIGHOV amd TNV apyatdtnTa puéxpt o fulavivd xpovia, Tic pHEELS Kol TIC CUVEYELES
OV TOPATNPOVVTAL, KOl TIC EMOPAGES TOL AOKNGE OTOV 1CAQUKO Kol Tov Pulavtivo
KOGUO. ZUYKEKPIUEVA, GTO TPAOTO HEPOG O GKIOYPOPTCOVLE TOL IO10UTEPX YOPOKTNPLOTIKA
yvopiocpoto Tov apyaiov AOYov EAANVIKOD LOVGIKOD TOMTIGHOV. XT0 dg0Tepo pépog Ba
EMUYEPNCOVIE VO TPOGOIOPIGOVUE TIG EMOPACELS TOL ACKNGE O apYaiog EAANVIKOG
HOVGIKOG TOMTICUOS, o€ BepnTikd kol o€ TPOKTIKO €mMinedo, TOGO GTOV HOLGIKO
noMtiopd ¢ Bulaviivig Avtokpatopiog 660 Kot GTOV LOVGIKOBE@PNTIKO GTOXUGUO TV
ApdPav. Zto tpito HEPOC o EMYEPNCOVILE VA EVIOTICOVUE TIG GLVEXELEG 1] OICVLVEYELES
oL UmopovV va, mapotnpnodv katd TNV €EEMEN TOL EAANVIKOD HOLGIKOD TOAITIGLOV
HETOEL TOV apyaiov Kot Tov Pulaviivov kdéopov. Télog, mapatibevtal Ta copmepdopoTa
OV UTOPOVV VAL ovTANO0VV atd TNV VAALGT OVTNG TG LEAETNC.

A.  Apyaiog L0Y10G EAANVIKOS HOVGIKOG TOATICHOG

H povoin oty apyaio EALGSG NTaV KUPIOS GOVNTIKY], LOVOIIOKT 1) YOP®IL0KT).
"Hrav eniong povopwvikmn, o eKTeAesTNG ONAaON Etoule 610 Opyovo O,TL TPAYOLOOVCE LE TN
QOVY], Yo TEPLOCOTEPT €VKpiveln ot pelmdio. H povowm Ntav queca e&apmmuévn amod
v moinon. H pehwdio Pacilotav otnv tpocmdio, SnAadn 6Tovg KavOVES TOV TOMTIKOD
Adyov mov pvOwlav: a) v dvodo 1 TV KdBodo ToL TOVIKOU VWoug (cLYVOTNTAG) TNG
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QMOVNG OVOAOYO LE TO TOW. GLAAOPY €pepe TO YPAUUATIKO onueio Toviopov (N o&eia
éoetyve 10 avéfacpa, n Papeio To KatéPacua Kol 1 TEPICTOUEVT TO aveRokaTéPaco TG
QmVNC) Kl B) ™ SapKELL TOV CLALAPOV —ETOUEVMOG KOL TOV LOVCIKOV OOYY®OV— OTOV
pio pokpd cvAdaPn elxe tn Oouthdotla Odpkela and o PBpoyeio. O povokdg pvOUOS
kaBopilotav amd To0 momTKd pETPO, dMAad amd TNy emoavorapfovopevn dadoyn
otafepov apBpov pakpdv Kot Bpoayeidv cVAAAB®OV (TOL OVOUAGTNKE TOLG) KOl OYL Omd
TOV SUVOUIKO TOVIOUO, O™ cvuPaivel onuepa, KOO duvapkodg ToVIoUOg dev VINPYE
otov mouTikd Adyo. 3

Ot oowoi, ®g mpddpopor twv EAMvev @océpmv, elyav g KOHpLL
dpaoctnprotnta T Opdomn kot ™ BEaon, v Tpdén Ko ™ Bewpia, ot omoieg cvumAékovtal
netald tovg pe évav 1tomo Tpomo>t. H HOvsIKd, ©C 1 avdTEpN EKSHA®ON TOL
aeNPNUEVOL OTOV KOGHO NG VONTNG TPOYUOTIKOTNTOG, OTOTEAECE TNV POcikn 7mnyn
anokdAvyne Tov cvpPolikdv duvapeny tov Beiov. HoN and v emoyf tov Hoddov (8%
atl. m.X.), ot Movoegg tpayovdohv to mapeABov, 10 mapdv Kol TO0 HEAAOV, TN YEVEST T®V
Oeddv ko1, emopéveog, ™ yéveon tov Cwvtovoh kot éAloyov KoOopov. Tpeig aumdveg
apyotepa, o Ilivoapog meprypdoel Tic Movceg va vuvodv Tn dnpuovpyio. TS KOGUIKNG
tdéng ko t Pabdtepn avakdivyn tov vonuatog g Vvmopéng. Méocw g TEYXVNG,
EMOUEVMG, M Wuyn aAnbevel, dnAadn mpaypatdvel v ainbsio. H kataywyn avtig g
10éag Ppioketor oTOV prroré?msoz, OOV JimAQ GTNV TEYVN OVOPEPETOL KOL 1] YVAOOT, M
emotun. 'Etor «téyvn kot emomun, povoikn kKot grhocogio, cvupfadilovv amnd moiv
vopig omnv Katovouacio tov yvopilewv pe to gupd vénpa>>303. BAémovpe, Aowdv, 6Tt Yo
T0VG apyaiovg EAANVEG 01 évvoleg TG LOVGIKNG Kol TG PLL0GOopiag aAANAETIKOADTTOVTOL,
AmoTEAMVTOS S0 OYELS TOL 1d10VL vopicpatog.

H téom va katavoncetl o avBpwmog capéstepa TV KOSUIKY TAEN 0dnyel yopw
ota 600 w.X. otv avalntmon evidiov apydv, e okomd TV TPocsyylon Tov Beiov g
neplektikn evomra. Onwg o Tvptaiog 1 0o ZOAwv duvnoav o apetn, Onwg o Oaing
Bempnoe éva otoryeio ™S PUONG, TO VEPO, MG OPYN KOl 0LGIa OAWV TV VIOV, £TGL KOl

ot povoiwkn, o ITvBaydpag (mep. 580-490 w.X.) éxave v mpoTN 680)p11ru<ﬁ304

300 Avtovonovrog A., «Movoikd opyavay, 6to £vBeto g epnuepidag KaOnuepwi Exta Huépeg pe
veviko titho Apyaia EAnviky Movow, Kvploxn 10 Maptiov 2002, cel. 21.

0% Snell B., H avaxdioyn tov nvetuatoc, petaop. A. lokdp, exd. MIET, ABfva 1997, oel. 403.
%92 HOwcé, Nikopdyera, keg. 3.

308 Taindop N., «®@1hocopiag pev 0bong Heyiomng LOVGIKNG», 6T0 £vBeTo NG epnuepidag Kabnuepvn
Erta Huépeg pe yeviko titho Apyaio EAnvikn Movowkr, Koplokn 10 Maptiov 2002, oel. 14.

0 (Otav Mépe Beopio vvoolbpe TOM) GUYKEKPEVE TPGyHoTe: pio @ocoeiky Bedpnon Tov
EMOTTEVOLEVOL YDPOL, 0L KAAG KAOOPIoUEVT] KOl OTIOAOYNIEVN TPOGEYYIoN GTa Pacikd onpeia TG
TOVTOTNTAG, TNG OVGCING KOl TG AEITOVPYIKOTNTAS TOV, TN SOTHTWOON YEVIKOV TPOPANUOTICUOV Kot
ATOYPOVI®V VOL®V Kol KOVOVOV OV £ivol 060 TO duvaTOV TTO aQnPNUEVOL PIAOCOPIKOT Kol AUy dS
podnuatikot. Ilépa amd to @ulocoewd mpdtepa, 1 Oeswplo g povowkng eivor kobopd
MoOnpotikd...» Aékkog A., «@epueMakn eVVoloK TPOcEYYIon 6T SOMKE oTolyeio TG OEUaTikng
Evomracy, oto: BipPddxng Zt., k.4., Téyves II: Emoxonnon EAnvikns Moveikns kot Xopoo, t. A,
exd. EAII, IMTatpa 2003, cel. 36.



TEKUNPIOON TOV NMYNTIKOV GYECEDV HEGH OO TNV OVATTLEN TNG £VVOL0C TOV OPLLOVIKOD
kooposwwwiov. H appovia pe v mlotdtepn g €vvold, OTOTEAOVCE Yo TOLG
moBayopelovg To 10e0Td eKEIVo onpeio YOp® omd T0 0010 GUOTEPMVETOL 1| KOGLUKN VAN.
AveEavtintr, GeBaptn Kol OUETAKIVNTN, OTOTEAEL TN WETEVOOUAT®OYN TOV KOGUIKOV
oyediov otn yn.

[a tovg mOAYOPEIOVG, N KPLUUEVT] VT VOUOTEAELN TNG OPUOVIOG TNG QUONG
Bpiokdtav otovg aptBpovg. O aptBudg amotehel T GLGTOTIKN 0Py TOL KOGLOL Kol M
@Von ovvtifetar pe 6010 TPoOTo OTMG Kot ot apBpoi. Emekteivovtag avtiv v okéym Kot
OTN HOVLOIKT, OAAG Kot avTIGTPOQQ, EEKIVOVTOC amd TN HOVLGOIKY Kot TV €&étaom tov
LOVGIK®V aVOAOYI®V, 01 TuBayopelol kKaTéAn&ov o€ pia yevikn Bewpia, couemva pe v
omoio, T 6TOLElD TOL VKOV KOGHOL givar aptdpoi 1§ amoppioets apdpdv.’® H deopia
g Movoikng, étol, «adidvetar va tpoPifactel oe por HLOOMUATIKY ETGTAUN VIO TNV
KOTOYN KOl Vo tg: Oyl TV tpitn o€ apibunon kol onuoacio, aAld ) 0ebTEPN UETA TNV
ApOuntikn, Tpv Ko Tave ki and ovtn ) Feopetpia, mov étor vroPiBdletor oty Ttpity
Béom. Xy tétaptn Béon OBa pumel 10 mo amOpaKpo Kot BEIKO yemUETPKO exONAmUA, M
Acrpovou{(x>>3°6. O mepapatikés amodeielc tov IMubBaydpa péco omd T ypnomn Tov
uovéx0p801)307 KOL O GUGYETICUOG TOV OEUEMOKDV LOVGIKMOV SAGTNUATIKOV EW0OV UE TNV
tsrpaml')gog «KaTéoTNoe  OvVATO  TOV  GUVOVLOCHO 1TNG  E€YKOOUIOTNTOG HE TNV

VIEPPATIKOTNTA, TOV TOPUCTACEDV TNG KAONUEPIVIG EUTEPIOG UE TO WOAVIKG apYETLTTOL
309

™g vmapEney™ .

Onwg ot mvbayopetot giyav NN YOPOKTNPIGEL TO TPAYUATO OTOUUNACES TOV
apuav, £tol kot o [MAdtwv (429/427-347 1.X.) éBpioke po 6YEoT 160OVVOUIG AVAIETOL
OTIG EUMEIPIKES EVOEIEELS e TO AOYIKO 10eMOES TNG 01)0i(1g310. Enekteivovrog avtv v
Bewpla eEGpTNoNg TOv €VOAOL KOGUOVL amd TOV KOGUO TOV W0EDV KOl TNG CLUVAPELOG
apBpov Kot ovsiag, avéntuée kol ™ Bempio tov mepl NOOVE, TOL GLGYETIGUOV, ONAAOT,
TOV LAONUATIKOV OVTOTHTOV UE Ta KA 10eddN Kat, Topamépa, TNV eENYNCN TG WUYIKNG
KATAGTAONG TOL avOpdOTOL péoa amd TNV avdAvon TOV YVOPISUATOV TOV HOLGIK®OV

305 Aéxiag A., «H apyucn (Tpokhacikiy) prhocopion, oto: BipPidakng Et., 6.1, oel. 256.

306 Agxicag A., «ITvbaydpoag kot aptdpoix», oto: Bippddkne 2t., 6.1., ek, 257.
07 Méoa ond ™ dtevfétnon g avANTIKNG KAnpovoudg, &ywve ek pépovg tov Iubaydpa kat g
oYOMG TOV KGOe dvvary mpoomdbela va gheyxfoldv M HOVGIKN TOAVYA®OGI Kol achgEln, Vo
Ti00cev0el 0 voKEEVIONOC Kot vo TatoyBodv M avokpifela kot 1 avaflomotio, pe ™ Oéom
TPOTOHTOV Kol VOpmv Yoo Tig @BoyyoBeciec. To povoxopdo nMrtav emomtikd Opyavo kab’ Olo
akpPéotepo omd TOv AVLAO» Adkkog A., «Apyaic €AANVIKG pHOLCoKE BOgpnTikd», OTO:
Ayyehomovrog A., K.6., Téyves II: Emoxonnon EAnvikns Movoikis kor Xopod, 1. B, ekd. EAII,
[éatpa 2003, cer. 34.

08y TeTpOKTOC oynpatiletor amd ToVG TE0OEPLS TPMTOVG AKEPALOVS APBLOVG, OTMG OKPLBMG Kot Ot
povowkég ovupvieg g oktaPag [2:1], g méumtng [3:2] kor g terdprng [4:3] PA.
IMoraowkovopov-Knmovpyoo K., «Ilapdptua 2», oto: Bippddkng Zt., 6.7., oel. 302.

309 Tainiop N., 60.1., cel. 15.

310 g Adkkoag A., «Khootn gihocopio: TIAGTov kat Aplototéhnos, oto: BipPdaxne 2t., 6.1., oe.
262.
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TPOTOV. ZVopeove pe T Osopioa avt), ot peA®Oleg vmhpyovv  “omewovicels”
YOPOUKTPOV KOl YUYIKOV Sa0éoewvi. To N0og cuvoéetal L TIG APUOVIES, TOL GLGTNLOTOL
TOV OKTO POOYywV, e Tov akdlovBo tpdmo: 1 AVOIKY| appovia yapaktnpiletor amoin Kot
ELYAPIOTN, 1 EPLYIKY EVOOLCIDOONG KOl EKOTATIKY, EVO 1 OWPIKN NTOV OPPEVOTY KOl
cofopi k.1.0.3%2,

[Tapdtt o1 PrAocoikég dtatvmmoelg Tov Apiototédn (384-322 w.X.) elyov o¢
apemnpia Tig Bewpieg Tov ITAdToV, oTAdOKAE dSoPOPOTTOLEITAL OO TV OENAIGTIKY] TOVG
TPOCEYYIoN GOAVOVTOG GE W0 TANPYN OVTIGTPOPN TNG EPAPYNONS TOV OVI®OV. XTOV
[MAdtova n dyotn VTaPEN AVKEL OTIG 10£EC, EVA TO TPAYLOTO TO EVIAYUEVO GTOV YPOVO
KOl GTOV XOpo gival amhadg aneikdopatd tovg. O Apiototédng Ba emyelpnoet «vo Béoel
T0Ug 000 KOGUOLG O€ OWAEKTIKY| PAom, katd KAmolov Tpdmo 160TIUY, HEAETOVTIOG
TauToOYpova amd 000 avtippomeg katevbiveels: Oa mpoceyyicel apevog ™ Bewpntikny oyn
TOV OVTOG KOO TNV, Kol APETEPOV TO PALVOUEVO, TOV TTEPAAUPAVEL Kal O,TtL onuepa Oa
Aéyape Tpdén, g eMPUEPOVG EKPOVOT] TOVL (')Vtog»313. Oa CLHPOVNGEL, OGTOGO, TOGO HE
tov [TvBaydpa 6co kol pe tov IMAdtovo yoo ™V modoywyky onuacio g LOVGIKNG,
TPOPAALOVTOG TEGGEPA EMYEPNUATO: 1] LOVGIKT dtaokedalet kot Eekovpdlet, emdpd otnv
NOwN S1opdPP®CN TOL YOPAUKTHPO, TPOCPEPEL SLOVONTIKY Kot oloONTIK) amdAavon Kot
GUUPGALEL oty “KGBapon’3H.

H wmedho ovTikeluevikdtNTo Kol 1 ETICTNUOVIKY  EMYEPTUATOAOYIOL TOV
Apototédn elye dueco avtiktumo oty €&EMEN g povowkng Bewplog, OTOS avTY
avamtoyOnke omd tov uabnth tov Aptotdéevo tov Topavtivo (B wico 4 ai n.X.). To
Boacikd S10popOTOMTIKO GTOLKEID OVAUEGH GTNV TPOGEYYIoT TOV ApPloTOEEVOL KOl TMV
LoONTOV TOL GE GYEOT| LE VTNV TOV TPOKATOHYMV TOL £Vl O KATNYOPNUATIKOS TPOTOG e
TOV OTO{0 OMOKPOVEL TNV OKoOOUNoN NG HOVLGIKNG Oeswplog amoxAelcTikd move o€
poOnpatikovg vIoAoyoovs. Avtifeta, Aowmdv, amd Tovg mubaydpelovg, Tov eEaptovcay
Kol NAEYXOV TIS HOVLGIKEG mowdTnteg Me Pdon tov pobnuotikd Adyo, o Apiotdéevog
avayvopilel og amoactoTikd ototyeio v avtiAnymn Slupésov Tov actnoewy, mov OUmG
pEmeL v, eKTUNBovV kat vo tagtvounBovv and tov vov. To ddypa tov Aprotdevov Ntav,
Aoudv, OTL: «1 HOVCIKN OVNAKEL GTOLG HOVGIKOVS, Kol VTOTOG Kol TEAKOG KPUTNG NG
LOVGIKNG ivan To ovg (To avri)>>315. Qot6c0, Oa Tpénetl va emonpaviel 6TL 01 KaVOVEG TOV
0éomoe 0 AplotOEEVOG GYETIKA e TNV AGKNOT TNG TEXVG «OEV GLVOEOVTOL ATOYPDOVIMG 1)
£0T® oLVEWNTA pe TO Oegpeldoeg TuUa TG appodtag Bewmpiag. Avtol dev TANPOVV TIg

M TIvérov, Holiteio 1340038.

31263, Momaowovopov-Knmovpyod K., «Svpminpopatiké euocopkd otoyeia e apyoiog

HOVLGIKNGY, 0T0: BipPddkng Xt., 6.7., oeh. 295.

33 Adikag A., «Khootue eihocoeia: TIAtov kot Aplototéhney, oto: Bippddkng Et., 6.7., oel. 263.

34 B\, Momaowovopov-Knmovpyod K., «Svpmhnpopatiké @uloco@kd otoeio g opyaiog

HOVGIKNGY, 6T0: BipPiddxng 1., 6.7, cer. 293.

315 Adkkag A., «Apyaio EMANVIKG ovotkd OeopnTikdy», 61o: AyysAdmovhog A., 6.1, oeh. 37.



mpovmobécelg dote v Aéyovion “Osmpia” Kol 0V GLYKOTOAEYOVTOL GE OUTNV: OVIKOLV
316

otV TP, ™G LEBOSIKN TEPTYPAPT TNG, KO AEYOVTOL OemPNTIKAY .

Kotd tovg orelavopvovg ypdvovg, Ot €miyovol OvTAG TNG TVELLOTIKNG
KANPOVOULAG KIVOUVTOL AVAUESH GE dVO TOAOVC, LE TOVG VEOTANTMOVIGTEG PLAOGOPOVS KoL
LOVGIKOYPAPOVS OO TN L0 VO ETEKTEIVOLV TIC 10€aMOTIKEG Bewpiec TV Tubayopeimv kat
tov [TAdtova, kol toug [epumatntikote, Toug Ltikovg Kot Tov Akadnuaikodg amd v
AL, va vrepaomifovtat Tov eumelpiopd tov Apiototédn. Ocov apopd 0 6T HOVCIKN,
«ot omadot g Bewpiag Tov [MuBaydpa yapaxtpiloviav “kavovikoi” 1 “pobnuotikoi”,
eved ot omadoil tov Apiotdgevov [...] ovopdalovtav “axovotikoi” 1 “akovouatikol” Kot
“apuovu<oi”>>3l7. 2TOVG OUDVEG NG POUAIKNG Kuplapyiog, HOAOVOTL YPAOTNKOV TOAAEG
a&10A0yEG TpayHaTEIEG TAV®O GTN LOLGIKY KoL TN OIAOGOQIN, OEV TEPLEXOVTOL GTOLYEID TTOV
Oa pmopovoav vo avoarpéyouv T Pacikéc Bécelc Tov mpokatdywv tovg. Eapetikd
onuUovTIKEG givar ot mpayuateieg tov KAavdwov IMtorepaiov (108-163/168 w.X.), tov
Nikopoyov tov F'epoaonvod (2% ar. p.X.) kat tov Apioteidn Koivrihavoo (1°/3% ot u.X.).
Kot o1 1perg yopakmmpiloviar og «Bewpntikol veomAat@vikng katebBuvons, av Kol e
TOAAG onueia Tpoomabodv va emavadiompaypatevfodv v aploto&évelo alcONTIK) TG
CUUTEPIPOPIKNG AVIUYETDOTIONG TOV MYOV G E£VOG PELGTOV, TOALOAGTOTOV TAEYHOTOG
CLYKIVNGLOK®V €pEfIoUITOV, HEGH MO TN CLUPIM®OGON TOL UE TO. QVCTNPA HoONUATIKA
TPOTLTAL TOV Hoﬁayopeicov»?’lB.

Ot JpadvTec HOLOIKOL, amd TNV GAAYN, OlPKAOC OTOUOKPVUVOVTOV omd TN
(QUAOGOPIKT] OVTIUETAOTIOT TNG TEYVNG TOVG, TOL TOVG NTOV dVGVONTN, Kot aoTaloviay Tig
PEOAIOTIKEG KO TTEPIOCOTEPO EUTMEIPIKES AMOYEIS TOV ApPloTOEEVOL, TOL TOLG NTAV TO
npoottéc. «To mbavotepo eival, TelMid, TOG 01 LOVGIKOL EKTEAESTES, Popelg TG Cdoag
LOVGIKNG TOKTIKNG Tapdooons Kot téxvne, ovte eapaviotnkov o0Te GLULOPEOONKOV
noté mpog tovg [MubBayopeiovg, oAAd amdadg cuvéylav va mailovv. O ApioTdEEVOs TOVG

TPOGEPEPE OPYAVMOT|, ETAYYEALATIKY] Kol “OempnTikn)” kdAvy, KHpog, ;,LéMov»Slg.

B. Emdpaceig mov A6KNGE 0 EAAMVIKOS HOVOIKOS TOMTIONOG

a)  Xtov poveiko woirticuo tms Bulavrivijs Avtokparopiog

Koaté to téAoc g apyaidtnTog, ot 600 apyotoeAAnvikoi tolot ¢ Bewpiog Kot
™G TPAENS €xovv dwoel ™ BEom Tovg oe o AN OO EMUEPOVS TPOCEYYIOELS Kot
andyelc. Evioutolg, «o yevikdg tOVOG NG HOVGIKNG GLVTACCETOL PE TNV APloTOSEVIKN
avtianyn mov 1 0éhel amokielcTikd TEYXVTM, kou M kabopr Oewplo PpilokeTon oe
pewovektikn 0éom: dev  AauPdveror  kaBorov vr’  Oyrv, eite vmoPiPdletor  oe

316 Aéxkag A., «@eleloKn EVVOLOKT TPOGEYYION 0T SOUKA oTotyEln g Ospatikng Evomrac», oto:
Bippddkng Xt., 6.1., oeh. 38.

3T Adikag A., «Apyoia EAAVIKG povotkd OswmpnTikéy, 61o: Ayyehdmovdog A., 6.7., oeh. 41.
318 Tainhop N., 6.11., oeh. 17.

319 Agikag A., «Apyoia EAAVIKG Lovotcd OcmpnTikdy, 6To: AyyeAOTOVAOS A., 0.1
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CUUTANPOUOTIKO  Opyovo HeEAETNG Ko  “Oewpntikng” oamoloyiog TG mpdaéng Ko
dtevBémong “Bewpntikedv CNTMUATOV’, YEYOVOC TOL UETOCTOLYELMVEL KOl TIS AYOOTEC,
€0TM, OVOAUUTEG TNG 68 Oe®PNTIKA, To 0TToio KUPLOPYOVV Kol SIEKOTKOVV OKOUO KOl TOV
pOAO Osmpiag>>320. Eniong, 1o yeyovdg 6Tl 0 YPLOTIOVICUOC OVOKNPVGOETOL MG ETIGNUN
Opnoxeia éxel kabBoplotikn emidpacn yio v e£EMEN TNG LOVGIKNG: «Ol AUIKEG LOVOIKES
aeNVOVTaL VO akOAOLOGOVY HOVEG TOV OPOLO TOVS, VM 1 AOYLOL LOVGIKY S10XETEVETAL
OTOKAEIGTIKA GT1 OpnoKevTIKy AoTpeia, K £T61 AVATTOGGETOL TO LOVOSIKO POVOLEVO TNG
0pB0d0ENG exkANolaoTIKNG peAomoliag, mov Ba ovopatiotel apydtepa kot “Buvloavtivi
uoncucﬁ”>>321.

Avty 1 Katdotoon aenvel eAdylota TEPOMPLOL Yo TNV ONUIOVPYIO LOVGIKNG
Bewplag N éot® TV gvaoydinon pe avtv. Ot povadikég avaopég 6T Lovaikn Bempia
yivovtaw amd tov Mok PeAdd (tov 11° ar. p.X.), tov Tewpyro Hoayouépn (tov 13° au
1.X.) ko Tov Mavovfih Bpvévvio (tov 14° ar. p.X.). Ko ot tpeig, 0pume, aniig mapadEtony
o yévnp tov KAavdwv IIrorepaiov. Movo o ITlayvuépng mpoteiver dvo emumAéov
TETPAYOPOO Ko emyelpel po kovotopio: «Bempel dedopuévn tn dvvaTdTTA Vo LITAPYEL
KGOe teTpdyopdo o Ovo exkdoyés: pia koavovikny (“eml to Popv”), oAb wor pio
aveotpappévn (“emi o 0£07)», enNpeacéVog, MoTO00, amd Tovg apafec ad Dapdumt Ko
Iumv Tivot?,

Ta mepiocdTepa PulavTivd LOVGIKA GUYYPAUUOTO OVOPEPOVTAL OTO OePNTIKA
Kot Topovctalovy 6yedoV amoKAEISTIKA TO TPOPANUL TV TPOT®V N TOVEV, dNAadN TO
TPOPANLO TOV LOVGIKOD GUGTHLOTOC Kol PLGIKE Ta BEpaTo TOV TOTOV TOV TETPUYOPOOV
(d1aToVIKO, YPOUATIKO, EVOPUOVIO), TOV VTOAOYIGHOD TV SaoTNUAT®V KAT. (01 TpOTOL
dTNPovV TIS apyoieg ovopacies Tovg (ddPLog, PPVYLOS, AVA0G KAT.) evd kol ot OdyyoL
TOV TOVG GLYKPOTOVV OVAPEPOVTOL LLE T OPYOL0t OVOUOT TMV XOPd®V TG AVpoS (VATN,

VILATY, AYOVOG 1)),

p)  Zrov poveikolswpntino croyacuo twv Apafamv

v AvatoAr], ond v GAAN HEPLE, Ol TOMTIKEG GLYKVLPIES TOV EAANVIGTIKMV
Bacikeiov eiyov ®ONcel Tovg MOMTIGHOVS TPOg TN GLYKPOTNON &ite dlatnpnon evog
EVIOI0L KOPUOV Kot KMUOTOG, HE TOMKEG TapOAAaYES, YeEYovog mov Kabiotatal TpodnAo

820 Aéxkag A., «Oswpio kol OempnTiKéG apyég TG EAANVIKNG HOVGIKNG Katd Tovg Mésovg Xpovouoy,
oto: BipPiddkng Xt., 6.7, ogh. 312.

21 Ag¢kkag A., 6., oeh. 314. Tpémer va dievkpvicovpe 6T pe Tov 6po “Pulavtiviy HOvoikh”
EVVOOVUE «TNV KLPlOpYN KoL EMIONUN HOLOIKNY £K@pOo TG AVTOKpOTOpiog, Tov €0TlOTAV OGNV
Kaovotaviivodomoln kot katevBovotav and v ExkAncio», kot tov dwywpilovpe omd tov 6po
“novcikn tov BuCovtion”, o 0molog KaADTTEL «OAEG TIG LOVOIKES, AOYIEG KOl AdIKES, Be@pnTikég Kot
TPOPOPIKEG, OPNOKEVTIKEG KOl KOGUIKEG, TOV EUOOVIOTNKOV KOl AETOvpYNoav HECH GTO Oplo. TNG
AvatolMkng Popoikng Avtoxpatopiog, pevotd ki avtd otn dwypovio Tovg, oveEdpmmra amd
TPOEAEVOELG KOl YEMYPAUPIKOVS €GTIACHOVG»: PA. Aékkog A., «Movowd Osmpntikd tov Mécwmv
Xpdvovy, oto: Ayyeddmoviog A., 6.x., oeh. 178.

%22 Agiiag A., «@eopia kat OempnTikés apyéc TS EAMVIKAG LOVGIKNC Katd Toug Mésovg Xpovouoy,
oto: Bippodxng Xt., 6.7., oel. 316.

23 B). loavvidng I'., «Apyaio eEAAnvikn Kot SUTIKY LOVGIKNY», 6T0 £vBETO TG epnuepidag Kabnuepwvn
Entd Huépeg pe yeviko titho Apyaio EAAnviky Movoks, Koplakn 10 Maptiov 2002, cel. 24.



0T LOVGIKY], TOL £TGL Kl OAM®ME OVTAOVGE OO £VaL TOVAPYALO0 GO0 TAPAOOCNG, KOl G
o0ca oyetiCovtav pe avtv. «To emikevipo g épevvag YOpw amd TG podnuaTikéc,
QILOCOPIKEG KOl MVOTIKIOTEG TG Oyels upetorifetoan otnv mpoichopkn Ilepoia tov
Zacovidmv (3°-7% at. u.X.), and v onoia wpoépyetot Kot va oNUOVTIKOTATO 6OCOUEVO
TPOTLTO Y10 TN SLOGTNLATIKN, TO “apyaio TEPCIKO L0010 » 24,

Kotd tov 7° ar. p.X. yevviéton  Opnokeio tov Iohdp kot and tov 8° ar. p.X. 10
TOMTICUIKO Kol TOMTIKO kKévTpo TG Méong Avatolg petapépetor oty Bayddtn. Exel
€0pace o ZoAlA (?-791 p.X.), o mpdTog peydrog IM€pong povoikds o omoiog mapédmoe
Kdmola koBapn Oewplo. «Emv ovcia o ZoAlOA mpoomdBnoe Kol TETLYE vl
CUGTNUOTOTOMGEL TNV €(0000 Kol TEPLYypoen TG OAANAoLYioG TOV TOvVAPYOL®V
TPOTOYEVOV  KMUAK®OV TG AvOTOAMNG: ovtég elvor TOAD KOVIWVEG OTIG apyoieg
EMNVIKES/BPpaKOPPLYIKEG OLANTIKEG KMUOKES TOL Adumva, 101EC 1E TIG apaikeS AVIIKEG
KMUOKEG «TOL  omovoeiovy Kol TO  «poAokd dwdtovoy ovotnuo ™  Pulavtivig
poncmﬁg>>325.

Tig apéowg emdpeves dexoetieg Oa deondoovv otn Bayddtn dArot d0o orovdaiot
OOG000L: 0 covpi ad Dapdumt (872-950 p.X.) kou o Ipumv Ziva, yvootodg ot Adon og
APwcévvag (980-1037 p.X.). «Ot 600 owtég emopovels mpoocomkdtTnTeg TOpadETOVY
LOKPOVG KATAAOGYOLS amd EAANVIKA TETPAYOPAO Kot KAILOKES, Kot 6€ avTd TPocHETouv
OKEG TOLG TOPATNPYNCELS KO KOTAOKEVEG, EMEKTEIVOVTOG TO EAANVIKA Ogwpntikd e
TPOTOTUTEG EUTVEVGELS, €V TOAAOIG pavICOPEVOL OO TO AKOVGHOTO TNG ETOYNG TOLG KO

. . (.32
ENEUPAIVOVTOC GE AVTE KAVOVIOTUKA» 2,

. Xvuvéygeleg Kol aovvE ELES

E&apymg 1o epdtnpa oyeTikd Le TIG ovvExeleg 1 pnEetg petald apyaiog EAMANVIKNG
kol Puolovtiviig Lovotkng etvar eEanpetikd yevikoOAoyo Kot adpioto. Me tov 0po “povcikn”
Bo pmopovcape va EVWOOVUE TO aoONTIKO 1 TO KOW®VIKO OTOTEAECUA TNG TEXVNG, TO
QU0coPKd M padnuatikd g vrdPfabpo, ) Beopikn N TOOEVTIKN TNG VLOGTACN, T
TEYVIKA YopokInpotikd g kKA. EEdALov, av Aéyovtag “PBulavtivi) HOovGIKn” gvvoovue
MV YOATIKT, elval ca@éc OTL, 68 TPMTN HOTLE, EAGYIOTO KOWA QAIvETOL VO EYEL PE TNV
apyodTNTO, TPOIGTOPIKN €ite 10TOPIKY. ExAeimovv ta Opyava, n povown e€aptdton amd
TOV AOYO OV TO TEPIEXOUEVO TOL YiveTal owotnpd Beoloyikd kot dwakovel pior Opnokeio
véa, atovel Yevikd o puOuog, amodokipndleTon o yopdc. To epdTNUa £xel KateEoynv vonuo
av TEPLOPIOTEL 6Ta BEPNTIKO-TEYVIKE GTOLXEID TV OOGTNUATOV, TOV KAUAK®OV Kol TOV
puOudv. Xopewva, Aowmdv, pe ooty m Besdpnon Ba mpémer va AdPovpe vmoyn To
TOPOKATO.

324 Aéxkag A., «@sopio kot Be@pnTIKEG apyEG TG EAAVIKNG LOVGIKNG KOTA Tovg Mécovug Xpovouoy,
oto: Bippodxng Xt., 6.7., oel. 314.

325 Adikag A., «Movoiké Oempntikd tov Méowmv Xpovavy, 61o: Ayyedmovrog A., 6.7., oeh. 182.
%28 510 1810, e 183.
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And Vv moAaoMOKn emoyn, OVO POCIKA HOLGIKG GLGTHUATO £PYOVTOL KoL
EMAVEPYOVTOL OG TPMTOYEVI OTOYEIN OTIG LOVGIKES TV OUAd®mV Kot Twv Aamv. Kot ta dvo
TPOKVTTOVY amd TPOTOLS TPNoMG TV avA®v. H apyn, cdpewve pe tov Aékka, eivor n

edne:

«O apyeTLIIKOC OWAOG, Eva amAd PAGOVTO, KPATIETOL LE TO Eva YEPL Ko £xetl 3-5
oméc mov moapdyovv 4-6 voteg. H embvo omm yiveton €161, dote va mapdyel Eva omd o
TEAELD OLOGTILLOTO TOV OVTIOV KO TG PLGIKNG AKOVOTIKNG, KOl 01 VITOAOUTEG OlovoiyovTal,
EVIEADC YOVOPIKA WADVTAG, LE {GEC OIAUETPOVS KO O1OTACGOVTIOL GE 10EG OMOGTAGELS. ZTOL
Aeyouevo TpmTOYOVe 6TAdL dEV VIAPYEL AKPIPELD GTNV KATOOKELT TV OWA®V, YU avTd
KOl TOPOTNPOVVTIOL TPOGOAPUOYES Kot dopOdcels. Avdioya pe TO TOo TEAEO JAoTNLO
&xel emheyel, Ta 600 AVTA CLOTHLOTA EUTITTOVY GE dVO KT YOpiEs:

- Ta avnuitova cvotiuata. Koddnrouv kdbe @opd pio ohdxkAnpn xAipoko, m
omoia £xet 5 vateg, YU anTO AEYETOL TEVTUTOVIK.

- To awAntikd dratovikd cHotnua. Kaidntel k41t neptocodTeEPo and 10 Hcd piag
KMpokoc. ['a va kodvedel oAdkAnpn KAipoaka, o Ador givol vo Yp1eLLOTOCOVILE Kot
Ta 500 yé€pra, omdTE N KAIpoKo KataAnyel pe 7 voteg, yi' avtd Aéyetal snwrov11<ﬁ>>327.

AvInTiKd Kot omovoglakd NTav T StdTova Tov £pepav e TV “kd00d66” Tovg Ta
eMvikd eoia. To cvomuo dé0TOcE KaTh TNV apyaikn €moyn, Kot Oa elye emkpatnost
LOVOUEPDG av dgV MTav NOM €00 TO TEAACYIKA TEVTIATOVO. LTOVOEIOKA KOl TEVTATOVQ
cuvavinOnkav moAAEG @opég Kol KABe @opd 1O oamotélecpo vINpEe 1010:  apyKd
EMKPATNOE v PIKPO YGog, mov koTomy £€dmoe dBnon va ovoamtuyBel avénuévn
ocvvedntoémra kKot Bewpia. Tehwed mpoidvta g {opwong stvor didpopa GuoTiULOTA, LE
TPMOTO. TO. GVVTOVO, O1dToVa. AVTE KAADTTOVV OTAPOITATOS Uy OAOKANPN KAlpaka, gival
entdtova Kot 01 000 Pacikég ekd0yES Tovg elvar o1 TuBaydpetes Kol PLOIKEG KMpaKaggzs.

H apyaio povown eivar, Aowmdv, vfpidto tov dvo pilav tg: g avtdyxbovog 1
TEAQGYIKNG KOl TNG OVATOMKOTEPNG EAANVODPAKOPPLYIKNG. ZTNV KU TNG 1| 0PYOOTN T
onpovpynce Bewpntikn koospoyovia, 0tav ot ITvBaydpeiol mpodbnoav T pHeEAETN TV
dwotnudtov péca and to padnuotika. Mo Bacikn andppota TG EUTPAKTNG EPAPLOYNG
¢ Bempiog vpav ta cbvrova cvotnuota. Avtifeto, Kvplapyo crovosiokn otn Pdon
g etvan 1 Bewpia Ko Tpaén ™g PulavTiviig LOVGTKTG, OTTOV TO GLCTNUO AEYETOL LOAOKO
dwatovo. H Bulavtivr), Aoutdv, Hovcikn gépetal va, cuopumintel OoyyiKa pe v apyaio Lévo
®G TTPOG TNV aPYAIKY] ETOYY| TNG OEVTEPTG, UEXPL ONAdN Tov EBdopo m.X. caudva.

Av AdPovpe v’ dyiv 0,11 TEPLEYEL KAl GLUVETAYETOL 1) 1OTOPIKY| £IcmOMN NG O1TTNG
KOTOY®YNG NG Oopyaicg HOLGIKNG Oomd TO TEVIATOVO KOl TO OVANTIKO / GTOVOEKO
ocvoTNO, He TNV emKovpio TG AOYlog OempnTikng TPOGEYYIoNS, KOU GLVAUN TNV
VROSEYUATIKY] ToTOHTNTO TOv Bewpntikod ompatog g Pulavivic HOVOIKNG GTO
OTOVOEKO GUOTNUO, KOTUANYoupe og pio Kot e€Eoynv mapadofopavry oAl 010Aov
napddoln damictwon, 6Tt HeTasd ™G apyoiag EAAMNVIKNG Kot TG PulovTivig S10TOVIKNG

27 Aékxag A., «Apyoio kot BolavTiviy povotkry, oto £vbeto g eenuepidoc Kabnuepwh Emtd
Huépeg pe yevikod titho Apyaia EAAnviky Movaikn, Kvprakn 10 Maptiov 2002, cel. 29.

28 310 {810, 0. 29.



SLGTNUATIKNG Kot TPOTIKNG PAoNG vdpyel  €€NG TEKUNPUOCIUN GYECT KOTOYWYNG KOl
ovvéyewng: M Polavtiviy povoikn enéyel T Béom tov evog amd TOLG FVO TPOYOVOLS TNG

apxaiag329.

Yopumepaopato,

Ev xoatoxAeidl, o opyoiog eAANVIKOG AOY10G HOVLGIKOG TOAITIONOG Poaciotnke
Kuplwg omv mpotepotdOTNTa NG Bewpiog €vovit g mpaéng kot otnv Bedpnon g
HOVGIKNG ®¢ (opéa MOKOV Kol TOdUy®YIKOV ueyepTnUdtomy. Acknoe Og 1dwoitepn
EMOPAON TOGO GTOV HOLGIKOOE®PNTIKO GTOYUCUO TV ApdPwv OGO Kol GTOV LOVGIKO
noMtiopd g Bulavivic Avtokpatopiac. Metd 1o 2° oidvo p.X., A0yl HOLGIKN
EKQPOoT TOV EAANVIKOD TOMTIGHIKOD Ydpov Bo Kotaotel M Puloviiviy EKKANGCLOGTIKY
LLOVLGKT, 1 omoiaL:

a) o eykatoreiyer v apyoio Bempio pe Tic cvvroveg KApokég g kot Oa
TPOCYWPNoEL o€ “Aoylomoinomn” &vog MOVAPYOIOL OKOVUGHOTOS, HE TIS OMOVOELNKES
KMUOKEG  TOL,  TPOYUOTOMOIOVTOG YXPOVIKO OGApO 8 alidveov 7pog T0 7o,
GLVETIKOVPOVUEVT amd TNV gvpOTEPN VIOEGTA TG TOAEUIKNG TOV APLOTOEEVOL KATA TNG
Bewpiog mov exdnimOnke NoN and tov 4° ar. w.X.-

B) eotidleTon 6TV EKQPOCT OTOKAEIGTIKA TOVL 1EPOV GTOLYEIOL"

vY) ¢Baver va pvBuiletor xor va gAEYYETOL OO TOV 1EPOTIKO KUKAO TOL
[Motprapyeiov, avtifeto pe v TponyodUEVN KOl EW0OTOLN EAANVIKY Katdotaotn pvbuiong
TOV AOYL0V HOVGIKOD TOATIGUOV alTd TOVG PIAOGOPOVGS, 0md TaPEyovTa ONANOY] KOGLKO.

Bipioypagia
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, «Khoown erhocoeia: TTAdtomv kot ApiototéAng», oto: BipPddkng Xt.,
K.0., Téyves I1: Emoxonnon EAlnvikne Movoikng kou Xopod, t. A, ekd. EATI, Tdtpa 2003,
o€\, 262-4.
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0.1., ogh. 177-195.

, «ITvBaydpag kot apBuoi», oto: BipPuddkng Xt., «.4., Téyves II:
Emoronnon EAnvikng Movowkng kor Xopod, 1. A, ekd. EAIL Tldtpa 2003, ce). 257-60.

[Toraowkovopov-Knmovpyod K., «llapdptnua 2», oto: Bippddakng Zt., K.4.,
Téyves 11: Emoxonnon EAlnvikne Movoikng ko Xopod, 1. A, €xd. EAIL Tldtpa 2003, cel.
302.

, «ZoumANpOUOTIKE EIA0CcOPIKE oTolXElD TNG apyoiog LOVGIKNG», OTO:
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O 19 mdvog eivar n Tepiodog Tng cLYKPOTNONG TOL eAANVIKOD Kpdtove. Avti 1
dwdwoocio eivor avamdomacTo OgUéV HE TN OWUOPPMOON TNG EAMVIKNG €OVIKNg
toutomtag. H ebvikn tovtdomta mpoodopiletar amd €va chHVOLO TOAMTICUIK®V Kol
TVELLOTIKAOV oTolyelmv, to omoia yapaktnpilovv to aicOnpa ™ cvppeTtoyns oto efvikd
obvoro Kot emiPefardvovv T cvvoyn tov. Katd cvvémela, ta Bépata Tov TOAMTIGHOV
amotélecay Ta xpovio avtd media cvl{nmoewv kol aviumopabicewv: 1 €kPaocr] Tovg
amoTéAece €va amd To onuavTikKOTEPO dtokvPevdpata T meptodov. H tpomn mov Oa
EmopPVoV TO TOMTICUIKE (NTAUOTO ONUATOO0TOVCE TIG KOTEVOVVGEIS TNG YEVIKOTEPNG
Topelag TG EAAMVIKNG KOVmViaG.

2mv moapovoa gpyacio Bo e€etdoovpe ToV TPOTO [LE TOV OTOI0 OVTIUETOTICTNKE
TO OMUOTIKO KOl TO PEUTETIKO TPOAYOVdL, LEGO GTO TOPATAVE TTANicL0. Oo avoapepOovpe,
EMIONG, OTO VAIKOTEYVIKA YOPOKTNPIOTIKA Kot TV dVo €0dv. Téhog, Ba emyepnoovpe
Evay oYOMOGUO OvVOPOPIKE LE TIG LETEEEMEELS Ko TOL O18.00) 0 GYLLOTO. TOV ONUOTIKOD KO
TOV PEUTETIKOV TPOAYOLOOV GE TMPOOMTIKN YXPOVOL WEYPL ONUEPO, GLVOEOVTAG TO
VAMKOTEYVIKG OEOOUEVOL LLE TIG TOMTIKES, WOEOAOYIKEG KOl KOWVMVIKES OVOKATATAEELS KoL TNV
6vod0 TOL TEYVOLOYIKOD EMITEOOV GTN XDPA.

A.  Aooypagio

a) Ilpoieyoueva,

Andé 1o mpwto g Pruoata m Emavdotoon tov 1821 svutiynce va €yl
CLUTOPACTOCT, €VOG OLVOUIKOD KIWWAUOTOS TOV  avomTOyOnke OTIG ONUAVTIKOTEPES
eVPOTOIKEG TOAELS. Xdpn otovg QUAEAANVEG 0 ayovos tov EAMvev kévipioe 10
evolapépov kol T ovumdfeln tov Aadv e Evponng, axdun kor ce €noyég mov Ta
1oYLPOTEPA EVPOTATKE KPATN avTipeTOmCaY apvnTikd v Etavdctaon Kot tnv Tpoontik
eykaBidpvong aveEdpnrov eAAnvikod kpdtovc. H avamtuén mov yvopice 1o pedpa Tov
QeUeAMNVIonoh cvvoéetar o peydio Pabud pe 1o Boavpacpd yu v apyoio EAAGOa Ko
TOV TOMTICUO TNG KAMGIKNG 0pYooTNTag mTov £Yve GUUPBOAO Yo 10 AlpoTIoHd Kot
avayOnke e TPOTLTTO TOL EVPOTATKOD TOAMTIGHLOV.

Qc1000, TOPAAANAL LE TNV AVATTVUEN TOV PIAEAANVICHOV ot Avon epeaviloviot
Kol omOWELS OUEIGPNTNONG TNG APYOLOEAANVIKY KaTay®YNg TV NeogAMvav. Xe avTtég
OLYKOTAAEYETOL KO TO Oitopo €pyo TOL YepUavoL totopikov Daiuepdyiep lotopio tng
xepooviooov tov Mopéwg kata 1o Meooiwva. Exeivo mov vrrootpille o Daiuepdyiep nrov
OTL 0 OapPYOOEAANVIKOG TOMTIGUOG €lye TaOGEL Vo LIAPYEL amd TO HEGOH TNG TPDOTNG
yMetiog. Ymoot)pile axoun 61t ot NeogAAnveg dev Mtav amdyovol Tov apyoiov EAANveov,
ommg ot 10101 Tovidav, aAld avtifBeta elyav exkoAoPiotel ko eEorPoviotel pe v KaBodo
YAaPov kot AABavOV oTIg TEPLOYES TS KAAGIKNG ApyondtnToc.

H dnpocievon g epyaociog tov Qarpepayiep €0ece oe appioPfrnmon ta Bepéia
NG VEOEAMVIKNG TOWTOTNTOG, 1 OMOi0. GLYKPOTOVVIOV GE AVOQOPE TPOG TNV EAANVIKY
apyoadotro. Etol, n avackevn g Oewpiog tov dev umopovce mopd va kivnbel otnv
KatevBvvon g amdOEENg NG GLVEXOVG TOPOLGIag Tov eAAnVKoD &Bvovg amd tnv
Apyodmta ¢ kot ta. péca tov 190v awwvva. H mepiodog tov Bulavtiov, oty omoia o
Dolpepaylep eviomile To TEAOG TOL EAANVIKOD TOALTIGHOV, KOl GUYKEKPIUEVO 1] OVAOELEN
g eMnvikodttog g Pulavtivig avtokpatopiag vanpée to Pacikd emyeipnua ekeivov
ov ovéAOPoV VoL aVTIKPOOGOLV TO YEPUOVO IGTOPIKO GTO EMOCTNUOVIKO eminedo. Eva
TpOc0eTo EUMOOI0 GTNV TPOOTTIKN VT amotédece M omatioon tov Buvlavtiov omd
EMveg Aoylovg Ommwg o Ad. Kopang, mov evtdoocovtal 6To 10£0A0YIKO Kol TVELHOTIKO
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nePPAALov Tov AlapmTiopoy. Xto pevupa avtd Bempodvtav 6t 1 mepiodog tov Bulavtiov
OVTIGTOLYOVGE GTOVG GKOTEWVOVG ¥pOVOLG NG totopiag, 0,1t ot Avtikny Evponn eixe
amokAnfel Mecaiovag. AkOUN TEPIGGOTEPO, GTO AOYO T®V EAMVOV SOQPOTICTOV 1
Bulavtivii Avtokpatopion MTov amAd 1 CUVEXEWL NG POUNIKNG KATAKINONG €ml TV
eEMMNVIKOV TANBVoU®V.

Ot dnuooieg darégelc kot ouintmoels, To APELOYPOPTLLOTE KOt Ol YEAOLOYPOPIES
otov TOmo Ntav o1 TPpOTEG AVTIOPACELS OTNV TPOooTAOEl avacoKeVG TV Bewpidv ToL
dolpepaylep, m omoio mpe TO YOpOKTHPA “‘eBvikng oTtovpogopiog”’. Xe avThv
TPOTAYOVICTIKO POAO  SOPOUATIONY OVO 16TOpPlKol, 0 Xm. ZouméAog kot o K.
[MomappnydTOLVAOG, OV HE TO £PY0 TOLG EMyEipNoaY va KOTaOEIEOLV TN GLVEXELDL TOV
eEMMNVIKOV €0voug amd TV ApyotdTnTa MG TNV EMOYN TOLG. XTNV Tpoontddela avtr Npode
vo cupPdAder kot m vedkonn emoTUN ™S Adoypagiag, m omoio pe mpwTEPYATN TOV
Nworoo kot pe AAPopo o 10E0A0YNUATO TOV POUOVTIGHOD, Eekivioe TNV UEAETN TOL
Aaikod moMTiopov.

p)  HAaoypagpia amévavti 610 onuotiko tpayoivon

H téon avalnmong kol kataypoeng TOV EKEPUCTIKGOV ONUIOVPYUDY  TOL
aypoTIKoD KOGUOL KaTd To 19° aucdbva dev pmopei vo amocvvdedel amd Ty avamtuén tov
TOMTIKOV KOl TVEVUATIKOV PEVUATMOV TOL OVIKIGHOD KOl TOV POUOVTIGHOV avticTtotye. H
dwpdpemon g €Bvikng ovveidnong otovg Aaovg ¢ Evpomng ocuvoébnke pe v
AVOKOADYT] TOV WOLHTEPOV UPAUKTNPIOTIKMV TOL KAOE “Aaol”, ¢ LOVAITK®OV KOl 1IGTOPIKE
avaAroioTov otoyeimv Tov €0vouvg, mov avalnmOnkav pe évraon péco omd to Aoikd
(populaires: omnv eAANVIK) YAOOGOO €MKpATNoE amd gkelva To ypdvia 0 OPOS ONUOTIKA)
tpayovdla. I[ToAv évtovn nNtav avt) n dwdwkacio otnv mepintwon g [eppaviag.
Ievikdtepa, o1 cvYKEKPUEVN TEPIOOO E£PYOVTIOL OTO QMG EKOOGES KOL OEVLVETOL TO
EVOLIPEPOV Y10, TOL AOTKE TparyoLdia, To mopopvdio kot evpdtepa o €01 Kot GAA®V
EVPOTOTKAOV Kol BOAKOVIKOV AODV.

Z1ig apyéc Tov 19% adva eiyav yivel kamoleg Tpoomdfeleg cVYKEVTPMOOTS Kol
£KO0OMNG EAMAMNVIKOV dNUOTIK®V TPAYOuOLDV 0md EVPMTOIOVG LEAETNTEC, Ol OTTOlEG OUM®G dEV
kaprnopdpncav. H emovaotacn tov 1821 kot To pedpa 100 GIAEAANVIGHOD OV GVYKivNnoE
ToV¢ PLioomaoTikoVg KOKAOLG TG LTk Evpdnng 6&uvay avtd to evdtopépov. H mpartn
€Kd00T GLALOYNG EAANVIKAOV SNUOTIK®V TpayoLdldv £yve and tov Khovt @opiéd (Fauriel)
oto [Tapiot to 1824. Metd v idpvom Tov EAANVIKOD KpATOug BAETOVILE TO EVOLPEPOV KO
TOV EAMVOV S10VOOVEVMV Y1 TO TPAyovold Tov Aaob va avalowmupovetatl. O Zapméog
e&éowae éva PiAio 767 ceMowv, Ta Aouata onuotikd ts EALGOOG, exo000evta peta pueAétns
1otopikng wepi Meoouwvikod EAnvicuot. O empenmg eAdytoto evoloapepdtay yio v
KOTOYPOPN TPOYOLII®V: KUPIWG avaKOKA®VE TG TaA0TEPEG GVAAOYES. Exeivo mov tov
anocyOANce NTav vo. TPoPAAAEL TNV Amoyn mePt GTEVING GLYYEVELNG TOV AMIKOV QVTOV
OMUOLPYLOV HE AVTIOTOLXEG TOMNTIKEG dNUIOLPYIES TNG OPYALOTNTAS KO KOTO GUVETELN VO
tovicel ™ Bewpla TG CLVEYEWG TOL OPYOIOL, TOV HECUIOVIKOD KOl TOV VEOTEPOL
EAMMNVIKOV TOMTIGLLOV.

To dNUOTIKA TPOryodOld Kot KUpimg To, KAEPTIKO OTOTEAOVCAY OTN GKEYN TOV
dlovooduevov Tov 19% aidve £kepact ToV ay®VIGTIKOD QPOVALATOS, TOV NPOIGUOD KOl
poG avtiotaclakng odeong tov EAMvav kotd v mepiodo g oBmpavikng Kuplopyiog.
Avt) 1 TPOSANYTN GLVIEOTAY APPNKTO LE TN YEVIKOTEPN LLOOTANCTIKY TPOGEYYIoT TOGO
TOV  KAEQTAPUATOMGUOV, epnunv  PePaing TtV 10TOPIKOV TNY®OV, OGO KOl TOL
TEPLEYOUEVOD TOV 1010V TOV KAEPTIK®V TPayoLdldV. Xto Pofid Tov To. GToKElo Yol o
TETOL0L TPOGEYYIOT) OEV LINPYOAV 1 dEV NTAV 1O10UTEPA EVTOVA, Ol EMUEANTEC TPOEPatvay o
po oelpd dopbdoelg, mov 1 vedtept Epevva TIG €yl xopaKTnpicel g vobehoelg Twv



Tpoyoudimv. Ot emepPdoeig avtéc giyav va kdvovv pe T YAWSGOIKN «BeATimon» Tovg,
LETOYPOPT] TOLG ONAOT| GE M0 KOWVI VEOEAANVIKT] YADCGO OTOALOYUEVT] OTO TOTIKOVG
YAOOGIKOVG W10OUATIGHOVS. ATodeipOnkov AEEelg oAPavVIKNG N TOVPKIKNG TPOEAEVOTG,
tpomomoOnkay @OOYyol, kot TapdAAnia otiyol e€apaviotnKay, GALAENY TEPLEYOUEVO 1|
TPOCTEOM KAV VEOL, DOTE 1) TEMKT LOPEN VO ival EVIAEIUN 0TO EAANVOTTPETT GYNUATO TTOV
TPOo®OOVLGAV 01 EMUEANTEG.

y)  H Aaoypogia anévavti 670 peumétino tpayovon

To pepmétiko tpayohdl, ®¢ TPOIOV TOV OCTIKOD TOATIGHOV, dgv Kivnoe To
EVOLOPEPOV TOV ACOYPAP®OV. AAAMOTE, HOVO KOTA TIC TEAEVLTOiES OekOETieg £moye M
Aooypagio vo 00YOAEITAL OTOKAEIOTIKA LE TOV TOAITIGHO TOL OYPOTIKOL YMPOL KOl
E0TPEYE TO EVOLOPEPOV TNG KOl OTIC TOAELS. [dwaitepa LETA TNV TOOTION TOL PEUTETIKOV
TpOoyoudoh HE TOV VTOKOGHO Kol TNV Topavopia, Oeswpndnke 011 o avtd «dev
KPLOTAALDVETOL PE YVIOL0 Kot evapyn tpoémo M “Babitepn ovoia” tov £€Bvoug kai, €101,
ayvoninke kot 1€0nke 6To TEPIOMPLO TOV AAOYPOUPLIKOV 8V510L(|)ép0\/170g»331.

Movo peTd Ta TPMOTO HETATOAEUKEA ¥POVIQ, OTOV TO PEUTETIKO TPOYOVOL APYLOE
va yvopilet evpela anymon, opiopévol AGy1ot Ko S1oVOOVLEVOL APYLoAY VO EVOLOPEPOVTOL
YU 00TO Ko, HEGH OO KEIUEVA TOVG GE TEPLOOKA KOl EPNUEPIOES TNG EMOYNS, vorav pia
peyain cvinmon yopw and to peumético. Onmg yapaxtmpiotikd avagpépet o TCakng: «Ot
VIOCTNPIKTEG avayvapliov o€ avtd Pulavtivd povotkd HoTifo Kot pUOTIKEG EKPPAGELS
OV TOPEMEUTOV GUEGH GTO ONUOTIKO TPOyoUdL Kol TO KOTETAGGOV ot kot €Soynv
delypoto Tov EAANVIKOU A0ikoD TOAITIGHOV, €VA Ol EMKPITEG eVIOMILOV KOKOTEXVESG
LOVGCIKES KOl TOMTIKEG KOTAOKELES Tov yopokmpllav éva amadlopévo Avatolituo
napehBOV kol €va meplBmpromompuévo kot kokdéenuo mapdv. Me dAla Aoy, M OAn
ocv{nmon eAdylota 0POPOVGE TO TL NTOV TO PEUTETIKO TPAYOLOL KOL TO KOWVOVIKA
nepdArovio. mOv TO TapTyoyav, Kot €oTlOTOV GTO TL OVTO “EKTPOGMOMTOVCE’
aKpIPESTEPA, GTO OV UTOPOVGE Kot av TOV Appole va meptineBel 610 GO TOV EAANVIKOD
noMtiopoV. 'ETol, emikpitéc Kol vmooTPIKTéG Asttovpynoav HE TOV 1010 mepimov
unyoviopd pHécm tov omoiov ot mpdTol ‘EAAnvec Adaoypdeor giyov evolapepBel yio Tig
pilec, OMAaodN TNV KOTAY®YN TOV OTOWEI®V TOV TOMTICHOD TOL GULVEAEYOV KO
peAetovoay. Mg TOV EVIOMIGUO TOV KOTOY®YIKOV GTotKelov emyepndnke n ovalnmon
TOV “YOpOoKTAPO” TOL PEUTETIKOV, 0 omoiog Oa émpeme va Mtov copPatdg N acHuPotog
TPOG TOV “YOPOKTNPA” TOV EAANVIKOD kaoﬁ/é@vovg»ssz

B. Ylkotgyvikd yvopicpate ONUOTIKOD KOl PERTETIKOV

H omuotikn povown amoteAel Adikn onuwovpyio, m omoio Pacileton otov
OVTOGYEJACUO KOl GTNV TPOPOPIKT peTadoot. [Ipdkettal yio Tpomikn, Un GLYKEPAGUEVN
LLOVGIKT], TPOCAPUOGUEV OTIC QUOIKEG KAMpoakec. Emiong, pe e€aipgon ta moAvewvikd
tpayovdto g Hmelpov, eivor povogwvikr. Amd puBpotovikn dmoymn, 1o AANVIKO
ONUOTIKO TPOyoudL elvarl Kupimg 1pPikd M TPOYAIKO, VO O OTIYOC OTIC MEPICCOTEPES

30 B TCaxng A., «To KAEQTIKO Kol TO PEUTETIKO TPoyovdt: eOvikoi ool KoL ACOYPOpUCES
avalnmoeigy, oto: I'pawyog N., k.4., Téyves II: Emoxornon EAAnvikng Movaoikng kai Xopov, 1. I,
ekd. EATI, ITatpa 2003, ceA. 297-9.

1 Y10 {310, oEL. 297.

%2 ¥10 {10, o). 303.
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TEPIMTOGELS  datnpeiton otabepdg, pe ovvnbéotepo TOMO TOV  JEKOMEVTAGVAAAPO
(ToMTiKo).

[o to Oonuotikd Tpayovdlo  ¥PNGLUOTOOVVTOL  HOVOIKE  Opydva 7oL
KOTOoKELALOVTOL PE QUOIKA VAIKE Kot SloKpivovTal 6€: «VUKTO A0OLTOEWN Yopdopmva:
TAUTOVPAS, UTovlovKL, Ad(Y)o0TO K.4.° TOEMTA AAOVLTOELDN YOPIOP®VA: AVPA, LOVOYOPOO
N PEUTAUT, KEUAVES, “PLOAL” K.G.- TOADYOPIA YOPIOPWVO/WYOATHPLO: KOVOVAKL, GOVIOVPL:
aePOPMVO: 016popotl TOTTOL OO PAOYEPES Kol GoLPAvAL, Timlo Kal To dpotd g, Lovpvag
Kot Kopapovlo, dapopa €01 and aoKaOAOVS, OTMG TCAUTOVVO, Kol YKAVTO Kot, TEAOG,
ovpryyes (| eroyépeg tov lavog) pe 7-12 coinves: pepppavoéomva kot 10opova: viet,
TOVUTEAEKL, VTAOVAL, (iAo, KpOTOAQ K6,

Avtifeto amd 1O OMUOTIKO, TO PEUTETIKO TPAyoLdL Ogv amotelel TPOIdV
OVTOCYENAG ANTKTG ONOVPYING TOV OYPOTIKOD YMPOL, AAL EIVOL ATOTEAECUO EUTVEVLONG
€VOC GLYKEKPLUEVOL OTOMOV OTO TAAiGIo €vOG aoTikov meptBdAlovtog. Tlapovoidlet,
®WOTOCO, EMOPACGES QMO TNV OVTOCYEOINOCTIKY] TEYVIK TOL ONUOTIKOV TPOYOLIIOV 34,
Xpnowonotel, emxiong, 10 cOHVTOVO, JATOVIKO Kol YPOUATIKO @BOYYOAdYl0 OTMOC KOl TO
onpotikd tpayovdr. H appovia tov givar kot avt tpomikn kot otnpiletar og dpdovg mov
amnyoOV TO OVOTOMTIKO HOKGW, HE WOOTLTOVG TOVIKOUG KOl TPOMIKOVG YEPLGLOVG.
E&dALov, M peA®OKN £KTAON TOV PEUTETIKOV TPAYOLODV «Eemepvh TNV €KTACN HLOG
KOWOTVTOG ONUOTIKNG ue%wﬁiag»%‘r’. Onog xopoKINPIoTIKA OVOQEPEL O AVOYELAVAKNG, «TO
PEUTETIKO [...] 0@eihel TO DPOG TOL GTN GLYYDVELGT] GTOLXEIMV TOV TAAOLOTEPOV EAANVIKOV
Aikov Tpayovdlov, ¢ Puloviivic pelmdiog kot Tov  Adikoy  Tpayoudoh NG
AvatoMc»>°,

Ta pepmétika Tporyovdto toiloviay pe mapadootakd opyovikd oYU, OTws To
vat, o {ovpvac, ot TAUTOVPAOES, TO KOVOVAKL, TO oVTL, Ta (iAo Kot GAAL Tapadoctokd
Weove ¢ Avatodng. Apydtepa, ®GTOGO, «1 OTAY GLYXOPOKN GLVOJEl, Kol O
opyaviKog Myog eumiovtileton pe dAla dpyava, ToAAd amd ta omoia eivar 1 teivovv va
elvar ocvykekpapévay™ ', Om®g To UTOLLOVKL, QOVEPMVOVTAS £TGL QUTIKES EMOPAUCELS.
Téroleg emdpdoelg yivovtar eLQOVEIC Kot 6TO @OVNTIKO UEPOG TOV PEUTETIKOV, TO OO0
dwpeiton o€ dopa Kot pePpév, KaBmdg emiong Kot otnv ToAvemvia mov yapaktnpiletl eviote
TO PEUTETIKO TPAYOUdL. ATO TNV TEPI000 O€ TOV TEPOUDTIKOV PEUTETIKOV Kol VOTEPO, Ol
dVTIKEG avTéG emdpdoelg yivovtor kovovag, Kabdg ot 6OVTovEG KMUOKES UETATPETOVTOL
OPLOTIKA GE GUYKEKPOUEVEG,.

I'. Merelehilerg Kot o1ad00y0 oyqpaTo.

33 Apayodung M., «To mpoemavacstatikd dSNUOTIKO Tpayohdtl: Katoypapis, dpyavay, oto: ['pdyog N.,
K.Q., Téyveg I1: Emoxonnon EAnvikng Movaoikic kor Xopod, 1. T, exd. EAIL ITdtpa 2003, cei. 175.

834 Avoysiavéxng ., «To yevealoyikd EvTpo evog Hovotkoy, daoypapio 29 (1974), oek. 104,

35 Apayodung M., «To peumétiko tpoyovdt: Lovsikoloyikd ototyeion, oto: I'pawyog N., k.4., Téyveg
II: Emioxonnon EAnpvikng Movoikng kar Xopot, 1. T, exd. EATIL, ITatpa 2003, cei. 329.

¥ Avayeavixng @., «Ia 10 pepméTico Tpayodd, oto: Xohot k., APOLOG Y10l TO PEUTETIKO KO
apBpo yioo To pEUTETIKO TPAYOVdL amd ToV eAANViKO tOmo (1947-76), exd. Ntéwil XdapPed, Aiuvn
EvBoiag, x.x., oeh. 190.

87 Aékkoag A, «Kovtddo kar Aoikopepmétikon, oto: Ipayog N., k.., Téyvec II: Emowxdmnon
ElAnvikng Movaikns kou Xopov, 1. T, exd. EAIL Tlatpa 2003, o). 316.



a)  Anuotikod tpayovorov

Ot amopyéc Tov EAANVIKOD SNUOTIKOL TPOyoudtol, méPA amd To. oTouyeior TG
apyondtnToc mTov dtakpivovpe oe avtd, Bo Tpémetl va tomobetnBovv oty Pulavtivy emoyn,
e o okprtikd tparyovdio (9°°-11% cudvog, Tov apnyohvial ToVE 0YDVES TV UKPITOV oTa
ocvvopo G Bulaviivig Avtokpotopioc) kot Tig maporoyéc (ACIKEG UTOAAVTEC, TOL
dmyodvTol Kupimg dPUOTIKG KOWVOVIKG YEYOVOTa, £X0VV TNV 0Py TOLG 6TovV 9° cidva Kot
Kotida tovg eivar to ecmTEPKO TG M. Acing). O vrdéAoumog Poacikdg Tupnvog TV
ONUOTIKAOV TPAYOUIIDV TEPIAAUPAVEL TPAYOVIID KVPIOS U1 SUYNUOTIKA, TOV KUPLOPYEL TO
ocuvaicOnua kot ot dpeceg avapopég oty Kanuepwvn Con, T1g yopés Kot Tig AOTEG TOL
Aaod mov to £@TiaEe Kot To ypnowonotel. Toco otov KOKAO g Cmng (vavovpiouara,
TOYTOPIoUATO, TNG OYATNC, TOV YOOV, TNG EEVITIAS, LOPOAOYLR) OGO Kol GTOV KUKAO TOL
xpovov (kdravta Xpiotovyévvev, Ilpotoxpovidg, ®otov, [ldcya, Amokpidtika, KAT.) To
ONUOTIKA TPayoLdlo, Elvol AEITOLPYIKAE depéva e Ta oYETIKA €01a cuvdvdlovtag oe pia
Boavpaot evotnTa To AOYO0, LE TN LEA®IIO Kot TNV Kivnon.

Metd v idpvon tov vEou EAANVIKOD KPATOVG, OGTOGO, 1 TOPAY®OYT ONUOTIKNG
povotkng apyilet va @Bivet. O 6Aog UnoviGHOg dnovpyiag, GUVINPNONG Kol LETAGOGNC
™G ONUOTIKNAG MOVGIKNG HECO OO TPOQOPIKEG Oladtkacie GALOEE eVIEAMG Kol OTO
nEPaca Tov ypdvov yhnke telelmg, ywati dev elye v dvvatdnTa (xvowéoacng338. O
OTOOOKOC UETACYNUATIGUOC TNG EAAMNVIKNG KOWV@OVIOG OO OYPOTIKY] GE OGTIKN Kol Ol
GLVOKOAOVOEG KOWVOVIKEG, OIKOVOUIKES Kol TOMTIKES aAAayéG mov emnABav, odnynoav
TEMKO OTNV OPLOTIKN O10KOM NG VENS TOPAY®YNS ONUOTIK®Y TPOYOLIIDV Kol GTNHV
EMKPATNON TNG AGTIKOANTKTG LOVGIKNG.

p)  Peuméntikov tpayovorov

H Zpbdpvn vanpée 10 otawpodpdpt ekeivo 610 0moio cuvavTHONKOV Ol HOVGIKEG
™G AvatoAng kot ¢ Avong. Ot opynotpes g (ot Aeydueveg eotovdlavtivec) emonlav
EVPOTOIKY (HE emkpatovvTo Opyava TNV KiBdpa Kot T0 povToAivo), Aaikn (Le cavTovpt
Kot Broil) Kot Tovpkik Lovotkn (He o0TL, Kavovakt). Me v KataosTpoen g ZUVPVNG To
1922 ko1 10 TEPACTIO KOUA TPOCPULYIIS OV KatékAvoe v EALGOa NABe Kot 10 aoTIKO
CLLPVOILKO TPayoOL.

O1 Mikpooidteg onpovpyol yio va PItopEGOVV Vo ETPLOGOVY OTIEYVOLV LOVGIKA
ovykpotnuoto. Opyoavd tovg eivar to ocaviovpt kot 10 ProAl. Xmmv Kokkivid 6o
Aertovpynoovv ot tafépveg, mov Ba Tpayovondel To0 peEUTETIKO GULPVAILKO TPAyoLOL. g
avtd o KEVTPA Bo akovsToHV Tpayovdla Yo TOV TOVO Kot To. fAcavo TG TPOSPLYIHG, Yo
TOV TeK€ Kot TO Xaois, Bvpata tov omoiov Ba yivouv moArol dnuovpyol Tov PEUTETIKOV
TpayovdloV. Ta mpdta pEUmETIKO avaPEpovTal KLpimg o€ mopafatikés Tpacels Kol g
EPOTIKES OYEGES EVAD TO KOWmVIKO ototyelo oty OBgpatikn eivor mepropiopévo. TToArot
and tovg Mikpaoctdtes dMovpyovs oL o GTEAEYMGOVV TIC JIGKOYPOUPIKES ETAPEIEC,
onwg o Tovvtag™ . To cpvpvaitko pepmético Ba Kupropynoet péypt ko to 1935.

H nmoMrtiotikn mowkidotta oty véo EALGSa mov dnpovpyeitot, evomoteiton Ko
oTp€Qel To PAERHO TPOg TNV dvon. Motpaia, Ta TOAVTAOKE, KO amoltnTikd 6to mai&ipo,

8 Apapytovvéxng T., «Anpotikry Movokiy, Mppa oty Exradevticy EAAnviky Eykvklomoideta,
TOp0G 28, ‘BLaTpo, KIWNUOTOYPAPOS, LOVGIKY], ¥0pOs’, Exdotik ABnvav, ABnva 1999, cel. 104.

¥ Toaunpag T., «Eppavion kot kabiépaon e diokoypaeiag: ond t Mikpacwtiky Kotaotpoen
¢wc v Katoyny, oto: I'pdwyoag N., «.4., Téyveg II: Emoronnon EAnvikng Movewxng kor Xopod, 1. T,
exd. EATI, Iatpa 2003, oeh. 435.
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povoikd opyava tov Kagé apdv, mov cuv toig dAroig “popilovv” Avatoln, apyilovv oryd-
oyd va xavouv v amynon tovs. H véa kovAtovpa, mov dtopopedvetal otnv ABnva kot
0 dAA0 peydio aoTikd KéEvipo, avalntd tov véo exkepoaocty e Eivar m dpa tov
pumov{ovKiov.

To pmovlobkt dev elvar moapd éva 6all, évag Tapmovpdc, mov otn 0éon tev
KIVITOV UTePVTES®V (T S1O(OPLIGTIKA EAAGHOTO GTO HOVIKL TOV 0pYdvov) €xel To oTabepd
TdoT0. AVTO TO YEYOVOS TOL OPOIPEL TO TAEOVEKTNLO VO ATOO10EL ToL LOPLOL (VITOOIOPECELS
TOV TOVOV) TOL OTOTEAOVV TO YOPAKTNPIOTIKO YVAOPIGHO TOL HKPaGLiTIKov Nyov. Etot, to
umovlovKt TPOCIOlILEl TEPICGOTEPO OTNV OVLTIKN-GLYKEPUGLEVT WOVGCIKY Topd GTNV
Miwpoaclotik.

To xkalokaipt tov 1934 Bo eppavictel otov Ilepord, ommv TaPépva TOL
Yapoavtomoviov, 1 “Terpdda tov Ilepoumc”. 'Etot, onuovpyeiton n Tpdtn Kopmovio pe
pumovlovKt kot pmayAapd. Avtoi ol téooepig givat: o Mdapkoc Bappaxdapng, o Avidvng
AgMag, o Mrdtne kot o Xtpdtoc IMayovutlng. Amd tOTE N WKPOAGLOTIKY] GYOAN TOL
peuméTicov apyilel va vmoywpel kot emikpotel 1o “melpaidtiko” peunétiko. Ot peuméTed,
oyd-oryd Pyaivouv amd to oteEVA TAaicl TOV TEKE KO TNG GLAOKNG Kot epgavifovtol o
taPépvec, apyikd ¢ mAavodior povowkoi. To 1938 emPdiietar omd 10 KaOEGTOS TOV
Merto&d Aoyokpioia. To mepleyOUevo TV PEUTETIKOV TPAYOLIIDV OAAACEL OVOYKOGTUKA.
Ot avapopég 610 YaGio1, GTOVG TEKEDES KOl GTOVG VAPYIAEDES EKAEITOLV.

H 1otopia T00 pepmétikov tpayovdov mepviel o€ dAAN @don pe 10 Booiin
Toutodvn, o omoiog koaAeiton va to “eevyevicel” kot vo 10 amokafdper amd Kabeti
TPOCTLYO Kot “yopunio”. Avtd mov katdeepe o Tortodvng, Bydloviag to Aaikd Tparyovdt
and 10 mepplo, OTOL TO £lyov TAEEL TA “OVTIKOWVOVIKA KOt 0vOTOAITIKA oTOoKEln TOL,
NTav va 10 eVTAa&eL o€ pio VEN KOVMVIKT TPAYLOTIKOTNTO: TNV avaTtéALOLGa vEL TAEN TG
petamorepikng EALGSaG, 10 LTIKO TOMTIKO TPOCAVATOACUO KOl TO OGTIKO OVEPO GTO
omoio mpocdokd va evompotwbel pio BoA epyatikn TéEn, mTOL GTA TPOCHOMIKG KoL
KOW®VIKA TNG ad1EE000 KOTAPEVYEL GTIV OVELPOPOVTAGIN TOL £EMTIKOV KOl GTO ATIAUGTO
ovelpo.

O Tourovng, eKTOG amd TOV £EELPOTAIGUO TOV KAUAK®Y TOV, TOV GLVOVOGE KoL
pe v emPoin “evpomoikov” kovpdicpatog o610 pmovlovkt (gykaTtoAeimoviag To
avatoAitika Topadostokd “vtovlévia”), £pepe kot va vEO VQOG Tan&ipatog pe ypyopes
TEVIEG KOl YKAIoAVTL. AvTo NABE va avTumapaBéoel ) 0egloteyvia TOV 6T AT Kol KOPTN
“mevid” g mEPAIDOTIKNG Koumaviag tov BapPoaxdpn. Enpoavtikny vmp&e emiong m
GUUPOAT] TOV GTOV EUTAOVTIGUO TNG OPYNOTPOG LE VEN MYOoYpOHaTe (OKOUN Kot Tdvo),
evo eméPoie Kot TO aKOpvTeEOV ¢ Opyavo tng Koumaviac. [Ipdsbece oniadn dpyava mov
Npdav va Tovicouv Kot vo cePayicouy TO TEPAGHO GE Pio GUYKEPACUEVT KOl “OPHOVIKN™
povoikn ypaen. Kawvotopog vimpée emiong kot 6Tty momtikn SoUn TV Tpoyoududy TOL:
Yo TpOTN QOpA M TWOPAOOCT TOL PEUTETIKOL OTOUOKPVVETOL GLVEWNTA Ond TIg
TaPAdOGLOKEG POPUES TOV dioTiyov Kot TG opotokatain&iag. Emonponotel kot yevikedet
T0 pOAO TOL PEPPEV PECO GTO TPOYOLOL, EVM OV givol omdvia Ta onueion OTov emPaAiet
LEIKTA OTLOLPYIKA GYNUOTO, TOL OKOAOVOOOV TIG TP®TOTLTIEG KOl TIG OMPOGUEVES
aAAayég TG neAwodiag. Me tov Tottodvn 1o pepmétiko yiveton TAEov “téxvn” Ko pnéN ne
™V moapdooon apyilel va yivetal opatn.

Xmv odekoetio tov 1950 eppaviCovtor véor TpayovdioTtéc Om®G O XLTEAIOG
Kalaviliong, o I'pnyopng Mmbwkotong, n Zompia Mréidov. To peunétiko Ppioket
amynon o€ 6ho Kot HEYOADTEPA CTPOUATO TOV TANOVGHOV. AVt €yl OC AMOTEAEGHO VL
enektafel n Oepatoroyio Tov  (EUPAVION APYOVTOPEUTETIKOV) Kol Vo 0AAAEOVY 01 YMDPOL
0TOLG 0ToioVg aKoLYOTAY. OTTMG YOPAKTNPIGTIKA AVOPEPEL O lmavvidng, «XopaKTNPIoTIKO



QOVOUEVO €ival TO OVOLAGTIKO TEAOG 0TV oL Alya xpdvia Py elyxe BewpnBel wg “mnyn
Cong” yio T VEOEAANVIKY] LOVGIKT): TOV OGTIKOV Adikol Tpayoudiov. O Bavatog ovtodg Tov
PEUTETIKOL OQEIAETOL KAT  OPYNV OE YEVIKOTEPT KOWOVIKT avadidpOpwaon, 6Tov 10 Adikd
“kovtovkt” (1 “1exéq” KAT.) petatpénetal o€ “Adikn tafépva” ( “to pmovlovkin’). Xe
avtd TOV YOPO Tpaypotomoleiton M TPOTN “eBvikr] cvpeiioon” tewv NeogAnvov
SLUEGOV TNG HOVOIKNG pe TNV omoia dtackeddlovv dAot pali to Bpdota, kKabmg kot pio
WOtV “KoTdpynomn Tov TaEEMV”, Tov odnyel OU®G Gt “HOVGIKY TpoAeTaplomoinon”
TOV UEYOAVTEPOV HEPOVLG TOL A0V, AVEENPTNTMOG KOWVOVIKNG OoTPOUAT®OONG . AVTO,
BéPara, dev onuaivel 6Tt Kol pHEGO GE LT TN dLdIKAGIo “KABoPoNS” Kot AGTIKOTOINGNG
dev gppaviovtal ToAd onuavtikoi povotkoi: 0 Mavoing Ximng, omovdaio deEl0Téyvng,
avarapPavel va Eevaynoel Toug vEOKOTOVS 0GTOVG OTIG Hodes Tov €Em KOGUOV, €V O
INopyog Zoumnétog ko o INdpyog Mntodkng 6o ddcovv 6to ANiKO TPOyovOl TOV
amopoitnTo AVPIGHS Kot TNV Kavtadopikn oldoeon.

Ot 1petg avtol TaAavtovyol cvvOETEC, OAAG KOl KOVOTOTOL TPAYOLOICTES KOl
povoikol Tavtdypova, mpoetolndlovy 1o £0apoc Yo To Xatliddkl kol to Oeodwpdxn.
Avtol Ba meploptoTolv 6To POAO TOL GVVOETN, emPAAlOvVTag OU®MG HE TNV WO10QLI TOVG
Kot TPOS TN O1KN Tov KatevBvvon o Kabévag, 1o €100g mov opictnke g “évieyvo Aaikd”.
Me dutikr] povcikn moudeio, TPOPAAAOVTAG OUMC TO OUTNWO TNG EAANVIKOTNTOG, LEGO GE
pio véa Kowmvikn Tpaypatikotta, wtoppudun kot petafatikn], deomolovy ot dekaetiol
0V 60, cuVOLALOVTOG TO “EAaPPO” SLTIKOTPOTO TPOYOVIL e GTOLYEID OO TO PEUTETIKO.

H mepiodog mov dvoie pe v gpedvion tov MmntAg kot €KAEIcE pHE TIG
pornTkég e€eyépoelg Tov “68 amotelel pio and TG MO YOVILEG EMOYES, GE O,TL APOPA TNV
dpon TOV KOWOVIKGOV oLuPdcewv Kot T YéveoN MOG  HOPONG  TOMTIGHKOD
pLLoomacTIcHoL Yo T dvTkég Kowvwviec. H EALGda dev amotéhece e&aipeon. H pnén
avt Eekivnoe amd TV amodoyn Kol OIKEOTOINoT VOGS VEOU LOVGIKOV 1OIMUOTOS (POK EVT
POA), YPNYOPO OLMG EMEKTAONKE GTIG OTOUIKES GLUUTEPLPOPES (LLE EULPACT OTIG GYECELS TMOV
000 OAMV), 6T GLAAOYIKN £KEPOCT] OAAA Kot YeviKOTEpa otnv aucOntikn. [HapdAinia
gyyopleg dmuovpyiec, o0mwg o Emrtdapios tov M. Ogodwpdkn 1 10 Doptyyo tov A.
Yafpomoviov, OV EGAYOVV EKPPOCTIKEG KOLVOTOWIEG, €XOVV WEYAAN OmNYNon oIV
Kuplog veoraio TG emoync. Mia véa yevid GuVOETOV KAVEL TNV ELEAVICT TNG, OT®MG ot M.
AoiCog, X. ZEapydkog, I'. Mapkdmovriog k.G., €vo Kovovplo Hovolkd €100g yvopilet
avamdvieyn emtvyio (“Néo Kopa”), evd kot 10 Aaikd tpayovdt cuveyiler m “ypvon”
EMOYT TOV.

OLec oxeddv ot eEeMEEIS avaKOTTOVTOL GTO TEAOG TNG OEKOETIOG e TNV EMPOAN
oo TN CTPATIOTIKN YOUVTO UG GTVYVIS AOYOKPIGIOG, TOV OVATPETEL TNV TPONYOOUEVT|
nopeia. H amokatdotaon tng dnpokpatiog onpotodotel v amdAvtn waviodvvopio Tov
TOMTIKOV Tpayovdlon, o€ pio oxeddv povouept| avamtoén. H éviovn molttikomoinom tng
EMOYNG EVIOYVEL LOVOIKEG TPOTAGELS UE GOPEIG TOMTIKEG GUVONANDGELS, EVA KOl 1] LOVOIKY|
Bropnyavia avartocoetan xoapalovtag o Stk NG TPOTLMO. XTIG CNUOVTIKOTEPES TAGELS
mov gpeavitovrar mpémel va onuelwbovv n avaPimon tov PEUTETIKOV TPOYOLSIOD TOV
amoktd poalikdtepo axpoatnplo (Kvpimg pe ) Bondewa tov I'. Ntaidapa, X. Aleéiov K.4.).

0 Jmavvidng I, «Ztn petamorepkhy EAAMGSw», 610 évBeTo e epnuepidag Kadnuepwi Entd Huépec
pe yevikd titho Movoiki kar Iolitixn, Kuplaxn 13 Tavovapiov 2002, oei. 30.
1B, Todumpag T'., «To elnvikd Tpayoddt petd tov ITodepo», oto: Ipayag N., k.6., Téyvec II:
Emoxonnon EMnvikic Movoixrg kou Xopod, 1. T, exd. EAIL ITatpa 2003, ce). 456-65.
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Téhog, M emoyn petd 10 *75 koBpePTiotnke ©T0 ANIKO TPOyovdt omdAvTa.
[owitepa 1 onuepvn: €vag KOGHOG OV avalnTd TaVTOTNTO, TOL EMNPEAlETAL OGO TOTE
Ao TNV TOYKOGUO, KOVATOVPO, TOV aTeVILEL TNV OwKoLUEVT péca amd v pkpn 08ovrn. H
enoyn G amoBiémaong g ekovag, eKQpAleTal Pe TAEOV YAOQLPO TPOTO GTO TAPOV TOL
Aaikov tpayovdiov. o avtiv v emoyn eivar 6HGKOAO Kot vopig vo [MANGovpE, Yioti
ot 1 emoyn| ipoote gpeic!

Yopmepaopato

Yto éAn tov 19°" adva, 10 Aooypa@ikd evOQEPOV GTPAPNKE GYESOV
OMOKAEIOTIKA 7POG OTONmoTE Qovotay vo emPefaidvel 11 Pactkég mapadoyes g
eMVIKN g €Bvikng 1deoAoyiog yo Tig pilec ™G eAAnvikng kowoviag. Ta Poacucd
YOPOKTNPIOTIKG TOL EAANVIKOL £€6voug avalntOnkav oTIC TOMTICUIKES EKQPACELS Kol
TPOGAOPICAY TOVG OPOVS TPOGEYYIoNG Kot UEAETNG TOV ToATicpov. 'Etot, 10 kAépTiKo
TPUYoLOl OMEKTNOE TEplomtn BE0M 6TO 0WKOdOUNUO TNG EAANVIKNG Aaoypagiog, KaOdg
aQPeVOS OMOTEAOVGE TPAYOLOL TOL OYPOTIKOD YMPOL KOl OPETEPOV UECH OO OVTO
eEVIOYLOTAY TO 10€0A0YNHO TNG Olapkolg oavtiotaong otovg OBwpoavovs. [TAnpovoe,
emopéves, TG Bewpntikég mpobmobéoelg wote va avoybel o aviikeipevo AooypoeiKng
TapaTNPNOoNG Kot £pguvag. Avtifeta, to pepumétiko tpayovdl, g kat’ eEoynv detypa tov
OGTIKOV TOAMTIGHOV, Top’ OA0 TOL KOWVE VAIKOTEYVIKE YOPOKTNPIGTIKE TOV UE TO ONUOTIKO
TpOyovdt, dgv kivioe 10 evdapépov tv EAMvov Aaoypdeov kot koAveOnke pe éva
TEMAO GLOTNG, OTAV OEV OVTIUETOTIOTNKE OC £KQPOCT TOV LRTOKOGHOL, EEVIKNG Kot
UAAIOTO AVOTOAITIKNG/TOVPKIKNG TPOEAEVLONC.

Ev xatokAeidly, to véa kowovikd Kot TEYVOAOYWKdE dedopéva TOGO NG
LETOETAVOGTATIKNG TEPLOOOV, OVUPOPIKA HE TO OMUOTIKO, OGO KOl TNG METOMOAEUIKNG
TEPLOOOV, OVOPOPIKE HE TO PEUTETIKO TPOYoUdl, NTav €Kelvo OV OTEPNGAV TN
AertovpykdTTo Kot TV 600 E10MV Kol 0dNYNoaV 6TOV 0VG1aoTIKO 0dvatd tovg. To uévo
MOV amépewve NTav, omd TV pio TAELPE, KOTOlEG emTLUYNUEVEG M Un Tpoomdbeleg
avafioong v 0OV Kat, ard TV ALY, T VPPISIE TOVG TOV KLPLUPYXOLV GNUEPO: TO
A0iKO Kot To £VTEXVO TPOYOLIL.

Bipioypagia

Apapyavvakng I'., «Anpotik Movowny», AMupe oty Exmoidsvtiky EAAnvikn
Eykvriomaioeio, 10106 28, ‘OLatpo, KIVNUOTOYPAPOS, LOVCTIKY|, ¥0pds’, Exdotikn AGnvav,
ABnva 1999, cel. 100-4.

Avoysovakng ©., «a 1o pepumétiko tpayovow, oto: Xoiot I'k., 4dpduog yia to
PEUTETIKO KOL GpOpa yio. TO peumétiko tpayovor omd tov Elnviké tomo (1947-76), €.
Ntévil XapBev, Atuvn EvPoiag, x.x., oei. 184-200.

Avayeioavakng @., «To yeveahoywd O€vipo evog povowoO», Aaoypapio 29
(1974), cel. 104-106.

Apayodung M., «To poemavacTaTikd dNUOTIKO TPayoHdL: KATAYPAPES, OPYOvVOy,
oto: I'payag N., k.4., Téyveg Il: Emorxonnon EAlnvikng Movoikng kou Xopod, t. T, €xd.
EAITI, ITatpa 2003, cei. 174-6.



, «To peumético Tpayovdl: LOVCIKOAOYIKA oTotyeio, oto: I'payag N.,
K.0., Téyveg Il: Emoxonnon EAAnvikng Movoikng kou Xopod, 1. T, exd. EATIL, Tlatpa 2003,
oeh. 328-30.

Ioavviong I'., «Z petomoiepkry EAAGOo», oto évBeto g epnuepidog
Kabnuepwviy Entd Huépeg pe yeviko titho Movoikn xou Ilolitixn, Koprokn 13 Iavovapiov
2002, oe. 29-31.

Aékkag A., «Kavtada kol Adikopeumétiko», oto: I'payoc N., «k.&., Téyves II:
Emoxonnon Elnvikns Movaoixng kou Xopov, 1. I, exd. EAIL ITatpa 2003, ceA. 315-8.

TCaxkng A., «To wAéptiKo Kot TO PeuméTiKo Tpayovudt: ebBvikol pvbor ko
Aooypoaewés avalnmoeigy, oto: I'payog N., «.6., Téyves Il: Emoxornnon EAAnvikng
Movaoikng ko Xopod, 1. T, exd. EATIL ITatpa 2003, oeh. 293-301.

Todumpag I'., «<Epedavion kot kabiépwon g diokoypapiog: amd T Mikpaclotiky|
Kotaotpogpn éwg v Katoyn», oto: I'payag N., «.&., Téyveg I Emoxornon EAAnvikng
Movaoikng ko Xopod, 1. T, exd. EATL ITdtpa 2003, oel. 432-46.

, «To EAMvikd tporyovdt petd tov IloAepon, oto: I'pdyoag N., k.4,

Téyveg 11: Emoxonnon EAAnvikng Movoikng kar Xopod, 1. T, exd. EATL ITatpa 2003, cel.
447-72.

111



IHEPIEXOMENA

| OPXHXEQY OYEIX

Anna Lazou:

The Contemporary Value of Orchesis — A Tribute to Evanghelos
Moutsopoulos oel. 7
[lodvva Mdactopa:

H 0pynon o¢g KOGHOLOYIKOS UVTIKATOTTPIOROS  eeveerens oel. 13
Nektarios Yioutsos:

Ancient Dance Research: In search of a methodology ... ogh. 19

Xtéhda Aovka:

H napovoia Tng 1é(vns Tov yopov otnv Apyaia EAAGoa ... cel. 29
Nektdprog ['ovtoog:

Xopor Aatpeiog Tov [lava ko tov Nopeov - L. oel. 41
Stephen Evans:

“Molmip” and metrics in the performance of Homer ... oeh. 59
Anna Lazou:

Beyond Dance: The Philosophical Perspective in Investigating Ancient
Greek Dance oeh. 85

Avva Adlov:

Dopog — exdiknon — Oepoaneio: pua avOpOTOPILLOGOPIKT TPOGEY VLG TOV
TPAYIKOV X0poV 610 mapadeypa Tov Evusviooyv ... oeh. 95

Il AGAHTIKH AT'QI'H KAI ITAIAEIA

lodavva Mactopa:

H xoiépyera g oodntikic mardeiog péom g adinong
Kov g épymons oei. 105



Kootoag Kaioydvng:
H $M\En mpog To KGALOG TOV avOpoOTivov cOpOTOS ... oel. 117

loanna Mastora:

Modern Dance Evaluation .. oel. 125
Nikog Xovtag:
[AdTov ko 00inTIopOG: puo OswpnTikn Tpocéyyion ... oer.137

[lodvva Mdactopa:

O aoOnTikég a&ieg Tov apyaiov EAAviKoD k6cpov pe avagopd 6to
Olopmoko 10emoeg ....o€A. 151

loanna Mastora:

Cultural and Pedagogical Dimensions of Ancient Olympics ...og\. 157
Ovoveprog Iavroyidvvng:
O «pn0og» TV onuicpévey adinto@v oty EAlnvikn apyodétyra

....... oel. 167
Kootog Kaiayavng:
Awtpogn kou doknon oto Inmokpdrewo épyo Ll oel. 179

IMMAPAPTHMA
EPEYNHTIKEX EPTAXIEX:
HOIKH - AIXOHTIKH - AAOT'PA®IA - ITAPAAOXH
Buotgyvoroyio, aro0nTikn Kivnelorloyio kot avlpomToroykl @rroco@ia

loavva Méotopa L oel. 187

Xopog kan Pepretoroyia

Ipnyopng Apaxoémovroc L oer.191

Ancient Myths, Traditional Civilization and Contemporary Dance Theatre

Anna Lazou oel.199
113



Apyaiog Loyrog EAAVIKOG poV61IKOG TOMTIGNOG KL 1] ETLPPOT] TOV GTOV
HoVG1KO ToATIop6 TS BulavTtivijc AvTokpaTtopiag Kol 6TOV HOVGIKOOE®PNTIKO
oTOY OGN0 TOV Apapov.

Avopovikn Mootopéxn L oel. 219

H Acoypogio amévavtt 610 SNUOTIKO KOl TO PEPTETIKO TPAYOVOL

Avopovikn Maoctopéxn L oel. 227

Xopoi ko mapaddcels g Zakxivvhoo

lepyo¢ Bovotogc . oeh. 239

H napadoocroxn yovaikeia gopeoid tov Maptivoo

ABavoocia Kapdra-ITatcdytovvn oel. 253



