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Mepiexopeva

Eioaywyn
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AyannToi gilol,

Me oeBaopd kar aioBnua eubivng anévavr otn diaxpovia Tou e\-
AnvikoU noAitiopoy, n levika AigdBuvon Apxaiothtev kar MolimoTikhg
KAnpovouidg tou Ynoupyeiou MoAitiopod kar ABAntiopol Siapop@ad-
VEI TIG NONITIKEG YIa Tnv npooTacia kar avddei&n 1600 g UAIKNG 600
kal g duAng NOAITIGTIKAG kKAnpovopidg Tng xdpag pag. H ékdoon nou
Kpardre oTa XEPIa 0ag anotundvel evOEIKTIKA Tn MEXPI ohpePa Xap-
Toypdenon 1®v {ovTavdy noMTIoTIK@OV napaddoewy, €101 dnwg npo-
konter and v évrovn dpdon tng AietiBuvong Nedtepng MoAimioTikAg
KAnpovouidg. EGiua, npopopikég napaddoeig, xopoi, dpwdueva, pou-
oIkh, TPayoldia, KOIVAVIKEG NPAKTIKEG, aypodiarpopikég napaddoelg,
napadociakéG TEXVEG Kal TEXVIKEG, ouvBEéTouv €va 1d1aiTepa onpavTi-
K& KOMMATI TNG NOAITIGTIKAG PAG TAUTOTNTAG, TO OMOIO OPEIAOUME Va Ka-
Taypdyoupe kal va dnpioupyhooupe Toug Spoug petaBiBaong Tou oTig
ENOPEVEG YEVIEG.

MapdAAnAa, péow autol Tou eBvikolU nAouTou kar otn Bdon dieBvddv
oupBdoewy, énwg n XiuBaon tng UNESCO yia v Auln MoAimiorikA
KAnpovouid, pag diverar n duvardtnia SuvapIKAG CUMMETOXNG O €va
yévipo dieBvi «noAitiotiké» didhoyo pe GAAa kpdmn. XToug kaipoug
autolg, n avddeidn Twv oToIXeiwy nou evedvouv koivdtnteg, €8vn kal
Aaolg kpivertal 1Idiaitepa onpavTikh kar o NOAITIoUGG anoTeAel iowg 10
mio duvapiké nedio. lMpog tnv kateiBuvon autiv kal wg NPog TNV AuAn
noMITIoTIKA kKAnpovopid, apevdg npowbolpe duvapikd npog eyypagpn
oroug O1eBveig katahdyoug tng UNESCO oroixeia Tou eAAnvikol noAi-
TIopOU, APETEPOU UNOCTNPICOUME KAl CUMMETEXOUHE EVEPYA oE diadika-
oieg unoBoAng oToixeiwv and koivou pe AANAEG XWDPEG.

Yinv ékdoon auth Ba nepinynBeite and v Képkupa wg ™ Xio kai
ané v ‘Hneipo wg v Kpnatn, and 11 napaddoeig aidveyv 1ng Pak-
TIKAG TEXVNG wG Tn ouvapnaoTikn Aaikn téxvn tou Kapaykiéln. Xag

Dear friends,

The General Directorate of Antiquities and Cultural Heritage of the
Hellenic Ministry of Culture and Sports, imbued with respect and a
sense of responsibility towards the diachrony of the Hellenic culture,
develops the policies for the protection and valorization of the Tangible
as well as the Intangible Cultural Heritage of the country. The publica-
tion you hold in your hands delineates representatively the mapping
of the living cultural traditions that has been performed so far, as this
has resulted from the intensive activity of the Directorate of Modern
Cultural Heritage. Customs, oral traditions, dances, performances, music,
singing, social practices, agro-food traditions, traditional arts and crafts
comprise a particularly significant part of our cultural identity which we
must document and set the conditions for its transmission to the next
generations.

Simultaneously, through this national wealth and within the framework
of international conventions, such as the UNESCO Convention for the
Safeguarding of Intangible Cultural Heritage, we are given the opportu-
nity to participate fervently in a fruitful international ‘cultural’ dialogue
with other countries. In times like these the valorization of elements that
bring together communities, nations and peoples is considered particu-
larly important and culture serves perhaps as the most dynamic realm.
In this direction and with respect to the Intangible Cultural Heritage, on
the one hand, we vigorously promote elements of the Greek culture for
inscription on the UNESCO International Lists and, on the other hand, we
support and are keenly involved in the procedure of joint inscription of
elements together with other countries.

With this publication you will travel from Corfu to Chios and from
Epirus to Crete, from the time-honoured chanting traditions to the fasci-
nating popular art of Karagiozis. We invite you to join us and discover



kaloUpe va avakaldyoupe pali tnv GuAn noNimiotiki kKAnpovouid 1ng
X®pag pag, oe pia diadpopn nou dev ohokAnpdverar noté. Or oei-
deg Tng endpevng €kdoong hdn ypdgovral...

EAeva Képka
levikr AiguBdvipia Apxaioritawv

kai MoAmiorikiic KAnpovopidg

together the Intangible Cultural Heritage of our country embarking on
a journey that never ends. The next publication is already underway...

Elena Korka
General Director of Antiquities
and Cultural Heritage




Eicaywyn

"Hén ané 10 2002 n eAAnvikh noAiteia éxel uioBeThoel Tov 6po «duha
noAimotikd ayaBdy», yia va Beonioel 1n diagUilagn g noAImiopIkAg KAn-
POVOMIGG Nou PEXPI TOTE NEPIYPAPATAV WG «Napadooiakdg Kal oy Xpo-
vog Aaik&G noAImiopdey».

Yuykekpipéva, oto N. 3028/2002 «fia mv npooctacia twv Ap-
XQIOTATGV Kal ev YEVEl TnG MOAITIOTIKAG kAnpovopidg» (DEK 153 A/
28.6.2002) opilerar 61 «wg duha nohimioTikd ayaBd voouvial ekppd-
oelg, dpactnpIdTNTeG, YVWOEIG Kal NAnpo@opieg, 6nwg pubol, €Biua,
nPoQOopPIKEG Napaddoelg, xopol, dSpwueva, HousIKn, Tpayoudia, de&idTn-
TEG M TEXVIKEG Nou anoteolv papTupieg Tou napadooiakol, Aaikoy kal
Néyiou nohimiopoi» (GpBpo 2, nap. €).

Mepinou éva xpdvo apydrepa, onig 17 OkrwBpiou 2003, uioBetBnke
ané mv UNESCO n XiuBaon yia 1 Aiapiraén g Aulng MoAimioTikAg
KAnpovopidg - Convention for the Safeguarding of the Intangible Cultural
Heritage. H ZopBaon npoxwpd éva Bapa oe oxéon pe v eAAnvIKA vo-
poBeoia, anodidovrag npwrapxikn onuascia oTig KoIVOTNTEG-POPEIG TG
duhng noAITioTikAG KAnpovouidg.

‘Ero1, o10 dpBpo 2, nap. 1 1ng XipuBaong wg duAn noAimoTikh KAnpo-
vouid opilovTar: «olI MPAKTIKEG, avanapaocTdoelg, eKPPACEIS, YVOOEIG
Kal TEXVIKEG, KaBG kal Ta epyaleia, AvTIKEIMEVQ, XEIPOTEXVAUATA KAl Ol
NONITIOTIKOI X@POI NoU cUVOEOVTAl E AUTEG KAl TIG OMOIEG 01 KOIVATNTEG,
ol opddeg kal, kard nepintwon, 1a dropa avayvepilouv wg HMEPOG TG
NOAITIGTIKAG KANPOVOMIAG TOUGH.

H EAAGSa kipwoe ™ ZipBaon 1o 2006, eved péxpr omiypng (Mdiog
2018) éxer kupwBei ané 177 kpdn.

TéNog, olupwva pe 10 Mpoedpikd Aidraypa un’ apiBp. 4 «Opya-
viopég Ynoupyeiou MoAimiopol kai ABAntiopol» (®.EK. 7/A/22-1-
2018), yia mv e@appoyn otnv ENAGSa g AieBvoig XipBaong yia tn

Introduction

The Greek State has adopted the term ‘intangible cultural assets’ already
since 2002 with the intention of introducing the protection of cultural herit-
age that until then was described as ‘traditional and modern folk culture’.

More specifically, Law 3028/2002 ‘On the protection of Antiquities
and Cultural Heritage’ (Official Gazette 153 A/28.6.2002) stipulates that:
‘intangible cultural assets are the expressions, practices, knowledge and
information, such as myths, customs, oral traditions, dances, rituals, music,
songs, skills or techniques that constitute testimonies of the traditional, folk
and literary culture’ (article 2, par. V).

Approximately one year later, on the 17th of October 2003 UNESCO
adopted the Convention for the Safeguarding of the Intangible Cultural
Heritage. The Convention takes one step further in relation to the Greek
legislation placing emphasis on the communities—bearers of the Intangible
Cultural Heritage.

Hence, Intangible Cultural Heritage is defined in par. 1 of article 2, of
the Convention as: ‘the practices, representations, expressions, knowledge,
skills -as well as the instruments, objects, artefacts and cultural spaces as-
sociated therewith- that communities, groups and, in some cases, individuals
recognize as part of their cultural heritage'.

In Greece the Convention came into force in 2006, whereas so far (May
2018) it has been ratified, approved or accepted by 177 countries.

Finally, according to the Presidential Decree no. 4 ‘Organization of the
Hellenic Ministry of Culture and Sports’ (Official Gazette 7/A/22.1.2018)
the Ministry and in particular the Directorate of Modern Cultural Heritage
that falls under the General Directorate of Antiquities and Cultural Heritage
is responsible for the implementation in Greece of the International Con-
vention for the Safeguarding of the Intangible Cultural Heritage (UNESCO
2003). The same Directorate, as specified by the same Presidential Decree,



Aia@iragn g Auing Molimotikag KAnpovopidg (UNESCO 2003) ap-
pédio eival 1o Ynoupyeio MoNimiopod kar ABAnTiopoU kal CUYKEKPIpE-
va n AietBuvon Nedtepng Mohimotikig KAnpovopidg (AINEMOK), nou
aviikel otn leviki AiedBuvon Apxaiotatwv kai Mohimotikag KAnpovo-
piég TAATK). H idia AiedBuvon eivar eniong appédia, olugova pe 10
idio0 Mpoedpiké Aidraypa, yia Tov oxediaopd kal v epappoyh dpd-
oewv dlapiiaing Twv dulwy nolimioTikédv ayabdv nou eyypdgovral
oto EBviké Eupetipio Auing Mohimotikag KAnpovouidg tng EANGSag kai
otoug Karahéyoug nou npoBAénovrar otn oxetikh ZipuBaon tng UNESCO.

is also in charge of the planning and implementation of actions aiming at
the safeguarding of the intangible cultural assets that are inscribed on the
National Inventory of the Intangible Cultural Heritage of Greece and the
Lists which the relevant Convention of UNESCO has set forth.
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Auln MoAitioTikn KAnpovopid o€ katacTdoseig
‘EktakTng Avdaykng

Kard v 11n Xuvedpiaon g AiakuBepvntikng Emtponig tng Xip-
Baong g UNESCO vyia m Aiagiraén g Auing Mohimorikag KAnpo-
vopidg (28 NoepBpiou-2 AekepBpiou 2016, Aviig Aunépna, AiBionia),
Bpébnke oto No. 15 1ng Huepnoiag Aidraéng 1o 8éua g Auing lMo-
AimoTtikhg KAnpovopidg oe karaotdoeig ‘Exktaking Avdykng kar eykpiBn-
ke and v Emtponn.

H UNESCO é€xei noANég popég kAnBei va avranokpiBei o karaotd-
oeig Exrdkteov Avaykadv —eite Adyw évonhwv ouppdewy eite Aoyw pu-
OIK®V KATaoTpopov— kal €xel avanti&er Ixédia Alaxeipiong, aAAd kai
Aiebveig XupBdoeig yia v npootacia 1wv MoAmotikody AyaBodv ot
autég TIg nepintdoelg. Méxpr 1dpa, dpwg, 6ha autd agopolv Ta pvn-
peia, dnAadh v uliki kAnpovopid. H Andpaon 15 eykaividler pia véa
npoondBeia yia  diapiiaén 1ng AuAng MoAmotikig KAnpovopidg oe
nepintdoeig ‘Ekrakng Avdykng.

H EAAGSa BonBnoe kabopiotikd omv évapén tou Sialdyou, 6nwg
avayvwpiCetar oto okentikd g Andpaong 15, étav kard v 6n Xu-
vedpiaon (Mdiog/lotviog 2016) 1ng levikAg Tuvéleuong 1wv Kpardv-
Mepddv g ZduBaong yia v Auln MoNimotikh KAnpovopid (UNESCO
2003) npoéBn oe dnhwon {nTdvTag evioxupévn ouvepyacia pe Tig G-
Aeg ZupBdoeig UNESCO yia mv Mohimorika KAnpovopid, 1diaiépewg de
pe 1 ZipBaon yia v Mpootaocia 1wv Mokimotikdv AyaBodv oe nepi-
ntwon ‘EvonAng Zippadng (Xdyn 1954) kai kahdvrag mn [pappareia «va
dieukoAlvel nepaitépw oulntoeig kai ene€epyaocia g aiag tng duAng
noAImotikAg kAnpovopidg kar 1ng diapUiAa&ng tng oe nepint@oelg évo-
nAwv ouppdewv alAd kai Tou péAou TG oTn cupPIAiony.

H dpaompionoinon 1wv EAMvev Euneipoyvepdvov o XipBaon tou
2003 eixe apempia v ouvepyaoia tng Ynnpeoiag He TIG NOVTIAGKAG Ka-

Intangible Cultural Heritage in Emergencies

During the Eleventh Session of the Intergovernmental Committee of the
UNESCO Convention for the Safeguarding of Intangible Cultural Heritage
(28 November - 2 December 20 16, Addis Ababa, Ethiopia), the issue of the
Intangible Cultural Heritage in Emergencies was item no. 15 of the adopted
Agenda. UNESCO has been repeatedly requested to respond to Emergen-
cies -that may result either from armed conflicts or natural disasters- and
has developed Action Plans as well as Intemational Conventions for the
protection of Cultural Property in such circumstances. However, so far these
measures applied to monuments, namely tangible cultural heritage. Decision
15 lays the foundations for a new effort to safeguard Intangible Cultural
Heritage in Emergencies.

Greece played a crucial role in opening the discussion, as the rationale
behind Decision 15 has recognized, when during the Sixth Session (May/
June 2016) of the General Assembly of the States-Parties of the Con-
vention for the Safeguarding of the Intangible Cultural Heritage (UNESCO
2003) the State made a statement in which enhanced cooperation with
the other UNESCO Conventions for Cultural Heritage was requested, and
particularly with the Convention for the Protection of Cultural Property in
the Event of Armed Conflict (The Hague, 1954) inviting the Secretariat ‘fo
facilitate further deliberations and elaboration on the valve of Intangible
Cultural Heritage and its safeguarding in cases of armed conflict and its
role for reconciliation'.

The starting point for the mobilization of the Greek experts in the 2003
Convention was the collaboration of the Directorate with the communities
of Pontian origin that perform the Momoeria celebratory custom in eight vil-
lages of Kozani Regional Unit (which resulted in the inscription of the custom
on the Representative List of the Intangible Cultural Heritage of Humanity).
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Taywyng koivétnteg nou emiteAolv 1o €Bipo Twv Mwpdepwv ota oKT®
xwp1d 1ng Koldvng (éva and 1a anoteAéopara tng onoiag Atav n eyypa-
@n Tou €Bipou orov Avrinpoowneutiké Kardhoyo g AuAng MoAimiot-
kg KAnpovopidg g AvBpwndintag). H eneepyacia tou Aehriou Ey-
ypapng tou oroixeiou oto EBvikd Eupernpio Bonbnoe dote va wpipd-
oel otadiakd n aviiAngh pag yia 1ig duvardinieg tng Aulng MoAitioTikng
KAnpovouidg oe nepintcdoeig éktaktev avaykaov, dnAadn yia m duva-
pIKA nou kpUBel n emtéNeon oToixeiwy Tng oe 6,11 apopd otn Bepaneia
TOU TPAUPATOG EKMATPICHEMY Kal oTn SIATAPNON TNG CUVOXAG KOIVOTATMY
nou éxouv nAnyei and noAepikEg ouppdEelg n kal PUOIKEG KATACTPOPEG.

H «Ama duvapn» tng Aulng MNMoAimioTikag KAn-
povopidg kai n cupBoAn Tng oTnv npéAnyn cu-
Ykpoucewv kai nepiBaiAovTikev katacTpopwy,
kaOag kai oTnv évragn npoouyikev nAnOuopwv

H duAn noAimiotika kAnpovopid eivar n (@woa napddoon. O1 ¢popeig
TV oToIXEi®wV NG GuAng eival o dvBpwnol. H duAn kAnpovouid dev
ugpioTaral XwPig Toug POPEIG TNG. Ze NePINTOOEIG NONEUou, ol dvBpa-
nol eival 0 oTdxoG. Xe NEPINTWOEIG PUOIK®Y KATAGTPOPWY KTA., oI Av-
Bpwnoi eival 1o Tuxaio Bdpa. O1 peTakivicelg 1wV NANBUoU®Y, dnwg TIg
npokalolv ol néAepol, n KAIpaTikA akAayn, aAAd kal o1 oxedIaopéveg
peydAng kAipakag avBpdniveg napepBdoeig oto nepiBaiAov, oTig nué-
peg pag evieivovral. H pn oikeioBeAig -A n Biain- anopdkpuvon avBpd-
nwv and Toug apxikolg Toug Ténoug d1atapdocel Tn SUANOYIKA pvAN,
KaBdg o xdpog eival Eva and 1a «kolvwvikd nAaicia» péoa ora onoia
eyypdpetal n pviaun 1ev avBpdnwy. EmnAéov, n duln noAimorikh kAnpo-
vouid avayvwpileTtal wg 1éTola 4Tav CUYKPOTET KoIvOTNTEG, &Tav o1 dv-
Bpwnol dnhdvouy 6T eival koppdT ng TautdTnTdg Toug, &1l Toug Napé-
xel TV aioBnon nwg avikouv oe pia diakpiT opdda. ITig NOAEPIKEG ou-

The processing of the Inscription of the element on the National Inventory
helped our perception of the value of Intangible Cultural Heritage in emer-
gencies to gradually mature, namely the dynamics which are entailed in the
performance of its elements with respect to the healing of the trauma of
displacement and the preservation of the cohesion of communities that have
suffered from warfare or natural disasters.

The ‘Subtle Power’ of Intangible Cultural
Heritage and its Contribution to the Prevention
of Contlicts and Environmental Disasters, as
well as the Integration of Refugee Populations

Intangible Cultural Heritage is the living tradition. The bearers of its ele-
ments are the people. Intangible Heritage cannot exist without its bearers.
In the case of war, people become the target. In the case of natural disas-
ters etc. people are the accidental victims. Nowadays, population move-
ments caused by war, climate change, but also large-scale planned human
interventions in the environment are intensified. The involuntary -or violent-
removal of people from their original location disturbs collective memory,
as space is one of the ‘social frameworks’ in which people’s memory is
inscribed.

Furthermore, Intangible Cultural Heritage is identified as such when it es-
tablishes communities; when people assert that it forms part of their identity
which offers them a sense of belonging to a distinct group. In the armed
conflicts that took place over the past decades in Europe and the Middle
East, people’s identity -cultural, ethnic or religious- is at stake. We are



yKpoUoeIg Twv TeNeuTaiev OekaeTiwdv oty Eupdnn aAAd kar otn Méon
Avarold, n tautétnta -n noAimioTikA, n €BvikA, n BpnokeuTikA- eivarl 1o di-
agihovikoUpevo. BAénoupe kataotpopég pvnpeiov akpiBadg yia va e€a-
AeipBolv 1a ixvn piag etepdrntag, piag Tautdtntag nou Se yiveral ave-
kth and kdnoioug. H duAn noAimotiki kAnpovopid padi pe vy uAikn, otny
onoia anorundvertal, Bpioketal oto ordéxactpo.

Qoté00, dAa éxouv dlo SYelG.

H duAn kAnpovopid éxel pia tepdotia duvapiki, n onoia kaBiotd nheu-
p€g kal dYeIg Tng avandonacTo Koppdn onoloudnnote oxediou npOAn-
ging KIvdUvaeyv yia v ulikd kKAnpovouid. H idia duvapikh kaBiotd v
GuAn noAITIOTIKA KANPOVOUIG POVadIKA OTNV AVTIMETONION TWV TPAUMG-
TV nou npokuntouv and Tig ouykpouoeig. H emitéeon 1wv otoixeiwv
g Aulng KAnpovopidg ané npdopuyeg kai Eepilwpévoug éxel BonBa-
oel oto napeABSv v évradn Toug otoug véoug Ténoug dnou eykata-
o1dBnkav.

Avayvwpiovrag t Suvapikn ng Auing KAnpovopidg otnv avriperd-
MIoN TV TPAUMATIKGDY KATAoTAoE®V PETA TIG EvonAeg ouppdEeig kal Toug
eknatpiopolg (eite Adyw nolépwy eite Aoy kAipatikAg aAhayng), pno-
polpe va oupBdloupe otnv evioxuon Tng NONITIOTIKAG MOIKIAOHOPPIAG
Kal TNG €IPNVIKAG avacuykpdTnonG T®V KOIVOTATWY NOU EXOUV UNOMEPE]
ané Biaieg ouykpouoeig, diwypoug kar Eepilwpols. Tautdxpova, n yveod-
on QEIPOPIKADV NPAKTIKGDY dlaxeipiong Tou nepiBaAAoviog nou kpiBouv
ol npogopikég napaddoeig eival évag nolutipog odnydg yia vy ano-
TPOMA PUCIKWV KATACTPOP®V.

ZraupouAa-BidAu K. @wronouvAou
AreuBivipia Nedrepng MoAimiotikric KAnpovopidg

confronted with the destruction of monuments precisely because traces of
otherness, of an identity that is not tolerated by some must be annihilated.
The Intangible Cultural Heritage along with the tangible, material culture in
which it is expressed, is targeted.

However, every coin has two sides.

Intangible Cultural Heritage entails tremendous momentum, which turns
its various aspects indispensable for any risk management plan for tangi-
ble heritage. The same momentum renders the Intangible Cultural Heritage
unique in dealing with traumas caused by conflicts. The performance of
elements of Intangible Cultural Heritage by refugees and uprooted people
has helped in their integration into the new places in which they settled.

Acknowledging the dynamics of Intangible Cultural Heritage in coping
with traumatic circumstances following armed conflicts and expatriation
(either due to war or climate change) we can contribute to the reinforce-
ment of cultural diversity and peaceful reinstitution of communities that have
suffered from violent conflicts, persecutions and uprooting. On the other
hand, the knowledge of sustainable environmental management practices,
encompassed in oral traditions, is a valuable guide for the prevention of
natural disasters.

Stavroula-Villy K. Fotopoulou
Director of Modern Cultural Heritage

13



Karaokeuri Tou okeAerou evdg tpexavinpiod o Xduo (2013), (apxeio Mou-
oefou Naunnyikcdv kar Naurikesv Texvadyv Aryarou, pwroypagpia: K. Aauiavidng)

Construction of the skeleton of a trechantiri in Samos (2013), (archive of the
Museum of Naval and Maritime Arts of the Aegean, photo: K. Damianidis)




H Eulovaunnyikn Téxvn

The Craft of Wooden Shipbuilding

H vaunnyiki eivar pia 1éxvn nou e€ackeital otov eAANVIKS x@po and my
npoioTopikh enoxn. Anoteholoe pIa and TIG KOPUPAIEG EKPPACEIG TOU Te-
XVIKOU NONITIoHOU OTIG VAUTIKEG KoIvwvieg. And Ta avaokagikd euphpara
anodeikvUetal 10 UPnAS Texvikd eninedo Tng vaunnyikhg TouldxioTov and
tov 14o kar 130 aidva n.X. Méxpi toug npdtoug Bulavrivolg aicdveg (4og-
90¢) n vaunnyikh e€aokeital e SIaQopeTIKA TEXVIKA and &,Ti n onpepivh &u-
Novaunnyikh, eved eniong SIAPOPETIKA ATAV Kal N ypapun napaywyng. Map-
TUpieg NG peTdBaong oTn PECAIRVIKA vaunnyiknA, Nou Kupiapxei oTadiakd oe
SAn 1 Meodyelo, epgavilovral oe vaudyla and Tov o €éwg tov 11o ar-
@va. H napadooiakh Euhovaunnyikh nou epapudleral ohpepa nepiAapBa-
VEI OPKETA OTOIXEIQ and T PHECAIWVIKA QUTA TEXVIKA, SNwG eniong Kai noh-
AEG YEWUETPIKEG EPAPHOYEG OUOIEG JE AUTEG MOU KATAYPAPNKAY OTA NPE-
Ta gyxelpidia vaunnyikAg Kkard 1o npdto picd tou 150u aidva.

Mpog 10 1€Nog Tou 190U kai onig apxég Tou 2000 aidva n vauniyn-
on peydhwv E0Aivev okapdv napakudler kupiowg Adyw Tng epgdviong
TV atponAoIwy Kal 1wV oIdepévimy nhoiwv. Kab’ éAn m didpkeia tou
2000 aicdva, Ta akieuTiké okdpn Napapévouy Ta KUpISTEPA NPOIGVTA TMV
Euhovaunnyeiwy.

H yvaon g Euleiag kar 1diaitepa 1ev oxnudtev Kal TV 1810TATWY
nou npéner va éxel n vaunnynoiun Euleia, o 1pénog kar 0 xpdvog KonAg
1v E0Awy, n ene€epyacia Toug PETE TNV KOMA KAl N MPOETOIMACIA T®V
EGAwv npiv and Tnv KATAoKeUh eival YVOOEIG nou npoépxovTal and na-
Aaiétepeg enoxég. Or vaunnyoi yvwpilouv and v napddoon kai v
EMNEIPIA TOUG TIG OTATIKEG KAl UVAMIKEG KatanovAoelg nou Ba éxel 1o
oKAPogG nou vaunnyouv, nwg eniong kai Tov KukAo {whg nou Ba éxouv
1a &0Aa nou xpnoiponoioly, kai ol npooappdlouv avdhoya Tig diato-
pEG Kkal TIG ouvOEoEIG TNG KaTaoKkeung. |diaiTepo oToixeio Tng Téxvng &i-
val n eKTETAPEVN TUMOAOYIO TV OKAPE®Y, Nou cuvABwG aviavakAd Tig
SIapOPETIKEG XPACEIG, TIG TOMIKEG NAPAddOEIG, TIG PUOIKEG ouvBNKeg
K3Be neploxng kal GUOIKA TG aloBnTIKEG avTIAAYEIG.

Shipbuilding is a craft that has been practiced in Greece since the pre-
historic age. It was one of the principal expressions of technical culture in
maritime societies. Archaeological finds attest to the high technical level of
shipbuilding which was evident at least since the 14th-13th century B.C.
Until the early centuries of the Byzantine Era (4th-9th c.) the shipbuilding
technique as well as the production line differed from today’s wooden
shipbuilding practices. Evidence of the transition to medieval shipbuilding
that gradually prevailed across the entire Mediterranean is encountered in
shipwrecks dating from the 9th to the 11th century. The traditional wooden
shipbuilding that is applied today has assimilated several elements of this
medieval technique and also many geometric applications, similar to those
that had been documented in the early shipbuilding manuals during the first
half of the 15th century.

Towards the end of the 19th and at the outset of the 20th century the
shipbuilding of large wooden vessels declined mainly due to the advent
of steamers and iron vessels. Throughout the 20th century fishing vessels
remained the core production of vernacular shipbuilding yards.

The knowledge of timber and particularly the shapes and properties which
the timber designated for shipbuilding must contain, the manner and the time
of its cutting, the processing of the wood following cutting and its preparation
prior to construction have their roots in earlier times. Based on tradition and
experience shipbuilders are aware of the static and dynamic strain which the
vessel under construction will endure and also of the life cycle of the timber
they use; hence they adjust the construction cross-sections and joints accord-
ingly. A special element of the craft is the extended typology of vessels
that normally reflects the various uses, the local traditions, the environmental
conditions of each region and of course the aesthetic tastes.

Vernacular shipbuilding yards are found in many regions of the country
usually situated in coastal or lakeside areas. Logging timber for shipbuilding
purposes takes place even in mountainous and remote areas away from the
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Zuhovaunnyeia undpxouv oe NoANéG nepiox€g Tng EANGSag kal ou-
vBawg Bpiokovral oe napdAieg kar napalipvieg nepioxég. H uhotéunon
NG vaunnyikhg EuAeiag yiveral akdpn kal o€ OPEIVEG KAl ANOPAKPUOHE-
veg and 1 Bdhacoa nepioxég. H e€aopdhion kar diakivnon tng npcding
UANG yia v Eulovaunnyikn dnpioupyei enayyelparnkd diktua nou ene-
KTEfVOVTal OTIG OPEIVEG MEPIOXEG, OTA ACTIKA KEVTPA, AKOMN KAl O€ NEPIO-
X€G GAN®V x®wP®@V. YNdpxouv apKETEG OVOMAGIEG MOU apopPoUV TUNoug
1 €idn okagpadv. Or kipieg Tunoloyikég karard€eig yivovrar pe Bdon 1o
oxnpa g ydoTpag kai 1o €idog g 1oTiopopiag. H perddoon and yevid
oe yevid g Eulovaunnyikig 1éxvng yiverar akdun, doov agopd Tig na-
Pad0oCIaKEG TEXVIKEG, ME TN HOPPA Tng pabnTeiag.

Tnv npd™n dekaetia Tou 2 Tou aI®VA n PEIWON TWV KATACKEU®DV Kal
o 1pdénog nou eMAEXBNKE yia TNV €PAPHOYh TNG EUP®NAIKAG aMNIEUTI-
Khg vopoBeoiag oe eBvikd eninedo, dnhadhn emdotolpevn karacTpoPh
TV ANIEUTIKOV oKapV oe ouvduacpd pe dAAa npoBAnpara tou KAG-
Sou 10V kKapaBopapayk®dy, eixav wg anoTéAeopa n TEXvn NG KATACKEU-
fg E0AIvev okapdv oty EAAGSa va avriperwniel yia npdt gopd tov
Kivéuvo Tou apaviopou.

To Ynoupyeio MoAitiopoyd kar ABAntiopol Ta teleutaia xpdvia éxel
unaydyer otig npootareutikég npoBAéeig Tou N. 3028/2002 «epi
Mpootaciag 1wv Apxaiothtev kai ev yéver g Mohimonikig KAnpovo-
pIdg» noANG okdpn kabwg kar napadooiakd kapvdyia. Ta teleutaia
xpovia pe npwroBoulia g AieiBuvong Nedrepng MoAimorikig KAnpo-
vouIdg, ekT6G and Tnv NpooTacia TV Napadosiak®y OKAP®DV Kal T®V
napadooiakdv Eulovaunnyeiov, 1I81aitepo evdiapépov emdelkvUeTal yia
1 Snpioupyia IxoAng Mabnreiag oty Eulovaunnyiki 1éxvn, npokeipé-
vou va eknaideutolv véor Euhovaunnyoi kal va avadeixBei n duvardin-
10 d1a@UAaéng g 1€XVNG o€ €va OUYXPOVO OIKOVOMIKS, KOIV@VIKS Kal
noAImiopiké nepiBailov.

sea. The procurement and transportation of the raw material for shipbuild-
ing creates professional networks that extend to mountainous regions, urban
centres and even other countries. There is a variety of names that correspond
to different kinds of vessels. The main typological classifications are based
on the shape of the hull and the type of sails. The transmission of the craft
of wooden shipbuilding from one generation to another, as far as traditional
techniques are concemed, is achieved through the method of apprenticeship.

During the first decade of the 21st century the decline in the number
of constructions and the measures adopted in order to implement the EU
Common Fisheries Policy at national level, namely the subsidized destruc-
tion of fishing vessels, in conjunction with other challenges shipwrights are
faced with, have brought for the first time the craft of wooden shipbuilding
in Greece on the brink of extinction.

The Hellenic Ministry of Culture and Sports has applied the Law
3028/2002 ‘On the Protection of Antiquities and Cultural Heritage’ in
cases of several vernacular wooden vessels as well as traditional ship-
yards. Over the past years on the initiative of the Directorate of Modern
Cultural Heritage, special emphasis is placed, apart from the protection of
the traditional vessels and vernacular shipbuilding yards, on the establish-
ment of a Vocational School of the Craft of Wooden Shipbuilding in order
to train young shipbuilders and safeguard the craft within a modern eco-
nomic, social and cultural environment.

To npcdto o1ddI0 g KaTaokeung Tou okeAeTou evdg kaikiod otnv KdAuuvo (1999), (ap-
xefo Mouogiou Naunnyikedv kai Nautikesv Texvedv Aryaiou, pewroypapia: K. Aauiavidng)

The first stage of the construction of the frame of a boat in Kalymnos (1999), (archive
of the Museum of Naval and Maritime Arts of the Aegean, photo: K. Damianidis)
To Seurepo o1ddIo g KaTaokeurg Tou okeAeToU evdg kaikiod omv KdAuuvo (1999, (ap-

xeio Mouoeiou Naunnyixcdv kai Nautikedv Texvedv Aryaiou, pawroypaepia: K. Aauiavidng)

The second stage of the construction of the frame of a boat in Kalymnos (1999),
(archive of the Museum of Naval and Maritime Arts of the Aegean, photo: K. Damianidis)






O Apxwv lMowroydAing mg Ayiordmg Apxiemiokonng KwvoraviivounoAews
k. @etiog liavvakdkng, nAaiciwuEvog and xopd YaAtwdy (pwToypapik ap-
xefo Opoonovdiag ZuAASywv lepoyalrev EAAGSog)

The Archon Protopsailtis (First Cantor) of the Holy Archdiocese of Constantinople,
Fotis Giannakakis, among a chorus of chanters (photographic archive of the
Federation of Hellenic Chanters Associations)




H waAtikn téxvn (BulavTiva poucikn)

The Art of Psalm Singing or Byzantine Music

H gaAnikn 1éxvn (Bulavnivi pouoiki) g opB6doéng ekkAnoiag ano-
1eNei éva 1oxupd kpdua eAAnvikod Aéyou, puBuol kai péloug, cuvu-
PACPEV®V ME IBIOTUNEG TEXVOTPOMIEG KAl HOPPONOYIKA 1810paTa, nou
peTapépovral and otéua oe o1dépa. Lnpileral otn PvnPOTEXVIKA and-
doon Twv HEA®SIGV OTIG EKKANCIACTIKEG akoAouBieg kar anoteei éva
andé 1a onpavTikdétepa noAITiopikd ayaBd tou vedtepou EAAnviopod,
kaBwg oupBdaAAer otov autonpoodiopiopd Kkal TNV autoyvwoia Tou.

H paAtikn téxvn avantiooerar kar avadeikvietal ora peydia kévipa
g OpBododiag, 1o Oikoupevikd Marpiapxeio, 10 Ayiov Opog kai v
ExkAnoia g EANGSog. H kopupaia auth ékppaon tou eAAnvikoU noAi-
TiopoU d1adideral oe dAo 1o €Upog Tng avarolikhg Aekdvng ng Meoo-
yeiou kal oTig ohaBIKEG nepIoXEG pETAPEPHEVN O NOANEG YADOOEG.

Anpioupyoi 1wV €KKANCIAOTIK®Y PEA®V €ival ol EKKANCIACTIKOI nol-
nTég kal upvoypdgol. To Bepatoldyid Toug eival kaBapd eoprohoyikd.
Avihoilv 1o nepiexdpevéd toug and 1a 1epd Keipeva, 1o epniourtifouy pe
1a noikiha yeyovéra ng ekkAnoiaoTikng {wng kar To npoopilouv ano-
KA€I0TIKG yia Aeitoupyikh xphon. To eoptoAdyio kaAdnTer oAGkAnpo 10
€KKANCIAOTIKS €T0G Kal €XEl WG EMKEVIPO TO NAGXAAIO PUCTAPIO TNG
Ociag Euxapiotiag, n onoia cuykevip@vel TV ekKANCIACTIKA KOIVATNTA
v Kupiakn, Huépa ng Avaotdoewg tou Kupiou.

H noAunoikiAn acpatoypagia 1ng eopthg Tou MNdoxa diapopPavel T
ouloyn tng Okrwrixou, nou eivar BiBAio kaBapd YaAtikd, npoBailo-
viag 10 Baoikd yia v opBddoén opoloyia ocupBohiopd tng Oyddng
Huépag, mv aiwvidémnta. Tnv idia agpemnpia tou puotnpiou ng Oceiag Eu-
xapiotiag diarnpei kal o dANog opToNoyIKOG KUKAOG nou avapéperal
oe Baoikolg otabuolg Tou ekkAnoiacTikoU 16TopIKoU Xpdvou: decnoTi-
K€g, BeopnTopIKEG Kal E0pTEG TwV ayiwv. H upvoypapia Tewv eoptdv au-
160V, e€alpeTikd npwtdtunn, Siapoppdver dwdeka Tépoug, TIG cUANOYEG
Katd piva, 1ev Mnvaiwy, nou eivar kai autd BiBAia kaBapd Yahrikd. Exa-
TOVTAdeG NPwT&TUNOI UUVOI HE NOIKIAEG MOUCIKEG POPMEG Kal pE anapd-
MIAAO Aupiopd eppnvedouy kar avaliouv Ta napandve eoptoloyikd 0é-

The art of psalm singing or byzantine music of the Orthodox Church con-
stitutes a powerful blend of Greek language, rhythm and music, entwined
with distinctive styles and morphological idioms transmitted by word of
mouth. It is based upon the mnemotechnical performance of the melodies
in the services, being one of the most significant cultural assets of modern
Hellenism, as it contributes to its self-determination and self-awareness.

Psalm singing emerged and flourished in the major Orthodox centres, the
Ecumenical Patriarchate, Mount Athos and the Church of Greece. This utmost
expression of the Greek culture was spread throughout the eastern Mediter-
ranean Basin and the Slavic lands in numerous languages.

The creators of psalms and chants are ecclesiastical poets and hymnog-
raphers. Their subjects are purely heortological (meaning they are created
for the church masses). Their content is rooted in the sacred texts, enriched
with the various events of ecclesiastical life, and is intended exclusively for
liturgical use. The ecclesiastical calendar covers the entire liturgical year,
having as focal point the Paschal Sacrament of the Holy Eucharist, which
brings together the congregation on Sunday, the day of the Lord’s Resur-
rection.

The diverse Easter hymns have formulated the Octoechos, namely the
Book of Eight Tones that contains exclusively psalms and chants, stress-
ing the fundamental for the Orthodox Confession of Faith Symbolism of
the Eighth Day, which is the eternal life. The second heortological cycle is
also founded on the sacrament of the Holy Eucharist and pertains to the
main events of the ecclesiastical calendar year; despotic and theometoric
feasts as well as saints’ feast days. The exceptionally inventive hymnog-
raphy of these feasts comprises the twelve volumes of the Menaion (The
Book of Months, literally), one for each month, which is similarly associated
with psalm singing. Hundreds of original hymns in various musical forms
and with unparalleled lyricism interpret and analyze the abovementioned
heortological themes. On the other hand, thousands of music manuscripts
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para. Ané tnv dAAn nheupd, xINIGdeg pHousIKkd xelpdypaPa e NOIKIAOUG
peNoupyikoUg TUnoug kataypdgouy TIG HOUCIKEG autég napaddoelg. Ta
pvnueia autd, anoteAcdviag naykéopia noAITiopikh kKAnpovopid, npoka-
AoUv eni OEKAETIEG TO EVTOVO EMOTNHOVIKS EVOIAPEPOV.

Ta péoa diaopdAiong kai npodBnong Tou YaAtikoU €pyou eival ol noi-
KINEG AeIToupyIKéG CUAAOYEG TNG EKKANCIACTIKAG UMVOYPAPIag, Nou anote-
Aei iowg 10 onoudaidtepo dnpioldpynua g Bulavrivig Aoyorexviag. Mia
ouvonTikh pdAiota extiunon g npoogopdg Tou Bulavriou otov naykéopio
noNiImopd avadeikviel TE00EPIG KUPI®G ekPpdcelg: Toug vaoudg, T {wypa-
@ikA, TV noinon kai v Paitikh. Bidiké1epa, n PaAnkn pe 1a pvnpeia Tou
noinTikoy kai pouscikol g Adyou avadeikvUel TNV QUTOCUVEIBNGIA TKV KOI-
vavidv, dieppnveloviag a&ieg olkoupeviK®dY S1aoTdoewy, Snwg n dIKalool-
vn, n eAeubepia, o oeBaopdg Twv avBpwnivey SikalwPAT®y.

And pia GAAn dnoygn, ta Aeitoupyikd BiBAia ouvictolv otaBepoig
Seik1eg NG MVNPOTEXVIKAG PaATIKNG peB&dou oe ekreTapéva upvoypa-
PIKA keipeva nou PdAAovrar pe n BonBeia tou unoBoAéa Tou xopod, Tou
Kavovdpxou. Me v eupltepn évvola 1wv Aeitoupyikedv BiBAiwy, tétoia
Bewpoulvtal kal oI dIAPOPeEG HOUCIKEG EKSSOEIG, Nou xpnaoiponolodvial
kard képov, evd n Baoikh npakTikA eival n anoothBion 1wy PEADY, TNV
onoia ouoTnvel pe gykukAioug Tou To Oikoupevikd Matpiapxeio.

H petrddoon and yevid oe yevid ng PaATikag 1€xvng akoAoubei ou-
yKekpipévoug Tpdnoug pabnreiag. H kdpia kar anoteAeoparnkn popen
doknong kal eknaideuong €ival n TAkTIKA KAl aveANINAG CUMPETOXA OTO
Aertoupyikd épyo g OpBddoéng ExkAnciag. To eknaideutikd €épyo ka-
Bcdg kar n didpkeia pabnreiag kar ekpdBnong Tng PaATIKAG pnopolv va
karavonBoulv pévo edv yiver aviiAnnté 61 o1 diadikaoieg autég npé-
Mel va eival ouVUPACNEVEG PE T pinon and Tov €181k ddokalo, pdoTn.

Dopeig petrddoong eival ouciacTikd Aol ol vaoi, énou avadeikvi-
ovTal akdpn kal ohpepa MOANG oteAéxn TG YPAATIKAG TEXVNG, aANd kal
€PACITEXVEG MOU ME TOV TPpSNo Toug npodyouy kai d1adidouyv pe Tig did-
(POPEG EPYATIEG Kal TIG MENETEG TOUG TN onpacia kal Tn cupBoAfn authg
ng napddoong otnv nveuparikh kaAAi€pyeia tou NeoéAAnva. Malaid
napddeiypa o ouyypagéag ANé€avdpog Manadiapdving. MoAhoi and
Toug naaidtepoug kar vedrepoug diakekpipévoug EAAnveg pouoikolg
kal KaANITExveg unnp&av TAKTIKA PEAN TV EKKANCIACTIKOY avaAoyiwy.

in diverse types of composition record these music traditions. For decades
these monuments, being part of world cultural heritage, have been arousing
the intense interest of the scientific community.

The means by which psalm singing has been preserved and promoted
are the diverse liturgical collections of ecclesiastical hymnography, which
is possibly the greatest achievement of byzantine literature. A brief evalua-
tion of the contribution of Byzantium to world culture focuses mainly on four
forms of expression: the architecture of churches, painting, poetry and psalm
singing. More specifically, the great poetic and musical works of psalm
singing calls attention to the self-consciousness of societies, interpreting
ecumenical values, such as justice, freedom and respect for human rights.

From another point of view, the liturgical books function as consistent
signs of the mnemotechnic psalm singing method in extended hymnographic
texts, which are chanted with the assistance of the prompter of the choir,
the Kanonarchis. The various music editions, which are most often used, are
considered in the broader sense liturgical books, whereas according to
the circulars issued by the Ecumenical Patriarchate the main practice that is
recommended is rote learning.

The transmission of the art of psalm singing from one generation to an-
other conforms to specific modes of learning. The main and most effective
form of practice and training is the regular and unfailing participation in the
liturgical life of the Orthodox Church. The education as well as the duration
of the apprenticeship and leaning of psalm singing can be construed only if
it becomes clear that these procedures are interlaced with the initiation by
the special instructor, the mystic.

Every church is actually a place where psalm singing is being transmit-
ted to new generations of psalm singers. Cantors of great renown are
practicing the art there, but also amateurs who promote it and spread in
their own way, with the various treatises and studies they produce, the
significance and contribution of this tradition to the spiritual cultivation of
modern Greeks. A prime example from the past is the novelist Alexandros
Papadiamantis. Many distinguished Greek musicians and artists, either older
or younger, were also regular members of ecclesiastical choirs.



O Apxwv MpwroydAmg mg Ayiording Apxieniokonric Kovoravrivou-
néAewg k. Dastiog liavvakdkng, nAaiciwuEvog and xopd YaAtay (pw-
roypapiké apxeio Opoonovdiag ZuASywv lepoyalrev EAAGSog)

The Archon Protopsaltis (First Cantor) of the Holy Archdiocese of Con-
stantinople, Fotis Giannakakis, among a chorus of chanters (photographic
archive of the Federation of Hellenic Chanters Associations)




Seondler oe ASpo [pwroypapikd apxeio KaAAidnng Zrdpa)

Rural landscape in Kythnos with stone walls, terraces and a chapel that dominates
a hill (photographic archive of Kalliopi Stara)




AypodiaTpogikd npoiévTa ka1 aypoTiké Tonio
@G GuAn noAITIGTIKA KAnpovopid

Agro-food Traditions and Rural Landscape as
Intangible Cultural Heritage

H véa nepiektika aviiAngn yia v noAmoTikA KAnpovopid nou eioh-
yaye n ZipBaon yia m Aiapiiaén g AuAng lMNMoAmorikng KAnpovopidg
(UNESCO 2003) diver tv eukaipia yia T ouykp4Tnon NOAITIKQY yia Tnv
avdadeién Specwv Tou noAitiopol g kabnpepivig (whg. X1o nAaicio autd n
avdadeién g S1aTpoPIKAG KAnpovopuIdg kaBdg Kal Twv NONITIOHIKGY Toni-
WV TOU ayporTikoU xwpou anoteholv djo uPnAng npotepaidnrag oTéxoug
ouvdedepévoug pe TV epappoyh ng XiuBaong otn xdpa pag.

210 nAaioio autd, n AINEMOK éxer ndn ekteAéoer oeipd dpdoewy. Ev-
deIkTIKG avagépetal n eyypagn otov Avrinpoowneutiké Katdhoyo tng
Aulng MohimotikAg KAnpovopidg 1600 g Meocoyeiakig Aiarmag (and
koivoU pe AAAeg €81 xdpeg) doo kal g napadociakhg MacTixokaAhi-
épyelag ot Xio, aAAG kai n Snpioupyia g oeipdg Aiarpoikr [MoAiri-
orikri KAnpovopid mg EAAddag, o1o nAaicio g onoiag €xer hdn kukAo-
popnoel oe YPnPIakh POP@h o NPWTOg TOHOG, Nou eival aplepwWUEVOG
omv eAAnvikh nita (SiaBéoipog oto http://ayla.culture.gr/wp-content/
uploads/2016/12/DNPAAPK _Pites.pdf). H ceipd npdkeital va cuvexiotel
pe 1 Sedrepn ékdoon n onoia Ba eival agiepwPévn oTig NAoUsIEG apne-
Aooivikég napaddoeig kai 1a 1oTopikd apnehotéma g EANGSag (Nepéa,
Mavriveia, Zavtopivn, Zdpo, AiyidAeia, Ndouoa, Mecédyeia k.4.).

H Siarpogn kar 1a eAAnvikd napadooiakd npoidvra oxetilovial oxe-
36V pe OAeg TIg ekdNAGOEIG Tou avBpwnivou Biou kal NG KOIVGVIKAG
{whg wg PEPOG TNG CUAAOYIKAG QUTOYV®OIAG KAl TV TOMIKWY TAUTOTA-
1v. Epeig otoxeloupe oty avddein g aypodiatpo@ikig kAnpovo-
MGG (npakTikég kal yvadoeig yia v KaANIEpyela NG yng, Tn cuAAoyA,
napackeun, ouviApnon, katavdAwon g Tpo@ig, TG diIdpopeg oupBo-
AIKEG TnG XphoeIg) kal TV Napadooiakdy aypodIaTpoPIKGY NPoiévTwy
®G PEPOG MIag eupUtepng NoAITIoIKAG epneipiag BaBid pi{wpévng otny
10TOPIa KAl TN GUAAOYIKA UVARN T®V AYPOTIKAV KOIVOTATW®Y.

Eniong, piAodofolpe va avadeioupe 1a npooidia xapakTnPIoTIKA TV EA-
AnVIKGOY Napadooiakey TOMIKEY SIATPOPIKOV OUSTNUAT®Y, KUpiwsg g Aitd-
mrag Tou diatpéPeabal, G KOIVGVIKSTNTAG TOU GUMNOCIAGHOU, TOU EOPTACTI-
koU YAevTiol KTA., @G onpavTikd ouoTarikd TG VEOEANNVIKAG TautdTNTag nou

The new comprehensive notion of cultural heritage, introduced by the
Convention for the Safeguarding of the Intangible Cultural Heritage
(UNESCO 2003), gives the opportunity to formulate policies that highlight
aspects of daily culture. Within this framework, the promotion of culinary
heritage and the enhancement of cultural landscapes formed by agriculture
and/or animal husbandry constitute two high-priority goals associated with
the implementation of the Convention in our country.

In this context, the Directorate of Modern Cultural Heritage has initiated
several actions, such as the inscription of the Mediterranean Diet (jointly
with six other countries) and of the traditional Know-how of Cultivating
Mastic on the Island of Chios on the Representative List of the Intangi-
ble Cultural Heritage of Humanity, but also the production of a publica-
tion series titled Culinary Cultural Heritage of Greece, the first volume
of which dedicated to the Greek pies is already distributed in electronic
form (available at http://ayla.culture.gr/wp-content/uploads/2016/12/
DNPAAPK _Pites.pdf). A second volume on the rich viticultural and wine-
making traditions and historic vineyard landscapes of Greece (Nemeq,
Mantineia, Santorini, Samos, Aigialeio, Naousa, Mesogeia etc.) is ex-
pected.

Food consumption and Greek traditional products are associated with
nearly all expressions of people’s existence and social life, forming part of
collective self-awareness and local identities. We aim at drawing attention
to the agro-food heritage (practices and knowledge about the cultivation
of land, the collection, preparation, preservation and consumption of food,
as well as its various symbolic uses) and the traditional agro-food products
being integrated into a broader cultural experience, deeply ingrained in the
history and collective memory of rural communities.

Furthermore, we aspire to underscore the particular features of the tradi-
tional local food systems of Greece, mainly the frugality in food consump-
tion, the sociability of communal meals, banquets etc. as a core component
of modern Greek identity. Agro-food heritage can promote the country
abroad and highlight not just a dimension of modern Greek cultural experi-
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pnopei va anoteAéoel évav and toug npeoBeutég ng EAAGSag oo e€wrepikd
kai va avadeier 6xi pévo pia didotaon g veoe AANVIKAG NOAITIOMIKAG EMNEI-
piag, aAAd kar évav napndAaio Siaulo enikoIveVviag kal dopmong pe GANoug
AaoUg Kkal noAiTiopolg o OAa Ta pkn kal NAGT g yng.

Me npwroBouia ng AINENOK unoypdpnke npwtékohAo ocuvepyaoi-
ag (Mépriog 2016) peta&i tou Ynoupyeiou Mohimiopot kar ABAnTiopoU
kar Tou lewnovikou Maveniotuiou ABnvddy pe okond T cuvepyaocia Twv
0o popéwv yia tnv avédei&n Tou aypodiatpo@ikol nholdtou Tng EANG-
3ag (napadooiakd yewpyoKTNVOTPO®IKG NPOoidVTa, TEXVIKEG KAANIEPYEI-
agG Kal NAPAcKEUAG TPOPIM®Y, TOMIKEG YVAOEIG Kal napaddoelg K.d.) wg
GuAng noAImioTIKAG KAnpovopIde.

Apeoca ouvdedepévn pe v aypodiatpo@ikh NOAITIOTIKA kKAnpovouid
eival kal n avdadei§n Tou eANnVIKOU aypoTikoU Toniou ®G NOAITIOMIKOU
ayaBoul nou éxel diapopPwBei kupiwg and v kaANiépyeia Tou elaio-
Sévipou, g apnéou, Tou oitapiol. O ayopég, 1a naldpiq, ol NAareieg,
10 aA®dviq, ol Bpioeg kar o1 nnyég, 1a Tonikd cuoThpata Siaxeipiong Twv
PUOIKGOV NépwV (Bacwy, vepou kTA.), Ta navnylpia, ol yioptég pali pe Tig
Tonikég Siarpo@ikég ouvhBeieg kal napaddoeig cuykpotolv éva dikTuo
UAIKG@V Kal QUAGY MONITIOHIK@V EKPAVOE®Y NMOU CUYKPOTE( MAKPAIVEG
napaywyIkég Tautdtnteg ol onoieg apnvouv Babid anotunduara ot di-
audpewon TV Toniwy g unaibpou.

Y10 nhaioio g avédeiéng Tou Toniou wG nolimopikol ayabou, pe
npwtoBoulia tng EANGSag kar 1ng Kinpou, unoBAnBnke ¢pdkelog uno-
YnpiétnTag and koivol pe AANeg €€ XdPEG yia Tnv eyypapn otov
Avrinpoowneutiké Katdhoyo g Auling MoAimortikig KAnpovopidg mng
UNESCO g Téxvng 1ng ZepohiBidg, kabcdg or EepoliBiég anoteholv
npooidio xapakTPIoTIKG Tou EAANVIKOU aypoTIkoU Toniou Kai eival cuvu-
(PACPEVEG ME TNV NAPAYWYhH aypodiarpo@IK@V NPoidvTwy.

[S1aitepn pépipva emdeikvier n AINEMOK yia v avddeién tou pdiou
nou pnopei va diadpaparioer n TonikA NOAITIGTIKA kKAnpovouid oTig no-
AITIKEG yia Tn Bidoiun kar evdoyevi avdantuén e1dikd 1ev Aiydrepo ave-
NTUYMEV@V AYPOTIKQOV KOIVOTATV MEC® TnG avddeldng 1wy aypoTiKoy
KoIVOTATGVY WG Ténwv nou a&iel va yvwpioel kaveig, va toug Bidoer éxi
pévo wg toupioTikd agioBéata aAAd wg noAudidoTatn NoAITIOTIKA epnEl-
pia: va yeutei Tov Tonikd diatpodiké nAolTo, va nepnatoel 6To Tonio,
va ouppeTdoxel ota Adikd navnydpia kai TG YIOpTEG K.4.

ence, but an ancient channel of communication and interaction with other
peoples and cultures across the globe.

On the initiative of the Directorate of Modern Cultural Heritage a coop-
eration protocol was signed (March 2016) between the Hellenic Ministry
of Culture and Sports and the Agricultural University of Athens for the col-
laboration of the two bodies, so as to lay emphasis on the agro-alimentary
wealth of Greece (traditional agro-pastoral products, techniques of cultiva-
tion and food preparation, local knowledge and tradition etc.) as Intangible
Cultural Heritage.

The valorization of Greek rural landscape as a cultural asset that has
been shaped by the cultivation of olive, vine and wheat is also directly
associated with agro-food cultural heritage. The markets, the bazaars, the
public squares, the threshing floors, the fountains and the springs, the local
natural resources management systems (of forests, water etc.), the fairs, the
festivals together with the local eating customs and traditions constitute a
network of material and intangible cultural aspects, that comprise age-old
productive identities which have left their indelible imprint on the land-
scapes of the countryside.

Within the framework of the valorization of the landscape as a cultural
asset and on the initiative of Greece and Cyprus, a nomination file was
jointly submitted together with six more countries for the inscription on the
Representative List of Intangible Cultural Heritage of UNESCO of the art of
Drystone, as it constitutes a typical feature of the Greek rural landscape
and is inextricably interwoven with agro-food tradition.

The Directorate of Modern Cultural Heritage shows special interest in
underlining the role which local cultural heritage can play in setting up poli-
cies on sustainable development, particularly of the less developed rural
communities, through the valorization of their heritage, not just as tourist
attractions, but as a multifaceted cultural experience: by tasting the local
culinary wealth, walking across the landscape, taking part in the popular
fairs and festivities efc.



AAdvi om Anunrodva (rou Mnappnivn 1o aAdvi). Ta aAdvia, ekrdg and ovadikd
Seiypara ToMkAg yvaong (.x. KaTaokeuaoTIKnAg, LETE@POoAoyIKAg KTA.) kar aiobn-
TIKIiG, XapaKkmpilouv TO aypoTIKS noAImouIKS Tonio, kabwe eivar ouvdeSepEva e
MV NAPay@yIKA VAN Kai TauréTnTa Twv 16wV (poToypagikd apxeio AINETOK)

Threshing floor in Dimitsana (the threshing floor of Barbinis). Apart from unique
examples of local knowledge [e.g. on construction, meteorology efc.) and aesthetics,
threshing floors are characteristic of the rural cultural landscape as they are linked to
the productive memory and identity of the sites [photographic archive of DINEPOK)




O kapaykiolonaixing Kéorag Makprig oe napdoraon oro 3o AieBvég @eori-
BdA Oedipou Zkicyv, Mdrpa 2005 (apxeio rou MoAmortikod Opyaviopou Ar-
@ pou [larpewv)

Karagkiozopaichtis (Karagkiozis puppeteer) Kostas Makris performing at the 3rd
International Shadow Theatre Festival, Patras 2005 (archives of the Cultural
Organization of the Municipality of Patras)



To ©éatpo okikv

Karagkiozis Shadow Theatre

To Béarpo oki®dv eival pia Beatpikn napdoraon (kwpikh A Spapatikh)
nou eniteAeital ané éva pdoropa (kapaykiolonaixm) kai Toug BonBoulg
TOU, Ol ONOioI XPNOIPONOIOUY PIYOUPEG KAl OKNVIKG EQPE PE TNV evaAAa-
yh okidg kal pwrdg, Siahdywy, Xop@V Kal TPayoudiwy.

Mia napdotaon eAAnvikod Bedtpou okicdv anotelei Evav 1diaitepa
€UPUN cUVOUAOHS MOAAGDY EKPPACTIKDY péowy. Ta oevdpia npogpxo-
vrai and pia euputatn noikilia epeBiopdrev: 1oTopieg and v kabnuepi-
vh {wn, apnynoeig ennpeacpéveg and  puboloyia, Ta napapdBia, Toug
BplAoug 1 1ig napaddoeig, €pya 10TOPIKA h npwikd aAAd kai épya nou
epnvéovial and Tnv naykéopia 1éxvn (Béarpo, kivnpatoypdgo, Noyote-
xvia k1\.). Ta oevdpia autd (yipw ota 600 katayeypappéva épya xwpig
11 napalhayég Toug) éxouv éva okeNeTd, aAAG aphvouv peydAo nepi-
Bcdpio yia autooxediaoud.

O kevipikdg hpwag, o Kapaykiddng, eival évag pakévdutog kai neiva-
Aéog 10n0g, doxnpog, aypdupaTog kal ndupTwxog, aAAd karl kalokdya-
Bog, navéfunvog kar avundraktog. ANNeg ¢iyolpeg eival o Xar{naBd-
ng (yahipng kai cupBiBacTikdg, éxel ndvia kakh oxéon pe v e€oucia
kal ouxvd npoonaBei va BonBrcel Tov @ilo Tou), o KoAAnripng, o Ko-
npimg n XBoupag h Zkoprmidg kar o Mmipikékog h Mipikdykog n [Mitoi-
kSkog (ra naid1d Tou Kapaykiéln, 1a onoia éxouv avriypder Tov naré-
pa Toug oTa Texvdopara kai ofig pnayanovTiég), n AyAaia h Kapaykid-
laiva [n yuvaika 1ou Kapaykiéln, olvipo@og otn @1dxia, ahAd 6xi kai
oTig pnayanovTiég), o Ziop-Aiovioiog h Nidviog (évag euyevikég Eene-
opévog ZakivBiog apiotokpding), o Mnapunayidpyog (Beiog tou Ka-
paykidln, o onoiog avrinpoownelel Tov ayvd kar yevvaio ‘EAAnva nou
8¢ xapileral oe kavévav, olte kal otov avidid), o Zravpakag (évag Peu-
16paykag, katd BaBog eiAég 10nog), o ZoAoudyv (évag elnopog eBpai-
og éunopog), o Moppovidg (évag paviacpévog kal papéBpeprog epw-
10M\og), n MaconoiAa, Be{uponoiAa i MneonodAa (képn avricToixa Tou
nacd, tou Belipn A Tou pnén), o Maodg f Belipng (o onoiog avrinpoow-

Shadow theatre is a theatrical performance (either comic or dramatic)
enacted by a master puppeteer (karagkiozopaichtis) and his assistants,
who manipulate flat articulated cut-out figures (shadow puppets) and sce-
nographic effects aided by the interplay of light and shadow, dialogues,
dances and songs.

A performance of Greek shadow theatre constitutes an exceptionally
artful combination of many expressive means. The scenarios draw their
inspiration from a wide range of sources: stories form everyday life, narra-
tives influenced by mythology, fairy tales, legends or traditions, historical
or heroic works, but also works that have been motivated by world art
(theatre, cinema, literature etc.). These scenarios (approximately 600 have
been documented, not including their variations) are anchored in a core
idea leaving plenty of room for improvisation.

The main character, Karagkiozis, is a shabby and famished man, ugly,
illiterate and penniless, but at the same time good-natured, cunning and
defiant. Other characters are Hadjiavatis (cajoler and compromising, who
always maintains good relations with authority and often tries to help his
friend Karagkiozis), Kollitiris, Kopritis or Svouras or Scorpios and Mpirikokos
or Mirikogkos or Pitsikokos (Karagkiozis’ three sons who imitate their fa-
ther's trickery and knavery), Aglaia or Karagkiozaina (Karagkiozis’ wife,
his life partner in poverty, but not in mischief), Sior-Dionysios or Nionios
(@ courteous, downfallen aristocrat from Zakynthos), Barbayorgos (Kara-
gkiozis’ uncle, who represents the noble and brave Greek man who does
not mince words even when it comes fo his own nephew), Stavrakas (who
pretends to be a spiv — mangkas, but deep down is a coward), Solomon (a
wealthy Jewish merchant), Morphonios (a conceited and love-struck wimp),
Pashopoula, Vezyropoula or Beopoula (daughter of the Pasha, the Vizier
or the Bey respectively), Pasha or Vizier (who represents authority) and
Veligkekas or Dervenagas or Peponias (a person who enforces obedience
to authority).
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nevel 1nv e€oucia) kai o BeAnykékag h AepBevayag h lMendviag (o onoi-
oG avrinpoownelel 10 ekTeAeoTIkS Spyavo Tng e€ouaiag).

Yndpxouv kai noANG dANa npbdowna nou napoucidlovial h napeAau-
VOuv OTOV PNEPVTE avdAoya pe TIG avdAykeg Tou kdBe épyou, 1a onoia
oxeTi(ovial Ye TN OUyKeKPIMEVN napdotaon h pe PUBIKG A pe 10TOPIKG
npbowna. Eniong, epoavitovrar didwopa {&da, peydhog apiBudc oknvi-
KV BonBnpdrawv, kaBdg kar noikiAa oknvikd. ‘Evag kaAdg kapaykiolo-
naixmng éxer nepioodrepeg and 1.000 pryoupeg. H noikihia 1wv xapa-
kthpwv kal n eBvotonikh Sidotach Toug divel oto Béapa xapakthpa no-
AunoAimopiké. H pouoikh, {wvravi A payvnrogwvnpévn, naiCel eniong
noAy onpavriké pélo.

Zinv EANGSa o e€eAAnviopdg kal n agopoiwon g 1€xvng Tou Bed-
TPoU oKIdV oty viénia napddoon ogeiletarl kuping oto Mipapo, kah-
Aitexviké Peuddvupo Tou narpivol YaAtn Anpatpiou Xapdoulvn, o onoi-
og édwoe otov Kapaykié{n opiopéva and 1a no Baoikd xapakmnpioTikg
1ou. Me 1ig aAhayég autég 1o B€apa anéktnoe Oxi pévo eAAnvikS xapa-
kThpa, epdoov ouvdEBNke pe Tnv eAANVIKA 1oTopia kal napddoon, aAAd
peTaTPdnnke kal o€ €va OIKOYEVEIakS Kal dnpo@IAég BEarpo.

H 1éxvn Tou Bedtpou oki®dV Péxp! TNV gp@dvion Tou Kivnparoypdgpou
kar G TnAedpaong eixe NOAU pPeyAlo koivd, To ONoio CUPMETEIXE EVEP-
Y& ong napactdoeig kal cuvdlapdppwve 1a oevdpia kabiotdvrag 1o
B€atpo okicdv Aaikn dnpioupyia. Apydtepa, ouvdEBnke nepiocdrepo pe
veapég nAikieg, e10hxBn o1a oxoleia kal, 18iwg péoa and v nAedpa-
on, petatpdnnke oe naidiké Béapa. Ta teAeutaia xpdvia wo1éc0, avaktd
o1adiakd Tov apxiké XapaKTApa TNG Kal T EVAAIKO KOIVS TNG.

Zn d1ddoon Tou Bedrpou okIdY cuvieAei 1o oAoéva au€avdpevo ev-
Slapépov TG ENICTNHIOVIKAG KoIVETNTAg, kKaBWG Ta TeAeutaia xpdvia €xel
eviaBei n peAém tou. H enippon Tou Bedipou okidv eival noikiAoTpdn®mg
eMPAvAg Ox1 HOvo otn veoeAANVIKA Kopwdia, aAAd kal yevikdTepa oTn
vedTepNn NoAImIoTIKA Snuioupyia.

There are many other characters that appear or parade behind the white
screen (berdés), depending on the needs of each play, which are associ-
ated either with a specific performance or mythical and historical figures.
Moreover, various animals, a large number of scenographic devices as well
as a range of scenery sets are involved. Normally a skilful Karagkiozis
puppeteer is in possession of more than 1.000 puppets. The diversity of
the characters and their ethno-local dimension endow the spectacle with
a multicultural dimension. The music, either live or recorded, also plays a
pivotal role.

The person who contributed above all others to the integration of shad-
ow theatre into the local tradition in Greece was the cantor from Patras,
Dimitrios Sardounis, alias Mimaros, who imparted to Karagkiozis some of
his main attributes. With these changes the spectacle acquired not only a
Greek character, since it was associated with the Greek history and tradi-
tion, but was transformed into a popular theatre intended for families.

Until the advent of cinema and television the art of shadow theatre had a
very large audience that participated actively in the performances and had
a say in the way the stories were developed, thus turning shadow theatre
info a popular creation. Later, it was associated with very young people,
was introduced into schools and, through television mainly, changed into a
show for children. However, over the last years adult audience is gradually
attracted to Karagkiozis.

The growing interest of the scientific community in Karagkiozis has con-
tributed to the growing popularity of shadow theatre, since during the past
years its study has been intensified. The influence of shadow theatre is
manifest in various ways not only in neo-Hellenic comedy, but generally in
modern cultural creation.



H Bearpikii opugda OMMA STUDIO oe napdoraon kard 1o 3o Aigbvég Ale-
Bvég @eonBal Cedipou Zkicdv, Mdrpa 2005 (apxeio tou lMoAmorkod Opya-
viopou Aruou lMarpéwv)

The OMMA STUDIO theatrical group performing at the 3rd International Shadow
Theatre International Festival, Patras 2005 (archives of the Cultural Organization
of the Municipality of Patras)
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AouAedovrag v nérpa ([pwroypapiké apxeio AINEMOK, pwroypapia: Zilag MixdAakag)

r _' Working on the stone (photographic archive of DINEPOK, photo: Silas Michalakas)
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H téxvn tng EepoAiBidg

The Art of Drystone

Me tov 6po «1éxvn 1ng EepoiBide» evvoolpe TNV KATAOKEUA KTIOKE-
1@V pe NiBoug xwpig kavéva ouvdeTiké uNIKS (ev Enpad). Or EepohiBikég
KATaoKeuég ouvdgovTtal dueca PE TV Napadooiakh opydvwon Tou na-
PAYWYIKOU XDPOU TV AyPOTIKOV KOIVOTAT®Y Kal JE TOV 191aITEPO Xapa-
kpa kdBe 1énou. ANNote eival éviova opatég, Snwg eKTETAUEVQ, EVTU-
Nwolakd oUvola TaparowT®y KAANIEPYEIDY, kal dANOTE SIAKPITIKEG Kal
TaneIvég, nwg Ta KTIoPATa YEWPYOKTNVOTPOPIKAG xphong. Qotdoo, ei-
vai ndvra kakaioBnteg kar PIAIKEG npog 1o nepiBaAAov.

ZepoliBikég karaokeuég anaviolv oto olvolo Tng unaiBpou 1éc0
OTOUG OIKIOPOUG GO0 Kal OE [N KATOIKNMEVEG neploxéG. Xnv EANGSa
karaokeudlovTal Kupiwg and yewpyoug, KTNvoTpdpoug Kal, EUKAIPIaKd,
and 1exviteg. Xra vnoid ol EepoNiBikég kataokeuég eival nohu diadedo-
MEVEG. 2TnV nNNelpwTIKh x@dpa eival Aiydtepo oparég, alAd to idio on-
pavTikég yia v napadooiakh opydvaon Tou x@pou. fia v karackeun
toug AapBdvovtar un’ Syiv SAoi ol napdyovieg nou SIAHOPPEVOUV TIG
Tonikég QuUOIkEG ouvBnkeg (katelBuvon kal éviaon Tv avépwy kal g
Bpoxng, kivduvol didBpwong, katohioBhoewy, nAnppdpag KTA.)

Mpdkeitar yia anhég kataokeuég (SiaxwpioTikoi kar avaAnyparikoi Toi-
X0l, ENOTPMOEIG SpSpwV K.4.) h mo olvBeteg (noikiha aypoTikd kTicpa-
1a yia anoBikeuon, eneepyaoia npoidviwy, otaBAiopd (Wwv, npdxeipn
otéyaon avBpdnwy k.4.), ol onoieg anaviolv kai oTiG pun KaAigpyoUpe-
veg h Bac®deig neploxég (Bidpopor kAeioToi xdpol nou oteydlouv Te-
xVIKEG 8pactnpidtnTeg). e kGBe Toug pop@n ndviwg -avaBabpuideg, ka-
TaoKeUgég dlaxeipiong Tou vepou, Toixol aviiotnpiéng, nepippdieig, épya
opioBémong 1810kTnoidy, EepoNiBikég emoTpwoeig yia 816doug kal KAi-
pakeg, d1dpBpwon xwpaPidy kar kAnwv, odikd &ikTua, npootacia Twv
KaANIEPYEIDV Kal TV KAANIEPYNTAY and Suopeveig KalpIKEG ouvBnkeg,
Udpeuaon, anoBikeuon k.d.- o1 EepohiBikég kataokeuég oupBAaAAouv otn
BeAricoon Tng yEWPYIKAG KAl KTNVOTPOPIKAG napaywyng. Méow g ed-
OTOXNG KATACKEUNG TOUG YIA TNV AVTIMETOMNION TV SUCHEVAV ESAPIKWOVY

The term ‘art of Drystone’ denotes the construction of stone structures
without any binding medium. Drystone structures are directly associated
with the traditional arrangement of the production space of rural commu-
nities and the special character of each region. Sometimes these structures
are plainly visible, such as the extended and impressive systems of terrace
cultivations, and occasionally they are unobtrusive and modest, such as
buildings intended for agro-pastoral use. However, they are always taste-
ful and environmentally friendly.

Drystone structures are encountered all over the countryside in vil-
lages as well as uninhabited regions. In Greece they are built mainly by
farmers, stockbreeders and, occasionally, craftspeople. They are particu-
larly widespread on the islands. In the mainland they are less visible,
but equally significant for the traditional arrangement of space. For their
construction all factors that regulate the local natural conditions (direction
and speed of the winds and the rain, risks of erosion, landslides, flooding
etc.) are taken into account.

They may be simple structures (dividing and retaining walls, paving efc.)
or more complex (a range of agricultural structures for storage, processing of
products, animal housing, temporary accommodation of people efc.), while
they are also found in uncultivated or forested lands (various closed spaces
that shelter technical activities). Regardless of their form -terraces, water man-
agement structures, retaining walls, fencing, boundary walls, paving for pas-
sages and staircases, arrangement of farmlands and gardens, road networks,
protection of cultivations and farmers from unfavourable weather conditions,
water supply, storage etc.- they contribute to the improvement of the agro-
pastoral production. Through their efficient construction that deals with dis-
advantageous weather and soil factors, they create beneficial circumstances
(moisture, shadow, leeward etc.) for the cultivations or the processing and
storage of products (wool, cheese, vegetables, fruits and so on).

Furthermore, the art of Drystone is suitable for installations intended
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Kal KaIpIKEV napaydviwy, Snpioupyolvral euvoikég ocuvBakeg (uypaoia,
avinAid, anavepid k.o.k.) yia Tig KaANIEpYEIEG A yIa TNV KaTePyacia Kai
anoBhikeuon npoidviwy (UaANi, Tupi, knneuTikd, polTa K.o.K.)

EmnAgov, n texvikh g EepoNiBidg eival katdAANAN yia Aeg Tig eyka-
1aotdoelg anootpdyyiong, dpdeuong Kar Ty USPEUCN TV YaIdy xdpn
oTa 1exvikd nAeovekthuard tng (iIooBeppia, pdBuion Tou aepiouol kai
g uypaciag), ahNd kal oV anAdTnTa TV TEXVIKOV HEC®Y Nou anai-
TouvTal AlaxwplioTikoi Toixol pe EepoAiBid xpnoiponoiolvral kar yia v
op1oBémon g yng, yia T didkpion 1I81GTIKOU KAl SNUACIOU XWDPOU.

Mer1d 1a péoa tou 2000 aicdva, pe Tnv napakpn g napadooiakhg
AYPOTIKAG Kolv®viag, Th unxavonoinon Tng yewpyiag kai T xphon véwv
HETAPOPIK®Y MECWY, N xphon Tng EepoAiBidg apaidver aioBntd. Qoté-
oo, e§akolouBei va xpnoiponoieital ohpepa, kaBwg npocapudleral o
noAAoug tinoug edapadv kal kKaAAiepyeidv, avaxatioviag Tig Karta-
OTPOPIKEG CUVENEIEG TNG PONG Twv uddTwy Kkal Tng didBpwong.

Ta 1eleutaia xpdvia n oupBohn g EepoAiBidg omv opydvwon kai
N ouykpdTnon Toniwy Kal TauToTATGY unoypapuiCeral nAéov oe dieBvég
eninedo Sho kar nepiocdrepo. O1 duvardinteg yia avactnA®CEIG Kal
véeg kataokeuég au€dvovral, eved n {ATNON Yia TETOIEG KATAOKEUEG ENe-
kTeivetral oe véoug Topeig dpaotnpiothtwv (npootacia nepiBaAAovrog,
NONITIOMIKSG Kal OIKOAOYIKSG TOUpIoMSS K.4.) nou kivolvTal o1o peTaix-
1o napddoong Kal VEWTEPIOHOU, TEXVIKAG Kal KAAAITEXVIAG.

H 1éxvn 1ng EepoAiBidg ocupBAalAer oe peydho BaBuéd ornv oikoloyi-
Kh 1copponia, e1IKE T®wV neplox@v nou pactifovral and v edagikh di-
dBpwon kar GAAeg Sduopeveig KANIHATIKEG kal eSaPIKEG ouvOAKeg, evad
oupBdAAel eniong otn SiatApnon TG TEXVIKAG WG OTOIXEIOU TNG TOMIKAG
rauténtag. Tautéxpova anotelei TeKUAPIO TNG OXEONG NOU CUYKPOTABN-
KE 10TOPIKA peTagy avBpddnou kar nepiBaANoviog otov eAAnvIKS x@po
Kal ouvdua pdptupa Tou avBpdnivou péxBou.

Yhpepa, n eTAdoon TG TEXVOYV®WOiag oTig VedTePEG YEVIEG YiveTal
and Toug nalaiétepoug Katdxoug g TEXVNG aAAd kai and opyavwpé-
voug (opeig ekpudBnong kar e€doknong. Inpavriké pdio omv avdder-
&n g 1éxvng wg noAimiopikol ayabou éxer avaidBer n AieBvig Evwon
Aiemomnpovikag MeAéng tng ZepohiBidg (SPS).

for the drainage, irrigation and water supply of lands because of their
benefits (isothermy, ventilation and humidity control), but also the simplic-
ity of the required techniques. Boundary walls made of Drystone are also
used for demarcating land and for separating private from public space.

After the mid-20th century with the decline of the traditional rural soci-
ety, the mechanization of agriculture and the use of new modes of trans-
port, the application of Drystone was significantly diminished. However,
it continues to be used today as it is adaptable to a variety of soil and
cultivation types preventing desertification and erosion of the land.

Over the last years the contribution of Drystone to the arrangement and
formation of landscapes and identities has been increasingly acknowl-
edged at international level. The possibilities for restoration and the build-
ing of new structures increase, whereas the demand for such constructions
is extended to new domains (environmental protection, cultural and eco-
logical tourism etc.) poised between tradition and innovation, workman-
ship and artistic creation.

The art of Drystone contributes to a great extent to the ecological equi-
librium, particularly of those regions that suffer from soil erosion and other
adverse climatic and soil conditions. Simultaneously, it serves as evidence
of the relationship that has been forged through the ages between man and
the environment in Greece. Most importantly, dry stone know-how contrib-
utes to the creation of a collective identity associated with the element at
local and regional level, generating synergies and common bonds.

Today the transmission of the know-how to the younger generation is
performed by the elder craftspeople who have excelled in the art, but
also by organized practice-based learning institutions. SPS (Société sci-
entifique internationale pour I'étude pluridisciplinaire de la Pierre Seche)
plays a key role in promoting the art as a cultural asset.



EXaicvag e EeporiBiég ora Zampidvika Mdvng (pwroypagikd apxeio AINE-
MOK, pwroypapia: Xilag MixdAakag)

-
An olive grove with stone walls in Sotirianika, Mani (photographic archive of r* -
DINEPOK, photo: Silas Michalakas)
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H peTakivoupevn kTnvoTpogia

Transhumant Pastoralism

O épog «peTakivolpevn KTnvoTpo@ian SnAGVEl TV eTACIA PETAKIVN-
on 1wv konadidv aryonpoBdrwy peradl Bepivadv kal xeipepivedv Booko-
16ncv. Popeig 1ng KANPovopIdg NG PHETAKIVOUPEYNG KTNVOTPOPIag eival
o1 i&101 o1 HETAKIVOUMEVOI KTNVOTPSPOI, KABMG Kal O KTNVOTPOPIKEG KOI-
voTnTEG Nou evroni(ovTal Kupieg oTov opeivd xwpo. Me T petakivoupe-
vn KTnvoTpo@ia oTov eEANNVIKS XDPO EXOUV IGTOPIKG TAUTICTE NEPICTS-
1EPO OI Zapakatodvor kai ol BAdxor.

H npakrikn g pertakivnong Bpioketar otov nuphva tng noAITIopIKAG
Kal KOIVWVIKAG OUYKPOTNONG T®WV OPEIVAV KTNVOTPOPIK®DY KOIVOTATGY,
eved éxel oupBdAer og peydho BaBuéd otn diaudppwon Tou Toniou Twv
neploxedv onou avantixBnke 1otopikd. O petakivolpevol KNVoTpSPOl
eival POPEIG YVOOE®Y KAl NPAKTIKGDV Nou oXeTiCovTal apevog pe T BEN-
niotn a§ionoinon Twv diaBéoipwv Puoikedv ndépwv (AiB&SIa, uddriveg nn-
YEG K.Q.) Kal Twv KAIPATIKOV SESOPEVGY KAl APETEPOU HE TNV NAPAYWYA
MOIOTIKGY aypodIATPOPIKGY NPOIGVTMY.

H petakivoduevn kmvotpogia oty nepioxi 1wv Balkaviev kal ing Me-
coyeiou éxel noAU BaBiég 1otopikég pileg. [vaoth and m Bulavrivi nepi-
0do (50g aidvag), avantixBnke 18iaitepa katd v enoxn 1ng OBwuavi-
khg Autokparopiag. O1 Adyor ng dvBnoig Tng katd v nepiodo auth eival
noikidol. To avdyAugo 1ng euplrepng nepioxig, pe 1a Bouvd nou Bpioko-
vial og andotaon éxi anayopeuTikd pakpivh and Tig nediddeg kal 1a napd-
Aig, euvénoe v avdntuéh g. Eniong, n cuvexng petakivnon €dive pia ai-
oBnon eAeubepiag kar ave€apnoiag otoug katanie{dpevoug nAnBucpolg
g BaAkavikig, eved 10 kolvwvikd Toug yonTpo evioxudtav, eneidh eixav
e€aopaliopévn vy kabnpepiva Siatpopn. H e€éNi€n tng petakivolpevng
KTNvoTpo®iag yvopioe nep1ddoug peydAng dvBnong aAld kai nepiédoug
Upeong, avdhoya Pe TIG NONITIKEG Kal KOIVGVIKOOIKOVOMIKEG ouvBikeg. Ol
napdyovieg nou €8ecav eunddia oTnv €NOXIKNA PETAKIVNON TV Konadicdy
e181KG oTov eAANVIKS xdpo eival noNiTikAg (190g kar apxég 2000 aicdva)
kai apydtepa (2066 aihvag) oikovopikAG Kal KOIVGVIKAG puong.

The term ‘transhumant pastoralism’ denotes the seasonal migration of
flocks of sheep and goats between summer and winter pasturelands. The
bearers of the heritage of transhumant pastoralism are the nomad stock-
breeders themselves and also the pastoral communities which are located
mainly in mountainous regions. In Greece the ethnic groups of the Sarakat-
sani and the Aromanians (Vlachs) have been predominantly identified with
transhumance.

The practice of transhumant pastoralism lies at the heart of the cultural
and social structure of mountainous pastoral communities, whereas it has
contributed to a great extent to the formation of the landscape of the
regions where it was developed historically. The migrating stockbreeders
are bearers of knowledge and practices which, on the one hand, are as-
sociated with the optimal use of the available natural resources (grazing,
water sources efc.) and the climatic conditions and, on the other, with the
production of high-quality agro-food products.

Transhumant pastoralism has been historically rooted in the Balkans
and the Mediterranean. The practice was known already since the Byz-
antine period (5th century) and was remarkably developed during the
period of Ottoman rule. There are various reasons for its growth dur-
ing that time. The terrain of the wider region, with the mountains be-
ing distant, but not prohibitively remote from the plains and the coast,
fostered its expansion. Also, the continuous migration gave a sense of
freedom and independence to the oppressed populations of the Balkan
Peninsula, while their social prestige was boosted as they secured their
daily sustenance.

Depending on the political and socio-economic circumstances transhu-
mant pastoralism went through periods of thriving, but also decline. The fac-
tors that hindered the seasonal movement of flocks, especially in Greece,
were political (19th and early 20th century) which later (20th century)
became economic and social.
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Baoiké oroixeio g petakivolpevng kinvotpogiag eival o Spduog
nou ouxvd avagépertal wg n orpdra n o didBa. H petakivnon 1ev kona-
d1dv péxpr T dekaetia tou 1970 yivérav nelh 1éoo myv dvoién oo kal
10 POIVéNWwpo, pe opdonua TG peydleg BpnokeuTikEg yiopTég Tou Ayi-
ou lewpyiou kar Tou Ayiou Anpnrpiou.

Yhpepa, oe NOANEG MEPINTAOOEIG Xpnoiyonolodvial Goptnyd yia Tig
petakivaoeig. Or pyetakivioeig Tev konadidv diapoponoiolvial avdlo-
ya pe 1ig edapokAiaTIKEG ouvBnkeg kal TIG Tonikég ouvnBeieg. Xng Bo-
PEIEG KAl KEVIPIKEG Neplox€g Tng EAAGSag n petakivnon npog 1a opeivd
(n.x. Pod6nn, MéAAa, Autiki Makedovia, 6pog Adkpo, Tloupépka, Aypa-
@a, Mapvacos k.4.) Eexivd Tov Mdio. Ta konddia napapévouv ota opel-
vd yia TECOEPIG-NEVTE PAVEG KAl EMOTPEPOUV oTa XeIPadid ota TEAN
OxtwBpiou, avdloya pe TG KaIpIKEG cuvBRKeG. Ze VOTISTEPEG NEPIOXEG
(Bapdoutoia oo vopd Qwkidag, opeivi Naunaktia, Peved KopivBiag) n
napapovh pnopei va eival kar peyalirtepng didpkeiag (n.x. TéAn Anpi-
Nou-péoa NoepBpiou), eved ot Aakwvia (Mdpvewvag) kar oty Kparn ol
KaIpIkég ouvBnkeg ota opeivé dev eival 1600 dUCMEVEIG Kal n opelvh i-
apovh pnopei va Siapkéoel péxpr kai 8-9 praveg (n.x. Peixid Aakwviag,
Avodyeia, oponédio KaBapou oto voud Aacibiou).

H xpnoth diaxeipion 10V PUOIKOY NOP®Y, O NPAKTIKEG YVAOOEIG YId TO
nepiBAAov (kaipikég ouvBhkeg, xAwpida k.d.) kal Ta {®a, n napaywyh To-
MKV BIATPOPIKGOY NPOiIdVT®Y UPNNAG noiéTag (n.x. ypaBiépa oty Kph-
1, Toalagpout omnv ApyiBéa Kapditoag kai 1a Aypaga, pndrlog ota lpe-
Bevd, y1dotipr o Aakwvia kai Tn Meoonvia k.4.) kai ol noikiAeg kai olv-
Beteg de&idTTEG Nou anaitoldvrar yia T diaxeipion Tou konadiou ival opi-
Opéva pévo and Ta XapaKTNPISTIKG nou kaBioTolv T PeTakivoUpevn KTNvo-
TPOGIA pIa pakpaidvn NONITIoMIKA epnelpia nou a&iler va diapuiaxBei kai
va avadeixBei. TENog, ek1dg and tov pdho g otnv napaywyh diarpodi-
KOV MPoidvI®y, n petakivoupevn kinvotpopia oupBdaiAer ot Biwoipdmra
Tou aypoTikoU x@pou (n.x. cuykpdmon Tou aypotikol nAnBucpiol) kar oty
avadei&n Tou wg onpavrikou nepiBalovTikol kar aieBntikou ayaboy (n.x.
SIaTAPNON I0TOPIKAY HOPPY Toniou nou Siapoppabnkav oro népaocpa
Tou xpdvou and mv aAnienidpacn avBpdnou kar puong).

The key element of transhumant pastoralism is the dromos (route) which is
often referred to as strata or diava. Until the 1970s the flocks were moved
on foot, both at springtime and in autumn, with the great religious feasts of
Saint George and Saint Demetrios serving as landmark events.

Today, in several cases the movement of flocks is performed with trucks.
The movements are differentiated depending on the soil and the climatic
conditions as well as the local habits. In the northern and central regions of
Greece the migration to higher pastures (e.g. Rhodope, Pella, Western Mac-
edonia, Mount Lakmos, Tzoumerka, Agrafa, Mount Pamassus etc.) begins
in May. The flocks remain in mountainous regions for four or five months
and return to the lowlands by late October depending on the weather. In
southern regions (Vardousia in Phocis Regional Unit, Mountainous Naupaktia,
Feneos at Korinthia) their stay could last longer (e.g. late April — mid-No-
vember), whereas in Laconia (Parnon) and on Crete the weather in the high-
lands is not so unfavourable, hence the stay could last eight to nine months
(e.g. Reichia at Laconia, Anogeia, Katharo Plateau in Lasithi Regional Unit).

The prudent management of natural resources, the practical knowledge
of the environment (weather, flora etc.) and the animals, the production of
local high-quality food products (e.g. cheeses, such as graviera in Crete,
tsalafouti at Argithea in Karditsa and at Agrafa, batzos at Grevena, goat
cheese in Laconia and Messenia etc.) and the multiple as well as complex
skills which the handling of livestock requires are only a few of the elements
that have turned transhumant pastoralism into an age-old cultural experi-
ence that should be preserved and valorised.

Finally, apart from the role it plays in the production of food products,
transhumant pastoralism contributes to the viability of the rural space (e.g.
retention of the rural population) and its valorization as a significant envi-
ronmental and aesthetic asset (e.g. preservation of historical landscapes that
were shaped as time went by following the interaction of man with nature).

The identity and memory of the mountainous pastoral communities
revolves around the practice and the mores of the migration from the
mountains to the lowlands and vice versa. Besides, it is no accident that
even nowadays when the structures of the traditional pastoral societies
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Milking shed made out of dry twigs and rough materials in the village of Vloggos,
Arcadia [photographic archive of DINEPOK)
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lNpdxeipn orpoiyka [nepioxn kovdki Aeondin lpeBevadv) kard n Sidpkeia g
perakivnong ané 1o Makpuxapr Adpioag omn Zauapiva lpeBevedv (Mdiog
20186) ([pwroypaiké apxeio K. Nidoiou)

Moakeshift enclosure for milking (area Konaki Despoti, Grevena) during the move-
ment from Makrychori, Larissa to Samarina, Grevena (May 20 16) [photographic
archive of K. Dassios)




H tautétnta Kal n pvApn TV OPEIVEY KTNVOTPOPIK®Y KOIVOTATWY ap-
Bpddveral yipw and v npakTikh kal 1o hBog Tng perakivnong and To
Bouvd otov kduno kai 1o avriotpogo. Aev eival Tuxaio e§dAou, aké-
pa Kal ohPePA Nou o1 SOMEG TV NAPAdOCIAKDY KTNVOTPOPIKDY KOIVEM-
VIOV Tou opelvol xidpou €xouv anoduvapwBei h éxouv anodiapBpwbef,
611 napapévouy noAAEG and Tig cUAAOYIKEG NPakTIKEG oupBoAikou eop-
TacpoU g koivétnTag. Mo xapaktnpioTikEG and autég TIG NPAKTIKEG €i-

Val Ol EOPTACTIKEG EKONADOEIG TV OPEIVEV KTNVOTPOPIK®V KOIVOTAT®YV,
ol onoieg Npayparonololvrar 10 kKaAokaipl, d1av ol oTAveG ENCTPEPOUV
ota Bouvd anoteAcdviag akdua kar ofpepa v nio {wviavia ékppaon
NG SUANOYIKAG MVARING Kal TAUTATNTAG TGV KTNVOTPOPIKOV KOIVOTAT®Y.

have deteriorated or have been dismantled, there are still many of the
collective practices of symbolic celebration of the community which are
preserved. The most distinctive of these practices is the festivities of the
mountainous pastoral communities which take place during the summer,
when the pens are relocated to the mountains, thus constituting even
today the liveliest expression of the collective memory and identity of
pastoral societies.

To konddi rou Xpriotou kai tou [Navayidn AnooroAiva, MepiBo-
i [peBevadyv (lovviog 20 18] [pwroypapiké apxeio K. Nrdoiou)

The flock of Christos and Panagiotis Apostolinas, Perivoli, Gre-
vena (June 20 18] [photographic archive of K. Dassios)
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H napadooiakn Téxvn Tng nétpag ota Aaykadia
Apkadiag

Traditional Stone Craftsmanship at Lagadia
Village in Arcadia

H napadooiakh 1éxvn g nérpag ota Aaykddia Apkadiag (Melondv-
vnoog) anoteAei éva olvolo npakTikdV yvaoewv yia v e§acpdAion
kai ene€epyacia 1@V NPTy UAGY (NéTpa, xdpa kTA.) kal T Snpioupyia
olkodopnudTwy, 6nwg diapopPabnke kupiwg kard Tov 18o kar 190 ai-
@va oty nepioxh Tov Aaykadiov Apkadiag. Ta Aaykddia Apkadiag ei-
val pia and 11g eoTieg TG Napadooiakng oIKOOOMIKAG TEXVNG GTOV EAAN-
VIKS xdpo. Mepikég dAAeg e&ioou onpavtikég eival Ta Maotopoxdpia
omv Hreipo, o Mevidhogpog ot Autikh Makedovia kai vnoid 1ev Ku-
kA&Gdwv (n.x. Avapn, Né&og, Zavrtopivn, TAvog k.4.).

Mépog tng noAimiotikhg kAnpovopidg, ektég and Ta idia Ta épya g
1éxvng TV Aaykadivedv pactépwy, eival kai n idia n yvaéon nou 1a dn-
piotpynoe. H yvdon auth petadiddtav pe 1péno npo@opikd Kal EPneipi-
k6 and tov pdoTopa ora HacTopdnouAa oTo NAQICIO TWV EPYACI®V TOU
pnouAoukiod, dnAadh g opddag oikodSuwy und Tov apxipudoTopa nou
nep1édeue avalapBdvoviag oikoSouIKEG EpYATiEG.

O1 Aaykadivoi otpépovial oto endyyeApa Tou KTioTn oTa péca Tou
18ou aidva kar avadeikviovral og IkavoUg KTIGTEG KAl NEPIPNUOUG VAO-
Sd6poug. Tnv enituxia Toug TNV GPEINAV GTNV AUGTNPA IEPAPXIA TOU HNOU-
Aoukioy, oTov Karapepiopd g epyaociag, oy ugnAn aioBnon cuvepya-
oiag, aAAd npondviwy oy noidétnra g douleidg. To pnoulolki nepi-
eNduBave Tov apxiudoropa, Toug pacTdpoug (1exviteg kar kTioTeG), TOUG
1p161eg (BonBolg) kai Ta pacropdnouAa, Bnhadh 1a pabnreudpeva nai-
316. Or e1dikeupévol TexviTeg nou anoteholoav To pnoulolki ATav ol
@aroaddpoi (Atav ol kaAlTtepol pactdpol, yi' auté kar éxnilav v e€o-
TepIKA NAeupd g AiBodopng), o1 pecoudoropeg (Niydtepo éuneipol pa-
o16pol nou éxnilav v ecwTepikh nheupd g NiBodopng), ol neAexdvor
(neAexotoav Tig nétpeg), kabag kai ol vrauaprlAdeg h AiBapddeg (uned-
Buvol yia v e&€6puén tng nérpag). H pabnreia 1wv naidicdv kovid otov
narépa n ortoug otevétepoug ouyyeveig eEao®dNile TNV OIKOYEVEIGKA
napddoon, eved o1 yduol irav ouvibwg npoidv cuppwviag avdueoa ota
HEAN TOU pNouAouKIoy hE okond TNV eVOUVAHWON Tou.

The Traditional Stone Craftsmanship at Lagadia village in Arcadia (in
the Peloponnese) consists in practical knowledge regarding the procure-
ment and processing of raw materials (stone, earth etc.) as well as the
creation of buildings, as this was formulated mainly during the 18th and
19th centuries at Lagadia village in Arcadia. Lagadia in Arcadia has
been one of the hubs in which the craft of traditional building flourished
in Greece. Other equally significant centres include the Mastorochoria
in Epirus, the village of Pentalofos in Western Macedonia and several
Cycladic islands (e.g. Anafi, Naxos, Santorini, Tinos etc.).

Aside from the works, which the craftsmen of Lagadia have produced,
the cultural heritage encompasses also the knowledge that yielded them.
This knowledge was transmitted orally and empirically from the master to
his apprentices as part of the building works in which the boulouki, namely
the travelling company of builders under the direction of the master crafts-
man, engaged.

The inhabitants of Lagadia resorted to the building profession in the
mid- 18th century and proved to be skilful masons and excellent church
builders. Their success was the result of the strict hierarchy of the boulouki,
the division of labour, a high sense of cooperation, but mainly the quality
of their work. The boulouki included the archimastoras (master craftsman),
the mastores (journeymen and builders), the triofes (assistants) and the
mastoropoula (apprentices).

The specialized journeymen that comprised the boulouki were the fat-
sadoroi (who were the best craftsmen, hence they built the outer face of
the stonework), the mesomastores (less experienced craftsmen that built
the inner face of the stonework), the pelekanoi (they hewed the stone
blocks) and also the damartzides or litharades (who were responsible for
the quarrying of stone). The apprenticeship of the children with their father
or close relatives perpetuated the family tradition, whereas marriages
were usually arranged between members of the boulouki aiming at its
reinforcement.
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Me apetnpia 1a Aaykédia Apkadiag, n dpactnpionoinon Twv Aayka-
dIvedv paotdpwv avantixOnke otn lopTuvia kar enektdBnke oe oASKAN-
pn v Melondvvnoo (Mopid), ahAd 6xi ondvia kai ek1ég Mehonovvh-
oou. XapaktnpioTikd defypara 1ng akpng g 1éxvng undpxouv didonap-
1a og 6An v lMelondvvnoo. Znuavrikd Téroia deiypara eival or npo-
enavaotartikoi vaoi Tou Mpodpdpou kar Twv Tadiapxdv ota Aaykddia,
Tou Ayiou lewpyiou ot Xrepvitoa, ng Koipnong tng ©eotékou oy Eva
Meoonviag kai Tou Ayiou lwdvvn tou Xpuoootéuou omnv Hpaia, 10 ye-

To yepupi Tou Koukou orou BAaxdppaprmn Apkadiag, épyo Aaykadivady pactépwv (pa-
roypagiké apxeio «@idwv MNapadooiakrg Apxitextovikig Apkadiag “Avbn g Métpag™)

With Lagadia as their base the local craftsmen expanded their activi-
ties to Gortynia which then spread across the entire Peloponnese (Morea)
and fairly often outside its geographical bounds. Distinctive examples
of their work during its heyday are found scattered all around the Pelo-
ponnese. These include the churches of Saint John the Baptist and the
Taxiarches at Lagadia, both built before the Greek War of Independence,
the church of Saint George at Stemnitsa, the church of the Dormition of
the Virgin at Eva in Messenia and the church of Saint John Chrysostom at

The bridge of Koukos at Vlachorrafti Arcadia, a work of craftsmen from Lagadia (pho-
tographic archive of «friends of Traditional Architecture of Arcadia “Flowers of Stone”»)
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The church of Saint George at Lasta, Arcadia, built by craftsmen from Lagadia (photo-

graphic archive of «Friends of Traditional Architecture of Arcadia “Flowers of Stone”»)



O Ayiog XapdAaunog om Anuntodva, épyo Aaykadi-
V&V paotépwv (pwroypagikd apxeio «@idwv Mapado-

olakrig Apxitektovikig Apkadiag “AvBn ng lNéTpag™)

The church of Saint Charalambos in Dimitsana, built by
craftsmen from Lagadia (photographic archive of «Friends

of Tradlitional Architecture of Arcadia “Flowers of Stone”,

TEir
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@Up1 Tou Koukou otou Bhaxdppagptn Apkadiag, o Aylog ledpylog omn
Adora Apkadiag, 1o Anuntpakonouléiko apxovTiké otnv Alwviotaiva,
10 Ye@Up! oto ApakoBolvi, To Zre@avonouléiko apxovtiké otn AiBpn,
o Ayiog Xapdhaunog otn Anuntodva, o Ayiog NikéAaog o Néa Orya-
Aeia HAeiag, 1o Tupvdoio Aaykadiwv kar BEBaia peydAo tphpa Tou oi-
KiopoU Twv Aaykadiwv.

Yhpepa, AOyw TV aAAay®V KUPI®wG oTtny TEXVOAOYIa TV UAIKQY, Oi-
atpeital pépog and v 1€xvn nou dvbnoe kuping Tov 190 aidva. Baoi-
K& oroixeia TG 0IKOBOMIKAG TEXVIKAG XpnoiponololvTal Kal ohuepa, o
neiopa TV paydaiey OIKOVOMIK®DVY, TEXVONOYIK®DV KAl KOIVWVIK®Y al-
Aayadv, andé Aaykadivoig paotépoug nou éxouv pabnredoel kovid oe
naAaiolg paoctépoug. O1 olyxpovol pactépor anoktolv eninpdobetn
EMMNEIPIA CUPPETEXOVTAG OE AVACTNAWOEIG KAl AMOKATACTACEIG KTIOMG-
TWV Kal pvnpeiov nou dievepyolvrar and 1o Ynoupyeio MoAimiopou kai
ABAnTiopou. Mapadeiypara 1é10100vV EpYaci®dy anote Aoy n avacThAwon
Tou KaBoAikou kai 1ev keNidv g lepdg Moviag Oihoodpou (1992-93),
n ouvrApnon-anokardoraon 1ng Ayiag Oeodwpag o Bdota Apkadiag
(1995), Tou apxovrikod Micipion ot Anpntedva (1997), tng Movig Ka-
Napiou Atoixolou Apkadiag (1998), Tou Anpapxeiou 1ng Anpntodvag
(2001), 1ng exkAnoiag tng Ayiag Tpiddag KovroBdalaivag (2014) k.4.
Méow g doknong Tng TXVNG AvaoTNAGVOVTAl KAl ouvinpouvTal pvn-
peia, dnwg ekkAnoieg, povaoTipia, oxoleia, ye@Upia, nakid apxovrikd,
k1hApia npoBiounxavikAg Texvoloyiag (pdhol, AiotpiBia, Se&apevég KTA.),
avaAnuparikoi Toixol yia otpién povonandy, kaAAiepynoipmy edapav
K.d., EPEIN®PEVEG M NENANAIOPEVEG KaTOIKiEG, KABMG Kkal véa kTApia 1a
onoia evidooovial appovIkd oToug Napadooiakolg OIKIOHOUG.

Heraia; also, the bridge of Koukos at Vlachorrafti in Arcadia, the church of
Saint George at Lasta in Arcadia, the Dimitrakopoulos mansion at Aloni-
staina, the bridge at Drakovouni, the Stephanopoulos mansion at Divri, the
church of Saint Charalambos at Dimitsana, the church of Saint Nicholas
at Nea Figaleia in Ilia, the Gymnasium at Lagadia and of course a large
portion of the village itself.

Nowadays, due to the changes that have occurred chiefly in material
technology, the craft that thrived mainly during the 19th century is only
partially preserved. Despite the rapid economic, technological and social
changes, the fundamental elements of the building technique are still used
today by local craftsmen who apprenticed with their predecessors. To-
day’s craftsmen gain additional experience by participating in restoration
and reconstruction projects of buildings and monuments carried out by the
Hellenic Ministry of Culture and Sports.

Examples of such undertakings include the restoration of the Katholikon
and the cells of the Holy Monastery of Panagia Philosophou (1992-93),
the conservation and restoration of the chapel of Saint Theodora at Vasta
in Arcadia (1995), the Pisimisis mansion at Dimitsana (1997), the Kala-
miou Monastery at Atsicholos in Arcadia (1998), the Town Hall of Dim-
itsana (200 1), the church of the Holy Trinity at Kontovazaina (20 14) and
more. By practising the craft, monuments are restored and conserved, such
as churches, monasteries, schools, bridges, old mansions, pre-industrial
buildings (mills, oil mills, cisterns etc.), retaining walls supporting the soil
along paths or around arable lands etc., dilapidated or aged dwellings,
as well as new buildings which are harmoniously integrated into the tra-
ditional villages.
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Anoyn and rov paorixava rou Mouoeiou Maorixag Xiou. Xio Bd-
Bog, 10 xwpid Mupyr (pwroypapikd apxeio MON, pwroypapia: Ni-
kog AavinAidng)

View from the mastic grove of the Chios Mastic Museum. In the
background, the village of Pyrgi (PIOP photographic archive, photo:
Nikos Daniilidis)




H Trexvoyvwoia Tng napadociakng pacTixokaA-
Niépyeiag otn Xio

Know-how of Cultivating Mastic on the Island
of Chios

H kaANiépyeia Tou pactixopdpou Bduvou (oxivou) o vémia Xio kai
n e€aywyn NG APWMATIKAG HACTIXAG CUVIOTE pIa HOVAdIKA MAYKOOMI®G
napadooiakn kKaANIEpyela, nou Siapop@@vel €86 Kal AIOVEG TG00 TNV
KOIV@VIKA TAUTATNTA TWV PACTIXOKAANIEPYNTOV GO0 KAl TO MOAITIOMIKS
tonio Twv 24 MaoTtixoxwpiwv. H «povadikéinta» g kaANiépyeiag tng
paotixag mbavdv opeileral oe kdnoia edaPIkd kal KAIpaTIKG oToixeia
(1I81aitepa Bepud kai Enpd kAipa) Ta onoia euvoolv Tnv kaAAiépyeia Tou
HaoTIXGOEVIPOU HOVO OTO OUYKEKPIMEVO TpApa TG Xiou.

O1 1apaTiKEG 1IB16TNTEG TNG MACTIXAG AvaPEPOVTAl OE APXAioUG ouy-
ypageig, evd and toug Bulavtivolg xpdvoug €Xoupe avapopég oty
kaANiépyeld Tng, n onoia ndviwg akpdler ota xpdvia g Bevetokpari-
ag. Ta Maotixoxdpia xpovoloyoivrar otn BulavTivi nepiodo kal, napd
11G POOPEG Kal TIG KATACTPOPEG NOU EXOUV UNOCTEI OTO NEPACHA TWV dI-
wvov, eEakohouBolv va anoteholv pvnpeia noAITIoTIKAG KAnpovopidg.

H paotixokaAAiépyeia eival kdn napandve and pia napadooiakn Te-
xvoyvwoia, kaBdg yipw and authv ugaivovtal noikiAa &iktua aAAnAo-
BonBeiag kal cuppaxidv petall Twv kartoikwv-kaAAiepyntdv T1wv Ma-
onxoxwpiov. Ewg ohpepa, enBidvouv oxetikoi pe T pacTixokaANiép-
yela Bpdlor kal napaddoelg, dnwg auth yia tov Ayio loidwpo, 1o pap-
1Up1o Tou onoiou npokdAeoe 10 ddkpu Tou Bduvou.

H kaANiépyeia g paotixag, and 1o kAGdepa kar Tn Ainavon 1ewv Bduvey
MEXPI TO KEVINUA Kal TN SUANNOYA, YIVETAI OTOUG MACTIXAVEG, TIG EKTACEIG
nou KaAUnTovTal anokAEIoTIKA pe paoTixopdpoug Bduvoug. I cuvéxela, n
paotixa nhéverar pe Balacoivé vepd omy akpoBalacoid h oy npoku-
paia opiopévev Maotixoxwpiwv. H Sialoyn tou npoidviog yiverar oe dn-
pdoio h okiakd xadpo. [eitoveg N dANa péAn g koivénTag cuvdpduouy
ot diadikacia evduvapdvoviag toug deopols aAAnAoBonBeiag kai aAAn-
AeyyUng nou ouvéxouv Toug pacTixokaAAiepyntég. AkoloUBwg, n pacTixa
oteyvavel oe KaAG aepi{dpevoug eEDTEPIKOUG XDPOUG.

H paotixokaANiépyeia ouviord oikoyeveiakh anaoxdAnon. X1a didgo-
pa o1ddia TG NapadociaknG HACTIXOKAANIEPYEIAG CUPMETEXEI TO HEYA-

The exploitation of the mastic shrub (pistacia lentiscus) in south Chios and
the extraction of the aromatic mastic resin constitute a traditional cultivation
that is unique in the world and for centuries has been shaping the social
identity of the mastic growers as well as the cultural landscape of the
twenty-four Mastichochoria (Mastic villages). The ‘exceptionality’ of mastic
cultivation is possibly the result of certain soil features and the climate
(which is particularly hot and dry) that favour the growing of the mastic tree
exclusively in this part of the island.

The healing properties of the mastic have been documented by ancient
writers, whereas references to its cultivation, which flourished during the
Venetian Rule, are encountered since the Byzantine period. The foundation
of the Mastichochoria dates back to the Byzantine period and despite the
decay and the devastation which they endured with the passage of time
they continue to stand out as monuments of cultural heritage.

The cultivation of mastic is something more than merely a traditional
know-how, as various mutual support and alliance networks between the
inhabitants-cultivators are entailed, centered on the activity. Legends and
traditions associated with the cultivation of mastic are preserved to this
day, such as the story of Saint Isidore of Chios and the tear which the
mastic shrub shed at his martyrdom.

The harvesting of mastic, from the pruning and the fertilization of the plants
to the kentos namely the carving of small incisions - scars on the bark of the
shrub) takes place in lands where only mastic shrubs grow. Then the mastic is
washed with seawater at the seashore or the waterfront of some of the Mastic
Villages. Sorting of the mastic tears occurs in a public space or inside a house.
Neighbours or other members of the community help in the process, thereby
reinforcing the mutual assistance and solidarity ties by which the mastic growers
are bound. Then the mastic dries in well ventilated outdoor spaces.

The cultivation of mastic is a family occupation. Most of the inhabitants
of the Mastichochoria, regardless of gender and age, take part in the vari-
ous stages of traditional mastic cultivation: the men prune the plants and
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AUTEPO MEPOG TRV KaToik®VY TwV MaoTixoxwpiwy ave§aptitwg gulou
Kal nAikiag: o1 Gvdpeg kAadedouv 10 PuTS Kal NPOeTOINAlOUV TO XMHA
ka1 and 1a OEVTpa, o1 YUVAIKEG CUPHETEXOUV KUPIWG OTO KEVINUA TGV
SEVIP®Y Kal TN OUYKOMION TV dAKPUWY TNG HAcTiXag, eved napdAAn-
Aa eival kupi®wg autég nou avaiapBdvouy 1o kabBdpiopa kar T dialoyh.

Y1a didpopa orddia NG NapadociakAG MACTIXOKAANIEPYEIAG CUMME-
TéXEI TO HEYANUTEPO PEPOG TWV KaToikwV Twv MaoTixoxwpiwy avelap-
TG Pulou kal nhikiag. O ouvduacpdg a) npogopikig peraBiBaong,
B) napatipnong kai epneipiag, y) otadiakhg cuppeToxng otn diadikacia
Kal OWUATIKAG ENAPAG HYE TO HACTIXEOEVTIPO CUVICTOUV TO TPIMTUXO TNG
ekpdBnong Tng paotixokaAhiépyeiag. O mio nAikiopévor petaBiBalouv
Ta PUOTIKG TG HaoTixokaANIEpyelag oTa veapd péNn Tng KoivéTntag (na-
N\a16Tepa KUPI®G OE CUYYEVIKA NPGOWNA, CAPEPA KAl OE PN GUYYEVIKA),
nou akoAouBolv 6To HACTIXWVA TOUG MEYAANUTEPOUG.

Eidikd yia tnv ekpdBnon Tou KeVIAPATOG, N NApaThpnon apxikg, n ka-
BodAynon KUPIOAEKTIKE TOU XEPIOU TV VEAPSTEPGV And TOUG Mo EUnEl-
POUG, N nelpapatikh epapuoyh oe kdnola and Ta yepaouéva pacTixia
eival xapaktpioTikd o1ddia kard Ta onoia n NpPogopIkh napddoon ou-
vavtd Tn CUMPPETOXA Kal TNV Mapatnpnon Kal NPoxwped oTnv gMneIpIKn
epappoyh. H avoxn oto eopalpévo xapdkwpa anotelei Baoikd xapa-
ktnpioTiké Tng Siadikaciag ekpddnong, olpgwva pe ™ Adiki aviiAngn.

‘Ooo yia 1 diahoyn, kal ndAi o1 nio EUneIPeS Kal NAIKIGPEVEG yuvai-
KEG KUPIWG (xwpig va anokAeiovial o1 Avipeg and 1 cuykekpipévn Sia-
Sikacia) ueTadidouv NPo@OpPIKAG Kal EPAEIPIKG TN YVEON TOUG OTOUG VE-
Srepoug. Ektdg and tn peraBiBaon 1ng idiag tng 1EXVIKAG TG SiaNoyng,
ol yuvaikeg avanapdyouv kal avadiardooouv Tn GUAAOYIKA PVAPN TNG
koivérntag péoa and dinynoeig Bpilwy, napaddoewy, NPoPopIKGOY na-
paddoewv, avekdST®Y, UNAPKTWY NEPICTATIKOY nou and otéua og oT16-
pa éxouv npooAdBer Siaoctdoeig TonikdY pUBwy.

H Texvoyvwoia g MNapadoaoiakhg MaoTixokaANiépyeiag otn Xio ey-
ypdepnke 10 2013 oro EBvikd Eupetipio Auing Mohimorikig KAnpovo-
pidg tng EANGSag kai to 2014 otov Avrinpoowneutikd Katdhoyo Auing
MoAimorikng KAnpovopidg g AvBpwndmrag tng UNESCO.

prepare the soil around the shrubs while the women engage in carving the
incisions - scars (kentos) and collect the mastic tears, while simultaneously
undertake their washing and sorting.

The majority of the inhabitants of the Mastichochoria are involved in
the different stages of traditional mastic harvesting, regardless of gender
and age. The triptych of learning how to cultivate mastic is compounded
of a combination of a. oral transmission, b. observation and experience, c.
gradual participation in the process and physical contact with the mastic
shrub. The elderly pass down the secrets of mastic cultivation to the young-
er members of the community (in the past this involved relatives mainly, but
nowadays it may incorporate non-relatives also) that accompany the elder
to the mastic cultivation land.

With regard to the learning of the kentos, in particular, observation pri-
marily, the hand-over-hand instruction of the younger by the more expe-
rienced and the experiments carried out on some of the old mastic shrubs
are distinctive stages in which the oral tradition converges with participa-
tion and observation and advances to empirical application. Tolerance for
incorrect incisions is the main focus of attention in the learning process,
according to popular perception.

In terms of sorting and selection, again the most experienced and old-
er women chiefly (without excluding men from this process) transmit their
knowledge orally and empirically to the young. Apart from the conveyance
of the technique of sorting, women reproduce and reshape the collective
memory of the community through the narration of legends, traditions, oral
traditions, anecdotes, real incidents that have become local legends as they
have been spread by word of mouth.

The Know-how of Cultivating Mastic on the Island of Chios was in-
scribed on the National Inventory of Intangible Cultural Heritage of Greece
in 2013 and on the UNESCO Representative List of the Intangible Cultural
Heritage of Humanity in 2014.



ZxivVog 0 HacTIxopdpog, TO yVwOoTd aoTIXSSEVIPO (pwToypapIkd apxeio
M1Or, pwroypagia: BaciAng KapaBaciloyAou)

Pistacia lentiscus, widely known as mastic tree (PIOP photographic archive,
photo: Vassilis Karavassiloglou)




Kapndg g eAidg noikiAia Kopawvaiikn). H eAid kai 1o eAaidAa-
o anoteAouv 10 onuavikTepo SIaTpoPIKS oroixeio g Me-
ooyeiaknig Aiairag ([pwroypapikd apxeio AINEMOK)

Fruit of the olive tree (variety Koroneiki). Olives and olive oil are
. the most important nutritional elements of the Mediterranean Diet
. (photographic archive of DINEPOK)




Meooyeiakn Aiaita

Mediterranean Diet

Exppdlovrag v evdrnta tou pecoyeiakou toniou, o Oepvdv Mnpo-
VIEN onpeiwve &1 «navtol cuvavrd kaveig v idia 1p1dda, képn Tou KAI-
parog Kkai g 10T1opiag: 1o oITdpl, TV €N Kal 10 APNENL...».

MoAovéTi kard kaipolg éxouv SiatunwBei NOANEG diapopeTikEG and-
Yeig yia 1o katd ndoov n Meodyeiog anotelei eviaia noNmopIKA nepi-
oxn, eival yeyovog 611 1o olvolo Tou pecoyelakou xwpou diénetal and
OpIOHEVA KOIVA OIKOAOYIKA XapaKTNPIOTIKE: Toug Amoug kar Bpoxepolg
XEIMWVEG, Ta pakpd kal {eotd kahokaipia, v Unapén opooeipwy nou
ouvdéovral 1o1opIkd pe TG napaBaldooieg nediddeg eni Twv onoiwv
Sdeondélouv. Ta dedopéva autd dnpiolpynoav koivd npdruna karoiknong
kaBag kar napdpoioug TPdNoug SIaxeipiong T®wV, CUXVA NEPIOPICUEV®Y,
népwv oTn YEWPYIa, TNV KTnvoTpopia kai Tnv alieia. Ta yecoyeiakd no-
NiITiopikd Tonia oxetifovial dueoca pe Ta napadooiakd/Tonikd SiatpoPIkd
CUCTAMATA TV JECOYEIOKQY Kolvevidy. Onwg kdBe napadooiakd/To-
nikS S1aTpoPIkS oloTnpa, Kal autd Tou EAANVIKOU XEOPOU EVO®UATOVOUV
avTIAAYPEIG KAl NPAKTIKEG NOU apopoUy 6T GUANOYNA, TNV NAPACKEUR, Tn
Slavopn, Tn cuUVTAPNON Kal TNY KATavAA®on TG TPOPAG kal T dIacPdAI-
on diatpo@Ikhg endpkelag. Le autég evidooovral kal S1dpopeg eBIMIKEG
NPAKTIKEG NMou enevOUouv PE NONITIOMIKA VOAPATA TN QUOIKA avdykn yia
AAYn Tpopng, avadeikviovidg Tn oe HECO yia Tnv ékppaocn Twv avBpa-
NIVOV OXECEWY KAl OE POPEQA KOIVWVIKMOV UNVUNAT®V Kal BpnoKeuTIKGOY
NPaKTIKAV (M.x. o1 vnoTeieg).

O koivég autég Siatpoikég napaddoelg nou diapopPwbnkav oto
nAQICIO T®V KOIVGVIWY TG autdpKelag Tou eAANVIKOU XWPou unéotnoav
onpavTikh didBpwon kupiwg and 1a péoa Tou 2000 aidva kar petd. Artieg
unip&av n paydaia enéktaon ng Biopnxaviag TPOPIU®Y Kal TNG OIKOVO-
piag tng ayopdg, n cuppikveon Tou aypoTikoU Topéa, n npoiolca acTiko-
noinon T®v aypoTik@v NANBuop@y e€altiag oikovopikedy kal GAAwY aitiov.

Me 1ov épo Meooyeiakh Aiaita, nou e1onxBn and 11g encThpeg g
uyeiag TIg TPeIg TEAEUTAIEG OEKAETIEG, NEPIYPAPOVTAl TA KOIVA XAPAKTN-

Encapsulating the unity of the Mediterranean landscape, Fernand Brau-
del noted that ‘everywhere can be found the same eternal trinity: wheat,
olives and vines, born of the climate and history ...".

Even though various views have been expressed at times as to whether
the Mediterranean constitutes a single cultural areaq, the truth is that the
entire Mediterranean space is marked by certain common ecological fea-
tures: the mild and rainy winters, the long and hot summers, mountain chains
that crown the coastal plains with which they are historically associated.
These facts gave rise to shared habitation standards and also similar ways
of managing the often limited resources in agriculture, stock farming and
fishing. The Mediterranean cultural landscapes are directly related to the
traditional/local food systems of the Mediterranean societies.

As happens with every traditional/local food system, those encountered
in Greece incorporate concepts and practices that pertain to the collec-
tion, preparation, distribution, preservation and consumption of food and
the achievement of food security. Integrated into these, are various customs
that invest the physical necessity of eating with cultural meanings, thereby
tuming this need into a vehicle for the expression of human relations and a
conveyor of social meaning and religious practices (e.g. fasting).

These common eating traditions, shaped within the framework of the
self-sufficient communities, were significantly altered, from the mid-20th
century onwards. The reasons were the rapid development of the food
industry and market economy, the shrinkage of the agricultural sector and
the gradual urbanization of the rural populations as a result of economic
and other factors.

The term Mediterranean Diet, that was introduced by the health
sciences over the past three decades, signifies the common characteristics
of the various traditional/local food systems across the Mediterranean.
The basic element of the Mediterranean Diet is the extensive consumption
of olive oil; also, the abundant use of vegetables, fruits, legumes and
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PICTIKG TV BIAQOPETIKGOY NAPAdosIak®dVY/TonNK@Y SIaTpPoPIK@Y cucTn-
pérwv 1ng Meooyeiou. Kipio otoixeio 1ng Meooyelakng Afatag eivai n
ekteTapévn karavéhwon eAaloAddou. Eniong, n dpBovn karavdlwon Aa-
XAVIKQV, ppolT®y, oonpiwy kal avene&épyaotwy udatavBpdkwy, n pé-
P10 KATavAA®won YaAaKTOKOMIKMY, Papicdv Kai oivou, kaBdg kal n nepi-
opliopévn npdoAngn KOKKIVOU KPEATOG KAl KOPECMEVGY AInapav. Liy-
XPOVEG 1ATPIKEG Kal eMANPIOAOYIKEG épeuveg éxouv deilel 6T n Meoo-
yeiakn Aiaita, Aéyw 1@V 1popdv nou ™ cuvBETouv Kal TwV cuvdUaou®Y
Toug, pnopei va oupBdAer otny aténon Tou npooddkipou {wng kar oTn
BeAtiwon 1ng noidtntag {whg Tou olyxpovou avBpenou.

O1 noikiNeg eBipikég npakTikég nou oxetifovial pe TNV Katavaiw-
on g TPOPNG eite oTo KABNPEPIVS oikoyevelakd Tpanél eite pe apop-
pn Tig Sidpopeg nepiotdoelg nou anoteholv o1aBuolg Tou avBpdni-
vou Biou (yévvnon, yduog, Bdvarog) ocuvdéouv tn Siatpo@h pe culhoyi-
k€g a&ieg nou unepBaivouv katd NOAG TNV ekIAAP®ON PIAg PUOIKAG avd-
ykng. H agooiwon otoug oikoyeveiakolg deopolg, nou Bewpeitar and
noAlolg wg éva and Ta npooidia XapaKTNPIOTIKG TV PHECOYEIQKMDY KOI-
veVvIdv, eival pia and autég. H oulhoyikn npoetoipacia kar katavdie-
on G TPOPNAG ME APOPHN, A.X. TOUG EOPTACHOUG T®V MPOCTAT®V ayi-
®V npayparonoleital oe xwpoug pe 181aitepn Bapurnta yia t doph Tou
oikiopoU: Tnv nAateia, Tov navnyupétono, 10 npoalAio TG ekkAnoiag.
211G NePINTOOEIG TETOIWY E0PTACHWY PETA Th CUVESTIAON KAl TOV CUMINO-
olaopd akohouBei kal yAévTl. Zapepa nou éxel diapoponoinBei 1o no-
AiTiopiké nAaicio eviég tou onoiou or dvBpwnol AapBdvouv v Tpopn
Toug, n Meooyerakn Aiaita anotelei pia ané 11 ekdoxég «ronikhg kouli-
vag» nou Pnopei Kaveig va SoKINAoEl o ePNOPIKOUG XDPOUG.

H Meooyeiakh Aiaita avayvepiotnke wg otoixeio g Auing lMoAiti-
otikig KAnpovopuidg g AvBpwndmrag ané v UNESCO 10 2010 ap-
xikd kai To 2013 ek véou. H eyypapn €yive and entd xdpeg 1ng peco-
yelakng Aekdvng, tnv EANGSq, v lonavia, v Italia, To Mapdko, v
Kinpo, v Kpoaria kai v MoptoyaAia.

unprocessed carbohydrates; the moderate consumption of dairies, fish and
wine, as well as the limited intake of red meat and saturated fats. Recent
medical and epidemiological research has shown that the Mediterranean
Diet, due to the foodstuffs it consists of and their combinations, can
contribute to the increase in life expectancy and the improvement of the
quality of people’s life.

The range of customary practices associated with the consumption of
food either during the daily family meal or on exceptional occasions that
mark a turning point in human life (birth, marriage, death) establish a link
between eating and the collective values that go far beyond the fulfilment
of a physical necessity. The celebration of family ties (an overarching value
of Mediterranean societies, according fo many researchers) is strongly
connected to food consumption. The collective preparation and consumption
of food on the festive days of patron saints, for instance, take place in spaces
such as the central square, the place where festivals are held (panighirotopos),
the forecourt of the church. All of them are spaces endowed with special
significance for the structure of the village. In the case of such celebrations,
after the banquet and the communal meal follows a lively feast, dancing
etc. Nowadays that the cultural framework of food consumption has been
differentiated, Mediterranean Diet serves as one of the variants of the ‘local
cuisine’ that anyone can taste in commercial spaces.

Mediterranean Diet has been inscribed on the Representative List of the
Intangible Cultural Heritage of Humanity by UNESCO initially in 2010
and again in 2013. The nomination file for the inscription was submitted
by seven countries of the Mediterranean Basin, Cyprus, Croatia, Greece,
Italy, Morocco, Portugal and Spain.

H PoddkAeia Zrdpa kar n Olya KaydAn eroiudlovrag nneipddtikn nita ora Kére Medivd
Zayopiou (pwroypapiké apxeio KaAAidnng Zrdpa)

Rodokleia Stara and Olga Kapsali, preparing an Epirus pie in Kato Pedina, Zagori
(photographic archive of Kalliopi Stara)






Mawpud’epor oe avauvnoriki pwroypagia (pwroypapikd ap-
xeio [lovriakou kai Mikpaoiarikou ZuAAdyou Kapuoxwpiou «O

. npdopuyagy)

Momo'‘eroi posing for a commemorative photograph (photographic
archive of the Pontian and Asia Minor Society of Karyochori «The
refugee»)




Mopoépia, éva €01po Tou Awdekanpépou oTnv
Kolavn ka1 Tnv Eopdaia

Momoeria, New Year’s Celebrations in Eight
Villages of Kozani Area, West Macedonia, Greece

Evempiaké kal Yuxaywyikd €Bipo Tou Awdekanpépou (n nepiodog
ané 1a Xpiotolyevva éwg 1a Oeogdvia) pe xopeutikh, Bearpikh kai pou-
oikn opdda oe napdAAnAn dpdon. Xuvdéetal dueoca pe ToV EPXOUS TOu
véou €1oug Kal v KaAn xpovid. MNpoépxetar and v opeivi Tpaneloy-
via kal eniteeital oe okTd xwpid g Koldvng kar g Mrolepaidag
(Makedovia). H npcdtn npoouyikh yevid éviwoe Ty avdykn va 1o ouve-
xioel oxeddv apéowg Petd v eykatdotacn otn Makedovia kal Ba éNe-
YE Kaveig 611 10 €Bipo anéktnoe oxeddv pubikég diaotdoerg.

Zmv EANGSa npayparonoieital and 10 1924-25 pe eAdxioreg diako-
nég (yeppavika katoxh, eppiliog, ikraropia). Katayeypappévo oe ne-
viivia kal nAéov napaAllayég, onpepa emteAeital and v térapm yevid
Movtiwv. Mia napalhayn, auth tou xwpiod AiBepd g Tpanelolvrag,
petapépbnke oty EANGSa pe v aviailayn 1wv nAnBuopv (1923)
kar ékrote emreleitar adidAeinta €wG CAPEPA OE OKTW KOIVOTNTEG TGV
Anpwv Koldvng kai Eopdaiag: TerpdAogpog, ANwvdkia, Ik, Ayiog An-
pntpiog, Mpwrtoxdpl, AoBeotdnetpa, Kapuoxdpl, Kopvnvé. Or Meopud'e-
poIl, AVIPEG YETAMPIECHEVOI, anoTeAoUvTal and TPeIG OUAdEG: Th XOPEU-
TIKA (kopugaiog-apxnydg kal xopeutég), Tn Beatpikn (autooxédiol SidNo-
yol) kai T pouoikh (AGpa, ayyeiov, viaolAl). Me nepikepalaieg, pou-
otavéleg, HAEANIVEG «nepikvNUIdEG» N NAEKTEG KAATOEG, Toapouxia, (w-
vdpi peta&wrd, aluoideg oto omBog, poAdl, eykdAmio, kpatdviag EoAI-
vo paBdi, o Mwpdepor eniokénTtovial Ta oniTia Tou XwPIoU XOPeUovTag
Kal TPayoudodvTag e okond va NpokaAEécouy To eVOIAPEPOV Tou KoIVoU,
@oTe va ndpel PEPOG OTO OPWMEVO.

To olvolo g xopeuTikhg, BeatpikAg kal pouoikng opddag kGBe xw-
pioy eival nepinou 30 dropa kar n nopnh Toug Ba pnopoloe va xapa-
ktnpiotei wg éva Béarpo Spdpou (street-theatre) nou, xopetoviag kai
1payouddvrag, oanpilel npdowna kai kataotdoelg. [MpwtaywvioTolv ol
dlo vigeg, nou dhoi npoonaBoly va kKAEPouv nAnp@vovTtag éva avri-
TIpo, 0 yépog, n ypaia, o SidBolov, o dpkov (apkoida), o yrarpdv nou

Momoeria is a traditional performance incorporating dance, theatrical
play and music. It is held during the Twelvetide (Dodecaemero, namely
the period between Christmas and Epiphany). It has its roots in mountain-
ous Trebizond and is performed in eight villages of Kozani and Ptolemaida
(Macedonia). The first generation of refugees felt the need to perpetuate it
almost right after its settlement in Macedonia and it would not be an exag-
geration to say that its performance acquired almost the status of legend.

In Greece it is held since 1924-25 with very few exceptions (during the
German Occupation of 1941-1944 and the Greek Civil War that ensued,
as well as during the military dictatorship, 1967-1974). Being documented
in more than fifty variations, nowadays it is performed by the fourth genera-
tion of Pontians. The particular variation that we deal with here was originally
staged at Livera village of Trebizond and was transferred to Greece with the
population exchange (1923). Since then, it has been performed in eight vil-
lages of the Municipalities of Kozani and Eordaea: Tetralofos, Alonakia, Skiti,
Aghios Dimitrios, Protochori, Asvestopetra, Karyochori and Komnina.

The Momo'eroi are men in disguise forming three groups: the dance group
(leader and dancers), the theatrical group (improvised dialogues) and the
music group (lyre, bagpipe, daouli). Dressed in helmets, pleated skirts (fus-
tanella), wool-knit ‘greaves’, or knitted leggings, tsarouhi shoes, silk girdle,
chains over the chest, watch, and encolpion, holding a wooden stick the
Momo'eroi visit the houses of the village dancing and singing, aiming to
inspire their audience and make people take part in the event.

Al three groups of each village (dance, theatrical and music group) con-
sist of a total of approximately thirty people and their procession could
be identified as a kind of street theatre in which the actors satirize people
and situations, while dancing and singing. Among the protagonists are two
brides whom the spectators try to abduct in exchange for money, the old
man, the old woman, the devil, the bear, the doctor who examines the bride
and usually confirms that she has been deflowered, the tsantarmas (rural
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O1 Mwpd’epoi nnyaivovrag and oniti oe oniti oto Kapuoxdapi lMroAeuaidag (pwroypa-
| @iS apxeio [Novriakod kai Mikpacianikod ZuAASyou Kapuoxwpiou «O npdopuyag»)

Momo‘eroi going from house fo house in Karyochori, Plolemaida (photographic archive
of the Pontian and Asia Minor Society of Karyochori «The refugee)




Mawpd’epol e TiG xapakmpIoTIKEG OTOAEG Toug [paroypagi-
B kS apxeio lMovriakou kai Mikpaaoiarikou SuAAdyou Kapuoxwpi-
ou «O npdopuyagy)

=1 Momo'eroi in their characteristic costumes [photographic archive of
| the Pontian and Asia Minor Society of Karyochori «The refugee»)
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Maud'epog e m xapaknpioTiki nepikepalaia (pwroypaiké apxeio lNoviiakou kai
Mikpaoiarikoud ZuAAdyou Kapuoxawpiou «O npdopuyag)

Momo’eros with his characteristic helmet (photographic archive of the Pontian and Asia
" Minor Society of Karyochori «The refugee»)
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Xopeuovrag omv nAareia rou xwpiod Kapuoxapr MroAeudidag (pwroypapikd ap-
xefo [Movriakou kar Mikpaoiarikod ZuAASyou Kapuoxwpiou «O npdopuyags)

Dancing in the square of the village of Karyochori, Ptolemaida (photographic archive .-
of the Pontian and Asia Minor Society of Karyochori «The refugee»)



e&erdler ™ vipn kai dianiotdvel ouvhBwg v Kakonoinon g, o roa-
vrapudg (xwpogulakag eni Toupkokpariag) k.4. Xe kGdBe onimi nepipével
10UG MwPd’epoug 0 VOIKOKUPNG KEPVAIVTAG TOINOUpo, Kpaoi, napadoai-
akd edéopara kar yAukd.

Ta péAn oASkAnpNg TG ToMIKAG KoIvwviag anoteAolv Pépog Tou eBi-
HOoU CUPMETEXOVTAG HE agpooiwon kal evBousiaopd otn die€aywyh kal
nAoKA Tou, eV emdIKouV pe BEpun Tn CUVEXICH Tou Kal OTIG Endpe-
VEG YEVIEG WG avandonacTo OTOIXEIO TNG NOvTIAKAG TAUTéTNTAG KAl TNG
ouANoyIKAG Toug pvAapng. MdAiota, Tig dekaetieg Tou 1970 kar 1980
SnpioupynBnkav ora okTed xwpId noAimioTikoi cUAAoyol pe kipio okond
1 diapuhaén tou eBipou kal n perddoon Tou oTig vedrepeg yeviég. i’
auté dAAwoTe Ta 1I8pUTIKA pENN Toug htav ol idiol oI popeig Tou eBijou.

H perddoon tou otig vedrepeg yeviég yiverar Biopankd, and naré-
pa og yio, hdn and v naidikh nAikia. Znpaviiké pého nailer kar o ekd-
oto1e apxnydg Twv Mwpdepwv nou epnvéel kar kaBodnyei T xopeurti-
KA opdda. TuvaBwg pe v 18161nTa Tou Xxopodiddokahou kdBe GUANS-
you avaAiapBdver tov ouvioviopd g xopeutikhg opddag. H ekpdBnon
TV KIVAGEWY ONOKANP@VETAI JE TNV EVNAIKIWON TV VESTEPGY PEADV
KGBe koivétntag. Tote o1 peyalitepol oe nhikia Mwpd’epol kpivouv edv
10 Unoneio HENOG eival €Tolpo, WoTe va emAeyei avdpeoa otoug dw-
Seka IKAVATEPOUG XOPEUTEG. e 4,11 apopd oTtoug Beatpikolg pdAoug, n
perddoon and yevid oe yevid npayparonoleital Ye pipnon 1ev npoye-
VECTEPWV.

Tnv teAeutaia dekaertia, 10 €Bipo €yive 1600 dnpOoPIAEG doTE Napou-
o1dletar akdpa kal oe Béarpa kar dANhoug xwdpoug Siackédaong 1600
and 1a oK1 Xxwpid 6co kar and dAAoug xopeutikolg cuAdyoug. fia
T0UG TENECTEG TOUu anotelei pia {doa kAnpovopid nou avadeikvier Tnv
NoVTIaKA TOUG KaTaywyh Kal TautdTnTa.

To ortoixeio eyypdenke oro EBviké Eupemipio Aulng lMoAimotikig
KAnpovopidg g ENAGdag 1o 2015 kar otov Avrninpoowneutiké Kard-
Moyo g Auing MoAmotikig KAnpovouidg tng AvBpwnémrag 1o 2016.

policeman during the Ottoman Period) and others. In every household the
landlord receives the Momo'eroi offering them tsipouro, wine, traditional
delicacies and sweets.

All members of the local society play a part in the custom and involve
themselves with devotion and enthusiasm in its performance and plot, while
they ardently aspire to its continuation upon the next generations as an in-
dispensable element of the Pontian identity and collective memory. In fact,
in the 1970s and the 1980s cultural associations were founded in these
eight villages that aimed at the safeguarding of this custom and its transmis-
sion to the generations to come. This is the reason why the founding mem-
bers of these associations are identified with the performers of the custom.

The transmission of the element to the younger generations is achieved
in an experiential manner, from father to son, and starts already during
childhood. The current leader of the Momo'eroi also plays a key role as
he inspires and guides the dance group. Usually, in his capacity as dance
instructor of each association he undertakes to coordinate the group. The
learning of the dance moves is completed when the younger members of
each community come of age. Then the older Momo'eroi assess whether the
candidate member is prepared so as to be selected among the twelve most
proficient dancers. With respect to the theatrical roles, the transmission from
one generation to the next is accomplished by mimicking the predecessors.

Over the last decade the custom has become so popular that it is held in
theatres and other entertainment venues by the groups of the eight villages
as well as other dance associations. Its performers see it as a living herit-
age that underlines their Pontian origin and identity.

The element was inscribed on the National Inventory of Intangible Cul-
tural Heritage of Greece in 2015 and on the Representative Intangible List
of the Intangible Cultural Heritage of Humanity in 2016.
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lpdoivo oanouvi and akarépyacto nupnvédaio [(pwroypagikd
apxeio Zanwvonoiiag [Narouvn)

Green soap made from raw olive-pomace oil (photographic archive
of the Patounis’ Soap Workshop)




H Xanwvonoiia MNatouvn

Patounis’ Olive Soap Workshop

H Zanwvonoiia Matodvn eivar pia 1oTopikh gnixeipnon nou Aeimoupyei
and tov 190 aidva péxpr ofpepa oty néAn g Képkupag. H epnopikn
Sdpaotpidinta Eekivnoe apxikd pe €dpa n ZdkuvBo. To 1891 o yiog
tou Andotolou lMatodvn avAyeipe TO KTAPIO TOU CANWVOMOIEIOU OTNY
Képkupa (apxikd wg napdpTnpa kar apydtepa wg KEVIPO Tng enixeipn-
ong), énou kai Aertoupyei adidAeinta péxpr onpepa. H enixeipnon éxel
OTIG MEPEG MAG €va EKTETAPEVO eMNOPIKS OiKTUO OIAVOPAG TGV NPoid-
VIV, Jeydho pépog Tou onoiou ekTeiveTal 0T0 EEWTEPIKS.

Apaotnpionoieital otnv napaywyh oanouviol e@appéloviag pia ou-
ykekpipévn napadooiaki/npoBiopnxavikh uéBodo (ene€epyaoia-Phcipo
Tou oanouviol ot kaldvi), oTnv onoia xpnoiponololvial autodoieg Aina-
pég npw@1eg UAeg (eAaidhado, nupnvélaio), npoidvra kepkupaikAg napa-
ywyhg. Avalutikdtepa, n napaywyn Tou canouvioy, cUPP®Va PE TNV na-
1ponapddotn cuvrayh, nepihauBdver a) ene€epyacia Tou canouviol oTo
kaldvi (oanwvonoinon, e&aldrwon, Yhoipo, éknAuon, Pién), B) ekkévaon
Tou oanouvioy, y) otepeonoinon Tou canouvioy, 8) o@EAyicpa-kSPIpO,
€) wpipavon kai o1) noioTiké éNeyxo-cuckeuaoia.

H Zanwvonoiia Matodvn eivar n povadikn onpepa oe oASkAnpn v
eAAnvVIKA enikpdreia nou napdyel yia epnopikh dpactpidmra 1o aube-
v1iké npdoivo oanouvi, To onoio eival éva napadoociakd xeiponointo
npPoidv and akarépyacTto NUPNVEAAIO PE AVAYVWPIOUEVEG EUEPYETIKEG
18161n1eG. OPeilel 1o dvopd Tou 610 NPECIVO XPWHA Nou €xel é1av ei-
val ppEoko Kal To onoio anoktd and m xAwpo@UAAn g eAidg. To nu-
pnvélaio, ek1ég and n xAwpo@UAAn Tng eAIdg, éxel kal avTioCeldwTIKEG
ouoieg nou nepiéxovial ot pAolda Tng. Le autég opeilovTal oI avTion-
NTIKEG, ANOAUMAVTIKEG Kal ENOUA®TIKEG 1818TNTEG Nou xapakTnpiouv 10
auBevtiké npdoivo ocanouvi, kaBioTdvTag 1o PIAIKS npog 1o dépua npo-
i6v kaBapiopol.

To Baoikd npoidv ng enixeipnong, énwg kar kGBe AAAng napado-
OIaKAG ENTAVNOIaKAG canwvonoliag naiaidrepa, eival 1o npdoivo oa-

Patounis” Olive Soap Workshop is a historical firm which has been
in continuous operation since the 19th century in the town of Corfu. lts
commercial activity was originally launched in Zakynthos. In 1891 the
son of Apostolos Patounis built the premises of the soap workshop in
Corfu (serving initially as an annex and later as the headquarters of the
business), where it operates unremittingly to this day. Nowadays, the
company has an extensive product distribution network, a large part of
which operates abroad.

The company manufactures soap using a specific traditional /pre-indus-
trialist method (the soap is processed-cooked in a cauldron) in which pure
fatty raw materials (olive oil, olive-pomace oil), all Corfiot products, are
used. More specifically, according to the authentic recipe, the production
of soap involves the following stages: a. Processing of the soap in a caul-
dron (saponification, salting-out, cooking, leaching, cooling), b. Emptying the
soap from the cauldron, c. Hardening, d. Stamping - cutting, e. Maturation,
f. Quality control - packaging.

Today Patounis’ Soap Workshop is the sole company across the entire
country that manufactures the authentic green olive soap, a traditional
hand-made product, made of crude olive-pomace oil, the beneficial ef-
fects of which have been confirmed. The product draws its name from
its green colour when it is fresh, a property that results from the high
chlorophyll content of the olive-fruit. Olive-pomace oil, aside from chlo-
rophyll, is rich in antioxidants which are found in the olive-fruit skin.
They contribute to the antiseptic, disinfectant and healing properties that
characterize the authentic green soap and turn it info a skin-friendly
cleansing product.

The main product manufactured in the company, as in any other tra-
ditional soap workshop of the lonian Islands in the past, was the green
laundry soap that consists of crude olive-pomace oil and soda (sodium
carbonate). In the old days, before the advent of synthetic detergents
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nouvi pnouyddag and akatépyacto nupnvéAaio kar 66da. Ta nalaidre-
pa xpdvia anoteholoe €va €idog nNP@ING avdAykng yia OIKIaKA Xphon,
apoU akdun dev eixav KAvel NV eupAavion Toug oty ayopd 1a cuvBe-
TIKG anoppunavTikd kar Ta nAekTpIkd nAuvripia. H enixeipnon, ek1ég and
10 npdoivo oanolvi pnouyddag, ohpepa Napdyel Kar canoyvia nPoocw-
nIKAG nepInoinong.

To oppdyioua e ™ @ipua tng Zanwvonoiiag [larodvn (pwroypapikd apxeio Zanco-
vonoiiag larodvn)

and washing machines in the market, it was a household essential. To-
day the workshop, apart from the green laundry soap, manufactures
soaps for personal care.

Stamping the soap with the Patounis’ Soap Workshop logo (photographic archive of the
Patounis’ Soap Workshop)
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Kdyipo tou oanouviou e To paxaipl (pwroypagikd apxeio Xa-
nawvonoiiag Marodvn)

Cutting the soap with the knife ([photographic archive of the Patounis’
Soap Workshop)




Znuadedovrag 1o Gkono akGa oanouvi e KapPid (paToypa@iko
apxefo Zanwvonoiiag Marodvn)

Marking the uncut slab of soap with nails [photographic archive of
the Patounis’ Soap Workshop)



To otoixeio peradideral and yevid oe yevid, Kal ouykekpiyéva and
narépa ot yio, omv oikoyévela Marodvn. O pabnreudpevog diddoke-
Tar and Tov canouvd Ty Téxvn Tou canwvonoloy and 1o NPTo 6TddIo
NG Napaywyng nou eivar kai 1o onpavtikétepo. O pabnreudpevog npé-
ner va eival «ndve and 1o kaldvi» oe dAn  didpkela Tou Pnoiparog
Tou oanouviol. H didpkeia ekudBnong eival peydAn kar anaitei noANég
kal enavaiapBavépeveg canwvonoihoeig. Mpdkeitar yia pia diadikacia
nou ouvdudel TNV TuMIKA eknaideuon Péoe TNG andKTNoNG ENICTNHOVIKAG
yvéong avetdrou emnédou (o1 TEAeUTaiEG TPEIG YEVIEG CANWVOMOIWY
g oikoyéveiag Marodvn anogoimoav ané 1o EBviké MetodBio MoAu-
TEXVEIO) PE TN PN TUMIKA, EUNEIPIKA EKNAiSEUon oTny Téxvn, kaBMG n kGOe
canwvonoinon yiveral oe pn Biopnxaviké nepiBaAlov, dnhadh pe 1po-
no nou dev eival anoAUT®G TUNOMOINKEVOG.

H a&ia g oanwvonoiiag yia 1 culhoyikh pvipn tev Kepkupaiov ei-
var peydAn, 8161 kparder {wvravég napadooiakég a&ieg kal NPakTikég,
aionoidviag pe @iAikolg npog 1o nepiBdAdov 1pdnoug vidmia npoid-
via. H Xanwvonoiia Matodvn eivar 1o 1eleutaio {wvravd deiypa piag
napaywyikng dpactnpidintag nou dvBnoe otov 1éno and ta péoca Tou
190u €wg 10 péoa tou 2000 aidva. Nla Tov Adyo autd ofpepa ano-
TENE AVTIKEIUEVO aKABONMUAIKAG HEAETNG, ONUOCIOYPAPIKOU EVOIAPEPO-
viog, otoixeio Biwparikng eknaideuong 1wv véwy kar 181aiTepa 16V pa-
Bn1cdv kai ného ENEng dowv eniokéntovial Tnv néAn ng Képkupag.

H afia g tnapéng tou otoixeiou aviavakAdral ota Yngiopara nou
e&€dwoav Tonikoi kai dANo1 popeig, 6tav n Zanwvonolia Marodvn kived-
veuoe pe é€won and 1o 101opIkS Tng KTApIo. To 2008 10 KTAPIO TNG ENI-
xeipnong pagi pe Tov e€onAioud Tou in situ knpUxBnke diatnpntéo pvn-
peio Bropnxavikig kAnpovopidg and 1o Ynoupyeio MoAimiopoy kar ABAn-
niopou. Mpoidvra ng Zanwvonoiiag ektiBevrar oto faAAiké EBviké Mou-
oeio MoAimopddv g Eupddnng kar ng Mecoyeiou ot Macoalia.

In the Patounis family knowledge is passed down from one generation
to the next and specifically from father to son. The apprentice learns the art
of soap making by the soap maker from the very first stage of production
which is the most important. One has to watch over the cauldron closely
while the soap is cooked. The duration of learning is long and calls for nu-
merous repeated saponifications. The process combines standard education
through the acquisition of scientific knowledge of the highest level (the last
three generations of soap makers of the Patounis family graduated from the
National Technical University) and the non-formal, empirical training in the
art, as every single saponification takes place in a non-industrial environ-
ment, namely in a mode that is not entirely standardized.

The significance of the soap workshop in the collective memory of the
Corfiots is great as it preserves traditional values and practices making
effective use of the local products in environmentally friendly manners. Pa-
tounis’ Soap Workshop is the last surviving example of a productive activity
that flourished from the mid- 19th to the mid-20th century. This is why today
it has become the subject of academic study, journalists’ interest, an ele-
ment of experiential education of young people and particularly students
and an attraction to those who visit the town of Corfu.

The value of this element is reflected in the decrees issued by local
and other bodies when the Patounis’ Soap Workshop was threatened with
eviction from its historical premises. In 2008 the building of the workshop
together with its in situ equipment was listed as a monument of industrial
heritage by the Hellenic Ministry of Culture. Products of the Soap Workshop
are on display at the Museum of European and Mediterranean Civilisations
in Marseille, France.
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H réxvn g karaokeung punouloukiou eivar ouvupacuevn e  diapuiaén g
PEMNETIKNG Adikrig ouoikig napddoong (pwroypagiké apxeio AINETTOK)

The art of bouzouki construction is interwoven with the preservation of the
rebetiko folk music tradition (photographic archive of DINEPOK)




To PepnéTiko

Rebetiko

To Peunériko, 10 onoio dkpace kard 1o npcdto HIcd Tou 2000 aicdva,
eival aoTikh Adikh Houoikin noAimopikn ékppaon, e enippoég and 1o dn-
poTikS Kkal To pikpaoidriko 1payoudl. Me v ep@dvion Tou YpappoQ-
vou, kupiwg and tn dekaetia tou 1930, kai apydtepa 1ov MME, anékrn-
oe eupeia d1ddoon, eved OTIG PEPEG MAG avayvwpiletal wg dnPOPIAAG
noAITIoTIKA kKAnpovouid nou avikel oe dAoug, EAAnveg kal pn, péoa and
v kaBnpepivi, {wvtavh enitéAeoh Tou oe kévipa diackédaong, HOUsI-
KEG OKNVEG Kal OUVAUAIEG.

H napddoon 10v peunérikwv tpayoudidv anotehel pia cuhAoyikn
Hop®h Ekppaong Kal enikolveviag, nou katépbwoe va ouvraipidéer oe
pia Baupaoth evérnta tov Adyo, Tn pousikn kal Tov xopd. To pepnéTiko
OUVOEDNKE ME TIG CUMNEPIPOPEG KAl KOIVAVIKEG MPAKTIKEG KUPI®G TwV
nepIBWPIAKOV aoTIKOV OTPWHAT®Y Kal aviavakAd TIG aviIANAYEeIg Toug
yia n {wh, Tov épwra, Tov Bdvaro, mv Eevimd k.4. Metd m Mikpaciari-
ki Kataotpogpn enektdBnke orig opddeg 10v npoo@uiywy, eved, KUpi®g
petd tov B Maykdopio MéAepo, n koivwvikn Tou Bdon dieuplivBnke otnv
epyatiki 1a&n kal Ta pecoacTikd otpedpara. To eidog avantixBnke ota
peydha aotikd kévipa g EANGSag, kupieg Ta AMipdvia, eved oTig pépeg
pag eivar Siadedopévo oe SAn v eAAnvVIKA enikpdreia kaBdg kar oTIg
koivétnteg 1wV EAAAVRV g diacnopdg.

To «khaoiké» peneptdpio Tou eidoug avédeife noANolg dnpoPiAeig
ouvBéreg, 1payoudiotég kar pouaikoug. O Mdpkog BapBakdpng unnpée n
Yépupa avdpeoa o1o dnpoTikS Tpayouldi kal 6To PeUNETIKo, kaBwg htav
and Toug NPWTOUG Nou nxoypdenoayv pe pnoulotki (1932-1933), peta-
oxnuarioviag 1o hBog kal 1a diddypara g €wg 161 Napddoong e
Bdon 10 pnouloUki kar Toug Napadooiakols «dPOUOUGH-HOUCIKEG KATA-
keg. O Baoing Toitodvng, Eekivadvrag 1ig nxoypaphoeig tou 1o 1937,
Bydler 1o Aaikd Tpayouldi and Tov kGopo Tou Kolvevikol nepiBwpiou, yia
va 1o evidgel otnv kaivolpyla npayparnkétnta, kabiep@vovrag éva véo
Upog nai§iparog. Inpavtikh, eniong, unip&e n oupBoAn Tou oTov epnAou-

Rebetiko, which flourished during the first half of the 20th century, is an
urban popular music cultural expression that has been influenced by Greek
folk (dhemotikd) and Asia Minor songs. With the emergence of the gramo-
phone, mainly in the 1930s and later the mass media, it became wide-
spread, whereas nowadays it has been acknowledged as a popular cul-
tural heritage that belongs to all people, Greeks and non-Greeks, through
its daily performance in entertainment venues, music scenes and concerts.

The tradition of rebetiko songs serves as a collective form of expression
and communication and succeeded in merging together verse, music and
dance with remarkable cohesion. Rebetiko has been associated with the
behaviours and social practices primarily of marginalized urban classes
and reflects their perception of life, love, death, living away from home etc.
In the wake of the Asia Minor Disaster it spread among the refugees, and
after World War Il in particular it expanded across the working class and
the middle-class strata. The genre was developed in the large urban cen-
tres of Greece, particularly the ports, whereas nowadays it is widespread
throughout the country as well as among the Greek Diaspora.

The ‘classical’ repertoire of the genre brought to the fore many popular
composers, singers and musicians. Markos Vamvakaris was the link between
the folk song and rebetiko, as he was one of the first artists who produced
recordings with bouzouki (1932-1933), thereby transforming the mores and
the teachings of the established until then tradition based upon the bouzouki
and the traditional ‘dromoi; meaning ‘routes’-music scales. Vasilis Tsitsanis,
who began recording in 1937, took the popular song away from the fringes
of society in order fo incorporate it info the new reality establishing a new
way of playing. Furthermore, his contribution to the enrichment of the or-
chestra, the role of the singers and the structure of the songs was significant.
During the post-war period, the change that occurred in entertainment and the
prevalence of the four-chord bouzouki, which Manolis Chiotis had introduced,
marked symbolically the end of the primary production of rebetiko.
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TIopS TNG OPXACTPAG, OTOV POAO TGV TPAYOUdICT®Y Kal oTn o TwV
1payoudicdv. Kard m petanolepikn nepiodo, n aAhayn tou 1pdnou dia-
okédaong kai n kabiépwon Tou TeTpdxopdou pnouloukiol and Tov Ma-
vadAn Xidm, onparodortei oupBolikd 10 1ENOG TG npwToyevolg napa-
Y®OYAG T@V PEUNETIKOV TPAYOUdIV.

Ta xapakTnpioTikd yvwpiopara g napddoong Tou PEUNETIKOU ME-
raBaANovrar eviunwoiakd kaBdg nepvdpe and Tn pia 1o0TopIKh nepiodo
Tou €idoug oty dAAN, and Toug av@VUROUG dNPIoUPYOUG GTOUG ENCVU-
poug ouvBéreg. Méoa and auth m perdBaon, 1o pepnétiko odnynbnke
oradiakd ané v npo@opikn napddoon, otn diddoon péow Tou diokou
ypappopadvou kal g Siokoypagikig Biopnxaviag, pia Siadpopn nou
enédpace KATAAUTIKG OTA MOUCIKG XapakTNPIoTIKG Twv Tpayoudidy. Ma-
PAAANAQ, Spwg, anotéAece onpavTikn Anyn éunveuong yia noAAoug and
ToUG vedTEPOUG OUVBETEG, OTIXOUPYOUG KAl HOUSIKOUG.

O napadooiakdg 1pdnog ekpdbnong Twv PEPNETIKGY ATAV KUPI®S N Npo-
POPIKA-akouoTIKA Napddoon, péoa and T cuvVavacTPo@n 1wV VESTEPWY HE
ToUG NaAaIdTEPOUG opyavonaikTeg Kal TPAyoudIOTEG OTOUG XPOUG EMITE-
Aeong. O xpdvog ng pabnreiag-pinong dev Arav npokaBopiopévog.

Autég o Biopartikdg 1pénog ekudbnong, Péow TG «nPo@opIKSTNTAGH
(véoa and {wviavég ekteAéoeig aANG kai and nahaiég kar vedTepeg
NXOYPAPACEIG), Napapével onpavTikdg wg TG MEPEG pag, kabBdg 1o 181-
aiTepo Upog kal NBog TV pepnéTikey dev pnopei va anodoBei pévo pe
TIG MOUCIKEG KATAypaPEG Kal Tnv avdyveon 1ng naptitolpag. Map’ éAa
autd, Tig TeAeutaieg dekaetieg evioxietal n didaockalia Toug o€ pouai-
K& oxoleid, wOeia, MOUCIKEG OXONEG K.Q., XWPIG OM®WG akdpn va €Xel
BeopoBemnBei didakTéa UANn 1 va xopnyeital avayvwpiopévo dinAwpua
onouddv oTo £id0G.

Av kai n npwtoyevig dnuioupyia TV PEMNETIKWY OEIXVEI va ONOKAN-
pcoveral ota péoa g dekaetiag tou 1950, 1a 1payolddia autd napapé-
vouv e&alpeTikG OnpOPIAA €wG TIG MEPEG pag, KaBwg ol vedtepeg ye-
VIEG Ta OIKelonoloUvTal Kal Ta enavekTeAoUV, cuxvd pe oAl diagpope-
TIKEG EVOPXNOTPACEIG KAl XPNoN NAEKTPOVIKAG Houoikng. MNdve and dha
Spwg, e€akolouBolv va avrinpoownetouv pia {doa pouoikh napddoon,
pE 10xupd oupBoAIKS-100A0YIKS Kal aloBNTIKG-KAANITEXVIKS XAPAKTAPA.

The distinctive elements of the rebetiko tradition are impressively trans-
formed as we progress from one historical phase of the genre to the other,
from the anonymous creators to the renowned composers. With this transi-
tion rebetiko gradually moved on from the oral tradition to its diffusion
through the gramophone records and the record industry, a route that was
a catalyst for the music features of the songs. Yet, at the same time it served
as a significant source of inspiration for many of the younger composers,
lyricists and musicians.

Learning of rebetiko was customarily achieved by means of oral-aural
tradition mainly, through the interaction of younger people with older musi-
cians and singers in the venues where these songs were performed. The
duration of the learning-initiation was not fixed.

This experiential mode of learning, through ‘orality’ (live performances,
but also earlier and later recordings), remains significant to this day, as the
special style and culture of rebetiko cannot be delivered solely through
recordings and the reading of sheet music. However, over the past decades
the teaching of rebetiko in music schools, conservatories, music institutions
etc. has increased, yet without being integrated into their curriculum and
without any accredited qualification in the genre being awarded.

Even though it seems that the primary production of rebetiko came to an
end in the mid- 1950s, these songs remain remarkably popular to this day,
as the younger generations become familiarized with them and perform
them, often with quite different orchestrations also fused with electronic
music. But above all, they continue to embody a living music tradition with a
powerful symbolic-ideological as well as aesthetic-artistic character.



H peungrikn Adikri poucikn eivar ouvupacpévn e Tov xopd (paroypagi-
k6 apxeio AINETIOK)

Rebetiko folk music is intertwined with dancing (photographic archive of
DINEPOK)




To Zuppdko (pwroypaikd apxeio AINETIOK)

Syrrako (photographic archive of DINEPOK)




To Mapadociaké Mavnyupi Tou Tuppdkou

The Traditional Festival of Syrrako

To napadooiakd navnyupi Tou Xuppdkou, ota T{oupépka g Hneipou
(vouég lwavvivey), eival éva HousIKOXOPEUTIKS SPMOUEVO-TEAETOUPYIKA
nPAKTIKA, Nou avayvwpiletal and 1oug ZuppakidTEG WG onuavTikd oTol-
X€io NG NOAIMIGTIKAG Toug kKAnpovopidg. H yvdon nou apopd v 1éNe-
on tou petaBiBdalertar and yevid oe yevid, evduvapdvoviag Ty aicbnon
TNG KOIVAG TAUTATNTAG KAl TNG OUVEXEIAG,.

To navnylpi Tou Zuppdkou ouvioTd éva olvolo cupBolikdv npde-
®v pe kaBigpwpévo Tunikd, eviayuévo otov kKUkAo Tou xpdvou. Malai-
S1epa navnyilpia npayparonoiodviav oe OAeg TiG ToniKEG BpnokeuTikég
Y10pTEG TOU KaAokalpIoy, EVE ohpePa 1o Navnyldpl NPAYUATONOIEITAl TNG
Merapdppwong Tou Lwmpog kai ng Koipacewg tng Oeotékou (Aeka-
nevialyouoTo), nou eival kal To ONPAvTIKGTEPO.

To navnydpi die€dyeral 010 «x0pPOOTATI®, OTNV KEVTPIKA NAATEIG TOU
Zuppdkou, nou anoTe el TOV MUPAVA TNG KOIV®VIKAG, BpnokeuTIKAG, NoAI-
TIGTIKAG Kal o1kovopIKAG (wng Tng koivétntag. To xopootdol givarl o xa-
POG NMouU (PEPEI anoTUNWPEVN Tn BIAXPOVIKA o@payida Tou noAimiopoul
TNG, O XWPOG MOU YId TOug anaviaxol XUPPAKIWTEG EXEl METATPANE] OF
16n0 oXeddV «gPSH.

To navnylpi eival Tautiopévo pe Tov dnpdolo xopd, NoU opPyaveVe-
Tal oe dUo h Kal NEPICOOTEPOUG OMOKEVTPOUG AVOIKTOUG KUKAOUG. ZTOUG
€0WTEPIKOUG KUKAOUG XOPEUOUV O YUVAIKEG Kal oTOUG EEWTEPIKOUG Ol
Gvdpeg. v npdt Béon xopelbouv Shoi ool éxouv nmacTei oTov KU-
kAo pe T oelpd, o kaBévag pe Tov xopd-Tpayoldi g eNAOYAG Tou, Nou
npoépxeral and autd nou avayvwpileTal WG «CUPPAKIWTIKO» PENEPTS-
p1o. H 1hpnon 1ng oeipdg Tou kikAou Atav kar eivar auotnph kar aAAayn
yiverar pévo petall 1wv yuvaikedy karéniv ouvevvonong, worte va Bpe-
Bolv omnv npdtn Béon Leuydpia h otevoi ouyyeveig. ONol xopelouv
and 8o xopoug kal n didpkeia kGBe xopol eival dio ylipor Tng nAarei-
ag, waorte va undpxel fon avriperdnion and Toug opyavonaikteg. O1 xo-
poi nou ouvnBilovtal oto navnylpi eivarl ol ouptoi (nantdg, cuptdg ota

The traditional festival of Syrrako at Tzoumerka in Epirus (loannina Re-
gional Unit) is a music and dance event and simultaneously a rite that is
identified by the locals as a significant element of their cultural heritage.
The knowledge which is associated with its performance is passed down
from one generation to the next reinforcing a sense of collective identity
and continuity.

The traditional festival of Syrrako comprises a whole set of symbolic
actions that conform to a prescribed procedure which has been incorpo-
rated within the cycle of time. In the past, festivals accompanied all great
religious celebrations during summer, whereas today the event takes place
on the feasts of the Transfiguration of the Saviour and the Dormition of the
Virgin (Dekapentavgoustos - August 15th), which is the most important.

The festival is staged at the chorostasi, the village square that represents
the nucleus of the social, religious, cultural and economic life of the com-
munity. The chorostasi that bears the indelible imprint of its culture is the
place which for the Syrrakiotes from across the country signifies an almost
‘sacred’ site.

The festival is identified with public dance in which the dancers form two
or more concentric open circles. Women comprise the inner circles and men
the outer circles. The leading position of the circle is occupied alternatingly
by those who join the dance to the song of their choice which forms part of
what has been defined as Syrrakiotiko repertoire. The arrangement of the
circle is very strict and only the women can swap places upon agreement
so that couples or close relatives may become leaders.

Everybody takes part in two dances. The duration of each dance lasts
until the circle moves around the circumference of the village square twice
so that everybody is treated equally by the musicians. The dances which
are traditionally danced belong to the syrtos style (patitos, syrfos sta tria
and syrfos sta dyo), tsamiko and pentasimoi. The songs in the Aromanian
language which are performed in the festival are few, such as the Voul’
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Tpia kal cupTéG oTa Uo), 1o ToduIKo Kal ol nevidonyol. Aiya eival nhéov
1a 1payoudia otn BAdxikn yAddooa nou ouvnBifovral oto navnyipl, nwg
BoUA’ uagpi BoiA’, (Bodha pwp’ Bodha), Nou 1 ap’ vri (un yehigoai), Bivi
oudpa o1 pourliu’ [ipBe n pa va plyoupe) k.. H pouoikh kopnavia ei-
var auth nou ouvnBietal oe OAn v "Hneipo kar anoteAeitar and kAapi-
vo, BioAi, Aaouro, viépi kal 1payoldi.

To npwi yiverar n Aeitoupyia otnv ekkAnoia Tou ayiou nou yiopTdalel,
evd nalaidtepa akohouBoloav o1 eMOKEYPEIG OTA ONITIA TWV AVIPOV
nou €iXav TNV OVOPAOCTIKA TOUG YIOPTA yia aviaAAayh euxedv Kal TO ol-
koyevelakd yelpa. H évapén tou navnyupiod yivérav apéowg petd. Xi-
pepa, n évapén yiverar 1o Bpddu, pe 10 npdTo dkouopa Twv KaBioTIKGOY
1payoudicdyv (vriundvr) ané toug opyavonaikTeg.

Mahaiétepaq, o1 oikoyéveieg €3ivav peydAn onpacia oty ekpdBnon
and 1oug vedtepoug Tou eBIHIKoU KOSIKA KAl TV XOP®V TOU Navnyupiou.
EE4ANou, n epgpdvion kal o xopdg o10 navnylpi anote oloe €vdein 61
o véog i n véa déxovrav nAéov npoevid. Eniong, ouvictoloav onpavti-
k6 kpiTApIo yia nv aioAdynon Tng npoownikdTNTdg Toug. X1a navnyipia
1a naidid oupperteixav wg Bearég, evd o1 EpnBor mdvovrav oo 1éNog
Tou KUkAou kal npoonaBolcav va aviiypdyouv Toug peydhoug. ‘Erol, 1a
véa pENN TG koivétntag pdbaivav va xopedouy, kAT nou cuvexileral
péxpr kar onpepa. Map’ SAa autd, kipiol popeig ekudBnong 1wV xopwdV
kat Tou eBipikoy kdSIKa Tou navnyupioy eival NAEoV Ta XOPeuTIKA TUARA-
10 16V KaTd 1énoug XuvOEou®Y.

To napadooiakd navnylpi anoteAei yia Toug ZuppakidTeg, nou {ouv
n\éov Siackopnicpévol o Sidpopa aoTikd nepiBaAlovia (1o xwpid dev
éxel nAéov poévipoug katoikoug), éva and Ta noAutiudtepa MONITIOMI-
kd/oupBolikd ke@dAaia autonpoodiopiopol g koivétntag. Mapd 1a
Si1Ggpopa yeyovdTta nou dIAaTapdooouy Tn CUVEXEID KAl TNV EMIKOIVGVIA
g KolvéTnTag, 10 navnyipl KatopB@Vel, EVOWUAT®OVOVTAG TIG KOIV®VI-
KEG Kal NoAITIopIKEG aAAay€g, va anotelei éva Baoikd diapoponointikd
otoixeio nou SIakpivel Toug ZUPPAKIDTEG WG NPOG Toug «GANoug», ou-
vioTdviag €101 évav and 1oug onpavTikéTepoug OeikTeg TNG NONITIOMI-
KAG Toug TaUTATNTAG.

maeri Voul’ (trans. ‘Voula, hey you Voula'), Nou ti ar’ nti (trans. ‘do not fool
yourself), Vini ouara si foutzim’ (frans. it's time to go’) etc. The group that
plays the music is habitually encountered throughout Epirus and the music
instruments which are involved are the clarinet, the violin, the lute and the
tambourine together with song.

In the morning the Liturgy is held in the church that is consecrated to the
saint whose feast day is celebrated, whereas in the past this was followed
by visits to the homes of those men who were named after the saint for
salutations and the family meal. The festival began right afterwards. Nowa-
days, the festival starts in the evening, at the sound of the kathistika songs
(dibandl), namely music to be listened to while sitting around the tables,
played by the musicians.

In the past, families attached great importance to the learning of the
customary code of the dances by the younger. What is more, to make an
appearance and dance at the festival was an indication that both a young
man and a young woman were ready to accept matchmaking. Moreover,
they constituted an important criterion by which their personality was evalu-
ated. Children participated in the festivals as mere spectators, whereas
the adolescents danced at the end of the circle trying to imitate the elder.
Hence, the younger members of the community learned to dance in this
mode, something that has lived on to this day. Even so, the main institutions
in which the dances and the customary code of the festival can be learned
are the dance groups of the local Associations.

For the Syrrakiotes, who now live scattered across the various urban
centres (the village is no longer inhabited by permanent residents), the tra-
ditional festival is one of the most valuable cultural/symbolic chapters in
the community’s self-identity. Despite the various events that have disrupted
the continuity and communication of the local society, the festival succeeds,
by integrating the social and cultural changes, in functioning as a key differ-
entiating element that distinguishes the Syrrakiotes from the ‘others’, thereby
being one of the most important signifiers of their cultural identity.



To navnydpi 1ng Merauoppdoews Zwmpog oro Zuppdko, TpInASG kukAog Tou xopou, 6
Auyodorou 2016 (pwroypapikd apxeio AINETIOK)

The Feast of the Transfiguration of the Saviour in Syrrako, triple dance-circle, August 6, 2016
(photographic archive of DINEPOK)




: _— Toakavikog xopds [kAeioTé xop€] and rov Xopeurikd Ouido Aewvidiou. PeoniBdA Mei-
= * 1{dzz (Aewvidio, 20 12) [pwroypapikd apxeio MeAir{dzz, pwroypagia: Zwmpng MndAng)
- N Tsakonikos dance (closed dance) performed by the Dancing Club of Leonidio. Melitzazz

Festival (Leonidio, 20 12) (Melitzazz photo archive, photo: Sotiris Bolis)




O Toakwvikog xopdg

Tsakonian Dance

O Toak®dvikog x0pdg gival éva POUCIKOXOPEUTIKS SPMUEVO Kal MIa
1&1aitepn 1eAeToupyia, olpuBoAo cUNNOYIKAG NONITIOUIKAG TQUTATNTAG TWV
Karoikwv g nepioxng Tng Toakwvidg Tou vopou Apkadiag, pe onoudal-
S1epo KEVTPO TO Acwvidio. H ouNAoyikh pvapn yia Tov Toakdviko xopd
nou napadideTal HECW NPOPOPIKGY HapTUpIdY Prdverl péxpl 1o 1843.
To érog ekeivo npayparonoinBnke n eniokeyn tou Bacihid ‘OBwva kai
g Baoihiooag Apahiag oto Aewvidio, npog TipAv Twv onoiwv €yive
xopdg dnou vidniol xépePav Tov TOAKOVIKO Xx0pd, VIUPEVOI pE TOMI-
k€g evOupaoieg.

To yewypagiké kpithpio Ba dwoel v ovopaocia Toak®dvikog oTov
xopd. Autd cuvéBn érav Eexdpioe and 1o xopeuTikd cloTnpa NG nepi-
oxng, anoondotnke and to Tomikd nAaicio kar evidxBnke oo peneptd-
p1o 1wV «eBvikdV» xopv. Makaidrepa oty Toakwvid 1o 1payold £81-
VE TNV ovopacia otov xopd, pe nio cuvnBiopévo 1o «Kivicay Ta..» (ané
10 1payoudr «Kivicav ta Toavénoula kar dAa 1a ToakwvEnoulan).

Qg xopeurikh emtéleon anoté\eoe kai anoteAei oduBolo 181aitepng
TQUTETNTAG, NOU CUCNEIP@VEl Toug Todkwveg oe [ia koivih aioBnon kai
ékppaon Tou oulAoyikoU «avikelv». Eival o Sik vduou xopé (SnAadn
«0 SIKOG pag xopde»), dnwg cuvnBilouv ol idiol o Todkwveg va Tov xa-
paktpifouv oty navdpxaia Toakdvikn SIGAEKTO nou akSpa opiAeiTal
oty NePIOXA.

O xopbg Eekivd pe kukAikd oxhpa, kavel onelpoeideig (kouhoupid-
opara) kar @i8icioug oxnuatiopoug kai katahhyel oe npikdkAio. Ta oc-
pata TV xopeut@v (yuvaikeg, dvipeg kar naidid) eivar otpappéva katd
% npog 1a deid, evd 1a xépia ouvdéovtal pe Tpdéno dote To Se&i xEpi
Tou delTEPOU va eival k4Tw and 1o apioTePd Tou npdTou xopeuth. Kar’
autév ToV TPAMO, O XOPEUTEG OUYKPOTOUV €va eviaio ouvapBpwuévo
olvolo pe o@ikth AaBh, nou pépver oe otevih enagph 1a odpard Toug Kai
dev empénel yphyopa kai peydha Bhpara.

H kupatoeidng kivnon Tou owparog oe ouvduaopd pe Ta apyd Bapa-

The Tsakonian dance is a music and dance event and at the same time a
special ritual, a symbol of the collective cultural identity of the inhabitants
of Tsakonia in Arcadia Regional Unit, with Leonidio being the principal town
in the area. The collective memory of the Tsakonian dance, which has come
down through oral testimonies, dates back to 1843. That year King Otto
together with Queen Amalia visited Leonidio and the dance was performed
by the natives dressed in folk costumes in honour of the royals.

The name Tsakonian is derived from the geographical location. This oc-
curred when it was disengaged from the dance system of the region, was
detached from the local context and was integrated into the repertoire of
‘national’ dances. In the past, in Tsakonia the dance was named after a
song, the commonest being ‘Kinisan ta...’ (from the song ‘Kinisan ta tsano-
poula kai ola ta tsakonopould’; trans. ‘All the Tsakonian young men and
youths set forth').

As a dance performance it has always served as a symbol of the special
identity that brings the Tsakonians together infusing them with a shared
sense and expression of ‘belonging'. It is o diko namou chore (trans. ‘it is our
dance’) as the Tsakonian people describe the dance in the ancient Tsakonian
dialect which is still spoken in the region.

The dance starts with a circular configuration and continues with spi-
ral (coiling) and serpentine formations ending in a semicircle. The dancers
(women, men and children) fix their bodies in a three-quarter pose to the
right, while holding each other’s hands in such a way that the right hand of
the second dancer goes under the left hand of the first dancer. Hence, the
dancers constitute a seamless entity clasped firmly together which brings
their bodies info close contact preventing them from quick and big steps.

The undulating movement of the body in combination with the slow back-
and-forth steps and also the spiral formation create the impression of a
gigantic sluggish serpent. The dance may be executed accompanied by
instrumental music and song, instrumental music or just song. The songs are
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10 niow-epnpdg, kabog kal o oxnuatiopdg g oneipag, divouv kaba-
pd v eikdva evédg TepdoTiou apydouptou @idiold. O xopdg pnopei va
XOPEUETAl PJE OPYAVIKN POUCIKA Kal TPayoldi, opyavikh Pouaoikh h pévo
1payoldi. Ta 1payoldia anodidovral cuviBwg and éva dropo, 10 onoio
1payoudd pia otpon nou enavaiapBdverar and v opdda 1wV xopeu-
160V, EVE Ta dpyava nou cuvodelouy Tov Toakadviko xopd eivar 1o Bio-
Ai, To kAapivo, 1o Aaourto kal nalaidéTepa, 10 caviolpl.

O Toakdvikog dev eival xopdg Tou ke@iol kal Tng diackédaong. Ei-
var Bapug kar peyalonpenig xopdg, nou xapaktnpilerar and 1oug vid-
MIoug WG «TaneIvogy, «coBapdgn, «auoTnpdgy, «AITEG» Kal «oUYKPATNE-
vogy. Eival o xopdg pe Tov onoio kAeivouv 1a yAévtia, eivar dnhadn o
1eAeutaiog xopdg, nou xopeleral and dAoug pe T d€ouca peyalonpé-
Mela Kar «iepdTnTa.

O Toakdvikog xopdg ouvdébnke 181aITépwG e To TPayoud! «Xou na
pdva, ndvipeé pe onmTovoikokUpePé pe, kal ota &éva pn pe dWOEIG,
pdva Ba 1o peTavidoelg..», kKT 1o onofo dev eival Tuxaio, apou kdbe
onit 1ng Toakwvidg eixe Eevitepévoug, evidg h ektég EANGdag. Ta 1pa-
youdia nou cuvédeuav Tov xopd Tpayoudidviav otny Toakdvikn SidAe-
K10, aAAG pe Tnv ndpodo Tou xpdvou Kal TNV eI0Aywyn VESKONWY Tpa-
youdicdv Ta Tpayoudia autd EexdoTnkav.

ZnpavTiké pélo oty avdadeidn tou Toak@vikou xopol énaife n A.
Zipdrou. Ooov agopd ™ didackahia Tou otnv eknaideuon, o X. ZakeA-
Aapiou npwtodidae Tov Toakwviko xopd otn lupvaotikh Akadnpia kai
oto Adkeio EAAnvidwv n Sekaetia tou 1930. And 10 1999, n di1da-
okaAia Tou Toakedvikou xopoU evidooeral oto npdypappa S1dackahi-
ag 1ng npwtoBdbuiag eknaideuong, eved anotelei évav and Toug nio ou-
vnBiopévoug xopolg dlapdpwv oxoAik®dV ekdnAdoewv. Autd, BéBaia,
Sev onpaivel &1 o xopdg anodideral ndvia pe Tov KaAirepo T1pdno.

usually performed by one person who sings a strophe that is reverberated
by the group of dancers, while the instruments that accompany the Tsako-
nian dance are the violin, the clarinet, the lute and in the past the santuri.

The Tsakonian is not a festive dance, intended for entertainment. It is
grave and grandiose, characterized by the locals as humble’, ‘solemn’, ‘aus-
tere’ and ‘restrained’. It is a dance with which celebrations terminate; thus it
is the last dance danced by all with the due majesty and reverence.

The Tsakonian dance has been particularly associated with the song ‘Sou'
pa mana, pantrepse me, spitonoikokyrepse me, kai sta xena mi me doseis,
mana tha to metanioseis... (trans. ‘I told you mother, find me a husband,
get me my own household and do not send me away to foreign lands, for,
mother, you will regret this’) which is not a coincidence since every family
in Tsakonia had members who had migrated either to other parts of the
country or overseas. The songs that accompanied the dance were sung in
the Tsakonian dialect, but as time went by and with the introduction of new
songs these were eventually forgotten.

Dora Stratou played akey role in fostering the Tsakonian dance. As regards
its teaching in education Ch. Sakellariou first instructed the Tsakonian dance
in the Gymnastics Academy and the lyceum Club of Greek Women in the
1930s. From 1999 onwards the teaching of the Tsakonian dance has been
incorporated into the primary school curriculum and constitutes one of the
commonest dances performed in various school events. Of course, this does
not necessarily imply that the dance is executed in the best possible way.



Toakdvikog xopdg [kAeioté xopé) and rov Xopeutiké Opido Neaw-
viSiou. @eoriBar MeAirlézz (Aewvidio, 20 12) (pwroypapikd ap-
xeio MeAirldzz, pwroypagia: Zwripng MndAng)

Tsakonikos dance (closed dance) performed by the Dancing Club
of Leonidio. Melitzazz Festival (Leonidio, 20 12) (Melitzazz photo
archive, photo: Sotiris Bolis)




Mappaporexvimg v épa nou Souleuel [pwroypapikd apxeio Al-

NETIOK, pwroypapia: Zilag MixdAakag)

Marble craftsman at work (photographic archive of DINEPOK, photo:
Silas Michalakas)




Tnviakn pappapoTexvia

Tinian Marble Craftsmanship

To pdppapo eivar uhiké ouvdedepévo pe Tnv eAANVIKA 10TOpPIia AdN
ané 1ov kukAadiké nohimopd g 3ng n.X. xilietiag. Zrov idlo yewypa-
PIKS x®dpo, 1o Alyaio, n vedrepn pappapoyAuntikn onpeinoe agiéAoyn
avantuén pe onpavTikétepo kévipo v Thvo (Adn and tov 170 aicdval).
H nalaid napddoon 1wv Tnviakedy otnv 1éxvn Tou HApP&POU enekTeive-
a1 uetd 1o 1830 kar omnv ABAva, énou petall dANwv epydlovral yia Ta
VEOKAQOIKG péyapa TG npwreloucag, TIG EKKANGIEG TNG KAl TNV avaoTh-
Awon 1wV apxaiwv pvnpeioy. And autoldg Ba npoéNBouv ol npdTol pa-
On1ég Tou MoAutexveiou kal peydlog apiBuédg onoudaiwy KAANITEXVOY
(Anpatpng ®iAinndng, lidpyog BitdAng, NiavvoiAing Xalendg, Adlapog
Yodxog, Nikéhaog [6ng, Niknpdpog Adtpag kar nohhoi dANoi).

H 1éxvn Tou papudpou eivar €xvn «Adikhn, pe v évvola &1 ekppdlel
N ouAAoyIKSTNTA KAl TNV TOMIKA TAUTOTNTA TWV CUYKEKPIMEV®V KEVIPWV.
Zmnv Tavo unhp&e ndvra 1éxvn KANPOVOUIKA. LUYKPOTEITAl OE OIKOYEVEI-
akn Bdon, éxi pévo and narépa oe yio, kArd v natpikA ypappn, akid
kal and TG €€ ayxioteiag ouyyéveieg. Texviteg kal neAdTeEG avikouv oTo
id10 TexvikS kal noAimiopiké nepiBéANov kai akolouBolv napadooiakd
npdtuna KoIveg anodekTd.

Z1a npoidvra Tou pappdpou kabopiotiké pdho naiCel n npakTikA xpn-
oIpSTNTA TOouG N evAIGBeTn wotdoo kahaioBnoia Tou Aaikou Texvith odn-
yei kai otn diakéopnon Toug pe Bépara nou nnydlouv and v napddo-
on, KOIVA yIa TEXVITEG Kal NEAATEG, KAl UNNPETOUV AVAYKEG METAPUOIKEG
kal oupBoAikég.

Ta npoidvia 1ng pappaporexviag tagivopouvtal pe Bdon m xphon
Toug oe: (a) epyaleia kai okeln 1ng kaBnpepivig (whg, nwg youdid, Ae-
kavideg yia okopdakid, netpwrapia yia 1o M&ipo Tou Tupioy, vepoxy-
1eG k.4, (B) oe apxITEKTOVIKEG EPAPUOYEG, ONWG NAOKOOTPMUATA, Op-
Bopappapdoelg, KOAOVeG, kopvileg, NPooT®a, PNaAkdvia, goupoloia,
altdveg, neColAeg, okAAeg, nopTooiég kal Napdbupa, aeT®duaTa, npda
alAG kar Tépnha, duBwveg, deonotikolg Bpdvoug, npookuvntdpia, npo-

Marble has been linked with Greek history already since the 3rd millenni-
um B.C,, a time at which the Cycladic civilization appeared. Within the same
geographical space, the Aegean Sea, modern marble craftsmanship was
remarkably developed with Tinos serving as the major centre (already since
the 17th century). The time-honoured tradition of the Tinian craftspeople in
the art of marble was extended after 1830 to Athens where they worked,
among others, on the neoclassical mansions of the capital, its churches and
the restoration of ancient monuments. From this social environment come
the first students of the National Technical University and a large number
of great artists (Dimitrios Philippotis, Giorgos Vitalis, Yannoulis Chalepas,
Lazaros Sochos, Nikolaos Gyzis, Nikephoros Lytras and many more).

The art of marble is a folk’ art in that it expresses the collectiveness
and the local identity of the specific centre. On Tinos, it has always been
hereditary. It is determined on the basis, not only of patrilineal descent,
but also affinity. Craftspeople and clients form part of the same technical
and cultural environment and adhere to commonly accepted traditional
standards.

The marble products are marked by their practical utility, yet the innate
aesthetic taste of each craftsperson gives rise to their embellishment with
motifs rooted in a tradition, common for craftspeople and clients, satisfying
metaphysical and symbolic needs.

The products of marble craftsmanship are classified depending on their
use as a. utensils and vessels of everyday life, such as mortars, bowls for
skordhalia (crushed garlic purée), petrotiria (devices intended for cheese cur-
dling), sinks etc., b. architectural applications, such as marble pavers, marble
revetments, columns, frames, porticos, balconies, corbels, flower planters,
terraces, staircases, door and window ornaments, pediments, heroa, but
also iconostases, pulpits, Episcopal thrones, icon stands, church facades,
candelabra, altarpieces, baptismal fonts, holy water basins for Catholic
churches efc. and c. marble sculptures or stone reliefs, such as coats of arms,
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obPelg ekkAnoI®dV, pavoudAia, aArdpia, Banmiothpia, aylacTnpeg Twv
kaBoAikedV ekkAnoicdv kTN, (y) oe pappapdylunta n AiBavaylupa, dnwg
oikéonpa, unépBupa kar nepiBupduaTa, PeYYITEG, KPAVEG, TAPSNAAKEG,
enimdpBia pvnpeia, npeda KTA.

H karaokeun evég €pyou pappapoyAuntiking epgaviCetal and tov 190
ai®dva avandéonaocta Sepévn pe v ekndvnon oxediwv. Ta npdtuna ek-
KIvoUv and Toug eMNEeIPIKOUG APXITEKTOVEG KAl TOUG MAPMAPAdEg Tng
npoenavaoctankhg EANGdag, otn cuvéxeia duwg, und v enidpaon Twv
OnoudaCHEV®Y APXITEKTOV®Y TG npwTeloucag, SlapoppoOveTal i
npowBnuévn popen oxediwv kal yevikdrepa npodiaypapadyv. Evroidroig,
n oxediaon NOPAPEVE! YIO TOUG PAPMAPOYAUNTEG yvddon eunelpiki. Ta
ox€d1a Kukhopopolv and xépi oe xEpI Kal, HOAoVOTI cuvBwg unoypd-
povral, Bewpoulvral koivh napakaradikn g koivétntag. Aviiypdgovral,
napaAldooovral, avacuvTiBevral, unakotouv dnhadh oToug KAvEveg TG
XEIPOTEXVIKAG NAPAYWYAG.

O pabnreudpevog &ekivd oty apxn pe UNNPETIKEG EPYAOIEG, TAKTO-
nolei Ta epyaleia (kai napdAAnha 1a yvewpilel), okounilel, ackeital otnv
14€n kar nv unakon. AkohouBei n otadiakh ekpdBnon Tng Téxvng, and Tig
anlouloTepeg oTig ouvBeTdTEPEG TEXVIKEG, KAl TEAEUTAia n ekpdBnon Tou
oxediou. ZuvhBng eival n nepintwon ng Sidackaliag «ota KAe@Té», &n-
Aadn n andkpuyn opiopévey Baoik®dV «UUCTIKGOV Tou enayy€éAparogy, Ta
onoia o pabnreuduevog npoonabei va 1a aviiAngBei pe novnpid. Aev
eival dyvwotn ndviwg kai n aviiBetn npakTikh, KUPiwg oe epyacThipia eu-
pwota. KéBe pdotopng €xer und v eniBAeyn tou évav i dlo pabnreu-
Suevoug-BonBolg npog Toug onoioug ackei x1 pGvo TeXVIKA, AANG Kal
naideutikh-naidaywyikn e§ouoia. Orav, petd and touhdxiotov Técoe-
pa xpdvia, évag pabnreudpevog avayopeleral oe udoTopn, TO APEVTIKS
Tov «npoikiCe», xapilovidg Tou éva kaceAdki pe 1a epyaleia g dou-
AeIdG o710 NAQICIO MIAg MIKPAG TEAETAG EVOMIOV TV HACTOPMYV.

Ynpavtiké Beopd opyavepévng pabnreiag oty 1éxvn  anoteAel
n Ixoli Kalov Texvodv Mavéppou Thavou («MponapackeuacTtikév kai
EnayyeAparikév Ixoheiov Kalv Texvadv Mavépuou Thvoun), nou 18pi-
Onke 1o 1955, Eivar 1pietolg didpkeiag kar éxer okond v enayyeApa-

lintels, door and window frames, fanlights, fountains, gravestones, funerary
monuments, memorials etfc.

Since the 19th century marble carving has been inextricably linked with
drawings. The first models were produced by empirical architects and mar-
ble craftspeople prior to the Greek War of Independence, but later under
the influence of the qualified architects of the capital a more advanced
form of drawings and criteria in general was developed. However, for the
marble sculptors drawing continued to signify empirical knowledge. The
drawings were passed on from hand to hand and even though they were
signed they were identified as shared legacy for the community. The draw-
ings were copied, altered, recomposed, and thus complied with the norms
of handicraft production.

Apprentices are assigned servile tasks at first, putting the tools in
order (and at the same time becoming familiarized with them), sweep the
floor and learn how to maintain discipline and obedience. Then follows
the gradual learning of the craft, starting from the simplest and mov-
ing on to more complex techniques, while last comes drawing. ‘Furtive
learning’ is frequent, in which case certain key ‘secrets of the profession’
are withheld, while the apprentices try to discover them with skilful
trickery. However, the opposite may apply as well, especially in large
workshops. All master craftspeople supervise one or two apprentices-
assistants on whom they exert not only technical but also educational-
instructive authority. When after at least four years apprentices become
craftspeople (mastores), the owner of the workshop ‘endows’ them with
a small wooden toolbox as part of a small ritual that is held in the pres-
ence of other craftspeople.

Established in 1955, the Preparatory and Vocational School of Fine Arts
of Panormos, Tinos, constitutes a significant institution in which organized
learning takes place. The duration of studies is three years and courses aim
at the professional training of students from across the country in marble
craftsmanship. Many graduates work in the restoration of ancient and mod-
ern monuments (the Acropolis, the Academy of Athens etc) as well as in
similar undertakings abroad.



H eioodog rou omimou rou papuaporexvimn Avicdvn Bidou omv Trivo
[pawroypapikd apxeio AINETIOK, pwroypagia: Zidag MixdAakag)

The entrance of the house of marble craftsman Antonis Vidos in Tinos
[photographic archive of DINEPOK, photo: Silas Michalakas)
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O Tnviakoi uapuaporexviteg MixdAng Tlavoulivog kai liddpyog ZkaAkdrog ora €pya ouvirpn- L
ong rou MapBevdva [pwroypagikd apxeio AINEMIOK , pwroypagia: Zikag MixdAakag)

Tinian marble craftsmen Michalis Tzanoulinos and Giorgos Skalkotos in the Parthenon conservation
works [photographic archive of DINEPOK, photo: Silas Michalakas)



TIKA KatdpTion pabntdv and Sidpopa pépn g EANGSag ot papuapo-
rexvia. [oANoi and toug anogoitoug anacxoAolvral o €pya anokatd-
oT1aong apxaiwv kal vedtepwv pvnpeiov (Akpénon, Akadnuia ABnvay
k.4.), kaBadg eniong kal oe avdloyeg epyacieg o1o e€wTEPIKO.

H Tnviakh Mappapotexvia eyypdepnke oto EBviké Eupetipio AuAng
MoAimotikAg KAnpovopidg tng EANGSag 10 2013 kar otov Avrinpoow-
neutiké Katdhoyo Aulng Mohimorikig KAnpovopidg g AvBpwndintag
g UNESCO 10 2015.

The Tinian Marble Craftsmanship was inscribed on the National Invento-
ry of Intangible Cultural Heritage of Greece in 2013 and on the UNESCO
Representative List of the Intangible Cultural Heritage of Humanity in 2015.

lMponapaockeuvaoTiké kai EnayyeAuariké XZxoAeio Kaddyv Texvav lMNavdppou Trivou. NEoi
HapHapOTEXVITEG OTO €pyactripio (pwroypagikd apxeio AINETIOK, gwroypagpia: Xi-
Aag MixdAakag)

Preparatory and Vocational School of Fine Arts in Panormos, Tinos. Young marble crafts-
men in the workshop [photographic archive of DINEPOK; photo: Silas Michalakas)
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A€1ng g oikoAoyikrig IoTopiag Tou kdBe TdmoU (PwToypagikd apxeio KaAAidnng Zidpa)
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Ta 1gpé ddon Twv xwpiwv Tou Zayopiou
kai Tng Kévitoag

Sacred Forests of the Villages of Zagori
and Konitsa

Ta 1epd &don (Bakoupika) eivar Sdon nou Siaxelpileral pia kovéTn-
10 wg npoaortarteupévn nepioxn. ‘Eva ddoog pnopoloe va xapakmpiotei
1ep6 av apiepwvVSTaV OE HIa EVIOG TV Opiwy Tou ekKAnoia eite oty
KEVTPIKA ekkAnoia Tng koivétntag. Kovrd ota nepiocdrepa xwpid tou
Zayopiou kai ng Kévitoag diampeital éva 1epd ddoog.

YuvhBawg Sev anoteAolv ekKANCIACTIKA neplouaia, aAAd KOIVOTIKEG f
dnpdoieg ektdoelg. Qo1600, o1 KdToIKOI avayvwpilouv TNV EKKANGIA WG
eBipikS diaxeipiot Toug. Luxvd ota 6pid Toug nepiAapBdvovral puoikoi
népoli nou n koivéta diapuAdrrel, eneidn eivar onuavrikoi yia v eni-
Biwon mg. Akdun cuxvéTtepa, npo@uAdooouy Toug OIKIoHoUG and pual-
K€g karaoTpoPEg. Ta iepd ddon ouxvd npooTtarelouy oikiopoug and ka-
ToAioBnTikd paivépeva. Xto napeABSv Aeitoupyoloay kar wg ddon ano-
Beparikd, Sivoviag 1po@n (agipuila noupvdpia) ota otaBAiopéva {da
kGBe oikoyévelag oe NePIGSOUG OPOBPWY NAPATETAPEVMV XIOVONTOOE-
wV. Le TETOIEG EKTAKTEG NEPINTAOOEIG KOIVOTIKEG anopdoeig Spilav  di-
axeipion, eved 1a opéAn kapnwvérav n EkkAnoia.

Ta 1epd &don diamnpouvral, KaBwg o1 KATOIKOI TV MAPAKEIMEVGY OIKI-
OV anoelyouy TIG KAPMWOEIG O AUTA A TV KOMA TV OEVIPWY TOUG
and 1ov @SBo G THwpIag and unep@uoikég duvdpelg. Aev Aeinouv SpwG
Kal NEPINTAOEIG APOopIopéveY dacwy. O apopiopds Kal o CUVENEIEG Tou
(anokAeiopdg and v koivevia kar 1a puotApia g EkkAnoiag, koivevikég
oTIypaniopég kal n aikdvia kéAaon) Arav aneild yia kGBe enido&o napaBdrn.

Av kai oe dANeg neplox€g ol 1epoi Ténol cuvdéovTal pe ieponpadieg,
otnv ‘Hneipo 1€101eG NpakTIKEG dev éxouv kataypagei. [ToANd, wotdoo,
1epd ddon napadidovral pali pe TIg eKKANCieg Toug WG ekdnAdoeig Be-
ogaveiag, 6nwg n edpeon eikévag nou petakiveital kGBe Bpddu oe ou-
YKEKPIPEVO XdPO h eppaviletal ota GVeIpa xwpIavady péxpl va Bepe-
MwBei oe ouykekpipévo onpeio n ekkAnoia Tng. Z0ppwva pe apnyh-
O€IG, CUXVEG ATAV Ol GUVEMEIEG TWV ANAYOPEUUEV®Y KAPNWOE®Y OTa
1epd ddon, 6nNwG n ePPAVION TWV UNEPPUOIKDY PUAGK®DY TOUG h TwV
ANeCTAAPEV®Y TOUG, OTIYMIQIO POPHAP@HATA, aruxnpara n eTepoxpo-

Sacred forests (vakufika) are community managed woodlands
identified as protected areas. A forest could be described as sacred if it
was dedicated either to a church built within its bounds or to the central
church of the village. Sacred forests are preserved in the environs of most
villages of Zagori and Konitsa.

They usually do not form part of ecclesiastical property, but are
communal or public lands. Nevertheless, the inhabitants acknowledge the
Church as their customary manager. Within their limits are often included
natural resources which the community conserves as they are vital for
its survival. Even more often they provide protection to the villages
against natural disasters, whereas they frequently defend them from
landslide events. In the past they functioned as forest reserves providing
food (evergreen kermes oak) to the farm animals of each family during
prolonged periods of heavy snowfall. In such cases of emergency their
management was determined by decisions taken by the community, while
the church enjoyed the benefits.

The sacred forests are maintained as the inhabitants of the neighbouring
villages avoid exploitation or chopping down trees for fear of punishment
by supernatural powers. There are cases though of excommunicated
forests. Excommunication and its implications (exclusion from the society
and the Sacraments of the Church, social stigmatization and eternal
damnation) functioned as a threat to any aspiring transgressor.

Even though in other regions sacred sites are associated with rituals,
in Epirus such practices have not been documented. Nevertheless, many
sacred forests together with their churches are considered a form of
theophany, as in the case of the finding of an icon that moves every
night to a certain place or appears in the dreams of villagers until a
church dedicated to the retrieved relic is established at a specific location.
According to narratives the forbidden exploitation of the sacred forests
often entailed consequences, such as the appearance of supernatural
guards or their heralds, instant occasions in which people tumned into
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viopéveg coBapég acBéveieg, aipvidior Bdvarol, akdua kal apopiouoi.

O1 ynpaidtepor KAToIKol TeV Xxwplidv Tou Zayopiou kal tng Kévitoag
motebouv otn dUvaun 1wV IEp®OV dacwyv kal Bewpolv v dnapéh Toug
anapaimn yia Aéyoug npakTikolg (ipootacia and katoAioBntikd gaivé-
Meva), nveupatikolg (clvdeon Tng poipag Twv oIKIOP®V Pe Ty anédoon
fi un oeBaopol ota 1Iepd don) kar aioBntikolg (ténor avaduxhg). Qoté-
00, ECWTEPIKOI PETAVACTEG, NOU ENICTPEPOUY OTa XWPId WG ouvtagiol-
XOl, €Ol HOPPWHEVOI» N O VedTEPOI, anonolodvTal TIG avTIAMPEIG QUTEG
kal avayvepifouv v avdykn diatApnong TV 1EPWV Sacwy anokAel-
oTikd and ceBaopd npog ™ ¢uon kal v TonikA 10TOPIA.

H nAikia 1ev 8évipwy 10V 1Epdv dacdv noikiAer ané 250 éwg 400
€mn. Xpovoloyoulvrar dnAadn npiv and 1o 1750, étav o1 apopiopoi, Tou-
Adxiotov o1o Zaydpl, hrav apketd cuxvoi yia v eniluon Bepdrwy oiko-
VOMIKAG N KOIVGVIKAG puong. Zuxvd, ddon apiepwpéva apxikd oty Ke-
VIpIKA ekKAnoia apydtepa agopiloviav wg adpiotn anelhh yia kdBe eni-
do&o napaBdm. Merd mv aneleubépwon g Hneipou, daoikég aoTtuvo-
pikég Siatdeig pioav TG eniTPendpeEVeS Kal pn xphoeig. Qotdéoo, otn
ouveidnon 1wv avBpdnwy o peyalitepog @oBog nrav ekeivog Tou dyi-
OU-TIwPOU Kal UNEPPUOIKOU pUAaKa Tou dAooug Kal OXI Tou aypPoPUAaKa.

Me ™ petapopd g e€ouciag oTo ANOPAKPUOUEVO KEVTPO, 181wG
petd v AneleuBépwon (1913), tnv nAnBuopiakh cuppikveon kar Ty
enakéhoubn eykardAeipn, kabBadg kar v ana&iwon 1wV KoIvoTikdY Be-
oV, dev TnpolvTal nAéov o1 anayopeloelg wg acupuBiBaoteg pe Tov
ekouyxpoviopd kar v npdodo. EninAéov, n nAnBuopiakh cuppikveon
HETA TOV NOAEHO ENEPeEPE TNV EYKATAAEIPN TV NAPAY®YIK®OY dpacTn-
ploThtedV Kal v avdkapygn g BAdomong. ‘Erol, o1 Aiyoortoi nAéov kd-
Toikol 8ev avalnrodoav kadoiun GAn oto Bakolgl, kabwdg o 1énog yéui-
oe aBdoknta Bapvordmia kar dkona ddon.

Mavrwg, n éNAegin e€ouoiag ikavig va emBdAer tnv 1G€n kal n ano-
Suvdpwon 1wv Beopdv dev odhynoav oe xaAdpwon Twv anayopeloe-
@V KAl ENOPEV®G ONOKANPWTIKA KATACTPOPN TwV 1EpWY dacdv. Avtibe-
10, nepINT@doelg napaBatikAg oupnepipopds anotehouv e&aipeon kai ou-
vexiCouv va oxetifovial pe 16TOPIEG TINWPIAg eNidOgwY OPETEPIOTAY,
evioxgoviag ot oulAoyIkh ouveidnon T diamipnon T®V 1IEPWYV SAC®V.

stone, accidents or serious illnesses occurring at a later period, sudden
deaths or even excommunications.

The elderly inhabitants of the villages of Zagori and Konitsa believe
in the power of the sacred forests and consider their existence vital
for practical (protection against landslides), spiritual (the destiny of the
villages is linked with the respect with which these sites are treated or
the lack of it) and aesthetic (recreational areas) reasons. Nonetheless,
internal migrants who return to the villages as pensioners, the ‘cultured’ or
young people denounce these notions and identify the need to preserve
the sacred forests solely out of respect for nature and the local history.

The age of the trees is estimated in the range of 250 and 400 years.
Hence, they date back earlier than 1750, a time at which excommunications,
at least in Zagori, were quite common when matters of economic or social
character were resolved. Frequently, forests that were originally dedicated
to the central church were later excommunicated —an act that was used as
a vague threat to any potential transgressor. After the liberation of Epirus
forestry police provisions regulated the allowable and non allowable land
uses. However, in people’s mind it was the saint-avenger and the supernatural
guard of the forest and not the forest warden who signified the greatest fear.

Following the transfer of power to the remote centre, particularly after
the Liberation (19 13), the decline in the population and the consequential
desertion, and also the disregard for the institutions of the community, the
prohibitions were no longer observed as incompatible with modernization
and progress. Furthermore, the population decrease in the wake of the
war brought about the abandonment of production and the rebirth of
vegetation. Hence, the now few inhabitants did not look for wood that
would be used as fuel in the vakufi since the entire place had been filled
with ungrazed scrublands and uncut forests.

However, the lack of an authority capable of maintaining order and the
weakened institutions did not result in a relaxation policy of the bans and
therefore in complete devastation of the sacred forests. On the contrary,
instances of infringement are the exception rather than the rule and continue to
be associated with the punishment of the aspirant usurpers, thereby reinforcing
in the collective consciousness the preservation of the sacred forests.



AvaroAiké Zaydpi, kotAdda Bdpda, ddoog oéudg. Ta ipd ddon ouxvd €xouv Evav npo-

§  OTQIEUTIKG XapaKTrpa KaBwg guovral o€ andToues nAayieg akpiBas ndva and roug ol-
KIOHOUG Toug onoioug mpoaotareiouv and karoAiobrioeis kai nréoeig Bpdxwv i xiovo-
oroiBddwv [pawroypapikd apxeio KaAAidnng Zrdpal

East Zagori, Varda valley, beech forest. Sacred forests often have a protective char-
acter as they grow on steep slopes just above the settlements, thus protecting them
from landslides, rockfalls or avalanches (photographic archive of Kalliopi Stara)
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O «Kupddeg mg Avew AepdnoAng» tpayoudeviag omv Ayia Mapiva MNMwywviou oe ekdiAw-
on rou lMoAupavikou KapaBaviou (pwroypapikd apxeio «Aneipogn - [oAupavik KapaBdvi)

The «Kyrades of Upper Deropoli» singing in Agia Marina of Pogoni at an event of the
Polyphonic Caravan [photographic archive «Infinity» - Polyphonic Caravan)




HneipodTiko noAugpwviké Tpayoudi

Polyphonic Singing in Epirus

To nneipdTiKo NOAUPwVIKS Tpayoudl, éva and Ta onpavtikétepa Seiy-
para oto peneptéplo NG naykdopiag noAugwviag, anotehei {wvravha
napddoon Kkai 6ToIXEI0 TNG NONITIOMIKAG TAUTATNTAG T®V NANBUCPWY Tng
napapeBdpiag Hneipou kar 1ng eAAnvikhg pelovétntag tng ANBaviag.
E€eAixBnke napdAAnAa pe tn Bulavrivi pouciknh, eved diatnpei ouyyé-
veleg pe GAAa €idn nohugwviag, énwg n aABavéewvn. Epeuvniég to
evidooouv oe eupltepa 16€a nolugpwviag nou ouvéxouv ta Bahkdvig,
tov Kadkaoo, n Bépeia MNepoia, 10 Apyaviotdy, 1 Bépeia Ivdia, v Iv-
dovnoia.

XapakmpiCetal and tonikég napalAayég Ugpoug kai dopng. ‘Evag no-
APwVIKSG Suihog anaptietal ouvnBwg and névie €wg entd Tpayoudi-
OTEG ME OUYKEKPIPEVOUG poAoug. MpwTtaywviotei o naprrig, nou ekivd
10 TPpayoudi, cuvtoviCel Tov SpiNo npoodidoviag Tov pubud kar T pe-
Awdia kal kaBopiler 1n oxéon pe TG dA\Aeg pwvég. O yupiorig (A Toa-
Kki1oTAG h KSpTNng) Yupilel yipw and T peAwSIKA YPAUUA TOu napTi auto-
oxedIaoTIKG, eV 0 kKADoTng ekteNel Tpayoldia pe uPnAn pwvi. KAd-
o1ng Kal yupioTig dev ouvundpxouv Kai n emAoyh avdpeod Toug yive-
Tar avéloya pe 10 iAo (o1 yuvaikeg kAdBouv nio cuxvd) alAd kal pe
10 Ugog Tou 1payoudiol. O1 10okpdreg kpatoly 1o ico, yeuioviag 1o
1payoudi. ‘Evag pélog nou epgaviomnke ot didpkeia tou 2000 aicdva
kal dev anavtd oe OAeg TIG NEPIOXEG Eival © PIXTNG, Nou e €va EMP-
VNua PiXVEl TNV TOVIKSTNTA TOU 1QPTr OE CUYKEKPIUEVO onpeio Tou Tpa-
youdiou.

And nepiloxnh og neploxh anaviolv opoPwvIKd Tpayoudia, dipwva Kai
NOAUP®VIKA XWPIG 100KPATNHA, Tpipwva Kal TETPdPwva, kKaBdg kal pe
opyavikn ouvodeia. Qg npog ™ Beparooyia Toug, npdkeital yia 1pa-
youdia g aydnng, 1ng Eevimidg, 10TopIKE, Tou ydpou, anokpidrika, nai-
SiKké k.4

H ddvapn Tou eidoug oxetifetal nepIcodTEPO PE TNV APESSTNTA TG
€KPPAONG, TOV ANEPITTO XAPAKTAPA Kal TV €viacn Tng eppnveiag. Aia-

Polyphonic singing in Epirus, one of the most significant examples in the
repertoire of world polyphonic music, is a living tradition and an element
of the cultural identity of the populations of the borderland region of Epirus
and the Greek minority of Albania. It was developed in parallel with byz-
antine music, whereas it shares affinity with other forms of polyphony, such
as the Albanian. Researchers have classified Polyphonic Singing in Epirus
as being encompassed in the broader arc of regions in which polyphony is
practiced that includes the Balkans, Caucasus, Northern Iran, Afghanistan,
Northern India and Indonesia.

Polyphonic signing is marked by local variations in style and structure.
A polyphonic group usually comprises five to seven singers that take on
specific roles. The soloist is the partis (taker) who begins the song and
coordinates the group by setting the rhythm and singing the melody and
determines the relation with the other voices. The gyristis (turner) (or fsakistis:
crimper or koffis: cutter) answers back the melody, which the partis sings,
improvising, while the klostis (spinner) performs the songs developing a high
voice. The klostis (spinner) and the gyristis (turner) do not sing together and
the choice between the two is made depending on gender (women nor-
mally spin more often) as well as the style of the song. The isokrates (iso
keepers) keep the ison (drone), thus saturating the song. A role that emerged
during the 20th century and is not found in all regions is that of the richtis
(dropper) who lowers the pitch of the partis at a specific point of the song
by an interjection.

Depending on the region, homophonic, two-voice and polyphonic songs
without drone, three-voice and four-voice songs and also songs accom-
panied by instruments are encountered. Their subjects may pertain to love,
immigration, history, marriage, the carnival, children etc.

The power of the genre is associated with the directness of the expres-
sion, the plain character and the intensity of the performance. It has always
been an indispensable element of the daily life of the inhabitants. It ac-
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XPOVIKG anoté \ece avandonacTo OToIXEIO TNG kABNPEPIVATNTAG TGV Ka-
Toik®@V. ZUvSSeUE TIG AOXONIEG TOUG, TNV OpAdIKh epyacia oTa Xxwpdeia
Kal TV KTnvoTpo@ia, Ta €Bipa kar onpavTikolg otabuolg tng {whg Toug.
Tig teheutaieg SekaeTieg 10 NOAUPWVIKS anavTd KUPiwG OE EOPTACTIKEG
OUYKEVTPWOEIG TOMIK®Y KOIVOTAT®V NAPAPEVOVTAG, Eniong, Tpayoudi Tou
eBipikoU kikAou (navnydpia, yduol, Banticeig k.4.).

H ocuykpdtnon Twv TomIKGOY KOIV@VIRY, N onpyacia TG oIKOYEVEIAg, O
pdélog TV dio PUAwY oTig diapopeTikég pdoelg g e€ENEng Tou &i-
doug, kabdg kar o a&iakdg kdIKEG Tou oxetiCovial Pe Tn Sopn TwV opi-
AV, TNV Karavopn T@v poAwy, Tn culloyikh neiBapxia kar autoppUBui-
on oty gppnveia Tou ouvélou. H petddoon Tou and yevid ot yevid Ba-
oioTnKe oTNV NPOPOPIKA Napddoon, eved ChPEPA oI VESTEPOI TO YVWPI-
Couv péoa and noNimoTikég ekdnhaoeig, Siebveig ouvavinoelg, geoTi-
BAA, oepivdpia kal HOUCIKEG NAPAcTACEIG.

Hxntikd tekpnpia otn diokoypdgnon Tou eidoug undpxouv ndn and 1o
1928. Apydrepa, nohugwvikoi Spihor 1ev Krniopdrwv Mwywviou nxo-
ypapnBnkav and tov Zipwva Kapd kar 1n Aduva Xapiou. To 1993 &e-
Kivnoav 1a npdta oepivdpia oto Mouoeio ENAnvikedv Aqikedv Mouoi-
kv Opydvov «DoiBog Avwyeiavdkngy, eved and 1o 1996 eppaviCo-
vial ouvexag afidhoya noAupwvikd olivola. To 1999 Beopobereital
10 AigBvég PeomiBaA MoAupwvikold Tpayoudiod kai napdAAnAa Siop-
yavadverar n 1n AigBvig Zuvdvinon MNMoAupwvikod Tpayoudiod oto M-
yaovi kai 1ig OiAidreg. To 2003 18piBnke 10 Apxeio MoAupwvikol Tpa-
youdioy, eved or AigBveig Yuvavinoeig petovopdomkay oe MoAugpavi-
k6 KapaBavi.

Me m Suvapikn nou éxer anoktoel 1o €idog Ta Teleutaia xpdvia,
avadeikvieral o NAoUTOG Kal N NOIKINIQ TV EYXEIPNUATOV Nou oxeTi(o-
VTal YE TO NREIPWTIKO NOAUPWVIKS Tpayoudi, SnA®TIKS 6ToIXEIO TNG CUA-
AOYIKAG EKPPAONG VEWV KOIVOTAT®Y.

companied their occupations, their joint work in the fields and stock farming,
the customs and landmark events in their lives. Over the last decades poly-
phonic songs are performed mainly in celebrations of the local communities,
preserving their character as songs that relate to the cycle of traditional
customs (festivals, marriages, christenings etc.).

The establishment of the local societies, the significance of the family, the
role of the two genders in the various different stages in the development
of the genre and also its value code relate to the structure of the groups,
the allocation of roles, the collective discipline and self-regulation in the
way the group interprets the songs. Its transmission from one generation to
another was based on oral tradition, whereas nowadays, younger people
are familiarized with it through cultural events, international meetings, music
festivals, courses and music performances.

The first acoustic evidence in recording the genre dates back to 1928
already. Later, polyphonic groups of Ktismata village in Pogoni were re-
corded by Simon Karas and Domna Samiou. In 1993 the first courses at
the Museum of Greek Folk Musical Instruments Phoebus Anoyanakis were
organized, whereas from 1996 onwards notable polyphonic groups
emerged. In 1999 the International Polyphonic Song Festival was institu-
tionalized and simultaneously the 1st International Meeting of Polyphonic
Singing was held at Pogoni and Filiates. In 2003 the Archive of Polyphonic
Song was founded, whereas the International Meetings have been renamed
Polyphonic Caravan.

The dynamics which have characterized the genre over the last years
underline the wealth and diversity of the ventures associated with Poly-
phonic Singing in Epirus, thereby denoting the collective expression of new
communities.



And mv kopugaia etioia ekdiAwon tou MNoAupawvikod KapaBaviod oy Abriva [pawro-
ypa@ikd apxeio «Aneipog» - [NoAupawviké KapaBdvi).

At the top annual event of the Polyphonic Caravan in Athens (photographic archive
«Infinity» - Polyphonic Caravan).




Exnaideutiké npdypauua yia pabnrég luuvaoiou kar Aukeiou, Kivnuaroypdpog
Aotop, 23-24 NoeuBpiou 20 17 (pwroypagikd apxeio Ethnofest)

Educational program for secondary school students, Astor Cinema, 23-24
November 2017 (Ethnofest photographic archive)




EOvoypagikég kivnpaToypdpog kai GuAn noAi-
TIGTIKA KAnpovop1d

Ethnographic Films and Intangible Cultural
Heritage

H AiedBuvon Nedrepng Mohimotikig Khnpovopidg (AINEMOK) pe 181-
aitepn xapd ouvepydletar and 10 2015 pe 10 OeoniBAN EBvoypagpikol
Kivnuaroypdgou ng ABnvag-Ethnofest, 1o onoio, teAdvrag uné mv aryi-
da tou Ynoupyeiou MoAimiopod kar ABAntiopod, diver tn duvaréinta oro
eupUTEPO KOIVS Va Yvwpioel Tnv eyxedpia akAd kai 1n S1ieBvi napaywyh
Tou eBvoypagikoy kivnuaroypdpou.

O1 o1éx01 NG ouvepyaoiag eival o eunAouTIopdG Tou diaAdyou Kal
Tou npoBAnpatiopol oxeTiké pe v GuAn noAimoTikA kKAnpovopid, 181ai-
TEPa METAEU TWV VEWV KIVNHATOYPAPIOTOV Kal eMOoTNPOvVeV alAd kal
SA\wv bool1 evdiapépovTal yia 1o eBvoypadikd VIokipavTiép, n agionoi-
non 1ou eBvoypaikol VTIOKIMAVIEP yia Tnv euaicBntonoinon Twv noAi-
TV Kal NPWTIOTWG TwV VEWY, 400V apopd otnv duAn noNITISTIKA KAnpo-
vopid. Eniong, n diedpuvon Tou eniotnpovikot SiaAdyou OXeTIKG PE Tn OI-
axeipion autig g kAnpovopidg oe évav kdopo nou aAAdler paydaia.

To eBvoypapikd viokipaviép, wg péco diarinwong Tou avBpwnoAo-
yikoU Aéyou, aionolei n dUvapn Tng Kivoluevng €ikévag yia va kara-
ypdyel, va eppnveloel kal va avadeifer pe tov nio {wvravéd 1pdno dia-
(POPETIKEG EKPAVOEIG TNG AUANG NONITIOTIKAG KANPOVOMIAG WG OToIXED
ATOMIKAG KAl SUANAOYIKAG autoyvwoiag. Mnopei va anoteAéoer v ka-
TAAANAN agoppin Oxi pévo yia va épBoupe oe enapn pe T dIAPOPETIKA
NoANITIOMIKA epnelpia, aAAG kar yia va dolpe otov kaBpégTn - A, yia Tnv
akpiBeia, otnv 086vn - Tov id10 pag Tov gautd.

Auth n apecdtnta ng Kivoupevng eikévag pnopei va a&lonoinBei pe
Tov nio dnpioupyikd Tpdno kai yia vy euaicBntonoinon Twv pabntdy,
Soov apopd v adia g dilapuia&ng TV GuA®Y NONITIOTIKGV ayabdv.
210 nAaioio auté n AiedBuvon oe cuvepyaoia pe 1o PeotBAN EBvoypa-
@ikoU Kivnpatoypdpou g ABaAvag (Ethnofest) eykaiviace 10 2016 ni-
Motikh exnaideutikh dpdon pe Bépa v a&lonoinon tou eBvoypapikol
viokipavTiép otnv eknaideutikh npdén. H dpdon nepieAduBave npoBolég
enAeypévay eBvoypa@ikdy Tavidv oe pabnrég wg apopuin oulAtnong

The Directorate of Modern Cultural Heritage has gladly entered into
collaboration with the Athens Ethnographic Film Festival - Ethnofest since
2015. Athens Ethnofest is run under the auspices of the Hellenic Ministry
of Culture and Sports and gives the opportunity to the general public to
familiarize itself with the domestic as well as the international ethnographic
film industry.

This collaboration aims to enrich the debate on Intangible Cultural Her-
itage (ICH), particularly among young film makers and experts, but also
those who are interested in ethnographic documentary films, and to utilize
effectively ethnographic documentary films for the sensitization of citizens,
especially young people, as regards ICH. Furthermore, to broaden the dis-
course regarding the management of this heritage in a world that is rapidly
changing.

Ethnographic documentary films, as a means of articulating anthropologi-
cal discourse, make use of the power of the moving image so as to record,
interpret and highlight most vividly the various expressions of Intangible
Cultural Heritage as elements of personal and collective self-awareness.
Ethnographic films offer the opportunity of getting contact with a different
cultural experience, but also to look at ourselves in the mirror - or to be
more precise, on the screen.

Moving image offers a captivating experience that can be used in the
most creative manner for raising the awareness of students with respect to
the significance of the safeguarding of intangible cultural elements. In this
context, the Directorate in collaboration with Athens Ethnofest launched in
2016 a pilot educational programme based on the role of ethnographic
documentary films in classroom activities. The programme included screen-
ing of selected ethnographic films as a stimulus for classroom discussion
and reflection on Intangible Cultural Heritage. In addition, the indisputable
familiarization of today’s young people with the moving image provides a
fertile ground for the utilization of ethnographic films as a powerful commu-
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kal npoBAnpartiopoy yia v GuAn noMimoTikh kKAnpovopid. ANwoTe, n
adiapgpioBhtnTn eoikeiwon 1wV onpepIvAY NAIdIGY e TV KIVOUEVN €l
kéva npoo@épel 10 kKatdAAnho €dapog hote va aionoinBei o eBvoypa-
PIKOG KIVNUATOYPAPOG WG 10XUPS ENIKOIVKVIAKS PHECO Yia Tn yvpiuia
T0UG ME SIAPOPETIKEG NONITIOMIKEG EUNEIPIEG.

Qg ouvéxeia 1ng mAoTIKAG dpdong npayparonoinBnke oeipd evnpe-
PWTIKWV ouvavihoewy pe eknaideutikolg, n Beppn avrandkpion Twv
onoiwv ouvéBale ot didxuon Tou  eknaIdEUTIKOU NPOYPAUMATOG OF
oloéva kal nepiocdrepa oxoleia. EmnAéov, oxedidotnke eknaideurikd
uAIkd, S1aBéoipo nAéov oto diadiktuo, 1ol ote va diveral n duvardn-
1a aionoinong tou and 1a oxoAeia oe oASkAnpn Tnv enikpdreia. Mepi-
AapBdvel evnuepwTikG Keipeva yia tnv QuAn noAImIoTIKA KAnpovouid kai
10 €Bvoypapikd viokipavTép, entAeypEveg eBvoypagikég Talvieg napa-
ywyhg g AiedBuvong pag kai éxi pévo, kabwg kar npotdoeig agionoi-
nong Toug otn didakTikA npdén. H diapkng avavéwon Tou ynepiakol au-
10U anoBempiou pe véeg eBvoypaikég Taivieg anoteei NpdTIoTO M-
Anpd pag.

H aionoinon omnv exnaideutikn Siadikacia Tou eBvoypagikol vio-
KIMQVTEP WG kalvoTopou naidaywyikol epyaleiou pnopei va avadeitel
nolkiAeg NTUXEG TG AUANG NOAITIGTIKAG KANPOVOMIAG Kal Tou Tpénou nou
ouykporteital o1o napdv, xwpig e§ISAVIKEUTIKEG KAl POMAVTIKEG avano-
Anoeig Tou napeABSvtog. Eniong, cupBdaAAer oty avddeién ing onpaoi-
ag TNG CUPMETOXIKAG Kal dnpokpaTikAg npooéyyiong, otn diapuiagh tng,
aAAd kal Tou pAAoU TNG OTN CUVOXA KAl TNV TAUTOTNTA TMV KOIVGVIMV.
Mpoo@épel, Sp®G, Kal TNV EUKAIPIA YIA TN YVWPIMIA TV Habntdv pe éva
S1apopeTikd €idog Kivnuaroypd@ou, ofivel Ty KpITIKA Toug pand doov
apopd v eIkGVa WG PEPOG TNG KABNPEPIVOTNTEG pag kal cupBAaAAer
oTnv Katavénon g évvolag g S1IapopeTIKATNTAG Péca and TIG NOIKIAEG
eKPPAOEIG TNG QUANG NONITIOTIKAG KANPOVOUIAG & SIaPOPETIKEG KOIVE-
vieg kar noAimiopiké unéBabpa.

fidvvng N. Apivng
EAeva Mnalivn

nication medium for their acquaintance with different cultural experiences.

Following the pilot action, ensued a series of informative meetings with
educators, whose warm response contributed to the dispersal of the educa-
tional programme to an increasing number of schools. Furthermore, educa-
tional material was prepared, which is now available on the Directorate’s
website (http://ayla.culture.gr/GuAn-noNimioTikA-k Anpovopid-kai-gkna), so
that schools from across the country can have access to it. It includes
informative texts on intangible cultural heritage and ethnographic docu-
mentary films, selected ethnographic films produced by our Directorate as
well as other institutions and also proposals for their integration into the
educational process. The continuous renewal of this digital repository with
new ethnographic films is our primary concern.

The utilization of ethnographic documentary films in the educational
process as a novel teaching tool can emphasize various aspects of Intan-
gible Cultural Heritage and its actual, contemporary expressions, without
idealizing the past in nostalgic recollection. Moreover, it plays a part in
highlighting ICH as a marker of collective identities and as a significant
contributor to community cohesion. Documenting ICH through ethnographic
film stresses the importance of a participatory and democratic approach to
its safeguarding. Last but not least, it familiarizes students with a not-so-
common kind of film-making; it sharpens their critical thinking with regard
to the image as part of our daily life and contributes to familiarization with
the notion of otherness through the various expressions of the Intangible
Cultural Heritage in different societies and cultural backgrounds.

loannis N. Drinis
Elena Bazini



Agioa and enpoppwIike oepIvdpio yia eknaideutikoug e Ogua mv
a&ionoinon Tou eBvoypagIkoU VIOKIAVIER oty eknaideuon

Poster from an information course for educators on the use of
ethnographic documentary films in education

W
L
YMOYPTEIO MATAEIAZ, YNOYPTEIO NOAITIEMOY
EPEYNAZ KAT OPHIKEYMATON  —p~“or KAT ABAHTIZMOY
Ox ¥mph v Nokmisrrmiy Bgalinay e FENIKH AIEYSYNIH APXAIOTHTON
A A iy Arrmil TONOTPABINGY  KAT MOAITLETIKHE KAHPONOMIAZ
M Yo et AT | AIEYSYNIH NERTEPOY NOAITIITINOY

ArapiAakn tnc AvAng MoAmoTikng KAnpovouidg
& Exnaideuon

Huepisa
Emyoppuanc

Tlo Anprotikd Iyorelo
Al
(MeTpd «Axpdmokne)

wipes 5:15-15:30
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Ayannrté avayvdorn,

To BiBAio nou kpardg napapével ndvrote avoixtd, kabwg ouvexag Ba
avavevetal kal Ba anotundverar onig oelideg Tou n avBpdnivn Spa-
ompidnta kai dnpioupyia, ol NPAKTIKEG g kabnuepivag (whg kal n
éunveuon Tou avBpenivou vou.

H AietBuvon Nedrepng MoAimotikag KAnpovopidg cuhAéyel, kataypd-
pel, dlaodlel kal npowBei nABog dpdoewv kal €101 epnAourtierarl ou-
vexadg 10 EBvikS Eupetipio Aulng MoAimotikiag KAnpovopidg kar or ey-
ypapég g xwpag pag otov Kardhoyo yia m Siapiraén tng AuAng
MoAimortikAg KAnpovopidg tng UNESCO.

O oeAideg Tou BiBAiou Ba ocuvexilouv va ypdpovrat....

‘EAeva Kdpka
levikii AieuBivipia Apxaioritawv
kat MMoAmornikig KAnpovopidg

Dear reader,

The book you hold in your hands stays always open, as it will be renewed
incessantly with human activity and creation, practices of everyday life
and the inspiration of human ingenuity being reflected in its pages.

The Directorate of Modern Cultural Heritage collects, documents,
preserves and promotes a multitude of actions, thereby constantly
enriching the National Inventory of Intangible Cultural Heritage and the
inscriptions of our country on the UNESCO List for the safeguarding of
Intangible Cultural Heritage.

The pages of this book will continue to be written ...

Elena Korka
General Director of Antiquities
and Cultural Heritage



