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INTRODUCTION

2017 marked for opera in Greece four anniversaries: the centenary since the passing
of Spiros Samaras (1861-1917), the bicentenary since the birth of two important Greek
opera composers, Spiridon Xyndas (1817-1896) and Domenikos Padovas (1817-1892),
as well as the 150 years since the premiere of the opera O ypopsifios [The
Parliamentary Candidate] (1867, music by Xyndas and libretto by Ioannis
Rinopoulos), which was both the first full-scale opera in Greek and the pivotal point
for the emergence of opera in Greek language. Actually, this opera was revived by
the Corfu Philharmonic Society in November 2017 in its original version honouring
thus both the birth of its composer and the anniversary of its premiere.

The Hellenic Music Research Lab of the Music Department of the Ionian
University and Corfu Philharmonic Society on the occasion of the aforementioned
anniversaries organized the international conference entitled Opera and the Greek
World during Nineteenth Century, which took place in Corfu, Greece, on 17, 18 and 19
November 2017.

Corfu, the seat of the Ionian University, was the birthplace of the three
aforementioned composers. The San Giacomo theatre of Corfu, the earliest theatrical
stage of the region, hosted opera performances already since 1733, contributing
decisively to the dissemination of opera within the Greek world during 19* century.
Moreover, Xyndas, Padovas and Samaras presented in the same theatre their operas.
Xyndas in 1840 was also one of the initial founders and professors of the Corfu
Philharmonic Society and he dedicated to it certain of his operas. Padovas also
taught harmony and music theory in the Philharmonic, in 1857 he dedicated to it his
opera Dirce and since 1884 he was appointed the Society’s artistic director. Samaras, a
student of Xyndas during his early music training, had multiple connections with the
Philharmonic Society and had been its honorary artistic director since 1889.

Given the above, the conference was not confined solely to the lives and the
works of the aforementioned composers, but focused on matters regarding the place,
the reception, the importance and the formative factors of the operatic activity within
the Greek world during the “long nineteenth century”. This volume includes sixteen
selected contributions covering areas such diverse as opera in the Ionian Islands,
Athens and the Greek diaspora, analytical approaches and matters of reception both
in Greece and abroad, and offers to the readers a wealth of information regarding
operatic activity in such places as Ermoupolis (Syros) and Smyrna, as well as aspects
of the Greek world and its place in the broader

7

of the operatic “micro-history’
operatic markets.

Most of the texts of this volume are in English, but for those that are in Greek,
extended abstracts can be found in the “Summaries” section.

We wish you a pleasant reading in a geographical and cultural area full of
revealing cases and unknown creative assimilations.

Spiros Padovds (CPS), Haris Xanthoudakis (HMRL)






The reception of opera performances at Zakynthos, in 1880: social
and financial parameters*

Penelope Avouri

“Zakynthos, 1880. Almost all the island has already ‘financially collapsed spectacularly’. There are, of
course, still some rich people, but rare, as rare as the white elephant of Siam. The rest of the ‘gentlefolk’
are divided between the ‘land owners’ and the ‘paupers’. The first ones still own some land that
despite cultivating it in an amateurish way, they ‘manage to survive’. The second group, not even
having this land to resort to, just manage to make a living... on what only a Zakynthian god knows
how! Usually by working in a temporary municipal or state position granted to them by Lomvardos or
Romas”.!

The writer of “Periplous”, who signs the chronicle, refers to Spyridonas Romas,? elected as a
member of Parliament in 1879, when the ‘Romani (the name deriving from the surname) party was
finally founded and organized’, and to Konstantinos Lomvardos, a pioneer of the struggle for the
union of the Ionian islands with Greece. The Zakynthians knew all too well what they ‘owed’ to
their MPs and thus the couplet: “We see you as the parasites see Romas, As the editors of
newspaper Agon see Bastia.”3

The above was found in the ‘Satire” Xtnv Evepyetixn tne Mmovevct (Stin Evergetiki tis
Bonney), the charity performance given for the benefit of Bonney, by loannis Tsakasianos, a
poignant monologue, which we will often mention further down.

Despite the financial crisis that affected Zakyntos in 1880 three newspapers were published:
EAmic (Elpis, ‘A Social and Judiciary Newspaper’, published by the lawyer Dionysios Someritis, °
who in the “paper’s inaugural statement” claims that:

“Every political struggle proves to be worthless.... the contribution and support of the Press has ended
up offering to politicians only pure flattery, which cannot be easily offered by people who follow a
selfish path in life and try to only satisfy their personal interests”, so “bringing social benefit back

has become the whole responsibility of private initiative that can only benefit others by distancing itself
from politics in order to deal with the most important social matters”.

Thus, the newspaper Elpis publishes articles concerning social matters and legal papers, that
is, informing its readers about the way the charity school for the children of the poor operates
constituting as such “the ludicrous hope [for education] of the lower social classes”.

* I would like to thank Mr. Spiros Milonas who gave me access to his personal archive making this study
possible.

! Dionisios Romas, “Ta Zakynthina” (concerning Zakynthian events), Athens: Estia, 2004, p. 84.

2 About Spyridonas Romas see “Spyridon Romas”. Elpis 5.7.1881, p.1-2 and Dionisios D. Stefanou,

“A Eulogy by Spyridonos Roma” Elpis 9.7.1881, p. 1-4.

3 A nickname of Lomvardos family, Leonidas Zois, A dictionary of Zakynthian history and folklore, Section A,
Ethniko Typografeio, 1963, p. 447.

4 Joannis Tsakasianos, Collected works, Athens: Narkissos, 1926, p. 265-268.

5 For Someritis see: Zois, as before, p. 630 — 631.

¢ Dionisios Someritis, “The newspaper programme”, Elpis, 22.1.1875, p. 1.



The newspaper Aywv (Agon), “A newspaper about politics and the news”, having as editors
the fervent supporters of the Lombardian party, who from the very first issue of the newspaper
make their views explicit by describing in two columns how the arrival of the “popular” member of
Parliament Konstantinos Lomvardos was greeted with cannonades and loud peals and “wherever
he passed through, he was sprinkled with flowers and candies, and was being cheered
enthusiastically”.”

Finally, the newspaper ZaxvvOoc (Zakynthos), affiliated to the “patriotic course” of the
“distinguished”, “well-loved” and “charming” MP Spyridon Romas, expresses his opposition
against Lomvardos inside the Parliament by using a “grave and imposing voice”. It discusses issues
that in the winter of 1879-1880 involve the restoration of public order (cracking down on people
responsible for the increase in the outbreak of robberies and murders that upsets the peaceful life of
the island’s inhabitants), the reinstatement of the pawnshop operation and the contribution of the
Credit Bank of Athens to “our plagued by poverty society”.®

It was a harsh winter. The early colonial and late postcolonial 19th century differentiated the
feudal financial and social character of Zakynthos of the previous centuries. At the beginning of the
19th century, the British High Commission abolishing by law the inheritance trusts led the upper
class to self-indulgence and lavishness; at the same time the promotion of Patras as the main port of
transit for the trade of raisin, after the middle of the century, resulted initially in the progressive
financial destruction of a large part of the upper class and finally of the lower social classes.°

The editor of Elpis commented at the beginning of the winter:

“Beggary started anew causing unbearable discomfort to people and done by healthy people
perfectly strong enough to work, the Police ought to administer the law so as to suppress this plague,
and also to banish non-local beggars”. 10

Someritis uses Elpis to write an article asking for police intervention: “Everyday our fellow
citizens are exasperated by people begging, and actually by children and men able to work, because
of the inexcusable neglect of the authorities towards the beggars...”. 11

At the same time Tsakasianos makes the following biting comment:

“There are lies that people who love work do not find one
and that our country is starving...

There are lies that beggary is swelling like a wave

and poverty drives honesty to shame.”

Various newspaper articles all too often mention the escalating criminality, whereas
Someritis writes in the newspaper “Elpis”:

7 “Programme”, Agon 29.11.1873, pp. 3-4.

8 “Diafora” (Miscellanea), Zakynthos 29.2.1880, p. 2.

? For the abolition of the feudal inheritance rights at the Ionian Islands see: Katerina P. Bregianni,
Ionian State, 1814 — 1864. Institutions and social structure, Athens: The Academy of Athens, 2017, p.
88- 94, where the relevant bibliography is cited.

10 “Chronicles” (Xronika), Elpis 16.12.1879, p. 3.

11 “Chronicles”, Elpis 26.2.1880, p. 3.



“Until recently, this unfortunate island has witnessed exasperatedly the incidents of daily attempted
robberies without the authorities taking any necessary measures to reduce, or rather deter this
particular crime; these days though, another uncivilized action has been added, that of breaking the
street lights and the drinking fountains of the city”. 12

The newspaper Agon directly blames the police authorities for their ineffectiveness:

“We should draw the attention of the responsible Authorities towards the night robberies. There have
been two attempts at a shop in the square of the town and another one next at St Paul’s church. It is
advisable that the shop owners should take the appropriate precautions against any possible
damage”.!3

The raisin production, after the heavy hailstorm that happened at the beginning of 1879, had
been reduced to the % of the previous years. The pawn shop suffered a severe deficit — there had
been discussions on that matter at the Parliament — and had thus closed its doors while the largest
part of the population suffered from lack of stable goods.

Tsakasianos commenting on the financial state of the island’s inhabitants says: “We all know
which doors to knock,!* Banks and Bolis.”

Elpis just before Christmas insists on reopening the Pawn Shop: '* “We have been asked by
many poor families to publish something in order to press the mayor to open the pawn shop, at
least for a few days because of Christmas celebrations”.

As the days pass Someritis becomes harsher in his criticism: “The merciful action of the Pawn
Shop that had assumed the role of protecting any form of speculation was transferred by the
municipality to the Israeli Synagogue where, during these difficult days, had been treated
unwelcomingly. The Mayor, not overwhelmed by this desperate situation, denied opening, at least
for a few days, the doors of this charitable institution”!"”

Despite the fact that the people of the island were still facing economic hardships, at the
beginning of September “the economic instability of the area was mitigated by an upturn in the
crisis because of the rising prices in selling raisins and the fact that they had managed to sell large
quantities; as a result much cash was available everywhere in the island”. '® The theatre owner to
Oeatgo etval dnupotwco and producer Dionysios Mondinos, having the consent of the Municipal
Authorities, formed in Naples a theatre company consisting of many members in order to stage
operas during the winter season.

The intelligentsia and the newspapers covered extensively the subjects of the Theatrical
Commission and the interventions of the Prefect in its work; they also discussed the use of the
“half-renovated and moderately illuminated”" newly built theatre Foskolos, the performances of
operatic works, the synopses of the operas and whether the libretti had appropriate story-lines, the
settings, the costumes, the quality of the singers voice and the stage presence of the artists, the

12 “Chronicles”, Elpis 23.12.1879, p. 3.

13 “Miscellanea” (Diafora), Agon 29.01.1880, p. 1.

14 Santo Monte di Pieta, the Pawn Shop of Zakynthos.

15 Loan shark.

16 “Chronicles”, Elpis 16.12.1879, p. 3.

17 “Chronicles”, Elpis 23.12.1879, p. 2. See also Agon 13.1.1880, p. 1 -2 and 16.1.1880, pp. 1 — 4.
18 “Miscellanea”, Agon 16.10.1879, p. 4.

19 “Dimotika” (on the municipality), Agon 2.11.1879, p. 4.



charity performances and specifically the one they gave for the benefit of the needy and finally the
decent or not reactions of the avid theatregoers inside and outside the theatre.

Interesting conclusions can be drawn form studying the relevant publications, not only for the
way opera was received by the people of this small Ionian island, but also for the social and
political standpoints, the contradictions and the confrontations between the authorities of the
island, the audience and the columnists on matters related to theatrical activities which in reality
reflected the difficult economic state of the Zakynthians.

As soon as the performances started political confrontations appear on the newspapers:

“The Prefect seemed to be wanting to impede the opening of the theatre. By sending an official
document to the Mayor he wanted to know whether the Mayor and the theatre producer had made a
deal beforehand. [...] whether the performed operas were morally inept and if the actors were also
decent. The Mayor answered, as he should, that [...] the theatre was created in order to stage
performances, as far as the morality of the operas it is up to the police to decide, and as for the actors
morality that cannot even be discussed [...] and why all these? Some people say the he has created a
clique and wants to run down the mayor, that is Krevatas against Loukas Carrer. Others, that he
persecutes the theatre because he wasn’t given a free balcony. Some others that he does not know
what he is doing”. 2

Then the articles published focused on the appropriateness of the audience’s behaviour: “We
urge the authorities responsible to ban smoking in the corridors and the gallery where people are
constantly smoking and so filling the theatre with smoke”.?!

Finally, social gossip started spreading: “The measure taken by the Theatre Committee, not to
allow entrance to women during the rehearsals, was inappropriate, especially when a respectable
and eminent Lady was reproached. We sincerely hope that the respectable members of the
Committee will be cautious enough to avoid such complaints”.?

The estimable lady the editor of Agon mentions is in all probability Maria Loutze, the
daughter of Ermanno Loutze and the wife of the Count Alvise Mocenigo-Sale; the same lady might
also concern the comment about the “huge bouquet of flowers consisting of two thousand and a
half violets”, offered to Avonia Bonney the day of the charity performance for her benefit “by a
prominent for our island noble lady”.?> Moreover, the extract from the memoirs of Pavlos Carrer
who comments on the “enthusiasm shown by various reputable Ladies who” ended up visiting the
artist “in her hotel and dining with her”, refers to the same lady. >

Avonia Bonney, the protagonist of the company, was the only member of the theatrical troupe
that drew the attention of the audience, the newspaper editors and columnists, and the publishers
of folios.

At this point we should make a brief digression; Avonia Bonney Lichfield, whom the editors
of Agon and Elpis presented as being “a mademoiselle of decent nature” % who stands out for her

20 “Demotics”, [concerning the municipality], Agon 2.11.1879, p.4, for the same matter see the
extended article at “Elpis”, Dionisios Someritis, “A legal view of the Theatre”, Elpis 11.11.1879, p.
4-6.

21 “Chronicles”, Elpis 2.12.1789, p. 4.

22 “Miscellanea”, Agon 21.11.1879, p.4.

2 “Chronicles”, Elpis 3.2.1880, p. 4.

2 Georgios Leotsakos, Pavlos Carrer. Memoirs and oeuvre. Athens: The Benaki Museum and
Ionian University, Department of Music Studies, 2003, p. 148.

% “Miscellanea”, Agon 21.11.1879, p.2.



“rare among theatre performers honesty and moral behaviour”, and for whom the composer Pavlos
Carrer said that “she possessed excellent musical skills and a versatile voice”, was born in
Cambridge, Massachusetts in 1854 and died in Boston on April 9% 1910. 2 The daughter of William
Larrabee Bonney (1823 - 1896), who worked at the department store Jordan Marsh & Company in
Boston?” and Caroline Emma Jones Bonney (September 1838 — 27 February 1924), took the name of
her mother’s sister and godmother? Avonia Stanhope Jones.

She belonged to a third generation family of actors. Her grandfather, the eccentric tragedian

Count Johannes, was born in London as George Jones (1810 — 1879), immigrated to America with
his parents at the age of six. He studied rhetoric with Daniel Webster and started appearing on
stage in the Federal Street Theatre of Boston in 1828 and then, in 1829, at the Tremont theatre.?
In 1831 he made his acting debut at the Bowery Theatre in New York, as a tragedian and
melodrama actor, firstly in the role of Prince of Wales at Shakespeare’s Henry IV and then he was
the protagonist in Charles Taylor’s melodrama The Water Witch, which became the greatest success
of the season.* He played Romeo, when Juliet was the nine years old Alexina Fisher, and was the
protagonist in the melodrama Count Cagliostro; which according to Thomas Bogar was what later
led him to grant himself the courtesy tittle of “Count Joannes”. In addition, he was the first actor in
the American Theatre to play the role of Advocate Carwin at the Therese, or The Orphan of Geneva, by
Victor Ducange, and finally he took part in the much-discussed performance of Richard III as
Richmond where the protagonist was the infamous J. B. Booth, known to have been drunk during
the performance.*

The critics used to call him the “embodiment of male charm”, “handsome, daring, talented
and skilful swordsman”, and praised his dynamic and active movements and noble image, “high
forehead, expressive dark eyes, powerful chin, perfect white teeth, thick moustache, and fresh
reddish complexion”.?? In 1831 he wrote together with Jonah Phillips the melodrama Ewvil Eye,® and
received raving reviews for his performance as the protagonist Demetri.* He played for the first
time the role of Hamlet at the National Theatre of New York in 1836, and at the same year at the
Drury Lane in London. Capitalising on his trip to England he gave a lecture on Shakespeare, at the
poet’s birthplace, Stratford-Upon-Avon.*

In 1839 Jones was the general manager of Marshall Theatre in Richmond, Virginia, and some
time later of the Avon Theatre, at Norfolk in the same State. In 1843 he published the “History of

2% «Miss Avonia Bonney», The New York Times 10.4.1910

27 https://backbayhouses.org/241-beacon/ Accessed on 5.6.2017.

28 Melbourne Trove 12.6.1879, p.2

» Yvonne Shafer, The Changing American Theatre: Mainstream and Marginal, Past and Present,
Valencia: Biblioteca Javier Coy d’ estudis Nord-Americans, Universitat de Valencia 2002, p. 19.

% Thomas A. Bogar, Thomas Hamblin and the Bowery Theatre: The New York Reign of "Blood and
Thunder Melodramas, USA: Palgrave Macmillan 2018, pp.70-71.

31 Tomas Allston-Brown, A history of the New York stage: From the First Performance in 1732 to
1901, Volume I, New York: Dodd, Mead and Company, 1903, p. 107.

%2 Bogar, as before, p. 69.

3 Evil Eye (1831), a dramatization of a short story published in 1829 by Mary Shelley.

3 Allston —Brown, as before, p. 107.

% Laurence Hutton, Curiosities of the American stage, New York: Harper & Brothers 1891, pp.318 —
321.



https://backbayhouses.org/241-beacon/
https://www.google.gr/url?sa=t&rct=j&q=&esrc=s&source=web&cd=47&cad=rja&uact=8&ved=0ahUKEwj7gtDMp4bXAhUSUlAKHcgqDWoQFgipAjAu&url=http%3A%2F%2Fnla.gov.au%2Fnla.news-article884867&usg=AOvVaw0uMewpciPqGNbZpz9BwzAf

ancient America”, and in 1844 the tragedy Tecumseh, the “biography of president Harison” and the
lecture he gave on Shakespeare in Stratford-Upon-Avon. 3¢

He spent all the 1850s in Europe and when he returned to the USA in 1862 his eccentricity had
acquired pathological dimensions. He called himself Jo(h)annes “Count of Sertorii of the Holy
Roman Empire, First Commander of the Imperial Order of the Golden Spur and Count Palatine of
the Lateran Palace”, he daily wore his title regalia and long mantle, dyed his moustache pitch black
and because he was getting bald, started wearing a wig with black curls.

Rumour had it that he bought nobility titles from a poor aristocrat who sold them cheaply in
order to pay back his debts.*” If someone doubted his nobility or ridiculed his increasing
eccentricity or his deranged behaviour, Jones would sue them for slander.%

His theatrical career gradually started declining while his eccentricity became more and more
notorious. In 1878, the popular English comedian Edward Askew Sothern developed the central
character of the farce The Crushed Tragedian, a satire of the pompous way actors of the old school
interpreted a character in a melodramatic and pretentious expressive style, which after the civil war
did not anymore satisfy the taste of American theatre audiences, by imitating Jones as closely as he
could, even his thick moustache and melancholic manners reminding of Poe.*® He died penniless on
30t September 1879 in a small room of West Side Hotel in New York.#

Her grandmother Melinda Topping Jones, was born in Manhattan, New York, in 1815. She
was a tall and impressive woman with a sweet and strong voice, who became a famous dramatic
actress because, as the newspaper reviews described, her stage presence “enchanted” the audience.
She was a woman of passionate temperament and undaunted courage given as such the nickname
“The Man Flogger”, because of her habit to use a whip made of crude leather to strike the actors
and the stage crew whenever she disagreed.

She made her acting debut as Bianca in the tragedy Fazio (The Italian Wife), by Henry Hart
Milman, in the charity performance for the benefit of her husband, George Jones, in Broadway
Theatre, New York, on 22nd February 1837. Her appearance was very successful and since then she
started working as a professional actress becoming famous for her performance in Hamlet and
Macbeth.*

She was really good at portraying young male characters and became well known in the role
of Romeo. The novelty of performing male roles was an opportunity for many actresses to show
their talent, since the protagonists of Shakespeare’s plays are mainly men, and reassured favourable
reviews and large audiences to actresses that did not conform to the standards of femininity and
beauty of the 19t century.

In 1850 Melinda Jones applied for a divorce from Richmond. Her husband, according to the
court records, after compelling her to take up an actress career, and having two daughters with her,

% George Jones, The history of ancient America, anterior to the time of Columbus: proving the identity of
the aborigines with the Tyrians and Israelites; and the introduction of Christianity into the western
hemisphere by the Apostle St. Thomas, New York: Harper and Brothers, 1843.

37 See Irving Browne, “Count Johannes”, The Green Bag 8 (11), November 1896, p. 435

3 For his involvement in legal disputes and litigation see Brown, as before, p. 436 - 438

% See Edward H. Sothern, The Melancholy Tale of Me: My Remembrances, New York: Cassell &
Company 1917, pp.199-202 and Thomas Edgar Pemberton, Lord Dundreary: a memoir of Edward
Askew Sothern, New York: The Knickerbocker press 1889,pp. 85 — 89.

4 Allston —Brown, as before, p. 109.

4 Henry P. Phelps. Players of a Century A Record of the Albany Stage, Including Notices of Prominent
Actors Who Have Appeared in America. New York: Joseph McDonough 1880, p. 237 — 238 and “The
royal’s downfall”, The Metropolitan 10.7.1897, p. 14.


https://news.google.com/newspapers?nid=VRfTbSk87rEC&dat=18970710&printsec=frontpage&hl=en

ran off in Europe deserting her. “Alone, without any help and hope for the future”, Melinda faced
her marriage as a “distressing obligation”. After looking into her testimony the General Assembly
announced that her divorce was final.*

In the period 1870-1 she performed for the last time at the Globe Theatre and then she retired
from the stage and involved herself in running an inn in Boston.

She died on December 12th 1875.4

Her mother’s sister Avonia Stanhope Jones Brooke,* was born in Richmond Virginia, on July
12th, 1839. She was a lady with a perfect body and face with lovely bright eyes. She became a
popular actress and her performances attained her financial success. *°

She appeared for the first time on April 18t 1856, at the People's Theatre in Cincinnati, Ohio,
in the role of Parthenia in the play Ingomar, the barbarian by Maria Lovell. In 1859 she became a
member of the theatre troupe Maguire's Opera House in San Francisco, California, while at the end
of the season she left for a tour in Australia. In 1861 she landed the role of Medea at the Drury Lane
Theatre, London, and in 1863 she got married to the tragedian Gustavus Vaughn Brooke, in
Liverpool.

In 1864, she performed for the first time at the Wallack’s Theatre, New York, where she
played Orelia at The Winning Suit, a play by Fillmore. Later on she appeared at the Tripler Hall in
the role of Judith, in the first performance of the play Judith, The Daughter in the USA. On 234 April
1864, she played Juliet together with Edwin Booth who played Romeo; she donated all the proceeds
from the performance for the erection of Shakespeare’s monument in Central Park.* Her last
appearance on stage was in Manchester, in 1866, where she died in January 1867.

In 1869, when Avonia Bonney was fifteen, she travelled together with her mother to Milan,
where she studied classical singing under the instruction of the composer (of religious music and
chamber music) Giuseppe Gerli.

Her first appearance before an audience was in 1870, in Avellino, while in the summer of the
same year she accompanied her mother in a short journey to Boston. 48
Next year (1871), escorted now by her grandmother Melinda Topping Jones, she debuted at
Alessandria as Amina in the Opera Sonnambula® by Bellini, in the same year the composer Nicolo
Celega dedicated his work “Le Educande di Sorrento di E. Usiglio: trascrizione per Pianoforte: op.
151” to her and her grandmother. 3 From 1872 to 18795 she sang protagonist roles in the theatres of
various Italian cities such as Turin and Naples. Her soprano career finished in Zakynthos on
February 1880. She was 26 years old.

# The Library of Virginia, Research Notes, Number 10, p. 2.

http://www .lva.virginia.gov/public/guides/rn10 womenhist.pdf

£ T. Allston-Brown (1903), A history of the New York stage, From the First Performance in 1732 to
1901, New York : Dodd, Mead & Company, Volume A', p. 114 and Volume B, p. 272 — 273.

4 The Brisbane Courier 12.6.1879, p.2.

4 Allston-Brown, as before, Volume A', 1903, p. 458 — 459.

4 Allston-Brown, as before, Volume B', 1903, p. 252 -253.

4 “Untitled”, Cambridge Chronicle 30.7.1870, p.1.

48 Buffalo Courier, March 27.3.1870.

4 The Times-Picayune (New Orleans, Louisiana) 31.12.1871, p. 14.

5% Nicolo Celega, Le Educande di Sorrento di E. Usiglio: trascrizione per Pianoforte: op. 151, Milano: F.
Lucca 1871.

51 Gazzetta piemontese 25.2.1872, p.1, 27.2.1872, p. 1, 19.3.1872, p. 1, 23.3.1872, p. 2 and 24.3.1872 p.
2.
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After the end of the season she returned to Boston, 32 and from 1881 until the end of her life, in
1910, she taught classical singing®, gave lectures and concerts. 5 In 1887 she got married to the
glass-smith Willis Melvin Lichfield and her son Willis was born two years later, on May 1889.

In 1881 she published her work for the piano Forget me not dedicated it “to my dear friend, the
countess Maria Lunzi”®, in 1884 the work for the piano and voice From the desert I come to thee>, and
in 1886 the piano transcription of the Ballad Bonny Wee thing.>

Let us now return to Zakyntos where we see that the newspapers reviews on the theatre
group were mainly positive, even raving. The columnists not only wrote reviews about the music
and the performance, but also extensively reported on how the artists reacted to the offensive
behaviour of part of the audience. For example, they commented on the reaction of the replacement
prima donna Adela Galanti, who “when raphanides,” that is wild radish were thrown to her “as if
it was an elegant bouquet”, she was appalled and offended for this despicable behaviour.>

The mezzo-soprano Giovana Veri Grillo and the soprano Avonia Bonney had also received a
fair amount of cowardly insults: “we believe that this behaviour is distasteful”, especially for
people who relish themselves by throwing on stage “during the moment the soprano or the mezzo-
soprano sing, dimes, embalmed fish and eggs”, or expressing their disapproval of the opera and the
singers by shouting and whistling. “Why all these?” questions the editor of the newspaper
Zakynthos. And answers: “because both these singers did not consent to erotic suggestions and
friendly visits of the people who berated their performance.” *

The Art director of Elpis, Georgios Sfikas, suggested a solution: “We are advising the people
responsible for the theatre [...] to place a carpet on the stage to deaden the sound made by the coins
thrown by people deprived of senses and heart”.®* Tsakasianos also advises his fellow countrymen:

“It is time you showed you are the guardians of everything good,
and thus Art, beauty and morality are here appreciated.”

At the same time though he offers his own version:

“They say that she drove crazy enough lonely men
Three merchants, one doctor and five goldsmiths.”

According to newspapers’ articles, © Bonney’s behaviour towards one editor was rather titillating as
well.
“A funny trial was discussed the day before, Tuesday, in the local County Court. Theatre producer and
manager Mr Mondinos summoned the lawyer Mr Dionisios Someritis to pay ten new drachmas for an
entrance ticket to the theatre. Mr Someritis denied paying because he claimed that it was with the

52 Avonia Bonney, Forget me not; Valzer, Boston: Oliver Ditson 1881.
5 Boston Symphony Orchestra, Programme, Boston 1882.
https://archive.org/details/programmevolume00orchgoog

5 Boston Evening Transcript - Nov 10, 1886

5 Bonney, as before, p.1.

% Avonia Bonney, From the desert I come to thee, Boston: Oliver Ditson & Co. 1884.
57 The News (Frederick, Maryland) 8.6.1886, p. 3.

58 “Miscellanea”, Zakynthos 15.11.1879, p.2.

% “Miscellanea”, Zakynthos 8.12.1879, p. 3.

60 “Theatre news”, Elpis2.12.1879, p.4.

61 “Miscellanea”, Agon 13.1,1880, p.4.
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producer’s complicity that they threw pennies on stage against Mrs Bonney. Mondinos presented the
case in the County Case, saying among others, that “Mr Somerities is free to worship as much as he
wants the Muses and Apollo, to indulge himself in passionate unrestrained manners when Mrs Bonney
sings, and he also said, allow himself to become an idolater; if other members of the audience upset his
passionate daydreaming, it is not the problem of the management, as it is not its duty to pursue the
people throwing coins onto the stage”.

It is to understand that the statement of the theatre producer Dionysios Mondinos, resulted in
“creating a hilarious atmosphere apparent on the faces of all present”.

The audience is increasingly expressing its love and admiration towards the prima donna
throughout the season, culminating at Christmas and becoming rather hysterical during the day of
the charity performance. The editor of “Elpis”, addressing the authorities, advises them “to prevent
people from bringing in the theatre large bouquets and sweets for the actresses as they are in
danger of blinding their expressive eyes”. ¢?

Newspaper columns claim that:

“Mrs Bonney adorns our Theatre. Her attitude, her appearance, her passion and the sweetness of her
voice.... which as such capture the hearts of the audience, who motionless focusing their eyes on the
stage experience a divine melodiousness...her singing quality and her vocal range, from high notes to
low notes, enchant the audience”, 3

and they also pinpoint that the audience “is impatiently waiting to listen again to their beloved
singer, the mellifluous soprano Avonia Bonney, who can elevate the mind and soothe the heart”.®

Tsakasianos writes about that:

“You made us recall the nightingale of Lykoudi,
the mayhem at Glastona, the show of Garzoni!”

It is thus interesting to make a factual analysis of the previous couplet: “He compared the
voice of Mrs Bonney with the quick singing of a nightingale, especially the moment she was singing
and moving her body in the last part of Krespinos duet, agile as a bird crossing gracefully the
stage”,®> as the editor of “Elpis” mentions in his review on Bonney’s performance as Lucia di
Lammermoor, and apparently the area of Lykoudi attracted many dulcet nightingales!

Moreover, when Henry William Edward Gladstone, the temporary Consul General, who was
sent from England in order to “normalise the situation at the Ionian islands”, and who “played an
important role in the unification of the Ionian islands with Greece”, visited Zakynthos on 3
December 1858, he “received an enthusiastic reception”. ® During this period the “people of the
island expressing their pride on the unification had raised Greek flags in their balconies, laid
carpets, and placed flower pots on the walls of workshops, social clubs and shops. They also

62 “Theatre news”, Elpis 2.12.1879, p.4.
6 “Miscellanea”, Agon 21.11.1879, p.2.
64 «Theatre news», Agon 9.11.1879, p.4.
65 «Chronicles», Elpis 16.12.1789, p.3.
6 Zois, as before, p.135 — 136.
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attached posters on the walls, [...] printing on them Hoorays for the Unification. During the night
the entire city was illuminated”.*”

Finally the case of the “entrance” of Garzonis, the last protoiereus of Zakynthos who, when
the Church of the island became a metropolis, was ordained the island’s first Metropolitan bishop,
is described by the historian Panagiotis Hiotis® and inspired Tsakasianos’ contemporary
anonymous popular Zakynthian muse.

“What about what happened to Garzonis, in his ordination?

The First Zakyntian Bishop that Zante saw.

The stir he caused, the mocking he received wherever he appeared.
Banners, jordan almonds and flowers and pigeons.”®

The financial recession that plagued Zakynthos did not seem to daunt the avid theatre
audience that went to great expenses in order to celebrate together with the “mellifluous” prima
donna at Christmas.

“Last Thursday the Christmas tree was brought on stage as a gesture to miss Bonney [...] on every
branch of the tree there were hanging elegant gifts sent by various local families, as a token of their
appreciation for her abilities”. 70

Besides, as the editor of “Elpis” writes:

“A gentleman who watched that tragic opera (Lucia di Lammermoor) in a theatre in London by
the acclaimed Patti, confirmed, that it was impossible to choose between the two
performances, in particular towards the end of the first act”.”!

“Time has come to enlighten every European

who says that the best voice is that missus Patti!”
Come on you lithe “Elpis”, and you, darling “Agon”
tell us, isn’t it true that our lovely Bonney

7 Panagiotis Hiotis, A History of the lonian State, from its advent to the unification (years 1815 - 1864),

Zakynthos: Eptanisos Printer’s, 1874, p. 306-307.

6 “During the day his entrance procession [ingress] and ordination happened, all the people [...] wanted to
follow to show their prominence. The windows of the houses [...] throughout the streets, were covered with
red carpets, and decorated with flowers, icons, and printed hymns. The church bells were ringing, and flags
were raised on the bell towers. Bread, candies, and money, a large amount of high value coins and an even
larger of small change, were being thrown from the windows to the crowds underneath. At the head of the
procession there were the banners of the trade unions, as if in a litany. Behind them the banners of the
Episcopacy, the pastoral rod and the High Priest’s symbol, and then Eftaxias dressed in the common green
alb, wearing on his head a green kalimavkion carrying the silver episcopacy emblem. Soldiers were marching
in lines while military music was being played. Finally, priests arrived from towns and villages wearing
colourful canonicals and holding lighted candles”. Panagiotis Hiotis, Eptanisian Historical Accounts,
Zakynthos : "Phoskolos" Printer’s, 1887, p. 176-177.

 Ntinos Konomos, Zakynthos Five Hundred Years (1478-1978), Collections of Folklore materials and the contribution
of Andreas Gaitas, Volume VI, Athens 1992, pp. 59-60

70 “Chronicles”, Elpis 30.12.1879, p.4

71“Chronicles” Elpis 18.11.1879, p.4

72 The soprano Adela Juana Maria Patti.
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Patti is so petty that reaches only Bonney’s knee.”

This is how Tsakasianos criticises scornfully the “misleading and liar” music critic who
further down mentions the “passionate” worship the audience exhibits to the diva:

“You are for us a goddess, frenzy and enchantment,
today we run for you collecting offerings and carrying candles.” 73

He also describes Bonney’s charity performance vividly, copying nearly word perfect the articles of
the local newspapers:

“It is time you also showed your feelings,

Your studies, colleges, wealth and brains,

Set fire to your buffets, you the very rich,

So people can treat you as landlords!™

And as for you that do not have cash because of business matters,

Just borrow and pay so as not to embarrass yourselves.

Take bracelets, chains,” watches, rings,

Earrings, brooches, medallions, jewellery,

and throw them proudly and elegantly on the plate, just to brag and boast,
so she does not call Zakynthos an island without a penny.”

“Expensive gifts were brought by respectable families of our country where the total collected amount
reflected the abilities of the beneficiary”, writes “Elpis”7¢ among others. “On Thursday Bonney gave the
charity performance and she raised 3000 drachmas, together with all the other valuable objects they
threw on stage”,”

Dionysios Kladis notes down in his personal diary.
“Come on you little Zakyntians fill your pockets
and so honour the island of Andriolas.””

Tsakasianos mocks his fellow Zakynthians, who know all too well that Andriolas of the
known “Speech” is not the kind of “gentleman” they would like to be associated with.

“It is a lie that we borrow money

73 Referring to church practices.

7 Members of the Libro d” Oro nobility. The issue of the social classes in Zakynthos has been
extensively studied, see Anastasia Papadia-Lala, The Institution of Urban communities in Greece
during Venetocratia (Venetian Rule) (130c-180¢ century). A compound approach. The Library of
the Hellenic Institute of Byzantine and Post-Byzantine Studies in Venice. - No. 24, Bevetia 2008.
75 “What was especially admired from their works [the Kalarritians goldsmiths] were thin chains,
called gordonia, which were fashionable during that period.

76 «Chronicles», Elpis 3.2.1880, p.4.

77 Joannis M. Demetis, The main events in Zakynthos island 1874 — 1907 by Dionysios Kladis, the
son of the priest Panagiotis, Zakynthos: To(propgo (Trimorfo) 2004, p.85.

78 Lourentzos Andriolas: The Hero of “the untitled Omilia” (speech) is a street play written in
pentameter verse by Dionysios Loukissas, influenced by Dimitrios Gouzelis’ “Hasis”. See,
Loukissas, Unpublished Speech, Trimorfo X.X., without a date, and Zisimos Sinodinos, Dimitrios
Gouzelis, “Hasis”, Athens: Okeanida, 1997.
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for getting a seat in the balcony and for flirting.”

The poet continuous the jeremiad and the Elpis articles justify him: From the day before, the
price of the seats in the orchestra pit was raised fourfold, everyone was trying to get a seat and so
not to deprive himself from that local fair”. The newspaper columns discussed extensively the
honours the cherished prima donna received from the audience.

Ms Bonney “was driven to the theatre in the evening on a magnificent medieval carriage...
while music was being played, fireworks were disposed and the audience was enthusiastically
clapping.” And further down “it is worth noticing the large number of the pigeons, the various
birds and flowers that were thrown to the stage from above... the cost only for the flowers rose to
700 drachmas”.”

All the social classes, new and old, took part in the celebrations for the prima donna, who,
according to Nikos Lountzis, were trying out in the theatre their newly established relationships.*
The way Tsakasianos describes the festive atmosphere is becoming more and more derisive as the
verses unfold.

“My broke guy, you that lost credit and all your rights
pull her cart and cheer, and go wild
tenants, slaves and loyal servants, cooks and lackeys

you are throwing camellias, chickens and large bouquets,

turkeys, canaries, partridges, rabbits and pigeons,

and you carry her on foot in your hands.
Wreaths and laurels and myrtles®! you are spreading on her way
filling the sky with firework display.”

The biting comments of the poet compare only with the slamming newspaper articles. “Elpis”
commented on the “outside the theatre extravagant display” of the audience and especially the
“myrtles that filled the streets”, which, as the columnist says, “we believe it to be an overindulgence
that should be criticized by the people interested in the dignity of this place, and by those able to
appreciate everything on its own merit”.%

After the very successful charity performance for Bonney, Someritis, the man dedicated to the
wellbeing of the local needy, advises from the columns of “Elpis” the Theatre Committee to “attend
to giving a charity performance for the destitute of this place as well”.%*

The authorities accepted the challenge, and in a few days, “Elpis” announces the performance
by writing: “the charity performance [...] for the benefit of the needy of our place is to take place
next Friday [....] we have no doubt that [...] the sacred emotions, which are inspired by the
mellifluous sound of poetry and the harmony of music, will provide the needed bread to the poor
families of our island” %

7 «Chronicles», Elpis 3.02.1880, p.4

8 Nikias Lountzis, Seeing Zakynthos through music...,. Athens, Friends of the Solomos Museum
and of Prominent Zakynthians 2009, p.264.

81 In Zakynthos, on 17t December and 24t August, they decorate the streets from which the litany
of Saint Dionysios will pass through with myrtles.

82 “Chronicles”, Elpis 3.02.1880, p.2.

8 “Chronicles”, Elpis 3.02.1880, p.2.

8 “Chronicles”, Elpis 17.02.1880, p.2.
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It is interesting though to look into the financial report on the raised money from that charity
performance that is thoroughly presented and commented in the newspapers.

“The charity performance for the benefit of the island’s destitute, held in the theatre the night before,
raised about 3000 drachmas, a sum that corresponds to the expectations expressed in yesterday’s paper
about the benevolent feelings of our compatriots [...] we find the previously mentioned sum quite
satisfactory and thus we should congratulate our audience; the most important donations can be
grouped in the following: the highest of all was the one given by Antony Sargent who sent 200 fr,
whereas the Masonic Lodge, Samuel Varf, Mr Antonis Stravopodis and the mayor Mr Carrer offered
100 fr; the third group is the lead soprano Miss Bonney who donated 72 francs, and finally the last
group that bestowed less than 50 fr; [...] we should also mention the donations made by all the actors
of our local troupe such as the comic soprano Mrs Boffa that offered 25 francs and the mezzo-soprano
Mrs Galanti that offered 20 francs [...] the high priest K. Nikolaos (Katramis) who sent to the charity
performance 10 francs.”#

The columnists of Agon, who wrote two articles on that specific issue, presented and
commented on the events in a complete different manner:

“Last Friday night a charity performance for the benefit of our island’s destitute was given in our local
theatre, resulting from the praiseworthy initiative of the Mayor and the Committee, and the
willingness of the troupe and the orchestra to contribute. Unfortunately, the raised sum of money, only
reaching about 2800 drachmas, did not correspond either to the poverty stricken country (and we mean
that famishment, which day and night passes the streets and alleys of the city reaching out its hands in
a begging gesture), or to the previous sacrifices made by many people in support of people working at
the theatre. It is indeed sad that the most affluent are not moved by the sorrow and weeping of the
hungry orphans and widows, as they are by the birdsong of the theatrical Sirens. The charity
performance given the night before for the benefit of the destitute proved — we regret to say — that our
heart is not responsive or emotionally affected by the misery of people persecuted by poverty” .86

This is what the first article to appear wrote, while the second one gives a detailed description
of the limited raised money, its management and the “charitable” attitude of the Mayor Loukas
Carrer towards his voters:

“The proceeds from the given charity performance for the benefit of the destitute were 2974.32
drachmas, subtracting the expenses of 114.78 the net sum was 2859.54. This sum, with the consent of
the mayor was given by the Theatre Committee to the Municipal Collector and then distributed to all
poverty-stricken fellow countrymen that came to the office and received 2.50 francs each; moreover, the
Mayor gave 20 francs to the workhouse “Pronoia”. However, because 1033 people came to the Town
Hall, as it is written down on the catalogue, the Mayor decided to donate from his February salary to
the remaining 20 people that the initial collected sum could not cover”.8”

Tsakasianos reacting to these events writes:

“Do not respond to rusty words
That the place has nude and hungry Bonneys

8 “Chronicles”, Elpis 26.02.1880, p.3.
8 “Miscellanea”, Agon 23.2.1880, p. 6.
87 “ Assisting the poor”, Agon 7.3.1880, p. 6.
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Come on you Bonney supporters, let’s make a farce (a mantsia)

August is not far ... let’s spare the money.”
“Mantsia” in Zakynthian local dialect means the offensive and of poor taste joke and the
forthcoming August, the month of harvesting raisin, implies the return of the island population to
the harsh daily reality.

On the other hand, Bonney’s supporters answered back to Tsakasianos and gave him a taste
of his own medicine, in his autobiography published by Bouboulidis® the poet mentions:

“...I then published in newspapers, magazines and particular folios some funny verses, one of which -

“To Bonney’s charity performance” —although it made everyone laugh- it made me give a weary sigh.

[Because] Some adversaries of my poetry wanting either to show how clever they were or to discourage

me, published a satire where, among others, they advised me:

To mind my own business

And not nose into these matters

Since Bonney knows me

Only as a hairdresser”

The columnists of Zakynthos newspaper on their part publish an article where they criticise
all the music loving overstatements:

“We publically deplore the distribution of folios for this case and the laying of myrtles on the road from
the theatre to the hotel “Finikas”, because actions such as these show frivolity that causes laughter or

pity to any serious and rational person”.%
Tsakasianos himself though, attending to clarify his position publishes the following verse:

“Kyra (Virgin Mary), make your first miracle to me...

So I can have the money® to print what Raftanis®! asks.

For You I will spend money like water,

as an offering to your grace, because I am content only with the tongue
that I sharpen at Koutouzis” wheel,

to cut as much as it can all this madness that it meets.”

The poet is mainly interested in cutting, since he is a barber, “the madness he meets” and he
also sharpens his tongue on the wheel of the priest, painter and foulmouthed satirical poet Nikolaos
Koutouzis.

The conclusions drawn after studying the articles and publications of the winter 1879-80 by
columnists, the responsible authorities and private citizens, which focused on the cultural, social
and political consequences of the combination between the economic crisis of the island and the
reception of theatrical events, can be summed up as follows:

1. The Zakyntians of all social classes are on the one hand, music lovers, and on the other,
knowledgeable of a large number of operatic works.

8 Faedon K. Bouboulidis, The “Autobiography” of I.G. Tsakasianos, Athens: Estia 1992, p. 47.
8 “Miscellanea”, Zakynthos 8.2.1880, p. 4.

% Tsakasianos always had financial difficulties.

%1 For Sergios Raftanis see: Zois, as before, p. 557.
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2. In the theatres audiences can not only watch operas, but also see the social coexistence of the
old aristocracy with the new bourgeoisie and the working class flooding the gallery, a co-
existence that is “sometimes seria (drama) and other times buffa (comic)!”

3. The excessive reactions of the theatre loving audience and the way the charity performance
for the benefit of the prima donna A. Bonney turned into a “local festivity” can be only
comprehended if we consider that all these happened during a very difficult for the island
period and it was a way for the distressed inhabitants of the island to “alleviate their
misery”.

4. Newspaper critics often express thorough, but sometimes extreme views of the performed
works and the vocal abilities of the singers.

5. Social statuses, conflicts and confrontations are expressed with the participation and
behaviour of the audience during the theatrical performances, but also with the personal
and social relationships they might build up with the artists.

6. The performances also allow newspaper columns to express subjective political views, for
instance the party newspaper “Agon” ensures that the mayor Loukas Carrer will benefit
from the charity performance given for the support of the island’s destitute.

7. The political confrontations resulting from the theatrical events are analysed and discussed
in newspaper columns, for example the conflict between the Prefect Mr Krevatas and the
Mayor Carrer.

8. The detailed analysis of the proceeds from the charity performance for the destitute and of
the way the money was distributed gives us quite a clear picture of the economic distress of
the island’s inhabitants, its few affluent citizens and of the moral character of the troupe
singers.

We close with a news item published by the newspaper “Elpis” but not given much importance:

“The performances at the theatre ended and according to official sources the net profit the theatre
managers had was 14, 000 drachmas; despite that, they pretended they suffered damage and they
didn’t pay the actors the wages of the last fifteen days, thus many actors had to plead the public for
help in order to gather the money needed for their departure”.*

AVONIA BONNEY: An attempt to compose a performance history*

1871  Allessandria Allessandria Sonnambula Amina

1872  Torino Balbo Linda di Chamonix  Linda
Torino Balbo Caterina di Belp Caterina
Torino Balbo Don Pasquale Norina
Barletta Comunale Giuseppe Curci  Ballo in maschera  Oscar

92 See Lountzis, as before, p. 263.

9% «Chronicles», Elpis 9.3.1880, p. 3

% For the performance reviews see: Rivista Teatrale Melodrammatica, Gazetta dei Teatri, Asmodeo, La Fama,
Impressario and The Inter Ocean, (Chicago Illinois) 6.7. 1872, p. 4, New York Clipper, 29.3.1879, p. 6.
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1873

1874

1875

1876

1877

1878

1879

1880

Barletta
Barletta
Bisceglie
Bisceglie
Caserta
Pordenone
Barletta

Barletta
Avellino

Salerno

Salerno

Reggio Calabria
Reggio Calabria
Caltanissetta

Napoli
Napoli

Avellino
Voghera
Vigevano

Vigevano
Varese

Varese
Varese
Lecce
Porto Sant'
Elpidio
Napoli
Napoli
Napoli

Zakynthos
Zakynthos
Zakynthos
Zakynthos

Comunale Giuseppe Curci
Comunale Giuseppe Curci

Comunale Garibaldi
Comunale Garibaldi
Cimarosa

Comunale Giuseppe Verdi
Comunale Giuseppe Curci

Comunale Giuseppe Curci
Comunale Carlo Gesualdo

Municipale Giuseppe Verdi
Municipale Giuseppe Verdi

comunale Francesco Cilea
comunale Francesco Cilea
Regina Marghrita

Mercadante
Fondo)
Teatro del Fondo

Comunale Carlo Gesualdo

Teatro Sociale
Civico Teatro Cagnoni

Civico Teatro Cagnoni
Sociale di Busto Arsizio

Sociale di Busto Arsizio
Sociale di Busto Arsizio
Greco

Cicconi

Bellini
Teatro del Fondo
Teatro del Fondo

Foscolo
Foscolo
Foscolo
Foscolo

18

(n Teatro del

Barbiere di Siviglia
Ballo in maschera
Barbiere di Siviglia
Ballo in maschera
Linda di Chamonix
Don Pasquale
Crispino e la
Comare

Ballo in maschera
Linda di
Chamonix

Don Pasquale
Barbiere di Siviglia
Linda di Chamonix
Traviata

Lucia di
Lammermoor
Linda di Chamonix

Lucia di
Lammermoor
Sonnambula
Africana

Linda di Chamonix

Traviata

Lucia di
Lammermoor
Barbiere di Siviglia
Traviata

Ballo in maschera

Ernani

Traviata

Traviata

Lucia di
Lammermoor

Rui Blas

Traviata

Ballo in maschera
Rigoletto

Rosina
Oscar
Rosina
Oscar
Linda
Norina
Anneta

Oscar
Linda

Norina
Rosina
Linda
Rosina
Lucia

Linda

Lucia

Linda
Ines
Linda

Rosina
Lucia

Rosina
Rosina
Oscar
Elvira

Rosina
Rosina
Lucia

Maria
Rosina
Amelia
Gilda
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The operas of Giuseppe Verdi as being reflected
in the piano works of Pavlos Carrer

Spiros Deligiannopoulos

Introduction:

Historic framework and particular circumstances under which Pavlos Carrer
transcribed the operas of Giuseppe Verdi for the piano

The piano transcriptions of the most popular melodies written for lyric theater in 19
century (mostly arrangements, paraphrases or “reminiscences”), were a very popular
category of compositions of that era. It was a brilliant opportunity for the musicians
entertaining the aristocracy and the upper class society, to demonstrate their skills
both as virtuoso players, usually pianists, and as composers!.

In this context, these new works were not usually a kind of simple
transcriptions. In most cases the composer-performers used the original music as an
occasion to embody their personal ideas and their inspiration. In fact, they composed
music “between” the original score and their personal style.

Katy Romanou describes these circumstances as following:

“The lyric theater remains the entertainment field of aristocracy and upper class. These
innumerable transcriptions cause the fragmentation of the opera and its further hearsay
in middle and working class. In Italy, this occurs via the available instruments of each
house, mainly the piano. These piano transcriptions printed and released massively by
backstage musicians. Most of these musicians were not recorded by music history,
because the success of the transcription was depended on the name of the original
composer not of the arranger. This is exactly the opposite of what was happening in the
North (Europe), where the piano paraphrases (i.e. Liszt), where acceptable as music of
the arranger.”?

Pavlos Carrer was not, of course, “a backstage musician”, who lived and acted
in Milan accidentally for a few years. He was a respected name. Many serious opera
managers counted on his skills and his talent.? Being a young, a 25 years old,
musician, who had to survive -not only metaphorically but literally- he had to make
his first musical steps by following the Verdi creations and transcribing them for the
wealthy aristocratic salons he was invited to play.*

! Thanassis Trikoupis: Epidrases stin pianistiki dimourgia [Influences in piano compositions].
Demetrios Aghathides (1828 — 1886): 1l Barbiere di Siviglia. Opera del Maestro G. Rossini. Fantasia
per Pianoforte, 8" Interdepartmental Musicological Conference under Hellenic Musicological
Society, Athens, 25-27.11.2016 [To be published].

2 Katy Romanou: Entehni Elliniki Mousiki stous Neoterous Chronous [Greek Art During Modern
Times], Koultoura, Athens, 2006, 55.

3 Avra Xepapadakou: Pavlos Carrer, Fagotto books, Athens, 2013, 32.

+ Nikias Lountzis: Zakynthos meta mousikis [Zakynthos after Music], Vol.3, Society of Friends of
D. Solomos Museum in Zakynthos, Athens, 2010.
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The research

Being in its first steps, this research seems to be an exciting procedure.
Juxtaposing and comparing the music of Carrer with the original spartiti and full
scores of Verdi’s operas results that these transcriptions are something more than a
simple piano arrangement, more than a simple transformation of Verdi’s music into
keyboard notation. Most of them develop very interesting compositional ideas and
demonstrate the ability of Carrer to create a very interesting piano music. He
(Carrer) uses the titles and the basic principles of Verdian operas and after that he
presents his own aspects on parameters like harmonization, texture, accompaniment
and development of the original idea. He is also inspired by the energy, the passion
and wide — ragingly generous humanity of Verdi’s operas that some would be,
recognizably, arrangements of his music, other would more radically re-interpret or
elaborately paraphrase and others re-create the atmosphere and impact without a
very obvious allusion to the original musical material.

This as a result causes an exciting surprise because Pavlos Carrer, who is
labeled until nowadays as an “operatic” composer, i) reveals through these works his
skills on piano writing (facing the art of transcription as art of composition), ii)
reflects the abilities of his era fortepianos and iii) shows very interesting ways to
develop symphonic textures into piano music.

List of Carrer’s piano works on Verdi

Quite all the piano works of Carrer based on Verdi themes are written in Milan,
during 1851 — 1857. They are mostly inspired by the trilogy of Rigoletto — Trovatore
and Traviata and secondly on the other operas of Verdi of that period.’
These piano works are divided into the following categories:

1. Piano works, which are individual opus.

These are 18 piano pieces, the following:

1. Rigoletto, mazurka op. 21.

2. Rigoletto, polka op. 22.

3. 1l Corsaro, schottische, op.33.

4. Duca, on Rigoletto themes, schottische, op. 40.

5. Gilda, on Rigoletto themes, schottische, op. 41.

6. 1l Trovatore, mazurka op. 47.

7. 1l Trovatore, gallop, op. 48.

8. Rigoletto, gallop op. 49.

9. 1l Trovatore, schottische, op. 51.

10. II Trovatore, mazurka, op. 52.

11. La Traviata, mazurka, op.56.

12. La Traviata, schottische, op. 57.

13. 1l Trovatore, polka op. 59.

14. II Trovatore, gallop, op. 60.

15. I vespri Siciliani, mazurka, op83.

5 George Leotsakos: Pavlos Carrer: Memoirs and List of Works. Benaki Museum - Ionian
University, Athens, 2003.
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16. I Vespri Siciliani, polka, op.84.
17.1I Vespri Siciliani, schottische, op. 85.
18. I Vespri Siciliani, monferrina, op. 86.

2.
2.1.
2.2.

3.

Solo piano works, without opus reference (totally five works)
Rigoletto, quadrille
Quattro Marcie militare sopra Il Trovatore

Giardino Musicale, opus 67: 20 pieces for flute and piano, written in

collaboration with Francesco Pizzié. The 9 first of them are based on themes derived
from Verdi’s operas:”

3.1.  Trovatore

3.2.  Luisa Miller

3.3.  Rigoletto

3.4.  Rigoletto

3.5.  Ernani

3.6. Lombardi

3.7.  Corsaro

3.8. Masnadieri

3.9. Attila

3.10. Poliuto

3.11. Marco Visconti

3.12.  Marco Visconti

3.13. Birrajo di Preston

3.14. Birrajo di Preston

3.15. Fiorino

3.16. Mose

3.17. Favorita

3.18. Saffo

3.19. Giuramento

3.20. Puritani

4. Single transcriptions — without opus reference for flute or violin and piano:
4.1.  Ghirlanda Verdiana

42. 3 divertimenti sopra motive dei Vespri Siciliani, for flute and piano
op.79, 80, 81.

43.  Schottisch Duca, sopra motive del Rigoletto op. 40, which is also available in

violin and piano version

6 According to Leotsakos, Francesco Pizzi was a flutist who used to transcribe for flute and
piano whatever was popular in his era, in order to sustain himslef (Leotsakos, 258).

7 According to Leotsakos, the Musical Garden (Giardino Musicale) contains the very best
themes of the operas of that era — and this is a useful reflection of what was popular that time-

which splits in two sets. The first set contains mainly Verdian themes.
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5. Il Carnivale di Milano (1854), dances for solo piano, based on Verdian themes.
6. Five divertimenti for piano - four hands.
These works are mentioned more analytical as they are a fine textural approach to

the mature piano writing of Carrer.

6.1.  Brilliante Divertimento on themes of Traviata, opus 55
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Pavlos Carrer: Divertimento on themes of Traviata, op.55

The work is dedicated to Contessa Maria Mercati. By this timeframe, Milan still
discusses the impressions of Verdi’'s Dante e Beatrice. The premiere of Traviata is the
next big cultural event in the city. Carrer decides to transcribe Traviata. He writes
within a few weeks his first work for four hands on an opera of Verdi. It is very
interesting that the themes Carrer that selects to compose his first divertimento on
Verdi are not these themes of Traviata that finally became classics. This possibly
reflects that he worked very fast, he was very close to the world premiere and didn’t
have time to feel, which themes were going to be the most popular ones. Texturally,
the work focuses more to the chamber music for piano style than to re-create the
Verdian atmosphere of the opera. Structurally, the Divertimento does not follow the
opera. It consists of 5 movements, which are the following: Andante Sostenuto —
Andante — Allegro agitato — Allegro brilliante — Gallop Finale.
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6.2 Divertimento sopra i motivi di Trovatore, op. 50

The work is dedicated to Maria Carrer. It was printed on July 1853 from editions
Francesco Luca just 6 months after the world premiere of the Verdian opera. It
consists of the following movements: Largo — Allegro con brio — Allegretto — Allegro
mosso — Andante sostenuto - Allegro vivace.

Two of the mouvements are worth to be mentioned particularly. The first
mouvement, Largo, is a stylistic reference to Cavatina of the opera’s second Scene. It
is of a great importance to mention the cadenza of the right piano player, at that
movement. Really virtuosic, reflects that Carrer really was a very skillful pianist.

Divertimento on Trovatore: Cadenza on right hand of the right player.

The second movement, Allegro con brio, is an arrangement on the opera’s overture.
Carrer keeps the basic cell of the overture, which is the continuous triplets and
develops a very interesting pianistic movement.

6.3

2 Brilliantes pot pourris Giovanna De Guzman, op. 87, op. 898

These two piano works were written simultaneously. They also come from
the same opera of Verdi, so it can be said that in fact they are a homogenous
one piano work, divided into two separate cycles of transcriptions.

8 The work was initially printed by Giovanni Canti under the title Deux Pot - pourris brilliants
sure les meillers motifs des Vespres Siciliennes.
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Structurally, the first piano work is divided into the following
movements: Allegro vivo — Andante maestoso — Allegro vivace — Allegro
(Bolero).

The second piano work contains the following movements: Allegro
brilliante — Andante — Allegro vivo.

After having worked so many times on Verdi, this time Carrer creates a very
mature piano work. He reflects the orchestra sound of the opera and he creates a
piano piece, which sounds like reminiscences on the opera. The introductory allegro
of the second piano piece reflects the fast part of the opera’s overture. Carrer keeps
the original cells and textural elements of the overture and he further develops then
via the piano. After this, the second movement (in Carrer) stays very close to the
original second theme of the Verdi overture. He keeps the original tonality (G major),
he keeps the same harmonies and the same textural elements but he creates a
completely new piece.

—

Giovanna De Guzman: the last page.

6.4 Divertimeno Simon Boccanegra op. 98
Simon Boccanegra is the last opera which inspires Carrer while he lives in
Milan. It is an extended piano work consisting of seven movements: Allegro
— Andantino — Larghetto — Allegro vivo — Allegro giusto — Allegro brilliante.
For first time Carrer imitates, he quite transcribes, the texture of orchestration.
Simon Boccanegra’s orchestration focuses on the orchestras groups:
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woodwind sections, brass sections, string sections. Carrer seems that he wants
to reflect this idiom of orchestration into his piano piece.

One more new thing is that Carrer puts the lyrics “Vieni a mirar la cerula
marina tremolante” at the beginning of the second movement, making a
reference to the Amelia’s aria (Act I).

PRINO

“Vieni a mirar le cerula marina tremolante”

Postludium
After all these data mentioned above, we can conclude that:

There are more than fifty piano pieces composed by Carrer on Verdi themes. A
non small number, a considerable amount of compositions.

As verified by various reliable sources, these are not the only piano
compositions of Carrer on Verdi. Quite a few are considered lost, like the Potpourri
Trovatore and the Ballo in Maschera, both written in Zakynthos about 1872.

In the fall of 2018, the piano works by Pavlos Carrer still wait to be performed.
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The contribution of the Hellenic diaspora to the
formation of the Russian opera in the 19th and the early
20th century

Stanimira Dermendzhieva

Introduction

My studies on the Neo Hellenic Music subject of the Hellenic Emigrants Overseas
began in 2002. Initially, I concentrated my efforts on the theme “Musicians of Greek
origin in the School of Composition of Saint Petersburg in the 19th and the first half of
the 20th-century”. This group consisted of 3 composers, members of the M. Belaieff
circle in Saint Petersburg: Achilles Nikolayevich Alferaki (or Alferaky, 21.06/3.07.1846,
Kharkov (present day Ukraine) — 27.12.1919, Petrograd, Russia), and N. Rimsky-
Korsakov’s former students in Saint Petersburg conservatory Vasily Pavlovich Kalafati
(29.01/10.02.1869, Yevpatoriya, Crimea— 20.03.1942, Leningrad), and Vasily
Andreyevich Zolotarev (or Zolotaryov, 24.02/7.03.1872 (? 1873), Taganrog — 25.05.1964,
Moscow), who was born as Kuyumzhi, but translated his family name to a Russian
one.

The three Russian composers Achilles Alferaki, Vasily Kalafati and Vasily
Zolotaryov belong to the New Russian Music School and they have their place in the
world history of opera. We could study their operas from a historical viewpoint today.
Only some parts of Kalafatis’ opera, Tsygany (‘The Gypsies’) (1899, revised 1937) and
Kupal'skaya noch’ (‘St John’s Eve’) (1898, revised 1912) of Alferaki have been presented
in Saint Petersburg, Russia. Zolotaryov who was more fortunate, won the name of
revolutionary composer with the opera The Decembrists, libretto by V. Yasinovsky
(1925, second  version Kondraty  Ryleyev, 1957). The opera  was first
performed on 26.12.1925 at the Bolshoi Theater in Moscow. The most effective
parts were printed by the Muzgiz Publishing House, Moscow in 1925.

The Kalafati archive was bought by the Music Department of the Ionian
University in Corfu, Greece in 2006, and I was allowed to make use of the
documentation in the Music Library of the Hellenic Music Research Lab (HMRL) in
2007. My dissertation, titled Vasily Pavlovich Kalafati (1869-1942): The Life and Works of
the Forgotten Composer and Teacher of Russia was submitted in 2012 at the Ionian
University.

In general, members of the Hellenic diaspora can be identified as those who
themselves, or whose ancestors, migrated from the Greek homelands. Some common
characteristics of this group are: firstly their birth places in the Crimean Peninsula,
Ukraine and Taganrog city in the Azov Sea, where after the Russian-Turkish war
(1768— 1774) many Greek emigrants were invited; secondly their ancestors were
involved in the most common jobs Greek emigrants did in Russia: merchants, traders,
tavern keepers, tobacco employees, navy and military personnel etc. These composers
adopted the Russian culture and studied at the best Russian universities. Some of them
were Hellenists and loved their native land. Pursuing a career in the former Russian
capital, some of these composers renounced their origin, whereas others didn’t forget
it, and were equally accepted by the Russian community.
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The oldest member of the group was the Ukrainian operatic bass— baritone Osip
(Iosif) Afanas’yevich Petrov, also called “the grandfather of the Russian opera” (born
3/15.11.1806, Yelisavetgrad (now Kropyvnytskyi) in Ukraine, then a part of Russia —
died 28.02/12.3.1878, Saint Petersburg). Osip Petrov was a renowned Russian opera
singer who contributed to the development of the Russian opera in the 19th Century.
He had a brilliant stage career and remains memorable in the history of Russian opera.

A reference to his Greek origin was made 4 years after Petrov’s death, by the
Russian historian Vladimir Yakovich Yastrebov, who researched Petrov’s place of birth
in 1882 and is discussed in the Ukrainian book Susanin of Elisavetgrad. Yastrebov, best
known for his examination of the archives available concerning a Greek settlement in
New Serbia (Ukraine) in 1884, reported that the Greeks settled in Elisavetgrad soon
after the construction of the Fortress of Saint Elisaveta. Nowadays, his articles help us
to trace the formation of a local Greek community from 1750 to the 1770s.

Yastrebov, the most authoritative source on Osip Petrov’s childhood, cited
church records, reminiscences of his close friends and described the Greek
environment of his family. First of all, the writer claimed that Petrov was born in 1805.
His relatives, from the side of his mother Evdokia Savel’evna Petrova (who were
Greek, spoke the Greek language and traded in groceries), were members of the “3rd
Guild Merchants of Elisavetgrad, but they were Russificated”. The family house was
located next to the Greek Orthodox Church Viadimirskaya, Mother of God in
Yelisavetgrad. Osip Petrov was baptized there by the priest Stefano Gretskiy and was
given the name losif (Joseph) on 2.11.1805. He also took his mother’s maiden name as a
surname. Church records referred to Evdokia Petrova as a widow at the time of the
christening. From Ukrainian sources we know that the Greek Church, built in 1766,
operated in the Greek language. According the official 1811 census, only two Greek
families were recorded in the register of the city — Funtuklei’'s and Petrov’s, who
remained in the city since the small Greek colony of the 18th century.

The whole story of Petrov’s brilliant career in Saint Petersburg’s theatres is a
living legend; he was a renowned singer of great range, good at both Russian and
Italian opera. Petrov brilliantly performed the lead role of Ivan Susanin at Glinka’s
historic premiere of the opera A life for the Tsar in 1836. The famous Russian composers
Glinka, Dargomizsky, Rimsky-Korsakov, Mussorgsky and Tchaikovsky had Petrov as
an archetype when they were composing the first operas in the style of New Russian
Music School.

Petrov was the first to perform the roles of Susanin (Ivan Susanin) by Catterino
Cavos, Miller (Mermaid) and Leporello (The Stone Guest), both operas by
Dargomizhsky, Ivan the Terrible (The Maid of Pskov) by Rimsky-Korsakov), Varlaam
(Boris Godunov) by Mussorgsky, Gudal (Demon) by Rubinstein, Vladimir (Rogneda) and
Oziya (Judit), both operas by Serov, Kochubey (Mazepa) by Tchaikovsky, Neizvestnyi (‘The
Unknown Man’) (Askold’s Grave) by Verstovsky etc.

The famous Russian critic Vladimir Stasov defined Osip Petrov’s place in the
development of national opera (during his 50th anniversary celebrations as a singer in
1876) with the following words: “Petrov may be considered one of the founders of
Russian opera as we know it. Only through singers like him, could our Opera House
hold such a high place with dignity and compete with the Italian opera”. The singer
had a truly historic mission: he contributed to the development of Russian musical
theatre and along with Glinka laid its foundation.
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Mykola Arkas (1853-1909) and his Opera in Three Acts Kateryna (‘Catherine’) (1891).
I would also like to add to this group of composers Mykola Mykolayovych Arkas
(Nikolay Nikolayevich Arkas) (7.01.1853, Mykolaiv (or Nikolayev, present day
Ukraine) — died there 26.09.1909). His grandfather Andreas Arkas (1766-1825), son of
an Orthodox priest from Patras, was invited to teach classical languages and history in
Nikolayev Naval School, Russia. He spoke 12 languages and had published
corresponding dictionaries. He moved with his family to Russia with the help of the
Ecumenical Patriarchate of Constantinople. Mykola Arkas was a son of the Russian
Admiral, Chief Commander of the Black Sea Fleet and Ports, a founder of steam
navigation and trade on the Black Sea and a founder of Caspian Sea Fleet, Nikolay
Andreyevich Arkas (1816-1881) and the Ukrainian Sophia Bogdanovich.

M. Arkas wrote the opera Catherine on his own libretto in 1891, based on the
homonymous poem by the great Kobzar Taras Shevchenko. Catherine was the first
beautiful lyrical Ukrainian opera which brought the magnificent sound of the
Ukrainian Melos to Russia, Lithuania, Belarus, Poland, the USA and Canada. In
general, the opera was full of freshness and sentimentality and corresponded to the
most ambitious canons of the operatic art. Nowadays Arkas’ Catherine is part of the
repertoire of many Ukrainian Opera Houses.

Mykola Arkas devoted his life to the revival of Ukrainian national culture. He
was a writer, a historian (his most notable and debated book was History of Ukraine—
Rus, Saint Petersburg, 1908), a folksong collector, an amateur composer and a cultural
activist. Arkas organized Mikolaiv’s "Prosvyta" (‘Enlightenment’) and established a
Ukrainian-language school, which was closed by authorities after only two years.

During his studies in the Odessa gymnasium, Arkas studied music with the
Ukrainian composer, linguist and Hellenist Petro Ivanovych Nishchynsky (1832-1896),
the first translator of Homer and Sophocles into Modern Ukrainian.
Nishchynsky cultivated the love for composing and collecting Ukrainian folksongs in
his student. After graduating from Saint Petersburg’s Law School and Odessa
University, where he studied Physics and Mathematics, Arkas joined the Russian
Navy. He worked at the Mykolayiv Naval Office until 1899 and later became an
honorary judge of the Kherson’s region.

The second half of the nineteenth century was a time of active development of
music and drama in Ukraine. Stage choreography flourished in the 1890s in musical
plays and operas, staged by Kropivnitskiy, in collaboration with the ballet master
Vaslav Nijinsky. Among their most successful productions was the opera Catherine by
Arkas. Composer’s friendship with Mikola Lysenko influenced him to write the opera.

The 24-year-old Shevchenko wrote Catherine in 1838, St. Petersburg. The poem
was first printed in the 1840 edition of the magazine Kobzar, but many of the passages
were censored. It described the tragic love of the Ukrainian woman Catherine with the
Russian officer Ivan and her death. Notably, Arkas made some changes in the original
plot. The Russian officer became a simple soldier (maybe because of the Russian
censorship) and a new person missing from the Shevchenko’s poem was also
introduced: Andrew, who truly loved Catherine. That intensified the lyrical side of the
opera, increasing the contrast in the psychological situation of the whole drama. The
opera in Three Acts Catherine (1891) was among the first Ukrainian operas.
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Cast:

Catherine, soprano, Mother, mezzo-soprano

Andrew, tenor Father, bass

Ivan, baritone Oksana and Odarka (mezzo-soprano), Catherine’s
friends

Young men, girls, soldiers — the chorus artists and supes

Synopsis

Act L.
Andrew loves Catherine (aria of Andrew), but her heart belongs to the young
Russian soldier Ivan. Andrew warns the girl that the soldiers will leave soon and
Catherine will be alone (duet of Andrew and Catherine). Girls and young men get
together for a village party (choir scene and Hopak dance). Everybody is having fun,
but Catherine is feeling sad. Ivan appears and cheers her up, he promises her a
marriage. She believes his insincere words (duet of Catherine and Ivan).

ActII
Russian soldiers are transferred to another place and Ivan leaves Catherine and their
baby. Andrew goes to her house and meets her mother, who is holding Catherine’s
son in the swing. Her elderly parents can hardly believe the shame brought upon
them. Andrew tries to convince Catherine’s parents to agree to his proposal of
marriage, but they refuse. The father orders the mother to send their daughter away.
The poor girl pleads with her mother not to do it. However, due to the unwritten
rules the villagers follow, it cannot be changed.

Act III
Catherine is walking through the woods, carrying her baby in the arms. Tired to
death she sits down, sings a lullaby to her baby and falls asleep (aria of Catherine).
She dreams of a recent past: happy days with her friends and family, Ivan who meets
Catherine with sincere love....
The girl wakes up and listens to the faraway soldiers’ song (choir scene). She
recognizes her beloved Ivan: “My sweetheart, where have you been?” His answer is
very cruel: “Go away, woman, I do not know you...” She tries to show to him their
son, but the soldier leaves (duet of Catherine and Ivan). The heartbroken mother
hugs her child for the last time, covers him with her coat and leaves him on the road
heading towards the river (aria of Catherine “In this cursed hour”).

In Arkas’ version, Ivan travels with his family to the same place some years
later and sees his son, who has become an escort to a blind bard.

Arkas wrote about his opera: "If something in “Catherine” was borrowed, it
came from the Ukrainian folk songs and dances; but I had to base all my work on
these sounds as taken from the peasants’ life, and therefore some musical scenes are
entirely from songs with the replacement of Shevchenko’s words or in the original
text, in accordance to the course of action". According to Ukrainian musicologists,
many popular folksongs from the opera’s arias and choir scenes could be recognised.
Without professional training, Arkas could not cope with the difficult task of
orchestrating an opera. Catherine was orchestrated by the music teacher Petro
Molchanov, who worked at the Russian Musical Society in Odessa.

The performance of the opera on the stage was not easily allowed. Its
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manuscript was kept in the Censorship Departments of Moscow and Kiev for five
years. The piano score was published in 1897 by the composer. The opera was
dedicated to his wife Olessa (Olga Ivanovna Shishkina). In the same year, fragments
from the opera were first sung in a concert performance by the semi-professional
symphony orchestra of the Mykolayiv branch of the Russian Musical Society. It
happened on 23.03.1897 in the Winter Marine Assembly Hall. The audience
enthusiastically welcomed the new opera.

Inspired by the success, the author sent the opera’s vocal score to his old friend
Kropyvnitskyi. The actor saw that the work was suitable for a stage performance and
immediately started rehearsals. The censorship created different obstacles and the
first performance in Ukraine failed. The premiere of Catherine took place in Moscow,
on 12.02.1899 and had an unprecedented success.

Then the opera’s triumphant presentation throughout the country began. In the
next five years, the opera reached the public not only within the borders of Ukraine,
but also in Russia, Minsk, Vilnius and Warsaw. Soon after the premiere,
Kropyvnitskyi suggested his friend wrote the next opera, at least on the plot of
Shevchenko's novella Naymichka (1848) or Nikolay Gogol's horror novella Viy (1835).

The opera was forgotten for many years. The Ukrainian tenor Ivan Kozlovsky,
who taught singing at the Moscow conservatory from 1956 to 1980, expanded his
activities into stage direction, striving to synthesise dramatic action with its musical
realisation. With his own company, 1938-1941, he staged Catherine of Arkas, which he
directed.

And much later, Ivan Kozlovsky in a letter to the amateur actors from Mikolayiv
mentioned: “We have to take off our hats and bow in front of the opera’s composer.
The outcome is very poetic and simple. This is the greatness of both Shevchenko and
Arkas”.

A new musical and literary edition of the opera was made by the Ukrainian
composer Gleb Taranov (1904-1989) and the poet Diodor Bobyr (1907-1980) in the
Soviet era (1950s). Some “social issues” were also added to the libretto. Ivan again
became a noble Russian officer. The opera’s vocal score was published
in 1963 in Ukrainian language and sent to libraries worldwide. Nowadays, a major
part of Ukrainian opera houses have included the new edition of Catherine in their
repertoire. One could drive more information about the opera casts and synopsis from
the site of Odessa National Academic Theatre of Opera and Ballet, and listen to many
arias from different productions (starting from 1940” and 1950" to today) and also see
the whole opera on YouTube.

Achilles Alferaki and his Opera in 3 Acts Kupal’skaya noch’ (St John's Eve) (1888,
revised 1912)

The Russian of Greek descent statesman, composer, pianist, writer and talented artist
Achilles Nikolayevich Alferaki (1846-1919) has remained in Russian history as a
governor (in late 1873) and a mayor (1880-1888) of Taganrog. He started taking
piano lessons at the age of four and later studied with Pierre Jeane Auguste Maria
Volange, known as the composer of the King of Hanover. Alferaki made his
appearance as an amateur composer at the age of thirty and wrote short pieces for
piano and romances, reflecting the influence of the German masters, primarily
Mendelssohn and Schumann. His music of the mature period, distinguished by free
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melody and rich harmony, was influenced by Tchaikovsky and later by Rimsky-
Korsakov. The composer became acquainted with Tchaikovsky and was well-known
in Saint Petersburg. His romances and songs, which include elegy, love lyrics and
drama, were printed several times by M. Belaieff.

According the great Tchaikovsky’s words, Alferaki was “an excellently
educated man”. He graduated from Moscow University in the Faculty of History and
Philology (1868) and studied the comparative grammar of the Indo-European
languages particularly, acquiring thorough knowledge of French, English, German,
Italian, and Modern Greek. At the same time he studied piano and music theory
with Professor Frosch. He dreamed of engaging in linguistics, but was obligated to
return to Taganrog after his father’s death.

Achilles Alferaki wrote two operas: Kupal’skaya noch’ (‘St John’s Eve’) (1898,
revised 1912), which remains in manuscript and Lesnoy Tsar’ (‘The Wood King’).
Evidence of the composition of the second opera is found in the composer’s
correspondence.

The English musicologist Richard Beattie Davis (1922 - 2008) in his book The
Beauty of Belaieff (2009: 50-52, 332) made an attempt to write about the historical
importance of Alferaki’s work and compile an Extensive Individual Bibliography of
the composer and also stress his close relationship to M. Belaieff’s circle in Saint
Petersburg.

Alferaki was held in high esteem by the writer Anton Chekhov, whose
correspondence is a valuable source about his life. Chekhov, born in Taganrog,
brought some of his initiatives to an end, such as the erection of Peter the Great’s
statue for the 200 jubilee of the foundation of the town and the establishment of a
regional museum. Chekhov choose Alferaki’s palace as the museum, built by
Achilles’s father Nikolay Alferaki in 1863, where the Taganrog Museum of History and
Regional Studies is nowadays located.

The Alferaki family appeared in Russia in the late 18th century and gave Russia
many well-respected statesmen, scientists, painters, artists and composers. The
family was highly respected by the local citizens and played an important role in the
cultural life of Taganrog. This family was also connected to Greek history.

Achilles” grandfather Dimitrios Alefereos (known as Dmitry Il'ich Alferaki in
Russia) (1743 or 1748- 1830) was born in Mistra (near ancient Sparta) in the
Peloponnese. Dmitry took part in the Orlov revolt (1770), the naval Battles of Lemnos
and Mytilini Islands, Tsesme in Turkey (1770) and the following Russian-Turkish
war (1768-1774). As a result of his heroism, Catherine the Great offered him Russian
citizenship and land located on the Northern shore of Azov Sea, near the town of
Taganrog in 1774, and awarded him with a hereditary title. Dmitry Alferaki, a Major
and Counselor of the Russian court, was elected as a leader of the aristocracy of the
region of Rostov-on-Don (1800-1809). He had his own singers and kept an orchestra
consisting of serf, who often played at the city balls and in the houses of
neighbouring landlords. Later on, he kept a symphony orchestra made up of Italian
players; they held free of charge symphony concerts every week in Taganrog city’s
garden during the summer.

His first wife was Sophia Perestiyani (1757— 1806) from Cephalonia, an Ionian
island and the family had seven children. Of them, Theodora (Fedora) (1776— 1844)
married the Russian Vice Admiral of the Black Sea Float Anton Alexiano, who took
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part in the Russo-Turkish wars and the Mediterranean expedition of 1799, together
with Fyodor Ushakov (1743-1817) single-handedly carved out the Greek Republic of
Seven Islands, proceeding to liberate Corfu and all the Ionian Islands from the
French .

Maria Benardaki (née Alferaki) (1770-?) was the mother of the national
benefactor of Russia and Greece Dimitri Benardaki (1800-1870). Il'iya Alferaki
(1788-1867) became the chairman of the Taganrog Commercial Court and was one of
greatest benefactors of his time.

After the death of his wife, Dmitry Alferaki married the famous for her beauty
countess Maria (Fedorovna) Tipaldo—Foresti (1773 or 1775- 1840) from Cephalonia
and they had 5 children. According the curators of Museum Alferaki, she brought
the artistic vein and the love for the arts and music into this family, an inheritance
she brought from the Ionian Islands of Greece which were Venetian Republic
colonies from the mid-14th century until the late 18th century. Maria was a sister of
Gerasimos Tipaldo—Foresti (known as Gerasim Depal’do in Russia), who took part in
the marine campaigns of the Greek hero Lampros Kotsionis (1752-1804). Gerasimos
came to Taganrog as a trader, decided to settle there and arranged his sisters’
marriages to rich men; the other noble sister married into the family Komnino-
Varvatsi.

Achilles” father Nikolay (Nikos) Dmitrievich Alferaki (1815-1863), studied
Philosophy and Ethics at the Kharkov University. He was a talented violinist, artist
and writer, who knew the arts well and served as a Director of Kharkov Theatre
(1845-1848), paid its debt and contributed to its development. He married Lyubov’
Kuz'michna Kuzina (1824-1906), a daughter of the richest merchant of Kharkov. Both
of them loved the arts, played the violin and the happy family had 5 children.

N. Alferaki left behind the magnificent Alferaki palace, which became the
centre of town’s cultural life. The composer Modest Mussorgsky and the most
famous Russian actor of the 19th century Mikhail Shchepkin were invited as guests
there. The poet Nikolay Shcherbina and the playwright Nestor Kukol'nik often
visited the palace. The future Emperor Alexander III of Russia was also
ceremoniously welcomed here.

Taganrog was included in the European’s net of opera and cultural transfer.
Many Italians lived permanently and worked there. Nikolay and his brother Achilles
Dmitrievich Alferaki, who mostly lived in Rome, brought the Italian opera to
Taganrog in 1850s. In 1865 a stock company was created to finance the construction
of the new theatre building. Forty-five thousand silver rubles of stocks were issued
for the total budget of 55,000 rubles. Dmitry Alferaki, I. Skaramangas, Mark
Komnino-Varvatsi, Fursov the theatre’s director, like many well-known citizens,
bought shares.

The Italian architect Londeron, who settled in Odessa, was invited to erect the
new theatre building in 1866. The theatre’s interiors were designed after the image of
the Milano opera theatre La Scala and it had excellent acoustics. The Russian dramatic
troupe performed the plays of Chekhov, Gorky, Ostrovsky and Shakespeare there.
The world famous actors Ira Aldridge (1807-1867), Ernesto Rossi (1827-1896), and
Tommaso Salvini (1829-1915) performed here in the 1870s. The Italian opera,
financed by the local Greek merchants— patrons of art, was open to the public from
1866 to 1886, under the direction of Luigi Rossi de Ruggiero. The repertoire

32



included operas by Verdi, Rossini, Bellini, Offenbach, Glinka, Tchaikovsky_ etc.

In the 1870s, following the Alferaki family’s bankruptcy, the palace was sold to
the Greek merchant N. Negroponte. Its garden re-opened as Commercial Assembly,
where dances and concerts were hosted in the big hall of the palace, with both local
and international artists. The young Anton Chekhov attended concerts given at the
commercial club and later mentioned the palace in his novels lonych, Mask and My
life.

Achilles Alferaki carried out a lot of community work during his chairmanship
(1800-1888), encouraged the town's musical and dramatic activities, the development
of elementary education, and took part in establishing a variety of charitable
institutions. His proposal to carry out major reconstruction on Taganrog's harbor was
realized. The first music classes and a symphony orchestra, directed by the Czech
conductor and composer Vaclav Suk (1861-1933) were initiated. Social meetings of
Taganrog Music and Drama Society often took place in Alferaki’s house located in
the Greek street of Taganrog. Every evening, from the windows of his mansion the
sounds of the piano, violins, male and female voices performing romances and arias
from operas were heard. During his mayorship 85 operas were presented. It was at
this time when the first version of his opera Kupal’skaya noch’ (1898) was written.

The composer Samuel Maykapar, who grew up in Taganrog, wrote about
Achilles Alferaki:

“Music lessons were a kind of escape for Alferaki. They distracted him from serious

economic and financial troubles. The Alferaki’s mill brought him more losses than

revenues; the boredom of provincial life and the burden of duties lay on his shoulders.

He rarely found understanding among local figures and saw how hard it was to

implement the plans for the city’s development.”

In the second period of his life, Alferaki handed in his resignation and moved
to Saint Petersburg in 1888. He entered the civil service in the Ministry of Internal
Affairs (23.05.1889), subsequently became Chancellor of the Ministry of Internal
Affairs (from 1891), an official for special assignments of Ministry of Internal Affairs
(30.11.1895-after 1.05.1907), and later Director of the Russian Telegraph Agency. He
was seconded to the General Directorate of Russian Press for Dramatic Censorship
and considered plays in Russian, German, Italian and French. He served until
October 11, 1908. His brother Mikhail Alferaki also was a censor of the Russian
Empire and regarded plays in Ukrainian.

According Alferaki’'s “Curriculum vitae (18.01.1914)”, salvaged in the
Manuscript Department of the Scientific Music Library of Saint Petersburg
conservatory, Achilles was a “Hofmeister of the Imperial Court, Privy Councilor and
a member of the council of the Ministry of Popular Enlightenment (Ministry of
Education)”.

Alferaki donated all documents related to his family’s employment as
statesmen of the Russian empire to the Russian State Historical Archive of Saint
Petersburg. The manuscript of his opera Kupal’skaya noch’ (1898-1912) is also stored
there.

The prominence of this unknown and unpublished work is of some interest,
because of the fact that it links Alferaki to Tchaikovsky Research. I discovered the
opera’s copy in 3 volumes (3 acts), written by unknown person, undated, in the
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Music Library of the St. Petersburg Philharmonic in 2006. This is the second edition
of the opera from 1912, to which a new scene had been added. I made copies of the
introduction of the opera (12 pages, with a very simple and clear orchestration) and
Chorus scene from the first act (pp. 130-138). I also have the orchestral part Plyaska
Dodoly 1 Solnichnykh Vil” (‘Dodola’s Dance with the Sunflower Forks’) from the 3rd
scene of the opera. Only the Dance of Enchanted Virgins, a part of the opera, received
its first performance at the Sixth Russian Symphonic Concert, under the direction of
Lyadov, on 18.02.1890 in St. Petersburg. I kept some notes about the casts, the plot
and the orchestration of the opera and copied small parts of some arias.

Synopsis.

The opera’s plot refers to the mysteries which take place in the forest on the
night of St. John's Eve (June 24th). Main personages are: Olena, Ivan, Pamphil (a
comic personage), the King of the Forest, the Queen of the Forest and the Mermaid.
The choir invites the ancient Slavic Gods Lada and Perun to appear in the forest and
the fest begins. Ivan and Olena love each other; they wander in the forest and meet
the King and the Queen of the Forest. There are many dance scenes staged in the
opera that lead to a big pagan celebration. Ivan finds the magic flower which blooms
on the night of St. John’s Eve. The opera finishes with a happy end and the couple
gets married. A great procession is ascended and all participants give their greetings
to the newlyweds.

In the Scientific Music Library of Rimsky-Korsakov St. Petersburg State
Conservatory, Manuscript Division (Correspondence between Glazunov and
Alferaki), I found an unpublished letter from 18.02.1914. Alferaki wrote: “I would
like to send an invitation to you and N. N. Finger (A.S. Taneyev had spoken to him)
to listen to my opera “Kupal'skaya noch”” with singing [...] You would bring us
great happiness with your presence [...]”

In the Russian National Library of St Petersburg, Manuscript Division, Music
Department (Correspondence of Achilles Alferaki), I discovered two more
unpublished letters. The first one is a letter from Alferaki to Mariya Konstantinovna
Romanovska, St. Petersburg, 14.04.1908. A fragment from the opera Kupal'skaya noch’
(2 pages) was included.

The letter from Alferaki to Vladimir Arkad’evich Telyakovsky, St. Petersburg,
10.03.1912 includes a formal letter from Sergey Mikhaylovich Lyapunov, with an
invitation to take part in the discussion about Alferaki’s opera Kupal’skaya noch’ and
I. K. Voyachek’s opera Tsaritsa Gruzii (‘The Tsarina of Georgia’).

Piotr Tchaikovsky often visited his brother Ippolit in Taganrog and became a
friend of the mayor Alferaki. Three letters from Tchaikovsky to Alferaki have
survived, dating from 1888 to 1891, but only one is available in English. There are
also six letters from Alferaki to Tchaikovsky from this period. Their correspondence
is the most valuable source of information about the opera.

Alferaki wrote Tchaikovsky for advice about his opera in 27.05.1888 and sent
him the manuscript. He replied politely on 28.04/10.05.1888 and apologized for the
delay in acknowledgment of the letter.

Tchaikovsky replied on 20.07/1.08.1888 and wrote a very long, detailed critique
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of the opera. He prized the composer’s “undoubted aptitude for composition” and
the “very worthy text” of his opera, but admitted his lack of compositional
techniques. Tchaikovsky set out his own criteria for composing a large choral work
and wrote:

i) To possess full knowledge of harmony and counterpoint.
i) To have a perfect command of form.

iii) To know how to write for voices

Iv) Finally, the orchestration to perfection.

“You regard yourself as too old to become acquainted with the orchestra, and you
think that it is possible to manage without this, by entrusting the orchestration to
others. But this is a great delusion [...] it is never late to study, you are not old, you are
healthy, excellently educated and, consequently, within three years you will be able to
learn composing technique [...] My advice to you is to begin to study seriously, for I do
not attach any significance to your age. You have the means, the desire to compose, a
genuine talent and it does not follow that you should limit yourself by dilettantish
attempts [...] You know the piano, but the orchestra you do not know.”

Tchaikovsky admitted that the opera’s dances were good and the composer
should write a suite from them, but his opera lacked a scenic dramaturgy. From
Alferaki’s correspondence we learned that he wrote a ballet revising the music of his
opera. He presented the opera in a concert performance in Alexander Glazunov’s
house in 1914. But his dream to see his opera Kupal'skaya noch’, libretto by A.
Averkiev (1912) performed on the stage of the theatre Mariinsky one day, was never
realised.

Vasily Pavlovich Kalafati and his one-act opera Tsygany (‘The Gypsies’) after
Alexander Pushkin (1899, revised 1937)

Vasily Kalafati was born in Yevpatoriya, Crimea in 1869 to a Greek family. His father
Pavel was a trader, tavern and innkeeper and teacher. His mother’s name was
Alexandra Chisanopoulo. We don’t hold any information on when and from where
they arrived in Russia. One of Vasily’s brothers was the Social democrat Dmitry
Pavlovich Kalafati (1871-1940), who believed workers should concentrate on
economic demands rather than political ones. Another was the tuner Fyodor
(Theodore) Kalafati, who lived in St. Petersburg and was the father of Russian
scientist Leonid Kalafati. The composer dedicated his Five Preludes, op. 7 (1901) to his
sisters Elena and Zinaida. Descents of Mikhail Kalafati’s family from St. Petersburg
were interviewed by the researcher in 2006.

Vasily’s son Anatoly Kalafati (1911-2015), a pianist, composer and honored
artist of the Chuvash Republic, kept an archive of his father’s materials and
systematically compiled a catalogue of compositions, thus presenting us with
valuable information regarding the dates and first performances of the composer’s
works. Lydia Kalafati-Eltekova (1912-2009) took part as a geologist in the scientific
group which discovered the Mariupol zircon deposit. The composer’s last child from
his second marriage was Mikhail Kalafati (1924-1942), a highly gifted young
musician, who died of starvation during the siege of Leningrad like his father. Only
Olga Morrison-Kalafati survived from the siege. She closed her husband’s eyes and
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carried his last words on to his children: “What a shame...”

Kalafati was not only a student of Rimsky-Korsakov, but was himself a teacher
of composition at the St Petersburg Conservatory, from 1901 to 1929 (from 1914 as a
Professor of composition). He passed on the essential principles of the Russian
National School and his teacher Rimsky— Korsakov to new generations of composers.

Kalafati was a composer of academic leanings, a member of the Belyayev's
Circle, and a recipient of the Glinka prize for his Piano Quintet op. 7 of chamber
music competition (string quartet) in St Petersburg in 1907, printed by M. P. Belaieff-
Leipzig, 1909. He became one of the 52 famous Russian composers— laureates of the
premium, founders of the Russian National School and belonged to the second
generation of Russian composers. Kalafati also published the dictionary Sputnik
muzykanta (‘The Musician’s Companion’, St. Petersburg, 1911). Among his most
notable works was the symphonic poem Légende in C major, op. 20 for a large
symphony orchestra and chorus (in memory of Schubert, 1928), which won him a
prize at the 1928 International Schubert Competition in Vienna. During the mature
period the composer edited some of his early compositions (The Gypsies, opera in one
act, revised 1937, etc.). The composer was to win a final prize in 1942 for the march
for symphony orchestra Zvezdy Kremlya ("The Stars of the Kremlin') (1941) in a
competition staged during the siege of Leningrad.

There is an interest in Kalafati’'s work in Russia and Greece today. His
compositions are often played at the St. Petersburg International Music Festival, in
concerts dedicated to the anniversary of the complete lifting of the Siege of
Leningrad. Kalafati’s march The Stars of the Kremlin and his chamber works (among
others Ptichka bozhiya ne znaet (‘God’s Bird Doesn’t Know’) op. 3, a vocal quartet with
which the opera Gypsies begins) were performed on 17.03.2010 at the 19th
International Festival of Arts “From the Avant-garde to the Present Day” of St.
Petersburg “War and Peace”, 9- 20th March 2010. The Stars of the Kremlin march
dclose the celebration of 70th anniversary from the liberation of Leningrad. The
festive concert “The Leningraders, 900 Days for Life” took place in Moscow, 2014 and
later was presented in many Russian cities.

1. Kalafati’s symphony works Ouverture-Fantasy, op. 8 (1902-03), Polonaise, op.
14 (1905) and Symphony in A minor, op. 12 (1899), were recently played in Athens.
The Symphony, often performed at the Russian Symphony Concerts, was recorded by
the Athens Philarmonia Orchestra in 2017. Some of the composer’s chamber works,
such as the Piano Quintet, op. 11, (1907), the String Quartet, op. 22 (1906-07) and Five
Preludes, op. 7 (1901) were also performed in Athens. The pianist Mary-Victoria
Voutsas recorded the Five Preludes on the CD Hellenic Song: A Musical Migration in
2015.

2. Alexander Pushkin (1799-1837) wrote his narrative poem The Gypsies in
1824 and included it in his Southern Poems (1827). At the same time his verse novel
Eugene Onegin was written. Both Onegin and The Gypsies had true and dramatic
dialogues.

3. The Gypsies was widely known in Russia and abroad. According to the
research of Boris Gasparov, Pushkin’s Gypsies has inspired no fewer than eighteen
operas and a half a dozen ballets. Among them are: Rachmaninoff’s Aleko (1893,
written as a graduation work at the Moscow conservatory), Gli zingari by Ruggerio
Leoncavallo (1912) and Zigiunen (1883) by Walter von Goethe (the poet’s grandson).
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A.N. Shefer and the Rimsky-Korsakov’s student K.M. Galkauskas (1875-1963) also
wrote operas in 1901 and 1908.

Kalafati’s one-act opera in 5 scenes The Gypsies after A. Pushkin (21.1-20.3.1899)
was written as a graduation work at the St Petersburg conservatory. It was ready
and orchestrated in 1899. The orchestra score and the vocal score of the opera have
been kept in Kalafati’s archive. The composer made the musical action more scenic
and more complete in the second version of Gypsies opera in 3 scenes (1.02.1937),
libretto by Sergey Yurevich Levik (1883-1967). The handwritten vocal score of the
opera (1937), about 10 fragments (some of which are orchestrated), as well as the
composer’s notes for the libretto, have been kept in Kalafati’s archive. The
orchestrated score however has not yet been found.

Kalafati had written a cantata The Gypsies as an exercise with a given text for
the graduation exam at the St Petersburg Conservatory. The Russian papers reported
on the performance of fragments from the cantatas of Kalafati and Khessin at the
concert of the new graduates of the Conservatory on 19 May 1899. These facts are
supported by a review held in the Kalafati’s archive (without date, author or name of
publication) and Reminiscences of Rimsky—Korsakov by V. Yastrebtsev, who attended
the concert.

1. The opera’s dates of the composition have wrongly been stated in many
musical encyclopedias as 1939— 1941. One Italian encyclopedia reads that in 1936
Kalafati wrote the symphonic suite Gypsies for soloists, choir and orchestra (A. Basso,
1986). On the other hand, the Grove Music Online mentions only the Khessin cantata
Gypsies from 1899, and claims that Kalafati composed the suite Gypsies in 1912. From
the orchestrated fragments of the opera’s second version we could find evidence that
the paper was printed after 1917.

The two parts from Kalafati’s cantata mentioned in the article, most likely are:
the mixed vocal quartet and piano in the style of Pre—Classical Music Ptichka bozhiya
ne znaet, op. 3, dedicated to Rimsky—Korsakov and the nice Tsyganskaya pesnya
('Gypsy Song") op. 19 (1927) with an oriental melody- fragment from the 2nd scene of
the opera. These are among the nicest parts, which have not been changed in the
second version of Gypsies opera (1937), libretto by Sergey Yur’evich Levik, in which
Kalafati made the musical action more scenic and more complete.

The mixed quartet and piano accompaniment Ptichka bozhiya ne znaet
/Gliicklich lebt vor Noth geborgen’ op. 3, with which the opera Gypsies begins, was
presented in German in Bern, Switzerland. The composer wrote a choral using the
joyful song in trochaic tetrameter:

God'’s little bird knows

Neither care nor toil;

He does not carefully weave

A permanent nest...

Pushkin's Ode to Liberty, the “Song of Zemfira”, written in iambic tetrameter,
inspired many Russian composers to set it in music, from which the most notable are
the romances by Tchaikovsky and Verstovsky. Kalafati presented this part of his
opera as Gypsy Song, for soprano and a big symphony orchestra, op. 19 (1927).

Old gray man, cruel husband
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Burn me; stab me with your knife,
Is neither knife, nor fire can,

For I'm firm, a point of strife,
Whit scorn, I three deny,

Your wrath I will defy,

I love another,

So, loving him I shall die.

There are significant differences between the two versions of the opera. The
most of them concern the introduction, the first scene and the opera’s finale. The first
version was written for a different type of voice, it had 2 narrators and 5 scenes. The
introduction and the first scene in the second edition are completely different. We
cannot speak about the existence of leitmotifs. However, characteristic motifs from
the introduction, which tie the stage action, are discovered at the end of the opera
and among the orchestra episodes.

Synopsis
Cast:
Zemtfira, soprano
Aleko- baritone,
An Old man, Zemfira’s father— bass
Young Gypsy - tenor.
Narrator (the poet Pushkin)
Choir (consisting of gypsies)
1t scene (notes by the composer). A gypsy camp. The fire burns. One can listen to the
bear sounds, the women’s songs and the children’s cries. There is also a blacksmith’s
sounds heard. The young gypsy Zemfira brings Aleko, who has problems with the
law, to live in the camp and presents him to her father.
i. Introduction (in Mi major). The poet Pushkin comes and
greets the audience and the scene opens.
ii. Chorus (vocalise). Quartet (God’s Bird Doesn’t Know). The Old
man (monologue). Zemfira comes and brings Aleko with her
(duet of Zemfira and his father).
iii. Duet of Zemfira and Aleko (“What you left, tell me, does it not
challenge you again?’)
2nd scene (notes by the composer). Two years later in the gypsy camp. Aleko is now a
real gypsy. The bear mumbles, Aleko turns her on the leash ... It is noon. The Old
man has sat in the sun to warm up his frozen blood. Zemfira is next to the crib and
sings an erotic song; Aleko feels she has cooled down with him now. Her father tells
a story about Zemfira’s mother Mariula. Aleko does not agree with the gypsies’ free
choosing of their partners, but he feels differently and vengeful”.

iv. Zemfira, Aleko and the Old man. Next to the crib, Zemfira sings
for love (Gypsy song, op. 19) and Aleko has lost his speech and
color.

V. Aleko and Zemfira’s father. Aria of Aleko (‘How did she love

me..."). Aria of the Old man (‘Long ago, he loved Mariula who
deserted him for another man, leaving behind Zemfira, their
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Vii.

daughter’).
vi. Duet of Aleko and the Old man

Third scene. Zemfira appears with her young lover and warns him that her husband
is jealous. As dawn comes, Aleko catches them together. In a torment of jealousy he
kills the Young Gypsy first and then Zemfira. All the gypsies gather and take the
bodies. Led by Zemtfira's father, they spare Aleko's life but cast him out forever. The
Old man explains to him that he has no place among the gypsies who have free will
to live their life without restrictions. Aleko is left alone. Dawn is breaking. The
orchestra closes the stage with a repetition of the Old man’s leitmotiv (which
develops into a five-phone fugue) and elements from the opera’s introduction. Every
movement dies, complete silence follows.

viii. ~ The Young Gypsy, Zemfira, Aleko and the Old man. Duet of
Zemtfira and the Young Gypsy.

iX. Duet of Zemfira and Aleko (“I curse your murder”).

X. Monologue of the Old man (“Leave us, proud man”).

Xi. Orchestral epilogue (Fife-voice fugue).

Some orchestrated fragments of the opera, such as the opera’s Introduction, the
Vocal Quartet (op. 3) and the Gypsy Song (op. 19), are preserved in the Kalafati’s file.
The opera is written for a large symphony orchestra, soloists and narrator and
follows the specific characteristics of Kalafati’s orchestration: a rich and exuberant
palette of the painter, who knows how to use the sounds.

The opera’s Introduction starts with an apotheosis (syncopations in the
rhythm, fortissimo, marcato), the instruments play in parallel octaves and the choir
vocalises. At the same time, the strings start a melody in the style of perpetual
motion that goes up in the high register of the instruments, fills with chromaticisms,
becomes increasingly more difficult and follows the form ABA. Somewhere the
percussions imitate the sound of blacksmith’s anvil and hammer.

Essential features of the Hungarian Folk and Gypsy music (syncopation, the
Hungarian and Pentatonic scales, Phrygian cadenza) are identified in the opera. The
major part of melodies are written in Russian style, whereas the harmony is more
advanced, there are chromatic passages and the augmented scale is used (sometimes
we discover tritons, augmented sevenths and generally difficult intervals in the
arias).

Only the Zemfira’s Gypsy Song is written in Oriental style, with ornamental
phrases and melismata in a double harmonic minor scale (Hungarian or Gypsy
scale). The Gypsy song has a beautiful melody, its rhythm patterns in 6/8 add a special
grace and movement; the same musical material is treated with different variational
techniques, the melismatas lead us to think about using spaces smaller than the usual
European system and the chromatic passages somewhat resemble glissando. The
song resembles gypsy slow songs, with a complex and often non-squared verse and a
melody in large diapason. In comparison, the musical text of Zemfira is more
common in the rest of the opera. Comparing the 1st and 2nd edition, one can see how
far the composer has developed from 1899 to 1937.
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Vasily Andreyevich Zolotaryov and his 4-act opera The Decembrists, libretto by V.
Yasinovsky (1925), second version Kondraty Ryleyev (1957).

Vasily Zolotaryov studied at the Court Chapel in St Petersburg with Balakirev,
Krasnokutsky and Lyadov, and composition with Rimsky-Korsakov at the St
Petersburg conservatory (1898 —1900). Since 1908, he was a recognised composer in
Russia. He lectured at the Moscow, Rostov-on-Don, Krasnodar, Odessa, Kiev,
Sverdlovsk and Minsk conservatories.

Zolotarev could be classified among Soviet composers who expressed the inner
essence of Soviet music: socialist realism in a national frame. His name is closely
connected to the establishment and formation of the Belarusian National School of
Composition, as well as the training of highly talented composers and musicologists.

Zolotaryov was a prolific composer and left behind a large body of works:
operas, ballets, symphonies, cantatas, romances, string quartets etc. Among his stage
works are: The Decembrists, revised as Kondraty Ryleyev, libretto by Yasinovsky, 1957
(presented in a concert performance on 29.08.1857, Moscow), Khvestko Andyber, 1928
(written during his teaching in Ukraine, presented in a concert performance in Kiev,
1928 and printed by Kharkov State Publishing House, 1929). He also wrote the
operetta Rikiki (1917), the opera Ak-Gul on Uzbek Themes (1932-34) and the ballet
Knyaz’-ozero ('Prince-lake’) (1949).

Zolotaryov’s personal archive is kept at the Belarusian State Archives-Museum
of Literature and Art in Minsk. His 7 symphonies, the suite from ballet Prince-lake
and fragments from the opera Decembrists were recorded by the Belarusian State
Symphony Orchestra (1971-1973). Melodiya Records Company produced three LPs
in 1974, dedicated to the 100-year-jubilee of composer’s birth. There is also a
recording of his 6st Symphony My Homeland (1954) and some of his ballet music in
the archives of Belarus TV-Radio Company.

Although Zolotaryov’s name is mentioned in all books as a revolutionary
composer and creator of one of first Soviet operas, the composer’s first experience in
the opera genre was not a very happy one. The opera The Decembrists (4 acts, 6
scenes) was written in the style of psychological musical drama, where the main hero
— poet Kondraty Ryleyev — was set in music and on stage. The composer created the
opera during his teaching at the Odessa Music Institute. It was staged for the 100th
anniversary of the Decembrist uprising in 1925 at the Bolshoi Theatre in Moscow. The
opera’s substance was changed by the Bolshoi, which presented a heroic-dramatic
opera and included big revolutionary scenes in it. “The regime supports Zolotaryov’s
opera and his sincere effort to present an important event in the genre of the opera,
reaching some successes”, wrote Anatoly Lunacharsky. The composer Bogdanov-
Berezovsky expressed himself even more categorically, noting that the opera
Decembrists played "the role of rough sketches" in the creation of the Soviet opera.
Zolotaryov’s work should be rephrased and rediscovered today.

Synopsis

The plot of the opera “Decembrists” (1st and 2nd Act) begins with the
presentation of Andrey Volkonsky’s and Kondraty Ryleyev’s families. The December
revolt begins after the news of the death of Tsar Alexander I. The royal cannons
crush the revolutionaries in Senate Square. The 3rd Act begins with a dance in the

40



palace of Nicholas I. Believing the tsar-prophet, Ryleyev betrays his comrades. In the
4th act, Ryleyev writes a farewell letter to his family before his execution. In the
opera’s finale, the revolutionaries sent to the Gulags appear singing a hymn of faith
for the future, the power of the people who will break the chains of Tsarist and
complete the work initiated by the Decembrists.

Conclusion

This paper has attempted to present the Hellenic world in Russia during
the 19th century by focusing on prominent composers of Greek origin. The operas of
Alferaki, Kalafati, Arkas and Zolotaryov require critical reading and evaluation in
the context of the historical conditions which have determined their production and
adoption. New systematic and integrated musicological research is needed in this
difficult direction— the study of the Hellenic diaspora in particular— in order to
provide a better view of the Hellenic spiritual movement in the 19th and early 20th
centuries, a crucial period for the evolution of the Greek state.
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O Oiaoog tnc Alice Reine oto Oéatpo PaArjgov.
H yaAAikr) «Avayévvnonp» otn (aAngLkn oknvr

Kwvotavtla I'ewoyakdxn

«Kat katw ket oto PaAngo / mov Béoun Paocievet

OToL TTOVEVTES ATTIAX VOGS [ To B€ato ocaAevel

K" exei to yAévtL agxioe... / xapad otov mov tov koalel!
Tt poéora poavtoelootoeda / ) Oadacod tov Pyaled!»!

O Paumnayac oxoAuklel, He OKOMTKO Tvevua, TV &@leEn  twv T'dAAwv
kaAArtexvov  oto Oéatpo PaArjpov To 1884, o0& £va  aduk@oQo, OTWS
npoowwviCetar, Oeatoumed kat povoka kKaAokaior. H eAAnvikr) mowtevovoa,
oLV OTAOUOC TV TEQLODELWV TV OEATOKWV OXNUATWY TIEOG AvaTtoAdg, Oa
P oEevnoet évav akoun YaAAkO Hovowd 0iaoo, Kavomolwvtag To EVEWTATKO
pavTaoakd v «@oaAnowotwv». To opapa tov mowBumoveyol XapiAaov
TowoVTN yix TOV A0TIKO €KOVYXQOVIOUO TNG XWOAS oLUBadilel, AAAwOoTE, pe TV
KaAALEQYex €VOG DUTIKOV HOVTEAOL DLXxoKEdAOTG.

H mpdkAnon tov meonyovpevoLv KaAAOKALQLOU, 1] QoL TOU AXQUEVIKOL
Avpkov Okoov Tov LeEdT MTevykALAv 0Tov D10 XWE0,> APVDIRTE TO TAKTIKO
KOLVO tov Oedtpov. MoAOVOTL 1] HOLOIKT] TEOTAOT] TwV AQueviwy Bonke moAAoUg
UTOOTNOWKTEG YTl ovvdvale TIC avatoAltikeg peAwdlec pe potifa Tng
EVQWTIALKT)G OTTEQETAG, dev EAenpav Kal Ol QWVES TIOV, YIX ETUKOLVWVLIXKOUG
Adyouvg, Vv ap@ofitnoav Oewowvtag OtL avtéc ot katabéoelg emPoadvvovy
TNV TORELX TG XWEAS TEOG TO dLTIKO KOOMO. Aegv elxe yivel avtiAnmto Ot N
HOVIXALOTIKT) AOYIKN] TV TIRWTWV XQOVWV TG aveEapmnolag, 1 eTtAoyn peta&d
AvatoAng kat Avomng 1Mtav d0okoAo va ovvexloBOel: «dev pmogovoe TOTE M
Kowwvia ovte va pn @oayképel ovte va efevpwnalotel evreAwe».® Tlapd tig
TEOOTIAD ELEG EKTTIQOOWTWYV TNG dAVONONG, 0TO0 MAKIOIO TwV avalnToewV Tovg
Yix tov Aaiko ToALTIopo ot dekaetio tov 1880, va yepuowoouvy T avtiféoelg,
ot Oeatéc Tov PaArpov HdAAov dev Oa NbeAav va mapakoAovOnoovy Y pa
AKOUN XQOVIX TAG  «OPPEUTIAXIADAG HETAPQACTUEVAS €5 TNV YAWOOAV TV
Xavoou g yne kat twv ovel tov Iagadeiocov».4

1 «®éatoa», Paunaydac (7.6.1884), 1.

2 [ v enidgaon tov Bidcov tov MmeyAldv oto povokd Béatgo g AONvag kat T
OUHUPOAN] TNG OKOUEVIKNG OTMEQETAS 0TI ONULOVEYIX TOL €yXWELOL KWHUEWVAAOL [BA.
B®0dweoc Xatlnnmavtalne, To KwuedvAdwo, . A', AdBnva: Eoung, 1981, 59-62. I'ia tnv
emtvy o tov Otdoov, tnv omepéta AeuntAeumnitlne Xop-Xop Aydc oe povotkn) tov Dikran
Tchuhadjan PA. Emmanouil Seiragakis, «Leblebidji Horhor Agha, a glorious ottoman peddler»,
oto New Trends in Ottoman Studies, Marinos Saryiannis (e7tpt.), PéOupvo: University of Crete
— Department of History and Archaeology Foundation for Research and Technology-Hellas —
Institute for Mediterranean Studies, 2014, 812-825.

3 AAéEnc TloAitng, Popavtika xpovia. 1d6eodoyiec xat Nootponiec otnv EAA&da Ttov 1830-
1880, AGrjva:: EM.N.E.-Mvijuwv, 1993, 21.

+ «Oeartowa», Epnuepic (18.7.1883), 3.

42



H ovlevén twv 000 poLOWwOV Tapadooewv, Aotmov, e€axoAovOel va
AVTIHETWTICETAL e AQKETEG €MIPUAAEELS, HoAovoTL 0 Iowweldne XxvAltong
xeokpotnoe Oeoud tov €€ AvatoAng 0Oiaco’ O moArtiotikde dxaouog
ovvtneeltar kabws 1N OMTIKY TNG KEVTOKNG €E0LOIAC KAL TNG AVEQXOMEVNS
QAOTIKNG TAENG KALVEL TTEOG T KAAALTEXVIKA TEOOVTA TG Evownne evw ta
ao0evéoTeQa  KOWWVIKA OTowHATa  eEakoAovbovv  va  yontevovtal amo
TEQLOOOTEQO OlKElX akovOpATA Kal avatoAltikes peAwdiec. Ov Oeatoucol
ETIXEIQNUATIES, ETMOUEVWS, YA Vo avTamokoliovv 0’ autéc TIC TEOTIUTNOELS,
mEOoTaBovV v KAVOUV OUYKQLTIKEG TQOKQIoEs Twv Oeapdtwv, mov Oa
pLroEeviioovv.

To BeatELkd TOTO TG MEWTEVOVOAG

O mooyoapupatiopds twv 0eovawv 0eATEWV OXHOQPUVETAL avAAoya HE T
yovota twv Oeatwv, otovg omoiovg amtevOvvovtat. Ot ITeawwtes magapévovy
MG AoLATOO0G HovoNG e0aoTail® YU avtd «Blaioog AQUEVIWY €K TOLWV AVOQWV KAL
TOLWV DECTIOWVIdWY, EYKATEOTNUEVWYV €IS TO QA TNV Mouvvuyxiav kagevelov Tov
K. Alovuoiadov, téomet péxot Babelag VUKTOS Ol TWV ACLATIKWY ACUATWV KAL
X0QWV TOL TO PIAOV TNG ACIATIKNG HOLOLKTS kKowvov tov TTepaiwe».” 1o Oéatoo
«[Tooedwv» kat 010 «Avteo twv Nuugpwv» magovotdlovtal diaxpooa Oedpata
MOKIALWV eV 0oTtov  avakawiopévo  «[lagadeioo»  agxud eppaviCoviat
axoPates amd NV A@QLKT), 0TI CULVEXEWX €vag YaAAwkog Olacog  kal tov
YentéupPolo o Thomas Holden pe tic paptovéteg tov. TéAog, oL emidet&eic dvvaung
tov ITavayr) KovtaAavov kat tov Tovprkov opotéxvov tov Ouéo MmexABav
evOovoudlovv ta Aaikd otowpata aAAd dev ovvteAovv otn dnuovEyia evog
eAkvoTiKoU Oeatkov meQB&AAOVTOC.

Ou onuogireic EAAnves Owxoapyxes, mAAL LTINEETWVTAS éva  AVIoO
dpapatoAoylo kat amo@evyoviac oniuéAevOeg emAoyég, dev  emnopedlovv
ovolxoTikd T0 Beatouco Tomio. O Bicog «Mévavdpoc» Twv AdeApwv TaBovAdon
aQXiCel eppavioeg oto Oéatpo «OAVpTIIA» TOL Zammnelov otig 2 lovviov pe to
TOAV YVWOTO, AMO TQEONYOVUEVA AVERAOUATA, TIEVIATIQAKTO LOTOQIKO dQAHX
Iatpida [Patrie!] Tov Victorien Sardou. O Anpooc0évng AAeE1ddNe KAvel moepLéoa
otov Ilewawk ot 7 IovAlov pe v Mnoewax tov lwavvn ZapméAov kat v
EAANVIKT] HOVOTIOAKTI) KWHWIIX ayv@oTov ovyyeagéax Xopoc UETEUPLETUEVWY
EVW, HETA TNV ATOXWENON TOL 1TAAIKOL Oikoov, aveBalel TAQAOTACELS KAl OTO
0€ato «ATMOAAWV» .8

Toewc Olaoor amd v Eomepla, T€AOg, kaAoLvvVTaL va evioxVOOLV TO
«KOOHOTIOALTIKO» TIROPIA TNG MEWTEVLOLOAG. XT0 0£aTEO «ATTOAAWV» PLAoEeveltatl
0 taAdéc Avgkog Otacog tov tevopov Eugenio Castagna, o omoiog  Oa

5 1. Iowwedng LrvAioong, «Ot Agpéviot ev PaAnow», Epnuepic (7.8.1883), 2.

6 O XOQAKTNQOLOUOG TIOEQXETAL A0 TO OHOTITAO BLBAlo Tov Bddweov Xatlnmavtaly),
ABnva: otryun, 1986, 6mov oxoAtdletal 1) ok ToL ABNVAiKoL Kapé apav.

7 «Alagoga Kowvwvikd», Néa Epnuepic (17.6.1884), 3.

8 AVOAUTIKA OTOLXEIX VX TIC TAQAOTACELS TV dV0 eAANVIKWV Oldowv oto: ®6dweog
Xatlnnavtalns, And tov Neidov péxpr tov Aovvafews, Topoc B2, Tlapagtnua-Kivnon
EAANVikwv Oudowv 1876-1897, HodkAeto: Tlavemotnuiaxkéc Exdooeig Konng, 2012, 518-
521.

43



ntagapeiver otnv ABnva v 30 Boadiéc kat ot cvvéxewa Ba ovvexioet Y tov
eToOpeEVO otabuo g megodeing tov, tnv IletpovmoAn. * H moeutéon, dpws, otig
23 ITovviov, pe tov Ruy Blas oe povowr| Filippo Marchetti ko Aqumpéro Carlo d'
Ormeville, anoyontevel kKaBWS «To OAOV TNG TEWTNG AVTIG TAQACTATEWS VTINQEE
vevikn) Xaopwdia»® Tnv agxwkn ewova, éva Oéapa bon pour lorient, dev
AVATQETMOVV Ol ETIOUEVEC TAQAOTACELS HE aTotéAeoua o Olaoog va dxAvOet
TOAU oUVTOHA KAt Ol KAAALTEXVES V' avalnToUV TOOTIOVS VA TIATIQWO0LY T XQET)
TOUG YIX VA ETUOTOEPOLV 0TIV AT TOvG. !

O yaAAwoc Olaoog tov Henri Beaucour, mov @Odvel otnv AOnva and v
KowvotavtivovmoAn, apxiCet mapaotdoels otg 14 IovAiov oto  Oéatgo
«[Tagdadetooc». Ov mpotdoels tov ovvdvalovv  Oéatpo kKat xoed kKabwg
TAQAAANA pe T HovOka éQva epaviCovtat kot 10 xopeVToLeg pe emKEPAANS
TV X000YQAo deomowvida Dardignac.’? Xtnv moeptéoa aveBalvel N HOVOTIOAKTN
omeQa umov@@a Les pantins de Violette tov Adolphe Adam oe Aqumpéto tov Léon
Battu ka1 povompaktrn omepéta Coco Bel-Oeil tov Lucien Collin oe Aqumoéto twv
Louis Péricaud wxat Lucien Delormel. O &AAog yaAAwog Olaoog, tng Alice Reine,
KaAeltat va Eava@éQel 0T OKNVY} TO TAQLOWVO OTLA, TTOL TO0O éAenpe amd TOLG

PAATOLOTEG TNV TIOOT YOULLEVT] XQOVLA.

O Oiaoog tng Reine: To gemegToQLO

O Tl'eweylog KatoiumaAng,' o onoiog éxet avaAaBel tnv emxeionon tov Heatoov
kat emxopnyeltar and v Etawela Xidnoodeopwv Abnvwv-Tlewpowws, ™ exel
uetaPet ot I'aAdla anmo tov AmpotAlo yix va oxnuatioer to Otaco mov Oa
L oleviioet to kKaAokaiol oto PaAngo. Poovtilel, HAAOTA, VA YV@WOTOTOLEL TIG
KWIOELS TOV, HEOW TwV EPNUEQOWY, 0& TAKTA XQOVIKA dxoTuaTa Yix va
KEVTQIOEL TO EVOLAPEQOV TOL KOWOU YIX TIC TAQAYWYES: «mag O €mavog
opeidetar Tw k. I'. KatolunmaAn un @ewobévl ovte kOmwv ovte damavng, Omws
kataotion 1o Oéatgov PaAnpov &Eov TG LTOOTNELEEWS TWV KATOKWY TNG

? «Alaoga Kowvwvikd», Néa Epnuepic (1.6.1884), 3.

10 «Awapooo, [aAtyyeveoia (25.61884), 3. Ot povwdol dev tkavomolovV Tovg Beatés eva o
Tomog vmootneillel O0TL eokeppéva dxddOnke otL 0 Olacog Ba petafel ot Pwola
«BéAovteg lowg va mapaotiowot doov kovot elval ot nbomotoi, oL ontoiot ovvrxOnoav,
kaBwg @aivetal, e wWdKWOV kKapeveiwv va epunaiéwot edw to peAddoapa. Eig to Avtoov
twv Nupewv PpaArdovot kaAAiteoon, [pwia (26.6.1884), 3.

1 Me Avowd Vpoc 1 Néa Epnuepic (6.7.1884), 2 vmoortnoilet ot eivar kaBnkov tng
moAltelag «va Bondnon tagc WWTIKAS ev TN Kowwvia ovunabelag Toapéxovoa Tolg
OLEOKOQTIOUEVOLS TETTLEL Tat HETOL TNG ELC Tt KAADIA TNG TATEIDOG TV EMAVODOL VTV,
2 ITvakidec», Epnuepic (1.7.1884), 1. TaAAdeg xooevtoLeg ep@aviCovial mEwTn Qoo
otmv Anva ( [Tpwia, 1.7.1884), 3.

13 O KatolumaAng, otv agxn te dekaetiag tov 80, éxet kavet oOpPaot pe v Etawgelo
Z1dnoodedpwyv ovppwva pe TNy omola expobdwvetat o’ avtdov to Méya Eevodoxeio Tov
QaAnpov 1) Grand Hotel de Phalere o to 1884 1o to @éatoo PaArjoov.

4 Youpova pe ta dnuootevpata emixopnyeitar pe 15.000 doaxpéc yix va yivel 1
petakAnon tov Oukoov, A.A., «To DaAnpov», Ztod (6.6.1884), 3 koL agydtepa ToL divetan
TO (010 MOOOV Y V' AVTIHETWTILOEL TIG OKOVORLKEG aTiAELeg eEattiog TG Kakokatlag
KAl NG oLVaKOAoLONG aKVEWONG TAPAOTAOEWY, «AlkPoQa Kowwvikd», Néa E@nuepic
(8.7.1884), 3.
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TIEWTELOVOTG Kot aAn0ég avtwv evrounuo».’> Ot kaAAtéxveg @Odvouvv otig 30
Maiov pe mAolo tng etaugeing Fraisinet.!®

H mowtaywviotoix tov Otdoov, 11 conpavo Alice Reine,"” yvwot otouvg
TF'aAAovg Oeatéc and tic eppavioelc g otV meoupépeta aAAa kat oto Ilaolot,
oto Théatre de la Renaissance xat oto Théatre de la Porte-Saint-Martin, éoxetat
TEWTN o otnV EAAGda kat, OMws yodgetal, «avETANQWOEV AAAOTE ETUTUXWS
mv megikAvtov Ioavid ev 1w magoww Oeatow 1 Avayévvnow».’® O
YaAAopaOeic Oeatoo@AoL avTAapBavovtal 0Tt T0 dNUOCIEVUX AVAPEQETAL 0TIV
Jeanne Granier, mowtaywviotow el oelpd etwv oto Théatre de la Renaissance kot
N Reine ovupetéxet oto Blaoco oe dmAN dxvour). AkoAovOwvtag pix ovvr|on
TIOALTIKY]  TIEOWONONS Twv Beapudtwv amd Tov dUTIKO KOOHO TEOPAAAeTaL N
niagovoia TG «Pevtétac» Tov OLkoov, TG MEWTAYWVIOTOIAG, 0TI OUYKEKQLUEVT)
nepintwon. Kabwg to emibetd g mooogépetatr ywix Aoyomatlyvia, OTwg
«BaoiAlooa g Avayévvnone» kat «Bacidlooa tov Catgkiov», dnuoveyeitat N
ONUOCIA elkOVA LG OLVAUIKNG Yuvalkag pe akTtivoPolia mov  emPaAletal pe
TNV agovoia TG, oToLxelo ov umoel vaw Aettovpynoet elomoaktik. O ovlvyog
¢ Tony Reine, pe tov omoio elxav eppaviocOel pall oe aQKETEC MAQAOTACELS,
elvat 0 kwpkog tov Oukoov. Iavtwg, av kat éxovv yoapel agketés MANQOQPOQLeg
YIX T QOMAVTIKY] €QWTIKY LO0TOQlx TOvg 010 YaAAwo Tomo, dev petagépetal
timota OTg  EAANVIKEG  e@nueQldec oVte aflomoteltat 1 oxéon TOLVG WG
ETUKOLVWVIAKTY] TIQOKTLKT).

H devteon mowtaywviotow, 1 veapr] Eudoxie Tilquin,?® xonowomotet 6Aovg
TOUG UNXAVIOHOUG TTEOPOATIC Vi var yivel avth) To mTEwWTo Ovopa tov Oudoov. Eltval
ATIALTITIKY), €XEL AQLOTEC OXEOEWS ME TOV OeaTtOKO ETUXEWQNUATIX KAl HE

15 «@éatoar, [ladtyyeveoia (4.6.1884), 4.

16 «Atdpopa», Lpaipa (30.5.1884), 2.

17 T v Alice Reine vmagyet omtueo LAWK, BA. evdelktied oto Yneakd aQxeio g
FaAAwrc EOviknic BipAoOnkng http://gallica.bnf.fr/ark:/12148/btvlib53139327m.image kat
http://gallica.bnf.fr/ark:/12148/btv1b531393265.r=Alice%20Reine?rk=107296;4 (Nuegounvia
npooTtéAaong 20.6.2018).

18 JTvactdeg», Epnuepic (4.6.1884), 2.

1 H ovvdvtnon toug megrypd@etal pe YAagpueo tedmo: « Il y a, dans la vie de coulisses,
comme dans l'histoire, de bien jolies légendes. On ne saurait plus prononcer devant nous le
nom gracieux d'Alice Reine, sans évoquer un conte provengal, fort accrédite sur le boulevard,
ou une blonde Marseillaise, nommeée Reine, née a 'ombre des allées de Meilhan, rencontre, au
beau soleil, un jour de foire de Beaucaire, un pauvre diable, armé d'un violon et dun grand
parasol rouge. Ce parasol rouge et ce pauvre diable éblouissent Reine, elle s'amourache,
l'aime, I'épouse... et ils n'ont pas d'enfants. Or, le violoneux en question s'appelle Tony,
débuta a 1'Eldorado, ou il chantait l'opérette en compagnie d'Alice, qui prit gofit a ce duo
forcé, et s'appela peu de temps apres Tony-Reine », Triolet, « Au bout de la lorgnette », Le
Gaulois (16.2.1882), 2. Emopévwg, 1o évopa tov Tony-Reine cvvtiBetal amd to piked tou
ovopa kat to enifeto g ovlvyov Tov.

2 To 6voua ¢ Tilquin ovvavtdtal oe avtanokgioelg and v ABva 1o kaAokaigl Tov
1884 aAAG dev vIAQYOLV OToLKElX Vi peTayevéoTees epavioels tg: « Eudoxie Tilquin
dont nous avons annoncé I'engagement au théatre d’Athénes vient d’y débuter avec grand
succes. La jeune et charmante cantatrice est accueillie tous les soirs par d’unanimes bravos »,
Christian de Trogoff, « Courrier des Théatres », Gil Blas (9.7.1884), 4. Av&Aoya oxdAx kat
oo Officiel artiste 29 (24.7.1884), 6.
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ONHUOCLOYQAPOVS OLYKEKQIUEVWY €VTVTIWY, OL OTOLOL YOAPOLV, «AXVTOBOVAWGS»,
dOvEAUPBIKE TXOALX Yt TNV TTAQOLT At TNG AUPLOPNTWVTAG 1) KAL VTTOVOUEVOVTAG
AAAEC OLVADEAPOULG TNG: «EeTEOVHOVUEV VA UTEKQIVETO TO TMQEOOWTOV TG
dovkioong 1 0deo. TAkév, dOTL TAVTNG TO TQEOCWTAKL KL AL KLVIOELS
TIQOTOOLALOVOL TEOS TAG aQeTds TS MAAV-peyiéo [Emilie Mily Meyer], tng
XAQLEOTATNG UKQAG dovkioong e Avayevvioews twv Tagwoilwv. H deomoovvn
AeAvD patvetal UiV KATWS avAQUOOTOS €IS TO HEQOS TOUTO». 2! YTIdOXEL OTIWS
dATIOTWVETAL EVIOVOTATO TEDID AVIAYWVIOHOV OxL HOVO HeTall Twv OVO
TOWTAYWVIOTOIWV AAAX Kol petald dAAwv peAwv tov Okoov kat 1 Tilquin
poovTiCel va dloxetevel, HEOW TOL QPUALKOV TNG TUTOV, LTTOTIUNTIKA OXOAlx O€
Bdoog touvg.

Tov Olaco? amoteAovv ot tevogol Albert Garrigues kot A. Dubuisson, ot
Baovtovol Victor Berardi, Alex. Noé kat, petd tnv amoxwenorn tov teAevtalov, o
Durandin, o omolog eixe eppaviofet kat to kaAokaigr tov 1881 oto PaAngo
EVTUTIWOLALOVTAG HE TI PWVH] TOU AAA& TEOKAAWVTAG OXOALX Y TNV EUPAVION
TOL: «@atvetal el TG OKNVNG WG 0 peyadomeemmg ekeivog I'eppavog BaotAevg,
oV TNV ewova avaptwol ovviBws ta CvbonwAeia, magloTdvovoa AavTov He
ToTtNELOV a@oilovtog kat ekxeAiCovtog CVOoLV».2 Ltov Olaoco avirjkovy, emiong, ot
pnovwdot Berthe Deligny, Joly, mownv Frederic, Ferret, Fulvie Tilquin, adeA@r) g
Eudoxie kat agyoteoa kat 11 Goyon. Xvppetéxovv, entiong, 24 xopwdol (12 avdeg
kat 12 yvvaikec) kabBws kat 28ueAng ooxnotoa vmo tn dievbuvvorn Tov TAALOD
yvwoinov oto kowvd Charles Nicosias. PeCloép o kwpikdc pnaoog Georges Sapian
kat o Phocion, evdovpatoAoyog o Leon Klugman, cvvegyadtng twv Oedtowv g
MaooaAiag kat tov Movte-KapAo.

Y10 QemeQTOQLO0 TOov O1dcov MeQAapBAvovTal KURIWS YaAAKES KwUIKES
OTIEQEC KAl OmeRéTec.? Ao avtéc mévte elval dnuovgyiec tov Lecocq, ek twv
omolwv oL dVO MAROLOLALOVTAL YIX TEWTN oA otnv ADNva, N evagKTowx
Kapdia kat xeip xawn Hyepovic twv Kavapiwv. AkoAovBovv O Mikpoc Aovkac, H
nuépa  kar vvé war H  Mikporavdpeuévn. LTov aQXKO TQOYQXUUATIOUO
e aUPBavovTal Toels kwpikég omepeg tov Offenbach, H peydAn dovkiooa tov
T'epoAotaw, H kopn tov apxitvunaviotov kot H IeptyoAn [La Perichole], dVo tov
Varney, Ot Zouatopvlaxec ev Movaotnpiw kot Fanfan la tulipe, d00 tov Audran, H
ZiAéttn ko H paoxot [La mascotte], pia tov Lacome, H kvpiac Mmovipac, pua tov
Hervé, O uixpoc @avotoc kat pia tov Bernicat, mov oAokAnowOnke amd tov
Messager, O Aoywwtatoc @Ppayxiokoc. Exmpdowmog tne PLevvéCikng omeQétag o

2 «@éatoov PaArjpov», Xtod (12.6.1884), 3. H Mily Meyer elvat 1] mowTn eQUNVeVTOLX TOUL
06Aov oto Mikpo Aovka oto Théatre de la Renaissance.

2 Ta OVOHATO TWV OUVTEAEOTAOV TWV TAQAOTACEWY KAL TWV HOVWIWYV dNUOCLEVOVTAL OT1)
Ztoa (3.6.1884), 3. Ltic magaotacels ta emibeta eppaviCoviatr aAdote pe eAANVikoUg,
AAAOTE pE AQTIVIKOUG XAQAKTNOES Kat dev eival BEPao OtL 1 amodoon Tovg elval TavToTe
owoTH. LOppwva e otolXela and T YaAAuEG epnuepldeg, mov éxovv PneromomBei, ot
TEEQLOOOTEQOL HOVwOOol dtéBetav okNViky eumepia kabdg OovHpeTEixav O AQKETEQ
TIAQAOTACELS O€ YaAALd Avoika Béatoa tng mepupégelac oy éABovv otnv EAAGda.

B «O Papnaydgs eig ta Oéatoa», Paunayac (2.8.1881), 7.

2 Ou titAoL amoddovTal COUPEVA He TOV TUTO NG €MOXNG AAAOTE OTO TIEWTOTUTIO KAL
dAdote  efeAAnviopévol. O MOWTOTUTIOL  AVAYQAPOVTAL OTNV  TALTOTNTA TV
TIQAOTATEWY OTO TEAOG TOV KELHEVOU.
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Franz von Suppé pe toewg dnuoveyies, m Adva Xovavita, tn Fatinitza kat tov
Boxaxxkto [Boccace]. TéAog mooavayyéAAetal kat 1 ortegax tov Gounod, DiAnuwv
Kat Bavkic kaOws kot n yvwot] and maAatoteQa avePAOUATa KWLKT) OTIEQX TOL
Donizetti, La fille du régiment.

A6 toug elkoot TITAOUG, TTOL LTTAPXOLV OTO PETMEQTOQLO, AVEPaivoLv TeAKA
dekaTéooeQLs, 0Tovg dékax amo TOLG OTolovg MEWTAywvioTel 1) Reine kat otoug
téooelg N Tilquin. Ot yaAAwég dnuovyleg €xovv v mewtokaedola évavtt
TV PLeveéCikwv (13 yaAAweg kat 1 PrevvéCikn) kat o povog ocvvOétng, mov dev
emnoedletal and TOV aQXKO TEOYQAUUATIONO, etvat o Lecocq. O Olacog
akoAovOel px evdlpégovoa MOALTIKT) QeTEQTOQIOV. Aev TeQLoQIleTaL HOVOV O
YVWOTES, OOKIHAOUEVEG Ao TO TEEADOV, KAl ELOTIOAKTIKA TETUXNUEVES
omepétes. EmAéyovtat kat titAol dyvwotol 0to adnvaiko koo, maAaidtepot
aAA& kKAt oUYXQOVOL DIVOVTAG Tov TV evkatla va éADeL o€ emagr] kat pe dAAeg
dnuLovEYyiec Tov AvEuKoL DedTEOUL.

OLmagaotaoels?

H moeuiéoa yivetat pe v mewtn magovoiaon otnv AOnva Tng KwUKNG 0TteQag
tov Lecocq H Kapdia xat n xeip. H xawvovpux ovvOeon, wotooo, HAAAOV dev
LKAVOTIOLEL TNV KQUTIKT): «T” dopata €tovioev 0 Aekok, 0 TG kved Ayyovg [La Fille
de madame Angot] povoovEyos. To €0yov Opwg ToUTo dev dlAKEIVETAL WG €K TWV
€£0XOTEQWV TOL KAAALTEXVOL»? eV 1) LOVOLKN TOV, YOXHUEVT] «ELS TO style Tov Le
jour et la nuit»,”” emavadauPavel yvwota potifa. H emAoyn avt etvat cuveldnt),
oVppwva pe v anoyn I'dAAov povokokgutikod, ovyxoovov tov cvvlet,
KkaOwg oL TEOTYOUUEVES ETITUXIEC TOV ATOTEAOVV KABOOQLOTIKO TIQdyovVTa OTO
va UV KAvel aAdayég otov tedmo ovvOeons Twv vEwv katabéoewv tov.?

Ta meploodtepa oxoA, BePaiws, agpogovv otV mMEowTaywviotow, «aAnom
BaoiAlooav emi g oknvng. Eilvar mAnong xagurtog, yAuvkitntog, povoikov
atoOnuatog, at kvroeg avtrg nepmabiéotatal, ano@evyel Ta andr KIvuata
tov café chantant, 1 pwvr) g dev elvar pev duvar, eivat Opwe YAvkeia, teAeia
@wvr] tov edovg g (son genre). Ilpoc tovTOG, TaQovOoleTal @EQovOR
evovpaoiag KopPAG Kal TAOLOIAG, TAC AVTAG A EVEDVETO KAL EVWTIOV TWV

2 Mia MRt MaQovoilaoT) Twv MaQAoTATEwY ToL Odoov kavel 1) Kategiva Mmpevtavou
ot dwaktogikn g dwxtoPn), H Ocatpikn) Cwn Tov Ietpaid (amd tnv mpwTn napdotaocn
éwc 710 1922), ABrva: Tumpa Oeatowwv Lrovdwv EKTIA, 2010, 194-200,
http://thesis.ekt.gr/thesisBookReader/id/25420#page/1/mode/2up (npegopnvia mpooméAaong
10.6.2018).

2% «@éatgov PaArjoov», Ltod (5.6.1884), 2. Taw oxdAla Yo TNV QA YWYT] ElvaL ETALVETIKA
amo OAec TG epnpegidec, PA. petal aAwv «Aldpooar, Leaipa (5.6.1884), 2, «Awagpooa
KowwVika», Néa Epnuepic (4.6.1884), 2.

7 «O Papmayag eg ta Oéatoa», Paunayac (7.6.1884), 7. Mmogel va unv eivat moAv
TMEWTOTUTI 1| HOVOLKY, Yivetal Opws, oUVTOHa dMNUOPIATG, OTIWS TMQOKUTTEL ATtO TNV
avayyeAia ekdAwong otnv IAatelo Zuvtdyatog: «1) LOuotKT] Tov TTuEOBOALKOD LTIO TOV
k. Kaloagnv Ba exteAéon woailav ovvaywynv ek tov &v PaArow maQLoTavouévou
evapéotov tooov pedodoapatog Le Coeur et la main», Néa Epnuepic (14.7.1884), 3.

% « Les succes antérieurs de M. Lecocq sont peut-étre la raison déterminante de sa résolution
a ne rien changer dans ses procédés », ].-B. de Coninck, « Chronique musicale », Le Parnasse,
62 (1882), 4.
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[Maowowwv»?  AwBéte, paAOTa, «OAa Ta TEOOOVTA MG reine Oeatoikov
Catowiov. Kvowxpyel g oknvrc kab” 0Aag tag dtevBvvoelg Kat dx g QwvNg
NG KAl dlx TOL TAEACTAUATOS TNG. Ta AAAa OV PLAoTiHoVVTAL VA K&LIVOLY TO
HEQOG TV avaAdYws tolVTng PactAloonc».3

EE toov Oetkr] etvat 1) vTODOXT] KAL TWV AAAWYV HOVWOIWV AAA& KAl TwV
xoowdwv. «Kat o Bagvtovog k. Bepapdng étvxev opolag vmodoxnc dwx tnv
axifelav kat ndLTNTA, Hed” NG éPaAdev: katl o oEvtovog k. Kaptyk kat n devtéoa
vipwvog kvota AeAvo. TTepl de Ttov X0poU [xoowdia] apkoVpeda va elmwpev OTL
TO TEWTOV OVTW KAAWS OLVNEUOAOYNUEVOS X000 éPaAdev amd tov Oedtoov
eietvou».3 TIapaotdoelg emPEANUEVES e PWVITIKA eMAQKELS HOVWOOUS aAA&
KAl X0PwdOUS, AOYw KAl TNG TEONYOUUEVTG EUTIELQIAC TOVG O& YAAALKEG OKNVEG,
dLapoPwvoLy éva Betiko kKAlpa Y tov YaAAwod Blaoo, o omolog, divel delypata
ETIAYYEAPATIOHOV ATIO TNV TIQWTN EPAVLOT) TOV.

O uixpoc Aovkac, mpoowrukr] emtvxia ¢ Granier, eTAEyeTAL TTEOPAVWG
YTl 1 TEWTAYWVIOTOX YVWELLE KAAK TO QOAO Ao TNV YAAALKT) OKNVY). AVLQLKT
dnuovEYia Wiaitepa ayamnTr], a@oL ATOOTIACHATA TG «mallovTal &g OAovg
TOVG X0QOUG KAL EIC TIAOCAS TAG CLUVAVALAG»?? KEQEDILEL €K VEOU, TO KOO, HOAOVOTL
elxe avePet kaito 1880 oto PAANQO pe peyadn emtvyio. Téooeoa xoovia peta
Reine katopOwvel va ofrjoel TIg evivmwoelg anmod v eounvela g Denise
Lassalle, Tnv omtoiax &&ile «vax (01 0AN N MOALS Twv AONvwv».33 EvOovowxopévot ot
KOLTIKOL ~ eKTIHOVUV OTL «eCwvtavepe moAv! Aveyevvr|On vmd tov aotépa g
Avayevvrioews, tnv Madame Alice Reine... Bravo, bravo! Nous bissons et nous
rebissons Le Petit Duc»* xoai Oewgov OtL 11 emutvxia TG MAQACTACNS T)TAV
«KLElwg €oyov ™G vPipwvov kveiag Reine, NMtic wg AovE, wg XwOWKY, wg
OLVTAYHATAQXNG ATETVEE TIAVTOTE YAAAIKTV OAWG XAQLV, Kot 1)TIc NAEKTOLOE Kat
katevOovoinoe 1o ovVOWS 1ROV HEVOV aONVaikov kovov».3 Idwaiteoa OeTucd
elvar ta oxoAwx xat v tov Tony Reine, «60Tic wg Popovg ekivel ovxvakig tnv
LAadtnTa ToLv KOLWVOU»,%* KAl Yir TOUG AAAOVG OLVTEAEOTES: «Tat EVOUHATO €V
Yével Noav woaia kat 1 0oxNotea kaAn».¥ Ou egunveles aAAd wkal 1 aotx
TIAQAYWYT] OEV ATIOYONTEVOLV TOVUS PAANQLOTEG.

H npryximooa twv Kavapiowv, og mpwtn magovoiaot), emiong, otnv eAANVIKT)
TEWTEVLOLOXR, aVTIeTwTiletar Oetikd amo tov tomo. H povowrn tov Lecocq
«TeQLEXEL TTAELOTA TEUAXLX XAQLEOTATA, €V OLG DIATIQETEL TTOO TAVTIWY TO €V TN Y/
noaéet Aopa twv Tavgopaxwv [Chanson du toréador]. ‘Exet eEdAAov kot mAoktv
EVLXAQLOTOV KAl TEQTEL OlX NG TOWKIAIAG Kal NG OLXVNG evaAAayng twv
nAovolwv  evdvpaoiwv».3® Tlapk v petald TOoLC AvVTIMAAOTNTA, «al OVO
nowtaywviotouat kvplat Pev kat TAkév ev apiAAn avémtvéav kat Téxvnv xat

2 AA. «To ®aAnoov», Ltod (7.6.1884), 2.

0 «@eatoka. A vol d’oiseau», Acuodaioc (10.6.1984), 4.

3 JTvakideg», Epnuepic (4.6.1884), 2.

2 «@éatoov PaArpov», Ztod (12.6.1884), 3.

3 «Beatowkar, Epnuepic (12.7.1880), 3.

# «O Papnaydgs eig ta Oéatoo», Paunayac (14.6.1884), 6.
3 «Aldgooa», Iadtyyeveoia (13.6.1884), 4.

% «Beatowka» Epnuepic (18.6.1884), 3.

¥ «Beatowkar», Néa Epnuepic (14.6.1884), 3.

% «Beatowka» Epnuepic (2.7.1884), 2.
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AOUOA EKTAKTOV OUVAHEWS, KATEUAYEVLOEV de TO AKQEOATHOOV 1 dwdix TwV
OTEATNYWV Kol TV ayYADwv».¥ Ot meootoéc yivoviar evtovotepeg oTn
ovvéxewa kai n Tilquin emikadodpevn acOévewn, dmMAwpaTik) (0wg, dev TEoryoLdd
OTIC TEAEVTALEG TAQAOTATELS KAl avTikaOlotatal.

H nuépa kat n vvé, avtiBeta, dev katopbwvet va €xel To d10 OeTd oknvikd
ATOTEAEOUA e TNV TEWTH Ttagovoiaor oto Béatgo tov PaAnpov, to 1882. Ot
OUYKQIOEIG VAUEOR OTOUG E€QUNVEVTEG TV OVO MAQAOTACEWV €lval oLVEXEILC.
Axoun kat edv 1 Alice Reine pmoget va ovvarywvicOel oe oglopéva onuela Ty
Coralie Geoffroy, 1 Deligny mooomaOet aAA& dev Eemeova 1t Cwvtdvia Tng
Jeanne Andrée. Ou A&vdpec povwdol, emiong, éxovv eAdelpec: o Poutg TOL
Dubuisson ftav moAv katwtegog Tov Brouette evw o Tony Reine mtegropiCetat ot
ptpnon tov mewtov dwalavta Berthelier.# Ot pvripeg amd tnv mEonyovUev
TAQACTAOT] elval VWTEG, KL OL OVYKQIOES, OTI] OULYKEKQIUEVN TEQImTwoT),
A€LTovEYOoVV 0¢ BAQOG TWV VEOTEQWV OKNVIKWYV TQOTACEWV.

H wixponavdpevuévn, wg mpoowmikr) emutvxia e Granier, Oa nrtav
avapevopevo va egunvevdel amo tn Reine ot @aAngwr) oknvn. Ev tovtolg to
00A0 emwpiCetat n Tulquin, n omoia, mMEoPaAvwWS, 0To MedO TWV EVOODEATOUKWV
ovykQOLOewV, €xet LYPNAovc mootates. AlmAa g o Durandin, mov eixe
TOAYOLOT)OEL TOV QOA0 kKat To KaAokaipt tov 1881 oto (do Oéatgo. Xtnv
TIAQATTACT] AVTH EMAVEQXOVTAL OL CLENTACELS YIX TNV TOAUNET Oepatodoyia Kat
toviCetal OtL «elvar MANENG MOAVTIHWY dWAYUATWVY Kal 0dNYLwV dx TOvG
£0AOTAG Kol OlX TOUG VEOVUOUQOUS WIwg HIx de TaQACTACLS avtng Elva
wpeAlpwTéoa evoc taldelov &g v Eomeptav». 41 Le oxéon pe 1o mapeAOov,
TIAVTWG, Ol EVOTATELS Yl TA EQWTIKA TOLYwva Kat TS avi)0kes MEOTATELS elvatl
TLEQLOQLOEVEG.

Ot dVo dnuoveyleg tov Offenbach  elvat 1o yvwotés otovg Oeatéc. H
peyaAn dovkiooa tov I'epodotaw mookaAel appdeyoueves evivmwoels. H Reine,
BePalwe, «toOoOV dx TO ACUA TNG OO0V KAL Ol TNV LTTOKQLOLV AUTIG TNV TOOOV
eTX QL £XELQOKQOTNON emaveEANUUEVWS»*? evw kat 1) egunveia Tov Tony Reine, o
omolog éxeL px kAlon oe podAovg otoatywy, entawveltal Etol «amo g avAng
twv Kavaplwv evpebelg efalpvng e v avAnyv tov I'epoAotdwv ... kat ano
otoatnyoL Ilataxés petapogewleic g otoatnyov Mmovl, eYyéveto
TIOAEUIKWTEQOS TO TAQACTNUA KAl TNV oYy, améktnoe 0& Kal EKTAKTOV
evkvnotov»#  AlaTumwvovTal, OHWS, KAL AQKETEG EVOTAOELS YTl Ol QOAOL dev
TALACOVV OTIC PWVES TV eQuNVeLTV. H diamtiotwon avtr) agopa téoo tnv dia
) Reine, «elle n’est pas a la hauteur de son role... ce n’est pas son genre»* 600 kat
tov voAoLTo Biloo, «péya HEQOS TG Un TANEOLS emituXiag opeidetal g TNV

¥ «Aagpoga kowwvikd», Néa Epnuepic (23.6.1884), 4. Ltnv teAevtaia magdotaot), ot
Bavpaotég e Reine g meoo@égovv moAAG dwa, dmws «avOodéoual moAvteAeic Kot
dcpa evtog kKophaV Katl avBooTep@V KAvIoTowV, we eTloNG KAl weAlov Tt XQUOOKEVTNHLX
emtl mpookepaAaiov kat tovTo O avBEéwv QuOKWYV KekaAvppLévov», Epnuepic (3.9.1884), 2.
0 «@éartgov PaArgov», Paunayac (22.7.1884), 8.

4 JTwp-Tlag», Pauntaryac (30.8.1884), 5.

2 «Arpoga kowvwvikd», Néa Epnuepic (29.6.1884), 4.

8 ITvakideg», Epnuepic (28.6.1884), 2.

# «O Papmayag eig ta Oéatoa», Paunaydc, (1.7.1884), 3.
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KAKNV OVOUTV TV TIROCWTIWV».* Oa UToQovoE, (0we, va TeokpLOel kol
AAAN Avgkr] dnuovEyia Yix va HTOQECOLV  PVNTIKA V' aviamokQlOovv
KaAUTeQa ot egunvevtéc. Eite yiati 1) ovykekoupévn émepa umovp@a etvat oA
dNUopuinic  elte  yuati kamowx  A&AAN  emidoyr)  amnatrtovoe  peyaAvteon
TEOETOLAO(, N dlevOLVON TMEOPAVWS KATAANYeL 0T Ao avty e apgifola,
WOTOOO, ATIOTEAETUATAL.

O Offenbach dev eivat, padAAov, to dvvatd xaeti Tov Oaoov yti kat H kopn
TOV apXLTUUTIAVIOTOV OV kavoTolel Toug Oeatés. Ta evdoBeatoud mEoBANHaTa
AVTAVAKA@VTAL KAL 0T OKNVT| kaOwg «oL Bomotol dev avtamekplOnoav ev yével
€16 TG MEOODOKIAG TOL KOLVOU dLOTL KATA TNV ouvifelav avTV Noav Kol TAALY
apeAétnrom.# H mowtaywviotour Eudoxie Tilquin etvat avt) mov mpokadel ta
mAéoV avTucgovopeva oxoAwa. Le dAAovg Oupilet pabnTowx mov emavaAapBavet
0To Ottt To pAOnua Teayovdov kat o Iowtéag g paAnouwrc oknvrg, o Tony
Reine, v owlet and éva «fiasco carabiné»,¥ evw &AAovg Tovg wavomotel
ATIOAVTWS POV «TOWTOV HEAETA eTIpEALOTATA KAl TIQOOEXEL TTOAD, OeVTEQOV
Yvweilel TOAV KaA& kat Voel TL LTTOKQLIVETAL, TEITOV éXel XAV TTOAATV, TéTapTov
PLOKNV  LTOKELTIKNY  De&lOTNTA, TEUTTOV  ETUKTNTOV  TEXVNV  €LEUTATOV
TOOOLWVICOHEVTIV  avT]  HEAAOV, €KTOV  €VQLEOTATOV  ACHQX,  AKQUBEG,
EKPOATTIKWTATOV».

H tedevtata avt koutikn) dev @atvetatl va elval OXTeQ VTUKELEVIKY
kaOwg ovveyiCel pe pax ovykopton g Tilquin pe tnv Reine, tnv omola anma&iwvel
kaOwg Oewpel OtL emavadapPavetat «tag avtde Kwvnoewg elxe, ta avta
texvaopata, xaolevia AAAwg, TNV auvtv  MAQAOTAOLWV €€ aVTLYQAPT|S
dAmEEPATWV TIVWV dATT|HWYV YUVALKWY Tov OedTtQov &v evi peAododpatt g
eKOTNTOC TWV Kal TNV oTolav TAavATAL TOTEVoAOA, OTL ETEWN] Ows 1
ATIOUIUNOLG €METLXEV ELG €V, NOVVATO EIG OA V& €QAQUO0O ATTAQAAAAKTWS». 48
Axoun xat évag avumoPlaoTog avayvwoTng avTIAAUBAVETAL OTL TIROKELTAL YiX
évav aywva dLexdiknone kat aAAayng g epapxiag tov Oukoov ue omdev
kaAArtexvika kool H Tilquin yvweilet to maxvidl g dnuoodttag Ko
@oovtiCet pe TIc amopelg AVTIKEHEVIKWY, Oewontued, eEwbOeatokwv
naQAYoOvVIwy, va evioxvoet tn 0éomn tc. H Reine, maAL @aivetatr va akoAovOetl
KAL QUTH TIG AQXEC TOL PEVTETIOUOU: «ETUHEVEL VA TUTTOTIOLEL TAL EKPOATTIKA TNG
péoa, wote kK&be véa eounvelar va evOvypappiletar pe exetveg mov NON €xet
amodelxtel Ot €xouv am)xnon oto Kowo».# Or 000 TMEWTAYWVIOTOLES
XONOLHOTOOVV TIG OKéS Toug pebodove yix va meoPAnOovv kat teAwd n
advvaula ovvepyaoiag dnuoveyet éva apvnTiko kKA{pa oto Olaoo.

H TiAdéttn tov Audran, pix kowuikn) Omeoar  HE TOAMQY, emiong,
Oepatodoyia, avePaivel kat avty) yx mEwtn pood otnv ABnva. «Metola vmtod
HOVLOLKNG €Oy, TIOAV vtodeeotéQa NS MaokoT ToL ALTOV HOLOLKOV», deV elval

 «Ewdnoeig», Ztod (29.6.1884), 2.

4 «[Tvakideg», Epnuepic (3.8.1884), 2.

7 «PaAngov», Paunaydac (5.8.1884), 5.

# «@eatoka», Néa Epnuepic (4.8.1884), 5-6.

¥ Avrtoéac Anunrtotddng, «Mnxaviopot tov Bevtetiopot oto veoeAAN VK6 0éatoo», oto:
Avtoovng I'Avtlovonc, Kwvotavtiva I'ewoywddn (emip.), Hapadoon kat exovyx poviouoc oto
NeoeAAnviko ©éatpo, HoaxAero: [lavermotnuiaxés Exdooeig Korjtng, 2010, 249.
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«€K TV peAodoapatiov eg o 1 unTne dvvatat va odnynomn agpopws Tag
Ouyatéoag ™e». 0 Tlpwtaywviotolx 1 XAQLEOTATN] KAL TAWIKNG WEALOTNTOG
Eudoxie Tulquin «otegovpévn pev @wvrg NXNods aAAd mANoovg XAQLTog Kat
apelelag»,5 evxapLoTel TO KOO «dlot TNG €VOTEOPOL KAL ATIAATS PWVNG TG, TNG
aKQIPBElAG eV TW AOUATL, TNG EKPOATTIKIG QUOLOYVWHIAG KAL TWV HEUETONUEVWV
KL EMTUXWV OKNVIKOV TtNe».2 Emaprkéotegog @wvntikd o Dubuisson «o
vrokpOeic tov dimAotoimAoteToamAoeAaokePaAilalOpevov oVlLVYOV EMALQVE
Bavpaciovg TOVOLS PwVNG».3 Elvat moAD xaeaktnELotikdg o TOTOoG e TOV 0Tolo
drapoppwvetat To kaAAttexviueo meo@iA g Tilquin and Tovg vTooTNEKTES TNG.
[TooBdAAovtar OAa ta A&AAa MEOOCOVTIA TNG EKTOG QAmMO TN WV NG,
TIEOATIALTOVUEVO OTO €(0OC TTOL LTINEETEL

H Mavtapy Mnovipac tov Lacome, yux mowtn ook otnv AOnva, éxet
«HOVOKNV Xapleooa» aAA& ot nOomool «joav apeAétnTol, HdAloTa de TAVTWY 0
k. Pev, 6otic ev tovTolg ovvetéAeoe o AElOTOV €1G TNV eTITLXIAV TOL £Q0YOUL KAL
exepoKkEoTN O emavelAnuuévwes: emiong exepokpotnon kot n k. TAkév, ng n
pwvr) xOec 1Mto acbevno».* Ilapd ™ @owvnTikn) advvapia g, MAVTIWS,
exBetaloval, 0TS KAL TQONYOUHEVWG, «1) XAQLS, 1) KOUPOTNG KaL 1) ETHEAELX €V
) dleouNVevoeL, MEOOOVTA KAAALITEXVIKA ovxl ovviON».5 Aev elval 1) povadikn
@OQ& TOL TaATNEElTAL TO @avopevo e éAAendmc mooetolpaoiac. Towg n
ATUOOPALQA, TIOL ETUKQATEL OTA TMAQACKNVIX Kol 1] TEOBANUATIKY) OX£0N TV
pneAwv tov Ouoov, Omwe onpelwdnke, va ovvtedel 0 avtd TO0 APPIAEYOUEVO
OKNVIKO amoTéAeouat.

Ot ZwpatopvAaxec ev Movaotnpiw, YvwoTtol Kol autol 0Tto @aAnouKo Koo
amd 1o 1881 wavomolovv tovg Beatés. H Reine epunvevel dpoya t Ziuodv, évav
00A0 TOL elval KATWTEQOS TWV dLVATOTNTWY NG amodetkvvovtag ot «elle sait
plier son talent a toutes les exigences d'une administration partiale».’* H dtevOuvon
Tov OedtEov, 0TS Paivetal oe TOAAK dnuootevpata, TEOWOEL «okAVOIXAWdWS»
v Tilquin, 1 ool dev avTamokQlveTal OTIC ATIATNOELS TOL QOAOL TNG KAl oL
Oeatéc OuunOnrkav v evivnwolakn eounvela g deomowvidag Neuville to
kaAokaiot tov 1881. IToAV Oetikax oxoAidletar 1 magovoia Tov PagvTOVoL
Durandin, o omolog elxe Toaryovdrjoel kat 0to aeeAOOV Tov D10 QOA0 aAAAL  «ex
TOL TAEEWIOL 1)TO KEKOTUAKWS OLOTL EIG TNV QWVNV TOL deV emedelfev TNV avTh
dvvapLy NV Ko TEO dVO £TwWV».Y7

O QAquwy kar n Bavkic emuAéyoviar Adyw g OepatoAoylag toug aAAa
MAAAOV 1] TTOOKQLOT) LT NTAV EOPAAUEVT] YIaTl KaL 1) (DL 1) OTtEQA LOVOIKA Kol
Oepatika dev  mEoo@épetal yix vtatbolo avaAa@Eo kaAokapvd Oéapa aAAd
KAt ot povawdol advvatovv va v vrtootneiéovv wvntikd. H amovola dodong

0 «Alkpoga kKowwvikd», Néa Epnuepic (10.6.1884), 3.

51 «Ednoeig», Ztod (10.6.1884), 2.

%2 «Beatowkar, Epnuepic (10.6.1884), 3.

3 «O Papnayag eig ta 0éatoar, Paunayac (14.6.1884), 6.

3 JTwvakideg», Epnuepic (5.7.1884), 2.

% «Alxpooa Kowwvikd», Néa Epnuepic (6.7.1884), 3. H Tilquin «wg Madap Mmovipag
amekoploato emev@nuiag, xelpokgotrpuata kat aviodéouac», Néa Epnuepic (30.7.1884), 3.
% «O Papnayag eic ta Oéatoar, Paunayac (12.7.1884), 5.

7 «Eidnoeig», Xtod (11.7.1884), 1.
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KAL oL «aviagol» ddAoyol kovpalovv T0 Koo, To oTolo «dev €BAemev emi tng
OKNVIG TANOVV TEOCWTWV KAl X000V QHUEPOTEQWV TWV QLAWY Kol CLVEXN
HeTABOANV TNG OKNVIKTG DIAOKEVNS KL AKKIOHOUG KAL KIVIOELS QUOHKAGS Kat dev
eyéAa BoLBWOWS aKOVOV TaG CLXVAS evPLIAG TOL TeCOV DIAAGYOL OOTIS €V TW
£0Yw TOUTW Elval OTMAVIWTATOS Kt 0oPapoc».® H  povowr| elval woala aAA&
«LOXWVELTOS dlx TOLG EENUPAVEVOUS OTOUAXOVUS TWV QAANQLOTWV, 0 dDAAOYOG
amoteAeltal OAw AT TELPEEOTNTAG TwWV dLO YNEALWY CLLUYWV..., oL dVo Oeol
ov(NTOVV UAKQEOAOYOUVTES WG ONuOoTIKOlL oVpBovAo.” TeAwd, n dmega avt)
«ev etvar dix to PAAnoov kat touvg NOoToVE ALVTOV»® YTl «eKTOC TOL
Paputovov Berardi ot Aowmol dowvteg aowol kat g kvolag Pev avtrc un
efagovpévng, dev avranokplvovtat dLoTuXwS elg €Qya LYNANG kat 0oBaQAg
povowkne».f! Towg teAwd dev  elvar kat yia tovg Oeatéc, kabwg dev
AVTATIOKQLVETAL  OTIG TQOODOKIES TOVG Y Ta eVvmemTa Dedpata Twv OeQvwv
dlakomawv.

O Mixpoc Q@avotoc elval  pIX  TAQACTAON, TNV OmMolax  oLXVA
ovuTeQAauBavel oto EeTeQToQLo NG N Alice Reine, kaBwg n egunveia g oto
00A0 tov Me@loTogeAr) amoteAel mpoowmikt) TG emtvxia. Otav eourvevoe to
00A0 oto Oéatpo Porte Saint Martin, poAovott avapetor|Onke pe v TEWTN
dwalaoa deomowvida Vanghell, ké€dwoe Tig evTvmwoels ¢ YAAAKNG KQUTIKT)C. 02
Avadoyn elvat 1 vmodoxr] g magdotaons kat 010 DPaAneo kabwg «to
HEAODQAUATIOV MEECEV AV, WG KATEPAVN €K TWV TTHQATETAUEVWY ETTEVPTULWV
Kal YeAwtwv twv Oeatwv».® H oknvikn) eumepia g mowtaywviotoag elvat
EUPAVIIG AAAG Kol OL €QUNVELEC TWV AAAWY HOVWOWYV ETKQOTOUVTAL ATO TNV
mAatela.

H mowtn magovoiaon g Advac Xovavita, katd yevikny opoAoyia, etvat 1
aQTLOTEQN Ao OAeC TIc mapaotdoels. H Alice Reine «avuywvel &g v dlanacwv
OANV TNV oLVTOT KAL TEXVNV KL XAQLV KAl QwVnV Tnc. Idlwe 1) @wvr) g éxet kaTt
KUUMATIOHOUG  YAUKUTATOUG, KATL QVvATIAACES TOOOV  €LVAQEOTOUG»,%  TOvL

% «[Tvakidec», Epnuepic (24.7.1884), 1. Tnv emopévn, 1o DO €VIVTO AVAPEQETAL OTIC
Oepatucéc opolOTNTES TOL €0YO0L He Tov DPdovoT katl otn oxéon pe tov pvbo, émwe tov
petagéoet o OPdLog otic Metauoppwoels tov, Epnuepic (25.7.1884), 1-2.

% Spectator, «®eatoucd», Aopodaioc (22.7.1884), 6.

0 «Ednoelg», Ltod (25.7.1884), 2.

1 «@eatokt) EmiBewonoic», Ztod (31.7.1884), 2.

62 MetafV aAAwv: « Madame Reine est jolie, sympathique, tres aimée des habitués de la
Porte-Saint-Martin. Ce n’est plus le brillant et hardi cavalier de la création, mais c’est un bon
petit diable, le Méphisto des familles, un diable a qui I’on ne craindrait pas de se donner », Un
Monsieur de l'orchestre [Arnold Mortier], « La soirée théatrale. Le petit Faust», Le Figaro
(16.2.1882), 3 kat « Mlle Alice Reine aussi est dans la tradition. Son Méphisto est brillant, fin,
tout a fait aimable. La figure et I’allure sont charmantes », Jean Richepin « Les premiéres », Le
Gaulois (16.2.1884), 3.

6 «Broewg», Epnuepic (31.7.1884), 2. H yonrela tng mpwtaywviotouag ovykivel évav
Bavpaotr] g, o omolog TG aplepwvet kat moinua: Guerrier, «Le petit Méphisto», Aopodaioc
(26.8.1884), 2.

Av eifevgec mwg 0" ayanw, xapttwuévn Mephisto /

ta Caxapévia xeiAn oov Ba povAeyav ... «Evxaolotw;

# «Beatokd. A vol d’oiseau», Acpuodaioc (26.8.1884), 8.
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ovvapmnalet tovg Beatés. Evtunmwolakn) etvatl kat n magovoia tov Tony Reine
«00TIG VTIEKQELON TOV AYYAOV DLOKNTIV XWAOV KaTd TOV éva Tidda, TUPAGY TOV
0e&LOV 0POAAUOV, KWPOV TO AQLOTEQOV 0VUG, AAA” €QWTEVOLEVOV TTAOAV Yuvaika
HETA TNV TEWTNV OLVAVTNOW».% TéAog «dalovong ovumabelag éTuxev 1 kuEia
Joly kat o k. Dubuisson ka® nv otryunv ap@otegot £vOEOUHEVOL WS VITILXL
X0Q€VOLV ADOVTEC TMAWIKA AOUATLON.® YUOU@OVA e aUTEG TIGC MaQTLELEG, M
TIAQATTAOT] PALVETAL VA €XEL KATIOLEG EVOLAPEQOLOES OKNVODETIKES TTAQEUPATELS,
otolxelo mov dev  vmr)oxe 1 dev oXoAxlOTAV EMAQKWS OTIS TIQOTYOULEVES
OKNVIKES kKataOéoels.

O Aoyrwtatoc Qpaykiokos anoteAel Tov teAevtalo titAo mov malletar amd
oV 0i00 TEOKAAWDVTAG EQWTNHUATIKA YL TNV TOOO KaOuoTeQNnUEVT TOEULEQA
tov. Ot TANEOPOPLES VI TNV TAQAOTAOT elvat eA&XLOTES, HOAOVOTL avePatvel yix
TIOWTT POOX, KaABws oL Kalpkég ouvONKkeg dev eLVOOLV TNV TAEAKOAOVONOT) TNG
amd Toug KELtikovg Na onpelwOel povov n magatrjgnon tov  kadnynt) NeokAn
Kalaln, o omolog dixpaQtvgetal «da TV apddelav twv e@nuepldwy altiveg
petagpoalovv  @payxiokoc o Aoywtatoc avti Ta kvava mepimodia  TOv
Dpayxiorkov».s”

A&iCel, téAog, va onuewwOel 11 kowvn eppavion twv EAAvov nBomowdv tov
Oukoov  «Mévavdgoc» kat agketwVv T'dAAwv  pHOVWOWV OTnNV  €LEQYETIKN
napdoTtaot yx tov Babvewvo Laverne,® 1o dvoua tov omotov cuvoéOnice e TNV
eykataotaon YaAAkwv Avgikwv Ouxowv otnv AOnva. H eAAnvoyaAAwr) avt)
ovveQyaoia OovykevIQgwvel otnv TAatelad  To KOWO TOoL PaANEOL KAl TOULG
LTTOOTNEWKTES Twv EAAN VWV nbomowwv «wg ev woa Koyrpéoov 11 Avw kat Katw
BouvAn».#

MAarteia-Lxnvn-Ilagaoknvio
O yaAAwog Oixoog dev MEOPAAAeTAL POVOV YVIX TNV KXAALTEXVIKI] TOUL
dpaotnootnTa aAA& Kat Y tig katakmoels g Reine. O avtimoAtevopevog
TUTIOG OEV XAVEL eVKAIRI V& OXOALXTEL TNV OLXVT] TEWOVLTIOVEYKT] TtaEOLT I
otV mAatelxr aprvovtag vmovoovpeva: «x0ec maevédn e to ev PaArow
Oéatoov kat 0 mEwOLTOLEYOS K. TEkoVUTNE, ALTOG, 0 OTIOLOG TTEQLPQOVEL ALTA T
Oéatoa kat ta Oedpata TV ATAOV avOewTwv».”? Evag evpwmalot)c MOALTIKOG,
BePaiwg, elvar Aoywd va evoapégetal Y TS YaAAIKEG TAQAOTATELS, AAAX O
I'ecwoylog Lover|g, péoa amo éva dixdoyo PacovAr| kat ITegukAétov, amodidet Tig
OUXVEG eMPaVIOELS TOV 0€ EQWTIKOVS AdYOoUG.

«®. Mwpé avtoc oto PaAno kabe Boadva to otvel,

KAt DOG TOVL T OAV YOPTLKO OKEQTAVL KAPUAQWVEL

IT. [Inyatvel Tov aépa ToL ALyAKL Yot va TTaQn.

®. Eyw oov Aéw ITepukAr) tnv Pev mcdg kogrelager.»”!

65 JTvakideg», Epnuepic (14.8.1884), 2.

6 «Eidnoewc», Xtod (15.8.1884), 1.

7 «AlxBoAookopmiopata», Acuodaioc (2.9.1884), o. 4.

68 «JTvakideg», Epnuepic (31.8.1884), 2.

0 JTvakideg», Epnuepic (3.9.1884), 2.

0 «Atkpooa kKowvwvikd», Néa Epnuepic (25.6.1884), o. 2.

71 Tewpylog Xoveng, «PaoovArg kat IlegikAétog o kabévag vétoc okétoc», O Pwundc
(18.8.1884), 0. 2.
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Axoun kat peta ™ ANEn TV MAEACTACEWV KAL TNV QVAXWENOT  TNg
TOWTAYWVIOTOLAS TA ERWVIKA OXOALX Yix TOV VTTOTLOEUEVO €QwTa OXL LOVOV aTtd
TOV OATIQIKO AAA& Kol TOV TOALTIKO TUTIO O&V OTAUATOVV: «UEVEL KL O K.
MEWOLTIOLEYAC... pE TNV Baclelav HOVOV Kal Xwelc BaoiAtloooav».”?

Me tov TowkovTn, yU' &AAN awtia, ovvdéetal kat o Tony Reine, o omoiog o
Aovkiooa tov I'epodotary, oto QOA0 tov oTEaTn YoV Boom, Oupilel eppaviowxid
ToV MEWOLTIOVEYO, TOL aokel KAl XQEN VTIOLEYOV XLTOATIWTIKWY. Me agogur),
AOLTTOV, OTQATIWTIKA YUHVACIx 0Tovg TOdxwves 1 MaQAOTAOT «ElXe KAl TNV
alav g actualité. Aev NdVVATO Vo VTAREN TATLEIKWTEQA EUTIVELOLIS TIAQA TV
ntapwdiav tov k. Towovmn va dwdex0n 1 magwdiae tov Opeeumnax».” O
TowoVTng, evpLwe, TaPaKoAoVONOE Ut ATO TIC TAQACTATELS TOVL £QYOVL KAL
BePaiws to povo mov oxoAldletat etvat 0Tl «o kK. Reine ftov va okdon amnd
POVEKA TOL BAETIWV OTL Kavels TAEOV dev emEOTEXEV LG ALTOV Kal TTOAD dukaiwg
A@OV VTINOXEV EUTIQOS TWV TO TIEWTOTLTIOV».” H opowdtnta avtr] lowg dev etvat
TUX Al KL EVTIACOETOL O€ P OTQATIYIKT) TROWHNONG TG mMapAoTaong.

OL  eowtikés  @aviaolwoels, MAVIWS, O&v  a@oQovV  HOVOV TNV
nowtaywviotow. H axoudn kat anbng megrypagr twv yuvvaikwv tov  Oikoov
avanagayel oelloTikd oteQeotuTia Yx tig I'aAAideg nBomowovg: «o yaAAwkdg
Oiaooc tov omolov pag eoepPigoev o k. KatolpunaAng, éxet opoAoyovuévws mav
oTL amtatteitat dx va etvat ogektikdc. ITAovtel kat €16 PwvAg Kat €1g elpav g
OKNVNAG Kot g CanVv Kat €16 TTOAVTEAELAV Kal €16 0AQKaG. Al To TeAevtaiov TovTo
noxwoav and tovde Aelxovteg ta xelAn Twv ot padAAov yaotolpagyor Twv
Oeatwv».”> To povtéAdo g toAunercg, ameAevBegwpévns Evownalag xwolg
nookataApelg emmnoedlel, mBavov, v meoocéAevon avdowv Oeatwv. T
OLKOVOULKOUG, AoLTtov, AdYoUg @atvetal 0TL 0 OKOTOg aylalet ta péoa. ‘Evag amd
TOVG TEOTIOVS TIEOOEAKVONG TOL £VOLAPEQOVTOC TWV YUVALKWV TIRETIEL VA lval KA
N emidelEn yvwong g YaAAumng yAwooac yU avtd axkovyovtat moAAdol
eAAnvoyaAAwkot didAoyot oty mAateia  «OAot opAOVV TOXUTNV AvIKOLOTOV
YAwooav ev PaAnow, KAT& TNV ETUKQATNOACAV HWEETEWDEWTOV, YeAolav kal
Emaopévny ovvnOetov».7

Ta mepLoooTEQR TEOPATIHATA, OHWS, TTAROLOLXLOVTAL OTO TIAQATKIVIO KAl
QaPOQOVV aVolkeLEG OLUTEQLPOQES 0TO Olaroo: o Bapvtovog Noé «to toovlel, Aev,
TOAD KAL TIACXEL ATIO KQAOOKATAVLELV»77 eV TV TNV TeAgvtaia mapdotaoT),
KUKAO@QOQOUOe wg avékdoto OtL 0 TitAog g etval «I'gobwaic»,”® yeyovog mov
avadelkviel TIC Kakég oxéoels petald twv nbomowwv. Ou Oeatowiopol g
veapng Tilquin aAA& kat n advvapia Tng dLtevOLVONG Vo dLATNET)OEL LOOQQOTILES
dNHLOLEYOVUV aEVNTIKO KAlpa. Aev etval, (0wg, TuXalo, OTL O€ HIX TTAQATTAOT) TNG
IAéttne oty B mEAén, 1 veapn avti va cvvexioel Vv dowx «a@ivetal €1g
AUYHOUG KAL... EL0EQXETAL EIC TA TIQAOKIVIX TIQOG EKTIATELY KAl OLYKIVNOLV TV

2 «Athpopa Kowvwvikd», Néa Epnuepic (4.9.1884), 4.

7 «Avepopalopatar, Aopodaioc (1.7.1884), 1.

7 «Aopodaika», Aopodaioc (8.7.1884), 4.

75 «@eatoka. A vol d’oiseau», Acuodaioc (10.6.1984), 4.

76 «Beatokd. A vol d’oiseau», Aopuodaioc (26.8.1884), 8.

77 «O Papnayag eig ta 0éatoar, Paunayac (28.6.1884), 5.
78 «AwxfBoAookopmiopatar» Aouodaioc (9.9.1884), 4.
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Oeatwv, petalV twv omolwv POvolletar 0t 0 Pagvtovog 11 TEOoNVEXDN
ayoikwe».”” Ta mMadWKA TElCUATA TNG KAL Ol ATIALTIOELS TNG, Tov épOaoav 0o
onuelo vao  unv aveBel n Mascotte Tov Audran emedr] dev O Ntav avt 1
TEWTAYWVIOTOLX, ONUIOVEYOVV UEYAAEG EVIATELS KAL TV KATAOTAOT UAAAOV
éo0woe 0 emayyeApaTIopog g Reine.®

AAAa mgoBA pHaT

Extog amo ta evdoOeatoika mEoPANUata, vTAQXOLV Kal AAAx IOV dNULOLEYOVV
AVAOTATWOT): 0 KALROS, O NAEKTQOQPWTIOUOS Kal 1) av&norn g TG TwV
eloltnolwv.

O kawpdc dev elval dloAov evvoikde, PEEXeEL Kol «0 TMAXVS KOVIOQTOS TwV
dQOUWV» HETAPAAAETAL «EIG TNAOV QEVLOTOV, ANdETTATOV, QUTIAIVOVTA EAEELVWS
ToVG dxPatac»® E€attiag avtod apretéc mapaotaoels avaPaAlovtal®? yeyovog
TIOL OUVETIAYETAL ONHUAVTIKY] ATIWOAELX €0ODdWV YLt TOV €TIXEONUATia, 0 0molog:
«EQPEQEV  EPETOG AQLOTOV B€atoov YaAAKOV, OUTIVOG TIACO €0TEQR aQYing
ototxiCel vTéQ TV XAAda PEAYKWV- TOoAS O €0TéPac 1ON KATA CLVEXELAV O
AOAL0¢ KAQOG 0UTE CLVAOEOLOLY OUTE MAQACTAOLY ETUTQETIE .S

ATO TNV MEWTN MAQEACTACT TO TEOPANUA TOV PWTLOUOV EVTOG KAL EKTOG TOV
Oedtoov elvat evrovotato. Evw, apxuwa evromietal €KTOC TOL XWEOU, «EEw
PaoiAeve okdtog avtoxenua YmAaenTdv, dDAKOTTOUEVOV VIO TIVWV NAEKTOIKWV
PAVOV  EIC aQalds TAEelc»,H# ot ovvéxewx emnEedlel KoL TN QO TWV
napaotaoewv. Etol otov Mikpo Aovka «0 QTIONOC elval EAATTWHATIKOG éVEKO
TV OLVXVWV daAe{PewVv TOL NAEKTOKOV PWTOS dLOAEEOTWS kKat eTUPABwWS dx
™V 00a0v»,% v otV mEeULEQa NG 0Ttepas tov Gounod «alpvidia ékAenpig Tov
NAEKTOIKOU QwTog eyéveto &v PaAnow, ofecOéviov twv @avav katd To
dudAeupax g devtépag mEdlewe».% Ot ovvONKeS aVTEG, OTWS YiveTat avTIANTITO,
dev €LVOOVV TNV MAROLO LK VOGS OAOKANEWHEVOL Deduatoc.

‘Eva toit0 MEOPANUa elvar 1) avEnomn g TIUNG TV elotnoiwv anod g 9
IovAlov. Zoupwva pe 1 véa TipoAoylakr) ToAlrtikn ot mewtes 400 Oéoelg
kootiCouv 3,30 dox. evw ot vtoAowmeg 1,10. H mAatela xwolletat pe kaykeAa yix
va elval eVOLAKELTEG OL dVO LWVES. LTOV THOW XWQO 1) TN HELWVETAL AAAQ « OL
EVTOG TOL eTulNAOL TeQIBOAOL meQAapBavopevol dev elval oUTe TEVTKOVTA

7 «Atkpoga», Axporolic, 17.8.1884, 4.

80 «@eatokd», Epnuepic (2.7.1884), 3. Ot akv@OElS MAQAOTATEWY, HAALOTa, e€attiag TNG
Kakokaliag amodidoviat otV amovoia Tov CUYKEKQLUEVOL €QYOU, TO OTIOLO PEQVEL YOUQL,
onwe pagrtuel o titAog «Tant que Phalere n’aura pas sa Mascotte, il aura la guigne »,
Paunaydc (24.6.1884), 6.

81 JTvakideg», Epnuepic (8.6.1884), 1.

82 «H Beatowkr) mapaotaotc ev PaArjow xOec dev éywvev, éveka tov TOAAOL avépov», Néa
Epnuepic (5.6.1884), 3, <Evexa tov mvéovtog o@odQov avépov 1) TeoavayyeADeloa mowtn
napdotaolc tng Princesse des Canaries...avapdAdetar OU avpovy», [aAyyeveoia (19.6.1884),
3. «X0eg AALY petd peonupolav €Boelev katl MAALY epatawBOnoav ta Béatoa to Boddu»,
Néa Epnuepic (21.6.1884), 2.

8 «Ewdnoewg», Néa Epnuepic (8.6.1884), 2.

8 «ITvaxidec», Epnuepic (4.6.1884), 2.

8 «Beatowka», Epnuepic (18.6.1884), 3.

8 «ITvok(deg», Epnuepic (24.7.1884), 2.
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ovte ekatov aAAa 400 tov apOuov».¥ H véa tippoAoyakr) moAttuery dnuovoyet
évtovn dvoapéokelr kat ot Oeatéc pewvoviat. O KatolpmaAng yux va
avTipeTwTioel T0 MEOPANUA kaBlepwvel oLVOEOUES Yix 50 mapaoTdoels He
éxmtwor) 20%.88

Elaitiag avutg e avampooagUoys TWV TV OTNV TIUT TWV E0LTnElwy
dnuoveyovvtat agketd mEoPANuata. H elcodog oto Oéatpo evog ovvdgountov,
TOVL 0TtoloV, CUHPWVA UE TOVG LTTIELOVVOLG ToL DedtEov elxe ANEeL N cLVOEOUN
tov N kat dAAovg émpeme Vavampooagpoofel avdykaoce tov vevOLVO TOV
Oeatoov va kaAéoel v actuvouia. H magovoia twv aotuvopikwy mookdAeoe
avtdpdoels otV mAatelan kat agketol Oeatés, mEoeEAQxOVTOG TOL LeQmieon,
«o&avto kpavyalovtes 'EEw n Aotuvouia, A la porte la police, Baissez la toile».®
H mnapdotaon dukdémretar kat OnNUOLEYOUVIAL €MEOOdX O€ PAQOS TWV
aotvvopkwv. To Oéua anaoyoAel Tov TOTO emtl pakEOV, Kat yivetat meodtaon va
EVAAAROOOVTAL T AOTUVOULKA 6QYava «ed” wv aAAot pev e€oucetovvtat, dAAot
de O éxwotv alwviwg meonyovuevax».® Ta pukgomEoPAn|uata dev Aelmtovv pe v
TIAQOLO L TWV ACTUVOUIKWV XAAX dev emavaAapPavovtal o’ avtv v évtaoT).

Emdoyika

O Oiaoog g Alice Reine oAokAnpwvel Tic magaotdoels otig 4 Xemtepoiov Kot
amoxwel pe to Aolto Le tigre twv Messageries Maritimes yiwx thn MaocoaAia.”t O
aTOAOYIOUOG  elval agketd evdx@éowv. AvépPnkav 83 mapaotaocels,®? 14
OLVOAIKA QYo kal 7 amo autd o0& TMEWT Taovoiaon otnv Adnva. H
QAVOXWETOT] NG TMOWTAYWVIOTOAG TIQOKAAel peAayxoAlor OTOUG  TAKTLIKOUG
Oapaveg Tov OedTEOL KAl APNVEL TQLPEQRT) AVAVIOT) OTOUS AL OoTéG TNG, TTOV
TV eKPEALOLV EUpETON:

«Devyels; Avtduwon kaAn! /aAAov Oa mag va (iong
AAAOU N TéXvT O€ KaAel/ pa pn pag Anopovrong

H Baoka otéket 0to yiaAd/ kat oéva meQUUéVEL
FAvkewd Eevitepévn / Z1o kaAo! to kaAd!»*

MoAovoTt 11 euToQIKt] emituxia dev elvatl HEYAAN e£alTiag TWV KALQKWV
ovvONKWV  Kal ™G  oLVAKOAOLONG aKUEWONG AQKETWV  TAQAOTATEWY,
KaAAITeEXVIKA 1) LTTOdOXT) TOL OAOoOL ATO KOO KAL KOLTIKY|] elval eEXIQETIKT).
Amodekvietal mws, 0tav oL KAAALTEXVEG elval emayyeApaties, pe eumelpla oTig
EVQWTAIKEG OKNVEC KAL TO TIROOPEQOUEVO Béaua dev LTOTIUA TO YOVOTO TNG

8 «ITvaxidec», Epnuepic (10.7.1884), 1.

8 «Ednoewg», Ztod (11.7.1884), 1.

8 «TeAevtala otrypr)», Néa Epnuepic (11.7.1884), 3, «Ewdnoeig», Ipwia (11.7.1884), 3, «To ev
PaAnow emewooddov», Zroa (12.7.1884), 2-3, «To ev PaAnow emewoddov», Paunaydc
(15.7.1884), 2-3.

% «Ewdfoeign, Néa Epnuepic (12.7.1884), 2.

91 Ot adeApég Tilquin mpotiunoav va mave ot ZVQ0 Kol Vo emOTEEPOLY aQYOTEQR 0N
MaooaAia, «<Ewdnoeic», Ztod (8.9.1884), 2.

2 «@eatokd», Ltod (7.9.1884), 3.

% Guerrier, «®Owdénweov-Anoxalgetiopnog M Paocidiocon tov PaArjgov», Acpodaiog
(2.9.1884), 2.
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nAatelag, ta oxoAx etval amoAvtwg Oetucd. H Alice Reine, n mowtaywviotowx
tov Oéatgov G YaAAwNg Avayévvnong, 1 BaoWllwn oOppowva pe 1o
eEeAAnviopévo  ovoud g, Katopbwoe, pe T OKNVIKY TG Aveon, va
avayevvroet, 000 1jtav duvatdv, kat to Béatpo tov PaArjgov.

Tavtotnta nagactaoewv™

Kapdia kat xetp [Le coeur et la main], kwpkr) ontepoa oe 3 mpa&els, Movown:
Charles Lecocq, Awumpéto: Charles Nuitter, Alexandre Beaumont. ITpeuiéoa:
ITaptot, Théatre des Nouveautés, 19.10.1882, ®éatoo PaArjoov (ITowtn mapovoioon
otV EAAGda), 3.6.1884, 15 magaotdoelc.

Alice Reine (Micaéla), Tony Reine (Le roi), Victor Berardi (Don Gaétan), Garrigues,
Deligny, Ferret

LAéttn/ZiAétn [Gillette de Narbonne], kwpikr] Omeoa o€ 3 modé&elc, Movokr):
Edmond Audran, Ayumeéto: Alfred Duru, Henri Chivot. IToepiépa: Ilaptot, Théatre
des Bouffes-Parisiens, 11.11.1882, ®¢atoo ®aAnpov 9.6.1884 (ITpwtn magovoiaom
otV EAAada), 9 mapaotaoels.

Eudoxie Tulquin (Gillette), Dubuisson (Griffardin), Deligny (Rosita)

O Muxpoc Aovkac [Le Petit Duc], kwuikr) omega oe 3 moa&elg, Movokr):
Charles Lecocq, Awumoéto: Henri Meilhac, Ludovic Halévy. ITpeutéoa: Ilaoiot,
Théatre de la Renaissance, 25.1.1878, ©¢atpo PaArjpov 12.6.1884, 7 mapaotaoelc.
Alice Reine (Le petit duc), Berardi (Montlandry), Tony Reine (Frimousse), Berthe
Deligny (Blanche de Parthenay)

Ilpryximuooal/ Hyeuovic twv Kavapiwv [La princesse des Canaries], Omeoa
unovpea oe 3 npaelc, Movowr): Charles Lecocq, Awumpéto: Alfred Duru, Henri
Chivot. Tlpeutépa: Ilapiol, Théatre des Folies Dramatiques 9.2.1883, ®¢atgo
DPaAnpov (ITowtn magovoiaon otnv EAA&Da), 21.6.1884, 8 mapaotdoelc.

Alice Reine (Pepita), Eudoxie Tilquin (Ines), Tony Reine (Général Pataques), Noé
(Général Bombardos), Garrigues (Pédrille)

H ueyaAn Aovxiooa tov I'epoAotaw [La Grande-duchesse de Gérolstein], OmeQa
umovpea oe 3 mpd&els kat 4 ewoves, Movowr): Jacques Offenbach, Awumoéto:
Henri Meilhac, Ludovic Halévy. IToepiéoa: Ilapior, Théatre des Variétés , 12.4.1867,
Oéatoo PaArjpov 27.6.1884, 7 mapaotdoelg.

Alice Reine (La Grande duchesse), Dubuisson (Fritz), Tony Reine (Le général Boum)

H Kvpia Mrovipac [Madame Boniface], wwpikr) 0rtepa o€ 3 modéelg, Movokr):
Paul Lacome, Awumpéto: Ernest Depré. Iloeutéoa: Ilaptot Théatre des Bouffes-
Parisiens, 20.10.1883, ®éatpo PaAnpov 4.7.1884 (Ilpwtn magovoiaon otV
EAAGda), 5 mapaotdoelc.

Tony Reine (Boniface), Eudoxie Tilquin (Friquette), Fulvie Tilquin

Ot owpatopvdakec ev povaotnpiow [Les Mousquetaires au couvent], wwuukn

omeoa o¢ 3 mpa&elg, Movow): Louis Varney, Awumoéto: Jules Prével, Paul Ferrier.

% O davopég €éxovv ovvtaxOel oUHPVA pE TIG TTANQEOEPOPLES TOL TUTIOL Kal Dev elval
nANRes kaxBwg AavBavouy ta Beatpucd mEOyQAHaTA.
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IMoepiéoa: Ilaplol, Bouffes-Parisiens, 16.3.1880, @¢atpo PaArjpov 9.7.1884, 6
TAQAOTACTELG.

Alice Reine (Simone), Tony Reine (Abbé Bridaine), Durandin (Vicomte Narcisse de
Brissac), Eudoxie Tilquin (Louise), Ferret (Soeur Opportune)

H nuépa xat vvé [Le Jour et la nuit], 0tegax umovpea oe 3 mpdaéels, Movown:
Charles Lecocq, Ayumoéto: Albert Vanloo et Eugene Leterrier, Ilpeutéoa: Ilaoiot,
Théatre des Nouveautés, 5.11.1881, @¢atoo PaArjpov 17.7.1884, 3 mapaotdoeis.
Alice Reine (Manola), Berthe Deligny (Béatrix), Tony Reine (Calabazas)

DiAnuwv kot Baxxic [Philémon et Baucis], otegax o€ 2 1 3 moa&elg, Movokr):
Charles Gounod, Awuméto: Jules Barbier, Michel Carré. IToeutéoa: Ilapiot, Théatre-
Lyrique, 18.2.1860, ®¢atpo PaArjpov 23.7.1884 (ITowtn magovoiaon otnv EAA&dx),
3 magaoTAcELC.

Garrigues (PAn)uwv), Alice Reine (Bavx(c), Berardi (Zevg), Durandin (Heaiotog)

O wkpoc Qavotoc [Le Petit Faust], omepa pmovgpeoa oe 3 moaclels kat 4
ewoveg, Movowr): Hervé, Awumgéto: Hector Crémieux et Adolphe Jaime fils.
IToepiéoa: Paris, Théatre des Folies-Dramatiques 23.4.1869, ®¢éatpo PaArjpov
30.7.1884, 4 mapaotaoeLC.

Alice Reine (Méphisto), Goyon (Marguerite), Garrigues (Faust), Dubuisson
(Valentin), Tony Reine (le cocher).

H xopn tov apxitvunaviotov [La Fille du Tambour-Major], oe 3 mod&elc kot 4
ewcoveg, Movowr):  Jacques Offenbach, Awumoéto: Alfred Duru, Henri Chivot.
IToeutéoa: Iapiot, Théatre des Folies-Dramatiques, 13.12.1879, ®¢atpo PaArjpov
30.7.1884, 3 mapaotaoelC.

Eudoxie Tilquin (Stella), Berthe Deligny (la duchesse), Duval (Della Volta)

Aova Xovavita [Juanita], kwpwr] omeoa o€ 3 mpa&els, Movowr): Franz von
Suppé, AumEéto Yy T YaAAopwvn oknvn: Eugene Leterrier, Albert Vanloo.
IToepiéoa: BouEéAAec, Théatre des Galeries Saint Hubert, 22.10.1883, ®éatpo
DaAnpov 13.8.1884 (ITpwtn magovoiaon otnv EAA&da), 6 mapaotdoels.

Alice Reine (Donna Juanita/René Belamour), Tony Reine (Sir Douglas), Joly, mowmnv
Frederic (Donna Olympia), Goyon (Petrita), Dubuisson (Don Gusman Cascades)

H Muxportavdpevuévn [La Petite Mariée], Movouwcr]: Charles Lecocq, Ayumoéro:
Eugene Leterrier, Albert Vanloo. IToeutéoa: Ilapior, Théatre de la Renaissance,
21.12.1875, ©<atpo PaArjpov 25.8.1884, 4 mapaotaoeLs.

Eudoxie Tulquin (Graziella), Berthe Deligny (Lucrezia), Goyon (Béatrix), Durandin
(Rodolphe), Garrigues (San Carlo), Dubuisson (Montefiasco), Duval (Casteldémoli)

O Aoywwratoc Ppayxioroc [Frangois les bas bleus], kwuikn émepa o€ 3 mA&elg,
Movowr): Firmin Bernicat, André Messager, Awpmoéto: Paul Burani, Ernest
Dubreuil, Eugéne Humbert. IToepiéoa: Ilaptoty, Folies-Dramatiques, 8.11.1883,
Ocatoo PaArpov 30.8.1884 (ITowtn mapovoinon otnv EAAGda), 3 mapaotaoeis.
Durandin (Francois Bernier, Frangois les bas-bleus), Alice Reine (Fanchon)
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Evegyetikn yia tov anopaxo Laverne

Oéatpo «OAVuTIA»

A’ pépoc: «H Mvonayic» and tov EAAnvuo Olaoo.

B' Mépoc: Le Breviaire (To evxoAdyov tov epnuepiov), Alice Reine

Romance de Mignon Garrigues

Les cloches de Corneville, tagwdia, Dubuisson

At Avauvnoeig, ooxnoTtowko vmo ) dtevOvvon tov Charles Nicosias.

Le Pressoir, Movow: Jean Baptiste Faure, Ztiyou Paul de Chazot, Berardi

Le bébé chéri des dames, Movou): Lucien Collin, Xttxou Villemer, Lucien Delormel,
Dubuisson

Le rossignol artd La Petite mariée, Alice Reine, Berardi

I népoc: At koupevouevar [Les Précieuses ridicules] tov MoAtégov amo tov eAANVIKO
Oixoo

Alice Reine, Aopuodaioc (15.7.1884), 3 Xagaktnolotikol TOToL amo Tig
nagaotaoels tov PaArigov,
Aopodaioc (26.8.1884), 4
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Reflections of the philhellenic spirit in the Italian music
theatre of the 19* century
and the particular case of Rossini

Eleni Georgiou

The phenomenon of Philhellenism, which emerged within the first decades of the 19t
century and was given shape within the movements of classicism and romanticism,
achieved its greatest expression with the great uprising of the Greeks against the
Ottoman Empire. The Greek struggle for liberty constituted a source of inspiration in
Europe where the Philhellenic movements begin their existence as ideology, then
gradually evolve into powerful support, and, occasionally, even become a fashionable
trend among members of the beau monde.! Intellectuals, members of university faculties,
and artists worked tirelessly to promote the Greek Revolution throughout the
continent while a significant number of volunteers arrived at the Greek territories to
fight for the creation of an independent Greek state. Among them one could find well-
known military men of the Napoleonic Wars, university students, foreign
revolutionaries, and even opportunists for whom the Greek Revolution seemed to be
an adventure, and a profitable one at that. Within this European Philhellenic verve, a
prominent position is occupied by the Italian Philhellenism which differs to a great
extent from its other European counterparts. This may be due to the fact that Italy itself
was under the occupation of foreign forces and it had not yet achieved statehood, a
situation very closely resembling that of Greece.? It was, therefore, a natural
consequence that the Philhellenic movement touched the emotions of the Italians
deeply since they themselves were involved in a struggle for a united, independent,
and democratic Italy. Throughout the period of the Italian Risorgimento, the Italian
intellectuals, artists and politicians, regardless of their political affiliations, were
inspired by the Greek War of Independence and their writings focused on the Myth of
Greece or on the events of the War. Thus, Philhellenism was presented as an element of
patriotism,® emphasizing the parallel struggles of the two peoples in their common
effort to achieve the creation of sovereign states and forging special bonds of patriotism
between the two countries.* The Italian Philhellenes were among the first to identify
and highlight the continuity between the grandeur of the ancient Greek civilization
and the culture of the Modern Greeks, frequently concentrating on the Greek
excellence as regards heroism and simplicity.’ Inspired by Greek classicism, the Italian
intellectuals saw the memories of the ancient battles of Plataies and Salamina become a

1 Elena Persico, Letteratura filellenica italiana 1787-1870, Roma: Tipografia Bondi, 1920, p. 62.

2 Joannis Tsolkas, The Greek Palingenesis and its impact on the Italian Literature during the 19%
century, PhD Thesis, Thessaloniki: AUTH, 2004, p. 46.

3Joannis Tsolkas, “The ‘different’ Italian Philhellenism”, in Philhellenism: The interest in Greece
and the Greeks from 1821 until today, Anna V. Mandilara (ed.), Arta-Athens: Municipality
Nikoloaou Skoufa/Herodotus, 2015, pp. 341-371.

4 Stathis Birtahas,“Facets of Italian Philhellenism during the 1820s”, in ibid. pp. 373-371.

5 Ibid, Birtahas
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reality once more with Homer and Tasso standing next to banner of Christ which had
been risen in the fight against the Crescent.®

Prior to the impact of the Philhellenic spirit on the Italian music theatre, the
influence of the ancient Greek theatre was a significant factor in the development of the
Italian Opera. An investigation into the history of the Opera with a particular focus on
the effect of ancient Greek poetry based on the studies and actions of the Florentine
Camerata is a case in point. These efforts on the part of the Florentines were conducted
in an attempt to revive ancient Tragedy, an attempt which stemmed from the study of
classical antiquity, with the objective to discover the lost link between music and
language. Furthermore, the common trajectory in the evolution of the civilization of the
two countries contributed to the preservation of the spirit of the Renaissance and the
establishment of neo-classicism, with numerous Italian pieces of music based on
ancient Greek themes.

Regarding the themes, a change in the way classical literature is used in Opera
can be observed throughout the centuries. In the 17t century, the Opera is considered a
revival of the Greek Tragedy, presenting epic, historic, and mythical themes which
reflect the values of the totalitarian regimes of the time. In the 18 century, a significant
increase in the number of classical themes can be seen, however, now they are an
expression of the Enlightenment while, in the 19* century, there is a decline in classical
influence. It is a time when a different set of themes emerges which reflect the
revolutionary and romantic tendencies of the new era.”

As a result of this cultural communion, the interest in Greek Independence in the
field of music impacts primarily the art of the Italian Music Theatre through the events,
characters, and myths of the glorious days of classical antiquity. In addition, influenced
by the rise of Philhellenic sentiments, this interest can also be observed in the
performances of dance theatre, pantomime, and Opera which present current events of
the Greek revolution.®

The siege and the exodus of Missolonghi became inspiration for many Italian
poetic accounts which, in turn, become dramatized through dance and pantomime.’

The mention of the tragic events of Missolonghi is deliberate, direct, and explicit
in the ballet L'ultimo giorno di Missolungi,’” which was choreographed by Antonio
Cortesi and whose music was composed by Luigi Maria Viviani. It was performed in
the Gran Teatro La Fenice of Carnovale in 1836'"" and received wide acclaim among the
Italian audiences.

¢ Guido Muoni, The Philhellenic Literature in Italian Romanticism, Thessaloniki: University Studio
Press, 2016, p. 29.

7 Marianne McDonald, The Greek Mythology in classical Opera, Athens: Periplous, p. 239.

8 Roman Vlad, “Riflessi del Filellenismo nel teatro musicale dell'Ottocento”, Risorgimento greco e
filellenismo italiano, mostra promossa dall'’Ambasciata di Grecia e dall'Associazione per lo
Sviluppo delle Relazioni fra Italia e Grecia, Roma, Palazzo Venezia, 25 marzo-25 april 1986,
Roma: Ed. Del Sole, 1986, pp. 128-130.

9 Luigi Spessa : Missolunghi, caduta il di 23 aprile 1826 — Francesco Pettinelli: La presa di Missolungi
— Angelo Brofferio: La caduda di Missolongi, - Carlo Angiolini: Zulmira o la Donna di Missolonghi —
Tommaso Sgricci: Per la caduta di Missolungi, - Francesco Gherardi Dragomanni: Ode ai nemici
della Grecia, - Giuseppe Regaldi: Un cranio di Missolungi. See Tsolkas, 2015, footnote 19, p. 356,
footnote 35, p. 364.

10 L'ultimo giorno di Missolungi: Ballo Eroico in cinque Atti, The Internet Archive,
https://archive.org/details/lultimogiornodimO0fire, [accessed 02.06.2018].

11 Muoni, p. 100.
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Two years later, the pantomime Ali Pascia di Giannina'? by Giovanni Galzerani,
composed by De Mussi,'® was presented to the public. The Teatro Carlo Felice in Genoa,
in 1836, hosted the performance of the epic ballet La caduta di Ipsara™ by Luigi Astolfi
while Circo Olimpico in Naples presented the ballet La caduta di Psara, ballo con 60
personne a piedi e a cavallo’ by Antonio Guerra and other performances inspired by
the naval battle in Navarino.'

In Opera, there are some magnificent examples of the Philhellenic movement; in
1838, La Battaglia di Navarino, composed by Giuseppe Statfa on Giovanni Emmanuelle
Bintera’s libretto,'” was performed in the theatre San Carlo of Naples while the Opera
Ultimi Giorni di Suli, composed by Giovanni Battista Ferrari on Giovanni Peruzzini’s
libretto, was produced at the Teatro La Fenice in Venice in 1842-1843.'% Later, the
Maltese composer Vincenzo Napoleone Mifsud composed the opera Il giuramento di
Germanos ovvero La liberazione della Grecia, which would have been performed in Rome
in 1849 but it was cancelled due to political unrest. The same composer wrote the opera
Marco Bozzari which was published in Trieste in 1849 and excerpts of which were
performed in Greek in Athens and Smyrne the same year." Il corsaro of Giuseppe Verdi,
the representative composer of the Italian Risorgimento, is an opera in three acts based
on the romantic poem by Lord Byron with the same title? and it is set in the Aegean
Sea during the period of the Ottoman Occupation. It narrates the story of the hardened
but courageous pirate of the Aegean Sea, Corrado, the battles he fought for freedom,
his love for the Greek woman Medora, and the sacrifice the two lovers made.2!

The works of Rossini, a composer who thematically but also emotionally engages
with the Italian struggle for Independence prior to his involvement with the Greek one,
were already influenced not only by Greek antiquity but also more contemporary
events and facts. This is evident in the cantatas such as Il pianto d’armonia sulla morte di
Orfeo (1808), La morte di Didone (1811), Le nozze di Teti e di Peleo (1816), 1l pianto delle muse

12 Ali Pascia di Giannina:Azione pantomimica, Google books,
https://books.google.gr/books 2id=nz19gAAAACAA]&printsec=frontcover&hl=el&source=gbs ge summar
Yy r&cead=0#v=onepage&q&f=false, [accessed 02.06.2018].

13 José Sasportes (ed.), Storia della danza italiana dalle origini ai giorni nostri, Torino: EDT, 2011, p.
200.

14 La caduta di Ipsara: Ballo eroico-tragico” Google books,
https://books.google.gr/books 2id=7 PdAPAA AAcAA]&printsec=frontcover&hl=el&source=¢bs ge summar
Yy r&ead=0#v=onepage&q&f=false, [accessed 02.06.2018].

15 Vlad, pp. 128-130.

16 Sasportes, p. 206.

17 Staffa, Giuseppe, La battaglia di Navarino, Bayerische StaatsBibliothec  digital,
http://reader.digitale-sammlungen.de/de/fs1/object/display/bsb10579786 00001.html, [accessed
02.06.2018].

18 Muoni, p. 65.

19 Katy Romanou, “The Ionian Islands”, in Aspects of Greek and Serbian music, Athens: Orpheus-
Nikolaidis, 2007, pp. 126-154 — Andrea Sessa, Il melodrama Italiano: 1861-1900, Firenze: Leo S.
Olschki, 2003, pp. 322-323 — George Ladas, Concise History of the Greeks in Trieste, Athens:
Koultoura, 1976, p. 101 — Theodoros Synadinos, History of the Modern Greek Music 1824-1919, a,
Athens: Typos, 1919, p. 89.

20 Lord Byron, The Corsair: a tale, The Internet Archive,
https://archive.org/stream/corsairtale00byrorich/corsairtale00byrorich djvu.txt, [accessed
02.06.2018].

21 Elpida Nousa, “The Corsair of Lord Byron in the Art of Music”, Notes, myths and hope,
http://notesmuthoikaielpida.blogspot.gr/2015/01/blog-post 22.html, [accessed 02.06.2018].
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http://notesmuthoikaielpida.blogspot.gr/2015/01/blog-post_22.html

in morte di Lord Byron (1824), and the opera Ermione (1819).22 It is also worth mentioning
that as a young composer, he had also written the music for the chorus of a private
performance of the tragedy Oedipus at Colonus.

The composer, as a young man, had been influenced by the revolutionary fervor
of his time both in regards to his country but also to Greece.

After Joachim Murat, the ex-King of Naples, had declared Italy to be an
independent state at Rimini on 5" April, Bologna followed suit by revolting against the
occupiers. To celebrate this fact, Rossini composed a cantata, the Inno dell Indipendenza,
which was performed on 15" April 1815 at the Teatro Cantovalli. It was conducted by
the composer himself, with Murat among the audience. This cantata appealed so
widely and it enjoyed such success that it was considered to be the Italian Marseillaise.
The following day, the Austrians re-occupied Bologna and Rossini was added to the
Empire’s blacklist of dissident artists. The situation was so dire for the composer that
his mentor, Padre Mattei, provided him with funds to finance his escape from the city
to save his life. For many years later, as Rossini himself mentioned, he was under close
surveillance. However, false allegations have been made against the composer in the
biography written by Antonio Zanolini.? It is reported that the composer changed the
lyrics of the Inno in such a manner so as to curry favour with Austria and he offered
the new work to the Austrian Commander Stefanini so that the latter would provide
Rossini with a passport. The Commander recorded the fact with the symbolic notation
“patriotta senza importanza” — a patriot without importance. This story is anecdotal
and the composer vehemently denied it in a letter written on 12% June 1864 to the
solicitor Phillip Santocanale.?*

It can be said that the first boldly revolutionary message attributed to Rossini
conveyed through the medium of Opera and which addresses the Italians is found in
the opera L'italiana in Algeri.?® Using a seemingly innocent operatic work,? in Isabella’s
aria, the young, revolutionary Rossini urges the Italians to consider the plight of their
country and, by praising acts of bravery of the past, calls them to revolt.?

The summer of 1824 found Rossini at the peak of his success in London. The
Greek events attracted the attention of the Europeans so, when news of the death of
Lord Byron the poet of the revolution, arrived, grief reverberated throughout the
continent. Reacting to this, Rossini composed the Il pianto delle muse in morte di Lord
Byron, a piece written for a tenor, a choir, and an orchestra, and presented it on 9t July

22 G. N. Drosos, Gioacchino Rossini, Music 24, Athens: Zacharopoulos, 2013, p. 66.

2 Not in the first edition of 1836 which had been approved by Rossini but rather in that of 1875
by Escudier.

2 Marco Salvarani, «Rossini: Un patriota senza importanza?», Rassegna storica del Risorgimento,
PP 31-50,
http://www.risorgimento.it/rassegna/index.php?id=63964&ricerca inizio=0&ricerca query=é&ric
erca ordine=&ricerca libera, [accessed 02.06.2018].

% De Stendhal, Vie de Rossini, Paris: Michel Lévy Freres, 1854, pp. 65-66.

26 Maria Rosa Mazzola, «Rossini, Bellini, Donizetti e il Risorgimento»,

O Patria mia! La musica e il sentimento patriottico, http://piranesil50.altervista.org/, [accessed
02.06.2018].

27 Giulio Ferroni, «Tra Italia e Grecia: Rossini da Maometto II a Le Siege de Corinthe», Greece-
Italy : Cultural Interactions, Minutes of Cultural Conference, 30 November 2011, Athens:
National and Kapodistrian University of Athens, Faculty of Italian Language and Literature,
2012, pp. 19-30.
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1824. In fact, Rossini took it upon himself to perform the part of the tenor, assuming the
role of Apollo.?

References to the Greek War of Independence can be found in Rossini’s 1l viaggio
a Reims, ossia L'albergo del Giglio d’Oro, an opera in the form of a cantata composed in
1825 for the corononation of Charles X. Corinna refers to the battle against the Crescent
and declares her support, predicting the victory of the Christians:

Against the Faithful the Crescent still fights

But strengthened by the Holy Courage, fortune will always be favourable

As in the river Tiber and in Jerusalem

The Cross will be a herald of victory, a symbol of peace and glory

The all merciful heaven will dispel the dark clouds

Under the shade of the Holy olive tree, all shall be content.?’

In 1826, the public opinion continued to be astounded by the endeavours of the
Greeks to gain their freedom and have their Independence acknowledged. Therefore,
at Rossini’s suggestion, a concert was held at the Vauxhall de Paris on 28" April 1826
so as to raise funds in support of the Greek Struggle. The composer also conducted the
orchestra and the response from the public was such that the concert was repeated on
9t May. In the final pages of the programme note, a Greek Ode can be found with the
following encouraging lyrics: “Rise, wage war, avenge yourselves, proud Greeks.”

The concert in the Parisian Vauxhall became known as the most widely
appealing and attended social event of the time which resulted in 30,000 francs*® being
raised in aid of the Greek Cause. In Catholic France, the positive and supportive
feelings were even more pronounced because of their common religion since faithful
Christians were more invested in the victory of the Cross over the infidels of the
Crescent.

Le Siege de Corinthe was Rossini’s first opera written in French for the French
audiences’ at a time when the French capital anxiously awaited the new works of the
composer. The composer had signed contracts with the French authorities that allowed
him to assume the general direction of Theatre Italien and Academie Royale de
Musique. However, Rossini, constrained by administrative duties which did not
permit him time to compose music, decided not to make his debut with a new opera
but with the adaptation of Maometto I1,’?an older opera which he had already altered
and adapted once before.?* The composer was obviously fully aware of the importance
of his debut in Paris, a city which, at that time, could solidify the reputation of a
musician at a European level and it was the centre of the Philhellenic movement. This
particular opera is not considered to be one of Rossini’s better works but, undoubtedly,

28 Drosos, p. 66.

»  Luigi  Balocchi,  «Ill ~ viaggio a  Reims»,  Intratext:  Digital  Library,
http://www.intratext.com/IXT/ITA1413/ PD.HTM, [accessed 02.06.2018]- Gioacchino Rossini,
«L’assedio di Corinto», La magia dell’opera, http://www.magiadellopera.com/pdf/Rossini/41%?20-
%20Corinto.pdf, [accessed 02.06.2018].

30 Rossini. [n.p.]

31 Richard Osborne, «Rossini’s life», The Cambridge Companion to Rossini, Em. Senici (ed.),
Cambridge:University of Oxford, Cambridge University Press, 2004, pp. 9-24.

32 Philip Gossett, Divas and Scholars: Performing Italian Opera, Chicago and London: The
University of Chicago Press, 2006, pp. 18-19.

3 Giuseppe lerolli «Mose e Maometto: Da Napoli a Parigi», Incipit,

http://www.incipitario.com/rossini3.html, [accessed 02.06.2018].
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he thought it to be suitable since the events in Greece were very closely watched in the
French capital at that particular period.

The evolution of Maometto 1l into the Siege de Corinthe is of particular interest. The
libretto of Maometto II focuses on the siege of Euboia by the Turkish forces. The tragic
end of the heroine who commits suicide rather than be subjected to slavery is certainly
not coincidental. It actually depicts a basic theme which emerges in the works of other
Italian Philhellenes which refer to the Greek Revolution and the ideals of liberty.

It is also not a coincidence that Rossini’s second opera after Maometto II again
centres on Greece, set this time at the Greek island of Lesbos during the antiquity. This
opera, Zelmira, was first performed in Naples in 1822 and the main male character,
Antenor, the tyrant of Lesbos, shares many characteristics with Mohammed II. Both
men are hardened and ruthless and they do not hesitate to murder to achieve their
objectives. The female character, Zelmira, in a similar vein to Anna in Maometto II,
refuses to submit to the tyrant’s will, while Antenor does not hesitate to order her
execution.

Le Siege de Corinthe, the third and final rewrite of Maometto II at the hands of
Rossini, bears traces of other works of the composer such as Bianca e Falliero (1819),
Ermione (1819), Il viaggio a Reims (1825), a theme from the Messa di Gloria and a theme
from Atalia by Giovanni Simone Mayr.* Rossini’s innovative approach imbued the
opera with more drama and provided it with a sense of musical continuity which had
not been achieved by any other previous Neapolitan composition. The role of Neocles —
Calbo in Maometto II — is not performed by a mezzo soprano but by a tenor, a very
distinctive change which is based on the opinions and preferences of the Parisian
audiences of the time regarding the differentiation of the sexes. Finally, in this
particular opera it is quite evident that it is the music which drives the drama. It must
be emphasised that the aesthetics of Romanticism were shaped by the ideals of the
French Revolution that also influenced Opera which, gradually, lost the characteristics
of a courtly spectacle and became a form of art for the wider public so much so that it
could be considered to be a form of entertainment for the masses.

Having the musical material of Maometto II ready, Rossini was able to
concentrate fully on the problems arising from the use of a foreign language and the
necessity to create a new production which ought to be a representative work and, at
the same time, aligned with the preferences of the French audiences.

The libretto of Maometto II had been written by Cesare della Valle based on
Voltaire’s Fanaticism or Mahomet although this particular five-act play referred to the
prophet and not the conquering sultan. He borrowed the title of the opera from the
epic poem by Lord Byron and to adapt the lyrics to the Parisian tastes, Rossini asked
Luigi Balocchi and Alexandre Soumet, well-established librettists, to review the libretto
of Maometto II. Their objective was to convert it from a two-act Italian opera into a
three-act French tragedie lyrique, bringing it closer to Voltaire’s work.*

The setting of the plot was moved from the siege of the Venetian State of
Negroponte by the Ottoman forces of Mohammed the Conqueror in 1470 to the siege of
Corinth in 1459, a few years after the fall of Constantinople. The new libretto utilizes
allegorical elements to make explicit references to the prolonged siege and the final
Exodus of Missolonghi, an historic event which is contemporary to the debut
performance of this opera. However, it was more than a mere adaptation like others

3 Rossini, [n.p.].
% Ibid. p. 13.
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the composer had been in the habit of making. In essence, it was a completely new
work, revolutionary in all its aspects. The names, with that of Mohammed being the
only exception, changed; Anna Erisso became Pamira, Calbo was given the name
Neocles, and Paolo Erisso became Cleomenes. ¢ The libretto writers evidently
attempted to associate the Greek Revolution with the glory of the Greek Antiquity by
giving their main characters ancient Greek names. The new libretto praises the bravery
of Pamira — as are Anna’s courageous acts also praised in Maometto II — however,
sacrifices, as a result of the misfortunes of war, become a national tragedy. The
transition from the emotionally based plot to the patriotic element is clearly evident. It
is not only Pamira who dies but an entire people, the people of Corinth, and
symbolically, the Greeks.*”

“Everyone died to protect us...” sings the chorus of women, “A god watches us
from above. To escape the manacles of slavery, Corinth dies engulfed in flames,” says
Ismene, while Mohammed, like another Nero, sings “Cold-hearted madness, blind
hatred, night full of destruction...”

So Corinth disappears in its funeral pyre.

The death of a people on stage with such realism was something unheard and
unseen of for the operas of that time. The combination of music and the dramatic
actions on stage created a new aesthetic of horror in Opera which constitutes the
precursor of great romantic lyrical plays.

It is worth noting that the libretto of the Siege de Corinthe was submitted to the
French police authorities to be approved and it was returned to the writers with the
note that the word “freedom” should be replaced with the word “country” since it
could trigger social unrest.’

This particular opera held great appeal to the French audiences not only because
it touched their Philhellenic emotions but also because it awakened their own
revolutionary tendencies against the dynasty of the Bourbons who, in the eyes of the
population, were not very different from the Turks. The premiere was held on 9t
October 1826 in the Opéra and it was met with great success. An article published a
few days later claimed that the original plan was for the performance to have been held
outside the walls of Constantinople, however, Metternich himself intervened to ensure
this would not happen. The Austrian Chancellor was concerned about the reaction of
the Ottomans to this provocation given that the recapture of the city by Christians was
a hotly debated topic at the time.®

The Siége de Corinthe was so successful that King Charles X awarded Rossini with
the Médaille de la Légion d” Honneur. Nevertheless, the composer refused the honour,
stating later to la Rochefoucauld that it would not have been proper on his part to have
accepted such a distinction for an opera that had been rewritten while other great
French composers, such as Hérold, had yet to be honoured for their work.#

The opera continued its triumphant career by being translated into Italian by
Calisto Bassi with the title L” assedio di Corintho, and it was the first of many such

% Ferroni, pp. 23-26.

% Benjamin Walton, «Rossini and France», The Cambridge Companion to Rossini, Em. Senici ed.,
Cambridge: University of Oxford, Cambridge University Press, 2004, pp. 25-33.

3 Rossini, [n.p.].

% Benjamin Walton, Rossini in Restoration Paris, Cambridge: The sound of Modern Life,
Cambridge University Press, 2007, p. 118.

40 Rossini, [n.p.].
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translations which took place until the 21t century.* Rossini’s French manuscript is
missing many segments that were lost due to the negligence of the publisher,
Troupenas. The opera was first performed in Athens in 1933 by the Greek National
Opera in the Italian version of the publishing house of Ricordi, directed by Mario
Coranti and conducted by Roberto Soldatini.

In summary, it can be observed that the special bond that connects Italy and
Greece gives rise to the identification of the Greek Revolution with the Italian struggle
to unify their country. In Rossini’s particular example, a specific tendency to unite the
Greek and Italian ideals in form and content with the French Philhellenism can be seen.
As a youth, Rossini served in the National Guard of Naples and it was there that he
composed the Hymn for the Soldiers of the Constitution which suggests that even then he
was highly sensitive to the ideals of patriotism and democracy. The composer, in his
more mature years, was accused of being a philo-Austrian who, as is frequently
mentioned in literature, exploited the social and political framework of the time to
achieve success in his art. However, a deeper investigation into the facts, the succession
of his works, the entirety of his actions, the correspondence of his intimates reveal an
extraordinary and volatile personality. As a young man, he was a carbonaro who sided
with the revolutionaries and was a very close friend of Balzac’s, however, as time
passed, due to the severe depression he suffered from and the fear of violence, he
became a reactionary and sided with conservative Europe. Nevertheless, it would be
wrong to consider that the composer was not interested in the success of his plays since
he selected the themes based on what would be appealing to the audiences. Yet, it
would be equally wrong to disregard the youthful revolutionary fervour which his
familial environment instilled in him, strengthened by the friendships and
acquaintances in the French capital, and which remained with him throughout his life
influencing his actions.

On the occasion of our meeting in Corfu, I would like to conclude this
retrospective that associates Rossini and his works with Greece by saying that the
number of performances of the composer’s works in our country has been particularly
low. An exception to this is Corfu which, prior to its unification with Greece, hosted a
great number of Rossini’s operas in the San Giacomo Theatre, operas which had
remained unknown to the Greek audiences for many years.*

41 Tbid.
2 Eduardo e Cristina (1824), Aureliano in Palmira (1825), Tancredi (1826), Torvaldo e Dorliska (1828),
Semiramide (1830), Matilde di Shabran (1830), Maometto II (1833), Otello (1840), ibid. [n.p.].
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Flora mirabilis by Spyridon Samaras:
A cognitive approach on selected parts of the libretto

Stamatia Gerothanasi

1. Introduction

The paper discusses the figurative mechanisms of the libretto of the opera Flora mirabilis,
Leggenda in tre atti by Spyridon Samaras and libretto by Ferdinando Fontana. The opera was
presented for the first time on 16.05.1886 in Milan, Teatro Carcano and its premiere signals the
beginning of the international operatic career of Samaras. The dramaturgy of Flora Mirabilis is
actually that of a fairy tale. In the opera, distinctive traits of the movement of scapigliatura are
presented. The paper examines specific constructions from selected parts of the libretto focusing
on conceptual metaphors and conceptual metonymies in order to provide a new reading of the
influences of the scapigliatura movement.'

2. Aim of research and Methodology

The aim of this paper is to show how the movement of scapigliatura influenced the dramaturgy
of the opera and the language of the libretto. To this end, I will identify and discuss specific
constructions of the libretto through the cognitive mechanisms of conceptual metaphor and
conceptual metonymy. Such mechanisms seem to reflect and thus allow an enriched reading of
the influences of scapigliatura movement.

My framework is Conceptual Metaphor Theory and my starting point is the way
language is organized in the libretto. The words and the constructions employed by the
librettist are not coincidental. They enable me to understand how conceptual processes work
and the role they perform in constructions.

2.1. Conceptual Metaphor Theory
Lakoff and Johnson in 1980 in their seminal study Metaphors We Live By offered a new view of
metaphor and metonymy, and in this way challenged traditional approaches to figurative
language in a coherent and systematic way.” Their conception, known as the cognitive linguistic
view of metaphor, showed convincingly that metaphor is pervasive in everyday thought and
language. In the cognitive linguistic view, metaphor is conceptual in nature and refers to the
understanding of a conceptual domain in terms of another. In their view, metaphor is not
simply a matter of words or linguistic expressions but of concepts, of thinking of one thing in
terms of another. This understanding is achieved by seeing a set of systematic correspondences,
or mappings, between the two domains. Conceptual metaphors can be given by means of the
formula A IS B or A AS B, where A and B indicate different conceptual domains (Kovecses 2002:
4).

Metonymy is claimed to be not just a matter of names of things, but essentially a
conceptual phenomenon. According to Lakoff and Johnson (1980: Ch. 8), "metonymy, like

" The research is based on: (i) the spartito (Sonzogno N. 450) and (ii) the libretto (Edoardo Sonzogno
1887). Both of them are located in the Music Library of Greece “Lilian Voudouri”. This libretto is translated
in Greek by Nikolaos Poriotis.

? Concerning the meaning of figurative language and nonfigurative or literal language see Dancygier &
Sweetser (2014: 3).
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metaphor, is part of our everyday way of thinking". According to Radden and Kovecses (1999:
21), "metonymy is a cognitive process in which one conceptual entity, the vehicle, provides
mental access to another conceptual entity, the target, within the same idealized cognitive
model".” It is important to note that in metonymy both the vehicle entity and the target entity
are elements of one and the same conceptual domain. Conceptual metonymy can be given by
means of the formula A STANDS FOR B.

According to Kovecses (2002: 245), "the cognitive linguistic view of metaphor works on
three levels: the supraindividual level corresponding to how a given language and culture
reflects metaphorical patterns, the individual level corresponding to the metaphorical cognitive
system as used by individual speakers of a language, and the subindividual level
corresponding to universal aspects of various kinds of embodiment". This discussion is
interesting in the study of figurative language of the libretto of the opera; parameters of the
particular cultural movement affected the librettist. Although it is still under research how the
three levels work together it is scientifically proven that language, culture, thought, and
embodied cognition all come together and play an equally crucial role in the study of
metaphor.

Many scholars from a variety of disciplines have since contributed to figurative language
over the years and have produced new and important results in the study of metaphor: Gibbs
(1994, 2008), Gibbs & Steen 1999, Grady (1999), Kévecses (2002), Lakoff (1987), Jakel (1999), Ortony
(1993) and in the study of metonymy as well: Barcelona (2000), Dirven & Pdrings (2003), Kovecses
(2002), Panther and Radden (1999) to name a few.

The paper is organized as follows:

A layout of the opera and a brief summary of the plot is provided (Section 3). Some
information is given concerning Fontana and the movement of scapigliatura; focus is assigned
on the themes that are encountered in Flora that reveal the influence of scapigliatura and how
these themes are musically strengthened by Samaras (Section 4). In Section 5, particular
constructions are discussed through the cognitive mechanisms of conceptual metaphor and
conceptual metonymy that reflect scapigliatura themes on a particular part of the libretto (act I,
Introduzione e dialogo, p. 9 of the libretto, Lidia: "Libera e fiera until Dai pazzi son io").
Moreover, some of the musical strategies employed by Samaras are discussed in order to
highlight these constructions.

3. Main Characters, Schematic Layout of the Opera and Summary
Cristiano d’ Orebro: bass

Lidia: his daughter, soprano

Valdo: adopted son of Cristiano d’” Orébro, tenor

Conte d’ Adelfiord: father of Vilfrido, bariton

Place and Time of the plot: Sweden, 15th century

* According to Panther and Radden (1999: 2), "The conceptual framework within which metonymy is
understood [...] is that of scenes, frames, scenarios, domains or idealized cognitive models (ICMs).
Within these models, a metonymic link may be established between two conceptual entities in the
broadest sense".
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Actl

Actll

Act Il

Introduzione e Dialogo
(Lidia e Principe)

Coro di Boscajuoli
(Tenori e Bassi)

Preludio

Marcia e Coro
(Lidia, Principe e Coro)

Danza dei Gnomi
(Ballabile)

Romanza (Conte)

Scena:

(Lidia, Valdo, Principe e
Coro)

Canzone di Valdo
Canzone di Lidia

Coro e Scena
(Lidia, Valdo e Coro)

Aria (Lidia)

Concertato (Lidia, Valdo,
Principe e Coro)

Danza dei Fiori]
(Ballabile)

Finale Ultimo

Romanza (Valdo)

Duetto (Lidia e Valdo)

Finale 1

Terzetto (Lidia, Valdo e

(Conte, Valdo),
(Coro e Lidia)

Conte)

Scena (Lidia)
Finale II
(Lidia, Principe e Coro)

Actl

Cristiano d'Orebro announces to his daughter Lidia that she should marry Valdo, a boy he has
adopted after the death of his parents and who bacame a brave soldier. She replies she wants to
stay free. Lidia’s father believes that his daughter slowly gets mad: the God of love is taking her
senses away since she rejected Vilfrido, son of Conte d'Adelfiord, who committed suicide
because of her rejection. After four years in the battle, Valdo comes back and confesses his love
for Lidia. Lidia ironically tells him that she should marry someone who can make the snowy
field flourish as if it was spring. Conte approaches the disappointed Valdo and offers him a
magic rose branch that makes everything flourish. In this way, he will win Lidia’s heart, but, in
return, when the night falls he will lose his love for her. Valdo accepts. Lidia and her maids in
surpise see the blooming flowers!

Act II

Lidia and Valdo praise their love. When the night falls the magic spells act on Valdo, who
abandons her in the most cruel way. Lidia is left alone and, because of Valdo’s rejection, gets
mad. Her father finds her covered with snow and brings her back to the palace.

Act III

Lidia believes she is an old woman. Conte sees Lidia in that state and he repents for what he
has done. Cristiano d'Orebro approaches him and asks him to save his daughter. At that very
moment Valdo comes back. Lidia hears his voice and gets well. They hug one another and at
the same time the pomegranade on Vilfrido’s grave blooms, a sign that his soul is now in peace.

4. Fontana, Scapigliatura and Flora

Unfortunately there is no relevant information concerning the collaboration between Fontana
and Samaras. Fontana, Italian writer and librettist, was a follower of the movement known as
"scapigliatura”. In his theatrical manifesto, In teatro (1884), he proclaims the necessity for an
opera summary to form an independent work of art. In this way he stresses his need for a
coherent and structured plot that has a literary value of its own.
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"Scapigliatura" is a term used to identify an artistic, literary trend that flourished in a
period approximately from 1860 until 1880/90, originating from Milan (for the particular
movement I was based on the works of Cottom (2013), Del Principe (1997), Jahrmarker (2006),
KapvopvAAn (2006)).

The movement anticipates verismo and features of the fin-de-siecle decadent movement.
We first encounter the term in the novel of Cletto Arrighi’s La Scapigliatura e il 6 febbraio (1858), a
forerunner of the movement. He coined the term «scapigliatura» (from scapigliato, meaning
disheveled, unkempt, loose living) to describe the Milan’s version of Paris artistic Boheme. Like
Bohemians, the Scapigliati were against the church, the establishment, the bourgeoisie. They
were in favor of individualism, hedonism, sexual freedom, drunkenness and general
degeneracy. The influence of scapigliatura in opera is seen in the language and dramatic
subjects of the librettos. Linguistic and metrical experimentation was a constant feature of their
work.

I would like to focus on those dramatic themes encountered in Flora that reveal the
influence of scapigliatura.

Scapigliati were focusing on themes that have to do with paradoxon and the reversal of
common sense. Therefore a mixture of elements of realism and a preference for the
supernatural and the unusual was present in their literary art. In Flora the supernatural
elements of the plot, the imaginary figures and symbols are mixed with realistic elements
concerning the portrayal of the characters.

The formation of Lidia’s character reveals a central theme of scapigliatura: escape from
hypocrisy and conformism. Lidia cannot please her father by marrying Valdo. She wants to be
free and not to belong to a man. Her declaration of independence, that could imply lack of
emotions, is translated as madness. Lidia’s reaction is not appropriate according to the common
sense of the society and therefore she is understood as being mad. Fontana’s idea to present
how she actually gets mad in act II (scena VIII), when Valdo rejects her love, shows his
intention to highlight what society understands as madness (act I, m. 381-478 of scene II) and
the actual madness (act III, scene II and III). Samaras expresses the different types of madness
through musical form: in act I, he expresses Lidia’s "madness" through a strophic song. For the
state of getting mad Samaras composes a mad scene on the blanc verses of Fontana. In act III,
Lidia’s aria ("La fiamma splende") is a recapitulation of what she has experienced and caused
her madness, therefore the orchestral part is a mosaic of the main reminiscence motifs and
themes of the opera. Moreover, according to Fistouris (2014: 98), Lidia has a certain leitmotif
(Act I: m. 31-32).

Through the use of hyperbole, Fontana achieves the outmost description of what is called
caso eccezionale found in the themes of scapigliatura. An instance of exceptional case is when
the snowy field flourishes as if it was spring. Samaras systematically uses augmented chords
as a kind of reminiscence motif of the miracle.

A common theme in scapigliatura was the contrast between superficial beauty and
hidden brutality. Fontana underlines Lidia’s beauty but also her cruel attitude towards Valdo.
In act I, Fontana seems to create a death angel through contrast: the outer beauty goes hand in
hand with the inner coldness and therefore he anticipates Puccini’s Turandot.

For Scapigliati the concept of love has monomanic and self destructive qualities: in the
same way Fontana inserts the dramaturgical motif of suicidal love through Conte’s son who

* See Kapuogvin (2006: 14).
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commits suicide because Lidia rejects his love. In the same way, Lidia gets crazy and almost
dies because of love rejection. Conte, on the other hand, is hunted by his love for his son and
cannot come to peace. Love is a dark power that moves the characters to death and revenge. On
the other hand, in the duet of act II, Valdo and Lidia idealise love as the ultimate mystery that
erases the past, helps the lovers go through examinations and let them reach ecstasy. It reveals
another tendency in scapigliatura, that of presenting love as a mystery. According to Fistouris
(2014: 465), the relation of Lidia and Valdo acquires a certain leitmotif which appears in the
opera in two versions: a negative one (Act I: m. 480-481) and a positive one (Act I: m. 812-813).

For Scapigliati human existence is in the mercy of two equally powerful forces: fortune
and love. The fortune, blind and cruel, changes the course of human life. The concept of fortune
is used by Fontana: Lidia’s madness is due to a turn of the fortune. Conte suffers from the cruel
fortune of losing his only son. The father of Lidia suffers from the cruel fortune of his daughter.

The concept of woman in the work of scapigliati has a central place with ambiguous
connotations: she is a prey of the fortune, she is rebellious, she developes her own ethical
stance, away from hypocrisy but she is also cruel, prisoner of low sexual desires, source of evil
that drives men to catastrophe. The concept of woman in Flora is ambiguous: on the one hand
Lidia is presented like a death angel that kills anyone who falls in love with her and on the
other hand, she falls so deeply in love that she loses herself completely and therefore she gets
mad.

5. Analysis of the conceptual metaphors and conceptual metonymies

ActIp. 9 of the libretto: Translation in Greek

Lidia’s monologue

Translation in English

Libera ¢ fiera- mi fz'il destino... Free and proud - the fortune has made me.. H poipo p* émhnoe eEAe0BEPT Kol TENpOT...

Tal viver voglio.. - Tal morird... Like this | want to live... - Like this to die.. ‘Erovva fow BAw w éto Bo meddv...

Odio ogni vincolo - che a me un divino

Poter, nascenda, - non comando.

Curvarmi al giago - d'amor rifiuto
Le sue leggende - son di dolor!
Vaglio alle corde - del min liuto

{Juesta canzone - sposare ognar:

Il Nume adarato

Dai pazzison io.."

[ hate any barrier - that no divine power

when [ was born- could impose on me.

I refuse to succumb in the gave of love
His leggends only cause pain!
I'want the chords of my lute at any time

To accompany this song:

I am the Goddess of mad man

Muoc wdbe epmodiuo yueh, kabde yewwipouy,

wopuick Bl Advon Sev pov to enéfole.

ApvoUpoL Ve UTToTe T oo Tew (5L Tow Epuwta.

Ot wotor Tou povo Tovive!

BéAw oL yopdéc an' To Amodito pov kdbe oty

va suvodedouy motd To Tpoyodse

"H Bed twv Tpedwv el eyn”

I would like to focus on the part of the libretto of Introduzione e dialogo (Act I, scene I)
when Lidia responds to her father’s wish to marry Valdo. The two specific strophes, of four
verses each, constitute a prologue of her canzone which is her credo (Act I, m. 122-126). Lidia’s
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father stops her from going on singing her song. The dramaturgical importance of this credo is
underlined through its reappearance in act I: canzone di Lidia (scene II, m. 381-478), where she
finally gets to sing the full text of her song as a response to Valdo’s love declaration (Act I, scene
II: canzone di Valdo). Fontana and Samaras underline Valdo’s irony and cruelty towards her in
act II when he repeates exactly the same text and music (act II, scene II, m. 948-958).° The irony
arises from the fact that although Valdo rejects her, being affected by the magic spell, he still
sings her song to comply with her former stance: she was singing this song when she was not
in love with him, although he was. Now he does the same: he sings her song as he is not in love
with her, though she is now. This at the same time is a rather cruel reaction.

In my view, Fontana prepares Lidia’s powerful credo through these two strophes. They
reveal, through their linguistic devices, basic themes of the scapigliatura movement.

1* strophe: verse 1 & 2
Libera e fiera- mi fe'il destino...
Tal viver voglio... - Tal moriro...

Fontana stresses Lidia’s pride which, however, extends and as a consequence stands for
cruelty. This is an instance of conceptual metonymy: PRIDE STANDS FOR CRUELTY. One may be
proud but pride may cause cruelty towards others. In the same verse Fontana highlights the
importance of Fortune in her way of being: it is not her fault that she is cruel and rebellious but
the fortune has made her so. This is, as said before, a basic theme in the particular movement. It
is expressed by means of an ontological metaphor: an abstract concept, such as Fortune,
acquires the ontology of a human being that guides her life. Moreover, Fortune predestinates
not only Lidia’s life but also her death. In the next verse Fontana foregrounds two very
important but also polysemous concepts in contrast: life and death. Through the use of such
concepts, Fontana already presents major themes of Scapigliati: the power of fortune which
governs and determines not only our lives but death as well.

1 strophe: verse 3 & 4
Odio ogni vincolo — che a me un divino
Poter, nascendo, - non comando

In the third verse, Fontana refers to the concept of love in life in general. Love may stand
for the love of God, love may stand for the love of a husband. The particular emotion concept
rules peoples’ life according to scapigliati so that people are not free. Lidia expresses this
reaction against love by emphasizing her individualistic and rebellious nature. Moreover, the
reaction against the love of God and church in general, a central theme in scapigliati, is
particularly expressed linguistically by not using a capital letter for the word divino. The word
God rather has negative connotations: it is not a benevolent God of christianity but a constraint
from freedom.

> See p. 202 of the vocal score.
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ActI: m. 97-105 (1% strophe)

Samaras creates in the bars 97-98 a tonal ambiguity: the melodic line of Lidia is in g minor
and at the same time f major is notated. The abrupt musical transition from the second verse to
the third (see m. 101) creates a feeling of shock: unprepared modulation to g minor, change of
the rhythmic and melodic structure of the vocal line, difference in articulation (stentato and
accent) all these transfusing an exclamatory quality to what Lidia says. The abrupt change
underlines Lidia’s key words: I hate any barrier. Although the harmonic progression between the
first two verses and the last two ones is similar, the vocal line has another gesture.

2" strophe

Curvarmi al giogo — d'amor rifiuto
Le sue leggende — son di dolor!
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Voglio alle corde — del mio liuto
Questa canzone — sposare ognor:

Thus, in the next strophe, in the first verse, Fontana uses the ontological metaphor: LOVE
IS A RULER, GOD IS A RULER. If GOD STANDS FOR LOVE, Lidia does not want to submit to this
power. She does not want to submit to the power of love because she will feel pain. Fontana
also uses the conceptual metaphor LOVE IS A GAME. Love is a complicated game and Lidia does
not want to play this game. Therefore she wants to be free and sing her own song accompanied
by her lute. Lidia is playing her own song, she chooses her own rhythm. Fontana makes use of
the conceptual metaphor LIFE IS A PLAY to stress Lidia’s rebellious and independent nature.

o Allegretto scherzoso
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Act I: m. 106-121 (2™ strophe)

Samaras expresses the metaphor LOVE IS A GAME by using contrapunctive texture within
the orchestra and the vocal line: it is not coincidental that on the word amore a chromatic
ascending line in legato (m. 107) is followed by a descending diatonic line in staccato (m. 108).
The fact that Lidia resists to play the game of love is reflected through the rhythmical irritation
created via duplets (in the word rifiuto, m. 109, appear simultaneously triplets and duplets).
Moreover, Samaras introduces the second stanza of the monologue through a modulation to E
flat major and a change of rhythm from 4/4 to 6/8.

Lidia wants to set the rhythm of her own song which is actually her life. In the same
manner Samaras presents a variety of rhythms in this short passage: meter 4/4 for the first
strophe (close to the basic rhythmic gesture of the dialogue with her father) and in allegretto
moderato. Meter 6/8 for the first two verses of the second strophe and 3/8 for the last two verses
which prepare rhythmically the actual song all in allegretto scherzoso. Samaras underlines
Lidia’s emancipation by choosing the rhythm of her life through the gradual dissolution of
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regular rhythm to more irregular like 3/8. At the same time (with the verse Voglio alle corde del
mio liuto) he modulates to g flat major. Samaras highlights the words mio liuto through the
enharmonic appearance of "Tristan chord" (m. 116) and the ascending interval of 5th in the
vocal line (on the word mio).

“Il Nume adorato

Dai pazzi son io...”

In the actual text of her song, Lidia refers to herself as a Goddess of mad people. Through
her, people get mad because Lidia stands for love and love is destructive and leads to suicidal
reactions (see Vilfrido’s suicide). Love on another level stands for madness. By means of such
chains of metonymies, Fontana underlines scapigliatura’s main theme which is the destructive
power of love.

6. Concluding Remarks

This paper has been an attempt to find out how central themes of scapigliatura movement
appear in the plot of Flora and how they align with recurrent musical motifs, themes, choice of
musical form, harmony, rhythm, among others. I have focused on Lidia’s monologue from
Introduzione e dialogo in order to identify and discuss the constructions that express basic
themes and concepts like love and fortune, woman nature, individuality.

The emergence of conceptual metaphors and metonymies in the libretto is a very
promising field of research. The analysis of musical parameters together with the cognitive
analysis of the libretto opens new gates in the understanding of the collaboration between
composer and librettist but also in the way music is conceptualised.

According to Zbikowski 1998, 2002, 2008 and especially (1998: 7), "it remains to explore the
nature and the extent of these metaphors, and, in doing so, to come to a better appreciation of the
processes through which we organize our understanding of music".
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NwkoAaog Aovunac.
LKLayQa@wvTag évav @IAOLOV00 HALKT|VA

Kowvotavtiva Kapakwota

H magovoa ewonynon avagépetar ot omovdala meoo@opd Ttov NiukoAaov
Aovuma ot MOALITLOTIKA Tdypata ¢ Biévvng, étot dmwg avt avadekvietat
LOTOQIKA HEOO OTO TVEVUA TNG OULVOALKOTEQNS OUVAIKIG TAQOLOIAG TOL
eAAnviopov otnv APBoveyikry Movapyia tov 190v atwva.! Lxomdc tng eL01)yNnong
elval apXka va evtdéel v meplmtwon tov NikoAaov Aovuma 0To €VEUTEQO
l0TOQKO  TeQIBAAAOV  kal 0T OLVEXEX Va  TEOPAAAeL v  WlalteEn
ONHAVTIKOTNTA TNG.

O NwoAaog Aovunag (Nikolaus Dumba) yevvrOnke ot Biévvn to 1830.
l'oveig tov Nrav o Lrtépytog Aovumnac kat n Magia Kovotn. I'evvnuévog to 1794
ot BAaotn o Ltépylogc Aovumag eykataotdbnke pall pe ta adéApax Tov oTig
Yéopec omov 1o 1817 ovvéotmnoav v etawpeia «AvtadeAgolr M. Aovumon.
LUYKEVTQWVOVTAS TOWTES VAEG Kal PLOTEXVIKA TQOOVTA A0 TNV 00wHaVIKN
eTUKQATEWR, T TEowbBovoav Ot ouvvéxewr OtV aPPOovQYIKY] MEWTELOLOA,
YeYOVOg mov tov @wOnoe va peteykataotalel exel yix TG EUTOQKEG TOUG
avaykes. H meplmtwon tov Xtégyov Aovuma oxL povo dev amotedel kamowx
pwtewvn)  efaipeon, avriBeta pdAlota evtaooetar oe éva  abpoo KOpA
HETOKETIWV OLKOVOULKOU TIQOOAVATOALOHOU TIOU OULVERN OTNV KEVTQLKT] Kol
Booewx PaAkavikr) Evpwrnn tov 180 awwva. Iotogwkr) agetnoia- otabuo eixe
amotéAeoel 10 TéAog twv MOAéuwv oL «legov Tvvaomopov tov Linz» (Sainte
Ligue Linz) 1684-1699 kot 1716-1718 mov orjpavay TNV 0QLOTIKY] ATTOHAKQUVOT] TOU
OOVATAVIKOU KIVOUVOL amtd v kevtokr) Buownn kal tpomomoimoav agdnv Tig
eumopikés oxéoelc APpPovoywv xat OBwuavwv.2 Ot ZuvOnkeg tov KapAopitg

1@afeda va expodow tic OeguoTeQes evxagLoTieg pov otov kKUELo Iwdvvn TCagpétta ya
TNV eVYeVIKN TtapaXwEnot tov BipAiov mov ovvéyoape e v Elvira Konency, NikdAaog
Aovumac (1830-1900), ®eooaAovikn: I'oaupa, 22009 kat oto omoto Paciotnke n magovoa
ewonynon.

2 BA. evdewtika Ivan Parvev, Habsburgs and the Ottomans between Vienna and Belgrade (1683-
1739), New York: Columbia University Press, 1995, 75-136, Robert Kann, A History of the
Habsburg Empire, 1526-1918, Berkeley, Los Angeles: University of California Press, 1974, 62-
70, Marta Bur, «A balkani kereskedok és a magyar borkivitel a XVIII szazadban» [O
BaAkdviog €éumogog kat 1 ovyyowkn eEaywyr] keaotov tov 18o awdva], Torténelmi Szemle,
21.2 (1978), 285-287, Olga Katsiardi-Hering, «Das Habsburgerreich: Anlaufpunkt fiir Griechen
und andere Balkanvolker im 17.-19. Jahrhundert», Osterreichische Osthefte, 38 (1996), 171-188,
Snezka Panova, «Zu Fragen iiber die rolle Osterreich-Ungarns im wirtschaftlichen Prozess
des Heranreifens der Balkanvolker (17.-18. Jahrhundert)», oto Osterreich im Europa der
Aufklirung, Grete Klingenstein, Richard Plaschka (emup.), t. A', Wien: Verlag der
Osterreichischen Akademie der Wissenschaften, 1985, 167-172, AAikn Nuwneooov, Ta
owfatnpia tov 19o0v ar. twv Apxeiwv tne Képrvpac (1800-1870), Kéokvoa: I'evikd Apyeia
tov Koatoug, Apgxeia N. Keprvpag, 2003, 15-16, 34.
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(Karlowitz, 1699),°> tov Ilacodpofitg (Passarowitz, 1718)* xat aQyotepa Tov
BeAryoadiov (1739) avayvwoioav t BlevvéCikn aVAT] wg HOvVadLKY] kuelaQyn
dvvaun’® kat é0ecav oe Aettovgyia évav Unxavioud, o omolog NTav AToKAELoTIKA
vrevOvvog  yix TV avamtuén  eveg  oTewpatos  BaAkdvuiwv  epmoowv,®
TIOOKAAWVTAG éva TOAVDUVAO HETAVATTATEVTIKO QeVUA, OTO OTIOI0 EVIATOETAL
KaL 1) TeQImTwoT ¢ owkoyévelag Aovuna.

Ewwodteoa, ekelvo mov kablotovoe tn LuvOnkn tov 1699 we i ano tig
onNHavTikoTeQeg ot votoavatoAwkny Evownn etvat ta apBoa 14 kar 15, pe
omola TEOPAETOVTAV Y TOWTN POPA 1) eAeV0EQN KAl ATEOTKOTITY dlakivnon
TWV EUTOQWYV LTNKOWV TWV dV0 OCUVUBAAAOUEVWV TTAEVEWYV KAL 1] ACPAAELX TWV
EUTTOQKWYV TOLG dpaotnootitwyv. H ZuvOnkn tov KapAofite aviikataotdOnke
amo v ZovOnkn tov Iaooaofitg to 1718, pix ovvOrkn 1) omola eméKTELVE TOVG
0OQOLG TNG TEONYOVHEVTG Kal eE€pOaoe ATOALTA TI) CLOTIUATIKT] TIOALTIKY] TTOL
neowBovoe 0 APPBovEYOS AULTOKQATOQAS TIQOKELUEVOL YIX TNV XVATITUEN TwWV
EUTIOOIKWV  ETIAPV NG Avtokoatogiag Tov pe v AvatoArn. Me edko
CLHPWVNTIKO amopaciotnike 1 eAevBegia Tov eumogilov oe OGAovg Tovg dDEOKOLG
Twv Vo Avtokgatoguwv, N eAevOeQn vavotmAoia tov Aovvafr), 0 dLOQLOHOG
exatéowlev MEOLEVIKWV aQXwvV, ekelvo, Opws, TO omolo elxe T HéyLoTN
OUKOVOWLLKT] onuacia ftav 1 oVH@@VI eQAQUOYNG TOOVOHLAKOU TEAWVIAKOU
daopov 3% vy OAa T eloayOpEVA Kol eEQYOEVA TIOOLOVTA TIOL dlXKLVOLVTAV
avapeoa otnv OBwpavikn kat v APpBoveyikr) Avtokgatogio.”

H owovouun moArtkr) g Biévvng yux oAdkAngo tov 180 awwva eixe oto
emikevted G NV TEOoéAKVON éumelpwv Obwupavov eumoowv  (tirkische

3 ' t0 MANEeg To kelpevo g XvvOnkng PA. Gabriel Noradounghian, Recueil d’ actes
internationaux de I’ Empire Ottoman (1300-1789), t. A', Paris: F. Pichon, 1897, 182-193 yix to
Kelpevo ota Aatvika, 193-196 n megiAnn yaAAka. Zxetika pe Tor k€QOM Twv AVOTOLAKWV
amo v ZuvOnkn PA. evdewtika Barbara Jelavich, lotopia twv BaAxaviwv (180c-190¢
atwvac), emp. Baowg TookdmovAog, pte. Xowotiva AgAnotadn, T A, AOnva:
IMoAvtpomov, 2006, 114-116.

¢ Tix to mANgeg to kelpevo g XuvvOnkne BA. G. Noradounghian, Recueil d’ actes
internationaux, t. A', 6.1, 208-216 ywix to kelpevo ota Aatwikd, 220-227 ot YaAAwr
YAdooa.

5 Franklin Ford, Europe 1780-1830, London: Longman, 1976, 69-73, I'ecoytog ITAovuidong,
T'ewypagia e Iotopiac Tov NeoeAAnvikov xwpov, ABva, 1984, 62-67, OAya Katowodr—
Hering, H EAAnqvikn mapoikia tne Tepyéotne, . A, ABrva: EOvuo kat Kamodiotoiako
IMavemotpo AOnvav, 1986, 4-7, AyyeAu) IyyAéon, BopeoeAdaditec éumopor oto TéAog
tn¢ Tovprokpatiag, o Ltavpoc Iwdavvov, ABMvo: Eumogikr] Toamela g EAAGdoc- Iotogikd
Aopxeio, 2004, 40-42.

¢ Traian Stoianovich, «O kataxtnt)g 0006d0foc BaAkaviog éumogoc», oto H otkovouikn
ooun twv Badkavikwv yxwpwv ota xpovia tnc OOwuavikne kvplapxiac te- 10" at., L.
Acdoaxa (ewo.-emu.), pte. Ntdoa MapagéAn, ABnva: MéAwoa, 1979, 287-345, o' exd. ota
ayyAuwd pe tov titAo «The Conquering Balkan Orthodox Merchant», Journal of Economic
History, 20 (1960), 234-313, L. S. Stavrianos, The Balkans since 1453, ewoory. Traian Stoianovic,
Aovdivo: NYU Press, 22000, 142-143.

7 Tt g evowmaikég efeAtfelg kat toug Adyovg mov odynoav otnv XuvvOrkn tov
INaooagofitg PA. ev ovvropla lwavvne Xaowtng, Or Evpwnaikéc dvvauec xar 1
Obwuavikn Avtoxpatopia, O@eooalovikn: Baviag, 2005, 197-218, Georges Castellan, Iotopia
Twv BaAkaviov, AOva: I'koBdotn, 1991, 272-274.
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Unterthanen), ot omtotot yvaollav kaA& tovg xepoaiovg dQOHOLVG TTov 0dNyovoav
amd ta BaAwkdvia ot €dd@n tov kaloaoPaciAtko otépupatoc kat Oa
ptogovoay va avtanokoloovy e emtuxia otnv oAoéva kat avavopevn Crjtnon
AKATEQYAOTOL PapPaKiol, Yo TIG AVAYKES TNG avoTOLAKTS BapPakovgyiag.t Ot
Avotolakol emBupovoav TNV eyKATAOTAOTN EAANVIKNG KATaywyns’® eUTOQwY
(griechischer Handelsmann) ota €da@n tovg, yiati tovg Oewpovoav tkavovg Kot
doaotrgovg emxetpnuatiec.’? Ilookeévouv var eTITUXEL TO HETAVAOTTEVTIKO TNG
nooyQappa 1 Prevvélikn avAn (kaiserliche Haupt-und Residenzstadt) efédwoe
ETUTAEOV OEKADEG TOOVOULY, T oTtola TEOEPBAeTtay TNV eAevBeon AOKNOT TWV
OonokevTikV  KAONKOVIWV  TWV  VEOoeYKATAoTNOéVIwyY, TNV  KOLVOTIKY|
ALTOOLOLKTOT) TOVG KABWS €TOMG KAl TNV €KXWENOT VAIKWV HETWV TOOKELUEVOL
Y TN HOVIUT €YKATAOTAOT] TOLG 0T £ddepr) tng. !

8 Virginia Paskaleva, «Die Wirtschaftspolitik Maria Theresias und die Balkanvolker», oto
Osterreich im Europa, 6.1., 153-166, N.T. Gross, «The Habsburg Monarchy 1750-1914» oto The
Fontana Economic History of Europe, The Emergence of Industrial Societies, Carlo M. Cipolla
(erup), . A', London: Collins, 1975, 228-278. T'ix Tt mooPAnpata mov avTipeTrtle M
Bauparxoveyia s Movagylag PA. evdektucd Herman Freudenberger, «The Woolen-Goods
Industry of the Habsburg Monarchy in the Eighteenth Century», The Journal of Economic
History, 20.3 (1960), 383-406.

® Max Demeter Peyfuss, Elvira Konency, «Der Weg der Familie Dumba von Mazedonien nach
Wien», Mitteilungen des Instituts fiir Osterreichische Geschichtsforschung, 58 (1980), 313-327, M.
D. Peyfuss, «Balkanorthodoxe Kaufleute in Wien», Osterreichische Osthefte, 17 (1975), 258-268.
10 Epmeglotatwpévn avdAvon twv ouvvOnkov mov odnjynoav dekddes EAAvwv otnv
appoveykr) emkpateln oto Gunnar Hering, «Die griechische Handelsgesellschaft in Tokaj.
Ihre innere Ordnung und ihre Auflésung 1801», Siidost-Forschungen, 46 (1987), 79-93. I'a tat
eloayopeva kat efayopeva mooldvia twv dvo Avtokgatoouwwv PA. T. Stoianovich,
«OBwpavikr] magaywywy Pdorn: moootiky TEOoéyylwon», oto  EAAnvikn Oixovouikn
Iotopia, Ymvgoc Aodoaxac (emp.), ovv. N.EKapamddaxng, OAya Katowxpdn-Hering,
Evtuxia Awdta, Avva MatOaiov, Michel Sivignon, Traian Stoianovich, T. A', AOnvo:
IMoArtiotueo Tdogupa Outdov IHewpouwes, 2003, 434-446, M. Bur, «Das Raumergreifen
balkanischer Kaufleute im Wirtschaftsleben der ostmittel-europdischen Lander im 17. und 18.
Jahrhundert», oto Biirgertum und biirgerliche Entwicklung in Mittel-und Osteuropa, Vera Bacskai
(erup.), Budapest: Akademisches Forschungszentrum fiir Mittel- und Osteuropa an der Karl
Marx Universitat fiir Wirtschaftswissenschaften, 1986, 17-88, M. S. Anderson, The Eastern
Question 1774-1923, New York: St. Martin's Press, 1966, xvii, evd) avaAvTiKO KATAAOYO HE
O0Aa ta epmogevpata magabétovv 1 Marianne Herzfeld, «Zur Orienthandelspolitik
Osterreichs unter Maria Theresia in der Zeit von 1740-1771», Archiv fiir Osterreichische
Geschichte, 98 (1919), 214-334 ka1 V. Paskaleva, «Shipping and Trade on the Lower Danube
in the Eighteenth and Nineteenth Centuries», oto Southeast European Maritime Commerce and
Naval Policies from the Mid-Eighteenth Century to 1914, AmdotoAog BaxkaAdmovAog,
Kowvotavtivog XoAdmovAog, Béla Kiraly (emip.), @eooarovikn: LM.X.A., 1988, 131-151.

11 John Lampe, «The Economic Legacy of Habsburg Domination», oto Balkan Economic History
1550-1950, From Imperial Borderlands to Developing Nations, Lampe John, Jackson Marvin
(erup.), Bloomington: Indiana University Press, 1982, 50-79, V. Paskaleva, «Die
Wirtschaftspolitik Maria Theresias», oto Osterreich im Europa, 6.m., Zrvpdwv Aovkdrtog, «O
TOALITIKOG Blog twv EAAvwv tng Biévvng katd tnv Tovprokgatiav kal ta avtokQatoQuKd
TEOG AVTOVG TtEovOouLa», A.LE.E.E, 15 (1961) 287-350.
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Tnv meplodo g Magiag Onpeoiag,’? 11 omoix akoAovONoe TNV TOALTIKT)
otoatnywn (Reichspolitik) tov matéoa e KagoAov XT',%  onuewwOnke
KATAKOQUPA OVODLKY) TOQELX TG el0aYwYNS Hakedovikoly Bapfakiod amd Tig
extetapéves PBapPakokaAAtépyeteg e Makedoviag, ¥ evw amd ta mAéov
ONUAVTIKA KEVTOX KAAALEQYELRG BAMPakog avadeixOnKe 1) meploxr) Twv Lewv.!?
ITooxepévou va avtiAngOel kavelg pe aglOuntika pey£0n to omovdato QOAO Tov
duxdoapatioe 1 TEQOXN TwV  LEQQWYV, TOTIOC OLOTAONG TNG ETALQEIRG
«AvtadeApot M. Aovuma» kat  exkivnong tov Ztépyov Aovuna yux t Biévvn,
agkel Kat povo va onuewwdel otL 1 ektetapévn KaAAéoyea Pappakiod oTig
Yéppeg elxe wg amotéAeopa T Onuoveyia 300 XQLOTIAVIKWY XWOWOV OTHV
TLEQLOXT), EVW M MedLAdA TwV LEQOWV Kal 1 KOWAda tov Xtoupdva amo to 1787
pexot to 1797 eixav etrowax ovykopdn 70.000 dépata Pauparog, twv 128 kiAwv.1

H Biévvn, mowtevovoa e Ayiag Avtokpatogiag (Sacrum Romanum
Imperium Nationis Germanicae) kot £0pa Tov aBovEYykoly oikov amotéAeoe
Xwolc kaptor ap@BoAia to kouPucotepo onpelo.’” 2 OKOVOULKO KAL OLOIKNTIKO

2 T'ioe v doiknon g Maolac Onpeolac kat TNV YeVIKOTEQT TOALTIKY] KATAOTACT OTNV
Evowrnn PA. Jean Bérenger, «Die Habsburgermonarchie als Stindestaat. Zasur und
Kontinuitdt zur Zeit Maria Theresias mit besonderer Beriicksichtigung Ungarns», oto
Osterreich im Europa, 6.m., 437-445, R. Kann, A History of the Habsburg Empire, 6.1., 174-178,
IIber Ortayli, Ottoman Studies, Istanbul: Istanbul Bilgi University Press, 2004, 111-125,
A.IyyAéon, BoperoeAdaditec éumopot, 6.1., 47-49.

13 [ tnv moAttikr] tov KagdAov BA. avaAvtuca V. Paskaleva, «Shipping and Trade on the
Lower Danube», oto Southeast European Maritime Commerce, 6.1, 1 ©Owr, «Die
Wirtschaftspolitik Maria Theresias», oto Osterreich im Europa, 6.m.,, Charles Ingrao, The
Habsburg Monarchy 1618-1815, Cambridge: Cambridge University Press, 1994, 53-105, M. Bur,
«A balkani kereskeddk» [O BaAkaviog éumogog], 6.1, O. Katowdr-Hering, H EAAnvikn
niapotkia e Tepyéotne, t. A', 0.m., 6, 20, N.T. Gross, «The Habsburg Monarchy», oto The
Fontana Economic History, 6.m.,, Hermann Kellenbenz, The rise of the European Economy,
London: Weidenfeld and Nicolson, 1976, 219.

14 M. Herzfeld, «Zur Orienthandelspolitik», 6.7. I'tat v avénon twv efaywywv and tov
EAANVIKSG XwWQEO o0& TeQLoXES Tne avotowakne Movapxiag PA. emiong Zepapeipn Maluog,
Tovprokpatia 1685-1789, Avéxdota éyypapa yia tnv otkovouia tne emoxne and ta I'aAdika
apxeia, ABMva: Exdoéoeic Kapafia, 21944, 28-39, o dwog, H avyn tov EAAnvixov
KarmutaAiouov, Tovprokpatia 1685-1789, ABva: Lroxaotig, 1945, 28-35.

15 T, Stoianovich, «Land Tenure and Related Sectors of the Balkan Economy, 1600-1800», The
Journal of Economic History, 13.4 (1953), 398-411, Kwvotavtiva Ilavayov, «H yxegoaia
dakivnon PapPakiov and ) Makedovia otnv Evpawnn kata tov 18o kat 190 awdvor, oto
Iotopixn T'ewypagia, Apouot kar Koppor tne BaAxavikne amo tnv apxatotnta oTny eviaia
Evpwnn, EILAnunto180MC, A.®.AarydmovAog, I.'Tootoog (emip.), @ecoaAovikn: University
Studio Press, 1998, 201-212, Nikolai Todorov, H BaAxavikn moAn 150c-190¢c aiwvac,
Kowwviké—otkovoutxn  xar  onuoypagpixn avantvén, ute. ‘Een ApPdéAa, Tewoyia
IManayeweytov, T. B', ABrva: OepéAro, 1986, 385.

16 Yrépoavog BAaotdg, «Xkwxygagio NG KATAOTACEWS TOU EAANVIOHOD KATA TAG
TIOQAOVAS NG €OVIKNG MUV e€eyéQoews, Kol e avT]g eMdQAOIS TNG €UTIOQIAG»,
Hapvaoodc, 1 (1877), 481-497.

7 T v 0€on twv EAAvawv oto véo meppaArov tng Biévvng kat tnv omovdatdotnta tg
TOANG PA. evdetikd LTvpldwv Adumoov, Adyor kar avauvioeic ek tov Boppd, AbBrva:
Eotia, 1909, 65-72, Baowlikr] Xewnvidov, «KoopmoAirtiopds, povagyla kat moAveOvik
noaypatikot)ta, H Biévvn twv EAAvewv kat tov Priya», Mvijuwv, 21 (1999), 189-200. Xto
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KEVTQO -pe onuavTiko aotikd moerva (Wirtschaftsbiirgertum) 1on ané ta péoa
tov 18ov awwva- MG axavolug  AUTOKQATOQIAG Kol WG EUTIOOKO  KAL
amoONKeLTIKO KEVTEO BAUPBAKOS KAl VIUATWV elXe MEOOEAKVOEL ATIO TIC XQXEG
tov 180V atva To eVOLAPEQOV deKAdWYV BAXXOPWVWV KAt EAANVOPWVWYV oL 0TtoloL
OTI] OUVTOLTITIKY] TAEOVOTNTA TOLUG TTAV ATOHA TOL AVRKAV KLElwg OtV
EVKATAOTATI] TAEN TG TOTUKNG TOLG Kowwving.’® Evdewctucés etvar ot
TEQLMTWOELS TwV XatlnuixanA, Aovuma kat Liva, yx TOug 0mOlOVE LTTAQXOLV
oa@r) OedOUEVA TNG OKOVOUIKNG TOVG EVHAQELXG TEOTOV eykataotabovv otnv
Biévvn.” YmoAoyiCetal 0tL otnVv meQiodo NG HeYAAVTEQTG TNG AKUNG 1) EAANVIKTY)
ntagovola dev Ba Eemépaoe ta 2.000 atopa, oto oVVoAo evoc mANOvopov 240.000
Katolkwv.2

Méoa oe avtd, Aomdv, 10 Oeopikd Aaiolo éptaoce kol doaotnolomom|OnKe
otV mewtevovoa G Avortolakrc Avtokgatooiag (Kaisertum Osterreich) o
rrépytog Aovumac. H axopric xpoovoAoyla tng a@LEng tov otnv moAn dev pag
elvar  emuPePaiwpéva yvwortr, wotoco mubavoAoyeitar megimov oto  1808.
Awkivavtag epmogevpata e AvatoAr|g, moourBeve Tic ayopés s Movaopxiog
KUOIWG e PaAPPAKL KAL OEQUATO O& AEDT) OLVEQYAOIX pE T adEAPLAL TOL TIOVL
PolokovTayv yix ToUG EMUYELQNHUATIKOVS TOUG AGYOUG MOV EYKATECTNUEVOL OTIC
Yéppec.? H eumoQukr] Tov o0toatnyIkn KAt 1) eTUXEWQNUATIKT] TOV JEVOTNTA TTOAD
YON YOO TOV KATAEIWOAV OKOVOULKA KL KOWVWVIK&A 0TO TteQlBAAAOV g Véag
TOV TATEOAS, AVADEIKVUOVTAG TOV O €VaV Ao TOUG HEYAAVTEQOVS E€UTTIOQOVG
Bappaxog otnv MOAT, CLOTIVOVTAG, ETTOTG, KAWOTOUPAVTOLQYEIR KoL EUTIOQUKES
ETILXELQNOELC.

AtetéAeoe Y eQLOOOTEQO ATO I dekaeTIA TTOOEDEOC TG EAANVOQOOdOENS
kowvottag tov Ayviov T'ewpyiov,? kabwg emioneg wat I'evikde Tlpo&evog g
OBwpaviknc Avtokpatogtac. Idattepng aliag etvat 1 onuavtiky @UAavOowik)
doaotnEdTNTA MOL avEéMTLEE, KAOWS €TIONG KAL 1) OTIOLdALA TUVELTPOQA TOV
otV avéyeoon tov Ilavemotuiov g AOnvac. A&ilel va avapepOel otL 0

I'ecboytog Aduog, Epevva ev toic apxeiolc tne Biévvne mpoc pikpopwtoypaenowy eyypapawy
apopavtwy eic v Newtépav EAAnvikny wotopiav, AOnva: Ioaktika Axadnuiog AOnvav,
1970, o ovyyoag@éag onpeldveL avaALTIKA OAES TIC agxelakés ovVAAOYEC g Blévvng, otig
oTtoleg UTtoQEL 0 EQELVITIG Vot fREL TTANQEOPORLES Yiat TO EAANVIKO oToLxelo TNG TTOATG.

18 Dimitri Sturdza, Grandes Familles De Grece d’Albanie et de Constantinople, Paris: M.-D.
Sturdza, 1983.

19 BA. oxetwea M D. Peyfuss, E. Konency, «Der Weg der Familie Dumba», 6.1, I'. Adwog, H
Ziatota kat ot eumopikol oixor XatCnuixanA xat Mavovon (17o¢ - 190¢ at.), @eocoadovixn:
EM.X., 1982, 103, o idwog, Xipwv Zivag, ABrjva: Akadnpia AOnvav, 1972, 14-16.

20 O Willibald Pléchl, Die Wiener Orthodoxen Griechen, Wien: Verlag des Verbandes der
wissenschaftlichen Gesellschaften Osterreichs, 1983, 24, vnoAoyilet tovg EAAnveg g
Biévvng oe 4.000 To 1814.

2 Avaotdolog T'ovdag, Biot mapaAindor twv emi e avayevvioewe 1tnc EAA&doc
oampepavtwv avopwv, t. I', AOnva, 1871, 194-196, Anastase Haciu, Aromanii. Comert,
Industrie, Arte, Expansiune, Civilizate [Ot Apwpovvor. Epméoio, Buounxavia, Téxveg,
E&amnAwon), IToAttiopoc], Focsani: Tipografia Cartea Putnei, 1936, 364.

2 Ywepodviog Evotpatiadng, O ev Biévvn vaoc tov Ay. l'ewpyiov kar 1 xowdtne twv
Obwpavav vnnkowv, emip.-el0.-evEeT. XagaAapmnog XotlakoyAov, AOMva: Xmavog-
BiBAogiAia, 1997.
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Zréolog Aovumag vmneée évag ek Twv peyaAwv dwentwv tov Iaverotnuiov,
oto omolo a@lépwoe meproodtepa artd 107.800 doaxpéc yia ) @ulotéxvnon g
Zw@opov twv IToomvAaiwv.? T'a tov Adyo avtd to Ovoud tov, pali pe avtd tov
ytoVL tov NikéAaov, Bolokovtat oty eloodo tov Kamodiotouakov Iavemotnuiov
YOAUHEVA HE XQUOA YOAHHATA, HAll pHE T&X OVOHATA KAL TV LTOAOLTIWV
EVEQYETWV. LUHPWVA HE UAQTLOLES, 0 XLTEQYLOG OTWS Kol 0 PIAog Tov Xipwv
Livag, emilong omovdaiog 'EAAnvag €umopog kat evepyétng g Biévvng,
datrionoav NV MaEadooakt] EAANVIKN ap@leor) Tovg péxol to téAog g Cwr|g
TOUG.

O NwoAaog Aovumag amogoitnoe and 1o akadNUAKO YUUVACLO TNG
Biévvng, talidepe apketd kol OnuovEYNoe €vav evpl KUKAO KOWVWVIKWY
oLVVAVAOTOOPWV OtV 23 XQOVWV aVEAXPE TAEOV TIG OLKOYEVELAKEG ETILXELQT)OELS
TOV TIATEQA TOV. LTadIAKA €TMEKTAONKE 08 TARAAANAEC eUTIOQLKES, PLopnXaviKég
KAL XONMATLOTNOWKEG dQaoTNELOTNTES. Q0TO00 Ao 18 etV doxLlo€e Vo exdNAwVeL
TO eVOLXPEQOV TOV Y TIG TEXVES. Kaboglotiko oe exeltvn tnv nAkia otabnie eva
HeYAAO Ta&idL TOL TOV €0TELAE O MATEQAS TOVL HE OKOTIO V& POLOKETAL LAKOLA ATt
M Movagyia kat va pnv avapetyOel pe ta OlAQoQa eMAVACTTATIKA KIVI)UATA TTOL
avantvooovtav k&tw and v emidoaon e I'aAAwnc Emavaotaonc. O
NucoAaog tote BoéOnie pall pe tov adeApo tov MixanA otnv AOrva, émov kot
e ofeviOnkav oto omitt tov koun Prokesch von Osten, mowtov Avotouaxov
nioeoPBevtr) otnv aneAevOepwpévn EAAGda. Babvtata kaAAlegynuévol o idrog kot
N oOCLYOG TOV, HE HEYAAN AYATIN Yt TX YOAUMATH KAL TIC TEXVES, kabdploav
Kalpx TV avamtuln tov @uopovoov xapaktioa tov NuwoAaov. H Irene
Kiesewetter von Wiesenbrunn, c0Cvyog tov Avotolakol dIMAWUATI KAl KOQT TOU
AvoTtolrkoU 10TOEKOV TG HOVOLKIG KAL YIX TOAAQX XQOVIXt XVTLTIQOEDQOL TOU
LZvAAoyov Didwv Movowng e Biévvng (Gesellschaft der Musikfreunde) Raphael
Georg Kiesewetter, Ntav maviotow. Kovtd g o veapog Aovunag aoknOnke oto
TOOYoUdL e T ovvodela Tov TAvVoL Kal épabe va ayama T povoikr). ' va
avTtAN@Oel kavels TN OTTOLdALOTNTA TIG TTAQAHOVTIC TOL OTNV Okl TNG aXQKel KAt
HOvo va yvwolCet otL otnv Irene Kiesewetter o Franz Schubert eixe a@leowoet
agkeTég ovvOéoelg Tov, dlatnEovoe Hall TNG HAKQOXQOVIX QALK OXE0T KAL TN
OLVODEVE HOVOKA 0& TTOAAG Ao T KOVOEQTa ToL divovtav kK&Be XQOVO TEOG
Tiun tov otV owkia e, To 1827 paAlota, HeTd TNV avAagEwon Tne amo pix
ooPapn acbévelx TOL TNV TAAALTWENOE, NG APLEQWOE EWDIKT] KAVTATA YIX TOV
€0QTAOUO TNG ATIOKATAONG TS vyelag g, v «Cantate zur Feier der Genesung
der Irene Kiesewetter» (D.936).

H mowtn onuoowx eppavion tov NikdAaov Aovuma ota kaAArtexvicd
dowpeva e Biévvng éywve wg dtevBuvrr] tov Avotouakot LvAAdyov KaAwv
Texvwv (Kunstverein). Y1n ovvéxewnr avapelxOnie eveQyq pe tov ZUVETALQIOUO
Ewaotkawv KaAArtexvav, yix tov omoto avéAafe kal moaypatomoinoe tnv

% Avaotaolog I'ovdag, Biot mapaAindor, o.1., 195-204, Ilétoog Ilévvag, lotopia Twv
Zeppav, ABnva 21996, o. 389. BA. emtiong, AOnvd, (20.2.1843) émov avagégetal 6Tl and Tov
mEwWTo mEUTAvT oL Iavemotnuiov cvoTadnKe U TETQAHEANG EQAVIKT] EMLTQOTN, HE
OKOTIO TN OLYKEVTOWOT] XONHATWV artd Toug PLrAdpovoovg opoyeveic e Evpwmnng. Onwg
TIQOKVTITEL TNV EMLTQOTH] OvLYKQOTovoav ot Znvépfiog Ilwm, Xtégoc Aovumac, Zdang
Xapapur|g kot N.Mavtlovodvng.
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1 Tr dteOvn kaAAtexvikn €ékBeon otn Biévvn to 1882. To yeyovog avto elxe wg
amotéAeopa va avaxknovxOel oce emitipo péAOg petd amo amoOPAOCT TOL
doknNTkov oLHPOVAlOL TOL ZuvvauteQopoy, dLevOLVTHGC TOov Oomolov NTav o
nteplpnuog Cwyodos Hans Makart. Atyo apydteoa avéAafe epopoc Ttov
Movoeiov E@appoopévwv Texvav. Ot etcaotikés téxves Polokoviav mavtote
OTO ETUKEVTOO TOL eVOLXPEQ0VTOG TOL NikOAaoL AoVUT, WOTOTO €KEVO TTOL TOV
OLYKLVOUOE TEQPLOOOTEQO ATIO VeAQT] NAkia 1tav 1 povowkn). ' MoAA& xodvix
dletéAeoce HEAOG Kal 0T OLVEXELX TIEOEDQOS TOL LVAAGYOL Avdoung Xopwdiag
¢ Biévvne (Wiener Maennergesang-Verein), otic Onuooleg exdnAwoels Tng
omolag elXe epPAVIOTEL KATIOLEG POQEC WG HOVWOOC. Amd tn Oéon tov avr
nEooépepe  e£EXOVOEG ULTNQEOLEG, YeEYOVOG TOL  €lxe WG amMOTéAeopa va
avoaxvenxOel opdpwva to 1897 oe emionuo pHéAog tov LuvAAGyov. Axoun kat
onpeoa 0 LVAAoyog Avdikr)g Xopwdiag dlogyavavel pia «Agrtovpyia Aovpmon
0TI HVIUT TOL @G €VDELEN eLXAQLOTIAG Vit TN oTTovdAla TTEOOPOEA TOL. XVVvEDeoe
HAALOTA Kat 0 D¢ kamolx Alya KOpUATIR, KLl Opws moAAot BievvéCot
ovvOéteg ovvéDeoav TEOC TLUNV TOL 1] LE TNV TTOOTQOTIT] TOUL.

AvéntuEe kat datnEnoe oAV kaAég plAkég oxéoelg e tov Johann Strauss,
N WwxiteEn extipunon Tov omolov Tov elxe odnynoet to 1858 va yoaet v «IToAka
twv EAAjvwv» (Hellenen Polka op.203). H mowtn touvg emagn] gaivetat va €ytve
OTaV 0 VEAQOG HOLOIKOS 0& NAukiar 25 xoovwv a@Lépwoe 0to ZVAA0Yo AvOoukr|g
Xopwdiag to é9yo tov Sangerfahrten (op.41). Xtnv efoxukn) katokio Tov Aovuna,
ot 0x0eg Tov Aovvaf), o Strauss cvvéDeoe kal mEwtoTaovoinoe to 1867 to
niepipnuo BaAg tov AovvaPewc (Donauwalzer), éva amo ta dnuopuléoteoa
KOUHUATIX TG KAAOOKT)G Hovotkrc. Ta péAn tng Avdoikr)c Xopwdiag wotooo dev
evOovolkotkav and 1o £0Y0 Kat 0 AoVUTAG Toug CTNoe OXL HOVO v un Yivel
avt AN anmd Ttov ouvvOétn 1 dvogopia Tovg, AAAL HE TEOCWTIKY] TOUL
TIOQEUPAOT) TETUXE VA PNV ATIOKAELOTEL TO £QY0 ATTO TNV KQLTIKI] ETUTQOTI] TOV
DeotiBAA. 'EEL HOAIC unveg aQyOTEQa TO eV A0Yw BAAG Yvwloe peyaAn emituxia
oV Iaykéoua Eunogikr) ‘ExOeomn tov Iagioiov. To 1870 o Strauss apiépwoe pe
HEYAAX YOAHUATA 0TIV TAQTITOVQX TOL «OTOV MEOEdQO0 KUQELO NikoAao AovpTto»
10 BaAg «Néa Biévvn» (Neu Wien op.342) kaOwc ovvéBale 600 kavévag dAAog
OTNV 0AOKANQwWOT TOL £€QYOov. L1o BaAg a@rvetar va evvonOetl 1 oxéon mov
vrrExe peta &L Tov AovuTa kat Tov Schubert kat akovyetal 1o Baowo Oéua g
ovvOeong tov teAevtaiov, «Sechzehn Deutsche» (op.33, D783/1). H ovumnArowon
twv 50 etwv Tov Strauss amotéAeoe yix TOV AOVUTIA HLa LeYAAT evkauQlor v Tov
TIUTOEL e €0QTAOTIKESG ekONAwOELS. 'l Tov okomd avtd to 1894 ToVv eTtioKkéPTnice
OTO OTITL TOV, WG HEAOG TNG ETUTEOTNG E0QTATHOV, CUVODEVOUEVOS AXTIO TOV KON
BiAtoek kat tov dtevBuvtr) Tov OedTEoL TG AVANG KAL TOL TEOTPEQAV EVa XQUOO
AVAUVNOTIKO HETAAALO, AVAKOLVWVOVTAG TOU TAQAAANAQ TNV AVAKT)QUEN TOL WG
ertitipov péAdovg g Etawgeing twv PiAdwv g Movowrc. Le evxaglotowx
€TILOTOAT) TOL TTEOG TOoV AovuTiax 0 Johann Strauss onuelwve: «Tig Oeguotepeg kat
ex Babéwv evxaELOTiEG POV O 0AG Y TN YAUKIA AvAPVNOT TIOL HOL dWOATE, e
Vv evkatpia Tov IwPnAaiov pov.»»

% TCagéttac, Konency, NikdAaoc Aovumac, 0.1., 63-68
25 0.m., 155, 158-161.
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O NwoAaog vrmele, emiong, emotr0log @iAlog tov Johannes Brahms, pe tov
OTol0 AVTAAARCE OLXVA ETUOTOAES TOAAEG amd Tic omoleg owlovtal HEXQL
onueoa. Mwux and tig mAéov eféxovoeg TEOCWTIKOTNTES TNG HOVOLKI)G TOV
ETUOKENMTOTAV Kot ovvéDete otV efoxikn Katowkix tov Tov AoVUTA NTAV O
Richard Wagner. To 1861, ¢tav otn Bitévvn yivovtav ot mooetoluaoies tng
nioepLéQacg NG omepag «Tototdvog kat ICOAdN» (Tristan und Isolde) o Wagner 1)tav
PUO0EEVOUHEVOC TOU AOVUTIAN KAL EVIVTIWOLAOTNKE ATIO TO YEYOVOS OTL OAOL Ol
TIOWTAYWVIOTEG TG OTEQAS TOL DATNEOVOAV PUALKEC OXETELS UE AVTOV.2O

To ovopa tov Aovuma, wotooo, éxel ovvdeOel dpeoa e TNV MEOOTACIA, TN
dukowon kat v mEoPoAT tov égyov tov Franz Schubert, kabwe vmrjofe o kdtoxog
MG OTIOLdALOTEQTNG OVAAOYTG auTOYQAPWVY TOL CTOLdAIOL HOLOLKOV, N OToix
HETOA DLAKOO X X ELQOYQAPA TOL Kal TTOAAG HOVOIKA €0V AVARLETR OTa OTTOlo Kot
N maETITovER NG omepétas «H payepévn domar. O dlog dixpvAate kat avédelse
10 €0Y0 tov Schubert, dwplCovtac tic Xvppwvieg tov ot Anuotikr) BipAoOnkn
¢ Biévvng (Stadt-und Landesbibliothek) 600 1tav ev Cwn), evad ta vrtdAota éQya
tov ovvOéTn MEOoPEQONKAV petd to Bdvato tov NikoAaov. O dievbuvrrg g
BPA0ONKNG, Herwig Wiirtz, dAwoe mwg «xwols tov Aovumna, o Zovpumnet Oa pag
Ntav oxeddov ayvwotos. Ta Atya duxokopmiopéva égya ov Oa vroxav, Ba Tay
XwOIc vonua, edv dev owlotav n ovAAoYN] Aovuma, N HeEYAAUTEQT O€ TAYKOOULO
eTimedo».”

Yra téAn tov 1866 o NucoAaog Aovumag ekAéxOnke avtimEoedpog Kot
dtevOuvtric g Etawpeiag twv Pidwv e Movokrg e Biévvng (Gesellshaft der
Musikfreunde), 1) omoia tov Iavovdgilo tov 1870 yidptace TNV 0AOKATIQWON TwWV
eoyaowwv tov Meyagov tov ZvAAGdyov Movowknc Biévvne (Wiener Musikverein)
niagovoiar tov Avtokpdtoga Poaykiokov lworje (Franz-Josef I) wat dexddwv
e£EXOVOWV TMEOTWTIKOTNTWV KAl AVOTATWV a&lwpatovxwv. To Aauneo ktrjolo
LYMANG aoOntiknc kat MoAVTéAeIG amotéAeoe TV €doa ToL LVAAGYOL KAt T1g
nteplpnung PAapuovikng e Biévvng (Wiener Philharmoniker). H ovykévtowon
TOL VTTEQOYKOL TIOOOU TIOL ATALTOUVIAV YIX TNV AVEYEQOT] TOL avatébnie oe
4peAn emutomn), otnv omolax 0 Aovumag elxe deomolovoa Oéon. Lra ovopata
TWV HEYAAWV dwONTWV TIOL OLVEDQAUAY 0TIV ATOTIEQATWOT] TOL Meydoov Kat
Polokovtat oe peydAn emryoa@r) otnv &lcodo tov KTnEiov diakivel kavelc TO
ovoux Tov matéQa Tov Lrégov Aovuna kabwe kat avto tov Lipwva Xiva. O
NwoAaog avrjyyede emtionua otov AvtokQaToQa TNV 0AokAT)pwon Tov Meydov
KQL TOL TAQEdWOE TIROG LTIOYQAPT) TO OXETLKO £YYQAPO.

H xopuvpaia ovpfoAr} tov Aovuma kAl TOL CTIOLOAIOL APXLTEKTOVA TNG
ertoxnic Theophil Hansen otnv oAokArjpwon tov véouv ktnotov tov Movoikov
LZUAAGYOL TOUG avayvwEIoTNKE ETONUA HE TNV ATOVOUT] TOU TAXQACT)HOV TOL
«Zdneovv Lréupatoc». O Hansen 1tav emnoeacuévog Padvtata anod tov agxaio
EAANVIKO TOALTIOUO eELTIAG TNG OKTAXQOVNG TTAQAROVIS Tov otnv AOnva, dtav
kat oxedlaoe ta ko g EOvikrg BiA10ONKng, e Akadnuiag, tov EOvukov
AotepookoTmtelov kat tov Zammeiov. Ot 32 xovoéc Kapuatdeg mov otnpiCovv ta
Oewola kot 0 AMOAAwvVAG pe Tic Movoeg Tov Bolokovtat otV 0Qopn TNG HeYAANG
alBovoac Twv ouvvavAlwy, KaBwe eTONG Kal Ol VKOV QUOHOV kioveg TOUL

26 0.7, 185-186.
27 0.7, 155-163.
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vrtagxovv otnv atbovoa tov Brahms (Brahms-Saal) QvuiCovv kataAvtkda tov
eAANVIKO ToALTIOPO NG apxaotntac. H emppor) tov Aovuna oto é0yo Tov
Hansen vmnofe kabopiotikr). Mall ovvéBadav tnv déa dnpovoylag UG
KAQOIKNG aTHOOPALOAG Yo TNV KAaOKT) Hovokt).?® Xto Méyapo g Movownig o
Aovumag elxe to dwod Tov Oewelo amd To omolo TaRakoAovBovoe TIg
TIAQAOTTATELS KAl O OTEVOS TOL @IAog Johannes Brahms.

H peyaAn owovopikn evpdoewx g owoyevelag Aovpna amotvmwOnke
otV TOAVTEAT] NG KaTtowkia, Yvwot] wg MéAaBpov Aovuna (Das Palais Dumba
am Parkring), mov Bowokotav amévavtt and to dNUOTIKO TdEKo e Biévvne. H
okl TOUG AMOTEAETE TO KEVTQO OLVAVTNOTG OAWV TWV HEYAAWV KAAALTEXVOV
MG emMoXNS Kol TOAAWV ONUALVOVTIWYV TEOCWTIKOTTWY TNG TVELHATIKNG,
TOALTIKNG  Kal  eruxenuatikne Cowng, kabwg emiong xat HeAv g
QAVTOKQATOQLKT|G owkoyevelas. To dwpdtio egyaoiag eixe @urotexvnOel and tov
petémerta dnNuopléotato Cwyoago Hans Makart pe evtoAr) tov NwoAaov, o
omolog ovvéBade kaipwx otnv avadelfr) tov. Exel pelvel va avagégetal dtL o
Aovumag poAlg édwoe v magayyeAla otov Makart to 1872 tov elme va maeL otn)
Bevetia xkat va unv kavet tTimota AAA0 ekTOG amtd T0 va PAETIEL KL 0T OLVEXEWX
va €00t kat va tov Cwypagloet pix 0AokANEN atbovoa. O Makart emtilotoégpovtag
TAQOLO T E AAATYOQIKA TA EVOLAPEQOVTA KAL TIG dQAOTNOLOTNTES TOoL NikOAaov
oe M eEAQETIKY] TIAQAOCTAOT] 0QOPNG KAl O £EL TAQAOTACELS TOLXWV, TOL
QATOTUTIWVOULV T1] HOVLOKT), TN LwYQa@Lky, Tn YAULTITIKY, TNV ETUOTHUT, TO EUTIOQLO,
m Popnxavia kar ™ yeweyia. EBtor dnuogynbnke to meplpnuo «dwpdtio
Makart», To omolo XaQaktnolotnKe ATO TOUG CLYXEOVOUS TOL WG «éva amd T
a&lo0éata e Biévvne». H magaotaon g ogoens Ntav yvwot we «Amo0éwon
¢ Movowr|g».?

Meoued xoovia agydteoar 0 NikOAaog Aovumag dakOOUNOe X akOUn
atbovoa n omoia €éueve yvwot) ws «atbovoa Tovumegm, kabws o dikonuog
Cwyodeog Friedrich Schilcher amotvnwoe oto péoo g 0QOPNS TN VwToyQapia
«H amobéwon tov Lovumept». ITodkertal yux pix toxoyoa@ia mov avamaglota
0€ KUKALKT] HOQ@T] éva OUVOAO €QWTIOEWV VA X0QEVOLV YVOW ATIO TOV LOVUTIEQT,
KQATWVTAG HOLOKA OQyava Kat ote@avia. Téooeolg kKUkAKES TOLXOYyQa@leg,
HLKQOTEQOL eUPAdOV, BoloKoVTaL 0TI TEOOEQIS YWVIEg TIC 0Q0PNG, éEw amo TNV
KUOLt TOLXOYQA@IOt KAL AVATIAQLOTOVV HOVOLKEG OLVOETELS TOU LOVUTEQT OTIS
omoiec 0 Aovumag duakpibnie otav tic Toayovdnoe. ITpdkeltal Y tic cvvOéoelc:
«O NepadopaoiAtac», «O AtAac», «H opylopévn Aptepic» kat «O Mmiotukog kat
0 Apmioticr. Ly «atbovoa Tov LoUUTEQT» LTIOXE éva TAVO KAL &XTIO TOLG
tolxovg KEéuovtav PoAld, mvevotd kKat KlOAQES OAa TOoug TAAdA KAl
AQLOTOTEXVIKA Kataokevaopéva. To povowd oaAdvi tov Aovuma améktnoe
HEYAAT @rjun xdon ot Cwyoapun tagovoia tov Gustav Klimt, mov grlotéxvnoe
OTA AETOUATA TWV OVO aVTIKQLOTWV Quvowv TV «AAANyoola e Movowrc»
(Allegorie der Musik) kat tov «XZoOumeQt oto midvo» (Schubert am Klavier).® O
Klimt éywve o ayamnuévog kat €VVoOUHEVOS CwYQAPOS Tov AOVUTIA HETA TO

8 0.mt., 176-178.
» 0.m., 69-79.
30 0.7, 95-109.
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Oavato tov Makart, ano tov onoio elxe epmvevotel kat Oavuale Padvtata. Ltov
Klimt avatéOnke éktote 11 oAokAT)owot Tov Meyagov tov AovuTa.

Tov AexéupBoto tov 1857 o Avtokpatooag Poayiorog Iwone anmopaoioe to
YKQEULOUA TV TELXWV TNG Blévvng mov elxav éwg tdte 0KOTO TNV MEOoTACIX TG
TOANG amo TIc 00wHAVIKES eTIOQEOMES. Me avtokQatoQikd dataypa tébnke oe
EQAQUOPN] €VA TIROYQAMHUA OV TEQLAAUPAVE TNV ETEKTAOT KAL TOV EEWOAIOUO
NG HOVAQXIKTG TEWTEVOLOAS e VEX KTIOWX KAl HVNHElR, Ta oTtola -eKTOG Ao
TNV TIOAKTIKY] XONOLUOTNTA TOvG- O amtotvmtwvay v atyAn twv APppovoywv. e
avtd 1o £oyo o NwkdAaog dxdoapatioe kaBoolotikd EOAo, w¢ HEAOS TNG
ETILTQOTIG TOV TROYQAUUATOS eTéKTAONG TNG MOANG. H emoxr) g avanAaong
€UEVE YVWOTH WG «eToX1 TG Ringstrasse»,’! HeTAHOQP@OVOVTASC KUQLOAEKTUKA TN
Biévvn oe par ano tig woadtees mMpwtevovoeg tov koouov. H Ringstrasse, mov
TIOOOEAKVOE TOUG OTMHAVTIKOTEQOVG XQXLTEKTOVES TNG £MTOXNG OL OTtoloL épTaoav
oV aPPOLEYIKY) TEWTEVLOLOA YIX VX OXEDLATOLV OXL LOVO ONUOCLX KTHOLL AAAK
KL WOWTIKA, TEOKAAETE TNV KATEDAPLON TOAAWV OWKNUATWY YEYOVOG TOL
amotuTtwOnKe povoKd oto €0yo Tov Johann Strauss «IIoAka NG kateddgiong»
(Demolierer - Polka). H meplodog avtr) mc Néag emoxne g Bievvng
ATIOTUTIWVETAL  OTA  TIVEVHATIKA — TMOAYHATX TG  MEWTEVOLOAS WG
RingstrassenEpoche.

Qg évOeguoc Bavpaotrc Tov Schubert kat v emoxr] exelvn mEOEdEOG TOL
YuAAGYoL g Xopwdiag emtOvpovoe v avéyepon evog avOQLAVTA KPLEQWIEVOL
otov omovdalo povoko. O avdoLxvTag avtdc, TO TEWTO UVNUED NG TOANG
apLeowuévo e kaAATéXvn, aveyepOnke oto ONUOTIKO TAQKO TNG TOANG
(Stadtpark), axoipac amévavt amd v owkio Tov AoV KAt AVOLEE TO DQOUO YL
TOV EWOAIOUO NG vedTeENS Brévvng, oty omnola éwg toTe prAoevovvtav pHovo
avtokpatopkd pvnueia. H Baon tov adoivta etvat égyo tov duamtpemr) Theophil
Hansen. To 1872, ota amokaAvmtiowx Tov €0yov o Aovumag éxave ua Padux
ovvaloOnuatikn opAia, ex@EEACOVTAG TN OTTOLdALOTI T TOL AVOTOLAKOV OLVOETN
TIOU: «.ME TN UEYAAN kaEd&d Kal TOV TAOVOLO OLVALOOMUATIONO TOV...[E TO
evOvpo vevpa kat ) Pabvotoxaotn Puxn NEege va Polokel ékpoaot Y kaOett
miov atoOavotav n avOewTivn) Puxr». ' T peydAn emitvxia Tov €0QTATHOV TwV
ATIOKAAVTITNEIWY 0 AovuTiag T Onke amd Tov AVTOKQATOQA HE TOV «LTALQO
tov Immtotn tov Tarypatog g A.E. touv Poaykiokov Iwong».32

O NwoAaog Aovumag Ntav emiong avTiEoedQOS KAL 0T OLVEXEL TTEOEDQOG
NG eTTEOTMNG ToL avéAafe v avéyepon pvnueiov tov Wolfgang Amadeus
Mozart, oto omoto xkat dworoe 800 @ropivia, OTéAVOVTAS TAQAAANAQ dekddeg
ETUOTOAES 0& ATOHA KAl POQEIS TNG AVTOKQATOQIAS KL EKTOG AVTHG TIQOKELEVOL
VA OUYKEVTQWOEL TOUG ATIALTOVEVOUS OLKOVOLKOUG TIOQovs. Taw amokaAvmTrjola
tov pvnuelov éywvav to 1896 mapovoia Tov AvtokQAToQa KAl 0 AOVUTAG WG
TEAETAQXTG TNG EKONAWONG EKPWVNOE TOV TTAVITYLOLKO TS Nuégag. Ot vnmoeoieg
tov NkoAaov amotéAeoav agpoour) wote o Poaykiokog Iwore va tov dogioet

31 Yxetka pe v Ringstrasse, tov oxedlaaopd, tn dNUovQyia, TNV KQUTLKT] TTOL dEXTNKE KAl
tm onuaoia g BA. 1o kepadawo «The Ringstrasse, its critics and the birth of urban
modernism» oto Carl E. Schorske, Fin de siecle Vienna. Politics and culture, New York:Vintage,
1981, 24-116.

% TCagéttac, Konency, NikdAaoc Aovumac, 0.1., 162-163.
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oto vmato aélwpa Tov «MvotikoovpBovAov» Tov. O kabnyntrg YAvmtikrc Victor
Tilgner, o omolog @uUlotéxvnoe Tov avdoukvta tov Mozart, tov éyoope
XOAQAKTNOLOTIKA: «OUEQR, O€ OAOKATON TNV AvTOKQATOQIR, KAVELS dev dukaovTal
tov titAo E€oxodtatog (Exzellenz), 6oo eoeic [...] ] dnuooiax amovour) tov titAov
avtov..elval ékpoaon emtlbvpiag TOowv TOAAWVY».

Amo tov NuwoAao Eexivnoe kat 1 éa avéyeQong Hvnpelov TEOG TIUT) TOL
peydAov povoovEyov kat emotOov @ilov tov Johannes Brahms, okt HOAlG
unveg peta to Oavatd tov, to 1897. O dlog avéAafe TEOIOTAUEVOS TNG ETLTOOTIG
kat dwptoe 2.000 kopwves, wotdoo dev MEOAaPe va TO Oel OAOKANQWLEVO.
KaBogplotikr) vrrjoée 11 ovpPoAn) Tov kat otV avéyeoon Tov avOolivia Tov
Ludwig van Beethoven, wg moiotdpevoc g emitoomnr)c g Etawpeiag Pidwv
Movowmg kat dwentrc 1.000 @opwvicwv. Tn @rdotéxvnon tov pvnueiov avéAaBe o
kaOnynuc e yAvmtkrg Caspar von Zumbusch, o omoiog tomoOétnoe tov
omovdalo ovvOET TAvw o€ PABEO, TOL ATO TNV AQLOTEQT) TOL TAEVEA AKOVUTIAEL
o IToounOéag Aeopwng kat amo ) de&ud mAevea N Oea Buctwoia, Oea g vikng,
N omola kal TEooeQel 0to ouvvhétn éva otepavi. Ou evvéa eQwTidElg
ovpBoAllovv Tig evvéa tov ovppwviec. To 1880 o€ piax Aapmon teAetr) otnv onoia
ovppeTeixav 0 AVTOKQATOEAS, Ol A&LWHATOVXOL TOV, 0 ANjUaQx0og TG Brévvng kat
mAN00¢ KOOHOL Ot amMoKAALTITEX TOL pvnueiov 0 NikOAaog NTav yix U
AKOUN POOA TEAETAQXNG KAL EKPWVNTNG TOL TTAVIYLOUKOV TNG NUEQAG. e €vOelén
AVAYVWELOTIG NG omovdalag TEOoEPoQAS Tovg o Arnuagxos Tng Bievvng
avaknovée tov NikdAao kat Tov YAUTTI) Tov Hvnuelov o€ eniTipovs dNUoTteS g
TIOANC.

' tov Aovuma n vAomoinon evog pvnuelov otov Cwypdeo Hans Makart
amoteAovoe mpoowruky) vrtoOeon. To Tt opatve yux avtov o Makart, t0oo wg
KAAALTEX VNG 000 Kol wg dvORwTOog To €£€POaoe YAAPULOA OTO TIAVIYVQLKO TOU
AOY0 0ot amOKAALTITIOWL TOL pvnuetov tov Iovvio tov 1898, Aéyovtac mwg
«...0Mwg teayovdovoe o Schubert, étor Cwyoa@lle o Makart...avtdg and toug
TEWTOLG PonOnoe va @tacel 1 Buiévvn va Aéyetar «kaAAttexvikn) mOAN»... Tov
oTolov 1] PLOT NTAV EVYEVIKI), QAVOTEQN KAl KOAAOKAQON...VAS AVWTEQOG
avOEWTMOG...0 1o TEOOVHOG Y Porfeiax PiAoc». Katd tn diapkeia twv eyrkaviowv
To0ryoLdNoE 1 Avdoikn) Xopwdia g Brévvng. O avdoidvtac tov Makart, 6mtwg kat
avtog Tov Schubert, tooOetOnKe umEootad amd v okia Tov AovuTo.®

Extoc ano 1o Méyago tov LvAAdyov Mouvowkng katl Toug avdQuivtes, TO
ovoua tov NIKOAOUL elval OTevA CULVOEDEUEVO KAL PE TNV AVEYEQOT TTOAAWYV
LOTOQKWV dNUOCTLWV KTNEilwv e Biévvng. Me v dotnTa 1oL pLAdTEXVOL AAQ,
amo to 1870, kat tov BovAevty) avédaBe pall pe tov agxttéktova Hansen tnv
avEéyeQot) Tov ovykeotuatog tov KowvopBovAiov g Biévvng mov megdapfPave to
HEYAQO TOL KOLVOPBOVAIOL KAl TO UVNUEWXKO OLVTIQIBAVL He TO AyaApa Tng
[MTaAAGdag AOnvac. Emiong, avapeixOnke eveoyd otnv  oKOOOUNOT) TOUL
[MTavermuotnuiov g MOANG, avaAauPavoviag TNV TAKTOTOMoN TV deKAdWY
JLOKNTIKWYV KAl OLKOVOULKWYV TEOBANUATWY oL TtRoékuav kat eEao@alilovtag
Apeoa TNV avaykalx oVUTANEwHATIKY Xonuatoddtnon 200.000 gogtviwv.

Me évtovo evOla@éQOoV KAl OTUAVTLKT] OLKOVOULIKY eVIoXLon attd HéQoug Tov,
o Aovumag mapakoAovOnoe oteva kal TV avéyepon tov Anuagyeiov (Rathaus)

3 I'tor 0Aovg Toug avdpLavteg, PA. 0.7, 115-133.
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¢ Biévvng, v avakatvion tov kaBedoucov vaovL tov Ayiov Lte@dvouv Kal Tov
Otxov twv KaAArtexvav (Kunstlerhaus). TéAog pali pe tov AUTOKQATOQ KAL TOV
[Tarntaa  vre€av ot Paowol OdwENTEG TOL  TMOUMWOOLS  UVNHEOL  TNG
ameAevOépwong e Biévvne amd tovg OBwpavoive mov Peloketat péoa otov
ka0edokd ToLv Aylov Lte@dvov kal kataotodgnke katd tov B’ Ilaykoouio
[TéAepo. To 1880 ekAéxtnie emitipo péAog g Akadnuiag Ekaotawv Texvav oe
AVOYVWELOT) TNG TTOAUVTIUNG TEOTPORAS TOL TNV TEX V.3

Amo 1o 1870 o NudAaog agrepwdnke omnv moArtkn). Q¢ PovAevtrg g
Kdtw BovArg avtimpoowmeve T OLH@PEQOVTA TG MOANG Tov, TG Biévvng. Qg
péAog tov Avtokpatogikov KowvofovAlov (Reichsrat), ta ovpgégovta e piomg
xwoag kat amo to 1874 w¢ avtimedowmog kat péAog TG AvaAoykrg Avoto-
Ovyyowrc Avtimpoowmeiag, Ta ovp@éQovta 0AdkANENG ¢ povapxiac. To 1885
droplotnke amd tov AvtokpAatoga «loofto HéAog e Avw BovAng». Empoxketto yx
évav omovdaio dLOQLOHUO TIOL ATIOVEHOTAV HOVO O EEALQETIKEG TIEQLTITWOELG.
AtetéAdece  «MvuotikooUpBovAoc»  tov  AUTOKQATOQQR, — €WOMYNTNG  TOL
TIEOVTIOAOYLOUOV TV EWTEQIKWV VTTOOETEWV TNG AVTOKQATOQIAG, TNG ETULTQOTING
aToOepATIKOD KePAARIOL TG XWEAGS, TNG ETITQOTIG OLKOVOULKWY, TG ETILTQOTING
OXOAelwv, NG ETMITEOTMNG KATAOKEVTG OUYKOWVWVIAKWOV €QywVv, Kabwe Kat
TIOAAQV AAAWV ONUAVTIKOV €TUTEOTWV.

Ao Tc Oéoelc avtés mMEOooépeQe TMOAUTIHO KOWWVIKO €Qyo. Evdeuctucd
AVAQEQETAL OTL HEQIUVTOE YIX TO VOOOKOUED Taidwv, To DQupa MTwXwV Kot
AVIATWV, TO oA TeROAAYMS TVPAWV KAt TO TUAAOYO KWPAAKAWV, TN OTIOLEN
TwV anopwv kot T OegpeAiwon oxoAelwv. H @oovtda twv agowotwv, twv
EYKATAAEAELUUEVOV TTADLDV, TWV 0QPAVOV KAL TWV XNOWV anoteAovoav Baotkd
tov HéANua. Onwg eixe tovioel oe opAia tov Oa mEémet «va BonOdet o duvatdg
ToV adOvapo, 0 TMAOVOLOG TOV @TwXO, O &EVLTLXIOUEVOS Tov dvotuxn». H
PLAavOowTIKY) Tov dpAoT LTE&e Waitepa Yevvalddwn kat otnv EAAGda, v
ool oLVEdQAE TIOKIAOTEOTIWG. Me dwpeea NG owoyévewng Aovuma €xet
Cwyoagpiotel 11 Cweogoc tov Ktneiov tov Ilavermotnuiov AOnvwv, omov ta
ovopata Ltéeylog kat NwoAaog Aovumag avayoa@oviat otnv TAAKX TV
eVEQYETWV OTNV £{0000 Tov. Alyo oLV amo to Odvato tov to 1900, kAnpoddtnoe
30.000 poayka, OO TEQAOTIO Yix TNV €TOXT), 0T0 NOOOKOMEID LeQQWV KAt TTOAAK
pogivia oto dnuotikod oxoAeio tng BAaotng, g Kolavng kat twv Legowv. Xtn
Biévvn, diatnowvtag v 0000d0én miotn Tov maTépa Tov oTAONKE AEWYOS TNG
eAANIVORO0O0ENC ekKkANnoiag, mEog TV omola ékave emiong MOAAEG dwoees, evaw
dlatéAeoe kal mEOEdEOS NG €AANVOQOODOENG EKKANOTLAOTIKAG KOWVOTNTAG TOL
Avyitov I'ewpyiov, ar’ 0TOL dlxxelploTNKe e EEAIQETO TEOTO TA CLUPEQOVTA TWV
EAAN vV ¢ Biévvng.3

Tnv meplodo avty n evegyeoia, dNAad 1 TEAKTIKY) AMOdELEN TNG
P avOowmiag, amoteAovoe Hiat amtd TIS PAOIKOTEQES TLVIOTAUEVES ATIODELENG OXL
HOVO TOL MOWKOU dAUETONUATOS, AAAX KAL TNG XOWOTLAVIKNG OLVEONONG TOL
eveQyetovvTog. TTapdAANAQ pe TNV KOWWVIKI] TOVG dLAOTAOT) TETOWOL E(dOLG
XONHaTKéS el0@opéc Oewpovvtav Ot eEao@aAllav ev TMOAAOIG TV cwtnola Tng

# Tx T dOnuooa krjeua e Biévvng BA. 6.7, 134-148.
¥ T'x TNV moArtiky} dgaotnEoTTa Tov Aovuna PA. avaAvtikd, 6.1, 205-218.
% 0.m., 53, 252-253.
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Puxne tov atopov, kabwg Pelokoviav oe ovHPOVIA pE TO WOEWDES TNG
xototxvikrg miotne. H dtdBeon mov eE€poale yia TQOOPOQA AmEVAVTL 08 O00LG
™V xeewxlotav dMAwve TV eTOLHIA TOL ATOUOL VA EKTIATQWOEL TOV KOLVWVIKO
TOL POAO KAl TAVTOXQOVA OLVIOTOVOE UL TEAEN, 1) omola O Ttov eEaoAALle ev
TIOAAOLG KatL TNV owtnela TG PuXNS TOV, CVUPWVA HE TNV XOLoTLavikn TtloTn. Aev
elvat  toxalo A&AAwote Ot oL ekkAnoleg amotéAecav évav  amd  TOLG
OTNHAVTIKOTEQOVS ATIOOEKTES TWV KANQOdOTNUATWV.Y

Onws kat oTIg MeEQLOTOTEQES KOLVOTNTEG TOL £EWTEQKOV, €TOL kKat 0T Brévvn
napatnEnOnke MOAV yoryooar OTL 1 WWWTIKN AOKNON TV @UavOQwTIKWV
aoOnuatwv  anoktovoe  eOvikéc dxotdoels, kabws ovvdvalotav oxedov
ndvtote He A&foveg TOL Ntav OnAwtwol Tng eOvikng ovveldnong Twv
evegyetovvtwv. H évvola tov «kadnkovtoc» onAadr) meooéAafe ovvtopa eOvucég
dlotaoels, kabwsg avTod dLOXETEVOTAV CLVELINTA O& POELS Tov e&Epoalav TNV
eAANVIKOTNTA Kol dlakrjpuTTay Vv e0vikn) ovveldnon twv ovuPailopévewov. H
TEOAYHATIKOTNTA  auT] anotvrtwvel EekdBaga v eOvikr] didkotaorn Ttov
«ELTIOMTIKOV» QOAOL TWV TMAOVCOLWV ATOdNHWY, 1) omola paAloTa amtoteAovoe
TIEOTLTIO YIX TS KOWwVieg NG emoxnc.® Lrueoa owlovtat dekddeg éyyoapa pe
TIC XONHATIKES APLEQWOELS TWV KATA KALQOUS EVEQYETWV TOAAWDYV KOLVOTHTWV TOL
eEWTEQKOD, OTA OTIOIX ONHELWVETAL O EWIKOC «EOVIKOG» APLEQWUATIKOS TOVG
OKOTIOG, OLKOVOULKOU QOAOL IOV «O@PEAAV», OCUUEPOVA e TOVS dWENTES TOVS, VA
eruteAovV  Tar KANodotruaTa kKAt va  dapavovv  £TOL Ol CUYKLVIOLKO(-
PuxoAoykol deopol oL Ta Evwvay e Ta «UEAN TG €OVIKNG OkoYEvelnc».

Tov Magrtio tov 1900, Atyo mowv ovpumAnewoet to 70 €tog g NAIKLAG Tov, 0
Aovumnag mebaivel, mpokaAwvtag t OAWM peydAov mAOovg Twv CLUTIOALTWY
TOV. e MOAAK dNUOOIX KTHOLX TNG TTOANG Ol oNualeg KUHATI AV HeTlOTLES, eV N
onuata Tov Anuagxelov éptave oto €dagog kal 1 mEocoyn tov Otkov Twv
KaAAitexvav kaAveOnke oAdokAnon pe pavgo v@aoua. LTtov nueQnolo TOTO
duxBale kaveic otLn Biévvn, péxol tote, dev eixe Eavadel tooo emtPPAnTIe Kndeia.
H c006c tov katevBvvOnke and tov eAAnvopBodofo vad g Ayiag Toukdag

¥ Twx v evepyeoia v meplodo avtn) PA. v extetapévn, ditoun povoyoa@ia ng
MatovAa Touapd-Liwdépn, Evepyetiouoc kar mpoowmikotnta. Evepyétec EAAnvec tov
Kaipov, t. A', ©. B', AOnva: ITanalnong, 2002, kaBwe kat v ékdoorn twv meakTikdv To
pawouevo tov evepyeTiopov ot Neotepn EAAGOa, emp. Anuitong Agpavitdxng, Adnvou:
Movoelo Mmevakrn, 2006. BA. emiong Baodkr) @eodwgov, «Evegyetiopog kat opelg g
KOWWVIKTG eVOowHAtwone ot magotkieg (1870-1920)», Ta Iotopixad, 7 (1987), 119-154,
EAevOepia NikoAaidov, «Hmepwteg anodnpol ot Pwoia tov 180 awdva kat 11 oupBoAn
Touvg otnVv avdntvén g Hrelpovr, Awdawvn, 15 (1986), 103-128.

3% BaoiAng AaAkapovkng, «KAngodotiuata kat “megupepetkn) avamtuén”: mageABov kat
TIAQOV LG €WOLKTG Katnyoplag “otkovopucv mopwv”. To magdderypa tov Zayoplov otnv
‘Hmewgo», Ewmynon oto Aebvéc Luvédpo Owovoupwne kat Kowwvikrg Iotoplag,
PéBuvuvo, 10-13 Aekepfotov 2008, vrmd éxdoor, Tkagoc Mavtovpadog, «Iloatikég
kAnpodootiag EAAvwv tn¢ Tepyéotns. Mia mo@Tn oUYKQLTIKT] TIQOOEYYLOT] AVAPOQLKA [LE
v mepintwon ¢ Biévvng kat g ITéotne (190¢ awdvacg)», 6.1m. BA. emione avaAvtika
I'echoytog BapPapétog, O I'ewpytoc Ztavpov xat n EOvikn TpaneCa, ABrva: H.E.A., 1967. T'ia
toug BAdyouvc wg evegyéteg PBA. DuSan Popovié, Apudvor BAdyxor ota Badxdvia. O
Cincarima, pte. LN.E./E.LE., erup.-nooA.-oxoA. Kwvotavtiva Kagakwota, Oeooaiovikn:
E.M.X., 2010 308-310.
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(Fleischmarkt) otov Otko twv KaAArtexvav kat and exet oto Méyago Oidwv g
Movowmg émov 1 xoowdia éPpade to mévOuo égyo tov Schubert «Ruh' in Frieden
Allerseelen». H xoowdia, Alyo mowv tov evia@uaoud, toayoddnoe wsg emITAPLX
aopata, pHéQn amo ta égya tov Lovpumeet «O Oavatog & 1 Kopnp, «Grablied» kat
«Nobensonnen». Etot exmAnowdnke 1 embupia tov Bavovtog, n omola Nrtav
Yoappévn kat otn dxOnkn tov: «Kovtd otov tdeo pov, magakaAw to ZVAAoyo
V& TEOYOLOT)OEL OTIOLOONTIOTE XOEWILAKO TOL Xovumeet. O NikdAaog apxucd
EVIAPLAOTNKE OTOV OWKOYEVELAKO TAPO OTO EAANVIKO TUNUA TOL KEVTQLKOV
kowuntnoiov g Birévvng (Zentral-Friedhof), dimAa otov matépoa tov kat tov
adeA@d tov. To 1903, ouws, éywve ektagn tTwv Aenpdvwv TOL KAl EVIXPLAOTUOS
TOUG O€ TIUNTIKY) 001 TOL TOL aELépwoe o Afjpog g Biévvng oto tunpa twv
HOLOKWYV, dIMAa 0TOVG TOVG TAPOLG TwVv Brahms wat Strauss, otov dw0 topéa pe
tovg Mozart, Beethoven kat Schubert. H 006c tov Meydoov Movowkrc, mov
ovopalotav  Odoc  KaAArtexvav, mévte pégeg petd to  Oavatd  tov
puetovoudotnke oe «Odog Aovuma» (Dumba-Strasse), pe amod@aon tov Arjpov g
Biévvng «oe ekTiunon twv peyaAwv mooopoowy Tov eKALTTOVTOG».%

Yric 23 Magtiov 2000 otn Biévvn, omn peyadn aibBovoa cvvavAiwv tov
Muzikverein tiunOnke oe mavnyvowkr) cvvavAia o NikdAaog Aovumag yx ta 100
xoovia amo tov Oavatd tov. H Avdowr) Xopwdia tng Biévvng, n Zuvpgpowvikn
Opxnotoa g Etaweiag @PAwv Movowng kot koQueaiol €KTEOOWTOL TOU
HOLOLKOU XwQEov péoa amod ta éoya twv Schubert, Brahms kat Strauss amétioav
00O TLuNG otov eTPANTIKO EAAN VA TOL N maxpovoia Tov 0E0TTOTE 0TI LOVAQX KN
nowTtevovoa Tov 190L awwva.

Onwg avapépbnke kat oTNV aQ)T) TNG ELOT)YNOTS 1) OUKOVOLLLKT] EVUAQELX TNG
owoyévelag Aovuna TEOKANONKke péoa O0TO TEQPBAAAOV TV aAAaywv Tov
emétaooav oL evpwnalkol cvoxetiopol Tng emoxns. To epmdplo amtodelxOnKe KATL
TLEQLOOOTEQO ATIO UL OLKOVOULKT] TOAKTIKT). ATtodeixOnke wg avtavakAaon twv
TOALITIKWV ovvOnNkwv TNg Kkowwviac.® Ou EAAnvec éumogor mAovtioav yiati
KATAPEQAV VO PEQOLV O¢€ ETIAPT) OVO KOOUOUG, OL OTIO{0L DLEPEQAY LOVADLKA TOCO
OLKOVOULKQ, 600 Kot ToArtiotikd.*! H otkovopikny avamtuén mov yvwoloav moAAol
AT aLTOVS TOVG dLAPOQOTIONTE KOWWVIKA KAl TOALTIOHIKA &TtO TO LTIOAOLTIO
oUVOAO Kol TOUG avédelEe ae MEATLTIO Y OAOKATON TV KOWwWVin.#

O NuwoAaog Aovumag amoteAel Tov kate£oxN)V  EKMEOOWTO  TOL
TIALQOLULOOOVS «BLeVVECIKOU TIVEVHATOG», TNG KOWWVIKNG KAt TOALTIoTIkiS Cwng
e TEwTevoLVoAS Twv AYPBovoywv, TNV omolx KOoUNoe HE AAUTQX €QYAL.
Efaipetoc éumoQog kat emixelonpatiag dakelOnke v T onuatvovoa TOALTIKY,
PUavOQWTIKT] KAl @IOUOLOT] dQAOTIOLOTITA TOL KAl AVAYVWEIOTNKE WS €vag

¥ TCagéttac, Konency, Nikodaoc Aovunac, 6.m., 235-243.

4 Henry Clark, Compass of Society: commerce and absolutism in Old-Regime France, Lanham:
Lexington Books, 2007, xiii.

4 J. Lampe, «The Economic Legacy of Ottoman Domination», Balkan Economic History, 6.7,
21-49.

2 Mapia—Xototiva Xatlniwavvov, «lotogloypapikéc moooeyyioels pag dieBvomompévng
doaotnodtnTac: to eumndolo (18os-190¢ auwvac)», oto lotopoypagia Ttne vedTepns kat
ovyxpovne EAAGdac 1833-2002, Tlaoy. KitgounAdng, Towavt. ZxAaBevitng (emp.), t. B,
ABva: Kévtoo NeoeAAnvikawv Egevvav EOvikov Idgvpatog Epevvav, 2004, 407-423.
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oToLOALOG  HAKNVAG TWV TEXVWY, dadoapatiloviag OnuUavTikdo EOA0 oTtnv
AVATTLET TNG HOVOIKTG Kat TNG CwyYQa@IKNg 0TNV KALOAQOPACIALKT) TTOWTEVOLOX
tov 190V awdva. Ymneétnoe T Hovoikn e TOAAOUG TOOTIOUG TEOPAAAOVTAC KAl
AVADELKVVOVTAS TIG ONUIOVQYLEC TWV ONUAVTIKOTEQWVY HOLOLKOOLVOETWV NG
ETOXNG.

Q¢ Mawnvag, @UOHoVo0g KAt QPLAOTEXVOS TO OVOUX TOL YOAPTNKE OTO
Xovod BipAio tng Biévvng. To 1997 o Arjuog g mOANG e££0w0e TO APLEQWHATIKO
Aevkwpa: NikoAaoc Aovurnac, moptpéto evoc Mawknva (Nicolaus Dumba, Portrit
eines Mizens, 1997), 010 0TOlO ONUEWOVETAL 1] TTAQAKATW APLEQWOT): «APLEQWVETAL
pétoc amd to Afjuo ¢ Blévvng, pe evyvwpooivn kat TG éVeKev, OTOV ETTLOAVT
avtov EAAnvo.
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Filippo Termanini: Mia mowipn meooAnyn twv
MvAwvadwrv otnv Képgrkvoa (1836)

Kawotag Kapaoappiong

210 0eVTEQO HLOO TOL 19 aL pa kwpwdia ayvwotov ovyyoagéa, oL MvAwvadec,
emavépxetat otabepd otc  eAAnvikéc oknvéc amd ‘EAAnvec nbomoiovg
Yvwoilovtag tepaotia emitvxia oe kdbe e mapdotaot). To «&yvwoto» otnv
EAAGDO @eovdagycd ayQotikd meQdAAoV g vTO0eong Tov £0YOL Palvetal
TIWG AQETE KAl elye anrxnon oto eAANVOPWVO Koo Twv TOAewv oe EAAGda kat
otV ka0’ nudc AvatoAr). Me tov kaipd mootiOevtal toayovdix 0to £0Y0 KAt
Adyw avtov, oOH@WVA HE TIG LOTOQlEG VEOEAANVIKOU Bedtoov, amotéAede To
TIOWTO €QYO0 €VOG «VEOL» eAANVIKOU Oeatoucov €doVG, TOL KwHEWVAAIOL, 0TO
OTIOLO 1] LOVOIKT] KaL Tat Tayovdla Bewpovvtal antagalitnta ovotatika. H kottikn
OHwC T000 oTov 19° 6oo kat otov 20° at. vVTELE PATIKA AQVNTIKT) OTNV TEOTANYM
TOU £€0YOL KAl HEYAAO QOAO O& autd @aivetal Tws EMalEe TO YEYOVOS TOL
ATAVTIOTOL TTEOTVTIOL TOUL.!

H péxot onueoa égevva avépepe TNV VTIAEEN dVO EAANVIKWV EKOOTEWY KAL
dV0 XEOYQEAPWVY TOL £QYOu. LTIC dVO avTéc MO YVWOTES ekdOOES Of
KwvotavtivovmoAn kat Zpvovn to 18742 ¢oxovtatr mAéov va mpootebovv e
AoPAAELr akoun dVO e TOTo £kdoomc TNV AONva: uia éxdoor tov 1880° wkat 1
uéxot onuega Aavbavovoat ékdoon tov Il Zavvovdaxn tov 1890.° Evw ouws n
éxdoon tov 1880 palvetal mMws avamagdyel To Kelpevo twv exddoewv Tov 1874, n
éxdoomn tov 1890 dwxpéper awoOnta. Oxt povaxa yuatli megudapfaver TMOAAX
TLEQLOOOTEQN TOXYOVOLX ATO TA HLOALS dVO 0& apLlOUd Tov TeQAauPAavouv oL Teelg
TEOTYOUHEVES ekdOoELS, aAAda emimpocOeta ywatl 11 YAwooa kat To UQOS Tov
KEWMEVOL Elval OLAPORETIKN: XQKETA TILO dNUWONG Kol AaikOTtoTn. AAAK Kat 0
aQLOUOC TWV XEQOYQAPWY TIOL dIKOWCOLV TO KE(HUEVO AVEAVETAL AVTIOTOLXA e
TIS ekdO0ELS. Lta dvo Tov NO1 katayea@el N Katowotn),® épxovtat va mpooteOovv

1T TNV povadikr] pHéXQL OTJLLEQA AVTOTEAT] KAL XQKETA EUTIEQLOTATWHEVT] LEAETI) OXETIKA
pe tovg MvAwvadec, mov xonowpomowm|Onke wg Pdon otV magovoa peAétn BA. How
Katowwt), «Ou Egwtevpévor MuAwvades. Kwpwdio yvwotr] kat €1g &kQov aoteia» otov
wopo [lpaxtikd B' I[aveAAqviov Ocatpodoyikov Zvvedpiov «Xyéoelc Tov veOEAANVIKOD
Ocatpov pe 710 evpwmaiko. Awdikaciec TpooAnync oty wotopia TG  eAAnViIKNG
opapatovpyiac amo Ty Avayévvnon wc onuepa» (ABMva, 18-21 Amgidiov 2002),
Kovotavtla I'ewoyaicaxn (emp), ABrva: exd. ERGO, 2004, 0. 223-238.

2 Katowotn, o. 227.

3 Ot MvAwvadec. Kopwdia g moalelg téooagas. Ex tov ttaAwov. INagagpoaocbeioa
eAev0égwe Lo . Ev AOrvauc: Tomoig g ITIgosdov, 1880. Evromiotnke ot Bi3A001Kn
¢ BovAnc twv EAAvwv-Mmevdiketog BiBAoOrkn, Ta&. apl8.: WYX 8016.

4 Tl mAnpoogieg mepl TNV ev Adyw €xdoor PA. Katowwtn), o. 227.

5 O MvAwvadec. Kouwdia eic moalels téooagas. Metd véwv aopuatwv twv vnd Tov
Ouxoov TapovAdon YaAdopévwv. Exdidetar vmo I Zavvovdakn. Abrjvnou Tomowc B.
Kowota, 1890. Evromtiotnice ot BiBAo01kn Movoeiov Mmnevakn, Ta&. agt0.: N928 P96m.

¢ Katowotn, 0. 227.
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dvo axoun. To mEwto” mepLAapPavet TNV kwpwdia pe epPOALa TOAyoUdLX, eV
KQXTNYOQLOTIOLE(TAL OTO KWUEWVAALAKO €1d0c.® To devtepo avtrypd@el v £kdooT
Zavvovdakn tov 1890.° Ye kaplo Opws €K000N Kal 0& KavEva Xedyoapo dev
avayeAapetat o TitAog tov mEwtdTLTIOL £0YOoVL. To MEOPANUA TAVTIONG TOL £0YOL
TEEQLTMAEKETAL HAALOTA AKOUT) TTEQLOOOTEQO, KAOWS eV OL €KOOTELS KAVOLY AGYO
Y HETAPEAOT] «EK TOL LTAAKOU», kKATowx Oeatoued mEoyeappuata tov 19 a.
LTTOVOOUV TIWGS TO €QY0 UETAPQATTNKE «EK TOL YAAALKOU», KAOWC 1 OKNVIKT] TOL
doaon dradpapatiCetal oe KATOLO XwELo ¢ F'aAAlag. 10

ITowo elvar Aomdv T0 AYVWOTO aLTO €Q0Y0 TIOL YVWELOE TOOO HEYAAN
erutvxla otnv EAAGda; TTpokeltat vy to éoyo L’ amore mulinaro™ tov Pietro del
Torre mov katayotav and v wwaAwkr) 1oAn Cividale del Friuli. To €oyo,
oAokAnowpévo Non ota 1822,2 yvwoeloe teels dxdoxkég ekdooelg otnv Itadia to
1823, to 1829 kat to 1832,'5 eva) avapoéc Twv ev A0Yw ekdO0EWV VTTAQXOLVV O
ITAAKA® KAt avoTolakd!” meQlodka tov 190 aw. H peydAn amiynon mov eixe to
¢oyo oV ItaAia, méoa twv ekdOTEWV, kKaTadekVVETAL ATIO OVO AKOUT YEYOoVOTAa:
Twe TOAV ovvtoua, to 1836, otnv mAOKY TOL &v AOYyw €QYyou Paciotnke n
xoooyoa@ia pag magaotacns xoeov otnv Kégkvoa® kat mwg to 1837

7 Evromtiotnke ot Movokn BipAto01kn g Kevrtowkrc Anpotikric BipAto01kng tov Arjpov
AOnvaiwv (Tavtotnta eyyoaenc: 005624), Ouwg dev mEOoKeltal Yia TO ALUTQETO TNG
omegétag tov N. XatlnamootéAov Or epwtevuévol, Paolopévng otnv KwHwdlo oL
MvAwvadec, aAAa yiax v O TNV kKwHwdIa IOV HAG ATIOYOAEL.

8 [O1] MvAwvadec. KopedvAAov. 3 moalelc.

?To ev Adyw XE10YQaPO BOLOKETAL OTNV KATOXI] TOL YOAPOVTOC.

10 BA. Katoww, o. 235-238.

T Av Kot 0Aeg ot eAANVIKES ekdOOELS TOV €QYOL TaEadidovV ToV TitAo Tov éQyov wg ot
MvAwvadec, mbBavotata 10 (TAALKO TEOTUTIO NTAV YVWOTO 0Tovg EAANVIKOUS Bikooug
a@ov UE TOV KALQO TO €MIDETO «EQWTEVHEVOL AQXLOE VA CUVUTAQXEL OTOV TITAO TwV
TIOEAOTATEWV TOL €0YOV, WS Epwtevuévor MvAwvadec, kat avtiotolxia meog Tov LTaALko
titAo.

12 BA. éxdoomn tov 1823, 0. 5.

13 «L" amore mulinaro. Commedia in quattro atti in prosa di Pietro del Torre da Cividale del
Friuli» oto Scelto teatro inedito Italiano, Tedesco e Francese, vol. XLIV, Venezia: tip. Rizzi, 1823
mov meQLéxel TNV éxdoon tov Giornale teatrale ossia Scelto teatro inedito Italiano, Tedesco e
Francese, vol. 88, Agosto 1823, 0. 1-73.

14 «” amore mulinaro. Commedia in quattro atti in prosa» oto Commedie di Pietro del Torre del
Fu Giulio di Cividale del Friuli, vol. I, Udine: tip. Vendrame, 1829, o. 139-203.

15 «L” amore mulinaro. Commedia di Pietro del Torre» oto Ape comica Italiana dopo il Goldoni,
vol. XXVI, Venezia: tip. G. Antonelli, 1832, 0. 1-69.

16 T v éxdoom tov 1829 BA. Biblioteca Italiana o sia Giornale di letteratura, scienze ed arti
compilato da vari letterati, vol. LVI (Ottobre, Novembre e Dicembre 1829), Milano 1829, o. 302-
305 oto tevxoc Aekeupolov (Dicembre) 1829.

7 T v éxdoon tov 1832 BA. Osterreichische Blitter fiir Literatur und Kunst, Geschichte,
Geografie, Statistik und Naturkunde, Hrsg. und redigirt durch A. Adolf Schmidl, Wien: Anton
Strauss's sel. Witwe & Sommer, 1844, 0. 79 mov meQiéxet v éKxdoon tov Osterreichische
Blitter fiir Literatur und Kunst, no. 10, 21.02.1844.

18 «Amor molinaro. Azione comica-coreografica. Composta e diretta dal primo ballerino
Nicola Marchese da rappresentarsi nel nobile Teatro di S. Giacomo in Corfu nel Carnovale
dell’ anno 1836» otov tépo La gioventis d'Enrico 5 ossia La bella tavernara. Melodramma buffo da
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dlokevdotnke o€ opera buffa’®. ®aivetal pdAlota WS WS KWHwWdla 1NdN péXoL to
1844 ELemépaoe tax oteva 6o NG ItaAlag kal mMaQAOTAONKE O& YEQUAVOPWVEG
XwQeg.?

Ot apetég Tov €QYoL dLOTLXWS deV EKTIUNONKAV ATIO TNV EAATVIKT] KOLTIKT)
oL 19 aL mov €kave AGYO Y «kaQayKLOC Hmedé»?! aotela Kt MOV AMOQOVOE
Yx v emutvxia Tov €QYOV. Le avTO UTIOQOVUE VA AVTITIAQAPBAAOLUE VI aQX1
mv O TNV dmoyn tov ovyyoapiéa twv MvAwvadwy: «[...] Non e bello quello che
e bello, ma [...] e bello quello che piace. (utp. Aev Oewoeltat kaAd avtd oL
TOAYHATIKA elval kaA0, aAAd Oewpeitat kKadd avtd mov apgéoer? Kat otnv
neQlnTwon twv MvAwvddwv @aivetal mMwg 1 OUYKEKQLUEVT) POACT) €XEL LOXV,
a@oL 1o €Yo &lxe TEQAOTIX ATXNOT OTO KOWO 7oL (NTOVOE OLVEXWS HLIX
ertavaAnyr] tov. EmumAéov, o dog o Pietro del Torre, atoOavetar v avdykn va
ducatoAoynOel yx v kKwpwdlx Tov €ypae, ava@éoovTac mMws Mt KwHwlx
amevOUVETAL KAl OTOVS AYQAMHATOUS KATL TTov eivat amtdAvta Oeuttd, kabwg o
(Olog mioTevel Mws To OEATEO WG XWQEOS ONUOCLAS dXOKEdAOTG Opeidel va
Eexovpdlel TOVG KOLEAOUEVOLS amd T doLAeld amAovg moAites.? Qotdoo N
TAUTLOT TOL TMEWTOTVTIOL HAG AVOLYEL VEOUS 0QLLOVTEG EQUNVEIXG TOL KELHEVOL

rappresentarsi nel nobile Teatro di S. Giacomo in Corfil nel carnovale dell’anno 1836, Corfl: Tip. del
Governo, 1836, o. 41-51.

1 L" amor mulinaro. Burletta comico-drammatica per musica. Espressamente composta per
I"Accademia Filodrammatica di Ferrara dal C.F.A., Ferrara: tip. Pomatelli, 1837. I'ia avagopég
otnv omepa PA. Cenni storici intorno alle lettere, invenzioni, arti, al commercio ed agli spettacoli
teatrali per I'anno 1837 al 1838, vol. 27, Bologna: tip. Gov. della Volpe al Sassi, 1837, . 150 mtov
mtepLéxel to Teatri, arti e letteratura, no. 696-vol.27, 01.07.1837+ Revue et Gazette musicale de Paris,
vol. 1V, 1837, 0. 562 oto tevxoc no. 31, 30.07.1837- Allgemeiner musikalischer Anzeiger, Wien:
Tobias Haslinger, 1837, 0.132 oto tevxoc no. 33, 17.08.1837- Neue Zeitschrift fiir Musik (Jul ibis
December 1837), Leipzig: Robert Friele, 1837, 0. 64 oto tevxog no. 16, 25.08.1837- The musical
world. A weekly record of musical science, literature, and intelligence, vol. VII, London: J. Alfred
Novello, 1837, o. 93 oto tevxoc LXXXIV-vol. VII, 20.10.1837: The examiner. The Ballot 1837,
London: John & Leigh Hunt, 1837, 0. 695 oto tevxog no. 1552, 29.10.1837- New-York Mirror. A
weekly journal devoted to literature and the fine arts, vol. 15, New York: G.P. Morris, 1838, o. 239
oto tevxoc no. 30-vol. 15, 20.01.1838- Hugo Riemann, Opern-Handbuch. Repertorium der
dramatisch-musikalischen  Litteratur (Opern, Operetten, Ballette, Melodramen, Pantomimen,
Oratorien, dramatische Kantaten u.s.w.), Leipzig: C. A. Koch, 1887, o. 18.

20 «[...] ,L'amor mulinaro,” die auch auf der deutschen Biithne bekannte: , Liebe in der Miihle;
[...]” (nte. to "L'amor mulinaro,” mov elvat Yvwoto ot yepuavikn oknvr) we: " Liebe in der
Miihle;")» oto Osterreichische Blitter fiir Literatur und Kunst, Geschichte, Geografie, Statistik und
Naturkunde, Hrsg. und redigirt durch A. Adolf Schmidl, Wien: Anton Strauss's sel. Witwe &
Sommer, 1844, 0. 79 mov meQuéxetl v éKxdoomn tov Osterreichische Blitter fiir Literatur und
Kunst, no. 10, 21.02.1844.

2 Katowotn, o. 228.

2 BA. o kelpevo pe titAo «L autore al signor editore» mov monyeitatl g Kwpwdiag oTnv
éxdoom tov 1829, 0. 141.

2 «[...] si deve scrivere anche per gl’ illitterati; [...] I teatri furono instituiti per i pubblici
divertimenti, accioché gli uomini stanchi e sposati dale giornaliere fatiche e dale loro lunghe
applicazioni, si ricreassero con delle gioviali ed, allegre rappresentazioni [...]» PA. To keipevo
pe titdo «Signor Editore Stimatissimo» mTov moonyeitat g Kwpwdiag otnv €kdoor Tov
1823, 0. 4.
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PWTICOVTAG TO TEQLOOOTEQO, APOV HAG TQOOPEQEL OTOLXElX TOL TIOTE WHEXOL
onpeoa dev elxav eruonuavOel katd v mMEOCANYPN tov éoyou. Ilpwta amtd 6Ax, N
rtaAkr) €kdoon tov €oyov tov 1832% evtdooetal oe évav OLAAOYIKO TOUO [e
ITaAKéS kwpwdleg «dopo il Goldoni». MNmwg emopévwg 1) Kwpwdia pag meQLéyet
otolxeiax G commedia dell’ arte omwc efeAixOnke amd tov Carlo Goldoni;
EmmpdoOeta, mAnpogooleg mov ovoyxetiCovv to vo e£étaon éovo pe Tov Goldoni
LTTAQXOLV Kl 0€ dAAec myec? kabwg ot teAevtaies oknVvég Tov €QyoL @atvetat
nws Bvuoav oe k&mowovg to €Yo Il Feudatario (*AA& kau to 1l Falegname di Livonia®®
7oL Opws dev etvat tov Goldoni). Kat moayparti, av eEetdoovpe to €0yo vmd TO
nolopa avtd avtlapPavopaocte mwe otovg MvAwvades mageAavvouv dAa ta
Yvwotd amo tnv  commedia dell’ arte mEdowma He TA OTEQEOTLTUKA
XAQAKTNOLOTIKA TOLG: éXOoupe dVO CevYdQx eQWTeVHEVWVY VEwV, Tov Toekivo pe
v Poliva kat tov Ilinmo pe v Kitta (Innamorati), évav mAovoo yégo mov
OéAeL va VO@ELTEL e TNV VEAQT] oW KAt PEQVEL EUTIODX TNV €VWOT] TNG HE
TOV VveaQd ayamnuévo g, tov upmaguma I'woyo (Pantalone), upix youk
EQWTEVHEVT] HE TOV YE€QO, KOUTOOUTIOAX KAl UTOLATN, v Yok XLiABéotoa
(Ruffiana), kot tov kov@od yépo Oelo, Owud, (xaoaxtioa avaueoa otov Tartaglia
KL TOvG Zanni).

Yuykotvovtag 10 eAANVIKO Kat TOo ITaAKO  KelpeEvo NG KWHwWOIAG
dATIOTWVOULE Tar akOAoLOat:

1. To eAAnviko keilpevo akoAovBel mOT&X TO TAAIKO TOL TEOTLTO,
TIAQAUEVOVTAG O€ peYAAo Babuo akpiBelag oVpUPVO Ue TO ITAAKO Kelpevo, av
Kal to amodidel lowg pe evav mo eAevbeQo TEOTO O 0QLOpEVA Onuela Kat
neoo0étel eUBOALES POATELS 1] TIEOTACTELS WIWS OTOVS EOAOUG TOVL UTAQUTIX
INwoeyov kat g youds LIABEOTOAC TIQOKELEVOL VA EVIOXVOEL TNV KWUIKOTNTX
TWV OKTVAV.

2. Ta ovopata TV XAXQAKTNEWYV TNG ITAALKTG Kwwdiag mapapévouv ta (dua
otic eAAnvikég exdooelc. ‘Exovv dnAadn petagoaotel emakoipwe.? dotooo,
TIAQATNEOVVTAL KATIOLEG dLAPOQOTIOMOTELS OTA OVOUATA, TTAQOAO TIOL TIQOKELTOL
Yx To dL0 €QY0, AVAUETA OTNV ITAALKT] KWW, TNV X000 EATOKT] TAQATTAOT)
otv Képkvoa kat tnv ttaAwkr) opera buffa.?

% BA. vmoo. 15.

%5 «[...] nelle ultime scene ci abbia una tal quale rimembranza del Feudatario del Goldoni e
del Falegname di Livonia. [...]» PA. Biblioteca Italiana o sia Giornale di letteratura, scienze ed arti
compilato da vari letterati, vol. LVI (Ottobre, Novembre e Dicembre 1829), Milano 1829, o. 305
oo tevxog AekepBoiov (Dicembre) 1829.

2% JTpokertat yia éva yaAAwko €oyo pe peyaAn dnuotwotnta oty Itadioa. H kwpwdio Le
menuisier de Livonie, ou Les illustres voyageurs (1805) tov Alexandre-Vincent Pineux Duval
evémvevoe 1 ovvOeon g opOTLITANG 6megag Tov Giovanni Pacini oe Aqpmgéto tov Felice
Romani mov magovoiaotnke otn LikaAa tov Midavov (1819) kat ot cuvéxela evémvevoe
T oUvOeon MG axoun omegatiki)c ekdoxrs, w¢ opera buffa (1819), oe povowkr] tov
Gaetano Donizetti kat Ayumpéto tov Gherardo Bevilacqua-Aldobrandini.

27 Conte Ernesto/Cecchino=Koung Egvéotog/Toekivog, Giorgio=Mmnaouna I'ecoyng,
Rosina=Poliva, Pippo=Ilinmog, Silvestra=I'ona ZuAPéotoa, Ghitta=Kitta, Tommaso=Kvp
Ouwpac.

% O Giorgio Aéyetau Janni, n Silvestra Aéyeton Lugrezia ko o Tommaso Aéyetar Pancrazio
otnv xopoBeatow mapdotaon g Kéokvoag, evaw o avavupog arxoAovBog tov Cecchino

98



3. Katd wkdmowov tedmo o ttaAkog titAog L' amore mulinaro Oa moémel va
NTav YvwoTtog 0toug eAANVIKOUS Oikooug, kabwg dev mpémet va OewenOel tuxala
N eAANVIKT] TagaAAayn Tov titAov otic Deatokéc magaotdoels we Epwtevuévol
MvAwvadec.?

4. Ta dV0 TEyoVdIXx OTO €AANVIKO €Q0Y0 @atvetal mwe EAkouvv TNV
TMEOEAELOT] TOVG ATIO TV TAAKN KwHwdla, kabws Kal o avTV LITAQXOLV
avrtiotolxa VO TEayoLvdl. Mmopel BéPaax 0 aplOUoc avtog va elvar o (dlog,
WOTOOO HOVAXAX TO €va elvatl Kowo oe eAANVIKES kol TaAkéc ekdOOELS. LTo
ITaA KO Kelpevo kot ta dvo toayovdix ta Aéet o Ilimmog otnv Tottn ITod&n tov
éoyov. ATo avtd HOVO TO TEWTO €Xel petagepOel 0To eAANVIKO Kelpevo oxedOV
KATA AEEN HETAPOATHEVO KAL e KATIOLEG eEAEVOEQEC ATIODOTELS OTA VOIUATA TWV
otixwv, etvar 1 yvwot) «matwvado» tov Ilimmov. To devtego tEAYOLdL TNG
ITAAKNG €kd00TG dev LTTAQXEL TEOOTEONKE Opwg OtV eAANVIKY €kdoom To
TOAYOUOL OTO TEAOG TNG KWHWIIAG HE AEPOQHN TOUG TALTOXQOVOUG TOLTAOUG
YAUOUS TV NoWwwV: Twv dvo Cevyapuwv twv Innamorati kot touv pmdouma
INwoyov-youag LiABéotoac.

5. Ae dwnBétovpe TMANQOQPOQLEC Yt TNV HOUVOIKY] TWV TOAYOLDLWV TNG
LTAALKNG €KO00MG, OUTE KAL YIX TO TQAXYOVdL TOL TEAOUG NG eAANVIKTG ékdoong,
TOVAAXLOTOV OTO eTimedo mEwrtoTuTiag ™G ovvOeons. Mmogovue wotdoo va
TIOVHE HE OLYOLQLA TS OTNV TEQITITWOT TNG «TATVAdAG» tov ITimmov dev éxovpe
V& KAVOUUE e TTRWTOTLUTIN oLVOEOT), aAA& oL oTiXol Tearyovdlovtay otn peAwdia
€VOG AAAOL YvwotoL Non otnv EAAGda toayovdiov.

Ac TeQACOLME TWEA OTNV TAQACTACT] XO0Q0U Tov Amor molinaro otnv
Kéokvoa (1836). H ev Adyw azione comica-coreografica maQovolAOTNKE
mBavotata v O Nuéoa petd to téAog g opera buffa La gioventu d’Enrico 5
[quintessimo] ossia La bella tavernara oto 0éatoo Lav TCidiopo katd tnv didokelx
oL KaEvaBaAlov tov étoug 1836.31 Le autd TO OLUTEQATHUA Hag 0d1yovV dVO
evENUATA:

1. H meoryoagpn tov pmaAétov Poloketar oe eviala €ékdoon pe tnv
nipoavaeQeloa OTEQR, OTNV OTOlt TTEOTACTETAL TO ALUTIQETO TNG OTIEQAS Kol
arxoAovOel ) tegrypagr) Tov umaAétov.

ovopaletat mAéov Viscardo. Avtiotorxa, o Cecchino yivetat Lubino otnv opera buffa, evw
dev vmtaExovv kaBoAov ot goAot tov Pippo kat g Ghitta.

» To eniBeto «eQwtevpévors dev ovvodevel T AéEN MvAwvades oe kaplo amo Tig
eAANViKég exddoels. Iagamépmel Opws otn A€EnN amore Tov LTaA koD TiTAoU.

30 Toayovdidtav otn peAwdia Tov «Agépate maAwv eoaotai» (PA. «112. Ilatvador (Mégog
devtegov, aopata gowtika) oto Avéotne Kowvotavtwidng, EAAnvikn avBoloyia ftot
ZvAdoyn twv eAdnqvikov acuatwv vné Avéotn Kwvotavtvidov, ABnva 18836, o. 285). To
«Agéate MAAY egaoTal» TEOKELTAL Yot TTARAAA Y] TOL TEWTOL OTiXoL («Kopate maAty
eoaotal») tov mowmjpatog Tov AxiAAéa Tlagdoyov «O Mdiog» (BA. «O Mdiog vmd AxIA.
IMapaoxov» (Mégog Toitov, Eowtika aopata) oto N. AyyeAidne, AvBodoyia ntor ZvAdoyn
aouATOY, NPWIKWY, KAEMTIKWY Kol EpWTIKQOYV UeTd Twv Avpikov xat Baxyikdv tov AOav.
XpnotonovAov vmo N. Ayyedidov, ABrjva 186919, o. 149-150).

3 Aev éxelL evromioTtel OTIC TINYEG 1) AKQLBTG NUEQOUT VI TG TAQAOTAONG (TE TNG OTIEQAS
elte Tov pumaAétov.
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2. H moaktikr) mov OéAel px magaotaon UTaAétov va axoAovOel o
nagaotact) omeoag emiBeBatwvetat ano tov Tvmo g emoxrc ywx v Képgkvoa,
Ul TOAKTIKY TOL @aivetal mwg elxe atovrjoel oe dAAa péon. LOUPva Ue TovV
Luigi Prividali® (1836), otnv Képrxvoa «1 ttaAikr| 0mega ovvexiCel va dixtnet tnv
atyAn g, akoAovbwvtac mavtote TV maAawk nébodo mov T OéAel va
OLVODEVETAL ATIO TIAQACTACELS XOQOU, OTIWS TOV KALQO TG PEVETOKQATIAG»S eV
oe &dAAo onuelo kdvel Adyo yia «lTaAkT) OTeQa e CLVOLATUO e TAQAOTATELS
umaAétov».#* To d0 pdAlota dnuootevua pag ditvel mEoobetec TANQOQOQLeg
ndvw oto Oépa. Mag mAngo@opel mws ot mapaotdoels xopov oty Képkvoa
umogovoav va etvat oAU eTukeEdelc Yix Toug KaAATéxves Wiwg Katd TIg
«TIUNTIKEG» TOUG PEADLEC KAl TWSC YWt OUTEC TIS TIQAOTATELS EDELXVAV
evola@épov oxL novo ot Kegkvoaiot aAA& kat ot AyyAo® agov olokopaote ota
1836 kat ta Emtdvnoa Polokovtav vmo Peetavikr] katoxn. O Prividali dwkatoAoyet
eTlO”NG TO PALVOUEVO va divovtal apaotaoels otnv Kéokvoa povaxa 6 urveg
TOV X00VO, aTtd To POIVOTIWwEO HéXoL TNV Ttepiodo tov KapvaPaAiov. Amodidet to
PALVOULEVO OTIC KALQLKEG OLVOTKES TTOV €MKQATOVV OTO VIOl 0TO YEYOVOS TS OL
KATOLKOL TIQOTIHOVUV TIS OLVAUVALEG TWV QUAAQUOVIKWV OTIC £E0XEC KATA TNV
AVOLEN, eV TO KaAoKalQL AOYyw tne C€oTng dev emAéYOLV va KAELWOTOVV O v
0éato. To @OIVOTIWEO OHWS, AVaPEQEL, WS POV OL KATOLKOL £xouv 1)O1 paléet
TIC EALEC KAl TA OTAPUALR, ETILOTEEPOLY OTNV TOAT delyvovtag peyaAn mpobvpia
va TEAKOAOLONOCOLVY TAPACTATELS OTIEQAG KAL UTTAAETOV, AVATIATIOWVOVTAG TNV
TOALTIOMLKT]  OTEONOT TV TEONYovuevwy 6 unvav.®* Ta umaAéta  mov
ntagovatklovtav kabe @opd 0To Koo 1Ty 4, dVO TNV MEPI0dO TOL POLVOTIWEOL

% Luigi Prividali, «Notizie estere» oto Il censore universal dei teatri, no. 76, 21.09.1836 mov
MeQLUAGUPAVETAL OTOV TOHO TNG epnuegidag pe ta tevxn 1- 105 (02.01.1836-31.12.1836), o.
304.

3 «Corfu. Continua qui a sostenersi in credito 1’ opera italiana, seguendo sempre 1" antico
metodo di volerla accompagnata dai balli, come ai tempi della veneta dominazione; [...]» PA.
0.7

3 «[...] opera italiana unita ai balli; [...] pA. 0.7.

3 «[...] e come a quei tempi anche adesso per i virtuosi di qualche abilita quel teatro € molto
proficuo, perche sulle serate di loro particular benefizio calcolare essi possono forse di piti che
sulle loro paghe. Come il gusto per la musica, cosi i mezzi e la disposizione di premiare chi I
arte musicale esercita con valore, sono qualita comunissime in quegli abitanti, né meno
generosi di essi concorrono gli ospiti loro inglesi ad onorare il talento dei nostri artisti. [...]»
BA. 0.7.

% «[...] Tanto pil1 poi riesce lo spettacolo melodrammatico a quei dilettanti gradevole, perche
stabile non lo possiedono per tutto 1’ anno. Tanto amena & in quell dolce clima la primavera,
che anche i filarmonici pitt appassionati preferir devono la campagna in quella stagione al
teatro; in estate il gran caldo la fa preferire per forza. In autunno, dopo raccolte le ulive e
spogliate le viti, tutti rientrano in citta; poi vienne il carnovale, dedicato senz’ altro pil
particolarmente ai pubblici divertimenti, e cosi quella privazione della musica nostra, per sei
intieri mesi, la fa per gli altri sei con piu di fervor bramare, ascoltare con piu di transporto.
Per le due stagioni quindi dell” autunno e del carnovale Corfut vuol ricrearsi ogn” anno coll’
opera italiana unita ai balli; [...] pA. 0.7.

100



KaL OVO TNV TeRlodo TOL KAQVAPAALOV, OAX OHWS elXav TEQLEXOUEVO KWHULKO HLE
doapatucd otoryein.¥

To Amor molinaro mapaotdOnke oe xogoyoaia Kol oknvoOeoia Tov primo
ballerino Nicola Marchese o omoiog vodvOnKe Kt tov Conte Ernesto/Cecchino.
I xoooyoagilo mmroav péoog o Filippo Termanini wg Janni, 11 Clementina
Termanini wg Rosina, o Giacomo Rossi w¢ Pippo, 1) Carolina Rossi wg Ghitta, 1
Augusta De Capitaini w¢ Lugrezia, o Carlo Rebora wg Pancrazio kat évag akoun
XOQEVTIG, AVWVLHOG, TOoL LTodLONKE TOV E0A0 Tov Viscardo.?® Hon amod v
ETUAOYT] TWV OVOHATWV OIXTIOTWVOUHE KATOLEG OLXPOQOTIOMOELS aTtd TNV
lTaA Kt kwpwdia: oto pnaAéto o Giorgio ovopdletal Janni, 1 Silvestra ovopdaletat
Lugrezia, evw o Tommaso ovoupaletat Pancrazio. ErumAéov, o avavuuog
arxoAovBog tov Koun g kwpwdiag, 0to HMAAETO €XEL OVYKEKQLUEVO OVOUX KAl
ovoudletat Viscardo. ITgog to maov dev elpaote oe Oéon va anavtrioovpe yotl
OTNV TAQAOTAOT) X0Q0U AAAaEaV Tar ovOpATa TV NEWwV, kKabws Paciotnie otnv
OHOTITAN  taA] kKwpwdia. E&etaloviag v meoryoapr) Tov  UTaAéTov
damiotwvovpe Tws akoAovOel pe yoauukn axpiBewx v PBaowkr) Aok g
KwpHwdlag, magaAelmoviag ac@aAws mMoAAéc Aemttopépetec. H Baokr) dixgooa pe
TNV TAOKT] TG KwHWdIAG evToTLEeTaL OTA TAQAKATW ONHELQ:

1. Xto pnaAéto o Oetogc g Rosina, Pancrazio (=Tommaso/Qwpds tng
KwHwdIAG), vmooxetat to xéoL ¢ avePids tov otov Janni (=Giorgio/pumaoumna
INwoyo ¢ kwuwdlag), evw oty kKwpwdia o Giorgio (sJanni tov pmaAétov)
mtoAtogket o dtog Tnv Rosina xwols amotéAeoua, agov otnv mpoomdbelx tov va
uAnoer otov Beio g, Tommaso (=Pancrazio tov pmaAétov), dev pmopel va
BydAet kamota dkon palt Tov, agov o teAevtalog eltval BaQvKooog.

2. Zto pmaAéto o Conte Ernesto/Cecchino OéAet va oryovgevtel yix ta
elAkovn aloOnuata g Rosina xwolg va ¢ anmokaAvmtel v TALTOTNTA TOL
T UOVO OTO TEAOG, €VW 0TIV KWHWOI TNG TO amokaAvntTel oxedoOv amo tnv
aQX")-

3. 1o téAoc tov pmaAétov n Lugrezia (=Silvestra/yoid XiABéotoa tng
Kwpwdiag) Oa mavtoevtel Tov Janni (=Giorgio/pnaouna I'idoyo g KwHwdIAG)
HOVO v OLVALVEDEL TIOWTA OTOV YAMO tne koene tn¢ Ghitta pe tov Pippo, evw
oTNV kwHwdia ot TotmAol ydpot opllovtat amd tov Conte Ernesto/Cecchino.

Emopévwg, and v péxoL twoa eEETAOT) OATILOTWVOVUE WS 1) KWWl
YVwELoe peyYAaAn emutuxia pe toels dtadoxikéc exdooelc oty ItaAia péoa oe
HOALS 9 xoovix (1823-1832), magaotabnie oty ItaAla kat otnv Avotoia kat
dlokevdotnke wg unaAéto oty Képokvoa. ITovOeva Opwg dev €xet evtomotel
KATIOLX TTANQO@OQRIA TXETIKT] HLE TN HOVOIKN TTOL XONOLHOTIOMONKE OTIC €V AOYW
nagaotdoelc. Eva xoovo apyotepa, to 1837, N KWHwWOlX OAOKELVATTNKE WG
Ayumeéto g opera buffa. Opwg axoua kat oty meQimtwoT) g 0meQag dev €xel
EVTOTIOTEL ATIO TOV YOAPOVTA T] HOVOIKT), AAAK povdxa 1 €kdooT) TOL ALUTTETOU.

%7 «[...] dei balli sono promessi quattro, due per ogni stagione; ma se i cantanti si adopreranno
nel serio e nel buffo indistintamente, i ballerini sono destinati ai soli brillanti spettacoli di
mezzo-carattere [...]» BA. 0.7

% Amor molinaro, 0. 42. Ytn duxvour] vrtaxet 1 évdelEn N.N. (=Non Nomine) yiax tov gdéAo
Tov Viscardo.
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H burletta comico-drammatica® per musica pe tov titAdo L’ amor mulinaro oe
povowkr| Carlo Capelletti, mov tov k&dAeoe amd tv MmoAovia o dlog o Rossini, kat
Aumpéto tov Francesco Aventi mowtomapgovoidotnike amd tnv  Accademia
Filodrammatica tng Ferrara oto Teatro Comunale otic 15 IovAtov 1837 pe peydAn
ermutuxla® Tnv opxrotoa dmvOuve o Petrini-Zamboni, evaw Tovg EOAOULG
vrodLONKav 1 mEavtova Giuditta Castagnari wg Rosina, o tevogog Landi wg
Conte Ernesto/Lubino, o Giovanni Fabbri wg Silvestra kat o Giuseppe Guglielmino
w¢ Giorgio.*! Lto £€0y0 avtd ot Bacukol poAoL éxovv meploplotel oe mévte, kabwg
éxovv apaipedetl teAeiwg oL poAot tov Cevyaptov Pippo kat Ghitta. OAol ot
LTOAOLTIOL XAQAKTNQEG €XOLV Ta dx pe TNV taAkn] Kwpwdia ovouata, e
efatpeon avtd tov Conte Ernesto mov €dw dev Poloketal HeTap@Leopévos LTO TO
ovoua Cecchino, aAAd& wg Lubino. O mepLoglopds tov aglOpov Twv mEoowwy dev
E€QOovE Y TOLO AGYO €YLve, TAVTWS Tlyovpa OXL Yo va Taoudlel oTig Paoucég
PWVES TWV AVQIKWV TOAYOLDLOTWYV, AoV aQKel Vo avaAoylotovpe Twe moAAoL
Ntav nBomotol g Societa Filodrammatica mov petatodmnkav oe ToayoudloTég
«ev plax Vot xaen Tov @lavOpwTiikov okoTov Yk Tov omolo d0Onke n
napdoTaon®? kat mwe Tov OAo g Silvestra Tov émauée dvtoac!

Efetalovtac tnv OmeQga OUYKQLTIKA HE TNV KUK, dATUOTWVOUHE TX
axoAovOa:

1. To avaVLHO 1TaAKO XwELd OTIoL dxdQapatiCetal n dAoT 0TV kwHwdia,
otnv omepa €xet ovopa. ITpdkertat yx to pavtaotiko xwoto Liria®

2. To éoyo teAewvel povaxa pe tov yapo tov Conte Ernesto/Lubino kat tng
Rosina.

I'votCovtac kat maAL otnv EAAGda. Ot teelg exdooels ¢ kKwpwdiag tov 1874
Kkat Tov 1880 megtéxovv povaxa OVO TEayoLdWx, eva 1) ékdoom tov IT. Zavvovddxn
tov 1890 mepLéxet 15 Toayovdix. LTV KATAYQAPY] TAQACTACEWVY TOL £QYOUL TIOUL

¥ Mag @égvel 0to vou to «spettacoli di mezzo-carattere» (BA. vroo. 37).

40 AeTTOUEQELEG YIA TNV TIAQAOTAOT] AVTAOULE ATO P YEQUAVIKY] epnueQida: «Ferrara.
Mehre Schauspieler-Dialettanten der hiesigen Societa Filodrammatica sind diesen Sommer
auf einmal Sanger-Dilttanten geworden; da sie es aber zum Vortheile des hiesigen Waisen-
Instituts thaten, so muss die Kritik schweigen. Sie haben ndahmlich eine vom Herrn Grafen
Aventi neu geschriebene Opera buffa, 1'’Amor mulinaro, wozu der von Rossini
vorgeschlagene Maestro Capelletti aus Bologna eigens die Musik komponirte. Die erste
Vorstellung hatte am 15ten Juli im hiesigen Teatro communale Statt, und wurde mit der
glanzdesten Aufnahme gekront. Der erste Akt insbesondere manches Hiibsche in der Musik
aufzuweisen. Die allerliebste Prima Donna Giuditta Castagnari machte die Rosina
meisterhaft; der junge Landi, mit einer hiibschen Tenorstimme, wusste als Lubino gar oft die
Hénde der Zuhorer in Bewegung zu setzen; Hr. Giovanni Fabbri war ein lustiger Silvestra,
und der wirkliche Bassist von Profession, Giuseppe Guglielmini, gab die Rolle des Giorgio
vortrefflich. Der rithmlich bekannte Petrini-Zamboni leitete das Orchester und musste gar oft
des Biefalls wegen stille halten. Maestro und Sanger wurden mehrmals auf die Scene gerufen
und die Oper einigemal wiederholt.» PA. Allgemeine musikalische Zeitung, Neun und
Dreissigster Jahrgang, Leipzig: Breitkopf & Hartel, 1837 0. 731 oto tevx0g no. 45, 08.11.1837.

4 BA. 0.7

22 «...] Mehre Schauspieler-Dialettanten der hiesigen Societa Filodrammatica sind diesen
Sommer auf einmal Sanger-Dilttanten geworden; da sie es aber zum Vortheile des hiesigen
Waisen-Instituts thaten, so muss die Kritik schweigen. [...]» BA. d.7.

4 L” amor mulinaro, 0. 5.
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nagalétet n Katowm* o aplOuog twv toayovduwwv oxedov oe OAeg TG
TLEQLITWOELS TIOL Ttapatifevat elval adlevkIVIoTOS A0 TIG (OLEC TIC TYES, EVQ)
KAl T XeROYyoaPa dev dawTICOLV TEQLOTOTEQO TXETIKA UE TO TOLX KAl tooa
TOAYOUdIX  aKOUYOVTAV OTIG TAQAOTACELS 1] mMOTe MQEOOTEOMKAV avtd, e
amotéAeopa ot Mvdwvadec va xapaktnolloviatl wg KwWUEWVAALD. AKOUN TTAVTWS
KL OTNV TeQIMTwoT TG éKdooNG ZAVVOULDAKT) TIOU TEQLEXEL TA TEQLOTOTEQX
ToayoLdlx  Kat mov  Oa dkawoAoyovoe v évtaln TOL  KEWEVOL  OTO
KWHUEWVAALKO  €ldog, T0 €0Yo xapaktnolletal we kKwpwdia. AveEaQttwg
XAQAKTNOLOUOV TIAVTWS, N vmo e£étaor Kwuwdia Oa deomdlel ot oknvy kad’
O0Ao tov 19° awdva. Agketd aQyotega, to 1919, Oa diaokevaotel amo tov Avtwvn
Nika wc t0 Aumpéto g omegétac Or epwtevuévor oe povoikny Nikov
XatlnamootdAov. e autr] Toug TNV ekdoxn Opws ot MvAwvadec aAAdlovv katd
TIOAV, 1000 O¢€ eTTEdO ovoudTwV (Tiégav Tov pLAwva Kue-T'woeyn kat tov QOwud,
OAoL ot vmoAowor xapaktroes eEeAAnviCovtat o Koung Epvéotog/Toekivog
vivetar ITimtvog, o Ilinmog yivetat Baoog, n Poliva yivetar Kativa, 1 Kitta
vivetar Pooow kat N youx LiABéotoa yivetar Kvoa IleguabovAa), ooo kal oe
emimedo mMAokNG, a@ov TaeAavvouy MAEOV MOAAX TEOCWTA EEVaL WG TIROG TO
AQXIKO TTEOTLTIO, AAAK TTOL TTAEOV CLHUETEXOVV OTNV TTAOKN).

Avagopwka pe tov Termanini. O Filippo Termanini, 1taAdg X000YQAPOGS Kot
xopevtrg, emokéntetat v Kéokvoa toelg dxdoxikéc xoovieg (1834-5, 1835-6,
1836-7) wg péA0G TELWV dapoQeTikwV TAAK@V peAodoapatikwy Oukowv. Ot
Olaocol avtol, mov magapevouv kabe @ood oto vnol Yy peyaAo xooviko
dotnua (amo to EOWOTWEOo HéXOL TNV TeEiodo Tov KapvaPaAlov), divouv Tig
naEAOTAoElS Tovg 0to Oéatoo Xav Tlaxopo. Q¢ HEAOS TWV OUYKEKQUUEVWV
Oudkowv o Termanini 6t HOVO TAlQVEL HEQOS WG XOQEVTNS OTA HeAOdQAMATA, AAAK
TAVTOXQOVA OUVUMETEXEL OE HEMOVWHEVES TIAQAOTACELS XOQOU 1 MaQoLOLA el
OLKT)C TOV €UTTVELOTC X0QOYQAPLec. ATIO TIC UEXQL OT|UEQX TTATIQOPOQLES TTOVL €XOLV
ovykevTEwOel yYIx avTtOV dATIOTWVOLHE Tws TNV Teptodo 1834-1835 Poloketan
otV Kégkvoa kat ovpuetéxet wg xopevtnc oo ballo comico pantomimico L idolo
birmano (Owomweo 1834)% pali pe tovg xopevtéc Federico Massini, Gaetano
Massini, Carolina Massini, Giulia Durelli kat Carlo Rebora.® O peAodoapaticog
Olaocog mov akoAovOel amoteAeltat and tovg Orinzia Girri-Ceresini, Giuseppe
Pennetti, Adelaide Sartori, Giovanni Zucchini, Giuseppe Liparini xat Gherardini.”
Tnv mepiodo 1835-1836 Poloketar otnv Kégkvoa we péAog tov peAodoapatikov
Ouxoov mouv Tov amoteAovoav ou Francesco Monari, Ferdinando Facchini,
Annunziata Fanti, Paolina Fanti, Alessandro Meloni, Carlotta Ferrarini-Baschieri,

# Katouwdtn, 0. 235-238.

4 «L” idolo birmano. Ballo comico pantomimico in quattro atti. Composto e diretto dal primo
ballerino Federico Massini per le nobili scene del Teatro di San Giacomo in Corfu» oto Il
furioso nell’isola di S. Domingo. Melo-dramma in due atti da rappresentarsi nel nobile Teatro di San
Giacomo in Corfii I'autunno dell’anno 1834, Corfl, 1834.

4 BA. dLavopT] TwV QOAWYV OTNV TEQLYQAPT] TOL HUmaAétov otnv ékdoor) tov L’ idolo birmano.

¥ BA. davour] Twv QOAwV oty ékdoom Tov Aumétov tov Il furioso nell’isola di S. Domingo
TIOV TTQOTYELTAL TNG TEQLYQAPT]S TOV UTTAAETOL.
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Francesca Amici, Giovanni Comno kat Carlo Hilaret.*8 Extdg artd to Amor Molinaro
OTIOV OVMMETEXEL WG X0QELTNGS, Ttapovolalet emiong to balletto buffo Il barbiere di
Siviglia o€ dikr) Tov xopoypaia (POvorweo 1835).4 TéAog, tnv meplodo 1836-1837
TaEOLOALeL TNV OWKNG TOL €umvevong xoooyoa@ia L' allievo della natura
(kapvafdAt 1837)* pall pe toug Clementina Termanini, Carlo Rebora kat Angelo
Miniscaldi.”® 1o duvapuo twv xoeevtwv eivat mBavo va cvupeteixav emiong 1
Giulia Romagnani, o Domenico Miniscaldi kat 1 Augusta Decapitani.®> O
pneAodoapatikog Olacog mov akoAovOel avtrv T @OQ& amoteAeltal amd Tovg
Antonietta Galzerani, Serafina Destefanis, Francesco Battaggia, Giovanni Comno,
Carlo Hillaret, Lodovico Lodovici, Antonio Mazzetti.’* Qotdoo, ota ovopata twv
TOOYOLdLOTWV TOL HeAododpatos Un' avventura di Scaramuccia Tov TonynOnke
oV uTaAétov avagépovtal ot Benedetto Mazzeti, Enrico Sassi, Giovanni Comno,
Chiara Albertini, Carlo Hilaret, Lodovico Parade, Domenico Ricci kat Giuseppina
Destefanis.>

ATO t1c 12 mapaotaoelg xoeov mov maovotdotnkav otnv Kéokvoa kata
TIC TOELS AVTEG XQOVIKEG TEQLODOVG, £XOVUE TATIQOPOQLEG HOVO Vi TIS 4, dnAadn
vyt to 1/3 tovg. H mepinmtwon Termanini wotdoo elvatl XaQaKTNOLOTIKY] Yix TNV
erutvXio TV mMagaotacewv pnaAétov oty Kéokvoa, kabwg o dlog dev Oa
£0X0TaV LTO dAAEG oLVONKES oLVEXOHEVA amo To 1834 éwg to 1837.

KAetvovtag, Oa moémel va toviocovpe TNV omovdaldtntax e &v A0yw
X0000eaTOIKNG MapaoTaons twv MvAwvadwy. Ilagovokletat otnv Kéokvoa 34
X0OVIX VOLTEQA ATO TN OTLYUT] IOV TO OLYKEKQLUEVO £€0Y0 Oa epgaviotel oto
0eTEQTORL0 eAANVIKWV OLdowv (1870 k.£.) katl EQXETAL VO CUUTIATQWOEL TO XQOVIKO
KeVO amd TNV TEWTN TOL 1taAkn ékdoon (1823) péxol TNV mEWTN ToL eAANVIKY
niapaotaot (1870) kat ékdoon (1874) we pia mEWLHN TIEOCAN YT TOL €QYOL ATtd
eAANVOPWVO KOWVO.

8 BA. davoun Twv EOAwV otV £kdoor Tov Awumeétov tov La gioventi d’Enrico 5 ossia La
bella tavernara wav tov Eran due or sono tre TOUL TEONYOUVIAL TNG TEQLYQAPNS TWV
oVTIOTOLXWV UTIAAETWV.

4 «]l barbiere di Siviglia. Balletto buffo composto da Filippo Termanini. Rappresentato nel
Nobile Teatro di S. Giacomo in Corfu I'autunno 1835» oto Eran due or sono tre. Melo-dramma in
due atti da rappresentarsi nel Nobile Teatro di San Giacomo in Corfur nell’autunno dell’anno 1835,
Corfu: Tipografia del Governo, 1835.

% «L’ allievo della natura. Ballo di mezzo carattere in tre atti. Posto sulle scene del nobile
Teatro di San Giacomo in Corfl nel carnovale dell'anno 1837 da Filippo Termanini» oto Un’
avventura di Scaramuccia. Melodramma comico in due atti da rappresentarsi nel nobile Teatro di San
Giacomo in Corfir il carnovale dell’anno 1837, Corfu: Tip. del Governo, 1836.

51 BA. dlarvour] Twv QOAWV OTNV TEQLYQA@PY) Tov prtaAétov otnv ékdoot) tov L’ allievo della
natura.

52 Prividali, 0.7.

5 Prividali, 0.7.

54 BA. dLarvour] Twv QOAwV otV ékdooT) Tov Aumpétov tov Un’ avventura di Scaramuccia Ttov
TIQONYELTAL TNG TEQLYQAPT|S TOV HUTIAAETOV.
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Domenikos Padovas: a “lesser” of an anniversary

Kostas Kardamis

Domenikos Padovas (1817-1892) has been known in the Greek community of
musicology since the mid-1980s thanks to Georgios Leotsakos! as the author of the
article “Poche parole sopra i scritti del Cav. Nicolo C. Manzaro” (April 1872),2 which
is considered to be a kind of an “apologetic” text on the creative activity of his
teacher, Nikolaos Mantzaros (offering valuable information about the latter’s works).
In the pre-1980s period, an observant reader could find scarce, potentially
contradictory, information about Padovas’ life and works in the pages of Spyros
Motsenigos’ emblematic book on Neohellenic Music.? Today, we have satisfying
information regarding the “lesser” composer of the 2017 anniversaries and we may
reassess his activity. At the same time, his collaboration with the Italian patriot
Severiano Fogacci, which has not been sufficiently illustrated, offers an alternative
picture of Padovas’ contribution to the opera of his era.

Domenikos, the son of the scholar leronymos Markos Padovads and Maria
Rodostamou, was born on 19.7.1817.# His father was Roman Catholic, spoke various
foreign languages and was an avid scholar of the ancient Greek literature. He also
had a significant presence in the region’s educational matters, taught the English
language (for which he wrote a course book)® and in 1832 he published a book on the
assasination of Ioannis Kapodistrias. Among other things, he was the headmaster of
the schools of Lefkada and later of Ithaca,® he had served at the Ionian Academy,”
where he was appointed archivist and librarian in 1845,% and for a short period he

1 Giorgos Leotsakos: ‘Nikolaos Halikiopoulos-Mantzaros (1795-1872): gia ena mikro tou
enkolpio’ [A short guide], Mousikologia, 5/6 (Salonica, 1987), 228-271.

2 Domenico Padovani: ‘Poche parole sopra i scritti del Cav. Nicold C. Manzaro’, E phoné, nos.
361-362 (12 and 20 April 1872). Leotsakos is also the author of the entries on Padovas in the
Educational Greek Encyclopedia - International Biographical Lexicon and in the 2001 edition of the
New Grove’s Dictionary of Music and Musicians, as well as of some brief relevant contributions
in the 1980s Athenian press. The surname of the composer’s family appears in the sources as
“Padovani(s)”, “Padovan(os)” and “Padovas”. Here the latter was preferred, since this is the
form that eventually prevailed and is still in use.

3 Spyros Motsenigos: Neoelleniké moussike: symuvolé eis tén historian tés [Neohellenic Music: a
contribution to its history], Athens, 1958.

4 According to the records kept in the Catholic Archdiocese of Corfu (information kindly
offered by the Archdiodese’s secretary, Mr. Spyros Gaoutsis). The date 14.7.1817 appears in
Francesco di Mento, Nei solenni funerali del compianto Cavlallielr Domenico Padovani insigne e
benemerito Maestro Compositore ed Organista della Cattedrale Cattolica di Corfu, Corfui, 1892), p. 3.
See also Georgios Leotsakos, “Padovanis or Padovas, Domenikos” Educational Greek
Encyclopedia - International Biographical Lexicon, 10 vols, Athens: Ekdotiki Athinon, 1991, viii, p.
95.

5 Kostas Dafnis (ed.), “L. Vrokini: Works,” Kerkyraika Chronika vol. xvi (1972), pp. 239-243: 240.

¢ Gazzetta degli Stati Uniti delle Isole Jonie 227(20.4/2.5.1835), p. 4-5.

7 General State Archives of Corfu (GSAC), Ionian Senate 302, 2323 (21.2.1825).

8 Gazzetta Uffiziale degli Stati Uniti delle Isole Jonie 17(14 /26.4.1845), p. 9.

105



was editor-in-chief of the governmental Gazzetta.” He also wrote a number of poetic
and literature texts, some of which offer a valuable insight into Corfu during the
1830s.10 It should be noted that the connection of Padovas’ family with the memory
of Ioannis Kapodistrias was going to go even further: more than fifty years later,
Domenikos Padovas would compose a short work for wind band honoring the
unveiling of the still existing statue of the First Governor of Greece.!!

Domenikos Padovas shared several common aspects with his mentor, Nikolaos
Mantzaros. Both of them were the sons of wealthy noble familieo.’? Padovas also
grew up in an environment, where he had the opportunity to engage in art, which in
his case was further enhanced due to the special achievements of his scholar father in
the field of humanities. But Domenikos diversified himself from Mantzaros
regarding his attitude towards music. Thus, while Mantzaros never considered
himself a professional (in the sense of earning any financial gain) composer and
music teacher, Padovas did not hesitate to characterise himself as a professional
music teacher from early on. It is characteristic that in 1842 and in 1847 he declared in
official documents of the Ionian State his professional status as a music teacher,!
when at the same time other nobles scorned to declare any kind of profession or (like
Mantzaros) described themselves as landowners.’* Consequently, Padovas belonged
to the earliest Greek music teachers, along with other important figures, such as
Spyridon Xyndas and Pavlos Carrer, who, despite belonging in bourgeois and often
noble families, they did not take into consideration the reactions of their social
circles, broke the social barriers of their times, and “legitimised” their professional
occupation with music.

In 1857 Padovas, recognising Mantzaros” educational importance, states in the
libretto of his opera Dirce that he had been his disciple for a decade without
mentioning the specific time frame.’> The exact identification of Domenikos’
apprenticeship next to Mantzaros, whom Ileronymos Padovads knew personally,
proves to be quite complicated, since the information coming from various sources is
often contradictory. Dedicating his opera Dirce to the Corfu Philharmonic Society
and to Mantzaros in 1857, Padovas makes reference, as stated above, to his ten-year
apprenticeship by the Corfiot composer and music teacher, giving the impression
that this apprenticeship was continuous. Francesco di Mento in his obituary for
Padovas in 1892 states that the composer studied with Mantzaros after returning

9 Dafnis (ed.), “L. Vrokini: Works,” ibid, 240.

10 ]t is characteristic that the Critical observations on the Sketches of Corfu ( Corfu, 1835), in which
the composer's father disproves the inaccuracies of the book of Frances Maclellan, Sketches of
Corfii, London: Smith Elder and Co., 1835.

11 This composition, along with other works by Padovas, is exhibited in the Music Museum of

the Corfu Philharmonic Society.

12 According to contemporary sources, the father and the grandfather of the composer
belonged to Corfu’s noblity. See also Famiglie Nobili dopo I'assedio di Barbarosa sino nel 1783,
manuscript recording of the noble families of Corfu, attributed to Lavrentios Vrokinis (Corfu
Reading Society), GSAC, Passports 5021 and Dafnis (ed.), “L. Vrokinis: Works,” ibid, 239.

13 GSAC, Passports 5021 and 5238.

14 GSAC, Passports 5045.

15 Dirce, figlia di Aristodemo, Corflu: Tipografia del Governo, 1857, [iii].
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from Rome,'® where he had studied humanities accompanied by his father, a fact that
can be dated quite accurately in the mid-1830s.”” This, however, is confusing,
regarding Padovas’ participation in the teaching staff of the Philharmonic Society of
Corfu in 1841 and his activity there as a tutor of harmony, counterpoint and music
composition,'® because the time elapsed since his return from Rome was less than ten
years and, in any case, it would not have been sufficient both to complete such
important studies (even in the context of Mantzaros’ condensed, but effective,
education programme) and for the presentation of his early musical compositions
(1837). Other evidence supporting this view is the appointment of Padovas as the
organist of the Catholic cathedral of San Giacomo in 1836, in the age of nineteen. It
seems that, while being a student of Mantzaros, Padovas was probably taught to play
the organ by Giovanni Ponzetta, a priest of the Catholic church of Corfu.? After all,
as a Roman Catholic, it is not surprising that he familiarized himself to the organ. In
addition, one should bear in mind the possibility of his future appointment as the
organist at the Corfu’s Catholic Cathedral (which, as mentioned, took place in 1836).

Given the above, one could argue that Padovas’ apprenticeship period with
Mantzaros must have taken place between 1824, when Domenikos” age allowed him
to set up for such an endeavour, and 1837, the year when he composed an overture
for orchestra. The apprenticeship must have started before Padovas departure for
Rome, continued within the periods of his journeys in Italy (early 1830s), and was
completed after Padovas final return to Corfu in the late 1830s. A possible period is
the decade between 1826 and 1836. This period marks Mantzaros’ first creative
period in Corfu, having also completed his direct contact with the Italian musical
world, while from an educational point of view he had already begun teaching
advanced music theory. On the other hand, this was the period when Padovas was at
an ideal age to study music.

Domenikos Padovas also had the opportunity to experience directly the
“golden age” of the opera in Corfu during the 19th century. In the 1820s and 1830s,
Rossini's operas (both his comic ones and, if not mostly, his serious ones) and later
the operas by Donizetti, Bellini, and Mercadante monopolised the repertoire of
Corfu’s San Giacomo Theatre. Verdi and his operatic approach was still far away,
while the verdian style was to be creative assimilated in the Ionian Islands through a
composer born in Zakynthos twelve years after Padovas, i.e. Pavlos Carrer (1829-
1896).

The exact date of Domenikos Padovas permanen return to Corfu has also not
been yet identified. As already mentioned, in 1836 he was the organist of the Catholic
cathedral and since 1841 he took part and taught at the ambitious educational and
artistic experiment, the Corfu Philharmonic Society (founded in 1840).

16 di Mento, Nei solenni funerali del compianto Cavlallie]lr Domenico Padovani [...], ibid, p. 4.

17 Strong evidence, but not proof, is the succession of the composer's journeys with his father
in Italy in the early 1830s, recorded in the governmental Gazzetta. See Gazzetta degli Stati Uniti
delle Isole Jonie 121 (8/20.4.1833), p.6 and 227 (20.4/2.5.1835), p.10.

18 Motsenigos, Neohellenic Music [...], ibid, p. 189, p. 226.

19 di Mento, Nei solenni funerali del compianto Cavlallie]lr Domenico Padovani [...], ibid, p. 4.

20 Jbid
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Padovas’ presence at the Corfu Philharmonic Society was directly interwoven
with Mantzaros himself. Mantzaros was appointed as perpetual Artistic Director
(“Presidente perpetuo di Musica”) of the Corfu Philharmonic Society on 1.4.1841.
Soon after, he started to reorganize the Society’s pedagogical curriculum in order to
meet the standards of similar institutions in other European cities, setting up for this
reason a special committee on musical matters. The committee, consisting of
Mantzaros himself, Antonios Liberalis, Stylianos Dorias Prosalentis, and the
mathematician Andreas Mavromatis, co-decided along with the elected
administrative committee on issues of its competence.?! The election of Domenikos
Padovas as a founding member of the Corfu Philharmonic Society on 22.4.1841 after
Mantzaros’ proposal? should therefore be included in this context, as a way to
strengthen the newly-founded Philharmonic Society. If not anything else, the Society
had clearly demonstrated that it wished to overcome the character of a concert
association, as it had been in its informal period of action. Indeed, Padovas,
following Mantzaros and Liberalis” joint proposal, was appointed on 15.6.1841 as a
“teacher in the subject of counterpoint”, a place which also allowed him to
participate in the aforementioned artistic committee.? Perhaps, the dedication “to the
young music teacher Domenikos Padovas” of one of Mantzaros’ settings of Petrarca’s
sonnet Levommi il mio pensier can be dated at that time.

All the above suggest that Mantzaros considered Padovas to be an
accomplished musician already before 1840, adding a bit more to the speculation on
the exact period of Padovas apprentiship by Mantzaros’ side. Besides, in 1839
Padovas had just been named “maestro filarmonico esercente” by the Accademia di
Santa Cecilia on the occasion of the presentation of his melodramatic scene entitled
La delevita.> Padovas’ resignation in February 1843 from founding member of the
Corfu Philharmonic Society?® only suspended his participation in managing the
Society’s administrative affairs. Besides, in 1846 Padovas was named an Honorary
Fellow of the Corfu Philharmonic Society.?”

It is still unclear, whether the teaching of music at the newly-established Ionian
College in 1840 is associated to Padovas’” aforementioned resignation. However, such
possibility should be considered highly unlikely. In any case, it is worth mentioning
that Domenikos Padovas in 1840 undertook the teaching of music at the Ionian

21 See related correspondence in Corfu Philharmonic Society’s Archive.

22 Corfu Philharmonic Society / Administrative Archives (CPS/Adm), Proceedings of General
Meetings, Session 42, 10/22.4.1841. It should be noted that on the same day Mantzaros also
proposed as founding member the philosopher Petros Vrailas-Armenis. Padovas received an
unusually large number of negative votes; he was, however, elected.

2 CPS/Adm, Proceedings of the Administrative Committee 1, Meeting n. 30, 3/15.6.1841 and
Correspondence Book 1, n. 51, 5/17.6.1841.

2+ Archives of the Benaki Museum / Archives of Nikolaos Chalikiopoulos Mantzaros 505/4/3;
published by Venturini Publications in 1883 (Corfu Reading Society and Music Archives of
the Corfu Philharmonic Society).

% Spyridon De Viazes, “Hellénes Kallitechnes: Dominikos Padovanés” [Greek artists:
Domenikos Padovanés], Hemerologion Syllogou Kallitechnon 11 (1898), 35-38.

26 CPS/Adm, Book 3, Session 168, 28.2.1843.

% Dirce, figlia di Aristodemo, ibid, [iii].
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College,® at which the music-related expectations and prospects were far less
ambitious than those at the Corfu Philharmonic Society: music teaching in the
general education system of the Ionian Islands had a rather limited presence, as was
the case at other European educational systems of this period. The main aim of music
instruction in this context was to offer rudiments of music and to teach the piano or
singing, in order to cultivate a sense of good taste to the students, as well as to hold
events within the schools and to add one more skill to the integrated education of the
Ionian youth.

The professional music teaching as well as the “production” of professional
musicians was undertaken in the rest of Europe by the specialised music educational
institutions —and in Corfu by the Philharmonic Society, which made its initial steps
officially in 1840. In this respect, it should be mentioned that the ten-year-old Pavlos
Carrer also attended the Ionian College from 1839 to 1841, but without making any
reference to Padovas at the beginning of his artistic memoirs.? Padovas, however,
continued his activity at the educational structures of the general education of the
Ionian Islands also after the annexation to Greece in 1864: after the abolition of the
Ionian College in 1865, and as of 1870, he taught music at the legendary Arsakeion
School of Corfu, inaugurating the musical tradition of this educational institution.

The Corfu Philharmonic Society, however, had always been the institution that
allowed Padovas to fully unfold his musical and educational abilities and at the same
time the springboard for the promotion of the original music production in the
Ionian Islands. It is no coincidence that Padovas dedicated his opera Dirce to this
Society in 1857. Similarly, it is no coincidence that Padovas’ first operatic effort, the
comic one-act opera Il ciarlatano presso per principe (Carnival 1840) is to be found at
the archives of the Society. The same applies for the orchestral overture to Dirce. The
vocal score of the opera Dirce also used to be part of the same archive at least until
the early 1980s

Similarly, it comes as no surprise that Padovas was appointed artistic director
of the Society in March 1884 succeeding his teacher, Nikolaos Mantzaros. This office
had remained vacant since Mantzaros’ death in April 1872 as an homage to the
Corfiot composer and teacher. The Society’s artistic leadership was undertaken by
the artistic vice directors, a practice that had resulted to various dysfunctions. For
this reason, Padovas” appointment at the office of Mantzaros was considered by the
Administrative Committee a decision of utmost importance.®

It remains to be confirmed whether the music composition contest organised by
the Corfu Philharmonic Society in 1884 and completed one year later was the result
of this change in the artistic leadership. The jury of the competition, however, was
composed of three students of Mantzaros: Domenikos Padovas, Spyridon Xyndas,
and the nephew of Mantzaros, Stylianos Dorias Prosalendis. The aim of the contest
was to promote compositions that expressed the idea of “national music”. The report

28 Nikos K. Kourkoumelis, Education in Corfu during the British Protection (1816-1864), Athens:
Association for the Proliferation of Greek Letters, 2002.

» Georgios Leotsakos, Pavios Carrer: Memoirs and Works, Athens: Benaki Museum / Ionian
University Department of Music Studies, 2003, p. 85.

3% CPS/Adm, Proceedings of the Administrative Committee, 14.1.1883-25.11.1892, n. 28
(23.1.1884).
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of this committee is not only one of the most original and historical publications of
the Society, but also a valuable source regarding the aesthetic orientations of the so-
called “Ionian School of Music”.*! However, it is worth noting that this initiative was
an important event for the promotion of the music creation in Greece and gave the
possibility for the participation of both established and emerging composers of
Greece. Pavlos Carrer was one of the established composers, while Dionysios
Rodotheatos (1849-1892, who received the first prize) and Dionysios Lavragas (1860-
1941) were two of the emerging composers that stood out.

Padovéas, however, was also present at the renewal of Corfu's music creation, as
it was expressed by Spyros Samaras. Echoes of the Central European innovations
had also arrived in Corfu —an important fact, considering that the interest for the
compositions of the “German mentality” had increased in Italy only around 1860,
while Wagner was first introduced in the theatres of northern Italy in 1871.32 Indeed,
Padovas’ particular mention in 1872 to the works of Beethoven in connection with
the works of Mantzaros cannot remain unnoticed in this context.® At the end of the
19th century, any musical developments reached Corfu mainly through the “filters”
of the Italian peninsula. Characteristically enough, the first French opera was staged
at the San Giacomo theatre by an Italian opera troupe in the 1853-1854 season.?* In
addition, Dionysios Rodotheatos, a pioneer composer in the field of orchestral music
(even for Italy) had permanently settled in Corfu in 1874, having composed three
orchestral works (all of which had been arranged for wind band by 1881),% as well as
the opera Oitona (1876) based on the epic poems of Ossian.*

31 Report of the committee of the music contest of the Corfu Philharmonic Society, Corfu, 1885.

32 This is the performance of Lohengrin in Bologna, followed by Tannhiuser in 1872. See Alan
Mallach, The Autumn of Italian Opera. From Verismo to Modernism, 1890-1915, Boston:
Northeastern University Press, 2007, p. 16-17; also the in-depth study by Claudio Santini and
Lamberto Trezzini, “La questione wagneriana,” in: Lamberto Trezzini (ed.), Due Secoli di Vita
Musicale: Storia di Teatro Comunale di Bologna, Bologna: Nuova Alfa Edental, 1987, p. 101-158.

3 Padovan, “Poche parole [..],” ibid, 361, 12.4.1872, p. 3.

3 These are the Italian versions of Auber's La muta di Portici and Meyerbeer's Roberto il
Diavolo. They were followed, indicatevely, by Gounod’s Faust (1872-1873 and 1875-1876) and
Halévy’'s La Juive (1886-1887), while in the spring of 1900 Massenet's Manon was also
presented. The appointment of Charles Gounod as a honorary member of the Corfu
Philharmonic Society in 1874 is perhaps another aspect of this transitional period.

% See Kostas Kardamis, “Dionysios Rodotheathos and his symphonic works,” Mousikos
Hellenomnimon 1, September-December 2008, p. 18-23, and Kostas Kardamis, “Greece and
symphonism. The case of Dionysios Rodotheatos through his symphonic poem Atalia (for
wind band), 1879, Six Studies for the Philharmonic Society of Corfu, Corfu: Philharmonic Society
of Corfu - Publications of the Museum of Music “Nikolaos Chalikiopoulos Mantzaros,” 2010,
p. 111-126.

% An initial comprehensive approach in: Kostas Kardamis, “Dionysios Rodotheatos, Oitona
(1876): A Celtic Myth in Corfu,” in: loannis Fulias-Theodoros Kitsos (eds.), Ancient Myths in
the Musical Creation (Proceedings of the Interdepartmental Symposium, Thessaloniki, 21st &
22nd October 2012), Athens: Department of Music Studies, University of Athens, 2014, p. 83-
96 (see http://musicology.mus.auth.gr/?page_id=16). It is worth mentioning that this work in
its four-act version would represent Greece, along with other compositions (including works
of the young student of the Athens Conservatoire, Spyros Samaras) at the Paris International
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The Corfu’s garisson band presented in a concert in early September 1887 the
Rapsodie by Rodotheatos along with a selection from the opera Flora mirabilis by
Spyros Samaras, suggesting possibly that Samaras had become part of the era’s
modern musical potential in Corfu, as well as an attempt to make them accessible to
large audiences.’” Of course, the new circumstances did not go unnoticed to those
who were skeptical towards innovations, leading to discussions regarding these new
ideas. Padovas, along with Rodotheatos and Dimitrios Andronis (1866-1918),
participated actively in such discussions.®® The special mention of Andronis in the
“big, real, and indeed serious artistic movement” that was taking place in Corfu at
that time may imply some change in the preferences the audience had up to that
point.

Samaras’ presence in Corfu in February 1889 for the Greek premiere of the
opera Flora Mirabilis may be considered as a highlight of the issue discussed above. It
is indeed very interesting that Padovas met Samaras in person, since he was among
those who welcomed Samaras on the steamship that brought him from Italy on
7.2.1889. But this was not the only time the two composers met.

The premiere of Flora Mirabilis a few days later confirmed with its
unprecedented success the appreciation and the hopes that Corfu saw in Samaras.
Indeed, at the performance of 21.2.1889, after the end of the first act, Domenikos
Padovas, in fulfilling the decisions of the Administrative Committee of the Corfu
Philharmonic Society, offered Samaras a silver wreath.* On this occasion, Padovas
addressed Samaras with the following words: “Young man, you are filled with
hopes. A glorious future already shines through thee. Continue your work in order
to bring glory to Greece; once more our country has brought to the world the music
and the fine arts; it has illuminated the world for one more time.”% It is interesting to
note that back in 1842 Nikolaos Chalikiopoulos Mantzaros used similar words in

Exposition in 1878; See La Grece et l'exposition de 1878. Catalog des exposants de la Grece ,
Athénes: Imprimerie de la Philocalie, 1878 p .6-7.

37 See Ugo Foscolo 1/10, 23.8/4.9.1887, p. 80. The musical importance of Flora Mirabilis is further
underlined by the extensive reference of the article to the parts of the opera that were
performed in the concert so as to familiarise the audience to this specific work, since the
premiere of the opera in Corfu (and at the same time in Greece) would take place one and a
half year later. The bandmaster of the military band was Leonidas Rafaelovich (a student of
the Corfu Philharmonic Society and also of Rodotheatos) and the programme of this concert
was formed in a way to present the evolution of music in the Ionian Islands from the
beginning to those days, presenting both the “serious” and the “light” musical genres. In
addition to the aforementioned works, there was a march by losif Kessaris, an orchestral
overture by Mantzaros, a mazurka by Eugenio Martinelli, a waltz by Rafaelovich, and a
patriotic hymn by Xyndas.

3 See E phoné (newspaper of Corfu) 1147, 4.6.1887, p. 3 and 1148, 11.6.1887, p. 3-4, where
there was an intervention from the part of Domenikos Padovas, Dionysios Rodotheatos, and
Dimitrios Andronis in the musical controversy that had come up (see also “Spianata-
Spianatini-Spianatoi,” Ugo Foscolo 1/1-2, 28.6/10.7.1887, p.6).

% “Samaras and Flora Mirabilis,” Evdomas 7 (18.2.1889), “Samaras in Corfu,” Ephemeris 45
(14.2.1889), p. 3 and “The third performance of Flora Mirabilis in Corfu,” Akropolis 2423
(8.2.1889), p. 2.

4 “Samaras in Corfu,” Ephemeris 45 (14.2.1889), p. 3.
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order to emphasise the importance of the ancient Greek past in the arts.*’ The
connection of the Greek ancient past with Samaras’ career would return several times
in the 1889 Corfu, as well as in the late-19th-century Greek kingdom. However, the
same connection had reoccurred in the past, this time related to the presentations of
the operas composed both by Xyndas and Padovas himself. After all, the Ionian
Islands of this period could boast that they were the only part of the free Greek
Kingdom that had been in a continuous and direct creative connection with the
attributes of the modern European culture to the Greek ancient past. A few days
later, Padovas, as the artistic director of the Corfu Philharmonic Society, also
participated at the meeting of the Administrative Committee, in which Samaras was
also present. Important decisions were taken with a view to reorganising the
institute's educational aims taking advantage of Samaras’ important acquaintances.*?

An until recently unknown activity of Padovas is linked to the music potential
beyond the conventional artistic and educational area, since he was actively involved
in experimental applications of music for medical purposes. Indeed, in 1841 two
people of the immediate social circle of Mantzaros, i.e. Angelos Kogevinas, a doctor
from Corfu, and Francesco Orioli, an Italian patriot and scholar, conducted
experiments on patients applying the controversial therapeutic method of the animal
magnetism or, as it is also known, mesmerism.* The outcome and their observations
were soon published.* During these experimental therapies, music was also used,
since it was a common belief among mesmerists that the art of the sounds could
cause such momentum to the subconscious of the hypnotised patients that would
speed up their recovery. In order to incorporate this parameter to their experiments,
Kogevinas and Orioli turned to the musicians of Corfu, both professional and
amateur ones (usually relatives of the patients). Thus, in April and May 1841,
Nikolaos Mantzaros and his son Spyridon, as well as Domenikos Padovas, played
the piano during the above mentioned therapeutic sessions.* The results offer a vivid
glimpse into the importance of music for the society of Corfu, as well as a broader
idea on the ways that the twenty-five-years-old Domenikos Padovas viewed music.

Following the aesthetic criteria of simplicity and purity, Padovas left a diverse
body of compositional work. He composed orchestral overtures (sinfonie) already
since 1837, vocal music, but also a large number of sacred works (four Masses and
several hymns) for the needs of the Latin church, possibly as part of his tasks as the
organist.* With regards to the opera, he composed the music for two works: the

41 Niccolo Calichiopulo Manzaro, “Necrologia Biografica,” Album Ionio in the Annex of the
issue LII (16.1.1842), p. 417-418 .

#2 The relevant archival material of the CPS/Adm offers a colourful glimpse into those plans.

# This therapeutic method was also later presented by Petros Vrailas-Armenis [“On the
Animal Magnetism,” Phoenix A'-5 (July 1853), 111-118].

# Angelo Cogevina, Francesco Orioli, Fatti relativi a mesmerismo e cure mesmeriche, Corfu:
Tipografia del Governo, 1842.

5 Cogevina, Orioli, Fatti [...], p. 229, 260-263, 266.

4% Copies of these works are kept in the archives of the Corfu Reading Society. See also
“Musica Sacra,” Teatri, Arti e Letteratura 1226 (5.10.1847), 185.
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three-act opera Dirce, figlia di Aristodemo (February 1857) and the one-act opera Il
ciarlatano presso per principe (Carnival 1840).+

The opera Dirce, figlia di Aristodemo was premiered in Corfu in February 1857.
The libretto was signed by Severiano Fogacci (1803-1885),% a political refugee from
Ancona, based on Vincenzo Monti’s classical tragedy, Aristodemo. The opera’s explicit
ancient Greek references become more revealing when approached through the era’s
events. The “national” contextualisation of the ancient Greek references, beyond the
given and explicit connotations for the pre-revolutionary and post-revolutionary
Greece,® is also associated with the librettist himself. Fogacci was a scholar and a
patriot, participating actively in the Italian liberal movements and hence he was self-
exiled to Corfu from 1831 to 1846, where he carried on with his patriotic activity, as
he did after his return to Italy in 1846. During his stay in Corfu, Fogacci had also a
prolific publishing activity, which was related to music as well, while at the same
time he cooperated with Mantzaros and Padovas, he was a member of the Corfu
Philharmonic Society, and married an opera singer. Fogacci assumed a leading role
among the Italian patriots of Corfu and became the representative of Giuseppe
Mazzini in the Ionian Islands.

Dirce’s libretto was written in 1835, during Fogacci’s early years in Corfu.>® The
Italian patriot had never concealed his admiration to Ancient Greece and the
importance he attributed to it for the modern European culture. The use of classical
plots and structures in the works of Vincenzo Monti were known to Fogacci, as well
as the dissemination of Monti’s and Alfieri’s works. Besides, Monti had been long
affirmed as “the translator of the Iliad”*' to the minds of the educated residents of the
Ionian Islands and Monti’s tragedy Aristodemo had been performed in Corfu twice —
in 1826 and 1827.%

47 For a list of the works, see Leotsakos, “Padovanis [...], ibid, 95 and Kostas Kardamis,
“Padovanés, Domenikos”, in the online version of The New Grove Dictionary of Music and
Musicians, www.oxfordmusiconline.com/ (accessed; 18.1.2019). In addition, Padovas had
received several honorary awards (honorary member of the music society of Regio, the Cross
of San Silvestro from Pope Pius IX), facts that highlight certain aspects of his personality (see.
di Mento, Nei solenni funerali del compianto Cav|allie]lr Domenico Padovani [...], ibid).

48 Biographic info in G. Monsagrati “Fogacci Severiano,” Dizionario Biografico degli Italiani,
Istituto della Enciclopedia Italiana, Roma 1960-2003, vol. 48, p. 415-417. Also, Giorgos
Alissandratos, “The Italian scholar Severiano Fogacci and his publications in Corfu (1831-
1846)” Italohellenica: Rivista di cultura greco-moderna, 4 (1991-1993), p. 11-23 and Kostas
Kardamis, “Un Italiano in Corcira: Severiano Fogacci's music-related activities during his
exile in Corfu” (1831-1846),” available at the online edition of the journal Mousikos Logos (Fall
2012 ), date of access [8.1.2019] at http://m-logos.gr/issues/i0000/.

# Indicatively, Anna Tambaki, Modern Greek Drama and Western influences (18%-19" cent.): A
comparative approach, Athens: Ergo, 2002, p. 109.

% [Severiano Fogacci], “Dirce, figlia di Aristodemo: Tragedia per musica in tre atti,” Le muse:
Miscellanea di letteratura e di morale: Ricordo per I'anno 1843, Tipografia del Governo, Corfu,
1843, p. 181-235.

51 Gazzetta degli Stati Uniti delle Isole Jonie 333 (3/15.5.1824), p. 4 and 569 (10/22.11.1828), p. 5.

52 Gazzetta degli Stati Uniti delle Isole Jonie 426 (13/25.2.1826), p. 1 and 514 (22.10/3.11.1827), p. 1.
Alfieri’s Orestes and Antigone were also staged in Corfu in Modern Greek in 1825.
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In this context, it is worth mentioning that the Greek translation of Monti’s
Aristodemo had been printed in Ermoupolis in 1835, the same year that Fogacci
completed his libretto. The play had been performed at Syros two years earlier> by
the Greek troupe of Theodoros Alkaios, with Tilemachos Paizis, an amateur actor
from Ithaca, at the leading role. Paizis had also participated in Greek-speaking
theatrical plays in Corfu and later he became a radical member of the Ionian
Parliament.> The same play would be staged again at Ermoupolis in 1839 by the
troupe of Charalambos Michalopoulos from Cephalonia,®® as well as in 1843 by
Leonidas Kapellos, described as a “Greek tragedy” because of its plot.

In addition, Monti’s Aristodemo was the first work to be presented in the
autumn of 1840 by the Athens Philodramatic Society, which was founded by the
legendary actor and political activist Konstantinos Aristias (also associated with the
performances in 1825 in Corfu). Aristias” activities were considered to be “closer to
the Greek spirit”, as well as virile and acting as an educational countermeasure to the
excessive attachment of the Athenian audience, particularly the youth, to the Italian
opera.”” Also, a performance of this particular work was held by Leonidas Kapelos in
Constantinople in February 1842, in an attempt to create there a Greek theatre.®® In

Indicatively, Gazzetta degli Stati Uniti delle Isole Jonie 411 (31.10/12.11.1825), p. 1 and 418
(19/31.12.1825), p. 1.

58 Collection of Tragedies and Comedies published by Themist. M. Eleftheriadou: Aristodemos. Tragedy
of the famous Monti from the Italian, Ermoupolis 1835. See also Dimitris Spathis, The
Enlightenment and the Modern Greek Theatre, Thessaloniki: University Studio Press, 1986, p. 231.
5¢ Dimitris Spathis, “The Ionian contribution to the foundation of the modern Greek scene and
Antonios Manousos,” in the volume The Greek Theatre from the 17%<to the 20" century, ed. losif
Vivilakis, Athens: Department of Theatre Studies, University of Athens, Ergo Publications,
2002, p. 89-106: 92. It should be noted that Paizis participated in the performance of
Metastasios” Demofonte, which was staged in the Modern Greek language on 29.12.1826 at the
Theatre of Corfu (notification on the above in GSAC, Ionian State 18).

% Dimitris Spathis, “Ermoupolis, theatrical capital of the Greek state (1829-1839),” For Marika
Kotopouli and the theatre in Ermoupolis. Proceedings of Symposium, Ermoupolis, Syros, August 1994,
Athens: Neohellenic Research Center of the National Hellenic Research Foundation, 1996, p.
187-201: 195. The publication by Fogacci in 1841 [“Visita di Alessandro Suzzo al Professore
Teofilo Kairi in Sira”, Album Jonio, I/XIV (14.4.1841), pp. 110-112] of extracts translated into
Italian from Evanthia Kairis’ tragedy Nikaratos (1826), which related to the fall of Messolonghi
and was presented in Syros in January 1838 (Spathis, “Ermoupolis”, ibid, p. 195) may imply
an indirect relationship of the Italian patriot with the theatrical events of Ermoupolis. Fogacci
is based on an extract from Kairis” work, translated in French by Alexander Soutsos (Histoire
de la Révolution Grecque, Paris: F. Didot, 1829, p. 407-409). The lyrical structure of the Italian
translation is closely related to that of an opera. Broader presentation of this specific work of
Maria Kairi in Maria Perlorentzou, “The drama Nikeratus and its Italian echoes,” Andriaka
Chronika, 31 (2000), “Evanthia Kairi: Symposium Proceedings, Andros, 4th September 1999," p.
63-85.

% Jbid, 199, and especially a reference by loanna Papageorgiou, in “Leonidas Kapelos: His
Contribution to the Theatre of Syros and the Formation of the Modern Greek Scene,” For
Marika Kotopouli, ibid, p. 203-215: 206

57 Konstantinos G. Sabanis, The opera in Athens during the Ottoman period (1833-1862) through
the press and the travelers of the time, Ph.D., Corfu: Ionian University Department of Music,
2011, p. 192-196. See also Tabaki, ibid, p. 113-114.

5 Papageorgiou, “Leonidas Kapelos [...]"”, ibid, p. 209.
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1859 this same actor would present Aristodemo in Zakynthos with significant cuts due
to British censorship.

It is clear, therefore, that the choice of this subject by Fogacci seems to be in
parallel with the choices of the Greeks, who sought to connect with the ancient Greek
glory in an attempt to find a common ground. Monti’s Aristodemo was staged in
Corfu, Ermoupolis, Athens, and Constantinople, while the number of the known
publications (in Italian or in Greek) allows us to assume that the educated part of the
population had a clear view of the play. The emblematic significance of ancient
Greek subjects, violent scenes, intrigue, and the anti-tyrannical character, evident to
the unscrupulous anti-hero of the play, would be clear and familiar issues for the
19th-century audiences. The Italian prototype did not raise any problems, since
Greece was projected as a common cultural space, while the ancient Greek plot was
sufficient for a play to be considered appropriate for a Greek stage.

However, Aristodemus, as a dramatic person, had also appeared in the Italian
opera stages.” More specifically, in 1807 Stefano Pavesi presented in Naples the
opera Aristodemo in a libretto written by Gaetano Rossi and in 1820 the two-act opera
Aristodemo was staged in Brescia in Vincenzo Puccita's music and Luigi
Buonavoglia's libretto. Both were based on Monti's work, with the latter being closer
to it. It is also worth mentioning the ballet La morte di Dirce ossia L’incoronazione di
Aristodemo, which was first performed in 1802 in Cremona in a choreography by
Domenico Grimaldi. An opera premiered after the creation of Fogacci’s libretto
should also be mentioned: it is Achille Peri’s opera Dirce, based on the libretto of
Pietro Martini, premiered in Lugo in September 1843.

Given his liberal spirit, Fogacci had every reason, therefore, to base his libretto
on an ancient Greek subject, deriving from the work of a well-established writer,
who, although from a political point of view could be characterized as inconsistent,
in 1835 he appears to have expressed the momentum not only in the Ionian Islands
(i.e. the end of Nugent’s liberal administration and the beggining of the Douglas’s
traumatic one), but also in the Greek mainland (i.e. the transfer of the capital to
Athens, consolidation of Otto's reign with various neoclassical symbolic approaches,
confluence of admirers of the ancient Greek spirit in the Greek kingdom). In
addition, Fogacci, as a patriot and a follower of Mazzini, should have seen in every
attempt that strengthened the national identity of the Ionian Islands, particularly
through the promotion of the Greek ancient past, the parallel indirect strengthening
of the demand for the creation of an independent Italian state.®

Despite the popularity of Monti’s tragedy in Greece and its status in the Italian
opera, however, Fogacci did not create a three-act opera version of Monti's five-act
drama. Instead, his libretto narrates the events that preceded what appears in Monti's
tragedy, based on Pausanias’ writings. Fogacci creates detailed accounts of the
psychology of his heroes and heroines, with particular emphasis on the tragic Dirce
and the ruthless and ambitious Aristodemo, who does not hesitate to murder his
daughter in order to obtain power in Messinia.

% According to the libretti to be found in Italian libraries, mainly at the Biblioteca Nazionale
Braidense (Milan) and at the Fondazione Giorgio Cini (Venice).

¢ For insightful remarks on the subject, see Perlorentzou, “The drama Nikeratus [...]", ibid, p.
74-78.
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In light of all the above, the introductory text of the libretto, as it was published
in 1843, is of particular importance.®! Fogacci presents there a brief manifesto of his
views on the operatic performance of a work such as Dirce, criticizing the famous
librettist Felice Romani and his collaboration with Bellini in the opera Norma (which
actually was first staged in Corfu during the theatrical period 1834-35). In this way,
Fogacci offers yet another essay on the aesthetics of music written in the Ionian
Islands during the 19th century; he is also indirectly involved in the discussion on the
place of opera, as expressed in Athens during the early years of the Ottonian period.

Despite the cultural importance of ancient Greece and his admiration for the
ancient Greek theatre, Fogacci makes it clear from the beginning that the connection
of his libretto with the classicist ideals surpasses any symbolic connotations and
stresses that by writing Dirce he did not want to imitate or gain glory through them.
On the contrary, he wanted to approach the way of thinking of the ancient Greeks
and in particular to create realistic characters through the dramatic situations
presented. Fogacci then focuses on the opera, criticising its current conventions,
which in his opinion destroyed the structure and the coherence of an operatic work
for the sake of creating ephemeral impressions. Fogacci claims that his intention with
Dirce is to stop these detrimental practices.®? In the realm of tragic poetry he admits
the superiority of Metastasio, but on the other hand he believes that Metastasio’s
music dramatic system no longer serves the needs of the 19th century. Indeed, he
refers to very specific issues of musical structure, pointing out that “with the help of
long recitatives and extended acts, without the obligation to compose pompous
introductions, cavatinas, duets, trios, grand finales, arias with chorus, choruses and
rondos, one is able to create real tragedies, arising from recitatives interrupted
occasionally by an arietta or a cavatina.”®

Fogacci, expressing in part Mazzini’s concerns about the opera,* appears here
to be directed to the principles that created the opera in Renaissance Italy, which
tried, in a spirit of simplicity and clarity, to revive the way the ancient tragedy was
supposed to be performed. Indirectly, however, it is a foreshadow to certain elements
that, to some extent, would later define the Wagnerian music drama.

Domenikos Padovas seems to have respected Fogacci's suggestions and
attempted to apply them to Dirce, creating an unconventional —and therefore not
easily accessible— opera. The exact period in which Padovas composed the music of
the opera is not entirely clear. Fogacci, however, seems to have been a person of the
immediate family and social circle of Padovas, which means that some of the views
of the Anconetan scholar must have been known to the composer from an early
point. Probably, Padovas must have composed the opera after 1843, when the libretto
and the above-mentioned manifesto were published. At that time, he had already

¢ [Fogacci], “Dirce”, ibid.

62 [Fogacci], “Dirce”, ibid, p. 183-184.

6 “[...]Coll" ajuto di lunghi recitative ed atti non brevi, senza 1’ obligo di spetacolose
introduzioni, di cavatine, di duetti, di trio, di grandi finali, d arie coi cori, dei cori, e dei rondo
poteva egli comporre regolari tragedie di tutti recitative, tratto tratto interseccati da qualche
arietta, da qualche cabaletta, che stano in mezzo siccome posa del lungo declamare cantando
[...],”ibid, 185.

¢ Mazzini’s famous Filosofia della Musica was printed in 1836.
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presented to Corfu at least two compositions based on Fogacci’s libretto, i.e. the
“scena melodramatica” La delevitta (1838) and the one-act comic opera Il ciarlatano
preso per principe (Carnival 1840), in which he clearly followed the aforementioned
musical principles of the Italian patriot.®®

The presentation of Dirce in Corfu in February 1857, more than ten years after
Fogacci’s return to his homeland, seems to be the maturity’s outcome of both the
composer and the libretist. Fogacci was informed about the presentation of the opera
and wrote a sonnet for its “primadonna”.®® At the same time, we should not fail to
mention the context in which the opera was staged, i.e. in the aftermath of the
Crimean War and in the turmoil caused by Britain’s proposal for the colonisation of
Corfu. As the memories of the revolution in 1848 were still fresh in the Ionian Islands
and in Italy, and the two expressions of the Ionian liberalism (Reformers, Radicals)
were active, the presentation of Dirce, an opera with an ancient Greek subject and an
antityrranical character might have aspired to implicitly express these circumstances.

Besides, the opera of Padovas/Fogacci was regarded as national despite its
Italian libretto. Padovas himself characterises it as such,” and the Corfu
Philharmonic Society, accepting his dedication, emphasised that the opera
demonstrated Padovas’ activity “in the promotion of the national elements,
glorifying the return of the light on the Greek land” and that “this proof is a
precursor of [his] progress in the delightful science of music,” not failing to make a
special reference to Mantzaros’ involvement.®® The characterisation of Dirce as a
Greek opera would have made a visible impact at least as late as 1876, on the
occasion of another opera’s presentation, that of Oitona by Dionysios Rodotheatos.*

¢ di Mento, Nei solenni funerali del compianto Cavlallie]lr Domenico Padovani |...], p. 5. Compare
also “Teatri,” Teatri, Arti e Lettertura, 784, Supplimento (7.2.1839), p. 15.

66 Historical Archives of the Benaki Museum, Mantzaros” Archives, 505, folder 10, n. 66.

¢ Letter of acceptance of the opera’s dedication to the Philharmonic Society of Corfu,
published in the libretto of the opera (Libretti Collection of the Reading Society of Corfu and
Corfu Philharmonic Society).

6 CPS/Adm, Correspondence 3 (1848-1858), n. 1329, 4.2.1857, and Proceedings 6 (1855-1858),
Session 123, 1.2.1857.

¢ “Mousikon Deltion: Oitona, opera of D. Rodotheatou”, Ephemeris 111-24 (24.1.1876), p. 3.
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Spiro Samaras' career on the stages of Europe
as a learning scenario incorporating sociopolitical, historical
and cultural events

Eleni M. Kokkinomilioti

Introduction

This chapter concerns a selection of events regarding the life and work of a Heptanesian
composer, Spiro Samaras, to be used as a learning scenario narrating sociopolitical, historical
and cultural events. An attempt is made to link the subject areas of History and Modern
Greek Literature with the teaching of Music through the actual practice of the latter. In the
present proposition, we approach analytically the educational process from the aspect of the
Music class. During the school year, the students are prompted to look for resources, listen
to melodies, lend an attentive ear to sociopolitical narratives as well as synthesize attitudes,
ideologies and trends of the late 19th century era.

Music in Greece during late 19th Century

To begin with, what was the social and cultural context of this period? By 1890, one could
find some well trained Italian, Bavarian, British and Greek musicians in the Heptanese.!
Troupes and orchestras had been established and they contributed to the creation of a lively
and remarkable musical environment. It is thanks to the Heptanesian musicians that these
groups were constituted, as they played a crucial role in their formation. At the end of the
19th and the beginning of the 20th century, these ensembles had assimilated, apart from the
obvious Ionian influences, the opera arias as well as the bel canto. These influences had
reached all social stratas together with the literary movement of Romanticism — which was
prevalent everywhere in Europe — and the rest of the existing intellectual trends. The foreign
opera troupes and the military brass bands were the first music groups whose music
reached the local population. This population, i.e. the audience, was not in a position to
make choices, as the options were very limited: Greek troupes didn't exist at all, most of the
performers were novices, and the works produced by Greek composers were scant. The
halls that hosted such events could in no way be compared to their larger European
counterparts of the same period in Paris, London, Vienna, Milan, or elsewhere.

Nevertheless, and though there was lack of experience and the number of composers
and performers was not sufficient, the progress was rapid. Sometimes, there occured
coordinated efforts which temporarily brought about a sense of vigour and activity, but
there were no long term results because these efforts were soon discontinued due to
economic, political or strictly egoistic reasons. Composers of international status and
remarkable studies chose — as it also happens today — to live in two or sometimes three
different places, because thus they were able to maintain themselves, be promoted, update
their knowledge of new trends, become equal members of artistic circles, and work for large
foreign publishers instead of having to depend on poor local impresarios. The state, in terms
of financial support, was deliberately absent, apart from a few exceptions which had only
some slightly positive effects on the musical culture and education. The divergences

! Motsenigos G. S., Neoelliniki Mousiki [Modern Greek Music], Athens (n.p.), 1958, p. 368.
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between European countries on this issue are huge and of crucial importance. State funding
to music venues, theatres, academies, orchestras, as well as to the public education in
general, has definitely to be reexamined. Then, as now, the artists' contributions to the art
they were commited to were inversely proportional to the state support, and the same
stands with regard to their desire for artistic development. It is a happy coincidence that the
lack of material wealth does not rule out the presence of mental strength, which fosters
emotional self-sufficience and intellectual health and functions as a great source of power for
the ones willing to take the challenge.?

The need to bridge the gap between historical resources and the educational process
Historical resources are considered to be an inextricable element of learning as well as a
necessary documentation tool. Carr, in his book What Is History, says that “when we attempt
to answer the question 'What is History?' our answer, consciously or unconsciously, reflects
our position in time and forms part of our answer to the broader question what view we
take of the society in which we live.”?

In an age overwhelmed by multisensory tools, rapidly advancing technology and
augmented reality applications which can breathe new life into dinosaurs, monuments or
historical personalities, the question emerges as to whether young people find any interest
in spending their time being taught about the past. Actually, in many instances, the students
experience the past as something vaguely remote, located in an indeterminate time. They get
time periods, persons, places, and events chaotically mixed up. All too often, the students
become indifferent or consider the study of history a tricky task, while they doubt its
necessity.

The historical resources are, in some students' opinion, “unneeded texts, which tire
you out”, “put you into trouble” or “do not let you sleep.” During adolescence, the
conscious study of History is based on the need for a good overall grade at the end of each
term, but a genuine love of history and an inner need to learn about the roots of the past are
extremely rare. As Efi Avdela explains, the links between the past and the present help
people understand the changes that occur in the course of time and foster tolerance towards
what is different. Thus, there emerges a need for historical empathy. According to Dennis
Shemilt, historical empathy skills are developed in five consecutive stages. In the first stage,
the students do not seek to understand the reasons or the motives behind the events and
people of the past, while they consider these people as intellectually and morally inferior.

2 Kokkinomilioti E., “The European influences of Romanticism on the Greek music and literature at
the second half of the 19th century. Identifying the influences and utilizing them in the teaching act.”,
Postgraduate Thesis, History Department of the Ionian University, 2014, p. 66.

8 Carr E., What Is History? (2nd ed.), London: Penguin Books, 1987, p. 8.

¢ Avdela E., Istoria kai Scholeio [History & School], Athens: Nisos, 1998, p. 112.

5 Kokkinos G., Vouri S., Gatsotis P., Trantas P., Stefos E., Istoriki Koultoura kai Sineidisi [Historical
Culture and Consciousness], Athens: Noogramma, 2005. Regarding Dennis Shemilt's model of
progression in historical understanding, see: Shemilt D., “Beauty and the Philosopher: Empathy in
History and Classroom”, in Learning History, Dickinson A., Lee P. Rogers P. (eds.), London:
Heinemann, 1984, pp. 39-84. Kaimara et al., “Developing an interactive multisensory augmented
reality system and a gaming scenario for the presentation of historical content to kids with special
learning needs.” Publication in the proceedings of the interdisciplinary conference “Infokid - Kids
and Information: Quests and Approaches of History, Law and Ethics, and Culture.” Corfu: 28-29
April 2017.
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The many years of infertile rote learning remain an ever-present peril, swinging, as if a
Damoclean sword, over the students' heads and often driving them to frustration, despite
the fact that during recent years this tactic has given way to texts of a more critical character,
which include sources, maps, new technologies and other modern methods, undoubtedly
more favoured by the students. Archives, inscriptions, carvings, manuscripts, newspaper
clippings, historical texts, posters, notarial acts, old books, photographs, coins as well as a
host of other objects are not but mere tools, which initially provoke no emotional or other
kind of identification that might be able to result in historical empathy.

Emotional engagement of the group members as contribution to learning

In contrast to the above, when there is no emotional or other kind of identification with the
roots of the past, factors that bring the group together and create cohesive bonds are,
according to Freud, intense feelings and emotions.® The emotional experience constitutes the
foundation of group bonding because this kind of experience does not establish an exclusive
connection between separate members but it connects each specific person with the group as
a totality of members.” Human communication is, by its nature, multimodal and
metaphorical, using metaphorical representations ® and non-verbal ways of communication.
In this way, a community code is established, a component whose boundaries change
constantly after the initial moment of the group's existence. This change leads to a distinct,
personalized type of communication and exchange. Besides, communication with other
people is the base that fundamentally influences all the complex activities, cognitive as well
as performative, which occur in the course of life. This is owing to the fact that learning
entails some change in the relationship between human beings and their environment — this
change being directly dependent on the potentialities available in this environment — while
at the same time learning is instigated by the development of a person's perceptual and
action systems.® Through the process of their involvement in groups, students benefit in
multiple ways; nevertheless, in this project we focused on the benefits related to the
student's emotional engagement and the forging of bonds in the attempt to improve group
coordination.

Discussing Dewey's description of social human beings that have not yet developed
their social awareness, Jean Houssaye explains that education is a social necessity and for
this reason the educator has to understand very well the students' psychological structure
and their activities, which should not be considered as remote to the experience; by doing
so, the educator ensures a proper connection between the social and psychological
development of the students.”? Young adulthood is defined as a period of agitation and
tension as the young persons experience developmental changes concerning their emotions

¢ Freud S., Group Psychology and the Analysis of the Ego, London: The Hogarth Press, 1949.

7 Blanchet A., Trognon A., Psychologia ton Omadon [The Psychology of Groups - original title (in
French): La psychologie des groupes] (2nd ed.), Athens: Savalas, 2002, p. 48.

8 Pourkos M., Vioma, Metafora kai Polytropikotita [Lived Experience, Metaphor and Multimodality],
Katsarou E. (ed.), Thessaloniki: Nisides, 2001, p. 64.

 Gibson E., Pick A., Mia Oikologiki Proseggisi stin Antiliptiki Mathisi kai Anaptixi [An Ecological
Approach to Perceptional Learning and Development], Pourkos M. (ed.), Vakaki A. (trans.), Athens:
Gutenberg, 2005, pp. 95-96.

0Bertrand Y., Valois P., John Dewey, Houssaye J. (ed.), Athens: Metaihmio, 2000, p. 157-170.
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and instincts, including their emotions for themselves as well as their environment, the
sciences, their beliefs, the institutions and the educational system.™*

Group communication

The study of groups has an undeniably crucial importance in synthezing klowledge,
psychological as well as social, about attitudes and ways of reacting in various levels.
However, in the school setting, this study plays an even more important role. According to
Blanchet and Trognon's theory of group psychology,'? understanding the way groups are
created, the way they operate and the use of manipulation inside them — as well as the role
of guidance, differentiation, similarity — are only some of the aspects that should be taken
into account and be examined whenever they occur. A characteristic example of mitigation
of rivalry between students is offered by Sheriff and Sheriff's experiment (1979). The
relationships between teenagers, when infused with positive emotions, function as a
powerful centripetal force and can build cohesion with regard to the whole group or certain
parts of it. Interpersonal relationships formed in the school class during the realization of a
learning scenario, as well as various interactions between the students, constitute an either
functional or non-functional factor of learning, group coordination and personal
development.

The educational process of the learning scenario entitled “Spiro Samaras: A Corfiot
composetr's career in opera”

The full title of the scenario was: “Samaras' career on the stages of Europe. A Corfiot
composer travels around and outside Europe presenting his operas!”

In this approach, music and literature play a central role and the historical and political
events provide the background to the composer's career. The composer, Spiro Samaras, was
selected due to his being one of the most important Greek composers of the late 19th and the
early 20th century. This choice of topic was not based on the procedure and the steps
suggested by the standard project method and was not a part of a school curriculum. The
project does not include any specific teaching approaches or methodologies, or particular
aims concerning each school subject, or the arrangement of the class, or other instructions of
that kind. The presentation comes with a table listing the proposed audio material together
with additional information about the composer's works. Listening constitutes an integral
part of the educational process. The project was realized in the context of the Music class,
during the whole school year, while at the same time the mandatory syllabus included in the
corresponding coursebooks was also covered. The learning scenario was a proposition put
forward by the teacher; this proposition was included in her thesis of the Postgraduate
Studies Program in Historical Research, Teaching and New Technologies of the History
Department of the Ionian University, as a realization of a learning scenario for the ninth
grade (in Greece, this is the third — and last — year of the lower high school). The title of the

Kougioumtzakis J. (ed.), Amnaptixiaki Psychologia: Parelthon, Paron, kai Mellon [Developmental
Psychology: Past, Present, and Future], Solman M. (trans.), Heraklion: Crete University Press, 1995,
pp- 77-78.

12 Blanchet & Trognon, op. cit.

13 In this experiment, the researchers created two rival teams, taking care to separate some very good
friends. Through the development of new relationships, the antagonistic behaviour was eliminated
and group cooperation was enhanced: see Blanchet &Trognon, ibid., pp. 44, 46.
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postgraduate thesis was: “The European influences of Romanticism on the Greek music and
literature at the second half of the 19th century. Identifying the influences and utilizing them
in the teaching act.”

The participants were 20 persons, all students of the ninth grade of the lower high
school of Kassiopi, Corfu, during the 2013-2014 school year. The equipment used comprised
the teacher's personal laptop, a video projector and an audio system. The software used for
the presentation was Microsoft Office PowerPoint 2010. The basic material, given to the
students piecemeal during the course of the year, consisted of: three issues of the magazine
Mousikos Ellinomnimon (which approximately translates to “Greek Musical Memory”) with
reading selections,'* a book about the composer titled Spiridon Filiskos Samaras,® as well as
the 12-cd-collection “Antis gia Oneiro” (which translates to “Instead of a Dream”).’ In the
appendix, you will find the whole discography offered to the students to choose from.

Our proposition does not aim to look at all the important facts of the 19th century,
promoting thus sterile memorization; it seeks to capture some moments and use them
properly to connect history and art so as to describe essential characteristics of this time
period.

The project we presented in class mainly included events of Spiro Samaras’ life and
work. But there are also other events which can be either included or ignored, depending on
the time available and the direction planned by the teacher. More specifically, a presentation
of the most important historical events, in the form of a timeline table, can be introduced. In
every lesson, teachers and students can use this table as a point of reference, helping them
present the topic at hand or even facilitating the combination of multiple topics, should they
wish to do so. An additional fact is that the composer lived abroad during a period of
different historical, sociopolitical and cultural events, which are considered worth
mentioning or describing, each time the opportunity arises. In this paper, we did not refer to
all these events. Nevertheless, for example, if the presentation was to be introduced in a six-
month educational project, then it would be possible to include not only information related
to music and literature but also other important historical facts related to movements, other
composers, writers, painters, politicians etc. Let's give an example: The establishment of the
Philharmonic Society of Corfu (also known as the “Old Philharmonic”), in 1840, is a topic
which can include information about the British rule in the Ionian islands (1815-1864), such
as Queen Victoria's decision, in 1837, to ban the participation of British military bands or
musicians in religious parades of other faiths. This decision was the triggering event that led
to the establishment of philharmonic societies in the Ionian islands. Plenty of references of
this kind can be found and the educator has to seize the opportunities to combine events so

14 More specifically, Stella Kourbana's articles in the 2nd, 3rd and 4th issues.

15 Kardamis K. (ed.), Spiridon Filiskos Samaras Anniversary Volume: In Honour of the 150th anniversary of
his birth , Corfu: Philharmonic Society of Corfu, 2011.

8Greek Composers' Works (19th-20th cent.), Antis gia Oneiro [Instead of a Dream], Xanthoudakis H.
(ed.), Athens: Universal, 2004.

17 The students, in working groups, might be assigned the task to find more events of the same decade
in order to combine different pieces of information about the same period. For example, in the 1840's,
the first photo of the Moon was taken, the bandoneon was developed, the Greek Constitutional
Revolution took place, Pyotr Illits Tchaikovsky was born, the historic Convention for the Pacification of
the Levant (Convention of London) was signed, significant telegraph systems were developed, etc.
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as to stimulate the students’ minds with a more comprehensive picture of each period’s
settings and atmosphere.®

Music as a key component in bridging the gap between art and history

Taking advantage of the amazing timeline created by researchers Kourbanas and Kardamis,
our presentation started with the birth of Spiro Samaras in Corfu.'® Subsequently, the
students had to choose the events they considered most important. You can see some of
their choices which resulted in the following timeline. The cartoon symbol indicates that the
students chose to listen to a particular piece of music.

Year Events

1861 Corfu: Birth of the composer f@ 1888 QO Psaltis tou Palermo [The Chanter of Palermo] /
Music lessons with Spyridon Xyndas k\l Premiere of Medgé in Rome
1g74 Athens: Violin & composition studies Corfu: Flora Mirabilis is staged at San Giacomo /
with Enrico Stancampiano 1889  Athens: Flora Mirabilis at the marriage k@
1877 His adaptation of Errico Petrella's opera of Konstantinos, heir to the Greek throne.

La Contessa d”Amalfi (1864) is published in Italy
Bologna: Publication of his works Serenade, 1890
1878 dedicated to Queen Olga, and Pensée

Composes the opera Messidor, based on
Le Chevalier de Maison Rouge by Al. Dumas.

mélancolique sur la mort de Dem. Bourbaki. 1892 Paris: loanna, (-)‘pera Comlquer by F. Milliet. A
179 Stfonia & Torpillae 1894 Naples: Premiere of I._a Martire i \@
(text and lyrics by V. Gavriilidis) in Athens. 1896 Athens: 1896 Olympic Games, Olympic Hymn S )
Sonata for violin & piano / Ave Maria, for (officially established in 1958), lyrics by K. Palamas “@J
1880 tenor & piano / [Olao] [Olas] with 1903 Milan: Premiéere of the Storia d"Amore
Stancampiano and by Fravassili 1905 Genoa: Premiére of Mademoiselle de Belle-Isle,
1881 Paris: Composition studies with Dubois & Delibes / & r@ opera in 4 Acts, by P. Milliet
Scenes Orientales, for piano — four hands 1907 Athens: Mademoiselle de Belle-Isle (@ 5
188 Italy: Contract with the leading k@ 1908 Florence: Premiére of Rhea, at Verdi Theatre. k‘@
publisher Ricordi / Medg?, opera in 4 Acts Composes Tigra, opera in 3 Acts, unfinished S 75)
1885 Paris: Premiére of Chitarrata 1911 7 ! k\((%
. L . ) (only Act 1 exists)
1886 Milan: Flora Mirabilis, opera in three acts,
by Ferdinando Fontana - staged at the Carcano Theatre
1887 Lionella, opera in 3 Acts,

staged at La Scala, Milan, in 1891

Regarding Samaras’ youth, we highlighted the fact that he was a student of the — also
remarkable — composer Spyridon Xyndas and, apart from the additional timeline facts, no
specific emphasis was given to other details. Subsequently, as mentioned above, the
students had to choose the moments of Samara's career they considered most important, a
process which could spark the students’ interest to further research and listen to music as
well as connect the already given information with the historical, political and cultural
events of the time. As an example, we can refer to the momentous event of the performance
of Spiridon Samaras’ opera Flora Mirabilis in Corfu, which was combined with the rapturous
reception the composer enjoyed at the port by Mayor Michael Theotokis. Information about
the performance was given by the newspapers of the period, while the photos
complemented the description of the festive atmosphere. It can be said that a bit more
emphasis was given to facts related to the performance, such as the tailoring of the
costumes, which were patterned after Swedish copperplate etchings of the 15th century, the
scenery and the stage equipment, the slogans written on long ribbons which decorated the
theatre boxes together with flower vases, the welcoming posters and the torn-up paper
thrown in the air by the audience to celebrate the premiere. The conductor was the
composer himself. The maestro’s baton is kept at the “Nikolaos Chalikiopoulos Mantzaros”

18 Kokkinomilioti E., op. cit., p. 74.
¥Kardamis K., op. cit., pp. 11-14.
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Museum of Music of the Philharmonic Society of Corfu.?” Together with the students, we
visited the museum and the students asked permission to take photos, which they
incorporated into their works. We continued with the reception that Samaras received, after
the performance, at the premises of the Philharmonic Society, the dinner held in his honour
and the gifts he was given, including a silver wreath specially ordered from Trieste, 5,000
drachmas collected through fundraising, etc. We also discussed with the students the issue

7 A

of the musicians’” “rewards” in different time periods, and in our days as well, in its
economic, moral and artistic aspects.

The composer’s life path, first from Corfu to Athens and then travelling abroad (Italy,
Germany, France, USA, Egypt), can facilitate greatly the creation of connections between
events of the era through art. In Paris, Samaras took lessons with Leo Delibes, the famous
opera and ballet composer.? It is the Paris of the great sculptor Auguste Rodin and his
Thinker (Le Penseur - 1902),?? the Paris of Victor Hugo, of Henri Matisse. It is Europe after
the mid-19th century, where the pluralism of musical styles abounds: the national character
in Verdi’s operas and in the works of composers from other national schools, the national
symphonic music of Saint-Saéns, Wagner’s music drama, Gounod’s lyrical drama, the
realism in the works of Mussorgsky, Bizet kai Janacek, Debussy’s impressionism, the
naturalism of Charpentier, Bruneau xat Schreker, the modernism of Mahler’s and Strauss’s
works after the end of the 1880’s. All the above-mentioned composers” work does not lead
us in establishing fixed boundaries between movements and currents, but it creates
impressions in the same way that impressionism does; impressions imbued with the tone
colours and the new chords from eastern and other civilizations, with the mood created in a
moment where the past is reflected like a fleeting memory into the future, with the
introduction of new instruments into the orchestras, with the existence of older elements
which bear the stamp of the classical into the modern styles, with new forms of expression
decidedly rooted in the traditional ones.

Next, we return to Spiro Samaras who seven years later — as the year around which all
the aforementioned revolve was 1889 — was offered the chance to write the music of the
Olympic Games’ anthem. This is when he composed the “Olympic Hymn” that we still hear
at the Olympic Games nowadays. After that, we headed towards Egypt, where we found
our composer promoting his work in the thriving Greek community.?® We even discovered
Samaras” works on the website of the University of Adelaide, in Australia!

The movements of the era can become the main theoretical axes with which the
composer’s course, in the Europe of the late 19th century, can be connected. In this
presentation, we chose to discuss the Italian movement of Verismo in Italy around 1877,% the

2 In the Museum, the students will have the chance to see scores, paintings, musical instruments
from Nikolaos Chalikiopoulos Mantzaros' era, etc.

George Dalkos claims that the approach of the past through museums' collections is significantly
different from the academic approach attempted at schools, which describes things or historical
events through the use of language. We totally agree with this view. See Dalkos G., Scholeio & Mouseio
[School & Museum], Athens: Kastaniotis, 2000, p. 39.

2To get an idea of the musical atmosphere, we listened to a fragment from “The Flower Duet” (Sous
le dome épais) from Léo Delibes' opera Lakmeé.

2We refer to August Rodin's famous sculpture.

BKardamis K., op.cit., p. 107.

#Gee Fistouris D., “Spiro Samaras contribution to the naturalistic-veristic movement of Italian and
French opera”, publication in the proceedings of the conference “lonian Opera and Musical Theatre
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Italian novels of morals-and-manners,® and realism through the writings of Honoré de
Balzac and Gustav Flaubert. We explored Samara’s contribution to the Italian verismo
movement and the mix of historical events and figures in the operas Storia d’Amore and
Mademoiselle de Belle-Isle.*® As regards realism, we took into account the fact that it is
articulated through the work of several bright authors, one of the most eminent among them
being Emile Zola. In addition, we referred to the influence that had on Zola the book of
Claude Bernard Introduction a la médecine expérimentale (“An Introduction to Experimental
Medicine”), which puts forward the importance of control through observation.?” Some of
the most important events of the 1850-1900 period were presented on a timeline produced
by the students. To give some examples, there were references to various topics such as the
Greek borders after the establishment of the modern Greek kingdom, the Greek revolution
of September 3rd and the Constitution of 1844, the fall of the Bavarian dynasty and the
accession of Prince George of Denmark to the Greek throne, the government of Trikoupis,
the Cretan Revolt, the American Civil War, the political upheaval in the Balkans as well as
many of the important discoveries and inventions of the time. This is an example of how one
can succesfully enhance their students” historical and critical perception.

Music listening as a means of creating connections with the past

To create a vivid image of the past, one should not only use historical timelines, battle facts,
or paintings. We can easily “taste the atmosphere” of a distant era by listening to its music.
At the press of a button, or by typing the address of an Internet site, we can listen to
religious or secular music of other times and countries: we can come in contact with new
soundscapes, different from the ones we experience in our modern schools. For example, by
looking at a painting from the period we study, we travel into this time period and its
scenery through the clothing, the colours, the artist’s perspective, the facial expressions. By
listening to musical compositions of a different era, the students can also understand the
social dimension of music, its usage and the role it played through the centuries. In school,
the listening procedure should be approached very meticulously. It includes many stages
and involves many risks, an issue on which we considered it appropriate not to expand in
the present paper. According to Benjamin Curtis, “the idea that Music is a ‘universal
language’ means that it can communicate to everyone.”?® As a result, it can be understood
by everyone, but each time through one’s own apperceptions. Students who had this

until 1953”, Athens: National and Kapodistrian University of Athens, Department of Theatre Studies,

2010, p. 221-233.

%See Politou Marmarinou Eleni, “Ethography”, at:
http://www.komvos.edu.gr/diaglossiki/pezography/Pirantello/Pirandello 6.htm [22.1.14]

26 The Storia d”Amore (1903) is a work of historical naturalism, referring to the bloody battle known as

the Pasque Veronesi or Veronese Easter (1797). The Mademoiselle de Belle-Isle (1905), based on the novel of

the same title by Alexandre Dumas, pere (1726), falls into Samaras' third period of composition. It can

be presented as a lyrical drama or comedy (opéra comique), depending on the finale. The main

character is the duc de Richelieu, widely known as Cardinal Richelieu (1696-1788), who gets into a

confrontation with young Lieutenant Sevran due to a love affair and reasons of honour.

7 This reference also gave us a chance to talk about the science of Psychology and its autonomy

as a discipline, given that, in previous times, it was considered to be part of Philosophy. See Hayes N.,

Eisagogi stin Psychologia [Introduction to Psychology], Vol. 1, Athens: Ellinika Grammata, 1998.

2% Curtis B., Music Makes the Nation: Nationalist Composers and Nation Building in Nineteenth-Century

Europe, New York: Cambria Press, 2008, p. 209.
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experience from an early age — with different music pieces each time, from multiple genres
and eras — enjoy the confidence of being able to relate to the past in a spontaneous manner,
through the rhythm, the melody and, even more, the harmony, as well as the instruments
and the different instrumentations. This could become one of the primary aims of Music
Education.

Listening is, to a large degree, an experience of the senses. Csikszentmihalyi reports
that we respond to these qualities of the sound that can trigger positive physiological
responses, which are hardwired in our nervous system.? John Sloboda associates listening
to music with memory arguing that the way one listens to music is crucially based on what
one can remember from their earlier musical experiences.** It follows that creating musical
experiences which will strengthen our students' memory is a matter of crucial importance
and these experiences constitute a prerequisite to the students' ability to build their own
musical experiences. Sometimes, the only missing ingredient is motivation. According to
Susan Hallam, though there are a lot of theories on motivation and its development,
nevertheless there are three basic categories on which most of them converge: a) motivation
which is generated as an inner need of the individual, b) motivation that results from the
influence of social environmental factors on the individual and c¢) motivation that results
from interaction between the individuals and their environment, through the mediation of a
cognitive process.*

Listening to a piece of music as a learning activity in class can give the students an
opportunity to express what they felt, to criticize, to compare parts of different works of
music, etc. At the same time, the students become familiarized with different music genres,
such as the ones which existed, for example, at the end of the 19th and the beginning of the
20th century, while they develop their own relationship with their past and themselves.
During the adolescence years, teenagers go through a phase in which they try to discover
their personal identity. Sometimes, they see themselves through the eyes of their friends and
on other occasions they try to distinguish their current self from what they were as kids or
from their family stereotypes and influences on their character. It is essential that these
concerns of young people be combined with autonomy of expression, on condition that this
autonomy has been the outcome of conscientious work from an early time, so as to avoid its
becoming a weapon of insult against individuals or the society as a whole.* Personal quest
is a never-ending process. Two different types of identity are desribed by Hogg: the social
identity, which defines one's self through one's participation in various groups, and the
personal identity, which defines one's self through their interpersonal relationships. Our
social identities are, indeed, as many as the groups we feel we belong to, while our personal
identities are as many as the relationships we are involved in and through which we have
formed our distinct personality and behavior.®® This points to a somewhat Husserlian

2 Csikszentmihalyi M., Roi: I Psychologia tis Eftihias [Flow: The Psychology of Optimal Experience],
Kelesidou A. (trans.), Athens: Kastaniotis, 2009, p. 154.

%Sloboda J., The Musical Mind: The Cognitive Psychology of Music, Oxford: Clarendon Press, 1985, pp.
174-175.

3 Hallam S., Music Psychology in Education, London: University of London (Institute of Education),
2006, p. 142.

% Kokkinomilioti E., Professor's notes in “Educational Psychology of Music”, Department of Music
Studies, Ionian University, 2009.

% Hogg M., Vaughan G., Koinoniki Psychologia [Social Psychology], Alexandra Chantzi (ed.), Vasilikos
E. & Arvanitis A. (trans.), Athens: Gutenberg, 2010, p. 178.
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idealism, in which the main element is the experience in itself. As educators, we are
interested in knowing the way the music was imprinted in the students' consciousness and
its impact on them; we take great interest in the students' reports in their own words,
because this is the guiding thread that will help us approach the student's inner world.* In a
parallel course, we also deal with our own existential quests, our own identity, as well as the
feelings of excitement and surprise we expect from music.

Afterword

In the educational process, the music educators' aim is the development of an artistic and
aesthetic consciousness as well as the personal development of the student. In this paper, we
present an attempt to fulfill this aim through the use of art as a necessary means of bridging
the present with the past. This stands for projects related to musicology as well as subjects of
different historical content or interest.

Engagement with the arts, as Keith Swanwick claims, contributes to discipline,
dedication and attention to detail, imagination, inspiration and enhancement of creativity.®
In addition, it fosters an environment of stability which promotes participation in the
creative act, cooperation and social contribution. In this way, art becomes an organic part of
everyday life, which is its genuine context. Nowadays, art has different functions and plays
a different role in our lives than what it did in the past. Music was an indispensable part of
every aspect of human life in many different cultures. Its presence is intertwined with
human life: birth, moments of happiness, fears, struggles, death, love, amusement, prayer.
The composers' needs, during the previous centuries, led them to integrate the music from
the past with their own present. In other cases, there was a need to differentiate their present
from the music of the past. However, in any case, music brings into our present situation,
even through fragments, remnants of our older civilizations. The music we listen to is our
link to the past.

Appendix
Musical Paths of the 19th Century

The table that follows is a summary of suggestions regarding an educational process that
utilizes works of Greek composers of the 19th century. This selection was the outcome of
careful study of a large part of the material available. It includes key information about each
particular piece of work, its composer, style and length. The duration of each listening
activity, i.e. each time the students listen to a piece of music, should be defined by the
educational needs to be covered in general a well as the students, their age, and the
particular educational goals. The table also includes comments pertaining to musicology
and/or music education.

3 Freud writes in his book The Interpretation of Dreams (1899) that the report is the guiding thread to
the inner world of the person undergoing analysis. See Xiropaidis G., Edmund Husserl & Martin
Heidegger:  Fundamental —Concepts of Hermeneutic Phenomenology (3rd part: Hermeneutic
Phenomenology), at: https://www.youtube.com/watch?v=DCn Cg23W 4 [17.6.2017]

% Swanwick K., Music, Mind and Education, New York: Routledge, 1988, p. 36.
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TITLE YEAR | COMPOSER | LYRICIST | GENRE %Iig\ﬁ- ALBUM  TRACK| 4 G NOTES
e s Song for |Antis gia Oneiro
Xenoula Kam1he¥15, ]?rosn‘_us, Voice and | 1:36 [[Instead of a cd12 -P
Lavrentios | Georgios Piano Dream]
Deisi Kamilieris, | Markoras, So_ng fi PO :
. . Voiceand | 2:39 |Instead of a cd12
[Prayer] Lavrentios | Gerasimos )
Piano Dream]
An_th' tou Tt . Song for lAntis gig Oneiro
Gremou Kamilieris, | Drosinis, .
. - . Voiceand | 2:23 |[Instead of a cd12
[Flowers of the Lavrentios | Georgios Ny
R~ Piano [Dream]
Cliff]
o . ntis gin Oneiro
Danse Kamilieris, Symphonic| . N
QOrientale L Lavrentios Music Bl |lmsiizesl wifa adll 'm
[Dream]
Lichnos Ypo to
Romance 1905 Kam1he%~15, Piano Music| 2:58 FAT R I j [E major
Lavrentios lUnder a
Bushel]
Lichnos Ypo to
Horos Kamilieris, . . IModion [Light .
O] 1905 Lavrentios Piano Music| 2:18 Under a .m IA major
Bushel]
[The composer describes it
fas the 1st Greek tragic
§ - Carrer, e Imelodrama (considering
B0 L Pavlos SEeed ez ynda's “Parliamentarian
[Candidate™ as the 1st
melodrama) [fragments]
Vi Carrer, D
Chorus 1873-4 ! Opera 1:12 Despo 5 -
Pavlos
(Despo)
O Gero-Dimos Carrer, Valaoritis, . , [Form: A-B-A, voice &
(Despo) e Pavlos Aristotelis U= . e 12 -m chorus
O Psomozitis .
[The Old 1875 Carrer, Soutsos, @pera .48 Despo 3 .P Monody for baritone
Pavlos Alexandros and orchestra
Beggar]
p Carrer, Instrumental | . [nstrumental in rondo
Din Don Polka | 1885 Pavlos Music 2:04 Despo 18 .m —"
Mavro Sinnefo
[Black Cloud] Carrer, 5. e
(e, . Pavlos Opera 2:02 Frossini cd 1,6 .m
Act)
Den Foveitai o )
Ali [AliIs Not Carrer, . 9. M g
ool (2 Pavlos Opera 2:09 Frossini cd1,9| @ |Ali's aria to Froso
Ist Act)
Froso's Aria —
(Bl tp Nature (;,arrer, Opera 3:30 Frossini cd 1,15 j IFroso's aria
(Frossini, 2nd Pavlos
Act)
Ah, Treme,
Treme [Ch, You
Sho.uld Quwcr Cérmr_’ Opera 0:37 Frossini cd 2,4 -P soprano, baritone
in Fear] Pavlos
(Frossini, 2nd
Act)
Thimou Ali
[Remember, Ali] Carrer, ’ ) e
e Pavios Opera 2:22 Frossini cd 2,17 .P
Act)
Eis tin Gi Mavri
Katara [On Carrer D
Earth, An Evil 4 Opera 2:45 Frossini cd 2, 21| @ [choral
y o Pavlos
Curse] (Frossint,
3rd Act)
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Ah, Pethaino j
[Oh, I'm Dying] Carrer, . . a5 X
(s, A Pavios Opera 2:09 Frossini cd 2,29
Act, finale)
Introduction i 5 honi Antis gia Oneiro
(Marathon- Pglr]irf yrl\r/llis.ocmc 3:43 | [Insteadofa | cd1 .E “The Dawn”
Salgmis) vies 5 Dream]
T i [Tz Carrer Song for Attis gia Oneire
0 ’ Voiceand | 4:18 | [Instead ofa | cd 12
Tphan] Pavlos ;
Piano Dream]
Carrer, Chamber | .. Music of the Birdwhistle, Polka
Alexandra Ly Pavlos music sl lonian School .E brillante
= . Y
La Petigalh C?rrerf Chamber 55 | Music of the J Polka, Mazurka
Pavlos music lonian School
. Carrer, Chamber . Music of the .
Furia 1870-2 Pavlos — 2:36 Jomian School .E (Gallop brillante
Incorporates a melodic
Introduction Catrer ) part of the Marseillaise
(Maria 1873-4 Pavlbs’ Opera 9:38 Despo (1873-4) /
Antonietta) Form: A-B-C-A coda/
[Realistic elements
el Antis gia Oneiro
[The Skete; The Lalas, Choral - c r‘
= PR ! 5:52 | [Insteadofa | cd1l | Je
Ascetic Dimitrios Music Dro: L]
ream]
Settlement]
L . Antis gia Oneiro
I Giorti 1901/ Labelet, Symphonic| .
[The Feast] 1907 George Music 20 [In[s)tre;cgn(]f a | endl |
I Anthostefanoti 5 ol g
. Song for Antfis gin Oneiro
[Flower- Labelet, Malakasis, - . ; -
Crowned George Miltiadis VOI}.CE and | 2:28 [In]:s)tead ofa | ed12 |®
Woman] iano ream|
. . Song for Antis gia Oneiro
To On_elm Lsabdet’ IFgprITiiTmiTy, Voiceand | 2:28 [Instead of a | cd 12 E
[The Dream] George Zacharias 3 L]
Piano Dream)]
Arvanitissa . Song for Antis oin Oneiro
[Albanian l\?aal:ci]sgn Alelj)?alr]w:ffros Voiceand | 2:27 | [Instead ofa | cd 12 j
Woman] F Piano Dream]
. iR Song for Antis gia Oneiro
o Chor]slmos Labelet Pallis, Voice and | 2:18 [Instead of a | cd 12 -P
[Separation] Napoleon |Alexandros :
Piano Dream]
IGraceful dances, in A-
B-A form, written
B i ) linitially for piano -
Mo | . | Lokt Camber | zau | gt || 3 Bliovacd 5
P the Philharmonic
Society of Corfu by
Samoilis.
; ot . ) Song for Antis gin Oneiro
ng.OUd]ShS T.alvrangab, [Unknown] | Voiceand | 3:43 | [Insteadofa | cd 12 E
[Singer] Dionysios » L
Piano Dream]
Lichnos Ypo to
e Levidis, g - - Modion [Light
Sonata op. 16 | 1908 Dimitrios Piano Music| 9:34 Under a
Bushel]
. . Antis gia Oneiro
B Sprcnadc for Llaho.s’ SYmphpnlC 7:01 [Instead ofa | cd 3 j
tring Orchestra Dimitrios Music D
Team]
[To Ksipnima tou Liberalis or ’,[\‘/;ih{}??s [&;p]o ltﬁ[ J Beginnings of the
Klefti [The Thief| 1847 Liveralis, Piano Music| 8:45 (Itju ) modern Greek piano
; nder a -
Wakes Up] Tossif literature
Bushel]
Partimenti Mantzaros, Music for Antis ¢ia Oneiro j
No 4 (Fidele [Halikiopoulos String 1:17 | [Instead ofa | od 7
Fenaroli) Nikolaos Orchestra Dream]
Thourios T BRI, Velestinlis Song for s pxtn Lt F there is a score /
[Battle H | [Halikiopoulos Ric | Voice and [Instead of a ® blished recording
attle Hymn Nikolaos igas Piano (o] unpublished recording
15tigmi Tora Mantzaros, Song for Antis gia Onciro
Provainei [Now e : . n the atmosphere of
IHalikiopoulos| [Unknown]| Voiceand | 3:16 | [Insteadofa | cd12 | @ -
The Moment Nikol i D ®" [Romanticism
- ikolaos iano ream]
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Mantzaros, Song for Antis gia Omneiro :
[}[})farétlhmclil_a] Halikiopoulos Sglomgs,. Voice and [Instead of a J) thcrcclﬁ a score but no
e Blondie Nikolaos ionysios Piano G recording
Mantzaros, i
Symphony No 2 Halikiopoulog Chamber 1,4 | Musicof the J
Nikolaos music omnian Schoo,
\ . . Song for (Antis gia Oneiro
Nani Nani X\_mgias, Va_]aorlh:%, Voiceand | 1:25 | [Instead ofa | cd 12
[Lullaby] Spyridon | Aristotelis :
Piano Dream]
Parallel text:
lparaphrase of The
Willow Song
(Shakespeare , Othello,
Kafﬁihrgilgs[]pcl)or Xyndas, Solomos Song for Antis gia Oneiro ?Cfl%fl' Sctl-a)
5 . ¥ Y = S| Voiceand | 3:25 | [Instead ofa | ed 12 ) U 2ext: X
oul Standing Spyridon [ Dionysios Piano Dream] http://www.opensourc
There] eshakespeare.org/view
s/plays/plav_view.php
PWorkID=othelloé& Act
E&Scene=&Scope=entir
e&cdisplaytype=print
T . 5 Song for | Antis gia Oneiro
Ity il Xynglas, I aragchos, Voiceand | 2:09 | [Instead ofa | ed 12
[The Dream] Spyridon Achilleas Piano i
See Politis L., Dionysios
I Aveoula Solonios: The Complete
[qweeth’\ ] Sl . (Antis gia Oneiro ) Works (Vol. 1), Athens:
WL T ooy ~: = oral Music| 4: stead ot a | cd 11 aros, 2
B o v Choral Music| 4:05 | [Instead of d11 Ikaros, 1999 / URL
(“The Two Spyridon | Dionysios D http:/ be.c
Biatines”) Team) http://www.youtube.co
Im/watch?v= dd34LdM
_ 100 [2.3.2014]
OVI,EE]I):}IESS [The 1st Greek opera with a libretto by Rinopoulos, see
[The Xyndas, Opera https://www.youtube.com/watch?v=fg0kDOXLaHg&ist=P
Parliamentary Spyridon P ILCABA78C62F56E319&index=17&ytbChannel=null
Candidate] et
. . Padovanis or . (Amntis gia Oneiro
S1ng)]1.’lc1]ileit1:11ena Padovas, SV‘R‘/IEE?C”'C 6:01 | [Instead of a cd1 )
o Domenicos ) Dream]
. X . Antis gia Oneiro Based on Corneille's
Lo Cid, ROC!UthE?tOb, Shp LT 4:18 | [Instead ofa | ed 1 E work under the same
Andante Dionysios Poem Tz L] itle
Lo Cid, . Antis gia Oneiro
Moderato un Roc!otheelntos, Sl [Instead of a | ed1
POCO MOSSO Dionysios Poem Dream]
. . Antis gia Oneiro
Lo Cid, Roglothee.ltos, Symphonic nsitend aiia | el
Allegro mosso Dionysios Poem Dream]
. . Antis gia Oneiro
Lo Cid, Rodotheatos, Symphonic X Jodt ; .
TLarghetto Dionysios Poem Ha5E [I“[t')trec‘]acrln‘if a | cdl j
Lo Cid, . . (Antis gia Oneiro
Andante un ROC‘ioth(‘(?lfOS, Symaplusiiic [Instead of a | ed 1
pOCo Mosso ity [Pigzznm Dream]
Rodotheatos Svmphanic Antis gia Oneiro Based on Corneille's
Lo Cid, Vivace Dionysios 4 Y Pgem [Instead of a | cd 1 work under the same
Dream] title
Tis Kopellas to C— Drosinis Song for (Anttis gia Oneiro F
Nero [The Girl's - Spiro . Georgioé Voiceand | 2:00 | [Instead ofa | cd 12 | Je
Water] Piano Dream]
. i ] Song; for Antis gia Oneiro
Exomologms Samr:.\ras, P()Iem]s, Voice and | 2:54 | [Instead ofa | ed 12 .P
[Confession] Spiro Ioannis Piano Dream]
. . Song for Antis gia Oneiro
§' Agapo Samgrab, Kﬂnﬂmumi | Voiceand | 1:58 | [Instead ofa | cd 12 j
[T Love You] Spiro sloun, Toannis| Piano Dream]
Mana kai Gios 5 Drosini Song for Antis gia Oneiro
[Mother and aén?:gs, G;gilr]}lff Voiceand | 2:27 | [Instead ofa | ed 12 .E
Son| P glos Piano Dream]
] Samaras, . . . Lichnos Ypo to Modion Dedicated to Queen
Serenade 1877 Spiro Piano Music | 6:56 [Light Under a Bushel] Olga
The Olympic Samaras, Palamas, ’ See:
Hymn Spiro e ‘ .E http://www.voutube.col
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Im/watch?v=r1692-
5T
(The Hymn is played
at 6:10)
Religious
March (Scénes . Samaras, . o |l = Lichnos Ypo to Modion Suite for piano four
Orientales, No 1 LeRd Spiro [Plbry kil | B525 [Light Under a Bushel] .U hands
Suites)
I
(Scenes »| Samaras, ] | s.na | Lichnos Ypo to Modion o
Orientales, No 3 1882-3 i Piano Music | 4:23 [Light Under a Bushel] .G e]femen_’t 71Tn}}ar tC{ a ]
Suites) ufmotttq intluence o
romanticism
Tsiggana Samaras, . . . Lichnos Ypo to Modion .
Cong 1886 Spire Piano Music | 2:38 Lizht Under a Bushel j [E minor
YPsY. P g
Tracks: 2 (fragments of the
Samaras 2,4, 26,Olympic Hymn) - 4, 19, (the
Rhea - Soire ’ Opera Rhea 30, 36, ffamiliar melody of the song
P 49 |A Boat From Chios) - 26, 30,
36 (exotic elements)
Samaras, 9, 10,
La Martyre S Opera The Martyr 19,21
La Biondinetta baqr;?;gs’ Opera La Biondinetta | 5,6,7
Storyline inspired by the Veronese Easter {1797) / Expressionist tinges & use of leitmotifs
Track 5: Jacobins Vs Capuchins: “peace for the brave who died for their motherland”
NOTES Track 6: Andrea's arivso before the battle

Track 7: A landmark in Greek symphonic thought & forerunner of Neoclassicism (cd booklet, p.22)
URL: https://www.youtu

be.com/watch?v=S-0FWRgtMUM

Tigra Sagrg ?Tr(.')as, Opera  |https://www.youtube.com/watch?v=[tZ1d] Fo91IU
La Martire atto E:as‘r; z:;‘[a) K Opera  |https://www.youtube.com/watch?v=570MIrr28SI
Flora Mirabilis Samaras, Onpera https://www.voutube.com/watch?v= M5bP1Ilw4Mé&vytbC
Spiro P hannel=null
l\gaedt'}aénllgiellée Sa;;iarrg K Opera  |https://www.youtube.com/watch?v=vNS6MgY7Z3C8
Medgé Sa% ?l_rgs’ Opera  |https://www.youtube.com/watch?v=KJKylolOsGo
A Spinellis, - - . Lichnos Ypo to Modion IMature post-romantic
Ltliis e Loudovikos [Pemn kilwsie | 252 [Light Under a Bushel] -P style, in tripartite form
Song for - g
To Oneiro 1972 Hadjidakis, | Solomos, Voice & 505 (gi\g;? Eﬁgz]ggzﬂmg [;fl'ie Singer: Psarianos,
[The Dream] Manos Dionysios |Instrumental [ ™ ! M. E 55, aka Dimitris
[ — agnus Eroticus]

-P : suggested

ﬂ : recommended|
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The opera in Smyrna in the 19th century according to the
Greek- Smyrnian press

Georgia Kondyli

Since 1839, the Ottoman Empire has seen a tendency towards Westernization which,
among all, has resulted in the introduction of European theater to the Ottoman court,
which with the musical theater became popular types of entertainment in the 19th
century, in many Ottoman cities such as Istanbul, Ankara and Smyrna.

As far as Smyrna and its artistic life is concerned, it has received direct
influences from Athens, Paris and Constantinople, leading to the belief that the
aforementioned cities were the three cultural metropolises of Smyrna.

This research has been conducted in the Greek press that circulated in Smyrna
in the 19th century and aims to present the opera performances in the city in order to
broaden the appeal and the popularity of the genre to the Smyrnian public. Smyrna
had a rich artistic life and according to Kalyviotis! the musical theater in Smyrna, the
operetta and the melodrama, had a great impact on the audience. However, due to
the limited time we will focus on the performances given by traveling operatic
troupes (Italian, French, Greek and Armenian).

Before referring to the performances it is important to make a brief reference
where the performances had been taken place. Besides the theaters? performances
were given also to the cafes; for example Luke’s cafe and Bella Vista or Paradise
Theater® while not missing from Smyrna and summer theaters such as Quai* which
later changed to a cinema,® Splendid, which was demolished in 1908° and the
Elhambra.

Apart from the theaters of the city, however, the troupes were also performing
in the theaters of suburbs, of neighborhoods or in neighboring cities such as in
Burnova (theater of Havouzas)” in Perea,® and in Terpsithea. This is explained by the

1 Aristomenis Kalyvioris, Smyrna music life 1900-1900 (Zuvpvn uovokn Cwr 1900-1922), Music
Corner, 2003, p.133

2 The Camerano or Smyrna Theater, built in 1862 and destroyed in 1884 by a fire - Christos
Solomonidis, The theater in Smyrna 1657-1922 (To Oéatpo otn Luvpvn 1657-1922), Athens,
1954, p. 62, 64 - the Sporting Club Theater inaugurated in October 1894 — Solomonidis, op.cit.,
p-126 - which in 1920 was renamed the Kyveli theater, the theater Olympia, which was
demolished in 1909 to create the Smyrna Theater in 1911 - Amalthia (ApaABewa) 12.3.1910,
15.04.1910 & 28.9.1910 & Solomonidis, op.cit., p.203 - and Kraemer. Also see “Smyrna....before
the disaster” (H XZpvovn...Alyo mow v kataotooen)), https://www.nsonline.gr/video-
smyrni (26.06.2018)

3 Solomonidis, Ibid, p. 172, Kalyviotis, op. cit, p.27 and Chrysothemis Stamatopoulou-
Vasilakou, “The theater in Smyrna” ("To Oéatgo otn Luoovn"), Kathimerini-Epta Imeres
3.5.1998, p. 23.

¢ The Amalthia newspaper (29.5.1909) reports that "the Parthenon Summer Hall of the Callees
was called the Waterfront Theater," but we do not know if it is the same theater.

5 Amalthia, 10.03.1910, 27.03.1910

® Amalthia, 09.06.1908

7 Solomonidis, op. cit., p. 139-140)
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fact that sometimes the rent for the theaters of Smyrna was increased and there were
many cases that due to the low attendance of the Smyrnian audience, the troupes did
not cover their expenses.

According to Solomonidis, a lawyer and writer, born in Smyrna, the first public
theatrical performance in Smyrna was given in 1775 by amateur actors® and the first
performance of Greek theater took place in 1846.1° Also Solomonidis referred that the
first opera performance in Smyrna takes place in February 1842 from an Italian
theater troupe called Efterpi.! For this performance we cannot find references to the
remaining Greek Smyrnian press. The first reference to the Greek press of Smyrna for
opera performances is in 1851 which, however, is not detailed but indicates the
arrival from Patra of a melodrama troupe that would presented Verdi’s operas.!
Essentially from the last three decades of the century, we find to the press rich
material for opera performances and for this reason we cannot have a complete view
for melodrama performances before 1870.

Thus, the search starts from 1876 when the Labruna troupe visited Smyrna?®
who, according to the Greek press, visited the city many times every year until
1896.14 The same troupe visited also other cities such as Patras, Syros, Thessaloniki
and Constantinople. The troupe had a rich repertoire, with bel canto operas and
Verdi’s operas, which was enriched when in 1887 another troupe was incorporated
with Labruna troupe.® As the Smyrnian newspapers shows, Labruna troupe was
popular to the Smyrnian audience.!®

In 1880, Labruna, in collaboration with Castalla troupe, settled in the Elhambra
Theater, from May to September, and gave mainly performances by Verdi’s operas
(Rigoletto, Trovatore, Ernani, Traviata, and Simon Boccanegra). The newspaper Nea
Smyrni distinguished the opera Ballo in maschera as a great success because as it
explained the audience appreciated the soloist's artistic abilities of the artists Rogina
Aimo' and De Angelis.'® Also from March to April 1884, the troupe performed
Verdi's operas (Nabucco, Aida, Il Trovatore, La Traviata, Un ballo in maschera, La Forza

8 Whose theater had some problems: "poor scene and oil lamps that smoke" see Amalthia
(AuaABeia) 05.05.1908

? Solomonidis, op. cit., p. 33

10 Solomonidis, op. cit., p. 58

11 Solominidis, op. cit., p. 55

12 Amalthia (ApdABewx) and Smyrna (Xuvpvn), 9.3. 1851

13 Labruna son, conductor, Labruna father, maestro concentatore, and Raphael Labruna, second
tenor. See The levant Herald (Constantinople), 31.7.1875.

14 In 1876, 1877 and 1880 to the « Elhambra», Theater Labruna et Castalla: Rigoletto, I
Trovatore, Ernani, La Traviata, Un ballo in maschera,Simon Boccanegra. For the repertoire of
Labruna troupe see G. Kondyli, “Les opéras de Verdi a Smyrne (1880-1900”, proceedings The
Staging of Verdi & Wagner Operas, Pistoia, September 2013, ed. Naomi Matsumoto, Centro
Studi Opera Omnia Luigi Boccherini, 2015, p.233-244

15 Solomonidis, op. cit., p.120

16 Tn 1895 the net sum, which the theater of "Sporting Club" won thanks to the Labruna
troupe, was 250 livres, an enormous amount. See Nea Smyrni (Néa Zuvpvn), 11.05.1895.

7Nea Smyrni (Néa Zuvpvn), 25.6.1880

18Nea Smyrni (Néa Zuvpvn), 1.7.1880 as the newspaper says, the artist had the favors of a light
tenger, and for this reason he liked the audience.
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del destino et Rigoletto). The newspaper, Nea Smyrni, focused on the opera Aida, which
impressed the audience thanks to the costumes and the sceneries.!

Rigoletto was not only the most distinguished operatic performance in 1895 but
also the most talked-about sight® in the city because the Smyrnian tenor Kokkinis,
who was recognized to the Italians theaters, collaborated with Labruna troupe just
for this performance. It is reported that, due to the presence of Kokkinis, the Sporting
Club Theater, where the opera was performed, was full, despite the expensive
ticket.?! The significance of the Labruna troupe can be confirmed by the receipts, as
the newspapers just emphasizes, for the time being the Sporting Club Theater made a
profit of 250 pounds, which shows not only that the Smyrnians loved the particular
troupe but also the opera.?

In 1884 the Camerano Theater was destroyed by a fire. At that time Smyrna had
many places where performances were given.?? However, two years after the fire a
plan for the construction of a new theater was created, which took 4 years to be
realized. So on 22 October 1894, the new theater of the Sporting Club was
inaugurated with the opéra comique by E. Audran, Mascotte. Before the inauguration, a
Smyrnian composer, Jean Avolio, travelled to France to find artists to set up a
suitable operatic troupe.

After the premiere of Mascotte and during its repetitions, a dispute broke out
between the Greek and the French press published in Smyrna. The Greek press
argued that the opera troupe was mediocre and the premiere was not as successful as
it ought to be. The French newspaper, Courrier de Smyrne, in response to the Greek
article, published the biographies of the artists to show that they were well known in
France.”> The rivalry was more benefited than hurt the troupe, since the
performances continued and indeed the Smyrnian public entered with great fervor.
However, it is not the first time that it is a matter of mediocrity. Lindau, a German
writer, described the artistic life of Smyrna was quite modest?* while he was
convinced that the artists who came to Asia Minor were second-ranked. Also, he did
not want to give his comments on the interpretations of the Greek artists because the

19 Nea Smyrni (Néa Zuvpvn), 9.3.1884

20 Nea Smyrni (Néa Zuvpvn), 28.4.1896

21 For Ott. Turkish mescid see: Charles de, Scherzer, Smyrna: geographical, economic and cultural
perception [Zuvpvn: yewypaguk, otkovourkn kat moArtiotikn Oewpnon], Vol. A, translate into
Greek Xeni Mpaloti, ed. Alekos Mamalis, Greek Historical Library, 1995, p. 196. See also the
footnote 233, p.327.

22 Nea Smyrni (Néa Zuvpvn), 17.5.1895

2 See Stamatopoulou-Vasilakou, Op. cit., p.23.

2 According to Solomonidis, op. cit., p. 130, the premiere took place on November 22, 1894.
However, this date does not seem correct because the Greek newspapers of Smyrna announce
the first performance for October 22, 1894.

% Nea Smyrni (Néa Zuvpvn), 16.11.1894

2% Paul Lindau, “An der Westkuste Klein-Asiens: eine Sommerfahrt auf Agaischen Meere”, in
Enepekidis, Trapezounta, Constantinople, Smyrne, three Hellenic centers of Minor Asia 1800-
19231800-1923 (TpareCovvta, KwvotavtivovnoAn, Luvpvn, tpia kéEVTpa TOV UIKPAOIATIKOD
eAAnviouov 1800-1923), Athens, Okeanida, 1989, p.333.
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representations, which he attended, were not, according to him, a representative
example of the Greek theater.?”

Apart from the French and Italian troupes, Greek and Armenian troupes visited
Smyrna, such as the Greek troupe,? under the direction of the baritone Rodopoulos,
where, in June 1886% gave performances at the Elhambra Theater,* the melodramatic
troupe of Ioannis Karagiannis in May 1889,°" and in July 1886 at the Elhambra
Theater an Armenian.®> Among the repertoire of the Greek troupes was Ipopsifios
Vouleftis (the Candidate) by the Greek compositor Xyndas,* and among the repertoire
of the Armenian troupe, the operetta, in Turkish language, Hor hor Agha® by the
Armenian composer Tchouhadjian, and the Turkish opera Pempe Kizi*> by the
Turkish composer Cherar Bay. It is worth mentioning that the performances of the
Armenian troupe have attracted a lot of people, Leblebidji Hor Hor Agha sold 1650
tickets® and Pempe Kizi impressed with scenes from the life of gypsies and dances.?”

At this point we will focus on the repertoire of the troupe. As mentioned above,
the Labruna troupe had a preference for the Bel Canto but mainly for Verdi's operas.
Apart from Labruna, there were also other troupes that preferred the Italian
composers and if we consider that Verdi at that time was mellowing in the opera
world, the preference of the troupes in his creations it is easy explain. For example, in
1879 the French troupe mentioned above, under the direction of Avolio, performed
the operas La Forza del Destino, Macbeth, La Traviata and Nabucco. In 1885, another
Italian troupe of Riggi performed the operas La Traviata, Ernani, Rigoletto, Il Trovatore,
Un ballo in maschera and La Forza del Destino. The articles refer that thanks to the voice
and the stage presence of the soprano Calderazzi the performance have been a great
success.® In 1898, 1899 and 1900, a well-known opera troupe, Gonzalez, impressed
the Smyrnians performed Verdi’s operas. Indeed, in 1899 La Traviata and Rigoletto
was a great success thanks to the soprano Colobatti and to the baritone Scotler, who
were members of the troupe. It is important to note that most Italian operatic troupes
performed mainly Italian operas, while the French operatic troupes preferred French
composers, although they did not even exclude the Italians creations.

27 Enepekidis, op.cit., p. 330.

28 EAANvikog QOwkde Otlaoog (Hellenikos Odikos Thiasos).

2 Nea Smyrni (Néa Zuvpvn), 13.06.1886.

% “In Saturday Baryton Rodopoulos with his wife and other artists will represent the Greek
comic melodrama Ipopsifios Vouleftis (The Candidate), the dictum Christina and her father and a
monody”.

31 Theodoros Synadinos, “The first Greek melodramatic troupe” (“O mowtoc EAANVIKOG
pLeAodQapaTiKog Oiaooc”) https://www.recital.gr/2016/05/10/o0-protos-ellinikos-
melodramatikos-thiasos/ (20.04.2018)

%2 Solomonidis, op. cit., p. 119.

3 Nea Smyrni (Néa Zuvpvn), 10.04.1886, 13.06.1886 and 5 (17).11.1888 and Solomonidis. Ibid. p.
120

3 Nea Smyrni (Néa Zuvpvn), 23.07.1886.

% Pembe kizi or the Gypsies (3 acts), librettists Osman Nouri and Hussein Bey, compositor
Cherar Bey.

% Nea Smyrni (Néa Zuvpvn), 27.03.1886.

%7 Nea Smyrni(Néa Xuvpvn), 11.08.1886.

3 Nea Smyrni (Néa Zuvpvn), 27.05.1885.
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With regard to the works of other composers presented in Smyrna, we can say
that on the Italian side Donizetti's creations were common in the repertoire of the
troupes (Maria di Rohan, Lucrezia Borgia, Lucia, La favor, Linda di Chamounix, La fille du
régiment, Il Campanello and L’elisir d'amore), while works by Bellini (Norma, il puritani
and la sonnambula), Rossini (Il Barbier di Seviglia and La generentola), Leoncavallo,
(Pagliacci), Mascagni, (Cavalleria rusticana) and Ponchielli, (La Gioconda), were also
successfully presented. Also, at the end of the 1890s, the works of Puccini, La
Bohéme® and Manon Lescot*® began to appear in Smyrna theaters.

Concerning the French creations, Les Huguenots, Robert le diable and L’Africaine,
by Meyerbeer, although they did not have many repetitions, were part of the
repertoire of some troupes, while Carmen by Bizet, Faust by Gounod, Mignon by
Thomas, Hérodiade by Massenet, Mascotte by Audran, and Samson and Dalila by
Camille Saint-Saéns had been also performed in Smyrna. However, Carmen* and
Faust*> were the two most renowned French operas.

Wagner's operas seem not to be preferred in the repertoire of the troupes, and
there are few references to them. For example, in 1892, the Greek press of Smyrna
refers to the presentation of Lohengrin in Paris®® while at the same time the
Lambropoulos troupe, been in Smyrna at the time, informed the public that its
repertoire contained operas by Verdi and Lohengrin by Wagner, “an opera which had
caused reactions in France”.# Also, in 1897, the newspaper Nea Smyrni refers to a
French troupe® whose repertoire included Lohengrin. After the performance the
newspaper mentioned Rigoletto and the opera Samson et Dalila but not Lohengrin,* so
we cannot be sure if it was presented or not and what were the reactions of the
public.

In 1897, due to the Greek-Turkish war, the theatrical activity was interrupted
for a period of time¥ to start again in the early 20th century, where there was an
increase in the performances of the operetta, that appeared in the theaters of Smyrna
from the last decades of the 19th century and indeed it was a spectacle favorable to
the public.® At the same time there was a shift towards the new art of cinema; this
trend was not only for the city of Smyrna but also for Europe. We, also, know that in
Constantinople the operetta already thrived in 1874/5.4

% Nea Smyrni (Néa Zuvpvn), 04.06.1898, 12.10.1898

40 Nea Smyrni (Néa Xuvpvn), 16.11.1898 and 1899

4 See Nea Smyrni (Néa Zuvpvn) 24.10.1894

# This opera has been represented in Smyrna since 1878, see Nea Smyrni (Néa Zuvpvn),
06.03.1878

8 Armonia (Apuovia), 12.9.1891. For more information see:
http://www.amadeusonline.net/almanacco.php?Start=50&Giorno=&Mese=& Anno=&Giornata
=& Testo=Lohengrin&Parola=Stringa p.3 (4.8.2014)

4 Armonia (Apuovic), 27.1.1892

% Nea Smyrni (Néa Zuvpvn), 22.1.1897

4 Nea Smyrni (Néa Zuvpvn), 24.1.1897

¥ Solomonidis 1954, op. cit., p.136 and Stamatopoulou-Vassilakou, op. cit., p. 22

48 Solomonidis 1954, op. cit., p.194

4 Adam, Mestyan, A garden with mellow fruits of refinements, Music theaters and cultural politics in
Cairo and Istanbul, 1867-1892, Dissertation presented to the Faculties of the Central European
University, Budapest, 2011, Supervisor Marsha Siefert, p. 178
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In the first decade of the 20th century, there was a decrease in opera
performances in Smyrna. The lack of suitable theatrical venues obviously contributes
to this: in 1909 the artistic activity is characterized as incomplete and lacking, and the
reason was the lack of suitable theatres for the opera performances since, as
mentioned, the Quai Theater was turned into a cinema and the Olympia Theater was
demolished.®® Lindau, confirms the view of the inappropriateness of some theaters.5'
The lack of suitable theatres, according to the Greek press, was an inhibiting factor
for the visit of the troupes in Smyrna.”? Although in April 1911 the new theater of
Smyrna® was opened in the hope that the interest of the theatres would be renewed,
theatrical activity was suspended in 1912 due to the Balkan wars that prevented the
theaters from visiting Smyrna.>

As to the question of the popularity of the opera in Smyrna, based on
newspapers, we can conclude that the opera was popular to a particular kind of
audience that of the rich Smyrnians. We can mention, for example, one of the many
articles®® where it was reported that " the wealthy Smyrnians" prefer the melodrama
performances and for melodrama was spent in a short time 3,000 pounds, while in
favor of a theatric company, which was at the same time in the city, was spent 3,000
piasters.’® In addition, the information on the price of the opera ticket, which was
more expensive than the ticket price of the operetta, is also worth mentioning, which
reinforces the view that opera and operetta were addressed to a different audience.”

According to reports from the Greek press of Smyrna, but also from other
sources and researches, the city had a rich artistic activity during the 19% century.
More specifically, the opera, performed in Smyrna from the middle to late 19th
century, was a favorite genre of entertainment aimed at a particular kind of
audience, an audience affluent and perhaps more cultivated and intellectual. As for
the language it seems that the operas plays were often performed and the plot was
already known, but as far as the music is concerned and not the language, it was
matters. Besides the cosmopolitanism that prevailed at that time in Smyrna made
many people to speak two or three even four languages. Towards the end of the 19th
century, the rising genre of the operetta also enters to the theatres of Smyrna and
alternates with the opera performances. However, the performances of the opera
began to decrease in the early 20th century due to the popularity of the operetta and
the upcoming Seventh Art.

50 Amaltheia (AuaABeia), 12.3.1910, 15.04.1910 & 28.9.1910, Solomonidis, op.cit., p. 203
51 Paul Lindau, in Enepekidis, op. cit., p.333.

52 Amaltheia (AudABeia), 27.03.1910 and 24.10.1910.

5 Solomonidis, op. cit., p. 203.

3 Jbid., p. 210.

5 Smyrna (Zuvpvn), 11.12.1870

% A former coin of Turkey, the 100th part of a lira: replaced by the kurus in 1933.

% Nea Smyrna (Néa Zuvpvn) 15.11.1896
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Hermoupolis, the lost Atlantis of our musical culture

Stella Kourmpana

Hermoupolis is the fruit of the War of Independence of 1821 and of the vision of a reborn
Greece; a city built literally from the beginning by Greek refugees, who, chased by the Turks,
reached the rocky coast of Syros in order to survive, and managed in less than half a century to
make of Syros the biggest port of the East-Mediterranean Sea. The story of this newborn city
constitutes a unique phenomenon of Modern Greek History; because of the multiformity of its
population (consisting of Greeks coming from different areas of the Aegean Sea), unified only
by the goal of survival and of national regeneration, the city of Hermes (Hermoupolis) became
an economic and cultural center of 19™ century Greece, often surpassing the activity of the
Greek Capital. The vision of the citizens of Hermoupolis was the development of a new world,
based on the model of neoclassical Europe, which, as a conduit for the civilization of ancient
Greece, was always destined to be their sole point of cultural reference, as all things eastern
were viewed as symbols of their protracted slavery. In addition, as Western culture was
considered the natural evolution of Ancient Greece, the Opera (created on the model of ancient
Greek drama), was the cultural product par excellence of this evolution. Hence, operatic life was
not only a powerful symbol of bourgeois European society, but also an ultimate example of a
cultural re-borrowing: the Greek renaissance brought about by the 1821 revolution marked the
hour when the products of ancient Greek culture that had decamped to Europe came back
home. Europe’s new state wanted its cultural capital back, and with interest.

The Opera quickly became popular on the Island of Hermes (Hermoupolis took its name
after Hermes, the God of Commerce and Letters). Hermoupolis was one of the first Greek cities
to build schools after the Revolution (on 1826 private educational institutions existed already,
as well as the well-known, for its quality, "High School of Syros" — which, founded on 1833,
was the first public school of Greece); printing houses existed since 1828, public institutions,
hospitals, industries, and entertainment venues. On 1821 — the year of the Greek Revolution —
professional musicians arrived on the island. On 1831 music and dance teachers existed in
Syros. Musical education was not restricted to private teaching, since, around the same period,
Music - singing, and a couple of years later, instrumental music — was taught at several
schools. Even during the War of Independence, but also the first years of liberty, theatrical
performances had taken place in Syros. Dimitri Spathis, referring to the decade 1829-1839,
named of Hermoupolis the «Theatrical Capital of the Greek State».!

Thus, when on Spring 1840 (only a couple of days after the beginning of the first full
operatic season in Athens) Luigi Ricci's, Chiara di Rosembergh, was performed in Syros, the
public of the little town seemed to be ready to receive this new cultural event, which was
meant to dominate everyday life of the small island of the Aegean. For this first melodramatic
performance in Syros, the French scholar Jean-Alexandre Buchon (1791-1849), informs us that it
was a very decent effort, that reminded him of several performances on cities of Southern
Italy;? Buchon also mentioned that he had often seen performances in Savona and Napoli much

! Dimitri Spathis, «Hermoupolis, Theatrical Capital of the Greek State (1829-1839)», in For Marika
Kotopouli and the Theatre in Hermoupolis, Proceedings of Symposium, Hermoupolis-Syros, August 1994,
Athens: Section of Neohellenic Research/National Hellenic Research Foundation, 1996, p. 187-201.

2 Jean Alexandre Buchon, La Grece Continentale et la Morée. Voyage, séjour et études historiques en 1840 et
1841, Paris: Librairie de Charles Gosselin, 1843, p. 47.
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less well presented. It also important to note that the French scholar welcomed the rapid
growth of the island after the revolution, admiring the fact that Syros often pioneered as far as
the quality of the entertainment was concerned, in comparison with «so many great cities of
France that, deprived of Italian opera, can be proud only of their vaudevilles».?

The opera performances sporadically continued until the construction of the «Apollo
Theatre», which, since 1864, functioned systematically offering full operatic seasons. But the
lovers of music on the little island of the Aegean had also other opportunities to listen to music,
besides the Opera House. Music was cultivated in clubs, in private houses, but also in the
streets and squares, where bands played daily, in order to entertain, as well as to cultivate the
inhabitants of Hermoupolis. Musical education was also theoretically supported very early on
the island of Hermes. Apart from the innumerable articles on music that one can find in
newspapers and periodicals, the librettos published on the daily Press, and the — often — high
level musical criticism held by the newspaper columns (that gave everyone the opportunity to
read musical analysis of the operas presented in the theatre), the History of Music and Opera
was taught at schools. The extent of familiarity with Opera can be traced in a school book,
published in Hermoupolis in 1845 by the headmaster of the Syros Gymnasium, Georgios
Serouios: Kalliopi, or Short Theory for teaching. On Poetry in general, on Bucolic Poetry, on Epic
Poetry, on Dramatic Poetry, on Lyric Poetry. In this teaching manual, the important
Enlightenment scholar included the Opera among the genres of lyric poetry, mentioning that
the opera «is greatly flourishing also today among the Europeans (indeed by Rossini and
Bellini)»,* and described the characteristics of Lyric Poetry of the Ancient Greece with examples
from the Opera; that means that he used the paradigm of the familiar — the opera — to explain
the unknown. It is important to remember that this took place in Hermoupolis of 1845. So,
talking about Pindarus, he mentioned:

“[...] Perhaps he was named so [High Pindarus] also because of his invention of new harmonies
and melodies, as one can see from the new genre of his verses; as a result he can be considered as
the Paganini, or Rossini, or Bellini of that time.”>

The Press seemed to face the opera in a equal way. The newspaper Eolos would advertise
the book as:

“[an] original work, containing the best ideas about the exact comprehension of the eight modes
and the melodies of our church, as well as the poetical measures, which refer to the verses and

melodramas of our ancient poets.”®

3 Buchon, op. cit.

4 «Axpalel v ofjuepov eic DYMAOV tva Pabuov kat maga toig Evgwnatolg (Omo v @odppryya
paAota tov Poooivn kai tov MmeAivn)», Georgios Serouios, Kalliopi, or Short Theory for teaching. On
Poetry in general, on Bucolic Poetry, on Epic Poetry, on Dramatic Poetry, on Lyric Poetry, Hermoupolis: N.
Varvaressos, 1845, [Kalliopi, itoi Theoria synoptiki pros didaskalian. Peri Poiiseos en genei, peri Voikolikis, peri
Epopoiias, peri Dramatikis, peri Lirikis, En Ermoupolei: ek tis Tipografias N. Varvaressou, 1845], p. 89. For
Opera also see p. 48 and 61.

5 Towg d¢ €émwvouaodn obtwe [VYmAog TTivdaog] kat we EpevEétne Véwv oLVOETEWV AQUOVIDV Katl
HEAEAOUATWV, WG PAIVETAL ATIO TO KALVOUQYOV €00G TWV OTLXOVQYNUATWY TOV" (OTE dUVATAL VO
BewonO1) wg 6 Iayavivne 1 6 Poooivng 1 BeAAlvng ToL kapob éketvouy, op.cit., p. 86.

6 JTovnua mewtopavég elg To €ld0g TOU, [TToV] TtaRéXEL TG KAALTEQAGS TIEOC AKQLBT KATAAN YLV T@V
OKTW NXWV KAl TV HEAWILLV TNG EKKANOIac poag 0éag, kabwg Kal TV ToMTIKWV HETEWY, TA OTIOLA
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In this advertisement text music seems to be the only interest on a book about Poetics.
The mentioning of «melodramas of our ancient poets» is characteristic of how the
Hermoupolites faced the relation between Opera and the Ancient Tragedy, reminding us of the
role of the opera as a carrier of the ancient Greek culture in modern times. For the citizens of
the 19" century Hermoupolis, the opera was not an imported product, but a cultural genre that
was flourishing again on its homeland.

We do not know exactly at how many schools of Hermoupolis one could learn Music,
but at the private «Lyceum Evangellides» Music was regularly taught three times a week,” by
the Bavarian music teacher, Julius Henning. On February 1851 the pupils this school
represented Racine's Esther translated in Greek by the 16" year old Dimitrios Vikelas,® the
writer who later connected his name with the Olympic Games of 1896. Julius Henning had
composed original music for this school performance and was responsible for its execution.
The performance was received by the society of Hermoupolis with great enthusiasm. The
newspaper Eolos wrote that the choruses of the tragedy were set to "European music",
explaining that the students of the Lyceum had been studying this "European music" for five
months.?

Jean Racine had written Esther on 1688, upon a request by Madame de Maintenon, the
director of the "Saint-Cyr Girls' School", with the goal to help the pupils of the school to work
on «a kind of poem where song would be mixed with narration and the whole would be
integrated by an action that would make it more alive and less tedious»,!? as noted Racine on
the preface of the publication of his play. The French writer explained that his aim was to
unify, like in Greek Tragedy, the choruses with the song and the action. For this purpose he
collaborated with the composer Jean-Baptiste Moreau," who composed music for the choruses
and for soloists; the performance, which first took place on the 26" of January 1689, in front of
Louis IV, was characterized as «opera».1?

avayovtal el TG otixovoying kal pedodpduata t@wv maAawwv momtv pag», Eolos [AloAoc],
13.10.1845.

7 See «Program of the courses of 1853-1854 for the pupils of the Greek Luceum», Enossis [Evwoic],
27.8.1853.

8 Dimitrios Vikelas, as notes in his autobiography (see Dimitrios Vikelas, Complete Works A, Alkis
Angelou (ed.), Athens: Syllogos pros diadosin ofelimon vivlion, 1997 [Anuntowog BucéAag, Anavta A,
érupéAeta AAkng AyyéAov, AOrva: LVAAoyog mEog drdooty weAipwy BipAiwv, 1997], p. 56), had
began the translation of Esther while he was in Odessa around 1849-50 and afterwards he finalized it for
the school performance.

9 Eolos [AloAog], 24 .2.1851.

10 «Une espece de poeme ou le chant fiit mélé avec le récit, le tout lié par une action qui rendit la chose
plus vive et moins capable d’ennuyer», Jean Racine, (Euvres, d” apres 1’édition de 1760, [Paris]: Collection
des Grands Classiques Frangais et Etrangers, Tome II, «Préface a Esther», p. 256.

11 The composer Jean-Baptiste Moreau (1656-1733), the music teacher of the king Louis IV, would also
collaborate with Racine for the "Saint-Cyr Girls' School" in 1699 and the performance of Athalie - a work
with many resemblances with Esther, as the important role of music. His contribution to the success of
Esther seemed to be decisive, as the play did not receive the same success when published (see Anecdotes
Dramatiques, Tome I, Paris: Chez la veuve Duchesne, 1775, p. 325).

12 By the Marquis de Dangeau: «Racine par ordre de Madame de Maintenon, fait un opéra dont le sujet
est Esther et Assuerus. Il sera chanté et récité par les petites filles de Saint-Cyr. Tout ne sera pas en
musique. C’est un nommé Moreau qui fera les airs», Marcelle Benoit, Les événements musicaux sous le
regne de Louis XIV, Chronologie, La vie musicale en France sous les rois Bourbons, No 33, Paris: Editions
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We can not know exactly how the performance of Esther presented by the pupils of the
«Lyceum Evangellides» was, but we should consider most probable that the stage instructions
made by the French writer and translated in their entirety by Vikelas (e.g. «singing behind the
stage», Act I, Scene II, «the rest of the scene is sung» and «the following four strophes are sung
successively by one voice and by the chorus each one of them», Act III, Scene III)** were fully
respected and that a musical speech was adopted. This school performance made a great
impression at the society of Hermoupolis and it was repeated next year three times. For the
second round of performances, on 1852, the newspaper Eolos wrote:

“The Hermoupolites are enviable indeed, because they do not need Italian troupes any more; |[...]
the prudent director [of the school] has foreseen everything so that he would not be at
disadvantage in comparison to the Italian Theatre; since last September he created a class of music
courses, with many young people of the city, in order to use them as baritones in the
performances, and that is what has happened.” 4

After the first successful performance of the play, the director of the school decided to
reorganize the music classes so that he could create an opera troupe. Despite Evangellides'
ambitious plan, the undertaking of the establishment of a melodramatic school troupe did not
seem to have any continuation.

Besides the music courses at schools, there was also the private music lessons, at home.
Julius Henning, the music teacher at the Evangellides' School, also taught privately. We know
that in 1851 (the year of the first performance of Esther in Hermoupolis), Henning gave private
music lessons to Demetrius Vikelas and his sisters), and of course there were many other music
teachers. The writer Emmanuel Roides, who was a pupil at the same school (and who actually
did not participate at those performances since he already had hearing problems), testifies how
the learning of music was possible for all the inhabitants of Hermoupolis, at the time:

“[...] Corresponding to this custom and to the large number of teachers was the prize of the
musical courses; all the lovers of music, regardless of their social class, would take advantage of
the opportunity to learn how to play the instrument of their preference, for only a small financial
sacrifice [..]. Nowhere else, did ever resound so many violins, flutes, trumpets, pifferi,

Picard, 2004, p. 218. Louis IV, who in 1683 had secretly married the future director of the Saint-Cyr Girls'
School, Madame de Maintenon, and, as a result, had highly supported the functioning of this school, was
present in many rehearsals, as well as performances of Esther.

13 «adovoa OToBev TG OKNVNG», «TO EmiAoLmov TG OoKNVNG ddetaw, «Al dkéAovBatl 4 otgopal
PpaAdovial AAANA0ddOXWS ATO Hiav @VTV Kol ATto ToD xooL OAov 1] k&Oe pa», Racine’s Esther
and other poems by Demetrious Vikelas, Hermoupolis: Melistagis Makedon, 1851 (= Demetrious Vikelas,
Complete Works vol. H), [EcOnp, Tpaywdia tov Paxiva kai dAAa dtdpopa motjuata, Omd Anuntoiov
BucéAa, Ev ‘EppovmoAer, Tomowc I'. MeAwotayots Makedovog, 1851 (= Anunrtotog Bikédac, Anavta
H")], p. 217-261. The publication of Esther as well other Vikelas' poems, proposed and supported by
Evangellides reveals of course the progressive disposal of the director of the school, who wanted to print
his 16th year old pupil's work, but it is not an excemption for Hermoupolis as it was quite common to
encourage the younger, even school pupils to publish their literary work.

14 CEmiCnAot 1) aAnBeia eivat ot ‘EgpovmoAitat, dott dev BéAovowy €xel mAéov avayknv TtaAkov
taouov: [...] T mavta mEoéPAedev 0 Eupowv devbuvtng tvar un pelvn) kat ovdev EAATTWV TOD
TtaAkov Oedtoov: dmd ToL MapeABOVTOg LemtepuPolov ovvéotnoe TAELY HOLOIKWV HadnudTwy, €k
dLpdpwV TG MOAews VEwV, tvar peTarXetplodr) avTtolg we PaguTdVouS €V TALS MAQAOTACETLY, OTEQ
Kal &yéveton, Eolos [AioAoc], 16.2.1852.
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mandolini, horns and clarinetti, as those days in Syros. Whoever walked in the narrow streets of
the city — especially on Syndays — would get drowned into the waves of melodies that bursted
from any window.” >

The information provided by Roides is quite important, not only because it testifies the
number of musical instruments that were taught in Hermoupolis in the middle of 19" century,
but also because it is noted that the learning of a musical instrument was something possible
even for the financially weak. That fact seems to be in line with the general education, from
which no one was excluded. As noted in the newspaper Ekklesiastis in 1883, among the 300 girls
studying in a Girls' School, the majority were girls from lower class of the society.®

The foundation of the «School of Poor Children» in 1874 proved to be quite important as
far as musical life of Hermoupolis was concerned, since one of the goals of the institution was
the musical education of the children as well as the creation of a band. That fact gave to the
weakest members of the society a good professional opportunity — the Opera orchestra being a
good professional option'” — and, at the same time entertained the Hermoupolites with concerts
given twice a week in the central square of the city. The repertory was usually inspired by the
operas that had been performed at the Opera House that same season; the words of a music
Critic,' that the Hermoupolites were familiar with Verdi's Ernani, thanks to the concerts of the
Band of the Poor Children, can be a proof of that. At the same time that band would very often
perform works of Greek composers, even in first execution (as the program of those concerts
included at least one Greek work in every concert). The band of Poor Children played a
significant role in the musical activity of Hermoupolis. As a result, the following newspaper
article of 1886, should not sound strange:

“Everyone, even the little Regina of this young newspaper seller, who is continuously singing in
his mouth, whistling loudly, to the most delicate lady who is performing musical pieces on the
‘enviable' piano are already crazy about Napoli di Carnovale.”1®

15 «AvaAoyog ¢ towvTng ToL PBlov ovvndelag kal MANOWEAS dWATKAAWY TTO TWV LOVOKWV
paOnuatwv 1 T, ot d¢ @UAduovool mAaons Kowwvikng tafews EpuovmoAitat weeAovvto g
evkaplag OTws daxOWoL ékaoTog AVTl pkeas Buoiag tO dgyavov thg éxkAoyng tov [...]. Ovdémote,
oLdAUOD AavInXnoav éoa Tote €ic TV Lvgav PloAla, @Adovta, TEOUTAL, TtipeQa, HavOoAlva, kOQva
kat kAagwéta. ‘O megleQXOUeVog Tovg aTevVwToUg TG TOAews, Kat paAtota tag Kuplakag, émviyeto
elg Kopata peAwdiag EEopuavta ¢k mavtog mapadvoov», Emmanuel Roides, «The Story of a Dog»,
CompleteWorks IV, edited by Alkis Angellou, Athens: Hermes, 1978 [EppavounA Poidng, «lotogia evég
okVAoL», Artavta A', @lloAoykr| emipéAeia AAkng AyyéAov, ABrva: Eour|g, 1978], p. 384. For Roides'
musical quotes see Stella Kourmpana, «"Such a deprivation of Music seems rather non-explainable..."
Musical Glossary in Emmanuel Roides' Complete Works» Bulletin of the Hellenic Music Lab, lonian
University, Music Department, vol. 4 (October-November-December 2006), [ZtéAAa Kovoumava
«"Towxvtn Movoikr] oTelpwols @atvetat pHaAAov dvoe&nyntoc...”, Movowo yAwooagL ota Anavta
tov EppavounA Poidn», AeAtio Epyactnpiov EAAnvikne Movoiknc, Iovio Tlavemotuo, Turua
Movowkdv Zrmovdwv, tx. 4 (Oxtwpeloc-Noéupoloc-Aekéupotog 2006)], pp. 5-10.

16 «...] EE€ 6Awv oxedov v TdEewv TNG Kowwviag: moAvaglOuotéga d¢ @oltnoilc etvat 1) €k Thg
taEewg ToL Aaov», Ekklesiastis [ExkAnotaotnc], 2.7.1883.

17 «We are flattered to believe that next year the musical band of the Poor Children will be used at the
opera performances at the Opera House», Fanos [Pavoc], 3.7.1879.

18 Patris [I1atpic], 13.12.1899.

1 HON 8¢ mdvteg, amo g Peyylvag tov pikQoL €kelvov €pnueQdomwAoy, 0TI AdDIKOTWS
HovooLvEYEL dx TV XeAéwv Tov, oLRIlwV TaTAYWdWS, HéXOL TG Aappotépag deomowvidog, 1jtig
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The little daughter of the newspaper seller probably knew the arias from the opera of
Nicola de Giosa thanks to the band playing every afternoon, but it is also very possible that she
had come familiar with this and every other opera performed in Hermoupolis by visiting the
Opera House, as we know that those days the «Apollo Theatre» had special prises for
children.?

It was not only the rich musical life that made of 19" century Hermoupolis a special
chapter of our musical history; it was also the theoretical discussions that were consequently
developed in that city. Music Criticism had already shown high quality examples, dating from
the middle of the century, but, during the last quarter of the century, Hermoupolis claimed a
leading role in the Greek musicological discourse of the time. The writings of the doctor and
music Critic Ioannis Foustanos, and in particular his opinions about programme music, caused
the reaction of a younger Critic, the lawyer Dionysios Klades; as a result, it was in 1886
Hermoupolis that the first musicological debate in modern Greece took place. The debate was
carried out through the Press and lasted three years; soon other Critics were involved in the
discussion and the debate was ended when Foustanos decided to support his opinion about the
capacity of music to describe, by composing a programme music work, Le Réveil — a
composition that described the awakening of the day.*

It is really impossible to summarise in a few pages the miracle that took place in
Hermoupolis one and a half century ago. It is even more difficult to realize how this miracle
was made, but also why the star of Syros started to disappear little by little. What is certain is
that the phenomenon of Hermoupolis should impress us, but also motivate us to explore the
reasons for its existence and disappearance. Hermoupolis was a city made by Greek refugees
coming from different parts of today's Greece, refugees who carried different cultural elements
from their homeland, that were all merged together — like in a New World — in an effort to
construct a new European city. This new city, a little state in the middle of the Aegean, was
constructed and organized by some people, who were not dominated by foreign
Commissioners (like in the Ionian Islands), or foreign kings (like in Athens of King Otto), but
by Greeks who were making their own decisions and by their own initiatives had chosen to
adopt European models; and as far as music is concerned to embrace and to love the Opera.
Their example is, according to my opinion, an exceptional historical paradigm of what can be
achieved by a group of people who have a common cultural vision; the vision to build an ideal
state, a state that only mythical can appear to us today, exactly like the lost Atlantis.

EKTEAEL HOVOLKX TEHAXIA €Tl TOL EmipOovou kAewokvuBaiov, teeAdaivovtal dux v Napoli di
Carnovale», Patris [[1atpic], 13.11.1886.

20 Efimeris [Epnuepic], 1.11.1888.

21 On Foustanos, see Stella Kourmpana, «Foustanos loannis», in Grove Music Online, also available here:
http://www.oxfordmusiconline.com/grovemusic/view/10.1093/gmo/9781561592630.001.0001/omo-
9781561592630-e-0002270791. See also, Haris Xanthoudakis-Stella Kourmpana, «loannis A. Foustanos, a
Spartiat doctor in Hermoupolis. The first Greek Music Critic», Koini Gnomi (Syrou), 4 and 7.7.2006
[Xdone EavOovdakne-LtéAda Kovoumava, «Iwdvvng A. Povotavoc. Evag Lmagtidtng atdc g
EppovmoAng, O mpwrtog EAAnvacg povowokoutikde», Kown I'voun (Xovpov), 4 xou 7.7.2006], also
available here: https://users.ionio.gr/~GreekMus/articles/foustanos.htm (access: 1.10.2018).
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The Life and Works of Georgios Sklavos

Dionysios — Ioannis Kyriakoulis
Origins of the Sklavos Family
Some early traces of the Sklavos family have been detected in Odessa in the beginnings of the
19th century. His grandfather, and possibly the earliest progenitor of the family, was a wine
merchant.! According to some other sources, he was a ship owner.? His name was Marinos
Sklavos.® There are references indicating his involvement in the collection of the body of
Grigorios V, the Patriarch of Constantinople, after his execution (10.4.1821) during the reign of
Mahmud II. According to these reports, Marinos, who was the captain of a ship, found the
dead body which had been dropped into the sea, picked it up, and carried it to its funeral
mass.*

Another reference regarding the transportation of the Patriarch’s corpse to Odessa was
found in the monthly journal Parnassos.> The writer mentions that the Patriarch's larnax was
found at the church of Domata.

It is not yet known whether Marinos Sklavos was the captain of a ship or a wine
merchant, but, in all possibility, he originated from Domata. The hypothesis that he followed
both occupations is currently under research.

Another published reference comes from the Ecumenical Patriarchate. It is a text about
the life of Patriarch Grigorios V. The writer confirms that the corpse of the Patriarch was
transported by captain Nikolaos Sklavos.”

According to naval records, two ships, Agios Nikolaos and Fani, were owned by someone
named M. Sklavos® and registered at Siros and Kefalonia, in the years 1854, 1869, 1875, 1880.
Sklavos N. was indeed the name of the captain of the ship Agios Nikolaos which was registered
in the years 1870, 1875, 1880. Moreover, Sklavos N. was also the name of the ship owner of
Agios Nikolaos at the years 1850, 1860 and 1865.°

Regarding all the above, these fragments of information have not been fully interpreted
yet. This is because it is not clear yet what the profession of Marinos was as well as what the
relation between and the roles of Marinos and N. Sklavos were. Were they relatives? Or did
they just have the same surname?

Marinos’s son was Konstantinos Sklavos (1848 — 1936), born in Odessa. His studies were
related to commerce. He moved to Vraila in 1867, when he was permitted to teach the Greek
language in the private and public schools of the Greek Community of the city.!

In 1878, Konstantinos married Maria Vasopol, who worked as a handicraft teacher, for
the Greek Community too. Maria gave birth to four children; The first one was Georgios (1888),

! Hristian si Pricop, 2009.

2 Charlafti and Vlassopoulos, 2002, pp. 73, 428.

8 Hristian si Pricop, 2009.

4 Ibid.

5 Tsitselis Helias, Term: “Domata”, Parnassos, January 1877, footnote No4, p. 853.
¢ A place in Kefalonia. Tsitselis, 1877.

7 Metallinos, n.d.

8 It has not been confirmed yet whether this “M.” stands for “Marinos” or not.

9 Charlafti and Vlassopoulos Nikos 2002, pp. 73, 428.

10 Hristian si Pricop, 2009.
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the second was Eleni (1890), the third was Evangelos (1893) and the last one was Katerina
(1898).1

After the death of Maria, Konstantinos was married Maria Patis (in 1901), who remained
his spouse until the 88th year of his life. Apart from his profession, he offered services to the
Greek Community of Vraila as a secretary.

Georgios Sklavos was born in Vraila (in 1888). When he was a student, he started to
attend classes at “Lyra,” the music School of Vraila.? In the year 1905, a diplomatic crisis
ensued between Greece and Romania. As a consequence, many Greek schools in Vraila had
their operations suspended. Probably, this could have been a serious reason for a young man to
move to another place to complete his studies in music.

According to research data, Georgios Sklavos arrived in Greece somewhere between 1905
and 1906.2 It is not yet confirmed whether he moved together with other members of his
family or he travelled alone.

Athens Conservatoire

In the year 1906, Sklavos registered to attend Theory of Music with A. Marsick (counterpoint
and fugue). In the following year he registered to attend Instrumentation lessons and Wind Band
Instrumentation at the class of S. Kaisaris. He took his degrees in 1912 (Wind Band
Instrumentation) and 1915 (counterpoint and fugue), all with First Class Honours (Excellent).’ The
tirst achievements of Sklavos's systematic work, artistic talent and teaching became manifest
shortly after his graduation. Given that there is not sufficient information yet about the other
places he worked, we focused mainly on his activity in the Athens Conservatoire. The other
places he worked will not be presented here in detail due to lack of sources.

During the years 1913-1969, as a professor, George Sklavos taught many subjects in the
Athens Conservatoire. The classes he taught were the following: History of Music, Music
Theory, Harmony, Counterpoint, Fugue, Instrumentation for Wind Band, Choir Training and
Solfege.'> Some of his students were Georgios Sisilianos, Michalis Adamis, Giannis Ioannidis,
Andonis Kokkinos, Alekos Xenos, Giannis Markopoulos, Mikis Theodorakis, Dimos Moutsis,
Lazaros Kouzinopoulos, George Kouroupos, Dimitrios Agrafiotis and several others listed in
the researcher’s databases.

The following timeline provides an overview regarding the number of students who
attended Sklavos’s lessons in the Athens Conservatoire.”” George Sklavos was a professor there
until 1969.18

11 Tbid.

12 Tbid.

13 Ibid. The only documents proving his arrival, due to his registration in the Athens Conservatoire, are
his degrees: 1. Instrumentation (printed in 1912, Athens Conservatoire) 2. Counterpoint (printed in 1915,
Athens Conservatoire).

14 Sklavos’s degrees; 1. Instrumentation (printed in 1912, Athens Conservatoire) 2. Counterpoint (printed in
1915, Athens Conservatoire).

15 See records named “Leptomeris Ekthesis Scholikon Eton” (Detailed Report of School Years), with
period range 1923-1976.

16 “Elenchos Mathiton” (Students' School Reports), 1957-1958.

17 “Leptomeris Ekthesis Scholikon Eton”, 1923 — 1969. There are also many other students not listed in
the volumes of “Leptomeris Ekthesis Scholikon Eton”.

18 “Leptomeris Ekthesis Scholikon Eton”, 1923 — 1926.
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This timeline gives some general information about the number of people who attended
Sklavos’s lessons.’® Only some tendencies can be traced. There is more information in the
Athens Conservatoire Archives that has to be analyzed and confirmed, especially with respect to
the exams, the degrees, and the graduation announcements.

He was also a teacher at the Piraeus Conservatory of the Piraeus Society, where he also
served as a principle; other principles of the Conservatory were Filoktitis Economidis, Michail
Veloudios, Jose de Bustinduy, Konstantinos Kydoniatis.?

Systematic Work
In this chapter, we present a range of activities related to music research, musicological
practices as well as the written contributions of Sklavos.

In the Athens Conservatoire, Sklavos took the position of librarian at the Conservatoire’s
library in 1911.2! Sklavos also wrote texts for program notes. There are texts related to
biographical information or analysis of the works performed.?

Translations have also been another aspect of his work. He translated the scenic play
Gamoi tis Giannoulas (text: Karre M. & Barbier I, music: Victor Massé).?> Moreover, a
systematically organized project he worked on was the translation and edition of Hugo
Riemann’s History of Music (1933).24

Another important activity was his collaboration with Megali Elliniki Engyklopaideia
(“Great Greek Encyclopaedia”). Findings retrieved from his personal folder in the Athens
Conservatoire Archives reveal that he had received several orders for entries regarding musical
terms. In addition, the name of the composer is listed together with the other contributors in
the corresponding volumes. The contributors come from different fields of occupation. There
are, for example, lawyers, university professors, school teachers, journalists, historians, doctors,
artists, military officers, judges, and bishops. Also, Stelios Sperantsas is listed there too.?>

19 “Leptomeris Ekthesis Scholikon Eton”, 1923 — 1969.

2 The conservatory of the Piraeus Society was founded in 1903 (Piraeus Society, n.d.).

21 “Leptomeris Ekthesis Scholikon Eton”, 1923 — 1926.

22 “Leptomeris Ekthesis Scholikon Eton”, 1923 — 1969.

2 The first performance of the play was staged by the Melodramatic School of the Athens Conservatoire
on 14.04.1912 and Sklavos participated in the cast as “Giannis”. Barbier I., 1912.

2 Greek National Opera, n.d.

% Megali Helliniki Engyklopaideia (“Great Greek Encyclopaedia”), 1934.
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During research, some more definitions of terms, not included in the aforementioned
orders, were discovered. Thus, there is a possibility that the composer wrote other entries that
have not been confirmed yet.?

The entries mainly pertain to biographical notes of composers and singers (for instance,
“Fugere”, “Fauré”).?

Another field of study, in which the composer offered his contribution, is organology.
The definitions related to this category are: “foinikion”, “accordéon”, “orchestrion” and others.

Some of the composer's most extended entries are about music theory, such as “fugue”,
for example. Sklavos gives a description of this musical form.?

Another extended Sklavos’s entry in Megali Helliniki Engyklopaideia is “Orpheus”.? Also,
in the term “orchestra”, Sklavos gives an outline of the setup of an orchestra. More specifically,
he describes the purpose of several specific layouts, depending on the music genre and time
period.®

One of the last extended Sklavos’s entries that have been discovered is titled “Hellas” and
has to do with the music of Greece. Sklavos wrote a detailed entry, initially describing the
music system of the ancient Greeks. Then, he analyzed the music system of the Middle Ages
and the early Renaissance. He proceeded with theoretical and historical notes related to
dimotika tragoudia (folk songs) and to several researchers of this genre. The next chapter of his
narration is titled Music in the Independent Greece. He started it with a description of the life of
Greek Communities in Europe during the 19th century. Then, he referred to the music of the
Ionian Islands, beginning with the vocal tradition. Afterwards, he gave some information about
wind bands. The Polyphonic Church Music was the next topic as the entry went on. Coming
closer to the 20th century, Sklavos gave information about Greek composers, Unions and
Societies. Greek artists, musicologists and critics are some of his concerns worth mentioning.

In the corpus of musicologists and critics, he recorded himself as well. Then, he gave a
short historical background of the Athens Conservatoire as well as statistic information about
its teachers, students and subjects. He described the Conservatoire of Thessaloniki too and,
afterwards, he wrote about the music movement in Corfu. The entry ends with an extended list
of sources.’!

The latest known presentation related to Sklavos’s systematic work was made at the 3rd
Panionian Conference, which was centered on the music of the Ionian islands and of Greece in
general.®

Music Trends

In the following pages, we attempt to provide a quick glance on two works of the composer. It
is not known yet if they should be considered the most important or characteristic of him. They
are, nevertheless, characteristic examples of his music style and his relation to the concept of
the National Music School. The works are the symphonic poem Eagle (“Aetos”) and the scenic
one Lily at the seashore (“Krino st” Akrogiali”).

2 Jbid.

27 Megali Helliniki Engyklopaideia, XXIV vol., 1934.
28 Ibid.

2 Ibid.

% Ibid.

31 Megali Helliniki Engyklopaideia, X vol., 1934.

%2 Sklavos, 1969, pp. 326-330.
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The Symphonic Poem Eagle
Sklavos was inspired by the Greek folk poems, the so-called dimotika. As it is known, most of
them narrate stories from the period of the Ottoman Rule.*

He started submitting his ideas related to the concept of the Greek National Music School
with the works Kyra Frossini and Eagle. During the summer of 1920, Sklavos and his teacher,
Armand Marsick, worked together on Kyra Frossini,* and Sklavos dedicated the Eagle to
Marsick, his preceptor and friend. The Eagle was presented for the first time at the Olympia
Theater on 26th December 1923, during the Festival of Greek Composers.®

The composition was based on the popular song Enas Aetos Ediavene, which means “an
eagle was going by”%¢ (See Appendix A for a translation of the poem). It was based on the short
poem O Kakos Dimogeron (which translates to “the evil local governor”). The poem presents the
confession of the governor. The eagle holds the decapitated head of the governor and talks to it,
and then the head responds to the eagle.

The collector of the song points out that it is an interesting example expressing the hatred
of the oppressed people towards the Greek governors (proestoi) during the years of the
Ottoman Rule.

In the orchestral score of the Eagle, there is another version which may be related to this
specific symphonic work.* It was also included in the program notes of the Athens
Conservatoire.*

The two poems have completely different meanings. Did the composer, finally, choose
the one that describes the bravery of a rebel? With the lyrics of the Eagle, he could express not
only the ideas of the Greek National School, but also the romantic ideas of nationality and
national identity.*

Music of the Eagle

According to an interview of the composer, this work was the one in which the concept of the
National School was perfectly integrated.*? It begins with a stormy introduction given from the
strings in unison, in the very high volume of fortissimo. Then, the reeds respond, conveying the
cold atmosphere of the inevitable, the punishment (See Appendix B, Figure 1, for the first
measures of the Eagle).

After this prologue (See Appendix B, Figures 2 & 3, for the main theme of the Eagle), the
chromatic movement of the French horns at the 7th measure gives a sense of anguish. The
agony of a death convict who walks towards his execution. The whole atmosphere, enhanced
by the pizzicato of the strings, someway reminds of the decapitation in the “March to scaffold”
in Berlioz’s Fantastic Symphony.®® This part, which contains the basic melody of the poem
played by muted trumpets as it is shown in the score, resembles a funeral march. The repeated

33 Sklavos, Aetos, 1957.

3¢ Sklavos, 1967.

3% “Leptomeris Ekthesis Scholikon Eton” 1924 - 1925 (program notes), p. 63.
% Synadinos, 1925, p. 101.

37 Synadinos, 1925, p. 63.

3 Aravandinos, 1880, p. 298.
3 Michaelidis, 1957.

4 Synadinos, 1925, p. 101.

41 Siopsi, 2005.

422Sklavos, 1967.

# Pinchas Steinberg, 1988
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motif of the trumpet (figure 2, 3) seems to foretell the end of the rebel, whose head is held by
the eagle.

Performances of the Eagle
The Athens performance

The work was performed at the Athens Conservatoire in 1921.4
The Romania performance

Sklavos wrote in his notes that the performance of the Eagle in Voukouresti was a great
success. It was presented on one of the first days of January 1924, by the Philharmonic
Orchestra of Bucharest.*®
The Spain Performance

The venue of the performance in Spain was at St. Sebastian and the date was 18.8.1928. The
critic Lusho Mondi reports that, apart from the other works at that concert, there was also a
work of a Greek composer named George Sklavos listed in the program. The critic seems rather
surprised and admits that the audience really enjoyed his music. It released a feeling of
strength and awe. The composer seemed to have mastered the art of contemporary
orchestration, producing a highly sophisticated work. The general impression was that if
someone heard this work again, they would discover even more interesting music elements.*
The Minneapolis performance
In April of 1939, the Eagle was performed in Minneapolis, under the baguette of Dimitri
Mitropoulos. Johan Mc Egilarud wrote: “[...] Sklavos's fantasy, the Eagle, is very strong and
beautiful. It contains manly music themes, very well written, with a very interesting
orchestration. The composer uses the orchestra in a very modern way [...] the Eagle of Sklavos
has a very demanding orchestration. It brings out a natural feeling of emotional expression and

demonstrates the truculence of a primitive race”.*’

The Berlin Performance

The Eagle was also performed in Berlin at 26.7.1938. It was a great success.*

Krino st’ Akrogiali
The opera Krino st’ Akrogiali (“Lily at the seashore”) is one of Sklavos's lyric dramas
exemplifying the trends related to the concept of the National Music School. Unfortunately,
only fragments of the recording are saved, kept in the Athens Conservatoire Archives. In this
recording, Antiochos Evagelatos held the conductor's baton.* This recording is probably one of
the few Sklavos's rehearsal recordings that exist in our days.®

This play comprises three acts and four scenes. The libretto was composed by Stelios
Sperantzas and this was the second collaboration between Sklavos and Sperantzas. It took the
composer four years to finish this work. The plot was, as Sklavos mentions in the program
notes, a good opportunity to give a description of the island landscape, via all of the music gear

# “Leptomeris Ekthesis Scholikon Eton”, 1921 - 1922.

4 [Autobiography notes, found in Sklavos's personal folders, Athens Conservatoire].

4 Jbid.

7 Ibid.

48 Critic Rud. Gal, ibid.

# Evangelatos [Rehearsal recording of Krino st’ Akrogiali], 1966 (the accuracy of this date has not been
thoroughly verified yet).

5 Ibid.
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he had at his disposal in his music atelier. Sklavos considers this work to be full of musical
idioms.>!

Synopsis of the Plot
MAIN CASTING

Smaragda  The stepmother of Krinio
Michalis The uncle of Krinio, a ship carpenter
Krinio The main character, a young woman that symbolizes purity
Stamatis Vaso’s husband, the captain of the new ship that is about to be named after Krinio
Diamandis A sailor under the orders of Stamatis
Varvara A middle-aged woman who arranges weddings, a matchmaker

Vaso The wife of Stamatis

In a nutshell, the main plot is based on a love quartet between Krinio,? Diamandis, Vaso, and
Stamatis. Stamatis and Diamandis are in love with Krinio. Vaso is the wife of Stamatis.
Diamandis is under the orders of Stamatis. >

In the first act, a conversation takes place at the house yard of Krinio’s stepmother,
Smaragda. Varvara gossips with Smaragda... One of the main topics of their conversation is
the fact that there is a newly-built ship, without a name yet, at the port... Later, Krinio enters
the stage and reveals her feelings of love for Diamandis. After a few moments, Stamatis arrives
at the door of the house yard and blocks the way of Krinio, while she is walking out. Stamatis
flirts with Krinio and makes a revelation: The new ship is going to be named after her! After a
while, when Stamatis is about to organize a feast, Diamandis shows up, quarrels with Stamatis,
runs off with Krinio and, then, they get married.>

The second act begins with Krinio in her new house. Krinio seems to do some sewing
work. Then, Michalis, Krinio's uncle, enters the house and tells her that the marriage was not
approved by her stepmother. He offers to give her some money to help her. Krinio refuses to
take it.%

Some minutes later, Stamatis arrives at Krinio's home. He tells her that he suffers seeing
her living in poverty, so he has decided to help her by canceling a loan contract between her
father and himself. Stamatis leaves and, moments later, Diamandis arrives at the house. He
becomes suspicious that someone was there before. Krinio does not reveal the visit of Stamatis.
After a heated argument between Diamandis and Krinio, Diamandis demands that she leave
the house.>

In the third act, Krinio’s uncle, Michalis, walks and talks with Krinio, sharing and
participating in her sorrows. Diamandis is watching them from a distance. When they meet,
Krinio tries to persuade Diamandis for her loyalty. But Diamandis is not convinced and pushes
her away... Afterwards, Smaragda tells her that she feels very embarrassed due to her acts and
that she is not welcome in her house anymore. Some moments later, Stamatis shows up and
promises that everything will be settled down.>”

51 Sklavos, Krino st” Akrogiali, 1965-1966.
52 Sklavos, Krino st” Akrogiali, 1965-1966.
53 Tbid.
54 Tbid.
% Ibid.
% Ibid.
57 Ibid.
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In the beginning of the final act, many young women come to fill their pitchers at
the center of the village. Some conversations about Krinio can be heard. Vaso enters the
stage, quarrels with Krinio, and insults her. Krinio loses her temper, kicks Vaso’s
pitcher and runs. She climbs on a cliff and lets herself fall.*®
Music of Krino st’ Akrogiali
The first measures of the introduction in Krino (See Appendix B, Figure 4), seem to move
around a Dorian F minor key, on condition that the enharmonic notes a® or g’ can be
considered as same sounds. The fundamental F in the basses and timpani gives the impression
of a F minor modal scale lying underneath. The continuous chromatic movements of the
French horns during the measures 2-6 convey the feeling of Krinio's tragic end. It looks like the
whole story will end up in tragedy.*

The measures 20-21 (See Appendix B, Figure 5), which move in polyrhythmic motives
(quintuplet towards sixteenth notes), somehow bring to mind the Rite of Spring of Stravinsky.
The feeling of suspense becomes more colorful with the descendance of the chromatic chords in
the last measure. It conveys the sense of a V in major scale.

Although the harmony texture is moving freely without focusing on a specific tonality,
there are some cadences that end to three note voicing chords, like, for example, in the measure
21. There is an impression of a B> minor chord, originating from a Dorian mode, due to the bass
movements.

The notation material of this work comes from a manuscript found in the
composer’s library (Athens Conservatoire Archives). In all probability, it constitutes a
sample of the composer's handwriting.®® Due to possible copy errors, a critical
approach was adopted during the transcription. This means that some elements were
added, removed, or edited. For reasons of brevity, these changes will not be discussed
here.

Critical Reception of Krino st” Akrogiali

Krino st” Akrogiali was performed many years after it was composed. The critics were very keen
to attend its premiere. From 1943 onwards, this can be seen in their articles. The November of
that year some orchestral parts were performed by the Athens State Orchestra. The critic
Alexandra Lalaouni was quite excited: “Mr Sklavos is a great master of orchestration [...] we all
hope to watch the play very soon at the Greek National Opera”.*!

According to an unknown critic (under the pseudonym “Omega”), the music of this
composition follows the style of the musical movement of verismo. Another fact he gives is that
Krino was very demanding, and the musicians needed much time to prepare.®> According to the
critic, the whole work is a kind of ethography referring to the residents of the Aegean Islands,
quite extended in its overall duration regarding both text and music at the choral sections.®

The composer gives a slight sense of the character of the Greek folklore style, as he avoids
copying exact motifs from the traditional music of the Aegean islands. “Omega” believes this

38 Tbid.

% Evangelatos, [Rehearsal recording of Krino st’ Akrogiali] 1966 (see fn. 54).
6 Sklavos, n.d., manuscript of Krino st Akrogiali

61 Lalaouni, 1943.

02 "Omega", 1966.

& Ibid.
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last characteristic was one of the reasons the audience was so enthusiastic at the end of the
performance. The visual elements, such as the costumes and the background, were also very
interesting. It was an obvious fact that the designs of the costumes (women and fishermen)
were heavily influenced by the European fashion of the time.*

Other critics wrote:

“The symphonic orchestra performed for the first time parts of the lyric drama Krino st’
Akrogiali [...] The beautiful introduction in the second act calls to mind impressionistic
images.”®

“Very powerful work, especially the choral parts. Some of the most interesting moments
are the song of Diamantis and the song of the fishermen.”®

List of Works and Collaborations

The list below shows some of Sklavos's most famous works that have been bibliographically
recorded up to now. The second column lists the years of composition.*”

Sklavos collaborated with several artists in the composition of his works. Two cherished
partners of his were Armand Marsick and Dimitri Mitropoulos. Mitropoulos conducted several
Sklavos’s works: Kritiki fantasia (1929), Aetos (1930), Dyo Eidyllia (1931), Nissiotikos Gamos
(1937).%8 Sklavos expressed publicly his appreciation to Dimitri Mitropoulos at the honor
reception, given at 2.10.1955 at five o’clock in the afternoon at the Athens Conservatoire, by
saying the following: “[...] I will never forget when you were sixteen years old and Armand
Marsick invited us in Rome [...]. Year after year we all were watching your continuing success
[...] every achievement of yours means success for us too® [...] Now [...] Dimitris, that you are
succesful [...] you still remain for us [...] the modest young Dimitris [...] Keep going and don’t
forget us!”” Other conductors who presented works of his were Paridis,” Evangelatos,” and
Vavayannis.” Two of his main librettists were Takis Daralexis and Stelios Sperantsas.”

Title Year
Niobe 1919
Three Songs 1920
Kyra Frossini [1921]
Aetos (Eagle) 1922
Arcadian Suite 1922
Kritiki Fantasia (Cretan Fantasy) 1922
Lestenitsa 1923

64 Tbid.

65 Dounias, 1955.

66 Drakou, 1966.

67 Leotsakos, 2001.

6 Garoufalis & Xanthoudakis, 2011, 185, pp. 187, 206, 232.
6 Here, “Success for us” means “Success for the Athens Conservatoire”.
70 Garoufalis and Xanthoudakis, 2011, pp. 138,139.

71 Dounias, 1955.

72 Sklavos, Krino st’ Akrogiali, 1965-1966.

73 Lalaouni, 1943.

74 Sklavos, Krino st” Akrogiali, 1965-1966.
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Heroiko Poiema (Heroic Poem) 1926
Dyo Eidyllia (Two Idylls) 1928
Kassiani 1936
Nissiotikos Gamos (Marriage on a Greek Island) 1937
Krino st’ Akrogiali (Lily at the Seashore) 1941
Five Songs 1958
Amphitryon 1960
St Ai Ghiorghi to Panyghiri (At St. George’s | 1962
Feast)

Harmonizations of Byzantine Chants [?]

In His Own Words: The Composer, His Work, and the Past and Future of Art Music

There are four sources of information presented in this chapter, in which the composer himself
gives information about his works.

The first one is a text found in his personal writings, inside the folders of the Athens
Conservatoire Archives. This text may possibly be the remainder of a work that Sklavos
planned to send somewhere for some reason (possibly: publication, collaboration, or
performance) not known yet, giving details about his collaborations as well as his art and
systematic work.”

The second source is an article of the newspaper Mesimurini, by the interviewer Evangelos
Psirakis.” In this article, Sklavos spoke about his work Krino st” Akrogiali, which was about to
be performed at the Greek National Opera. Due to insufficient funding, this performance was
canceled. In this article, the composer describes all the stages of preparation of his lyric drama,
from composition to orchestration. “I started working on the Krino in the Summer of 1937. The
instrumentation was finished after the Nazi occupation of Athens in 1941. [...] The basic theme
of this lyric drama is about a love between a poor mariner and a young woman, with whom his
rich superior was also in love. The story takes place on a Cycladic island.”””

The composer's views about the Greek Contemporary Music are not very encouraging...
He believes that the dodecaphonic music techniques — and the electronic music as well - are
not an evolution. He also complains about the increasing popularity of the bouzouki. To make
matters worse, the Greek National Radio does not care about our national composers. He
advises that some measures be taken. The only encouraging signs are coming from the
conservatories. Sklavos claims that the number of musicians with a degree is rising. Everyone
wants to become a professional.”

The third source is a radio interview, recorded in February 1967. The composer talked to
the Greek National Radio about his work, in a few words, for only two minutes.”

He started with his first stage work, Niobe, which was never performed in its total
duration, but some parts of it (Scherzo and Ballet) were presented in 1920, by the Symphony
Orchestra of the Athens Conservatoire, with his teacher Armand Marsick as conductor.8°

75 Sklavos's biographical note, Athens, 1949.
76 Psirakis, 1965.

77 Psirakis, 1965.

78 Tbid.

79 Sklavos, 1967.

80 bid.
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The same year, Sklavos started composing Kyra Frossini in the village of Vitina, where he
was also spending time with Armand Marsick. The work was performed one year later, in
relation to the 100th anniversary of the 1821 Greek Revolution of Independence. According to
the composer, the performance was a real success... There was a large orchestra and the
preparation was very good. Some parts of this work were staged quite a few times in Germany
the following years.®!

The next work mentioned in this interview was the Eagle. In this symphonic poem, he
started to use elements related to the concept of the Greek National School that can be traced in
many of his other works too.®?

The fourth source comprises some notes about the music score of Kassiani, a Sklavos's
work which was published, in piano reduction, by the Ministry of Education. The introduction
seems to be a historical and aesthetic narration, aiming to justify his way of writing music. He
admits that, in his time, it is difficult for a composer to write a lyric drama. This is why several
technical issues usually appear. The composer claims that someone who writes music in the
20th century has to decide about the music style and the melodic and harmonic language.

According to Sklavos, the last four generations of the audience have experienced the style
of Verdi, who was inspired by Wagner (even in masterpieces like Othello and Falstaff). The
composer believes that, with reference to the operatic scenes, Wagner is one of the most
exceptional cases. The role he assigned to the orchestra has influenced all the next generations
of composers and, apparently, Sklavos himself. On the other hand, he envies the movement of
impressionism, and Debussy, with his dramatic work Melisande. He also believes that even
Richard Strauss is a follower of Wagner. Moreover, Sklavos states that the music artists of his
days are forced to try something new, but without changing the melodic style that is the base of
the Italian dramatic works.%

Sklavos also believes that the verismo movement did not leave notable memories. For
Sklavos, verismo begun with Spiro Samara and ended with Puccini.®

He continues by stating that, after World War II, the dodecaphonic music system is used.
The only remarkable music work of this period, according to Sklavos, is Alban Berg's Wozzeck.
Then, he discusses aesthetic examples describing national schools; he talks about the Russian
School, says he regards Boris Godounov of Mussorgsky as a masterpiece, and comments on
Greek Art Music implying that Greeks have to follow a similar course, based on their own
national elements.®

His last remark is that in his work Kassiani he used elements of all the above-mentioned
styles, adding — “dressed in a harmonic cloth” — ancient Greek modes which were evolved by
the Christian church music. He points out that this style, in his opera Kassiani, constitutes an
image of a national idiom.$°

81 Ibid.

82 Ibid.

8 Sklavos, Kassiani music score (program notes), n.d.
8 Ibid.

85 Sklavos, n.d.

8 Sklavos, Kassiani music score (program notes).
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Material and Methodology of the Research

Material

The basic material of this research was discovered in the Athens Conservatoire Archives. The
archive documents include printed and handwritten music scores, newspaper articles, personal
notes of the composer, fragments of recordings, and various other printed documents of the
Athens Conservatoire, such as the Record Books of the Registry of the Melodramatic
Association,¥ interviews, photographs, books, etc.

One of the first sources of information about Sklavos, which we discovered during our
very first visit in the Athens Conservatoire Archives, was a notebook that was later found to
contain a list of the items he planned to donate to the Athens Conservatoire! Amalia
Papadopoulou-Symeonidou was entrusted by Aris Garoufalis with the task to list a number of
Sklavos's items — and, more specifically, reading material of the composer — that had been
donated to the conservatoire.®® This task was carried out during the summer of 1986[?],
according to Symeonidou.® “I remember cataloguing the contents of many boxes, piled so high
they almost reached the ceiling!”, she mentioned. This catalogue is as valuable as a treasure
map!*

Another important source of information comprised three tapes containing a recording of
a rehearsal of Krino st” Akrogiali, probably a few days before its performance. The digitization of
the rehearsal recording of Krino was performed by Dionysios Batzakis at the Music Studies
Department of the Ionian University, through the use of a reel to reel recorder.

Computer Software & Data Processing
In this research, the whole material was processed and organized through multiple software
tools.

The main tools used are listed below:
¢ Adobe PDF (Portable Document Format) files. This format was utilized to create viewable
computer documents out of most of the archive material used. As PDF allows for word and
exact phrase search as well as adding notes and highlighting or underlining content, we took
advantage of these opportunities and created a bank of keywords and key-phrases related to
Sklavos's teaching work, artwork, articles, etc. All these additional tools can not only facilitate
greatly the retrieval of information about work titles, events, and many other topics, but also
can help detect certain parts which call for special edition (music notation for example) before
publishing.
e Microsoft Access (Database Management System). Archive materials including titles of
Sklavos’s musical works, photographs and newspaper articles were organized into databases.
They were also sorted and filtered (e.g., photographs were sorted according to date, place,
and/or persons appearing).
e Microsoft Excel worksheets. This application was used in order to organize catalogues of
Sklavos's students in lists and categories according to year of attendance, teaching subject, and
origin. All these can be sorted in many different ways according to the selected criteria.

8 It contains: students’ catalogues; announcements of concerts, exams, and other events; organization
charts; degree awards; etc. (in this survey, these volumes are referred to as Leptomeris Ekthesis Scholikon

Eton — see fn. 18).
8 papadopoulou-Symeonidou, “Information about Sklavos's donation”, 2016.

8 1bid.
% 1bid.
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e Microsoft Word. We used this program to present printed or handwritten texts of the
composer, accompanied by informational lists we created. These lists include, organized in
categories, persons related to certain passages, ensembles, venues, or works referred to in the
respective texts.

¢ Finale (Music Notation Software). Handwritten or printed music scores of Sklavos were
transferred onto digital format and edited by means of this program. This procedure (editing)
is often utilized to transcribe orchestral scores into piano reductions.

The piano reduction of the Eagle was based on the version adopted by the Union of Greek
Composers.” In the case of Krino st” Akrogiali, a transcription was made out of handwritten
material, written by the composer himself. Due to the possibility of copy errors, some
modifications were introduced, which we were not able to present in this paper for reasons of
brevity. The whole procedure included transcribing, editing and combining the instrument
parts with the intention to reproduce the original orchestral score of the introduction of Krino.
The reduction was notated on two and five line staves.

All the above tools and procedures were utilized with the aim of organizing the unrefined
material and, in addition, create metadata to be used for the purposes of this survey. We keep
on working on and plan to present this aspect of our work in detail, in the future.

The Last Moments

On Friday 19 March 1976, at 23:30, Georgios Sklavos passed away. The cause of death,
according to the doctor Christos Efthymiou, was respiratory failure and heart attack. Moreover,
he suffered from kidney disorders. The certificate records his occupation, as director of the
Athens Conservatoire, the name of his wife (Magdalini Angelopoulou), his place of birth
(Romania), and his residence (Kastri, Kifisia, Athens). There are no children mentioned.*?

Sklavos was much appreciated and loved by his students, friends and colleagues, as well
as other contemporaries of his who were familiar with his work and life achievements in
general, and the news of his passing was met with a lot of grief and sorrow. Our research in the
Athens Conservatory revealed significant findings testifying to this (See Appendix C).

The Imprint of the Composer

Most of the titles of Sklavos’s works emit the aura of the Greek landscape. Seashores, Greek
feasts, place names such as Lestenitsa, Ai Ghiorghis, Arcadia, Crete. Symbols of traditional folk
songs, such as eagles. Music intervals and themes that evince an oriental origin... These are
some of the means of artistic expression the composer uses in his work. It is not only the texts
that convey images of the Greek culture of the late 19th and the early 20th century, but also the
language of harmony. His teaching work was also notable. “As a teacher, he was a discreet and
noble person devoted to his work”:* These are the words of Aikaterini Papaioannou, one of his
students. On the 23 April 1968[?], the Athens Conservatoire honored the composer with an
award in recognition of his 50-year passionate work and contribution to the faculty. During the
time he was an active music artist, the composer’s work was well appreciated. This can be
proved by the following facts:

% Sklavos, Aetos, 1957.

92 Death certificate of Georgios Sklavos, Registry office of the Municipality of Athens, Register reference:
V1/91/79, retrieved: 16.8.2017.

% Papaioannou A., 2017.
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The Award of Lestenitsa
On the 23 November 1924, the Averof awards committee®* announced the recipients of its
annual awards. Sklavos's work Lestenitsa was ranked second best. The committee pointed out
that its modern technique showed off the composer's skills. It was also mentioned that the
whole progression of the work and the perfectly balanced sound of the orchestra, especially in
the introduction and the intermezzo, proved the virtuosity of the composer.®

On the other hand, the composer was criticized on the grounds that, from a technical
point of view, the wide melodic range of the vocal parts wore out the musicians. Another point
was that some of the orchestral parts were extravagant and the scenery was lackluster. Yet, in
spite of these drawbacks, the committee was favorable to Sklavos. The fact that Lestenitsa was
one of his first works was of crucial importance, but it was also stated that his distinction was a
result of his ability. A prize of 7,500 drachmas was given to the composer. The librettist, Takis
Daralexis, was also awarded with a prize of 750 drachmas.*

Kassiani

In the summer of 1959, the administration of the Greek National Opera had to decide on the
program of the coming period. Kostis Bastias had to select a work of a Greek composer to be
presented at the start of that season. He insisted that this specific composer had to be of Greek
origin. He finally picked out Kassiani of Sklavos, written in 1936, with the text of Stelios
Sperantsas. Some days before the performance, he wrote: “I adopted [...] Kassiani with great
relief and I accepted the responsibility of this risk in person. Sklavos, in his music, avoided the
tyrannical influence of the Italian style of bel canto [...]. This fact distinguishes this specific work
from the predominant melodramatic ones of this era and makes it a praiseworthy endeavor.
The lyricist Stelios Sperantsas retained into Kassiani the spiritual atmosphere of the Orthodox
hymns”.””

Sklavos and the Music of Greece
First of all, as his own words testify, from the time of his first work, and especially in the Eagle,
Sklavos adopts the concept of the Greek National School and sees himself as one of its
representatives. He refers to national ideas.”® On the other hand, a personal view cannot, in
itself, verify any claim whatsoever; in this work (the Eagle) the concrete evidence comes from
several elements which express the principles of nationality, such as the exotic elements,” the
augmented second melodic intervals, and the westernized harmony of the orchestral parts.
Furthermore, he uses a traditional, folk song (Enas Aetos Ediavene) to develop the core idea of
his symphonic poem, directly deriving his material from his domestic cultural heritage.!®
Through the known works of the composer, we attempted to draw some reasonable
inferences regarding their national and/or cultural identity, by focusing both on the music color
and the texts.’! Krino st” Akrogiali offers a characteristic example. It is worth mentioning that a

% The members were Dionyssios Lavrangas, Aimilios Riadis, Dimitri Mitropoulos (Garoufalis and
Xanthoudakis, 2011).

% Garoufalis and Xanthoudakis, 2011, pp. 82-84.

% Jbid.

97 Kostis Bastias, Orthodoxos Pnevmatikotis, 1959.

% Sklavos, 1967.

9 Siopsi, 2005, p. 270.

100 Siopsi 2005, p. 270.

101 Siopsi 2005, p. 273.
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serious obstacle we had to face was that these criteria, in themselves, are not always sufficient
to shed light on the relationship between Sklavos and the ideas related to the Greek National
School. Hopefully, in the future more findings will show up to help us better understand the
composer’s life and works.

From a general perspective, this paper gives an outline of Sklavos's life and works. He
was devoted to his music and concentrated on his teaching, trying to offer his knowledge and
talents to his students and to his native music. He was also a master of orchestration, a
musicologist, an intellectual, but also a noble, ethically sound person. Reviews described his
music as impressionistic, veristic, etc. He taught more than 200 students in his career.

In conclusion, Georgios Sklavos was a very important musician, composer, professor,
intellectual, for over a half a century. Despite this, few people know about him (See Appendix
D for a rough sketch of Sklavos's face). One of the main purposes of this survey was to help
identify and elucidate more aspects of his legacy, in relation not only to the audience but also
to the next generations of musicians. We are hopeful that in the near future we will have the
chance to study, analyze and present more findings regarding his life and works.
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The feminine art? On reinterpretation of opéra comique genre
in Camille Saint-Saéns’s Phryné (1893)

Malgorzata Lisecka

Camille Saint-Saéns finished his Phryné in about two months, with intention to provide it for
newly opened Théatre-Lyrique, which was directed by his colleague, Léonce Détroyat.
Finally, the work was premiered on May 24, on the stage of Opéra-Comique, because of
Détroyat’s sudden financial collapse.! This, as Steven Huebner says, ‘light-hearted comedy in
a classical setting’> was well received by Paris audience.* The story about smart and clever
courtesan who in order to rescuing her lover from debts execution seduces and deceives his
wealthy and influential uncle had to have a positive impression on the public who earlier
applauded the operettas of Hervé and Offenbach. But that was not only Paris audience who
appreciated Phryné. As Annegret Fauser reports:

“The premiere of Phryné was celebrated as a significantly French event after the first Parisian
performance of Wagner’s Die Walkiire just two weeks earlier at the Opera, and critics did not
miss the opportunity to emphasize once more the traditional French (i.e. Latin) qualities of
clarté, esprit and justesse in comparison to Wagner’s ungainly Germanic noise.”*

Fauser notices also that Saint-Saéns’s work «was clearly conceived as a work reviving
traditional character of earlier opéra comique».> As she points, this genre «had carried the
stigma of being judged as a feminine [...] since the eighteenth century [...], as facile, naive,
charming, 4 la mode and cloying».® This feature of femininity is related not only to the
character of the genre, but also to the very persons of the composers: it «<was thought to be
suited to women composers such as Sophie Gail, Lucile Gretry, Caroline Wuiet».” As the
most characteristic manifestations of Saint-Saéns’s attempts to make the genre more
«masculine» Fauser mentions using by him the «alexandrine verse, the ‘noble’ meter of
classical French tragedy, for both sung and spoken verse»,® which corresponded to
composer’s earlier postulate of returning to classical tradition in French opera.’

The very idea of classical topic was quite typical for the genre. Camille Bellaigue in his
Un Siecle de Musique Frangaise (The Century of French Music), in which he witnesses French
opera tradition of 19™ century, points out: «there are two types of subject which most often

1 See e.g.: Steven Huebner, French Opera at the Fin de Siecle: Wagnerism, Nationalism, and Style, Oxford:
Oxford University Press, 1999, pp. 108-9.

2 Ibidem, p. 108.

3 Ibidem.

4 Annegret Fauser, «Gendering the Nations: The Ideologies of French Discourse on Music (1870-
1914)», in: Musical Constructions of Nationalism Essays on the History and Ideology of European Musical
Culture 1800-1945, Harry White, Michael Murphy (eds.), Cork: Cork University Press, 2001, p. 87.

5 Ibidem.

¢ Ibidem.

7 Ibidem.

8 Ibidem.

% Ibidem.
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inspire the contemporary opéra-comique: mythology and Orient»."> However, among most
important examples of the former case he doesn’t enlist Saint-Saéns, but Charles Gounod
with Philémon et Baucis and Victor Massé with Galathée.!' Actually, in his treatise Bellaigue
doesn’t mention Saint-Saéns at all, as if Phryné was only one of numerous cases of bad taste
which he describes.

If we look at Phryné as at the opera which is not only an anti-feminine but also an anti-
feministic one, then one must admit that the subject seems to be quite suitable for such type
of manifestation. The main character, one of the most famous and richest courtesans of
antiquities, became known as a heroine of the process that took place around 345 BC, when
she was put under trial and accused for the heresy and cultivating a new god, Isodaites. She
was defended by excellent orator, Hyperides, who actually didn’t get the support of the
judges for his client until he made a dramatic gesture of tearing her robes off her breasts. The
judges, recognizing in Phryné reflection of Aphrodite, cleaned her up of all accusations.
Irrespectively of the anecdotal dimension of this story, its heroine in the tradition of culture
is primarily associated with the nudity, as James Davidson claims.!? She supposedly posed
for the first naked female statue, i.e. Aphrodite by Praxiteles.”> And this nudity, as we can
suppose, is charged with some kind of ambiguity. On the one hand, it can be treated as a
manifestation of liberation of the character, but on the other hand — also as her objectification.
This would make Phryné, like in many other opéra-comiques or French operettas, the feminine
character which is unaffected and totally devoid of the influence on her destiny.

However, this situation doesn’t take place in Saint-Saéns’s work. Like in numerous
opéra-comiques, the fundament of libretto story is the parody of the ancient topic (actually,
Bellaigue claimed this feature as the main characteristic of the genre)."* However, this
parodistic character of the opera doesn’t reach the heroine herself, which is just another
anecdotal incarnation of the famous for her intellect courtesan. Indeed, even if Phryné can be
interpreted as a «masculinized» variant of opéra-comique, it's merely a semantic construct
which accentuates some type of the musical idiom. In all other respects, the work of Saint-
Saéns and Lucien Augé de Lassus is not only feminine, but also feministic one, which is
noticeable on the levels of both libretto and musical setting.

In his work Huebner characterizes the set of Saint-Saéns’s opera’s protagonists as the
«harlot with a heart of gold» (Phryné), her «young lover» (Nikias), and «Pantalone figure»
(Dicéphile, Nikias’s uncle and most respected, wealthy and well-deserved citizen of
Athens).”” Indeed, Nikias, the the heroine’s beloved one, can be basically reduced to the most
general and superficial features of the opera primo uomo, while characters of both Phryné and
Dicéphile come to the fore, wherein Dicéphile is actually one and only comical character of
the opera (besides Cynalopex and Agoragines, two supporting characters). The love story of

10 Camille Bellaigue, Un Siécle de Musique Frangaise, Paris: Librairie Ch. Delagrave, 1887, p. 111. Source
text: «Il est deux ordres de sujets dont s’est inspiré volontiers 1’opéra comique moderne: la mythologie
et I'Orient» (transl. M. L.).

11 Jbidem.

12 See: James Davidson, «Making of Spectacle of Her(self). The Greek Courtesan and the Art of the
Present», in: The Courtesan’s Arts: Cross-Cultural Perspectives, Martha Feldman, Bonnie Gordon (eds.),
Oxford: Oxford University Press, 2006, p. 29.

13 Jbidem.

14 Bellaigue, op. cit., p. 11. Source text: «Le mot d’opera comique désigna d’abord seulement des
parodies d’opéras» (transl. M. L.).

15 Huebner, op. cit., p. 109.
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the opera is solved already in the introduction to the second act, when Phryné and Nikias
confess their love to each other. Nikias is still no longer needed in the libretto, and the climax
of the action takes place between two main characters (i.e. Phryné and Dicephilé).

Phryné is the character who, for various reasons, plays off most of the fabular events of
opera. For this reason, her status as the heroine is ambiguous: both divine and human. In the
chorus parts (a. I, sc. 1; a. II, sc. 9) she is represented as the goddess and she is also called so
by Dicéphile, but this approximation seems the most clearly pronounced in Phryné’s air (a. I,
sc. 6), where she reminds her bath in the sea near Aphrodite’s temple, when she was
mistakenly recognized as a goddess by the villagers. Also a bit risky punch line of the opera,
when Dicéphile falls to his knees in the front of the statue of Aphrodite, in fact paying
homage to Phryné, who had managed to entangle him, points to the same ambivalence.
Phryné therefore possesses the unquestioned power which appears as divine one, since her
power is in fact the power of Aphrodite herself. As such, Phryné’s authority is identical with
the invincible force of love (which in essence constitutes the most classical fopos of opera
genre).

But Phryné is also a versatile powerful human heroine in this opera. Her oratorical
talent reveals itself unexpectedly in various parts of the libretto. The subtle irony when she
salutes Dicéphile, which is worshiped by the people of Athens, and the rhetorical figure of
affected humility she uses in this moment, announces from the very beginning of the opera
Dicéphile’s final fall (a. II, sc. 1). Her later conversation with Nikias whom she invites to her
house, after saving him from the arresting on the street, is full of equivocations. However,
Phryné’s true rhetoric art reveals in her final conversation with Dicéphile, in which she acts
both as an accused and as a lawyer-orator. Not standing actually before the court, Phryné,
however, is conducting her own court case, which she has already won, because Dicéphile is
not able to escape from her charm. This is Phryné, actually, who insists, and even forces him
to ask questions that she then argues (‘Parlez! parlez! Je vous réponds!” — ‘tell, tell, I'll
respond you!” a. I, sc. 9).¢ Dicéphile is afraid of her in the same degree as he is enchanted by
her (‘recule et se trouble” — ‘backs up and gets upset’, a. I, sc. 9). Although mythological
topic of the court case was observed here in some allusion, Phryné doesn’t need man’s
protection to defend herself for Dicéphile’s accusation of imprudent life. Actually, this is her
lover who without her defense is totally helpless.

Similarly, Phryné reveals her leading function as the character in relation to the love
thread of the opera. This is she who advises Nikias how to solve his debts problem, she also
takes the initiative in their relationship, through defending him, inviting him to her house,
and finally confessing her love to him. Although Nikias in his tender cantabile presents
himself to the viewer as a miserable lover, striving for his beloved’s affect (a. I, sc. 3), he is
not able to overcome her feeling anymore — because eventually it turns out that Phryné has
loved him since long time without his particular effort (a. I, sc. 4). Nikias’s love affair seems
to be merely a facade of opera intrigue, because he doesn’t have to make any single gesture
to win his sweetheart. On the contrary: his triumph turns out to be supreme at the moment
of his greatest helplessness. Nikias is therefore the most passive and manipulated character
of the opera, maybe even more than ridiculed Dicéphile. Even his gesture of destruction and
desecration of his cruel uncle’s bust (a. I, sc. 4) turns out to be a sham one, and ultimately this
is Phryné, not him, who will face Dicéphile in last part of the opera (a. II, sc. 9).

16 Lucien Augé de Lassus, C. Saint-Saéns, Phryné, Paris: A. Durand et Fils, 1893, p. 145. All quotations
from both score and libretto come from aforementioned edition of the opera.
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Also interesting is the issue of Phryné’s nakedness, as reportedly most characteristic
feature of this heroine, attributed to her in the history of culture (as mentioned above). Both
male heroes talk to her in her home, violating, in a way, her privacy and even her intimacy.
Dicéphile is discussing with her during her toilet, although the only prop accent here is the
jewelry and hair accessories, not the clothes (a. II, sc. 9). At the same time, both female airs in
this opera (Phryné’s and Lampito’s, her slave), are dedicated to the ambiguity between
dressing and undressing up (Lampito’s arietta tells about Phryné’s jewelry and ornaments,
which heroine imposes on her during preparations before intimate relationship with her
lover; a. II, sc. 7). Nikias, in turn, apologizes to the heroine for his indiscretion (‘excusez ma
presénce indiscrete! — ‘excuse my indiscrete presence’, a. II, sc. 5), entering her private
chambers. Similar situation we can see in the case of the statue of Aphrodite, which in Saint-
Saéns’s opera is a guardian and patroness, kind of supporting force, of the heroine. Her
naked statue is almost all the time covered with a curtain and revealed spectacularly only at
the climax of the opera action. It could be said that Phryné’s exposing in this kind of
Hyperides’ gesture is done here per procura: instead of the main heroine her alter ego is bared
— because Aphrodite seems to be in fact Phryné’s alter ego.

Huebner described musical setting of the libretto as the classical. Indeed, even taking
into account the instruments presented on the stage, it doesn’t give to the opera any
particularly intense coloration. Where can we find then this reported “masculinization” of the
opéra-comique genre, mentioned by Fauser?

As we indicated just before, aforementioned masculinity is a bit ambiguous, and
consists in entrusting all the gestures that play off the action of the opera to one character,
which is feminine character: Phryné. In this way, being the epitome of femininity, she is at
the same time only heroic figure of the opera, and in her case the composer most strongly
refers to the tradition of opera seria genre.

Although the critics differentiated French subtlety of Saint-Saéns from Wagner’s heavy
harmony, still this is the chromatic that remains the basic means of expression in this opera.
The tendency to using chromatic scales and multi-key signature tones is connected especially
to Phryné. The part of the chorus, with description of her virtues and beauty, as well as her
first entrance are in F-sharp major. Phryné’s entrance is immediately accompanied by the
intensified chromatic in both her part and part of orchestra. Later, when in the final scene the
statue of Aphrodite will be revealed, Saint-Saéns will use further key, C-sharp major. This
semantic displacement, so to say, indicates the goddess as a closely relative to the main
character. In the same mode, C-sharp major, the chorus repeats the words of praise to Phryné
from the beginning of Act I, emphasizing the gesture of mystification, and at the same time
identifying the heroine as the goddess.

Strong chromaticity in this opera, whether in vocal or orchestral parts, will be always
the sign of composer’s referring to the idiom of serio. Chromatics and multi-key signatures
are the rhetorical marks here, and Phryné is the most developed character in terms of
rhetorics. It seems obvious when we hear her first words addressed to Dicéphile, where
extended recitative part, large ambitus of the scale, coloratura and dramatic expression point
out the idiom of opera seria. The same idiom of serio will also appear in the finale of Act I. This
one is represented here solely by the main character in the vocal trio (together with Nikias
and Lampito). This rhetoric inclination of main heroine is already visible at the level of the
expression marks which accompany her vocal parts. For the whole opera, in general, the
most characteristic are dolce, dolce espressivo, and appassionato; but in Phryné’s part the most
significant will be more legibly pathetical and, in the way, theatrical marks, also in higher
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degree differentiated, like: fierement, simplement, d'un ton dégagé, hypocrite et railleuse, avec
timidité (‘proudly, simply, in a clear tone, hypocritical and mocking, timidly”). Most of these
marks appear in the 9" scene in Act II, in her discussion with Dicéphile, where heroine

reveals her rhetorical art.

However, the main mode of Phryné is E major: it seems obvious from the first mention

of her. Here we can see also that the first theme of the introduction is heroine’s leading
theme (although it can be considered as a theme of love as well, because it comes along with
entering the slaves decorating the house of Phryné with flowers coming from her devotees).
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Ex. 1: Phryné’s theme (first love theme), source: de Lassus, Saint-Saéns, p. 11, no 5

Aforementioned theme appears here in a slightly more lyrical form than previously, in

the introduction, where it was presented in E-flat major (which is the key of both opening

and closure of the whole opera). The later presentation of the theme in Dicéphile’s lyrical
part and later, in the duet of Nikias and Phryné, will confirm its love character, since it
appears there in meaningful A major mode. In Act II another love theme develops, which
appeared before and accompanied the duo of Nikias and Phryné and their mutual affair.
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Ex. 2: Second love theme, source: de Lassus, Saint-Saéns, p. 62, no 28

If we analyze the type of presentation of both male characters in the score, it turns out
that each of them seems to be in some degree demasculinized. Every time this feature is
obtained in relation to the love thread of the opera.

Nikias’s character embodies all these characteristics of opéra-comique, which have
contributed so much to the feminization of the genre. The aforementioned dominant
expression of opera finds its fullest development in Nikias’s vocal parts, as dolce, dolce
appassionato, and dolce amoroso. The culminating scene with his participation, a duet of love
confession, is unbelievably devoid of any rhetorical expression, as if to emphasize that
Nikias is so uninteresting as the lover. Despite of espressivo and appassionato expression
marks, this love affair seems to pass completely unnoticed, and Saint-Saéns emphasizes it
even more with rather neutral and melancholic B-flat major mode. What seems particularly
meaningful, Saint-Saéns often puts mark espressivo not in Nikias’s part, but in the parts of
accompanying violins.

Dicéphile is definitely more interesting in terms of construction of the character. His
part can be interpreted on the basis of two idioms: the first one is typically comic with a
slight operatic tinge, while the other is lyrical and lightly moving towards serio, like in the
moment when he confesses his love to Phryné (in this moment E major mode repeats). In his
couplets in Act II, a humorous reference to Orpheus and Cerber brings immediate
associations with Offenbach’s formula of the operetta. The two musical means used over and
over again by Saint-Saéns to bring out this comic effect are as follows: the virtuosity (which
in this case is merely a pale shadow of the idiom of serio) and some elements of, so to say,
stile antico — Baroque fugue technique in Dicéphile’s parts and parts in which his character is
discussed.

The most interesting part of the opera is duo and scene de I'apparition of Act II, with
Dicephilé and Phryné. This scene is almost entirely developed in E major — heroine’s main
mode. The same one revealed to us, just at the beginning of Act I, that allegedly cold and
reasonable Dicéphile actually felt in love with Phryné at the very first sight. The fast,
pulsating rhythm, paused and syncopated, imitating jocularly accelerated heartbeat, points
to the non-serious nature of the affect in this scene. While Nikias’s feelings are subtle and
feminine, Dicéphile feels only superficial excitement. As I told before, E major is the main
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mode of this whole scene (besides of three short recitative moments when it's left), and
points out the leading position of Phryné, who dominates over Dicéphile and dictates the
turns of their discussion. Dicéphile, who is applauded by Athens citizens chorus as true and
virtuous man, worth of his ancestors’ fame, eventually appears to be weak and unable to
fulfil his duties, not only as the politician, orator and statesman (which were the most
important men’s virtues in ancient Greece), but also as a lover (he is not brave enough even
to kiss Phryné in the culminating moment).

If we agree with Fauser’s statement about opéra-comique as feminine genre, we should
recognize this feature of femininity as bidimensional. First of these dimensions, more literal
one, connects with the women as the composers of this genre. The second one connects with
French (i.e. classical, light and clear) type of expression, as opposed to German, heavy
romantic, narrative and pathetic one. This former type of expression, in metaphorical sense,
we can interpret as feminine, the latter — as masculine. Curt Sachs in his The Commonwealth of
Art differentiated between classical and romantical idioms of music, claiming that the ethos
is more suitable to the former one, the pathos — vital rhetorical figure — to the latter idiom."”
From this point of view, what is highly rhetoric belongs to the romantic type of expression.
In Phryné both idioms are somehow present, but this romantic one is embodied in main,
female character. Here we can understand and interpret Fauser’s statement in this way,
connecting moreover masculinity in this opera with rhetorics and with pathetic means of
expression (like figurativeness, chromaticism, sudden changes of registers and musical
characters, extended ambitus, recitative and narrative way of constructing). All these
characteristics belong to Phryné, who surpasses all male characters in the classical male
virtues and enters the Pantheon of greatest heroines of 19* century French opera.

17 Curt Sachs, The Commonwealth of Art: Style in the Fine Arts, Music and the Dance, New York: W. W.
Norton & Company, 1946, p. 199-215.
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«Exet, ot Zapagkavon».
Evpwnaikot megimAavwpevot Avgikot Oiacot
0TIV KOVTIVT] KAl HAKQLVT) AvaTtoAn:

Avoa Eentamaddkov

Kat mepvovoav tov Kavkaoo ano to Batovu oto
IToti, oto Xoxovu Kadé, otn Nopopwooiok,
oteoxiCave tn Pwooikn Beooapafia, éptavav
oto Kiefo wxar mepvovoav tov  Ilpov0o,
katéfawvav  otov  Aovvafn, yvpllav otnv
ACopikn, Eavamepvovoav tov Aov kat avémdeay
w¢ 1o PV X6 tne PapPapnc KoAxidoc.?

H mapovoa peAétn eotialet omn 00401 TV €VEWTAIKWOV ALEKWOV Oldowv oL
meQLOdevoaV OTNV avatoAlkt) Meodyelo, v kad” NUAg AvatoAr), Tic XwEEg Tov
Kavkaoov kat v Kevrokr) Acta ota té€An tov 190 kau tic agx € tov 20°° auwva.
Amookomel ot dleQevVNON TWV JADIKACIWV TOAITIOUIKNG  HETAPOQAS Kol
OOHWONG HeTalL Avomng kat AvatoArg oto medio Tov povowov Oeatov. Ot
Olaoot avtol, OTEQAS KAl OTTERETAC, NTAV POQELS VOGS TOALTIOTIKOV TIOLOVTOG KAT’
efoxnv duvtikng mEOéAevong, TO OTOl0 JAKIVOVOAV ATO TA HUNTQOTIOALTIKA
OTIEQATIKA KEVTOR, OTws T0 MiAdvo kat to Tlagiol, omv meoupépelx, evtog Ko
EKTOC ELEWTIATKWYV CUVOQWV.

ITio ovykekouéva, kata tov 19° awwva ovvteAeital N oTadlakn mTTwon g
OBwpaviknc AvtokQatoolag kat 1 avadoywad avEavOopevn TAON TQEOS TOV
eEEVOWTAIOUO KAl TOV €KOVTIKIOUO TOL EVEUTEQOL XWQEOL TNG OVATOALKNG
Meooyeiov. To véo aveEdotnto eAANVIKO KOATOS €WWKOTEQR, AELTOVQYNOE WG
TOALTIOUIKO OTAVEOOQOUL avapeoa ot Avorn xat v AvatoAr). Méoa oe éva
dLPLEC KOWVWVIKOTIOALTIOULIKO TOTTO ttaxA kol Avpucot Olaoot apxiCovv amod to 1840
va meELodevovy oe Béatoa g EAAGdas kat e kad’ nuac AvatoAng, yix va toug
dldexOovv, amd ta téAn e dekaetiag Tov 1860 kat émerta, yaAAwol Olaoot
omeac, omeQétac Kol PwvTPA. Lta TéAn tov 19 awwwva ot magatoApotr Aol
kaAAtéxvee Oa avamtuxbodv mEog AVATOAQS, TéQa amd T YVWOTA HOG
Yewyoapukd 0pwx, akoAoLOWVTAS OLYKEKQLUEVA DQOHOAOYIX KAl DLXYQAPOVTAG
HUIKQEG 00VOOELEG TAVW OTOV XAQTH).

1 To magdv aQBQ0 ATOTEAEL HEQIKWS AVEMTUYHEVT] KAL ETUKALQOTOWMHEVT) €KDOXT] TNG
ayyAoyAwoong dnuooievone Avra Xepapadakou, “European Itinerant Opera and Operetta
Companies Touring in the Near and Middle East”, oto The Music Road, Coherence and Diversity
in Music from the Mediterranean to India, Reinhard Strohm (emip.), Oxford: Oxford University
Press, 2019, 316-331. BaoiCetal oe égevva mov ekmovriOnke kata ) dtetia 2016-2017 otnv
EAAGDa, to Hvwpévo BaoiAeto (Iavermotipio tng O&poodnc) kat tnv EAPetia (Ivotitovto
Movowkwv Zrovdwv tov Ilavemiotnuiov g Zveixng), te v vmootiotén vnoteoPiag
oL TIEOYQEAUHATOS “Balzan” oto medio tng povowoAoyiag [Towards a global history of music].
2 HookAng Aaxavoraodng, Iadaid kar véa AdleEavdpeia. LOVTOUOGC LOTOPLKY avaokOTnoLg
0V adeavdpvod eAAnviouov katd ta tedevtaia 50 étn, AAeEavdoewa: BiBAlomwAeiov L.
I'oifa, 1927, 210.
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Avt) akopac N aévan petaxivnon meog TNV AvatoAr] pe otabuo, aAlote
exkivnong Kat AAA0TE aveQOODIATHOD, Ml XWEa Tov HOALS [emava]moooaptdTal
ot Avon xat mEooagUéletal oTov dLTIKO TOTOL (wng Kal Ta TEOTLTIA TOU
QAOTIOUOD, TLEODOTNTE TO EQELVNTIKO Hag evdlpégov. H toletovc dikpkelag
€oevva pag emkevTowOnKe otV aval)Tnon MEWTOYEVWY TNYWV, HECW TOV
omolwv Ba MTav duvaTOV VA eVTOTIOTOVYV, €0TW KAl OIXOTIAQTR, TA (XVN] TV
EVQWTIAIKWY  TEQLODELOVTWY OLAOwV OTEQAG KAl OTEQETAG OTNV  AVATOAN,
TIQOKELHEVOL VA PUTIOTEL Pl dyVWwoTn KAt aveEEQEVVITI] TEQLOXT] TNG LOTORIAG
NG HOLOLKNG Kol Tov OedToOU.

‘Eva mAN00¢ 1taAkwv kat yaAAkwv Oldowv et elpovy aveEAoTnTa, Xwolg
ONAadY) ovykekQuévn Oeopikn) (elte KQATIKY), €lTe WOWWTIKY]) eMONTElX, KATA TOV
HakEo 19° awdva evtdg Tov «EAANVIKOU» XWEOU, 0 OTOl0C, OTIWS (PAVNKE KAl
MAQATIAVW, elval MOAV TO €KTETAUEVOS ATO T TOTE OLVOEA TOL EAANVIKOV
KQATOUVG. AULTOC O €VEVTATOS YEWYQAPIKOS XWEOS TEQUAAUPAVEL TIG YVWOTEG
nadaotegeg  ayopéc e Kepoxvpag, ZaxvvOov xar KepaAovikg, ta dvo
veoavadvopeva a0tk kKévroa-Alpavia g EgupovnoAews kat twv Iatowv —kat
TEOG TO Té¢A0G Tov awva tov ITepatd— v mEwtevovoa Tov EAATNVIKOV KQATOUG,
AONva, kabws xkat ta kévtoa e eAAnVikig dwxomopas e Evpwmng twv
BaAkaviwv, tov Ev&etvouv ITovtov, twv Mkpaouxtikwv magaAlwv kat tng
Aryvmtov. Ot meplox € avtég ovvdéovtav HeTalV TOUG He Evav KOO WEOAOYLIKO,
KOLVWVIKO KAl TOALTIOTIKO 0TO: e0TOQES EAANVIKES KOWVOTNTES, EAANVIKT] €OVIKT)
ovveldnon, eAAnviky YAwooa, xowotwavikyy Oonokeia (Oxt mavtote 0006d0&N),
eAANVIKY] ekmtaidevor), aotikr] Cwr), VEWTAlKOL TUTIOL PuxaywYia, 1) omola, Y
tov 19° awwva, etvat kat’ eEoxnv to O€ato, 1 OTtEQR, 1) OTEQETA, OL XOQOEOTIEQLOES
KAl OL 0QYaVwHéVeS kaAAlTexvikée Boadléc kat ovvaboloels OAWV Twv eWV.
EppAnuatikol xawoot twv maganave Wewv, cuvnOewdv Kot dQaoTnoLOTHTWY 1Tay,
N ekkAnola, to oxoAelo, ot mEeoPetec kat Ta mEofeveia kat to OéatEo, To omolo
ovvnOwg tibetat 0o KEVTEO TOL TTOAEODOUIKOV X EDIAOUOV.?

AOYw TNG TOWKIAOHOQ@IAG, TNG ETEQOYEVELAS KAL TNG dAOTIOQAS TWV
OXETIKWV T YWV, elvatl efapetikd dVOkoAO va vmoAoyloovue mooot Olaoot
OTIEQAG KAL OTEQETAS, AQXIKA €VLQWTAIKOL KAl 0T OLVEXEWR €AANVIKOL,
axoAovONoav tov dEOHO TS AVATOANG Ao TIS aQxés Tov 18 éwg ta péoa 200V
atwva. QoTO00 UTTOQOVUE e ACPAAELX Vo ETUOT|UAVOLIE OTL ao To 1733, étOog
Kkt to oToio Aetrtoveyel to Oéato «San Giacomo» tng Kéokvoag, éwg Atyo mowv
1o Eéomtaopa tov B' Iaykoopiov I[ToAépov, dtav wevetal tAéov n EOvikr) Avou
xnvn, doa amoktd otabep0 Avowo Olxoco To EAANVIKO KQEATOS, TIAUTIOAAN
HOLOKOOEATOIKA OXTJHATA €XOUV eUPavIoTel 0TI eAANVIKES oknvés. Evtovtolg,
T OXNHATA AUTA OEV OLVIOTOVV 0& OAEG TIG TIEQLTITWOELS TTEQLOdEVOVTES OLdooUg.
H mAgiovomta Twv KAAAITEXVIKWV QUTWV ETILXELQTOEWV OUYKQOTEITAL KATOTILY
DOKIUAOTIKWV AKQOATEWV —evOG eldovg kaotvyx, Qo Aéyape onuega— mov
dleveQyovoav Ol IUTIQETAQLOL TNG €TOXNG OTIG HEYAAES OTIEQATIKES «TUATOEG» TOV
Mudgvov xkat g MmoAdviag, agyotepoa twv Ilagolwv, pe okomd tnv

3T pia e’ 0ANG g VANG emiokomnon PA. Walter Puchner, «A Typology of Western Music
and Theatre Activity in South-East Europe, the Eastern Mediterranean and the Black Sea
Region in Modern Times (16th-19th Centuries)», oto The Music Road: Coherence and Diversity
in Music from the Mediterranean to India, 6.7t., 277-293.
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TIOAYLATOTIOMN O EUPAVIOEWY O& OVYKEKQLEVA Oéatoa Yix pio 1) Ovo Oeatoukéc
mtepLodovs. Otav Aryouvv ta cupPoAai touvg, ot Oixoot daAvovtal Kat ta HEAT
Tovg dxomelgovTat.t

H mepintwon twv mepmAavwpévov Oidowv etvat moAv duagpogetikn}, kabwg
durriotwvetal pia OtV otaBepdTnTa ot ovotaor] tovs. ‘Eva mdyio,
OALYOHEAEC OWH €QUNVELTWY, LTIO TNV NYeola evog Oxodoxn, taldevet kot
eupaviCetar e ddoxuovg otabuovs kat Oéatoa. Xvxva 1O OXNH&
AVAVEWVETAL, HEAT amoxweoLv kat o Olaocog enmavaoteAexwvetal. otdéoo
oxedoV mavta magapévouv otaleod évag Paoukos KOQUOS HeAWV, kKabws Kat 1)
oLVOT|KN NG HETAKIVIONG KAL TOV OVYKEKQIUEVOL TIROOQLOHOV.> Ol meQLméTeLeg
TV TeQLodeLOVTWY Oowv éxovv Non amo tov 17° awdva kat v commedia
dell'arte éwg xat ta péoa tov 20°° awwva amotvnwdel oe amopvnuovevuaty,
XOOVIKA, Q@NYNOEeLS, Tawiec.t Yyxedov mdvia meQukAelovv To otolxelo g
TAAQUTIELAS KAL TWV KAKOLXLWYV, TNG YONTELAS TOL ayVWOTov, ¢ éKTANENGS, TOV
ALPVOLAOUOD, TG  avTLEOOTTAS, TNG €VIOVNG XA0AS Kal TNG  €VIovig
aToYOorTELONG. AVEOTIOL KL TTAAVITEG, €KTOG TG ETOTUNG HOLO KOO exTOIKT)C
QaY0QAG, OTIaVIwS a@Tvouv {xvn:

«MikgoBinool axé@aAol Kol AVEQUATIOTOL OLKTOA QTOHELVAQLX  OLXPOQWY
OeaTOKWV eTUXEQNOEWY, OVOOWHETOVHEVOL ETILXELQOVOTAY TaEdla TeEQROTIA KAl
oM POVVTES KAL TLEQLUPOQEVOVVTES KIVOUVOULG, OTEQNOELS, TAYETOVS, X1ovoOveAAag,
£TALLOVAV TO OQOLO TOU AYVWOTOU, ToAUNQEoi, weaiot, nowwkol. [...] Kamote pova
£@OOL oAV Tt VAUAQ, Kol HOVO Tt VAUAR TOU KATAOTQWHATOS, WOLOLEVT] TQOPT),
&nom kat meviXEr, VTOAOYLOUEVT] WG TO TEWTO ALUAVL, TOAAEC QOQEC XWOAS
ayvwotng, apulofevng, okvOownng.»7

IN'a va mpooeyytoovue tn Cwr] TOUG KAl v Katayodpovue T dQAOT TOUG

¢ John Rosselli, The Opera Industry in Italy from Cimarosa to Verdi: The Role of the Impresario,
Cambridge: Cambridge University Press, 1984, 39-79 & 135-52- John Rosselli, Singers of Italian
Opera: The History of a Profession, Cambridge: Cambridge University Press, 1992, 151-75-
Emmanuelle Loubat, La circulation des opérettes entre Paris et Vienne, 1856-1904, Mémoire
comptant pour le DEA d’histoire, Paris: Université Paris I-Panthéon-Sorbonne, 2000.

5 H duxOéoun PipAtoyoapia etvar mevixor). Edw avagégovtat evdeuktika oglopévol titAot.
I'a plo Mt MEOTEYYLoT TG dQAONS TV TEQLTAAVWHEVWY Bdowv omepag otic H.ILA.
tov 19 awdva, PA. Katherine K. Preston, Opera on the Road: Traveling Opera Troupes in the
United States, 1825—60, Urbana: University of Illinois Press, 1993 ko L.W. Conolly, Theatrical
Touring and Founding in North America, Westport, CT: Greenwood Press, 1982. Mia
neoomaBelx va katayoapel 1 avtioTolxn deaotneoT)Ta kKuplwg ot LkavdwvaBia oto
Tracing Operatic Performances in the Long Nineteenth Century. Practices, Performers, Peripheries,
Anne Kauppala (emip.), Ulla-Britta Broman-Kananen & Jens Hesselager, Helsinki: DocMus
Research Publications, 2017.

6 Avtimgoowmevtikd mapadetypa anoteAet to xpovikd tov Carlo Goldoni, Mémoires de M.
Goldoni pour servir a I'histoire de sa vie et a celle de son thédtre. Dédiés o Roi, 2 topoy, Paris: Chez la
Veuve Duchesne, Librairie, 1787 xat 1 foafevpévn touvia tov @eddwgov AyyeAdnovAov, O
Oiacoc (1976, 230 mins, colour, 1.66:1).

7 Aaxovordoodng, 0.7, 210. Mia aicopn ouvatoOnpatik QOQTLOLEVT TTEQLYQAPT] aTtO ToV B.
BektagéAAn, «Ot mddgopot kat ot dwaockaloL Ilwg évepavioOn dx mEwtnv @ogav To
EAANVIKOV peAddRapa. O NEwWIoHOS TV WDEUTOV ToL Kai 1) vikn twv», EOvoc, 11.11.1928, 5.

176



Katd tov 19° atva 1) HAAAOV KATA TOUG «OKOTELVOUS XQOVOUG», TTOLV, dNAadT), TNV
EPEVQECT] TOL  YOAHHOPWVOL KAl TOU KWNUATOYQAPOVL,® amalteitar va
avatéfovpe oe éva MANO0OC MNYWV, OXL TAVTIA OXETIKWV HE TNV KAAALTEXVIK
Com. ITio ovykexQuéva, dev elval agketd va peAetrioovpe T dadkaoia
avéyepong kot Aertovpylag Oeatokwv KInElwv, evog dnAadn yeyovotog mov
HaQTUOEL TO AVOLYHA MG VEAG AYOQAS: €ELOOL  ONUAVTIKO elval  va
nagakoAovOroovpe Tt oaydala avdmtvén Onuociwv €QYwV KAl OKTOWV
OLYKOWVWVIAG, 0TS TNV KATAOKELT] DQOUWV, TONQOOQOUWY, ALUAVIWV, AQYOTEQN
aeQodEOUIwVY Kal TN Agrtovgyla Tovg. Adyov xdow, 1 avéyeoorn Oedtowv OTIC
xwoeg Tov Kavkdoov kat n dvOnon g Oeatokr|g kivnong dev etvat aveEdotn
ATO TNV EYKALVIAOT TOL VTEQ-KAVKAOLAKOU OONQEODQOUOL TIOL OLVEDEE TO
Batovp, moAn-Awudve ot Maven Oalacoa pe to Mmakov, mOAn-Aydve otnv
Kaomnia. Q¢ ex tovtov, yix va tyvnAaticovpe toug otaOpovs Hag meQlodeiag,
TOEMEL TIRWTA V& EAEYEOVHE TEOTEKTIKA TOV XAQTN aAA& Kat ta kaOtepwpéva
DQOUOAOYLX TWV ATHOTIAOLWV KAL TIG OLVOETELS TwV Apaviwv tov 1990 awva. Ta
atpomAowx tov 190v awwva ovvédeav Ta EAANVIKA Aluaviax pe T AvTik)
Meodyeio kot ) Maven OaAacoa. Kat” avtov tov 100mo £xovpe T duvatotnta
V& ELKACOLLE TOLOC NTAV O EMOUEVOS OTAOHUOG UG TIEQLODEIRG, AKOUN KAl EXV
dev dxOétovpe oxeTikég MEWTOYEVElS T Yéc.

Ava@eQOnrape vwltepa 0T CAQWTIKY]  TAON  €EELOWTAIOUOV KAl
efaotiopoy  mMov  magatnEeital ot mownv  ktroelc e OBwpavikg
Avtoxpartootac. H otpogn meog t Avon, 1 viobétnon evownaikwv ovvnBewwv, n
EYKATAAEWPN TOL  TAEADOOIAKOV-KOLVOTIKOU TEOTOL (wr])g, 1 OLYKEVTOWOM
MANOLOHWY OTIG TOAElS oXNUATICEL TO KOWO-OTOXO TWV TEQLODELWV. XTO
AOTIKOAAKO KOWO Twv TMoAewv kat efoxnv Oa amevBuvOovv ot evpwnaikol
Olaoot. Aev pmogovUpe TEAOC va aYVONOOULE T LOTOQWKA Yeyovota, TIG
Oonokevtikéc | MOAITIKES peTaQELOUIoELS, OMwe To dataypa Xdatt Xovuaylovv,
uia deopulda puétowv mov ApPAvve orANEES TTTLXEC TG 0OWUAVIKTC dLOIKNOTS KAl
eTétee 0TOVG EVEWTIALOVG KAAALTEXVES Va dDLardoOoLV TNV OTteQa KAt To B€ato
ota edapn s OBwHaVIKNG AVTOKQATORIAS KAL VOt ETILXELQNOTOLY Vit DLELTOVOOLY
0Ao kat BaBvtepa. TéAog, opeidovpe va AdBovpe LTU OPLV pHAG TNV TEXVOAOYIKN
TIEOODO TNG OMTUKOAKOVLOTIKNG Plopnxaviag, n omola onuadevel avelltnAa v
avyn) Tov 20°° alva KAt KUOLOAEKTIKA avaTtQémel kaOe ponyovuevn epmegia: ot
TIOWTES  TXOYQAPTIOELS, QAQYOTEQX 1) OLOKOYQAPIX, O KIVNUATOYQAPOS, TO
0adLOPWVO, 1 TAe0QOT), T HallKY] TAQAYWYN KAL AVATIQXYWYT] 1)XOU KAl
EKOVAS ATIODLVAWVOLY TNV avaykn Yix Cwvtavy puxaywyia kat kaBotovv
AKOUT KAL TTEQLTTY] T OQAOT) TWV TEQLODEVOVTWY OLATWV.

Ot mepLodevovteg povowoOeatokol Oiaoot oL omolot ta&devav and
dvtikn] Euvowrn omv  AvatoAwr) Meooyeio axoAovbovoav ovykekQLUuéva
dpopoAGYa. To maAadtepo kol OLXVOTEQO NTAV AULTO TOL eixe WS oOnuelo
exkivnong mv MmnoAwvia 11 to MiAavo kot diéoxile péow e Avkovag tnv
Adglatikt) @dAaocoa éwg v Képkvoa, pe téopa 1o Aqpavt twv Iatowv. Amd tnv
ITatoa, 1 omoiax cvvBwe amoteAovoe otabud e Tegrodeing, évag Oiaoog eixe
m duvvatotnta va petakivnOel, eite ot ZdakvvOo 11 v Kepatovid, kat va

8 Anne Kauppala, Ulla-Britta Broman-Kananen & Jens Hesselager, «Introduction», in Tracing
Operatic Performances in the Long Nineteenth Century. Practices, Performers, Peripheries, 6.m., 7-11.
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eupaviotel ot exel Oéatoa, elte, mMEAYHATOTOWWOVTAS TOV  YUQO TNg
[TeAomovvrioov éwg T didvolén tov wwbpov g KopivOov, otov ITewpatd kat tv
AOnva. And exel otn Lo, T Luvovn, v KwvotavtivovnoAn. Eav ovvexilotav
n mepodela, emdpevor otabuol Oa Nrav ta Apdvia tov Ev€etvou Tldvtov g
onueowns BovAyaoliag, Povpaviag, Ovkpaviag kat Pwolag, yux va kataAn&et
otV meploxr) tov Kavkaoov. Amo exel, ot Olacot ovvrOwg avéPatvav TEog tov
Poood, éwc to Kiefo 1, mo onaviwa, eméotgepav otnv KwvotavtivouToAn pe
otaOpovg ot oAelg tov ITovtov. EvaAAdaktika d0opoAdya tegulappdvouy tov
NMERWTKO KUKAO tn¢ Povpaviag, pe Tic toels onuavtikés moAels Bovkovpéort,
Boala, F'aAd&lio, evad AAAa TOV VOTIO KUKAO TG ALYUTITOU e TAQAOTTATELS OTNV
AAeEavdoeta, to Kaigo kat to ITogt-Xavt.?

H doaotnootnta avtr] €xeL 010 maaeeA0OV pepkag peAetnOel pe yvaopova
™ Oukdoon G rtaAWKNG OTEQAS OTOV AUTIKO KOOHO, €VW ULTTAQXOLV Kol
OQLOMEVEG, TRAYMATL Alyeg, €pevveg yix tn Oeatowkn Cwr) 0TIG YaAAES Kal
Poettavikég amotkiec. QoTOCO dev €XeL TEOG TO MAQOV HECK ATO Uiot CLUVOALKN
Oewpnon amotvnwOel N AemTopeQn)c XAQAEN TNG dLAOQOUNG TG OTIEQAS KAL TNG
OTtEQETAG TOOS AVATOAXG oUTe €xet dlegevvnBel 1) TEOCANYM TV edWV péoa o
avolkewx MoOAITIOTIKA TeQIBAAAOVTQ, 1) ETAPT) TOVG [E TO KOOHOTOAITIKO KOLVO
NG EVOWTAIKNG JATTIOQAS, AAANAETDQAOT) TOVG HE TIC avatoAués ovvnOeleg,
TIC VOOTQOTILES KAl TNV AtoONTIKY), AKOUN Kol 1) 0X£0T) TOUG HE T LOVOOVAAV KK
kaOeotwta.

Mmnopovue va avagpepBovpe e TOAAL evOla@EQovTa MaAdElyHaTa, OTWS
avtd tov  megipnuov  EAAnvikov MeAodoapatikov Oukoov twv  Advon-
Kapayidvvn mov magovoiaoe YvwoTtég OTeQeS HETAPQATUEVES OTA EAANVIKA OTIG
meglodeteg Tov amo 1o Ko éwg v Kowpaia. To oxrjua avtd éAafe axkoun kat
TAQAOTHO aTtd Tov LovAtavo otnv KwvotavtivounoAn dtav avéBaoe, petald
Twv dAAwV kat Vv Apmayn ano 1o XLepdar tov Motoagt pe tov abwo TitAo
KwvotavtCa kar MmeAuovtnc.l0 Amd v aAAn, 1 AvatoAr avremutiOetal pe toug
O100UG APUEVIKTIC OTEQETAS TIOL KATAKTOUV TO €AATNVIKO KOWVO HETA TNg
«HEOLOTIKNG KAl TOQLPENANG ATLATIKTG HOLOKNG». 1!

Oa empelvovpe oe éva magaderypa kot Oa dwoovpe évav YAapueo kat Atyo
TETOIUHEVO TITAO 0TV evOTNTA MOV akoAovOel: «éva POToaAo OTNV TAQAALX>».

% BA. emiong Ipéva Mmoykvtavopitg & BaAtep ITovxveg, «EAAnvucol peAodoapartikol
Oiaxoot kat Avgkol kaAAttéxveg otnv Odnood mowv and tov Ipwto Iaykoopuio ITéAeuo
(1880-1914)», IoAvpwvia, 24 (Avolén 2014), 108-120- twv wiwv, «To eAANVIKO Béatpo otnv
Odnooo 1814-1914», Iapdafaocic, 2013- Chrysothemis Stamatopoulou-Vasilakou, «Greek
Theatre in Southeastern Europe and the Eastern Mediterranean from 1810 to 1961», Journal of
Modern Greek Studies, 25: 2 (2007), 267-284.

0 Avga Eemamadaxov, «MeAddoapa e v eAAnvida  @wviiv. O EAAnNvikog
MeAodoapatikds Olacog tov Iwdvvn Kagayudvvn, évag meomAavwpevos @opéoag
eAANVIKOTNTAG», ApLadvn, 17 (2011), 277-313.

T H dnuogpria g omepétag otnv EAAGda aviavetat oto katakdoueo pe v emioken
Oukowv aguévikng omepétag otnv AOnva to 1883 mov mapovoldlovv TNV avaTOoAlTLKN
omepéta Leblebidji Horhor Aga tov Tigran Tsouhadjian, éva éoyo mov mpokdAeoe peydAn
EVTUTIWOT) 0TO EAANVIKO KOLVO «dLldt TOUG TIQWTOTUTIOTATOVG AVATOALKOUG XOQOKTHQAC» KAL
MV «OEEUOHOV» kAl «AAAOKOTOV» aQUOVIat TG HOLOKNG — PA.  ZHueviog,
«AepmAeprulng Xog-x00 Ayac», M xaveoat, 15.5.1883, 6-7.
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ITowv amo déka xeovia, to 2005, HAALOTA e AQOQUT] TOV TIUNTIKO TOHO YlX TOV
kaOnyntm BaAtep Ilovxveo Ztépavog, aoxloa vo dleQevvw TNV TEQIMTWOT] Tov
Owxoov Lassalle-Charlet.'? Empoketto yia évav Olaoo yaAAwrg 0mepag, oneétag,
BwVTBRIA ko mdlas, e emwvupio «Théatre Frangais a I'Etranger», mov BoéOnke
Yo d0o xoovia otnv ABrva, to 1887 iat to 1888, kol kugloAekTikd dpnoe emoxr
pHe v mowto@avy ywx ta Oeatoucd MON  TLXOdWWKTIKY) TOL dQEAOT), TOV
amoOKAAOVUEVO a0 TNV €TOXN «AaCoaAlouo».”® To VAKO mMov ovYykevTEWONKE
NTAV OYKWOEOTATO KAL YO TEVTIKOTATO KoL Od1)YNO€ 0TI CUYYQAPY| HUIAG HLEAETNG
éxtaonc mAéov twv 40 oeAidwv,* oty omola meQLExovTay otolxeix yix tov Blo
Kat TNV moAltela Twv ovvteAeotwv Tov Odoov otnv ABrva, Y T TEOKANTIKT)
amevBeiag avabeon g dlevOLVONG ToL VeAdUNTOL Anpotikob Oedtoov AONVWY,
Ywx ) oxéon tov Ouxodoxn kat mowtaywviotr), Evyéviov AacaA, pe to maAdTt
KQL TNV OLKOVOULKT] €ALT, Yix OAx T ToavTaxTd (Kol amoAQLOTIKA) OKAVOAAX TIOV
ovvdéOnkav pe to ovoua Lassalle o omolog —mtaga®étovpe amod éva €vtumo g
ETMOXNG— Y dVO £Tn amopvlinoe péXOL TeAevtalag otayovag TV «&v AvatoAr)
kaAawoOnoia kat @uiopovoio».!s

[TopdtL yix TNV 1otoptar Tov eAANVIKOU BeATOOL KAl TNG EAANVIKTIG LOVOLKT|G
n éoevva avtr) lowg €xel kdmowx a&la, kKabwg plxvel pwg oe CNTUATA, AvAeTa
ot oTtola Ot OPOL KAL Ol TIRAKTIKEG TNG HOLOKOOEATOIKTG ay0oQdc, 1) dleloduom
TWV LOXLVEWV TNG E0VOIAC KAL TOL XOTMATOG OTNV TOALTIOTIKY) Cwr), 1 Eevopavia
KAL O VEOTTAOUTIOMOG TG aOnvalkr)c Kovwviag, Ta mE@Ta XQovia Tov ANUOTLIKOU
Qeatoov AONVAWV, N avavéwon TOL PeMEQTORIOL KATT, Yior TNV €vEUTEQT) LOTOQI
Tov OeATEOVL Kol TNG HOVOKNG HOLALEL oav €va AOT|HAVTO BOTOAAAKL avapeoa
ot APETONTA, eKATOPpLOR  Potoada  pag  magadiag. Ki o opwsg,  av
ntagakoAovOrjoovpe TV mogeix Twv I'dAAwV kKaAALtexvaOv Mo TV &@LEn Tov
otV AOnva kat Kuelwg peTd, O CLVEWNTOTOWOOVHE TNV ELEVTNTA TNG €QEVVAS
avTng.

H pucpo-totopia tov éxel wg e&€Ng: éxovrag omovddoel vmokQLtiky) oto Petit
Séminaire tov Bordeaux, o Eugene Lassalle ékave to Oeatoikd tov viepnovto otnv
Angers to 1877. Luvéxioe 1t otadodoopia tov wg nbomoldg otn YaAAKN

12 Avpa Eemanaddkov, «Bon pour I'Orient I. O I'aAAwcog peAodoapatikdc Biaocog Lassalle-
Charlet otnv ABrva. Mia ot kataryoa@r)», Ltépavoc. Tiuntikn mpoo@opd otov Badtep
[ovxvep, lwone Biprakne (emp.), AOrjva: IapaPaoic/Ergo, 2007, 929-46.

13O Binoog AaoaA-LagAé dev Mtav OUTE O TEWTOG OVTE O WOVOG EEvog Olaoog Tov
eykabiotatar otmv AOfva tng Odekaetiag Tov 1880 katr expetaAdevetar kaOe
MEOO@EQOHEVT] evkaRlar Y képdoc. H dla, opws, n emoxr) tov tov Eexwollet wg
EALVOLEVO aLOADELAG KaL TUXODWWKTIOHOVY, we aAnBéc «événement» mov OHOLO TOL deVv
éxet Eavamagovowxotel otnv  adnvaikr xeovoygagia. BA. evdewtwkd: E@nuepic,
05.01.1889, 2, Mavgog I'atog, «'H anoxwonoic tov Aacoal», To Aotv, 08.01.1889, 6. O dpog
«AaooaAlopoc» eppaviCeton oty adnvaixr) Epnuepida, 07.01.1889, 2.

14 Avga Eentamadakov, «Bon pour 'Orient II. Mia okiaygagnon tne dodong Tov YaAAkovL
peAodoapatikov  Oiuxoov Lassalle-Charlet otnv  AOnva  (1887-1888)», Emotnuovikn
EmuBewpnon Texvav tov Ocauatog, 1 (2009), 245-292.

150 Yiog th¢ vuktdg, «@eatoucd», To Aotv, 10.04.1888, 6-7. 't tnv 1otogia ToL ANHOTIKOV
Oedteov AONVWV Kot ™V kKaAAtexvikr) Tov dtevOuvon and tov Evyévio AaodA: Avga
Eenanaddrov, «Anupotikd Oéatoo AOnvwv: Ta mowta XoOvia NG kakodatpoviag evog
ovyypelov evepyeTruatoc», Aptadvn, 18 (2012), 253-84.
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TEQUPEQELX VI OKTW TeQITmov Xovia, amd to 1878 éwc to 1886, kal émetta
aTéktnoe £vav dikod tov Olaoo, pe TOV 0TOlOV AQXLOE V& TTEQLODEVEL® EeKIVAOVTAG
ano 1o Ilapiot to 1886, taldepe ot Povpavia xatr otn ovvéxewr, to 1887,
petépege ) Oeatokr) Tov emixelpnon otnv AOnva. AoV magéueve exel TO
KaAokalol, avaxwonog ot apxéc tov XemtepPolov 1887 yia ) Xuvovn, 6mov
eppaviotnke 0to BéatEo «AAdumoa» Y évav mepimov pnva. ‘Entetta petépn pe
T0 atHomAol ot Oeooadovikn, pio oxeTIKA VEx OeaTQKT] AYO0Qd, YX OEQ&
TIQAOTACEWV  YIX Vo KataAnéey, pe evdiapeco otabuo v AOnva, oty
EppovmoAn tng Xvov. Ekel, magovoiaoe omegétes, PwVTPIA kat yaAAkég OmeQeg
KATA& TNV TEO00d0POOo TeRlodo Tov KapvaPaAiov 1887-1888.7 Amd 1 Xvo
KatépOaoe kat MaAL otnv ABNva Y piot «apmayTr)», KAt TV €0OToX1 ayopaia
€KPEAOT), HOALS TEOOAQWV TAQAOTATEWY, ATIO eKElL «TETAXTNKE» KAL TIAAL OTN
OeooaAovikn, OTOL epuPavioTnke €wg Ta TéAN ToL Xewva. Emtdpevog otabuog
Kat maAL 1 AONva, yix toelc magaotaoels, kat émerta 1 Ildtoa, kar maAL to
kaAokalot 11 AONva, €wg otov ToU avatibetatr 1 devOvvon Tov Anuotikov
Oeatpov AONVwYV, To omoto eykawidletatl Tov OktwPELo tov 1888. Ltig apx S Tov
Ioovovapiov 1889 o Lassalle toémetar oe @uyr), xkuvnynuévog amd daveloTéc.
Loppwva pe éva dnuooilevpa, mégaoe MAAL amd Tt LU0 kal katéAnge otn
Zuvovn).18

Ac aATNENOOVHE T TN HeYaAUTeQn ekdvar ot Mikod Acta mAéov o
Olaoog, emiyelel pilo o€l MAQACTATEWV OTO AAUTEOTEQO KEVTOO NG kb’ NUAg
AvatoAng, v KwvotavtivovmoAn. Ekel, and 0,1t pabatvovpe, o Ouxodoxne
evOovoldlel oe Tétolo Pabuod tov LovAtdvo, mov avayopevetat Grand Intendant
du Luxueux Théatre du Sultan oto Oéatpo Yildiz."” KwvotavtivouToAn onuatvet
avorypa moog ) Mavon @dAacoa kat tic xwees tov Kavkaoov. To 1891
amopaoiCel va tepdoel ota evdotepa g Kavkaolag kat @atvetat Ot dlxmémnet
ywx éva dkotnua oto Béatoo e TupAidac®. Talwevovtag pe TOV LTEQ-
KAVKAOLAKO 01d10doouo kAelvel magaotaoelc 0to EAICauméTnoA, ) onueovn)
INcavtla, pla mOAN emwvopalopevn pueo kavkaoiavo Iagiot, yio va kataAnet
otig 0x0ec e Kaomiag, 0to evivnwotakd Mnakov, to omoio tote meplotoixillav
LVPIKA VoL KAt avTAleg etpeAatov.!

Ao to onuelo avtd Eektva 1) ooy patikt) eprtéteta. O Lassalle agprjvel tov
dexatetoapeAr) Olacd tov oto Mmakov —o Olacog Oa Tov axoAovOroel déka
nuégeg petd— kot euPiBaletal oto atpomAowo ov doyiCet tnv Kaomia yio va
amoBiBaoctel oto OvCovv Avtd, to omolo Beloketal 0to onpeEvo TovgkpevioTdy,
T0TE OpWS avrke ot Pwowr) Avtokpatogia. Xto Ovlovv Avtd, éva Xwold otnv

16 Mireille Barriere, «Lassalle, Eugene», Dictionary of Canadian Biography, topog 15: 1921-1930,
University of Toronto/Université Laval, 2003-2017.

17 Aboa Eetamaddkov, «Bon pour I'Orient II», 6.7, 249-254.

18 Epnuepic, 12.01.1889, 3.

19 Hélene Beauchamp, «Lassalle, Jean-Baptiste Eugene», Dictionnaire des artistes du thédtre
Queébécois, Michel Vais (erupt.), Quebec: Editions Quebec Amerique, 2008. BA. emiong v
nteglyoar]) g epmeplac oto Yildiz Kiosque amd tov idwo tov Lassalle: Eugene Lassalle,
Comédiens et amateurs. Le thédtre et ses dessous, Montréal: Imprimerie du Devoir, 1919, 25-7.

20 Néa Epnuepic, 16.02.1889, 5.

21 Eugene Lassalle, L'opérette francaise en Asie centrale. Récit du voyage de la premiére troupe
francaise dans la Transcaspienne et le Turkestan, TupAls: Imprimerie Martirossiantz, 1891, 9-11.
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TIOAYHATIKOTN TR, EKKLVEL O VEOKATAOKELAOOE(S LTTEQ-KATTILAKOS OLONEODQOMOC.
Exel, péoa oto OouAko avtd toaivo, o Buxodoxns Oa MEOETOWATEL TNV TOVQVE
oL 070 dLTKO ToLEKEOTTAV, OTIWS OVOUALOTAV 1) TTEQLOXT] TTOL TeQLTOL TavTICeTa
e to onueovo OuvlumekloTdv OTtav POLoKOTav LTO EWOLKT) kvowxyia.?2 Tu
onuaiver mEoetolpacia g tovevé;, O UMEETAQLOG  Taxvdoouel aploeg,
avayyeAleg, ewotrowx kKat dAA0 évtumo VAWO, O OAeg TIC TOAELS OTOL
TIQOYQAUUATICEL TAQATTACELS KAL, HEOW TNAEYQAPNUATWY, £0XETAL O€ ETAPT] UE
OAOLC TOUG TOTIKOUG TIAQAYOVTEG KAl TA TIQOOWTIA TIOL EUTAEKOVTAL UE TNV
emxeionon. KAetver ot ovvéxewa nuegounvies magaotdoewv kat xaQdlel tnv
mopetar NG meQodeiag tov. Mia atvxia pmopel va kataoTteéPel TNV TOLVEVE
aALOoWWTA o0& OAoLG TOLG dLdOXIKOVUS OTABOOVS, Y Tov AdYo avtdyv, OTws
vrtoyoappiCel kat o dtog o Lassalle, antatteitatl axkpifewx, moovolx, TEOCOXT) KATA
TNV TEOETOLHAT .2

Ac magaxoAovOrjoovpe otov xaotn T pken tov Odvooelx, taldevovtag
palt Tov kat ot ovvéxewx pe tov Olaco péoa amd T OTETTUKA KOL T €0NHLKA
Pabvmega, ™V KOKKLVN KAl T «paven appo» Kilidkovp kat Kapaxovp tng
Kevtowrc Aciag: anmo to OvloVvv Avtd oto Kilid ApBat, otn Meof, oto
Aokapumavt, ot pvdwkr) Mmovxdoa, otnv akoun mo pvdikr) Zapagkavon, 0mov
elval 1o TéA0g NG ONEOOQOULKTG YOAUUNG Kat petd tmmaoti Y tnv Taokévon.2
Movo otov tedevtalo avtdv otalpd vTAQXEL OTOLXELWONG OeaTQIKT) LTTOdOUT),
ONAadT] piar vrtoTLTIdNG BeatEkr) okNVY] Yia va tatéovv ot F&AAOL kKaAALTéX Ve
NG OTEQETAC. LTIG TIQONYOUHEVES TIOAELS eHavICOVTaL OOV TOTE, O AETXEG,
Kka@pevela, kNTovg, dAAAovg xweovg ovvabpolong pe 1) xwels oknvn. Luvxva de
KaAeltat o oteATog, 1) HAAAOV TO TOTUKO TAYUA, VX KATAOKEVATEL, avTl Oeatoikng
OKNVIG, €Va EQTHEQO TTATAQL TWV TOLWWOV HETEWV.? TTagoTL avapeoa ota HéAn tov
Oxoov megUAapPavetal kat évag dlevOuvTiic 00XI10TOAS, 0QXNOTOES OTOUG
otaBpovg g megrodeiag dev datiOevral. Ot omepéteg exteAovvtatl aAdote pe
ovvodelx TAVOL —edv KATL TETOWO NTav duvatov va PBeebel— aAdote pe Tig
dlbéoipes OALYOUEAEIS OTRATIWTIKEG UTTAVTESG TOV KADE TOTIOL. e KATIOWX TIOAT)
a&lomomOnke éva HKQO EKKANOLAOTIKO AQHOVLO, TO OTIOL0 KEAANONOE Xapoveva
TOLG OKOTIOVG TG Acomowvidoc Nitovg kot tov Kopitotod tov prapmnd!?

IToogavwe T MARATAV®@ dEV OLUYKATAAEYOVTAL KAV OTIC DVOKOALES KAL TIG
avTLEOOTNTEG TIOL KAAOVVTAV VO AVTIHETWTIO0LY KAOe poQ& oL TteQLmAavVWHEVOL
KaAAITéXveg TOL povOoKOL Bedtoov: Kawkés ovvOnkes, unxavucés BAAPeg,
aoB¢eveleg kat eTudnpie, Anoteleg Twv LVIAPXOVTWY TOVG, eTOé0ELS dwyHol amod
Oonokevtikés, MOALTIKEG 1) KOWVWVIKEG OHADES O¢ ia terra incognita. Kt Opwg ot
I'aAdot Oeatpotvol amtonTol OQywvav TG TEWNV Ktoew tov MeydaAov
AAeEavdpov, tov TCékic Xav kat tov TapepAavov, éxovtag ovveidnon ot
ETUTEAOVV eKTIOALTIOTIKO €0Y0 — «grande mission civilisatrice» to xapaktnoilet o

22 Svetlana GorSenina, «Les voyageurs francophones en Asie Centrale de 1860 a 1932», Cahiers
du monde russe: Russie, 39:3 (1998), 361-73.

% Eugene Lassalle, L'opérette frangaise, 0.1., 22-3 ko 96-7.

2+ Svetlana GorSenina, Explorateurs en Asie Centrale. Voyageurs et aventuriers de Marco Polo a Ella
Maillart, T'evetn: Olizane, 2003, 96-7.

% Lassalle, L'opérette frangaise, 6.1., 44.

26 ¥to 0o, 27.
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dog o Oaodoxns. Kat modyparty, otav o Lassalle emiotoépet petd and emtd
OAOKANQQ £T1) 0TI YEVETEIQA TOV, TIUATAL UE TO TTAQAOTHO Kol ToV TitAo officier
d’académie yix T0 €0Y0 TG dLAOOONG TOL YAAAKOV MOALTIOHOV 010 eEwTeQkd.” O
Eugene Lassalle O kataAn&et oto Movtoead, omov Oa avadeixOel oxamoaveig
OWACTKAAOG TNG DQAUATIKYG TEXVNG KAl WQUTNG TNG TOWTNG dQAUATIKNG OXOATS
tov Kavadda!?

YuvopiCovtag, n peAétn e povokobeatokng Cwng tov 19 awva kat
wxitega NG 0ToRlag Tov povokoL Bedtoov OuHICel éva KATAKEQUATIOHEVO
Hwoaikd. Exouv ekmovnOel ddaxtoQikés daToIBEC Kal HEAETEG UE AVTIKEEVO
oV Bio Kol To QY0 OTIOLdAIWY ONIULOVEYWYV KoL EQUNVEVTWV: AAAES e Oéua TV
KAAALTEXVIKT) CwT| KoL 00A0T 08 OUYKEKQIHEVA YEWYQAPIKA OOl AAAES TTAAL e
eotlaon oe otaBeQovg Oeopovg Kal PoElS 1) 08 PevpaTa Kol 0X0AES. (dotooo,
duaxmiotwvetal OtL  eAAelmel pia  €VEUTEQN, OULVOAIKOTEQT), OLXOTAVQOVMEVT)
OewpEnon Twv TAQATAV® HIKQEO-LOTOQLWY, (Owe akQBws emedn dagpevyel o
OUVEKTIKOG 0TOC HeTalV TOMwV, MEOoWnwV, Oeoudv kat yeyovotwv. Katd
OLVETTELX, AOYW TNG ATOOTIXCUATIKOTITAG KAL TNG dAOTTOQAS TOV, TO TEQATTLO
amobepa mov  €xel TIc TeAgvtaleg dekaetiec ovykevtowOel, TaQAEVEL
avaé&lomoinro.

Kt opwe 0 ovvektikog 10tog VTAQXEL: TO HOVO KO 0£ATEO, éva TARATTATLAKO
Yévog to omolo dudidetal Kol KaBloTatal KATavonTo Kal ONUOPLAEC KATX TOV
naxeo 19° awwva, xwels avotnEovg MeQLOQLOUOVS YAWOOAS, KOVATOVQAS M
Oonoxkelac. ITookertal yor v OTeQn, TNV OTEQETA KAl T OLYYEVN €ldn, OXL OTwg
ATIOTUTIWVOVTAL OTIS TIAQTITOVRES 1) 0TS 0eAldeg, aAA& mavw oto oavidl, wg
OKNVIKT) TEAEN. Avvapkol Toug @oQels elvat dNUIOLEYLKES HOVADES 1) OMAdEGS, OL
oTtoteg HEXQL MEOTIVOG KQLVOVTAV WG AOTUES KAL AOTHUAVTEG ATIO TNV €QELVA TWV
TAQAOTATIKWV  TeEXVWV. «ItaAmoc 1 yaAAwog peAodoapatikog Olacog» 1
«Béatpov yaAAwov év AOnvaic», dxPdlovpe OLXVA O€ TMAQAOTACLOYQAPULA
HeAeTuata, Tao onoia £€Xouv TNV TAOT va KatadkAlovv 1) HovoukoOeaToikr)
dpaoTnELOTNTA TOL 19 awva OTNV AVWVLUIK, CLVOdEVOVTAG TNV OXEdDOV TTAVT
He KATIOlx ana&iwor), Tov anAwg emaAnOevel TNV advvapia Hag Vo dXKQIVOULE
T METaALTEQN, oUVOetn ewkoOva. AKOUN OHwS kKal 1 e£€xovoa TIVELUATIKT)
npoowTukOt)Ta Alexandra David-Néel, okamaveic pHeAeTTOIX TWV AVATOAKWOV
Oonokelwv, avaxwENTOL PLAOCOPOG TOV €0WTEQLOMOD, avaQX ikt 1yeoia tov Jack
Kerouac kat tng yeveds twv beat, axoun kot exetvr, akodyoviag oto ovoua
Alexandra Myrial, épeAye o a la mode yaAAkd pemeptopLo oto Anpotikd Oéatgo
ABNvv xat evBovolaoe to abnvaikd Koo, eQUNVEVLOVTAC QOAOVS eAAPEAS
VPLPAOVOL WG HEAOS €VOS AVWVUHOL YaAAKOU Otdoov, mowv eykatadeipet
OQLOTIKA KAl APETAKANTA TOV OVUTIKO TTOALTIOUO Kt eykataotaOel oto O3 ét.?”

%7 Barriere, «Eugene Lassalle», o0.7.

8 Afjppa «Université Laval et Education», L’Almanach du peuple Beauchemin, 48 (1922), 171.

2 Me xapa O avapegB@ otV avtioTolxn HE T OWK1] OV EQEVVITIKY] TIEQLTTETELX TOV
ovvadéAgov Samuel Thévoz, educoL otic PovdioTikéc omoLVdEC, 0 omolog avalnTovoe Ta
txvn ¢ Alexandra David-Néel oe éva tepdoTIO YewyQa@ued kat XQOoVikO MAxioo mov
KAALTITE TOELS NTEIQOVS KAl £Vav aldva, 600 Kol 0 Hakeds Blog tne. ‘Exovtag evromioet
pia duxomaQtn kat avemiPePalwtn mAngogogia ot 1 Alexandra ota vidta g eilxe
EUPaVIOTEL WG AVQLKT] TOAYOLDIOTOL OTNV «OTtEQA TV ABNVWV» ota TéAn tov 190 awver,
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Irueoa, 0Aoéva Kol AVEAVETAL TO ETUOTNHOVIKO DUVAULKO TOU HoLQAleTo
TO KOWO evdlpépov (1 kat TBoc) Y To €QELVNTIKO TEdlO NG LOTOQLAG TNG
HOLOKOOEATOIKT|G TTAQAOTACT G, éva Ttedlo MAOVOLO O€ VEEG TIOOOTITLKES TO OTIOLO
telvel va avatéel 0A0OXEQWS TOV TEOTO HE TOV OTIOIOV OL CUYXQOVOL LOTOQKOL
oV OEATOOL KAl TNG HOLOLKTG AELOAOYOUV KAl EQUNVEVOLY TO AVTIKEEVSO TOLG.
[dlwg oe O,TL a@opd 0T «OKOTEWY) emoxn», OnNAadr otov 19° awwva, 1
LOTOQLOYQAPIA  TWV TAQACTATIKWY TEXVWV OAO Kal T Ovxva TAéov
petatomiCetat amo ) peAétn Tov Blov KAt TOL €Q0Y0V TV UEYAA®Y dNULOLEYWV
KAL EQUNVEVTWV OTIC HULKQOTEQES DAOTAVQOVHEVES LOTOQLEG, [E €TKEVTQO TNV
MAQEAOTACT]  KAL TNV  TEQEQEOLON  TAQAOTAOLAKY  (TMXQOTL  OXL TAvTa
ATIOKAELOTIKA OKNVIKY) doaotnowdtnta. Elvat aAnBeia 0Tt pia tétow meooéyylon
amartel €EOVUXLOTIKY] TEWTOYEVT] €QEVVA KAL OTOXVOAOYNOT), KaBws agoodk
ALyOTEQO  Ta  ONUAVTIKA  KAAAITEXVIKK  YEYOVOTA, KL TEQLOOOTEQO  TIG
TOAVAQLOES ETUTUXIEG «TNG NUEQAS», TNV TEOPOQLKY], UN emionun wtogia, T
KaAAITEXVIKA TaQaAEITIOpEVA, TR OXOALX KOl TIG EWOTOELS TIOL dNHOCLEVOVTAL
KU POQA OTAX «PIAX YOXHHUATO» TV ePNULEQdWYV, TO oToLXElo ToL e@rjpepov. Ot
Yneidec avtéc e KaAArtexvikng kabnuegvotntag, otav torobetnbovv oe éva
koo mAaiowo, oxnuatiCouv pia  evialar  kat  Cwvravr)  ekoéva TG
povowoBeatokng Cwrg Tov 19 awwva, TOL AVAYETAL TEQLOOOTEQO OTNV
KOLVWVIKT] OlXOTAON TNG L0TORAG TwV MAQACTATIKWY TEXVAV, TAQX OTNV
kaOeavt Ww0ToQlr TG MOLOKIG Kat Ttov Oeqatov. XNV ewova autr, Tov
npoomtaBovpe ofpeQa MAEOV VX CUUTIANQWOOVUE, ATOTUTIWVOVTAL UE dLvYT)
TEOTO Ol ALOONTIKEG KALOELS PG €TTOXTG, OL TIQOTIUTOELS TOV €VEVTEQOL KOLVOD,
EVTOC KAl €KTOG AULTIKOU KOOUOU, 1 A&ltovgylar TNG KAAALTEXVIKIG aYOQAS, N
eEEALEN ¢ vToKELTIKNG Kat NG oknvobeoiag, kabBws kat dAAec mTuxéc NG
HovoKoOeaTOIKNG TEAENG, TTépa aTtd oVVOEQ, TOTIOVGS Kal €0vn.

(Mmoe 1 Porfetd pov. Ilagdtt 1 €gevva NTAV AQXIKA ATOYONTEVTIKY], OTI OLVEXEX
Katdpega va aAlebow éva akdun «Botoaddkt otnv magadiar»: n eAagpoa vPilpwvog
Alexandra Myrial @atvetar o6tL Mtav péAoc tov yYaAAwkov Oidoov O6mepag LTO TOV
lumeeoaglo Boyet kat eppaviotnke yux pio ovvtopn kaAAttexvikn megiodo (Lemtép3oLos-
Noéupotog 1899) oto Anpotikd Gfatgo AONvwv. MaAwota vmnele ayamnuévn tov
adnvaikod Kowov, To Omolo KATAEEAKWONKE Otav ekelvn OAwWC apvdlws éomaoe To
ovuPoAaid e kat efapaviotnre! Ot oxetucéc avapopés oe adnvaikég epnpuepideg g
emtlpaxng mepLddov, Omws to Eumpdc, eotaAnoav otov Samuel Thévoz, o omoloc Tig
OLUTEQUEAQPE 0TIV ELOAYWYT] TNG VTIO TNV ETUHEAELR TOV KQLTIKNG €KDOOTG TOU €QYOU NG
Alexandra David-Néel, Le Grand Art, Paris: Le Tripode, 2018, 22.
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Kegrvgaikr oatCov omegag 1888/9: Amo tnv agx k)
Toaywdia 010 Grassano tng ItaAiag (8/20.10.1888) wg
to OgtapPevtiko kaAAtexviko @valde pe tnyv Flora
Mirabilis Tov Xntvgov Zapaga

Kwvotavtivog I'. Zapmdvng

Tov Avyovoto tov 1888 1 epyoAafia tov Oeatgov San Giacomo tng Kéokvoag v
™V oallov omepag 1888/9 (debveic Oeatowkés meplodor POvomweov 1888 wat
Amdkoew 1888/9) avatéOnke amd v «Erurgomr)» («Commissione») Ttov
ovykekQpévov Bedtoov otov AAéEavdpo Tepmovépa BoyyoAn (avapégetal wg
Alessandro Tembonera Vogoli otov ItaAwko povouwoBeatowo Tmo g emoxng).!
H évapén tov magaotdoewv elxe ogobel yiax to y' dexarjpego Oktwpolov 1888
kat N ANEn touvg yix v TeAevtala Kvouakrn tng Amokouag, 19.2/3.3.1889. Ltov
AQXIKO TOOYQAUMATIONO TNG £0YOAaPlag, mov dnuootomtomOnke tov LentéupoLo
tov 1888, avakowvwOnie 0Tt mewtn magaywyn Oa 1tav o Don Carlo tov Verdi kau
OTL kKt TNV dxgkelx TG oalov Ba avaPiPalotav kar 1 Flora mirabilis Tov
Yropov Xapdoa vmo v devbuvvor tov Wiov Tov ovvOétov, mov Oa petéPatve
et tovtov oty Képxvpa.?2 Tov d0 pnva to Anpotikd ZupPovAlo tov Arjpov
Keokvoailwv (Afpagxoc o MixanA ®cotdkng, ITpoedooc tov A.X. o Aeswvidag
BAaxog) evékpive miotwon 6.000 doaxpwv «dix twv omotwv OéAel dixcoounon
kataAANAwS to Oéatov, BéAeL de AngO1 @ovtic Tepl KaTaAETIOUOV UTTAAAETOL
000V €veoTt KaAAITEQOL €dIkws dx TNV Tapaotaocy g PAopa MipaumiAic»3
ITio ovykekoéva, Oa mpooAaupavoviav 8 punadagives ano v Itadia, evo
eTuUMEO00€TwS  amoaciodnke va OLVUTANEWOOVV  eKWS YIx aUTEG TIG
TIAQAOTACTELS 1) X0QwdIla kat 1 0pXNotoa Tov Oeatoov. Emiong, yvwotomou)Onke
0TL 0 LTOEog Xapdoas Ba dinvbuve tnv opxrotea tov San Giacomo katd Ttic 3
TIOWTES MAQAOTACELS NG Flora mirabilis.*

O AAéEavdpoc Tepmovépag BoyyoAng petépn oto MiAdvo 1on anod ta péoa
Avyovotov tov 1888 (ue to maAaid NueQoAdYo) pali pe tov avePo tov, ITétgo
Tepmovépa, kat Tov ovveQydTn oL, veapo maestro Xmvgo I'wpex (Spiro Gre(c)k
otov ItaAwo povowoBeatoukd Tvmo).5 Exel o toeic Kepkvoaiol emioképOnray

1 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1155, 15.8.1888, o. [1], anno XXVII, N.
1183, 15.3.1889, o. [2], Il mondo artistico, anno XXII, N. 35, 23.8.1888, ¢. 5, Cosmorama, anno LIII,
N. 32, 30.8.1888, 0. 4.

2 BA. otg abnvaikéc epnueotdes Néa Epnuepic, 9.9, 18.9.1888, Epnuepic, 15.9, 20.9.1888,
Axporodig, 19.9.1888. Ot nuegounvies twv abnvaikwv e@nuepdwy eivat pe to maiald
NuegoAdyto (-12 nuégec amoé to véo). Ilgog to magdv dev €xovv evtomioOel PUAAX TV
KEQKLOATKWV EQPNHLEQIDWV TwV etV 1888 kat 1889.

3 Epnuepic, 15.9.1888. BA. war Néa Epnuepic, 18.9.1888, AxpomoAic, 19.9.1888, 4.3.1889,
Epnuepic, 2.1.1889.

4+BA. AxporoAic, 19.9.1888.

5 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1155, 15.8.1888, o. [1], anno XXVII, N.
1183, 15.3.1889, o. [2], Il mondo artistico, anno XXII, N. 35, 23.8.1888, o. 5, Cosmorama, anno LIII,
N. 32, 30.8.1888, 0. 4.
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dtaooa kaAAltexvikd yoapela (Agenzie Teatrali), mookeluévov ag’ evog pev va
ovykotioovv tov Oiaco e Kéorvpag vy tnv emikeipevn callov omegag, ag’
ETEQOL D& Vit DLEVEQYNOOLV TIG OXETIKEG VALKEC TTQOETOIUAOLES KA TTaxQoryyeAeg.0

Exetvn akopwg v emoxn 1 kaAAttexvikn «mdtoa» tov Middvov 1tav and
TAQA TOAD ETUPUANKTIKY] €W KAl «KAEWOTH» £VvavTl TwVv eAANVIKWOV Oedtowv
AOYw TV AAAEMAAANAWY  X0EOKOTIIWOV TIOL OLVEPNOAV 0 avtd Katd Ta
teAevtaila €t (Wlwg ota Oéatoa twv IatEowv kat g Xvoov, aAA& kat " avto
¢ AOnvac). ITodyuarty, kat” emavaAnyn dexddec Itarol kaAArtéxveg g dmepag
elxav adOoKNTWGS Kol alpvidiwg eykataAeipOel povoL amod tovg egyYoAdoug avtwv
Twv OedtowVv Kat oL katad tomovg ItaAikés mpolevicés apxéc elxav avaykaoOel
VA KAVOLV DITAWHATIKEG TTapeUPAoELs, kKabws Katl éxtakta €é£0da, TEOKELUEVOL
va Tovg emtavaratoloovy. MaAwota, Adyw g ovuxvotnTag mov eixe AdfeL avtd To
apvNTkd @awvouevo, 1o ItaAuwod Ymovpyelo EEwteokwv avaykdoOnke tov
Avyovoto tov 1888 (ue to maAald NUEQOAGYL0) V& eKDWOEL KAL V& ATOOTEIAEL 0T
kaAAtexvikad yoageia tov MiAdvov pila eykVUkAlo («circolare»), Nkiota TiunTIKn
€wg KAl eEEVTEALOTIKT] Y T eAANVIKG Oéatoa. e avtrv, oUte Alyo ovTe TOAD,
mpoeoToloVVTAY ETUOT|MWS Ot Itadol kaAAltéxves va mEooéxovv ToAD, kaBwg
«TO HEYAAVTEQO HEQOS TV Odowv mov myav ota Oéatoa g EAAGdOS avtd ta
teAevtala xoovia katéAnEav va pelvovv oto meCodopo».” AkQws v O
eYKUKALO avarapryaye kat 11 Baowlkr] Nopagxia g MmoAwviag mog ta
kaAAtexvikad yoagelo g megloxng dwkatodootiag tc.t H dnuoociomoinon g
eykvkAiov otov ItaAkd povouoBeatowkd TOmo cvvodevOnke amd mKEOXOAX
ox0Aw, pe to Cosmorama Tov MIAAVOL VA OULVIOTA OTOVG KAAALTEXVEG va
PLAAYOVTAL ATIO «TIC MAYDES TWV VTIOOXETEWV TV €QYOA&PBwV NG EAAGDOC».”

[TegiAnyn TOL TEQLEXOUEVOL ALTNG TNG dLOPENUIOTIKAG Yix Ta EAAN vk
Oéatoa eykvkAlov dnuootevOnke kat oe évrvma g I'aAdiag, tng I'egpaviag kat
e AyyAlag, pe amotédeoua n Néa Epnuepic twv AOnvov va mpoPel oe éva
Aaikiotiko dp0Q0-0X0AL0 XWOIG AOYIKA eTIXEONUATA, OTO OTOl0 o’ evOg pev
ETUKQIVOVTAL OL OUVTAKTEG TNG EYKVKAIOV, ag’ eTé€Q0V dE Yivetal amomelpa T000
va oTtAwOoVV ot Itadol kaAAtéxveg Tng dmepag mov épxoviav otnv EAAGda we
XAUNANG TIOOTNTAS KAL — KATA OLVETIEL — TTIOAAEC POREC akaTtdAANAoL o0 Kat
va ducatoAoynOovv ekelvol ot Oeatokol emixelQnuatiec mov — ovreg PePaiwg
eEapxNc a@egéyyvol — Ea@VIKA «BAagayav Kavov» Kol TOUG eYKATEAELTAV
ATANQWTOLS 0TV TUXN TOLG. 10

[Maoa tavta, ot Tepmovépag kat I'vpex katépbwoav va oAokAnowoovv to
€0Y0 TOVG, OLVEQYALOUEVOL TEAIKWS HE TO KAAALTEXVIKO YOAPEIO TWV TOAKTOQWV
Cambiaggio kat Gianoli tov MiAdvov.! Zvykpdtnoav évav Biaoco amoteAovpevo
KUOIWG amd veaovg Kal AONHOLS, aAA& @eQéATdES, KaAALTEXVES TNG OTtEQAS,
TIOL elxav — €€ AVAYKNG mMEoPavws — adm@loet v mpoeomoinon tov ItaAkov
Ymnovgyelov E€wtepuecv. AfiCel va onuewwBel étL otnv ovykedtnon tov Okoov

6 BA. Cosmorama, O.7t.

7BA. Cosmorama, anno LIII, N. 33-34, 13.9.1888, o. 6.

8 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1160, 23.9.1888, o. [1].
9 BA. Cosmorama, O.7t.

10BA. Néa Epnuepic, 26.9.1888.

11 BA. Il mondo artistico, anno XXII, N. 43, 22.10.1888, o. 8.
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EVEQYO QOAO DLAOQAUATIOE KAl 0 LTVQOSC LaUAQAS, 0 0Tolog BELOKOTAV eKelvn
axQBwg v mepiodo 0to MIAAvo kal OMwS elval €VAOYO, EVOLAPEQOTAV
WOUTEQWS YIX TNV €TUAOYN TWV HOVWwOWV Tov Oa avaPiBalav v Flora mirabilis
otmv Kéoxvoa.

H oVvOeon tov Otdoov tng kepkvoaikng oatlov dmepag 1888/9 ntav 1) e&nc:

- Emilia Parodi (prima donna soprano assoluta drammatico, yiax tic copaoég
oTeQeg, amo to Brindisi)

- Gemma Perozzi-Morello (prima donna soprano assoluta drammatico, ywux tig
ooPaQEC OTTEQEC)

- Ines Biliotti (prima donna soprano assoluta leggero, yix Tig kwpikéc 0TeQec)

- Ernestina Bobbio (prima donna mezzo soprano & contralto, amo tnv
Alessandria)

- Rosa Berlini (comprimaria & prima donna mezzo soprano & contralto, amo to
Rimini)

- Margherita Bobbio (devtepevovteg goAot, adeApr) tng Ernestina Bobbio, amtd
v Alessandria)

- Enrica Campora (devtepevovteg QOAOL, KAAALTEXVIKO OVOUATEMWVLUO TNG
Enrica Parodi, adeA@r) tnc Emilia Parodi, amo6 to Brindisi)

- Marziale Parini-Panella (primo tenore assoluto, yix tic coBagéc 0meec)

- Angelo Rossi (primo tenore assoluto, yix T kwuikéc OmeQes, amd To
Cassalnuovo)

- Michelangelo Vincentelli (secondo tenore)

- Giovanni Comolli (primo baritono assoluto, amté v Cremona)

- Eugenio Aleni (primo baritono assoluto)

- Augusto Cappati (primo basso assoluto, amo tnv Ferrara)

- Valentino Tubertini (primo basso comico)

- Franzoni (devtegevovteg goAoL).

()¢ maestro concertatore kat devOLVTIC NG 0PXNOTEAS TEOTEANPON ©
Guarnieri, evew maestro g xoowdiag Oa rtav o Lmvog I'koek.12

H Rivista Teatrale Melodrammatica tov MiAdvov, n omola TV NpéQa Tov
dnuooievoe 0AdkANEN ™V eykVUKAL0 NG Baowlikr)c Nopagylag g MmoAwviag
AVAKOIVWOE KAl TO0 HEYAAVTEQO HEQOS TNG MAQATIAVW oVVOeonc Tov Oikoov g
Kéoprvoag vy v oailov dmepag 1888/9, mpooéOeoe otL, mapdTt oto Oéatoo tng
Kéoxvoag 0dev eixe moté ep@aviofel KQOUVOUA «TOAYUATIKIG €QYOAXPLKNG
KATAOTQOPTG», 1) €0yoAaBia doxile avouaAax Tnv ovvegyaoia Tng He TOLG
HOVWdOUG Tov elxav mEO OAlyov vmoypdpet pali g, kabott eykawinoe ulo
aovvnOn BeaTokn] TEAKTIKY: TNV Helwon TV HoOOV TV HOVWOWY TOLV AKOL

12 BA. Cosmorama, anno LIII, N. 33-34, 13.9.1888, o. 7, Rivista Teatrale Melodrammatica, anno
XXVI, N. 1159, 15.9.1888, 0. [1] (o€ 2 onueia), N. 1160, 23.9.1888, o. [1], N. 1164, 23.10.1888, o.
[1], Asmodeo, anno XVII, N. 32, 28.9.1888, o. 10, Gianni Maragno, Il treno del “bel canto”. I
disastro di Grassano del 1888, [Matera], Edizioni SETAC-Pisticci, [2017]. Xe avtd to onueio o
Yohpwv emiBuuel va evxaglotrjoel Oeppdtata tov efaigeto @ido, egevvnT) Kol
dnuootoypago Andrea Sessa yix v artootoAr] tov PiBAiov tov Gianni Maragno, to omoio
NTav TOTUK-WOWTK €kd00T TOAD HKQOU TIRAL KAt eKTOC EUTOQIOV, e ATOTEAEOUA 1)
e&eveot] Tov va elval TOAD dVOKOAN.
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apxloovv oL tapaotaoels.® ExAeloe HAALOTA TO ONUOCTEVUA TNG aVAPEQOVTAG HLE
vonua to Yvwoto «timeo Danaos et dona ferentes».!4

Qatvetal OtL 1] MEOWET TEOTAOT] Helwone HoBwv dev éyve amodekTy) amnod
TIC TIOLHAVTOVEG: 1) a&loA0YT kat éumeton Emilia Parodi'® kot n avepxopevn veaga
Ines Biliotti petéfaiav yvaun, éAvoav ta cuuPOAaLE TOUG Kol €0TOAPNOAV O
&AAec ovvepyaotiec mov OewEnoav MO CLUEEQOLOES Kol AELOTUOTES YIX TNV
otadlodpopia Tovg, !¢ evw Altyo apydtepa Tic akoAovOnoe oty dx eTtiAoyn) kat 1
Gemma Perozzi-Morello.”” tnv 0¢éon tovg mpooeAn@On 1 tote donun Virginia
Colombati (prima donna soprano assoluta leggero), mookelévov va agxioel dueoa
N oalov, kot Atyo apyotega Oa ywotav 1 mEooANYmn kat dAANG moHavTOvAaG.
Ooot povwdot eixav vmoypdper yux to 0Oéatoo g Képokvoag ovte mov
dLarvooLVTAV TNV TEQLTETELX 0TIV OTOlX EpTtAtVaY, Kabwg, TaQd TG KoY UTIOTTES
«mEOPAEYPeIc» Tov ItaAucov povowkoBeatoucov Tvmov, o kivduvvog YU avtovg dev
Oa tav avt) T POQ& OLKOVOULKOG...

Coupwva pe tov oxedoud g eoyYoAaplag, o Oiacog Oa ovykevtowvotay
oto MiAdavo kot Ba petéPorve odNEodouikws — péow Napoli kat Foggia — oto
Brindisi, an’ 6mov Oa emBiPalotav oe atpomAowo yix v Kéorvoa. Emedn n
évapén Twv Mapaotdoewy elxe mEoyoapuatioOel vy to teAgvtalo dekar)ueQo
Oxktwpotov tov 1888 e v omepoar Don Carlo tov Giuseppe Verdi, ot Kegkvpaiot
Oeatoucol mapdyovteg kat 0AOkAN P0G 0 Otaoog emuPiBdodnkav oto MiAdvo otov
oNEOdEOUIKG cvoud v TTéumtn 6/18.10.1888 katr tnv emopévn, INapaokeuvn
7/19.10.1888, é¢@pOacav otnv Napoli, d6ov mAngopoor|OnKav 0Tt T0 dPOHOAGYLO
nipog Brindisi elxe extdrxtwg TeomomomOel kat Oa ovvexlotav péow Potenza,
Metaponto kat Taranto, didtt 1) yoapur péow Foggia elxe teOel MEQOOwEIVWS €kTOG
Aeltovgyiag AOyw MANUHULOWV.

To owneodgoukd diktvo e Notwag  Itadiag avike Ttote OTnV
o1d1N0deouKT) etapetor RM (Societa Ferroviaria Rete Mediterranea). H yoauur) Napoli
— Metaponto, punkovg 271 xAp., eixe otowOel Tpunuatcd vrtd v emiBAeyn F'aAAwv
unxavikawv and to 1863 éwg Tic 15/27.12.1880, nuegounvia katd Tnv omoia
Aertovpynoe oAokAnowpévn. ESvmnpeteito and tayxvdQouKoUs oLUQUOUS, TOU
peTépegav kuplwg to dLeOvEg Taxvdopelo AAAK Kal eTBATES TTEOS KAL ATIO TOV
dteOvn) Aqpéva tov Brindisi. Exkkivovoav to andyevpa antd v Napoli, mepvovoav
amo to Salerno (54° xAu.), éotoipav agloteQa otV dakAddwon g Battipaglia (73°
XAp.) v to Eboli (80° xAp.), kat petd amod daxQrws avw@eQikt) mopela épOavav
0TO O1NEOdEOULKO KéVTEO 116 Potenza (165° xAu.) oe vpoueTEo 671 p. AkoAovBwg,

13 TéTOlEG MQOTACELS Y HEWWOELS HIOOWV ywotav amd Toug €Q0YOAABOUS TEOC TOUg
HOV@WOOUE HOVO OtV OL TAQAOTACELS &€ixav 10N aQX(OeL KoL Ol EMLXELQNUATIKOL
vmoAoytopol €detyvav mAéov otL dev EByatvav ta mooimoAoyloBévta voouega. Le kabe
meQimMTWOoT), N MEOWET TEOTAON Helwone HobwV elval oapés delypa e ELQNUATIKNG
aBePfordtrag kat mOavoL HeAAOVTIKOV KIvOUVOL XQEOKOTIAG NG egYoAaBing.

14 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1160, 23.9.1888, o. [1].

15 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1162, 8.10.1888, o. [1].

16 H Emilia Parodi ovvepydoOnke teAkds katd v oatldv omegag 1888/9 pe tv Arena
Nazionale tg @Awpevtiag (BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1165,
1.11.1888, o. [1]) xat To Béato ¢ Modica, evw n Ines Biliotti pe ta Oéatoa Tov Casale
Monferrato kat tng Begovac.

17 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1162, 8.10.1888, o. [1].
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ETaQvay pia dLaors Katw@eQLkt) mopela éwg to agabaAdooto Metaponto (271°
XAW.). Meta&V Potenza watr Metaponto (ovvoAkwg 106 xAW.) 10 yewyoa@ukd
AVAYALEPO NTav eVTOVWS €£€0Y0, e XaunAd aAAd amtdtopa Bouvd kot AOQoug e
évtova onUAdL OLABOWOTG, YKOEUOVGS, PAOAY YL, YOAVES KAl VeQopaywuata. Ev
HEOW AUTOV TOL YEWAOYLKOU OXNUATIOHOV, TOoL amoteAovoe amoAniels twv
Anmevvivwv Opéwv, vmmexe nla otevy Agkdvn otV oTola £€0Qee €AKOEWOWS O
KOS, aAA& opunTkOS Totapog Basento. Meta amo tnv Potenza wkat éwg tnv
€lo0d0 oTNV pikET] Tedda Tov Metaponto, 1 TLONQOOQOLKT] YO elXe oTEwOEL
OTIC VTIWQELEG UG TERAS AOPWV ATIOKQNVNG HOQPOAOYIAS, TIOL «KQEHOVTAV»
TV Ao TV Ui TAELEA TG, v amod TV dAAAN kvAovoe o Basento, Tov omoio 1)
YOoapUN dXxOTAVQWVE TEELS POQEG HE OONEODQOULKES YEPLEES. AdOYw TwWV
EVTOVWYV £daPOAOYIKWV TEOBANUATWY, éws To 1888 1) RM eixe E0déPel otadLAKWS
meQlmov 2,2 exatoppvowx ItaAwcés Algeg oe eyyeofeAtiwtika éoya and to Eboli
é¢wc o Metaponto, eva elXe TOOYQAUUATIOEL YIX TX APEOWS ETTOPEVA XQOVIX KAL
AAAa €Qya Upoug MOAAWV ekatoppvEiwy ItTaAuwy Apwv.!8

| - Piazza della S\azioneI,a

’ . 'f / ; {22 ] 2 / /
QtLLf/WLLL [ // & AL L ATOELL ¢ g%{.‘LhL é

8. elwitin § 0.,

1

To ewregikd Tov L.X. Napoli Centrale (ktigo tov 1866) o€ kagToAiva Tov 19 auchrva

18 Tt 0LONEODQOULKA, YEWAOYLKA KAL TOAYHATOAOYIKA OTOLXElx OV TtarQovTLlovTAL OTV
nagovoa peAétn mpoégxovtal: 1) amo T dV0 eowToElS Tov éxkavav otnv ItaAwr BovAn
otic 10/22.11.1888 ot BovAevtéc Lacava (mpwrtiotwe) kat Di Sant’Onofrio (devtepevovtwg)
mEog tov Ymovgyo Anuociwv ‘Egywv Saracco, kabBw¢ kat amd TG amMAVINCELS TOL
teAevtatov mEog awtovg, PA. Atti Parlamentari, Camera dei Deputati, Legislatura XVI, 2a
Sessione, Discussioni, CLXXXVIII, Tornata di Giovedi 22 Novembre 1888, co. 5397-5410, 2)
amo ta &pBoa pe Toug titAovg «Ferrovia Napoli-Salerno», «Ferrovia Tirrenica Meridionale»
kat «Ferrovia Battipaglia-Potenza-Metaponto» oto www.it.wikipedia.org., 3) and to Bi3Alo
tov Gianni Maragno, Il treno del “bel canto”. Il disastro di Grassano del 1888, [Matera], Edizioni
SETAC-Pisticci, [2017].
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http://www.it.wikipedia.org/

Emotoépovtag ota tov Oukoov omepag g Képgkvoag, o taxvdoopkoc
ovpopog No 265 Eekivnoe otig 19:20 to andyevpa e 7/19.10.1888 amd tov
Kevtouco odneodoouikd otabud (X.X.) g Napoli («Napoli Centrale»), onAadr| pe
oxedov diwen kabvotéponon, Adyw ag’ evdc pev Tov amagaltnTov eAéyxov oe
évav  HEYAAO aQlOud  EKkTakTwV  TaEwTV, kuolws Kapapmviéowv kat
IToaxtopwv Anuodoiag Ao@dAelag, oL 0ToloL eMETTEEPAV OTNV €DQA TOVG ATIO TIG
€00Ta0TIKES ekdNAwoels Y tov T'epuavo Avtokpatooa I'ovAiéApo B' (Kaiser
Wilhelm II) mov eixe emokepOel moo oAtywv mueowv tnv Napoli wkat eixe
avaxwEnoeL To TEwL TG g NUépag, ag’ eTéQov de g avarykalag EoodrKng 8
VEwV Paryoviwv.

O ovouog, emavénuévos T (atpopnxavr] pe avioako@opo tévtep kat 18
Payovix) kot AN oNG emBatwv (meproootega amtd 420 atopa), épBaoce voxta 0TO
vimedo g Potenza (165° xAp., vpdueTEO 671 U.) KAl apov Apnoe Tow TOL TOV
ONEOdEOULKO TNG 0TABbuO, TrEe TV dakAddwon ywx to Vaglio Basilicata (172°
XAW.), pmalvovtag €10l 0TO eVIOVWS KABodko Tumua NG OldQoung mov
odnyovoe oto Metaponto. H voxta ftav acéAnvr, omnv megloxn emKQatovoe
OOV Poxog kal éme@te dvvartr) Peoxr]. ‘Ewg tov X.X. tov Calciano (208° xAu.) o
oLvEMOG elxe KatéAOel ota 284 p. kot akoAovOwe ota 196p. éwg avtov Tov
Grassano-Garaguso-Tricarico (211° xAp.), omov épOaoe otig 05:30.

AoV mapépeve emi mevtdAento otov L.X. tov Grassano-Garaguso-Tricarico,
0 oLOMOG Eekivnoe oTig 05:35 pe katevOvLvom Tov X.X. Salandra-Grottole (223 xAp.,
vopeTo 136 W), o omoiog ameixe mepinov 12 xAp. O cvopodg diétpele aQXKWS
X HAKQA Kol TOAD avolxTr] €Ax@OWS aQloTeQr) OTO@r), akoAovBwe pia
dLdox kY] LoV TUTIOL dEELX OTEOPT] KAl AUETWS KATOTILY, €XOVTag 1O1 dlavioel
HOALS 4 xAu. ko 391 . mpog tov L.X. Salandra-Grottole, épOaoce otnv TtomoOeoia
Bradanelli tn¢ Salandra kat &oxloe va meQvd UTQOOTA amtd TO LIONQODQOULKO
dvAdaxkio 215 («Casello 215») (215° xAu. xat 331° ., vrevOvvog @LAakag Gaetano
Morea), el0eQxOpeVOg O¢ pila evTOVwe Katweokr) evOela unrovg 1380 w. kat
KAlong 5.67%.1° Le exetvo akac to onueio (215° xAp.), otnv de&ik mAeved ToL
TEAVOUG TNG YOAUMNG LTOXE Ml Ttd@og, 1n omoiax tnv Xwowe and évav
naQakelpevo Ao@o mov Polokotav oe andotacn HoAS 30 pétowv, evw TNV

19 TTgokaAel eviOmwon avtds 0 TOAV HeyaAog kot emukivduvvog Pabpog kAiong g
yooapunc. Avtr|) akoBae N kAion katd 5.67% (mov avtiotoixel oe kAlon MOAD Tdvw amnod
Tic 3 poigec, oL Elval TO AMAYOQEVTIKO OQLO YLt TOLG OUYXQOVOUG OLONQEOOQOHOUG),
onuaiver 6tL oe évav ovgud upnkovg 90 mepimov HETEWV, OMWC O OUYKEKQUUEVOS
(atpopnxavn, avOoako@ogo tévtep kat 18 Payodvia), 11 VIPOLETOLKT] dPOQAR HETAED TNg
QATHOHUNXAVAS KAL TOL TEAELTAOL BAYOVIOU TOU CUQHOU NTAV — O€ KATWQEQELX — TLEQLTTOV
5 pétoa oe ddotnua pOAS 90 HéTEWV, TEAKTIKWS ONAadr] 0 CLOHOC HTAv oav voa
«tQoX0dQoUEL 08 YKQENO», OTIwG Aéyetal otnv owneodooukryy ogoAoyia. EvkoAa prmopet
Kavels va avtiAngOel g duvapels mov déxoviav o’ avtd To ONUE0 TG dAdQOUNS 1)
QATHOUNXAVT, Ta Paydvia kat 0oL CUVOECHOL TV QORELWV, TwV oTolwv doktpaloviav eig
A&1QOV OL aVToX£C eAaoTikdTnTAS, ATt TNV 0oUr| (L&lot TOV CLEUOV emi TNV TAXVTNTA TOV,
o€ CLVOLAOUO e TNV HEYAAT KAlON) Kal TNV adEAvelx (0TNV TEQIMTWOT) KATA TNV OTIolor 0
pnxavodnyog Ba xeetaldtav EKTAKTWS VO OTAUATHOTEL TOV CLQHO 0€ TTOAD OUVTOLO XQOVO
KAl O& HIKQN amootaot)), Oomote ta TOPANuata médnong kot gvotabeiac Oa
napovatalovtayv and oofagdtata £ws Kol avuTéQBANTA.
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apLoteQn) mMAgvEa ™G MANotlale oe pla amoTopn KAOETN OTEOPT] TOL O TIOTAMOS
Basento.

H doa ftav Atyo petd tig 05:40 kat, evw 0 oVQUOG elxe avamTLEel TaxvTNTA
megimov 60 XIALOUETOWY TNV A KoL Ol TTEQLOTOTEQOL ETUPRATEG KOIHOVVTAV OTA
Bayovia, ovvavtnoe EaQViK& UTEOOTA Tov, ot artdotaon 50 pHétowv petd ano to
L1dnodooutd PuAdkio 215, 0yKoug XWHATWY &QYIAWIOUG OCLOTATEWS, TOL TTAV
T TEOIOVIA TNG TRWTING QAONG MG katoAloOnong, n omola vmrp&e To
aToOTéAeopa VTOVWVY PROXOTTWOEWVY TOL elxav monynOel otnv meQoxn TIg
teAevtateg nuéoec. H kwatoAioOnon elxe Lexivrioel HOALS TOWV amo Atya Aemtd
OToV auéows Oefld NG YOAMUUNG EVOLOKOHEVO AOPO KAl — WG YEWAOYLKO
PALVOULEVO — BOLOKOTAV aKOpX O€ eEEALEN ekelvn) aKkQLBWS TNV OTLYUn.

O ovopog No 265 dev diéOete CVOTNUA ALTOUATNG TEDNONG, OTOTE O
punxavodnyog Giuseppe Brambilla evepyomoinoe apéows to ocvOTNUA TOLV KOVTOX
atpov, yix va avakopel Blaiwg v taxvTnTa, KAl Tavtoxeovwe eEémeppe to
NXNTKO OT)Hat TOL oLvaryeQuOV. TTapa tavta, Adyw TG ULKET)S ATTOTTACTS ATIO TO
EUTOOLO, TNG HEYAANG KATW@EQKNG KAlOMG ™G yoauuns, g dvvaung g
adoavelag mov avantuxOnke otV pdla ToL TEAVOL ApéowS HOALS éYLve amd Tov
pUNxavodnyo 1 meooTidOetar HeTABOATG TG TaXVTNTAS Tov, Kabws Kol TG 0QUNG
TIOL EUTIEQLEIXETO OTNV HAla TOL Adyw TaxVTNTAS, O OLVOUOG dev TEOAaPe va
otapatoet. ITowtn n atpounxavr) pe 10 avOQaKo@OQo TéVTEQ TIQOTEKQOLTAY
OTOV OYKO TWV XWHATWV, avupwbnkav emMaAvw amo avtov KAl AVETQATIOAV.
AxoAovBwg, Ta 8 MEWTA PAYOVLX TOV CLEHUOV EKTOOXLATONKAV KAL AVETQATNOAYV,
T VTIOAOLTIA €KTEOXLXTON KAV, oVEONKAV Kal TeAkws akivnTomow)Onkav 0004,
eV HOVO Ta dV0 TeAevtala apépevay 0p0& kat evteAws a0kTa el Twv EAYWV,
HOALS TOlax péTOa HeTd Ao TO ONEOdEOUKO PUAAKLO. Zav va pnv épbave avto,
T Bayovia TOL OCLEUOV TIOL EKTEOXLACONKAV KAl AVETQATINOAV eKaAVEONoav
aK0AOVOWS HEQIKWS 1] OAKWS amd TOVOLS KatoAlobatvovowv yawwyv, kabwg 1
devTEQN PAOT] TOL ETUKIVOUVOL YEWAOYIKOU QALVOUEVOL — KATA Wi axoum
TQAYIKY) OVUTTWOT) — €moLVERT kat e€eAlxOnre axoPwg v otryun g
dleAevoews TOv OLEUOL amod ekelvo To onueio. ‘Etol, oL koluwpevol emiBateg
ekelvwv TV Bayovicov mov eKTQOXLATONKAVY Kal AVETQATINOAV, POV AQXIKWS
exo@evdovioOnkav akaguaia amod tig Oéoelg tovg kal XTUMNoav Plawx ota
E0WTEQIKA TOLXWHATA TWV Payoviwyv, akoAovBws BeéOnrav kat Bapuévol katw
QTIO TOVOLG PEQTWYV VAIKWY, TIROIOVTWYV T1¢ KatoAioOnong.

Y& eAdX10TO XQOVO 1] KAITUG TOL Ttapakeipevouv Aopov eixe aAdacel teAelwg
HOQPOAOYIX, évar LOVOTIATL IOV €EVTNEETOVOE TIG ALYEG AYQOLKIES TNG TEQLOXTIS
elxe xaOel oploTiKwe, 1 TNAEYQa@IKY) oUVdEON elxe KOTEL KL 1) OLONQEODQOMLIKY
yoaupn etxe eEapavioOel, kaBwg n otevr) KoW&da éwg tov motad Basento eixe
1o kaxAvpOel amtd mepirov 200.000 kLB péTEa XWHATWY o€ urKog 60 Tepimov
pnétowv. Toaywn) Aemtopégelax OtL 0 OVQUOG émEeme va Poloketal ¢ avtd TO
onuelo ot 03:50. H oxedov diwon kabvotéonon g avaxwoenomg Tov amo TV
Napoli amedeixOn teAwkws powaia, kabws ovvetéAeoe AMOPATIOTIKA OTO
KAEloLOo £VOC adOKTTOL VUXTEQLVOL «QavTeov pe tov Odvato» oto Grassano.

[MTowtot €&NABav ocwotr amd 1o teaivo ot 30 Kapaumviégor pe tov
eTkePaAnc Aliwpatikd toug kat ot 2 Ilpdktopeg Anuooiag AopaAeiag, ot omolot
ovvtalidevav Kat — Katd KaAn tovg toxn - eméPavav ota dvo teAgvtala
Payovia tov powatov ovEUoY, ToL elxav petvel aAwpnta. Ot TeQLooOTEQOL ATO
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AVTOUG MEOCEPEQAV TNV OOl TEWTI Porfewx pmogovoav otovg Bappévoug
OULVETUPATES TOVG, VW AAAOL dleoTidonoav Vo BEOXNV TNV TEQLOXT), HE OKOTO
VA EVNUEQWOOLY Yt TO OLUBAV, KAL V& KTUTOOLV TIG TOQTES TWV AYQOLKLWV
(ntwvtag katemelydvtwe Por)feix amod toug xwetkovs. Evag emillwv petépege tnv
mAno@oola Tepl Tov dvotvxiuatog otov X.X. Salandra-Grottole kat to mowTo
OXeTKO TAeyQdpnua épuye amtd exel yix tov L.X. tng Bernalda otic 06:53.

H xuonrtomoinon twv Tomkwv agxwv vmreée 600 TOo duVATOV TO KAUEOT).
Apxkawe, to KAk e RM otnv Potenza emediwée va otelder mEwto
LVTAAAIAOVG KAl YIATEOUC TG  ETAQEIRG OTOV TOTO TOL  OLOTULXTHUATOG,
ETOLHALCOVTAG TNV AHEOT] ATTOOTOAT] EVOG EWDIKOV TLEHOV KAL UMV EVNHEQWVOVTAG
AUEOWS, WG OPENE, TIGC TOALTIKES AQXEC KAL TIG AQXEC aopaAelag NG TOANG.
Opwg oL teAevtaies avteAn@Onoav Tic KIVIOES TIQOETOUATIAG TOV TOTIKOV
KkApakiov e RM, mANeogpoenOnkav kabvoteonuéva yix to Toayko ovpuBav kat,
KAVOVTAG XONON TWV OKAWUATWY TOUS, £EAVAYKAOTAV TNV OLONQ0dQO UK
eTaREl VA TIG CLUTIEQIAGPBEL OTOV ETTELYOVTWS avaxwovvta ovpuo. Etot, to
ovvtopoTego duvvatdv Eekivnoe amod v Potenza o edkdc ovpuog kat épOaoe
OTOV TOTO TOL DLOTLXIMATOG, HeTaPEQOVTAS Tov NOopAQXn TG TEQLOXTS, TOV
AMpagxo g Potenza, tov Ilpwtodikn g Oag mOANg, tov Awownt TV
Kapapmuviéowv, tov Aowknt g tomikr)c PRoveAas, ToV oToaTwTiko AQyiaTo,
duvapels aopaeiag, Nopopnxavikovs, Kabws kat unxavikovg, VTaAAAovg Kot
Ywxteovg g RM.

Ev tw petald — kat evd apxloe va axvoxapalet 1 véa nuéoa — TOWTES
épOaocav emITOTOL OL AEXEC TWV TEQLE KOLVOTHTWY, TOTUKOL LXTQOL KAl TAQA
moAAol xwowol pe ta okamtikd Tovg ovvegya. Opwg, Adyw Tng évtovng
ooxomtwons o motapos Basento £ppee @OLOKWUEVOS KoL OQUNTLKOG, HE
amoTéAeopa va unv etvat duvatr) n dueon kat aoc@aAng dukPaoct) tov, omote
otOnNKe 0AOKANQEN €TTLXEIQENOT] TMOOKELUEVOL VA KATAOTEL EQUKCTI) 1) TIQOOEYYLOT)
OTOV X(WEO TNG KATAOTEOPNG. LUVOALKWS, HEOA OTIC TOWTES 24 (0Qeg OLVEQREVTAY
eTUTOMOV TeELo0OTEQA aTtd 400 ATOUR, TTOL CLYKQOTNOAV TKATITIKA-OLXCTWOTIKK
ovvepyela, kabws kat xewpoveyol wtpot. To €0yo TV dACWOTIKWY TLVEQYEIWY
Ntav duoxeéoTato, dOTL 0 OYKOS TWV XWHATWV T)TAV TEQAOTIOS, VW HAALOTA
aKoAovONoEe Kat AAAN — 1ot KATd Oelp& — KATOAIOONOTN HETA amd TNV AQXIKY)
KAt amo ekelvn mov eixe mANEel mAgvEKA TV 10N eKTEOXIACUEVT) apaooToryia.
Ot xwowol, XONOHOTOLWVTAG TOATIES, PTLAQLX KAL XEQOKIVNTA KAXQOTOAKLA
ouKodouT)g, TEOoTIABOVoAV VA ATTOUAKQUVOLV ATtO TA PAyoOvVia T AACTIWMEVA
TUA XWHATA KAL VA T LETAPEQOLV elTe Alyeg dekAdES HETOX TIO TTEQAL, ELTE TIQOG
TNV HEQLA TNG KATOALOONOTaoas MAayLAG, €10l wote va v otabegomomjoouy,
XWOIC Opws povipo amotéAeopa, kabws 1N aQyAwdNg AGOTN emavakvAovoE
AOyw peyaAng kAtong. Emilong, kata v didokelx twv evaywviwv mooonadewwv
dlxoworg, eTépeve TO OOV PUXOG KAL 1] KATAQQEAKTWONG BROXN, eV TIS apéows
ETIOUEVEC WQEEC O KAROG emdevwdnke kat akoAovOnoe xlOVOTTWON, e
ATIOTEAEOUA O XWQEOS VA kKaAv@Oel ovvTopa amd MUKVO XLOVL, YEYOVOS TIOU
dLOX€QALVE TEQAITEQW KAL DLEKOTITE KATA OLACTHHUATA TO €QYO TNG ATOUAKQUVOTG
Twv Xxwpatwv. Btoy, agxuws OewenOnke ot 11 kataoteoen Oa améBatve
OAOKANQWTIKY), pe amoTéAeopa va (nNtnbovv kat va meowbnBovv otov XwEo Tov
dvotuxnuatog 200 @épeton, £Totua vor LTTIOdEXOOVV TOV elkAlOUEVO TTOAD pHeEYAAO
aQlOUO VEKQWV.
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Av katL oL akpwg dvoolwveg axikés mEoPA&Pels dev emPBeParwbnrav, o
eTUONUOG TEAIKOG ATIOAOYLOUOG TOU OLONEOdQOULKOV dvoTuxpatog oto Grassano
Ntav xkat TAAL teaywkodc: 20 vekgol, peQkol ek Twv omolwv  eveédnoav
dlapeAlopévol, kat 48 toavpaties. ATO Tovg VEKQOUG oL Tévte Bynkav and Toug
OYKOULG TWV XWHATWV 0TIS 8/20 Kkat ot dekatels v ertopévn, 9/21.10.1888, evw
dV0 akodu”n vekpol mpoékupav atd Tovg Pagld TEAVHUATIES, €vag aTtd TOUG TEVTE
Tiov elxav petapepOel oto Grassano Kat évag amo Toug €EL OV elxav petageQOel
otnv Potenza.

Meta ¥ twv vekpwv roav o veapog Keprvoaiog povoucdg Xmovpog ['kpek kat
T£€00EQLS ATtd TOVG TO BACIKOVS HOoVwdOoUS Tov Ooov g Képrvoac: Rosa Berlini,
Angelo Rossi, Giovanni Comolli kat Augusto Cappati.? Metald Twv ToaupaTIOV
noav o avePlog tov gYoAaPov, o ITétpog Tepumovépag, kabwe kat ta €€ HéAn
tov Owkoov: Enrica Campora, Margherita Bobbio, Marziale Parini-Panella, Valentino
Tubertini (kat n oVlvYdc Tov) kKat Michelangelo Vincentelli.?!

20 BA. Il mondo artistico, anno XXII, N. 43, 22.10.1888, o. 8, Rivista Teatrale Melodrammatica, anno
XXVI, N. 1164, 23.10.1888, o. [1], Cosmorama, anno LIII, N. 39-40, 23.10.1888, 0. 7, Gazzetta dei
Teatri, anno L, N. 39, 25.10.1888, o. 7, AxpdémoAic, 11.10, 13.10, 16.10, 31.10.1888, Néa
Epnuepic, 11.10, 13.10, 20.10.1888. Idixitato evOlxéQov €xeL 1) CUYKLVIOLXKA QOQTLOLEVT
KAl LAKQOOKEANC avTamtdkoLot NG AKpomoAews, TNG OTOLOG O AVTATIOKQOLTAS HETEPN OTOV
Mo Tov dvoTvXNHatog Ta Enuepwpata tne Aevtépac 10/22.10.1888 pe ewdwkr
apafootolxio amd 1o MAavo kat apnynOnke AemMTOHEQWS Tat 00 TEAYIKA &0 KAt
ovlnnoe emténov (BA. AxpomoAic, 16.10.1888). Emiong, Aemtopépetes yia tic ovvOnkeg
TOU OVOTUXTHATOS KAL TIG EVEQYELEC TWV TOTUKWV TAQAYOVIWV KAL TWV OTWOTIKOV
ovvegyelwv PA. oto Gianni Maragno, Il treno del “bel canto”. Il disastro di Grassano del 1888,
[Matera], Edizioni SETAC-Pisticci, [2017].

21 BA. Gianni Maragno, Il treno del “bel canto”. 1l disastro di Grassano del 1888, [Matera], Edizioni
SETAC-Pisticci, [2017].
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Axporodic, 16.10.1888: «H maga to Boivdell pofega 01dnoodoopt. kataotQopr)»
(eTutOTIO QETOQTAL KAl HAKQOOKEATG EDLIKT) avTamdkolon and To MiAdvo pe np/via
11/23.10.1888).

Zrov ItaAwod povowoBeatowkod TUMo Wwitegog Adyog éywve vy v
TEQIMTWOT) TOL VEKQOV veaQov untaoov Augusto Cappati, ov dev eixe axoun umet
otV Toitn dexkaetior TG Cwr)g Tov. Eixe kavel vopikég omovdés, aAAd eméAele va
VTNEETNOEL TOV KOOMO TNG OTeQaS. LNV kndeta tov, mov éywve otnv Ferrara, o
Oorjvoc vmne&e TAVONUOC Kal TNV HVIUN OAWV TV  TAQEVQLOKOUEVWV
OTOlXELWOTaV Ol TOAYIKES PLYoVEES TNG X1oas oulVUYoL TOL Kal TV dVO UKQWV
ntadwv tov. Entiong, otnv BaAitoa tov vekpov Bagutovov Giovanni Comolli, 0tarv
Vv EEDaav ta cwoTkd ovveQyela ato TIC AdoTeg, BéOnke pia tapTiITOVEA TNG
nEwNG Peeotov tov Don Carlo (YyaAAwn Pepowdv, 5 moaelg), v omola, OTws
palvetal, peAetovoe exelvn akBwsg v TeElod0 0 ATLXOC KAAALITEXVG Yo Vo
avtanokQLOel pe allomEémeln oTIg emayyeAHaTIKéG TOV LTTIOXEEWOELS.2 AloOnon),
AKOUT, TEOKAAETAV Ol TMEQLTITWOELS TOL OAVATOL TNG TOAV VEaQNS KOUTOLUAQLAG
Rosa Berlini, axgaila mtwxng kat avOmavoens unteéag evog ayoplov HOALS 4 etwv,
tov Glauco Berlini, mov — punv éxovtag ovte matépa — €pewve AoV LTIO TNV
TEOOTACIA TOL TTATITIOV KAL TG Yiryl&kG tov oto Rimini, tov tevogov Angelo Rossi,
TIOL 1TAV MTWXOS KAl eyKatéAenpe povo tov otnyv Cwr| Tov NAIKIWHEVO TTaTéon

2 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1164, 23.10.1888, o. [1], N. 1165,
1.11.1888, o. [3], Gianni Maragno, Il treno del “bel canto”. Il disastro di Grassano del 1888,
[Matera], Edizioni SETAC-Pisticci, [2017].
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oV, kabws Katl Tov Lrvgov I'kpek, oL NTAV KAl ALTOG TTTWYXOG KAL APT)OE OTNV
Kéokvoa amapnydentouvg matéoa, untéoa kat adeA@r).

()¢ TEOG TNV KATAOTAOT) KAL TNV TUXT] TWV TOAVHATIWV TOL Bikoov:?

a) Enrica Campora: HwA@TES 0TIV TTEQLOXN TOL KEPAALOD, TOV de&LO UNQEO KAl
v delld yauna, petapépdnke oto Brindisi, n oucovouikn tng katdotaon nrav
Kakn.

) Margherita Bobbio: moAV cofapa toavpata, petagpépdnke otov Tagavta
Kat eykataotdOnke pali pe v adeAr) g, Ernestina Bobbio, oto exetl
Eevodoyeto Duilio, dtov déxOnKke emi HakEOV IXATOLKES POOVTIOEG.

v) Marziale Parini-Panella: coPapd toavuata, avikavog va epyao0Oel yia to
AUEOWG ETIOIEVO XQOVIKO OLACTNUA, 1] OLKOVOULKT] TOL KATAOTAOT] JTAV KAKT).

) Valentino Tubertini (kat 1) c0CvyOg TOVL): didpoga TEavUATA.

€) Michelangelo Vincentelli: coBagd toavpata, petagéoOnike otnv Potenza,
avikavog va egyaocOel Yo To apéows eMOUEVO XQOVIKO DIACTNHA.

Emiong, o avepog tov eoyoAaPouv, o Ilétpoc Tepmovépag, vméotn
KATAYHATA 0& D€L0 UNEO KAL ETILYOVATION, €VW €PEQE KAL dLAPOQR TOOVUATA
otV ik xwoa. I' avtoév tov Adyo voonAevOnke agxikws oto Grassano kal
katomy og voookopeto tng Napoli, 0Ttov kat tov emioképOnKe évag ovyyevrg Tov
amd v Kégkvoa.?® O eoyoAdpoc AAéEavdooc Tepmovépag BoyyoAng, o omolog
ToavpatioOnke maoa TMOAV eAa@Od Kal wg ek TOVTOL deVv CLUTIEQLEA)PON OTOV
ETUOTUO KATAAOYO TWV TOAVHATIOV, EYKATAOTAONKE ATO TIC TEWTES WOES OTO
Grassano, am’ OTOL 0QYAVWOE T TEEMOVIAX KAL VEVOULOUEVA OXETIKWS HE TA
VeKQA pEAT) Tov Oxoov.”

Ou épevvec moOv éywvav TIG €MOMEVES MHEQES aTtd eWKWS ovotabeloa
Emtpomn) Atepevnong €detéav emimpoo0étwe OTL 0L KATOLKOL TG TTEQLOXTS, AAAL
Kat 0oot déoXllav KaONEQVWS TOV QOO TIOL LTTEQKELTO TG YOOUMNG, dev
elxav avnouvxNoeL KAt TO TEONYOUEVO XQOVIKO dAOTNHUA ATO KATIOLO 00PBAQO
TIEODQOUO TIQOEDOTIOTIKO PALVOLEVO. ATIOKAAV@POT)IKE, OUWS, OTL 1] évdelEN NG
amelAne  yux  evdexouevn  katoAiobnon oto ovykekQuuévo onueio  elxe
napovolo el agKreTéC PeC TOLY avtr) ovUPel, aAAAK Kakwe dev afloAoynOnke wg
ooPaEn) ATO TOVG APHODIOVG TG TONEODPOUIKTS eTaRelng. Pavnke, akoun, OtL TO
TEWTO KUMA TNG KATOAIOONONG emAnowoe Vv maakelpevn ota deflx g
YOXHUUNG TAPQO, E ATIOTEAECUA TO ETIOUEVO — AOYW LTIEQX ELALTEWS TNG TAPQOL —
va kaAOper v yoauun kat v apaoortolxia. Emiong, Adyw tng duvvatrg
BEOXOTTWOTC KL eTEWN TO PaLvOUEVO eEeAlxOnke TV oTIyun akQBws Tov o
oLEMOS TANOlale Kat TeAkws épOaoe 0to onuelo, 0 OTOLOG NXOS TNG AXQXLIKTG

2 BA. Gianni Maragno, Il treno del “bel canto”. 1l disastro di Grassano del 1888, [Matera], Edizioni
SETAC-Pisticci, [2017].

2 BA. Néa Epnuepic, 20.10.1888, Gianni Maragno, Il treno del “bel canto”. Il disastro di Grassano
del 1888, [Matera], Edizioni SETAC-Pisticci, [2017].

% BA. Gianni Maragno, 1l treno del “bel canto”. 1l disastro di Grassano del 1888, [Matera], Edizioni
SETAC-Pisticci, [2017].

2% BA. AxporoAig, 13.10, 16.10, 31.10.1888, Néar Epnuepic, 13.10, 20.10.1888.

2 BA. Gianni Maragno, Il treno del “bel canto”. 1l disastro di Grassano del 1888, [Matera], Edizioni
SETAC-Pisticci, [2017].
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katoAloOnong dev éywve avtuAnmtog ovte and tov @LAaka tov PuvAakiov ovte
aTtd TOLG XWELKOUG TIOL DLEUEVAV OTIC TIQAKEIUEVES oryQOLKLEC.

Onwe Ntav Aoykd, petd and 1o kaiglo TANYHa mov déxOnke o Bixoog g
Kéoprvoag 0Aot Oewpnoav dtL avtdg dLeAvdn kat mwg 1 mbavotnta deEaywyng
MAEAOTATEWV 0Ttepas otnv Kéokvoa v v oalov 1888/9 elte eixe 0QLOTLKWS
efatuoOel elte — omv kaAteon meQlmtworn — 1MNtav TAEOV  EEALQETLKWS
ap@(PoAn.z Ooot amd tovg KaAAltexveg oav owot kat afAaBeic odnynodnkav
katamtonuévot oto Brindisi, 0mov petépn apéows and v Kéokvoa o Avtwviog
I'ovatdg, TTpoedpog tne Emutgomric tov Oedtoov San Giacomo kot Anpotikdg
IT&pedpOC, MEOKEIEVOL VA TOVG EUPUXWOEL KAL VO TIQOOTIAOT|OEL VX CLYKQATHOEL
0oovg pmopéoel. AkoAovBwg, ot Tepnovépag kot Fovatdg, petépnoav oto MiAdvo
KAl fe TNV €k véou Porfeta Tov Lmvgov Lapaga ovpniArjpwoav tov Biaco.? ‘Etot,
dV0 HOALS eBdouAdES peta To dvoTUXN A 0 Olaroog elxe oM emavacvykEotnOel wg
e&ne:

- Gemma Perozzi-Morello (prima donna soprano assoluta drammatico,
vTEYoae €K VEOD)

- Virginia Colombati (prima donna soprano assoluta leggero, péAog tov
aQx koL Oidoov)

- Maddalena Tamburini-Garulli (prima donna mezzo soprano & contralto)

- Gerardo De(l) Castillo (primo tenore assoluto drammatico, Iomtarvéc)

- Emidio Bettini-Lorini (primo tenore assoluto leggero)

- Cesare Baracchi (primo baritono assoluto, amto Reggio Emilia)

- Luigi Bonfanti (primo baritono assoluto)

- Alessandro Niccolini (primo basso assoluto)

- Valentino Tubertini (primo basso comico, péAog tov agxtkov Oidoov).

()¢ maestro concertatore kot dLevOLVTNG TNG 0QXNOTEASC TEOTEAT|PON Kot
ntaAt o Guarnieri.

Maestro dei cori: Giannini.

Mnxavucog oxknvne: Kaitac.

AtevBuvrr|g tov Bedtoov: ITaAndc.®

Onwg avakowwOnke, o Oiacog Ba épbave otv Képkvoa péow Brindisi to
YaBPato 29.10/10.11.1888,% kdtL TOL OVTWS OLVEPN He amoAvT akEiBewa, aAAL T
kootovpx  é@Baocav  kabvoteonuéva amd v Itadia v Tlagaokevn,
11/23.11.1888.%2 'Etot, n oalov dvoiée to LaPParto 12/24.11.1888% kat éAnée — kata
ta ewbota — v TeAevtala Kvguakr) e Amoroude, 19.2/3.3.1889. Aujokeos,
onAadn), 100 oLVOAIKWS NHEQES, EVA TO OUVOAD TWV TIQAOTACEWV TQETIEL VO
é¢pOaoe meplmov tig 85 (ue 6 mapaotdoels edopadiwg).

28 BA. Cosmorama, anno LIII, N. 39-40, 23.10.1888, o. 7, AxponoAic, 13.10.1888, Néaw Epnuepic,
20.10.1888.

2 BA. Néa Epnuepic, 20.10.1888, AxpdmoAic, 31.10, 24.11.1888.

30 BA. Rivista Teatrale Melodrammatica, anno XXVI, N. 1166, 8.11.1888, co. [1, 4], N. 1167,
15.11.1888, o. [4], Cosmorama, anno LIII, N. 43, 17.11.1888, o. 7, N. 44-45, 28.11.1888, ¢. 10, N.
48, 22.12.1888, 0. 2, Asmodeo, anno XVII, N. 39-40, 27.11.1888, o. 11, Il Teatro Illustrato, anno
VIIL, Dicembre 1888, N. 96, 0. 189, Epnuepic, 7.2.1889.

31 BA. AxporoAic, 31.10.1888.

2 BA. AxporoAic, 17.11.1888.

3 BA. AxporoAic, 17.11, 24.11.1888.
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HOTEL INTERNATIONAL

BRINDISI

('-.:n!nr tous Jea Ilotels de la C* Intermationale des Grands liMels, 1I'Hdtel International
o Drindis ofire le confort le plus recherehd. Ses aménsgoments sont conformes aux exigences do

|| ygione mf oderne.
Situé & l'endroit o accostent les sleamers de toutes les rwmpxgn es de navigation et o
aboutit 1a voie ferrée, cot hotel est le scul adopté par les Voyageurs qui se reodent aux Indes ou

dans le Levaat,
Vins et cuisine de choix. Pensions pour familles. Prix modérés.
Directewr : M. L. DESBLACHES.
Awévag tov Brindisi: ) anofaBoa twv atpomAoiwyv pe meoogtopd v EAAGDa kat
TO avtikQu evolokopevo Hotel International. e avtd dLépevav ouviiBws ot KaAAALTEXVEG
o avaxwenoovv Y EAAGda. Evtdc tov Eevodoyelov mapelxovto kat Toamelikég

vnNEEeoieg

H mowavtova Gemma Perozzi-Morello ameAvOn mowv amd ta péoa
Aexeppoiov 1888 Adyw akataAAnAotntag eEattiag aobeveiag (eppaviodnke povo
oe 2 0meQeg, o€ 18 TLUVOAKWS TAPAOTACELS) KAl 0 Ola00g €HELVE AVAYKATTIKWS
Yx poo pnve pe piloe povo mopavtova, v Virginia Colombati 3 Meta amo
emtOuplar tov XmUEOL  LAPAQA, TQEOG AVIIKATAOTAON TG  amoAvOeioag
niotpavtovag Perozzi-Morello, mov katd maoa PePatotnta pe Paon Tov aQXko
TEOYQAUMATIONO O mMpwTtarywviotovoe oty omepa Flora mirabilis, e’ 6cov 1tav
0& KA @WVNTIKY] KATAOTAOT Kol elxe magapeivel otov Olaoo, éywve aQxikwg
neotaon otnv Emma Dotti-Ambrosi, 1 ool agvr)Onke, emiAéyovtag va epyaocOetl
oto Oéatpo Piccini tov Bari,® kat katomv otnv Concett(in)a Bevilacqua, 1 ool
amedéxon, Aappavovrac 4.000 poayka yix oxedov 2 ujveg.se

3 BA. Epnuepic, 20.12.1888, 2.1.1889, AxporoAic, 7.1.1889, Cosmorama, anno LIV, N. 3-4,
20.1.1889, o. 10.

35 BA. Rivista Teatrale Melodrammatica, anno XXVII, N. 1175, 15.1.1889, o. [1], Cosmorama, anno
LIV, N. 3-4, 20.1.1889, o. 10.

3% BA. Rivista Teatrale Melodrammatica, anno XXVII, N. 1174, 8.1.1889, o. [1] (o€ 2 onpelo), N
1176, 23.1.1889, o. [1], Il mondo artistico, anno XXIII, N. 1-2, 9.1.1889, o. 8, N. 3, 20.1.1889, o. 8§,
Cosmorama, anno LIV, N. 1-2, 10.1.1889, o. 10 (oe 2 onueia), Lo Staffile, anno X, N. 1-2,
10.1.1889, o. [1], Gazzetta Teatrale Italiana, anno XVIII, N. 3, 12.1.1889, o. 4, AxpomoAic,
7.1.1889.
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LILUSTRATO DI LETTERF. ARTI, TEATR] E SPORT
4 T DU I OONT DIREE MRS
SmEEm e R
uummn ul umnml ABE

wires
Pebbico st i ot di e ¢letein

verras R r .
e it 1 — chbs e & TaalE0® Aiheay, @ 4 TT0F 16 Frekt um, psi Gocl, | redeie ke sautincas di Heairkn, 13 -uam
e cerines ol s fmmm«nn:ln Sewac, W q-k!-mt«m hm At e B res cempega, Iy 1 essenn & s spas
ere siem sizici chie . sapies b wrepalie @ Tarmmccieon @ qual piblic sllo sctindarel §  quesiwise, — Tl s
v PREwaEn s e ol egazmean it
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f s, fe oplls, quel Wb sene

chital‘al atemoe.. 165 (o], 18 aun dew

H mowpavtéva Concett(in)a Bevilacqua oe pwtoygaia otnv mewtn oeAida tov
ItaAwob povokoBeatoucov evtovmnov Lo Staffile, anno X, N. 1-2, 10.1.1889

Kata v dikgketa g oallov avaPiBaodnrav povo 7 omegeg pe v e&ng
oewa: 1) Ernani (tov Giuseppe Verdi), 2) Lucia di Lammermoor (tov Gaetano
Donizetti), 3) Lucrezia Borgia (tov Gaetano Donizetti), 4) I Puritani (tov Vincenzo
Bellini), 5) Un ballo in maschera (tov Giuseppe Verdi), 6) Il barbiere di Siviglia (tov
Gioacchino Rossini) kat 7) Flora mirabilis (tov Lmooov Zapaox).

Kamowx otryur) avaxowwOnke and v eoyoAafla otL wg 57 magaywyn
nipoetoalotav o Rigoletto (tov Giuseppe Verdi),” aAA& dev @atlvetar va
avaPiBaodnke TeAkws avutr) 1) OTteQA.

Ta Baowa otorxela TV 7 MAQAYWYWV TNG KEQKLOAIKTG oatlov OmeQag
1888/9:

1) Ernani (tov Giuseppe Verdi)®*

37 BA. Il mondo artistico, anno XXIII, N. 1-2, 9.1.1889, o. 8.

3% BA. Axpomodic, 17.11, 24.11.1888, Rivista Teatrale Melodrammatica, anno XXVI, N. 1171,
15.12.1888, o. [1], N. 1179, 15.2.1889, 0. [2], Il mondo artistico, anno XXII, N. 51, 16.12.1888, ¢. 7,
anno XXIII, N. 1-2, 9.1.1889, o. 8, Cosmorama, anno LIII, N. 48, 22.12.1888, o. 2, anno LIV, N. 1-
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1 magaywyn g calov.
IMoepiéoa: Xapparo, 12/24.11.1888.
TovAaxiotov 17 magaotdoelc.
Empepatwpévn darvoun:
Elvira (s): Gemma Perozzi-Morello / [Concett(in)a Bevilacqua®]
Ernani (t): Gerardo De(l) Castillo
Don Carlo (bar): Cesare Baracchi
Don Ruy Gomez de Silva (bs): Alessandro Niccolini
2) Lucia di Lammermoor (tov Gaetano Donizetti)*
21 magaywyr) s oatlov.
IToeutéoa: Iapaokevr), 18/30.11.1888.
TovAaxiotov 18 magaotdoelc.
Empepatwpévn davour):
Lucia (s): Virginia Colombati
Edgardo (t): Emidio Bettini-Lorini
Enrico (bar): Luigi Bonfanti
Normanno (bs): Alessandro Niccolini
3) Lucrezia Borgia (tov Gaetano Donizetti)*
3" maparywyr) e oatlov.
Avemutuxng moeutéoa pe tnv Perozzi-Morello: 0. a' 10rjpego Aekeupoiov
1888. Apeor amdAvON TG CUYKEKQLUEVTG TOLUAVTOVAG.
Ex véov avafifaon pe v veogpeopevn Bevilacqua, otnv mowtn eugpavion)
¢ otV oknvr) Tov Bedteov San Giacomo: Kvoiakr, 25.12.1888/6.1.1889.
TovAaxiotov 5 magaotdoelc.
EmiBepoaiwpévn diavopur):
Lucrezia Borgia (s): Gemma Perozzi-Morello / Concett(in)a Bevilacqua
Duca Alfonso (bar/bs): Alessandro Niccolini
Gennaro (t): Gerardo De(l) Castillo
Maffio Orsini (c): Maddalena Tamburini-Garulli

2,10.1.1889, o. 10, N. 3-4, 20.1.1889, o. 10, Il Teatro Illustrato, anno VIII, Dicembre 1888, N. 96,
0.189, Néa Epnuepic, 18.1.1889.

¥ BA. Néa Epnuepic, 18.1.1889, omov avagégetar o6tt 11 Concett(in)a Bevilacqua éxet
eppavioBet — petal aAAwv omegwv — kat otov Ernani. O yodpwv diatnet empvAaln v
™V akPelax avtg g MANQOPOQLaC.

4 BA. Axporodig, 24.11.1888, Cosmorama, anno LIII, N. 46-47, 12.12.1888, o. 12, N. 48,
22.12.1888, 0o. 2 kot 7, anno LIV, N. 3-4, 20.1.1889, o. 4, Gazzetta dei Teatri, anno L, N. 46,
13.12.1888, o. 8, Rivista Teatrale Melodrammatica, anno XXVI, N. 1171, 15.12.1888, o. [1], N.
1178, 8.2.1889, o. [2], N. 1179, 15.2.1889, o. [2], N. 1183, 15.3.1889, ©. [2], Il mondo artistico, anno
XXII, N. 51, 16.12.1888, o. 7, anno XXIII, N. 1-2, 9.1.1889, o. 8, Asmodeo, anno XVII, N. 43,
18.12.1888, a. 5, Il Teatro Illustrato, anno VIII, Dicembre 1888, N. 96, ¢. 189.

4 BA. Epnuepic, 2.1, 14.1.1889, AxpomoAdic, 7.1, 27.1.1889, Néa E@nuepic, 18.1.1889, Rivista
Teatrale Melodrammatica, anno XXVII, N. 1174, 8.1.1889, o. [1] (o¢ 2 onueia), N. 1176, 23.1.1889,
o. [1] (o€ 2 onueia), N. 1177, 1.2.1889, o. [1], N. 1179, 15.2.1889, o. [2], Il mondo artistico, anno
XXIII, N. 1-2, 9.1.1889, o. 8, N. 3, 20.1.1889, 0. 8, N. 4-5, 31.1.1889, ¢. 6, N. 8, 19.2.1889, . 9,
Cosmorama, anno LIV, N. 1-2, 10.1.1889, o. 10, N. 3-4, 20.1.1889, co. 4 ko 10 (o€ 2 onpeia g
0. 10), N. 5, 29.1.1889, o. 4, Gazzetta Teatrale Italiana, anno XVIII, N. 3, 12.1.1889, o. 4, N. 4,
19.1.1889, 0. 3, Lo Staffile, anno X, N. 3, 26.1.1889, o. 4, N. 4-5, 10.2.1889, 0. 6.
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4) I Puritani (tov Vincenzo Bellini)*?
41 taparywyr) TG oatlov.
IToeptéoa: miO. ITéumtn, 22.12.1888/3.1.1889.
TovAaxiotov 12 magaotdoelc.
EmBeBarwpévn dixvour):
Elvira (s): Virginia Colombati
Arturo (t): Emidio Bettini-Lorini
Riccardo: (bar): Luigi Bonfanti
Giorgio (bs): Alessandro Niccolini
5) Un ballo in maschera (tov Giuseppe Verdi)*
51 magarywyr) g oatlov.
IMoepiéoa: Iapaokevn, 6/18.1.1889.
Empeatwpévn darvoun:
Amelia (s): Concett(in)a Bevilacqua
Riccardo (t): Gerardo De(l) Castillo
Renato (bar): Cesare Baracchi
Ulrica (c): Maddalena Tamburini-Garulli
Oscar (Paggio) (s): Virginia Colombati
Samuel (bs): Alessandro Niccolini
6) Il barbiere di Siviglia (tov Gioacchino Rossini)*
6" aaywyr) TG oatlov.
IToepéoa: Atyo mowv amo ta péoa Iavovapiov 1889.
TovAdyxiotov 4 mapaotaoelg.
Empeatwpévn darvoun:
Rosina (ms/c): Virginia Colombati
Don Basilio (bs): Alessandro Niccolini
Figaro (bar): Luigi Bonfanti
Conte di Almaviva (t): Emidio Bettini-Lorini
Dottore Bartolo (bs com): [Valentino Tubertini*]
7) Elora mirabilis (tov LmOQ0oL Laudoo)*

2 BA. Rivista Teatrale Melodrammatica, anno XXVII, N. 1174, 8.1.1889, o. [1], N. 1178, 8.2.1889, ©.
[2], N. 1179, 15.2.1889, o. [2], N. 1183, 15.3.1889, o. [2], Cosmorama, anno LIV, N. 1-2, 10.1.1889,
0. 10 (o€ 2 onpela), N. 3-4, 20.1.1889, 0. 4, N. 5, 29.1.1889, 0. 4, N. 8-9, 21.2.1889, 0. 9, Gazzetta
Teatrale Italiana, anno XVIIL N. 3, 12.1.1889, 0. 4, AxpdnoAic, 27.1.1889.

43 BA. Il mondo artistico, anno XXIII, N. 1-2, 9.1.1889, o. 8, N. 4-5, 31.1.1889, o. 6, Rivista Teatrale
Melodrammatica, anno XXVII, N. 1176, 23.1.1889, o. [1], N. 1177, 1.2.1889, o. [1], N. 1179,
15.2.1889, o. [2], Lo Staffile, anno X, N. 3, 26.1.1889, o. 4, Cosmorama, anno LIV, N. 5, 29.1.1889,
0.4, N.8-9,21.2.1889, 0.5, N. 6, 2.2.1889, 0. 2, Epnuepic, 14.1.1889, Néa Epnuepic, 18.1.1889.
4 BA. Rivista Teatrale Melodrammatica, anno XXVII, N. 1178, 8.2.1889, o. [2], N. 1179, 15.2.1889,
0. [2], N. 1183, 15.3.1889, o. [2], Cosmorama, anno LIV, N. 8-9, 21.2.1889, ¢. 5.

% [Tookettat yix mBavoAdynoT) Tov YoR@OovTog.

46 BA. Il Teatro Illustrato, anno VIII, Dicembre 1888, N. 96, 0. 189, anno IX, Marzo 1889, N. 99,
00. 43-44, Rivista Teatrale Melodrammatica, anno XXVIL, N. 1174, 8.1.1889, o. [1] (o€ 2 onpein),
N. 1176, 23.1.1889, o. [1], N. 1177, 1.2.1889, o. [1], N. 1182, 8.3.1889, o. [1], N. 1184, 23.3.1889, o.
[1], Il mondo artistico, anno XXIII, N. 1-2, 9.1.1889, co. 6 xat 8, N. 3, 20.1.1889, . 8, N. 8,
19.2.1889, 0. 4, N. 9-10, 1.3.1889, o. 8, N. 11-12, 11.3.1889, co. 9 xat 10, N. 13, 20.3.1889, o. 9,
Cosmorama, anno LIV, N. 1-2, 10.1.1889, o. 10 (oe 2 onueia), N. 3-4, 20.1.1889, o. 4, N. 8-9,
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Tov Aexéupolo tov 1888 (ue to maAaio nuegoAdyo) to Anpotikd LuppovAto
tov Afjuov Kegkvoaiwv (Anuaoxoc o MixanA Oeotoxng, ITpdedgog tov AX. o
Aewvidag BAaxog) amo@doioe mapdneel v €ykolon meocOetne éxtaKtng
dartdvng 5.000 dpx. (ovvoAo 11.000 0Qx.) «mEOG 00OV £veotv aflomEemnt)
napdotaowv» NG Flora mirabilis. O egyoAd&Pog AAEéEavdoog Tepmovépag BoyyoAng
npooéBece amd v mAevpd tov dAAeg 5.000 dox. To cuvoAko ood twv 16.000
00x. Oa dletiOeto «OXL HOVOV dlx TOV X0QOV, AAAKX Kat dU evOVUATA, OKNVIKOV
OLAKOTHOV KAl AAAAS avAayKac» NG 0mepag tov Lapdoa. Tov Iavovagio tov 1889
naparyyéAONKe kot katépOaoe pnaAéto and v Itadia, anoteAovuevo and 8
unaAagiveg tic omoleg eméAefe o g o Zapagac. Emilong, ta péAn ng
ooxNoToas avénbniav ewwkws oe 40, cvuTEQAAUPBAVOREVWY LA AQTIOTOLOG
KAl Hag maviotoag, eva kat ta HEAN g xopwdiag avEndnkav ewdikws oe 24.
Tov oxedlaopo twv evdovpdtwy ékave o 'aAdog oxedaotr|g Edel.

Apxuacg etxe avaxowvwOel 0tL o Zapaoag Oa épOave otnv Képokvoa ano tv
Itaia v Kvowaxn} 8/20.1.1889 kat katdmiv 1) A@lén tov petetédn yu ta péoa
Ioovovapiov 1889 (ue to maAard nueQoAdyLo). TeAkws o ovvBétng épOaoe oto
vnot pe onuavtky kabvotéonon, poAic v ITéumntn 26.1/7.2.1889 wat diéuetve
dnuotikr) darmavn oto evodoxelo «Aytog I'ewpyloc». Ot mEodPeg - moeToLuaotieg
¢ Flora mirabilis vmo v dueon evOUVVN TOL OOV TOL LAUAQX AQXLOAV TNV
ertopévn, Iapaokevn 27.1/8.2.1889, kat dumjokeoav 9 nuépec.

7" magaywyr) TG oatlov.

IMoeptéoa (ko [TaveAAvia Iowtn): Kvoiakry, 5/17.2.1889.
TovAaxiotov 8 magaotaoelc.

Empepatwpévn davopur):

Lidia (s): Concett(in)a Bevilacqua

Valdo (t): Gerardo De(l) Castillo

Il Conte d” Adelfiord (bar): Luigi Bonfanti

Il Principe Cristiano d’Orebro (bs): Alessandro Niccolini

A/vTi|g G 00XN0TEAS O OAeg TG mapaotaoels e Flora mirabilis fitav o
(010G 0 LTOEOGg Lapaeac. AoXikws elxe yoagel 0tL 0 ovvOetnc Oa diNVOLVE pLOVO
TIC 3 TOWTEG MAQAOTACELS KAL KATOTILV HOVO TNV TOEULEQA TNG OTIEQAS TOV, EVE
g vtoAowmeg Oa duVOvLve o Guarnieri. Maestro dei cori 1tav o Giannini kot
unxavikog oknvng o Kaitac.

O18 emPBeParwuévec magaotaoels g Flora mirabilis:
- Kvoiakr), 5/17.2.1889.

- Aevtépa, 6/18.2.1889.

- Tottn, 7/19.2.1889.

21.2.1889, oo. 5 ka1 10, N. 11-12, 9.3.1889, o. 10, N. 13-14, 21.3.1889, o. 6, Lo Staffile, anno X, N.
1-2,10.1.1889, o. [1], N. 6-7, 24.2.1889, 0. 4, N. 8-9, 8.3.1889, 0. 5, N. 10, 27.3.1889, 0. 4, Gazzetta
Teatrale Italiana, anno XVIII, N. 3, 12.1.1889, o0. 4, N. 8, 21.2.1889, ¢. 3, N. 10, 8.3.1889, 0o. 2 kat
4, Gazzetta Musicale di Milano, anno XLIV, N. 10, 10.3.1889, 0. 169, L’Arpa, anno XXXVI, N. 5-6,
14.3.1889, 0. 22, La Scena Illustrata, anno XXV, N. 6, 15.3.1889, o. [12], xaBw¢ xat oTig
adnvaikéc epnuepldes Néa Epnuepic, 9.9, 18.9.1888, 3.1, 18.1, 27.1, 42, 6.2, 7.2, 13.2, 14.2,
7.3.1889, Epnuepic, 15.9, 20.9, 20.12.1888, 2.1, 14.1, 18.1, 29.1, 31.1, 6.2, 7.2, 12.2, 14.2, 21.2, 24.2,
2.3.1889, AxporoAic, 19.9, 31.10.1888, 6.1, 7.1, 27.1, 28.1, 2.2, 3.2, 5.2, 6.2, 7.2, 8.2, 11.2, 16.2,
4.3.1889.
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- [Téumtn, 9/21.2.1889.
- Tlapaokevn), 10/22.2.1889 (evegyetikr) Poaduk tov Gerardo De(l)
Castillo).
- ITéumtn, 16/28.2.1889 (Aaixkn amoyevuativy pe @ONVo elottroLo piag
DQAXNS)-
- IMapaokevr), 17.2/1.3.1889 (evegyetikr) Poadix 1mnc Concett(in)a
Bevilacqua).
- TeAevtala Kvpuakn g Amokoudg, 19.2/3.3.1889 (Anén g colov 0Tepag
1888/9).
Katd v dudokewx g oatllov do0nKav kat oL eveQyetikés Boadtéc twv eE1g

HOVWOWV:Y
- Maddalena Tamburini-Garulli (ms/c)
- Emidio Bettini-Lorini (t)

- Luigi Bonfanti (bar)

- Cesare Baracchi (bar)
- Alessandro Niccolini (bs)
- Gerardo De(l) Castillo (t) (Ilapaokevr] 10/22.2.1889)
- Virginia Colombati (s) (Tetdotn 15/27.2.1889)
- Concett(in)a Bevilacqua (s) (ITapaokevr) 17.2/1.3.1889)

AoLTtd evdlapéovta oToLyela TNG KEQKLOAKT|G oallov Omepag 1888/9:

- Metd amo mEotaon Tov Ae-XEHOov KAl amo@Aon TOv  ANUOTIKOU
YvppovAiov Kegkvpaiwv (pe Prypovg 7-6, vmép o Arjuaoxoc M. Oeotokng, katd o
ITpoedpog tov A.L. Aewvidag BAaxog) yiax mowtn @opa ta Bewpelar Tov Oedtoov
San Giacomo té0nkav oe dnuomnoacia, MEOKeLEVOL va emtitevXOel To peyaAvTeQo
dLVATO OWKOVOULKO O@PEADG. AVTO, OMWS, €lxe WG aAMOTéAeoua HeYAAo HéQOg Tng
«avwtégag taEews» g Kepripag va «xaoew ta matQomagadota Bewoeia g
amd vedmAovtovg moAlteg, oL omolot mAeodoTNoay. Ot Oryévreg Bewpnoav otL
Touvg «apnoéOnoav ta Oewoelo» kat, OéAovtag va exdnAwoovy v avtidoaor)
TO0VG, «KatneacHnoav» kat eykatéAenpav agxkws Tto Ofatpo, KAvoviag,
HAALOTA, avTITEa&n: dLOQYAVWVAV OTIC KATOWKIEG TOUG HOLOLKESG kal Oeatoucéc
eONAWOELS («X0Q0EOTIEQIDEC» KAl «EOTIEQIDES»), OTIG OTOLlEG AAANAOKAAOVLVTAV
Kkat dokédalav petald TOvG. AvT) 1] KATAOTAON &l)e OOPAQEC OLKOVOULKES
ETUTITWOELS YIX TNV €0YOAAPIlR, TOLAKXIOTOV KATA TOUG OVO TOWTOVG UTVES TNG
oallov. 48

- Q¢ ovvnBwg, 10 BeatokO KOWO dixdxoOnke oe dVO HeQdEG: OTOLG
vmooTnEkTég NG Bevilacqua kat otovg vrootnowtég g Colombati.* MaAwota, n
KEQKLQAKT] e@nueQida Sior Todero Brontolon éyoae katd tng Bevilacqua, otav

47 BA. Rivista Teatrale Melodrammatica, anno XXVII, N. 1179, 15.2.1889, o. [2], N. 1181, 1.3.1889,
o. [1], N. 1182, 8.3.1889, o. [1], N. 1184, 23.3.1889, o. [1], Cosmorama, anno LIV, N. 8-9,
21.2.1889, 0. 5, Gazzetta Teatrale Italiana, anno XVIII, N. 10, 8.3.1889, o. 4, Il mondo artistico,
anno XXIII, N. 11-12, 11.3.1889, o. 10, N. 13, 20.3.1889, o. 9, L’Arpa, anno XXXVI, N. 5-6,
14.3.1889, 0. 22, N. 11-12, 9.3.1889, ¢. 10, N. 13-14, 21.3.1889, ©. 6, La Scena Illustrata, anno XXV,
N. 6, 15.3.1889, o. [12], Lo Staffile, anno X, N. 10, 27.3.1889, o. 4, Il Teatro Illustrato, anno IX,
Marzo 1889, N. 99, oo. 43-44, Epnuepic, 14.2, 21.2.1889.

8 BA. Axportodic, 24.11.1888, Epnuepic, 20.12.1888, 14.1.1889.

¥ BA. Epnuepic, 31.1.1889.
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avt eupaviodnke yux mEWTN @ood emi oxknvig pe v Lucrezia Borgia,
TIQOKELLLEVOL VA TNV KATATITONOEL LE ATIAVTINOT] AVTHG TG — AdIKNG KAt avTtovg —
emiBeong, ot Bavpaotéc g Bevilacqua éxapav @UAAa avtrg TG epnueQdag
eVTOG NG atbovoag tov Beatoov.?

- Iow akdpa and v deleén tov Lrvgov Lapaoa otnv Kéokvoa, vrrolav
«ELQNVEVLTIKEG» MaQeUPAoeLS PUXOALUWY Kat oefactav Kegkvoaiwv, mpokeluévou
va emoteéel oto Béato 1 «avwtéoa Tale».S! TeAwws, vobetOnke px —
Oeoamevtikt) Twv mabwv — ovpPiactikn dxdkaoia rotation yix ta Oewopelan,
OTOTE KATA TOV éva OXedOV evATIOHElvavTA HNVa 1] «avwTéoa TAELS»
emavékappe ovoowun oto Béatpo San Giacomo, To omoio AoV NTav dLXEKWS
LTTEQTAT0ES, AMOCNULWVOVTAS HEQIKWS TNV €QYOAAPla YIX TIG OLKOVORLKEG
«Buoteg» otic omoleg avtn elxe vmopAnOel. Tavtoxodvws, épbaocav oto vnotl
dtdopot koopkot anod ItaAia, AOMva kat aAdaxov, e£avtAwvtag ta dwHATI
TwV kaAVTeQwv Eevodoxelwv. Emiong, eduwas yix tnv meplotaon, 1 UHeYAAN
ItaAkr) atpomnAoikn etawpeia Navigazione Generale Italiana Florio Rubattino e£€dwoe
éxtakta eoltnow 15vOnuepnc duixgkelag kot pet’ emotoo@nc v Kéoxvoa ue
éxmTwon 50%.%

- Katd v didgkelx g pnvialag magapovic Tov Lmoeov LAHAQa OTnv
Kéorvoa éAafe xwoa mAN0oc exdnAwoewv dNUooiov kAl WIWTIKOV XAQAKTQOG
(Yevparta, deimva, opdieg, teAetés Boafevoewy, aviaAdayés daowv, ekOQOUES
otV vrtatBo). Yrrjoe, dONAadn, Hia TEWTOPAVTS KOooUKN Kivnon otnv Kéokvoa,
IOV TEOKAAECE TEQAOTIO evdlapégov tov Tumov, Tomkov Kot abnvaikov, kat
TOVWOE TNV OLKOVOULKT] dpaotnoLotnta tng oAnNG. TéAog, N EAAN v KupBéovnon
ATEVEIUE OTOV Zapdoa Tov «AQyvoovv Ltavov tov [Tayuatog tov] Zwtr)oog»
Héow tov Ymovgyelov EEwtepkwv.®

Emiotoépovtag €mMAOYIKWS OTA TOUL OONEOOQOULKOV dVOTUXNHATOS TOL
Grassano, avTtd TEOKAAECE ATOTQOTIUACHUO OTNV ITaALkr) Kowvn yvoun kat €uewve
EKTOTE OLOWVUHWS TIAQOLULWOES OTNV O0TORI TwV ITaAkwv o1dNEodeouwV («Il
disastro ferroviario di Grassano»). L& €QTNON-KATATIEATN OXETIKWG U TIC EVOVVES
mc RM, mov ékave omv ItaAwr) BovAn ot 10/22.11.1888 o BovAegvtrc xat
petémerta Ymovpyog Pietro Lacava, o omolog BoéOnie €& apxnc otov TOTO TOL
dvotvxnuatog, n KuvpBéovnon éomevoe dix tov Ymoveyov Anuooiwv Eoywv
Saracco va vtepaomioOel o0 evapws TNV etapela kKat ta ovppéQovta tne.>

Ou dikeg mov axoAovOnoav Ta ApEOWS ETMOPEVA  XQOVIA YLK TOV
KATAAOYLOHO €VOLVWV OTOVG LTIAUTIOVS KAl TNV KATABOAN) amtolNUoewy amo
mv RM otig owoyéveleg twv Ovpdtwv, de&nxbnoav pe okomipwe peyaAn
X00oVikt] kaBvotéonon kat Nrav ddikaotikws vmomntes. H RM, éxovtag kat tnv
ameokaAvmn vrootELEn s ItaAwkrc Kvpéovnong, vmootiotle and v mowtn

50 BA. Il mondo artistico, anno XXIII, N. 4-5, 31.1.1889, o. 6, Lo Staffile, anno X, N. 4-5, 10.2.1889,
o. 6.

51 BA. Epnuepic, 14.1.1889.

52 BA. Axporodig, 3.2.1889..

3 BA. Néa Epnuepic, 18.1.1889, AxpomoAic, 24.1.1889.

5 BA. Atti Parlamentari, Camera dei Deputati, Legislatura XVI, 2a Sessione, Discussioni,
CLXXXVIII, Tornata di Giovedi 22 Novembre 1888, co. 5397-5410.
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otrypn] v abwotnta g kat eE€poale dxQKws TNV €vtovn avnovxio e ywx
TV emeEXOpeVN daxdikaoio amovoung tng dkatoovVIG, LoxLEWLopevn OtL elvat
LTTAQKTOG O KIVOUVOG Tl TOTIKA dKAOTHOX Vo [LeQOANTITHOOLY €15 A0S TG,
kaBwg 1 Otkn Oa drefayotav péoa oe éva kAlpa évtovng ovpumaBelag g KOs
YV@UNG TG TEQLOXTS YL Tt OUHATA KoL TOUG OUYYEVELS TOUG.

To Awaotkd XvppovAio tng Potenza pe anogaot) tov ot 11/23.1.1890
avéDeoe v exdikaot g vtoOeong oto MEwToR&OUo dikaoteo («Tribunale»)
¢ Matera. Katnyopovpevor oav o Giuseppe Brambilla, unxavodnyoc tov
toatvov (34 etwv, amd 1o MiAdvo, kdtowkog Taoavtoc), o Gaetano Morea, pUAakag
tov Lidnpodeopucov PvAaxiov 215 (28 etwv, anod to Bitonto, kdtowkog Grassano,
ATOUO TVELUATIKWS kabvoteenuévo), kat o Mattia Massa, I'evikog A/vtrg tng RM
(61 etwv, amd to Toptvo, kdtoucog MiAdvov).

H dixn otv Matera doxioe otic 5/17.7.1890 kar éwg tic 14/26.7.1890
efetaocOnkav amo TOovg dKAOTEC KAL TOUG VOUIKOUG TAQAOTATEG TOAAOL
HAQTLEEG, TOL dlevkpivioav Tic ovvONKeg Tov dvoTvXrpatos. Me mAnpefovolo
mov ovvétaie o ovuPoAatoypagoc Keorxvoag «Economos» otic 25.4.1890, tnv
nAevpa Tepmovépa exkmpoowmnoe otnv dikn otnv Matera o ItaAog duryopog
Francesco Giannantonio, Vopkog maQaotatng Kot AAAwV OUHATWV.

Eapvikd, to Epeteio («Real Corte d’Appello») tng Potenza, pe anodgaot| tov
v 1/13.12.1890 Oewpnoe otL To dukaoTr|olo ¢ Matera e(xe «OmomTa kivnTEa» Kot
oL apalpeoce TV vOOeot), avabétovtag TV 010 TMEWTORAOUIO dLKACTNELO TNG
Potenza. Me adualoAoyntn meooutéow kabvotéenon 1 ekdikaor tne vntobeong
aoxloe teAkwgs ek véov otnv Potenza tov OktwBolo tov 1891, avtrv tnv o e
4 KatnYoQOLHEVOLS, a@ol 0Tovg ToavapeQévteg elxe mpooteOel o Raffaele
Opromolla, tortukdc odNEodeopikds tnAeyoapntrc (31 etwv, and tnv Auletta,
katowkog Casalbuono), o omoilog epwEddn va PevdopapTvEel katd v dikn oTNV
Matera. O ovvryyopog g IToAtrtikr)c Aywyng, Enrico Ferri, avédel&e pe evagyewx
KAl oXvEA& emixenuata tig evbvveg g RM yix 1o dvotdoxnua kat €10l TO
nowtoPaduio dikaotroo Tng Potenza, pe pa BagoaAéa amdpaot) Tov OTIC
9/21.11.1891, agov abwwoe tov Giuseppe Brambilla wg pn éxovra evBvvn vy to
TOAYIKO OoLUBAY, KaTedlkaoe O OLAPOQES TOWVEG PUAAKIONG KAl KAXTAPBOATC
aToCNHWOEWY TOUG:

- Gaetano Morea, yix eykAnuATKY] apéAelx KAt& TNV ACKNON TV
KkaOnrovTwv Tov.

- Mattia Massa, wg moArtikd vrtevOuvvo twv magadeipewv tov Morea, kaOwg
KAL Y& TNV Un T0mo0£TnoT oLoTHATOS AUTOUATNG TEdNONG 0& évav OLQUO TIOV
KLvelto o€ pia 1000 MEOPANUATIKY) KAL eTTLKIVOLVN YOOLUN).

- Raffaele Opromolla, yix Pevdr) pagrtuoia.

H antdépaon epeoipAnOnke amd toug katadikacOévteg kol apéows N TAgvod
twv Massa kat Morea e&époaoe v dvoTuotia TG yx TNV apegoAnia twv
ducaotwv tov E@etelov g Potenza, dmov émpeme va exdikaocOel 1) épeon. Me pua
EKTTANKTIKY] ano@aot] Tov 10 AkLEWTikd Atkaotoo ¢ ItaAiag petépege v
exdikaon g épeong oto pakewod Egeteio tng Bologna. Exel, pe abwwtikn
amdeaon mov ekddOnke to 1893 N RM amédoaoe OQLOTIKWS ATO TIC OTIOLEC
evOvveg ™G KL 0 Massa amnAAdYT), KaBwg €ytve dEKTOG O LOXVQLOHUOG TOL OTL TO
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TOAYIKO OLUPAV dev Oa amepeVyeTo akoun kat av 11 RM elxe tomoOetoet to
oVOTNHA AVTOUATNG TTEdNONG.%

Ouwg, n «Ouoilar» twv dtvxwv taldwtwy oto Grassano mMEOKAAeoe Ui
HakEoxoovn Kot gvpela ovlTNOTN VOUIKNG Kol TEXVIKNG QUOEWS, TIOL 0d1YNoe
TEAKWG TOOO OTOV EKOUYXQOVIOHO TOU KAVOVIOHOU Agttovgyiag twv ItaAuv
ONEOdEOHUWY O0O0 KAL OTNV ONHULOLEYIX Y TTOWTI POE& EVOS VOLKOU TtAaLoiov
7oL TEOEPRAETIE TIG €VOVVEG KAl TIC VTIOXQEWOELS TWV TTAQOXWV OLONQOOQOUIKWV
vnneeotwv otV ItaAia.

INHeQa, KAl 0Tov andnxo Tov Toaykol ouppavtog tov 1888, oL ovyxeovol
KATOLKOL TNG €VEVTEENG TeQLOXTS TOL Grassano HIAOUV a0 KL T VX AUTA
oL €XOUV QKOVOEL OXETIKWS QMO TOVG TAAXIOTEQOVS, E€VW TAVLTOXQOVWS
aloBdvovTal kat LITEPNPAVOL Yo TNV opoduun kat Titdvia é0eAovTikn TEOOPOQX
TWV TIEOYOVWYV TOLG TROGS Tat OVATA TOL TLOTEODQOLKOV dLOTLXTUATOC.

% I'tar 6AN v dikaoTikr) moela tng vrtdBeong PA. Gianni Maragno, Il treno del “bel canto”. 11
disastro di Grassano del 1888, [Matera], Edizioni SETAC-Pisticci, [2017] kot Enrico Ferri, Difese
penali, Utet 1925, KegpaAauia VIII ko IX.
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The musical life in Greece in the 19* century
in the pages of the Gazzetta Musicale di Milano (1842-
1902)

Andrea Sessa

Such as other music periodicals of the Nineteenth century, the Gazzetta musicale di
Milano does not devote much space to the news from Greece. The attention of the
periodical is, of course, to those that, at the time, are the capitals of music in Europe:
London and, above all, Paris. In 1866 (when the Gazzetta musicale di Milano, under the
direction of Giulio Ricordi, resumes the publications after a suspension of three years
and a half and gradually increases the number and variety of the news from abroad)
the articles from the French capital are ten, which become twenty-four in 1870, thirty-
seven in 1875 and even forty-four in 1884,! almost once a week. In this year the first
official correspondence from Corfu appears, that is a report on a concert of bow
instruments at the Philharmonic Society.? Later, while articles from Greece (mainly
from Corfu and Athens) remain sporadic, Paris maintains its primacy, but in the
Nineties other cities in Europe (Brussels, Lisbon, Barcelona, Munich, Berlin, Dresden
and Warsaw), North America (New York and San Francisco), South America (Buenos
Aires) and Africa (Alexandria) overtake it.

If the articles from Greece are not numerous, since the first year of life and the
subsequent ones the Gazzetta musicale di Milano publishes a series of articles on the
history of Greek music (six articles between 1842 and 1844),° taken from A History of
Music by William C. Stafford.* Then, on several occasions, the periodical returns to face
similar topics. We can find, for example, insights on ecclesiastical music of Greece® and
on the ancient theatre of Athens, but also on a supposed letter of Eumele, a music
teacher at the time of Pericles.® There is, of course, also a reference on the Hymn to
Apollo, discovered in 1893 in Delphi by the France School in Athens, a finding that
creates enormous interest among scholars.”

1 This data can be obtained from the Indice delle materie principali (Main subjects index) published
every year by the Gazzetta musicale di Milano.

2 Eros, «Corfu, 2 dicembre. Alla Societa Filarmonica — Festa delle corde armoniche», Gazzetta
musicale di Milano, XXXIX, 50 (14.12.1884), p. 461.

3 «Della musica de’ Greci. Articolo I», Gazzetta musicale di Milano, 1, 27 (3.7.1842), pp. 121-22;
«Della musica de’ Greci (articolo Il)», Gazzetta musicale di Milano, 1, 37 (11.9.1842), pp. 162-63;
«Della musica de” Greci. Articolo Ill», Gazzetta musicale di Milano, 11, 41 (8.10.1843), pp. 174-75;
«Della musica de’” Greci. Articolo IV», Gazzetta musicale di Milano, 111, 1 (7.1.1844), pp. 1-2; «Della
natura dell’antica musica greca. Articolo V», Gazzetta musicale di Milano, 111, 3 (21.1.1844), pp. 9-
10; «Della musica de” Greci. Articolo VI», Gazzetta musicale di Milano, 111, 7 (18.2.1844), pp. 28-9.

¢ William Cooke Stafford, A History of Music, Edinburgh: Constable and Co., 1830.

5 Riccardo Paderni, «Della musica ecclesiastico-greca e del suo odierno perfezionamento in
Vienna per I’animo e per lo studio di Giovanni H. N. Chaviara», Gazzetta musicale di Milano, V,
12 (22.3.1846), pp. 92-3.

¢ L. G. Z., «Archeologia musicale», Gazzetta musicale di Milano, IV, 16 (20.4.1845), pp. 70-1; L. G.
Z., «Archeologia musicale», Gazzetta musicale di Milano, IV, 18 (4.5.1845), p. 79; L. G. Z,
«Archeologia musicale», Gazzetta musicale di Milano, 1V, 20 (18.5.1845), p. 87; L. G. Z,
«Archeologia musicale», Gazzetta musicale di Milano, IV, 22 (1.6.1845), pp. 95-6.

7 «Alla rinfusa», Gazzetta musicale di Milano, L, 11 (17.3.1895), p. 180.
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As for Greece in the Nineteenth century, although not particularly numerous, the
references in the pages of the Gazzetta musicale di Milano are enough to draw a fairly
accurate picture of the musical life in Corfu, Athens and other places where we often
find Italian musicians engaged as music teachers or masters of musical bands. This is
the case, for example, of the Philharmonic Society of Corfu, quoted in various articles
from 1884 to 1890. These articles concern, in particular:

1. the already mentioned concert (1884)% given by the violinist Ernesto Centola,’
recently appointed director of the violin school of the Philharmonic Society; he
is accompanied on the piano by Napoleon Lambelet;

2. a Fantasin for band on the Verdi's opera La traviata written by Felice
Coccorullo,' master of the band of the Philharmonic Society (1885);"

3. the exams of the violin school of the Philharmonic Society (1885);'2

4. a concert (1890)® where Dimitrios Andronis, artistic director of the
Philharmonic Society, performs as pianist and conductor; many Italian
musicians, teachers at the Philharmonic Society, participate at the concert, such
as Vincenzo De Meis,'* violin teacher, Giuseppe Maria Marangoni,’> double
bass teacher, and Ezio Sassoli, !¢ the new master of band;

5. the concert organized by Andronis for the fiftieth anniversary of the foundation
of the Philharmonic Society (1890).1

8 See note 2.

° Ernesto Centola (Salerno, 1862 — ?) studied at the Conservatory of Naples. In 1884 he was
appointed director of the violin school at the Philharmonic Society of Corfu. In 1887 he went to
Berlin to continue his studies. In 1889 he became a violin teacher at the Conservatory of Turin.
From 1893 to 1897 he was violinist in the orchestra of the San Carlo Theatre in Naples. Later he
was active in Istanbul as a teacher in the music school he has founded and at the Robert
College. After the outbreak of First World War he returned to Naples (Antonio Caroccia, I
corrispondenti abruzzesi di Florimo. Selezione dall’Epistolario, Lucca: Libreria Musicale Italiana,
2007, p. 85).

10 From 1879 to 1881 Felice Coccorullo was master of the band of the 51st Infantry Regiment in
Reggio Calabria (Gaspare Nello Vetro, Le Bande Musicali del Regio Esercito dalla proclamazione del
Regno d’ltalia alla Prima Guerra Mondiale 1861-1915, Roma: Stato Maggiore dell’Esercito, Ufficio
Storico, 2010, pp. 149, 206).

11 «Notizie estere. Corful, 1 giugno», Gazzetta musicale di Milano, XL, 24 (14.6.1885), p. 214.

12 «Notizie estere. Corfu», Gazzetta musicale di Milano, XL, 38 (20.9.1885), p. 325.

13 A. R., «Concerti. Corfu, 4 luglio», Gazzetta musicale di Milano, XLV, 28 (13.7.1890), p. 445.

14 Vincenzo De Meis composed a Greek suite entitled Ellade, published by Carisch (1928).

15 Giuseppe Maria Marangoni (Lugo, 1866 — Lugo, 1945) studied double bass (1884-1889) and
counterpoint and composition (1889-1890) at the Conservatory of Bologna. He was double bass
teacher at the Malerbi Music School in Lugo and at the Conservatory of Florence. He performed
as soloist and orchestral and he was also the first double bass in the orchestra of the Maggio
Musicale Fiorentino (Michele Raffaelli, Musica & musicisti di Romagna, Forli: Filograf, 1997, p.
237; Domenico Tampieri, La leggerezza dell’elefante. Guido Gallignani (1880-1974) concertista
all’estero. Cartegqi nostalgia e critica internazionale di un contrabbassista compositore, Faenza: Edit
Faenza, 2004, pp. 158, 235n, 347, 376-80). As for the musician, who died a few months before the
end of Second World War after a German raid in his home, see also Rosanna Carnevale, Andante
affettuoso, Roma: Portaparole, 2015.

16 Ezio Sassoli (Sant’ Agata Bolognese, 1857 — ?) studied horn and trumpet at the Conservatory of
Bologna from 1873 to 1874.

17X., «Concerti. Corfu», Gazzetta musicale di Milano, XLV, 39 (28.9.1890), p. 618.
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Other less detailed news concerns the National Artistic Union of Athens,!® the
band of the Philharmonic Society of Syros and the Philharmonic Society of Patras
(that “looks for a good music teacher of Northern Italy”).?

The most important news to examine is certainly the theatrical news. They give
us important information about cities and theatres that are an obligatory stage for
Italian opera companies, mostly the Nobile Teatro di San Giacomo in Corfu. Here, as in
the other theatres of the Ionian Islands, the repertoire little by little updates following
the Italian theatres. In the Forties and Fifties, there are many operas by Rossini, Bellini,
Donizetti and the young Verdi (Nabucco ed Ernani already appear in the 1844/45
season), but also operas by today almost unknown composers, as Saverio Mercadante,
Giovanni Pacini, Lauro Rossi and Luigi Ricci. Later, very popular opera composers in
the second half of the Nineteenth century here also appear, such as Amilcare
Ponchielli, Errico Petrella, Filippo Marchetti and the Brazilian Antonio Carlos Gomes
with his acclaimed Guarany. In the Nineties, finally, it is time for exponents of Giovane
Scuola, first of all Mascagni with his triumphant Cavalleria rusticana.?

In this repertoire, that includes more than dozens of authors and hundreds of
operas, there is a remarkable absence, which is that of Richard Wagner. It is also the
presence, however, of some Greek composers who in Corfu show, sometimes for the
first time, their works. Among them, the Gazzetta musicale di Milano devotes a
significant space to Pavlos Karrer e Spiros Samaras. The periodical reports the great
success of the premiere of Karrer's Isabella d’Aspeno (1854), then performed twice in
Milan (1855 and 1856): a show with various requests of encore and warm applauses for
the composer, the singers and the conductor.?? There is also a detailed article about
Samaras’ Flora mirabilis, already applauded in 1886 in Milan and later elsewhere, and
that for the first time arrives in Corfu under the direction of the author. There are many
pieces of music repeated: among them, the Danza dei gnomi, the Danza dei fiori and the
prelude of the third act. The memorable evening ends with the composer leaded in a
carriage from the theatre to the Philharmonic Society between two delirious crowd
wings.? The soprano is Concetta Bevilacqua, much appreciated in Corfu: a few weeks
before the spectators had burned into the theatre copies of a local newspaper that had
published an unfavourable article about the singer.?* Flora mirabilis closes triumphantly
the 1888/89 opera season in Corfu, that had been preceded by the railway disaster of
Grassano, in Italy.?

18 «Altre cose», Gazzetta musicale di Milano, IV, 44 (2.11.1845), p. 188.

19 «Avviso di concorso», Gazzetta musicale di Milano, XLIV, 45 (10.11.1889), p. 734; «Avviso di
concorso», Gazzetta musicale di Milano, XLIV, 46 (17.11.1889), p. 750; «Avviso di concorso»,
Gazzetta musicale di Milano, XLIV, 47 (24.11.1889), p. 766.

20 «Avviso», Gazzetta musicale di Milano, XLVIII, 40 (1.10.1893), p. 666.

21 Konstantinos G. Sampanis, «ITagaotaoctoAdylo omepwv 1o dvaBidodnkav ota Oéatoa
twv Entaviiowv amo itaAwols énayyeApatucovg Oidoovg tov 19° alwva (1820-1900)»
(Performances of operatic works performed by Italian professional theaters in the theaters of the
Ionian Islands in the Nineteenth century, 1820-1900), Movoixoc EAAnvouviuwv, 18-19 (2014),
pp- 24-41.

22 «Cronaca straniera», Gazzetta musicale di Milano, XII, 8 (19.2.1854), p. 63.

23 M., «Corfu, 22 febbraio. Flora Mirabilis del maestro Samara», Gazzetta musicale di Milano, XLIV,
10 (10.3.1889), p. 169.

2 «Alla rinfusa», Gazzetta musicale di Milano, XLIV, 7 (17.2.1889), p. 102.

% In October 1888 a train carrying on board also an Italian opera company headed for to Corfu
went out of the tracks due to a landslide, with many dead and wounded. As for the railway
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In the Gazzetta musicale di Milano there is no detailed information on the
performances in Corfu of other operas by Greek musicians. As for Domenikos
Padovas’ Dirce, figlia di Aristodemo (1857) there is only one short reference, despite the
good opera company.? There is the tenor Pietro Bignardi, the baritone Gaetano Giori
(in 1869 in Lecco he will be don Rodrigo in Petrella’s I promessi sposi) and the famous
Isabella Galletti Gianoli, soprano and then mezzosoprano with a prestigious
repertoire.” The conductor is Roberto Ferroni.?® A few weeks later, the same cast is
protagonist of the premiére of Edouardos Lambelet's Olema la schiava. In this case, the
Gazzetta musicale di Milano does not even devote a line at the event. There is little
emphasis also for Dionisios Rodotheatos’ Oitona (1876). The periodical only speaks of a
great success.?” There is no track of other operas by Greek composers.

As for other theatrical shows reviewed by the Gazzetta musicale di Milano, a good
success gets Verdi’s Don Carlo, which opens the 1880/81 season of the Nobile Teatro di
San Giacomo of Corfu.®® Less appreciated, due to insufficient execution, is another
opera by Verdi, La forza del destino, which inaugurates the 1881/82 season.’! Meyerbeer’s
L’ Africana, first opera of the 1889/90 season, has instead a very good result.®> Among
the singers, there are the soprano Vittorina Paganelli Grassi, the tenor Ettore Marchi
and the baritone Giuseppe Pimazzoni, who is protagonist of a long career abroad, in
Australia and the United States, where in the early Twentieth century will also make
some records. The conductor is Antonio Artuso, a Neapolitan musician known also as
a composer.® Even King George I attends to one of the last performances of
L’Africana.* In the same season, there are three operas by Donizetti: Linda di Chamounix,
La Favorita and L’elisir d’amore. The last, however, is interrupted due to a disease of the
tenor.* Verdi’s Otello inaugurates 1892/93 season, with a magnificent success.®* There
are also other applauded operas, such as Auber’s Fra Diavolo” and Meyerbeer’s Roberto
il Diavolo®. The conductor Corrado Ronzani® is much appreciated. Puccini’s Manon

disaster and its consequences see Gianni Maragno, II treno del “bel canto”. Il disastro di Grassano
del 1888, Pisticci: SETAC, 2016.

2% «Cronaca straniera. Corfli», Gazzetta musicale di Milano, XV, 12 (22.3.1857), p. 95.

27 As for Isabella Galletti Gianoli, name of art of Filomena Rustichelli (Bologna, 1835 — Milan,
1901), see La favorita di Bologna. La figura e 'arte di Isabella Galletti Gianoli, a cura di Adriano
Orlandini, Cento: Maurizio Magri, 2007.

28 Roberto Ferroni was also piano and singing teacher in Faenza (Michele Raffaelli, Musica &
musicisti di Romagna, Forli: Filograf, 1997, p. 159; Ino Savini - Rino Savini, La musica a Faenza
(1400-1994), Faenza: Assessorato alla Cultura del Comune di Faenza, 1997, pp. 72, 80).

2 «Telegrammi. Corfu, 24 gennaio», Gazzetta musicale di Milano, XXXI, 6 (6.2.1876), p. 54.

30 «Teatri. Corfu», Gazzetta musicale di Milano, XXXV, 48 (28.11.1880), p. 398. The periodical also
announces the upcoming performances of Antonio Cagnoni’s Papa Martin (both the composer
and the opera are now almost forgotten) and of Charles Gounod’s Faust.

31 «Teatri. Corfl», Gazzetta musicale di Milano, XXXVI, 46 (13.11.1881), p. 416.

2 E. M., «Corft, 31 ottobre. L’Africana al Comunale», Gazzetta musicale di Milano, XLIV, 45
(10.11.1889), p. 733.

% Antonio Artuso was one of the composers of the “guazzabuglio lirico” (lyric muddle)
Cristianella o sia L'urdemo juorno de le banche, performed at the Goldoni Theatre in Naples in 1870
(«Teatri», Gazzetta musicale di Milano, XXV, 15 (10.4.1870), pp. 125-6).

3 «Notizie estere. Corfl, 22 novembre», Gazzetta musicale di Milano, XLIV, 49 (1.12.1889), p. 805.
% E. M., «Teatri. Corfl, 29 dicembre 1889», Gazzetta musicale di Milano, XLV, 1 (5.1.1890), p. 19.

3% X., «Teatri. Corfli», Gazzetta musicale di Milano, XLVII, 45 (6.11.1892), p. 728.

37 X., «Teatri. Corfli», Gazzetta musicale di Milano, XLVII, 45 (6.11.1892), p. 728.

3 N. G. M., «Teatri. Corfu» Gazzetta musicale di Milano, XLVIII, 5 (29.1.1893), p. 80.
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Lescaut and Verdi’s Aida are the most successful operas in 1895/96 season,* under the
baton of Beniamino Lombardi, who in the same years also collaborates with the
musical performances of the Barnum & Bailey Circus.

Kefalonia and Zakynthos also have regular Italian opera seasons, with a
repertoire similar to that of Corfu, but the Gazzetta musicale di Milano gives only a few
news about these places. In 1858, the periodical publishes a notice for aspiring
impresarios at the Cefalo Theatre in Argostoli,* inaugurated in the same year with
Verdi’'s La traviata. The only theatrical news from Zakynthos is about Donizetti’s La
Favorita, welcomed with enthusiasm in 1882.4

Outside the Ionian Islands, the Gazzetta musicale di Milano often deals with Syros.
In 1866/67 season, Karrer’s Marcos Botsaris is staged successfully for several evenings.®
Also Bellini’s I Capuleti e i Montecchi has a good success.* In 1898/99 season at the
Apollon Theatre in Ermoupolis there are many operas. The best results are for
Puccini’s Manon Lescaut and La Boheme.®

Another city mentioned in the Gazzetta musicale di Milano is Patras. It happens for
the first performance of Karrer’s Despo at the Apollon Theatre (1883). In this case, the
article is taken from «Il Trovatore». The periodical defines the author “the only
composer who Greece has” and the opera “a milestone of Greek melodrama”.4 Despo
arouses enthusiasm in the audience. There are frantic applauses for the composer, the
singers and the conductor Raffaele Ricci, who will become famous as master of an
opera company formed only by children.

Another important city for the opera companies is, of course, Athens, despite a
theatrical story that in the Nineteenth century is less prestigious than that of Corfu. The
first news about a lyrical performance in the Greek capital quoted by the Gazzetta
musicale di Milano concerns Verdi’s Nabucco (1870). The evening is not remembered for
the quality of the performance, but for a singular accident on stage, a quarrel between
the women singers, whose names are not specified: they both grab their hair and the
younger, who plays Abigaille, strikes the other with his cardboard sword.# This is not
the case, however, for Donizetti’s Lucrezia Borgia (1873): it is a great success and the
theatrical company lengthens the season.* Also splendid is the outcome of Gomes’

3 Corrado Ronzani (Padua, 1841 - ?) studied in Padua. From 1861 to 1869 ha was master of the
band of the 23rd Infantry Regiment in some cities in Italy. Later he began his career as a
conductor in Italy and abroad, also in Malta and Egypt. He writes two operas (La strega; Ulrico e
Manfredo) probably not performed (Gaspare Nello Vetro, Le Bande Musicali del Regio Esercito dalla
proclamazione del Regno d’Italia alla Prima Guerra Mondiale 1861-1915, Roma: Stato Maggiore
dell’Esercito, Ufficio Storico, 2010, pp. 131, 249).

40 «Teatri. Corfu», Gazzetta musicale di Milano, L, 49-50 (12.12.1895), p. 835.

41 «Cronaca straniera. Cefalonia, 28 giugno», Gazzetta musicale di Milano, XVI, 29 (18.7.1858), p.
233.

2 «Teatri. Zante», Gazzetta musicale di Milano, XXXVII, 46 (12.11.1882), p. 408; «Teatri. Zante»,
Gazzetta musicale di Milano, XXXVII, 47 (19.11.1882), p. 416.

4 «Notizie», Gazzetta musicale di Milano, XXI, 33 (16.12.1866), p. 263; «Cronaca teatrale», Gazzetta
musicale di Milano, XXII, 6 (10.2.1867), p. 43.

# «Cronaca teatrale», Gazzetta musicale di Milano, XXIL, 6 (10.2.1867), p. 43.

#Y., «Sira, 14 febbraio. Manon Lescaut e Bohéme di G. Puccini al teatro Apollo», Gazzetta musicale
di Milano, L1V, 8 (23.2.1899), p. 93.

4 «Teatri. Patrasso», Gazzetta musicale di Milano, XXXVIII, 5 (4.2.1883), pp. 50-1.

47 «Rubrica amena», Gazzetta musicale di Milano, XXV, 13 (27.3.1870), p. 106.

48 «Teatri. Atene», Gazzetta musicale di Milano, XXVIII, 34 (24.8.1873), p. 276.
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Salvator Rosa (1880).# Among the singers is the famous bass Ormondo Maini,* who
had sung at the Scala in Fosca, another opera by Gomes, in Ponchielli’s La Gioconda and
in some operas by Verdi. Two years later (1882) Verdi’s Aida has a complete success:™!
for the periodical it is “a show that leaves nothing to be desired”.>> Some years later
(1889) the Gazzetta musicale di Milano gives a stern judgment about another staging of
the same opera at the Dimotiko Theatro Athinon (Athens Municipal Theatre). Vito
Fedeli®® writes a long article entitled “A third-rate Aida”. The critic complains about a
bad execution of the singers and the conductor, a poor staging and a lot of cuts and
variations that make the opera very different from the one written by Verdi.>* A French
company stages the unlucky show. May be it is the same company that had
inaugurated the theatre with Ambroise Thomas’ Mignon a few months before (1888), in
an evening defined hors ligne, which is extraordinary.>

In the same season the very young Italian pianist and composer Michele Virgilio
performs in a successful concert with music by Bach, Schumann, Beethoven, Chopin,
Rubinstein and other authors (1888).% Later Virgilio will become famous also as a
conductor abroad. The Gazzetta musicale di Milano also gives news on other applauded
concerts. Among them, there is a vocal concert (1893)” and an orchestral concert
(1894),8 directed by Riccardo Bonicioli,** who had composed the “poema drammatico”
(dramatic poem) Marco Bozzari, performed in Corfu in the 1882/83 season.*

In Athens, there is also place for a political operetta entitled L’isola di Creta and
staged successfully (1897). The Gazzetta musicale di Milano does not provide the names
of music authors and librettists, but it is noted that the song most popular by the public
is a choir of Cretan insurgents in the characteristic costume of the island." The
following year Puccini is protagonist: La Bohéme has an excellent outcome® and in
Manon Lescaut there is the triumph of the soprano Nina Piontelli. The singer, who is

¥ «Teatri. Atene», Gazzetta musicale di Milano, XXXV, 17 (25.4.1880), p. 141.

% As for Ormondo Maini (Viadana, 1835 — Viadana, 1906) see Vladimiro Bertazzoni, Ormondo
Maini (1835-1906) gloria del melodramma italiano e di Viadana, Mantova: Sometti, 2006.

51 «Teatri. Atene», Gazzetta musicale di Milano, XXXVII, 26 (25.6.1882), p. 232.

52 «Teatri. Atene», Gazzetta musicale di Milano, XXXVII, 27 (2.7.1882), p. 240.

5% As for the composer and musicologist Vito Fedeli (Foligno, 1866 — Novara, 1933) see Alberto
Viarengo, Vito Fedeli: cronache musicali novaresi (1902-1923), in Miscellanea di studi, 5, a cura di
Alberto Basso, Torino: Centro Studi Piemontesi — Fondo Carlo Felice Bona, 2003, pp. 273-316.

5 V. Fedeli, «In Grecia. Un’Aida da strapazzo», Gazzetta musicale di Milano, XLIV, 24 (16.6.1889),
p- 384.

% «Notizie estere. Atene», Gazzetta musicale di Milano, XLIII, 46 (11.11.1888), p. 416.

% 5. M., «Atene, 4 dicembre. Concerto Virgilio al Grande Teatro Nuovo d’Atene», Gazzetta
musicale di Milano, XLIII, 53 (23.12.1888), p. 466.

57 «Concerti. Atene», Gazzetta musicale di Milano, XLVIII, 25 (18.6.1893), p. 420.

% X., «Concerti. Atene», Gazzetta musicale di Milano, XLIX, 16 (22.4.1894), p. 246.

% Riccardo Bonicioli (Zara, 1853 — Como, 1933) adopted his mother’s surname instead of his
father’s surname (Frithmann). He was active as a conductor especially in Buenos Aires and
Montevideo.

6 Konstantinos G. Sampanis, «[lagaotactoAdylo omegwv mov avapiBacOnkav ot Oéatoa
twv Entaviiowv amo itaAwols énayyeApatucotg Oidoovg tov 19° alwva (1820-1900)»
(Performances of operatic works performed by Italian professional theaters in the theaters of the
Ionian Islands in the Nineteenth century, 1820-1900), Movoixoc EAAnvouviuwv, 18-19 (2014), p.
32.

¢ «Alla rinfusa», Gazzetta musicale di Milano, LII, 10 (11.3.1897), p. 138.

62 «Teatri. Atene», Gazzetta musicale di Milano, LIII, 19 (12.5.1898), p. 281.
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“without comparison” in the role of Manon, sings twice In quelle trine morbide.%> The last
lyrical performance briefly considered by the Gazzetta musicale di Milano is Dionisios
Lavrangas’ I due fratelli, which is successful. The periodical announces also a new
melodrama by the Greek composer, La vita ¢ sogno (1900).% The opera, taken from
Pedro Calderén de la Barca’s La vida es suefio, will be subsequently performed in
Athens in 1901. In the same year the Gazzetta musicale di Milano also deals with the
construction of a new theatre in Athens, the Vasilikon Theatron (Royal Theatre),
opened a few months later.®

We can have other news, useful especially for information on little-known
musicians active in Greece in the Nineteenth century, from the obituaries. There is, for
example, that of young soprano Annetta Viviani, victim of smallpox in Athens (1874).%
The previous year, the singer had been the protagonist of an unlucky tournée of an
Italian opera company in Patras.”” From Corfu also comes the news of a tragic
disappearance: the Neapolitan musician N. Sire (or Siri) kills himself for a
disappointment of love (1891).%% He is actually Francesco Siri, teacher at the
Philharmonic Society.

In conclusion, from the pages of the Gazzetta musicale di Milano devoted to Greece
emerges the portrait of a very lively and interesting music reality. Memorable events
are not many, but they are crucial to retrieving other tiles of the wonderful mosaic of
the Nineteenth century Italian melodrama that is still waiting to be completed.

6 «Telegrammi. Atene, 1 settembre», Gazzetta musicale di Milano, LIIL, 36 (8.9.1898), p. 525.

¢4 «Alla rinfusa», Gazzetta musicale di Milano, LV, 35 (30.8.1900), p. 461.

6 «Alla rinfusa», Gazzetta musicale di Milano, LVI, 10 (7.3.1901), p. 153.

% «Necrologie. Atene», Gazzetta musicale di Milano, XXIX, 36 (6.9.1874), p. 296.

¢ Konstantinos G. Sampanis, «To kataotgo@uo talidt To0 dtuxov itaAkov Bukoov dmegag
kat pmaAétov 100 Beatpov «AmdAAwv» [Matowv 10 1873» (The devastating journey of the
unfortunate Italian opera and ballet company to the «Apollon» Theatre of Patras in 1873),
Movoikoc EAAnvouvnuwv, 20 (2015), pp. 16-21.

% «Necrologie. Corfu», Gazzetta musicale di Milano, XLVI, 10 (8.3.1891), p. 172.
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SUMMARIES

Penelope Avouris,

The opera performances’ reception in Zakynthos in 1880: social and financial matters
The winter of 1879-1880 was especially harsh for the people of Zakynthos who, while being a
part of the British Protectorate and even after their union with Greece, lost a large part of
their income. Due to the rampant hailstorm that plagued early 1879, the production of
raisings was reduced to one quarter of the production of previous years and due to lack of
byers most of the product remained in the warehouses. The pawnshop (Santo Monte di Pieta)
presented a significant financial deficit and the bulk of the population suffered to such a
degree that mayor Lucas Carrer, in a rare gesture of good will, offered his pay to the
destitute. Despite the poor financial condition of the island, in early September, theatrical
manager Dionisios Mondinos, with the consent of the municipal authorities, formed an opera
company in Naples to give performances during the winter season.

The scholars and newspapers of the times extensively with the Theatrical Committee and
the interventions of the governor with the «not entirely repaired and mediocrely lighted»
newly constructed Foskolos Theatre, with the performances of opera plays, the
appropriateness of their themes, their sets, costumes, vocal performance and the stage
presence of the actors, their honorary performances as well as the performance they gave in
support of the destitute and finally the appropriate, and inappropriate, reactions of the
viewing audience, inside and outside of the theatre.

During the period of 1879-1880 there were three newspapers being published in
Zakynthos, Zakynthos (the instrument for the «Romianiko» party that supported Alexandros
Koumoundouros), Agon a tool for the Lombardian party (Lombardos was co-founder of the
«Pempto komma» [Fifth party] which was lead by Spiridon Trikoupis and follows his policy)
and Elpis which had many characteristics that today, we attribute to the «Yellow Pages». By
studying related publications one can draw some interesting conclusions, not only for the
reception of Opera in the small Ionian island, but also for the sociopolitical standings,
contradictions and controversies of columnists by the severe financial condition of Zakynthos
and using the theatrical performances or activities as an excuse.

The topics that the newspapers are focused on are politics in a local, national and
European level, unemployment, starving widows and orphans, criminal acts, mostly the
steadily rising percentage of thievery and... the news of the artists, mostly the female ones,
of Opera that spent their winter on the island.

Quite interesting is the way that each separate newspaper deals with the events. D.
Someritis, publisher and key editor of «Elpis», expresses with every opportunity he gets his
great love of Opera and primadonna Avonia Bonney as well as the pleasure he experiences at
each viewing . The editors of Agon, Nomikos and Malanos, review every performance
displaying their music education and some impartiality. Finally, the editors of «Zakynthos»,
mostly refer to the social impact of those events.

Primadonna Avonia Bonney and Combrimaria Adela Galanti are those who share the
interest of the audience, be it positive... or negative. Boney is considered the very example of
honesty and dignity by the newspaper editors and in the performance, that’s thrown in her
honor, she is exalted by her admirers, who go to extreme lengths to please her. In the
contrary, the attitude of the audience towards Galanti, disgusts the artist, as the audience
flings dead fish and radishes at her while she is singing- It's interesting that only one of the
newspapers reports the incident and condemns it. In secondary news, a performance given
by the company to honor the destitute, is reported. Only Elpis reports in detail the
benefactors and the donations. Among them, Boney contributed seventy two drachma,
Galanti twenty, Soprano Boffa twenty five and Pontiff Nikolaos ten!

The versatile winter of 1879-1880 is depicted, in the satirical poem of Ioanni Tsakasianos :
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«Forward Zakynthians... those of you that don’t have money, borrow some and buy jewelry
for Bonney, so that she won’t tell of Zakynthos as a poor island... Don’t bother with those
that say that the land has many “Bonney’s”, poor and hungry... They are lies, that there is
unemployment, lies that we borrow and beggar to live...»

Spiros Deligiannopoulos,
The operas of Verdi as been seen through the piano arrangements of Paolo Carrer
This chapter presents maestro Paolo Carrer as a composer for piano. It presents his love for
the opera not as a composer but as an entertainer of the Italian upper class friends of Arts and
as a music pedagogue. Among the time of his original compositions, he transcribed, he
arranged and he paraphrased melodies of the well known operas of Verdi of that era, mostly
for piano. The chapter refers to the polkas, the mazurkas, and the divertimenti based on parts
of the operas of Verdi. It also focuses at the four hands Gallops from Rigoletto, Il Corsaro, 11
Trovatore and La Traviata. The texture of Carer’ s writing reveals his artistic skills as a pianist.

Stanimira Dermendzhieva,

The contribution of the Hellenic Diaspora to the formation of the Russian opera in the 19th
and the early 20th century
My studies on the Neo Hellenic Music subject of the Hellenic Emigrants Overseas began in
2002. Initially, I concentrated my efforts on the theme “Musicians of Greek origin in the School
of Composition of Saint Petersburg in the 19th and the first half of the 20th-century”. This
group consisted of 3 composers, members of the M. P. Belaieff circle in Saint Petersburg:
Achilles Nikolayevich Alferaki (born 3 July1846, Kharkov (present day Ukraine) - died 27
December 1919, Petrograd), and N. Rimsky-Korsakov’s former students in Saint Petersburg
conservatory Vasily Pavlovich Kalafati (born 10 February [O.S. 29 January] 1869, Yevpatoria,
Crimea — died 20 March 1942, Leningrad), and Vasily Andreyevich Zolotarev (born 24
February, 1872 in Taganrog — died 25 May, 1964 in Moscow), who was born as Kouyumzhi, but
translated his family name to a Russian one. The oldest member of the group was the Russian
operatic bass-baritone Osip (losif) Afanasievich Petrov, also called “the grandfather of the
Russian opera” (born 15 November [O.S. 3 November] 1806 in Yelisavetgrad (now
Kropyvnytskyi) in Ukraine, then a part of Russia — died 12 March [O.S. 28 February] 1878 in
Saint Petersburg). A reference to his Greek origin was made 4 years after Petrov’s death, by the
Russian historian V. Yastrebov, who researched into Petrov’s place of birth in 1882, and by the
contemporary books in Ukrainian. The whole story of Petrov’s brilliant career in Saint
Petersburg’s theatres is a living legend; he was a renowned singer of great range, good at both
Russian and Italian opera. Petrov brilliantly revealed the lead role of Ivan Susanin at M.
Glinka’s historic premiere of the opera A life for the Tsar in 1836. The famous Russian composers
Glinka, Dargomizsky, Rimsky-Korsakov, Mussorgsky, and Tchaikovsky had Petrov as an
archetype when they were composing the first operas in the style of New Russian Music
School.

In 2006 the Kalafati archive was bought by the Music Department of the Ionian
University in Corfu, Greece. My dissertation, titled “Vasily Pavlovich Kalafati (1869-1942):
The Life and Works of the Forgotten Composer and Teacher of Russia” was submitted in 2012
at the Ionian University. The three Russian composers Achilleas Alferaki, Vasily Kalafati and
Vasily Zolotariov belong to the New Russian Music School and they have their place in the
world history of opera. We could study their operas from a historical viewpoint today. Only
some parts of Kalafatis’ opera, The Gypsies (1898 —1937) and Kupal’skaya noch’ (St John's Eve)
(1899 -1912) of Alferaki have been presented in Saint Petersburg, Russia. The one-act opera
The Gypsies of Kalafati after A. Pushkin (1899) was ready and orchestrated in 1899. The
orchestra score and the vocal score of the opera have been kept in Kalafati’s archive. The
composer made the musical action more scenic and more complete in the second version of
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Gypsies opera (1937), libretto by Sergey Yurevich Levik (1883-1967). The handwritten vocal
score of the opera (1937), about 10 fragments (some of which are orchestrated), as well as the
composer’s notes for the libretto, have been salvaged in Kalafati’s archive. The orchestrated
score however has not yet been found.

The Russian of Greek descent statesman, composer, pianist and writer Achilles Alferaki
remained in Russian history as a governor (in late 1873) and a mayor (1880-1888) of Taganrog.
The composer became acquainted with Tchaikovsky, and was well-known in Saint
Petersburg. His romances and songs, which include elegy, love lyrics and drama, were
printed several times by M. Belaieff. But his dream to see his opera Kupal’skaya noch’, libretto
by A. Averkiev (first version 1888, second version 1912) performed on the stage of the theatre
Mariinsky one day, never came true.

Vasily Zolotariov who was more fortunate, won the name of revolutionary composer
with the opera The Decemberists, libretto by V. Yasinovsky (1925, second version Kondraty
Ryleyev, 1957). The opera was first performed on December 26, 1925 at the Bolshoi Theater in
Moscow. The most effective parts were printed by the Muzgiz, Moscow in 1925. Zolotarev
could be classified among Soviet composers who express the inner essence of Soviet music:
socialist realism in a national frame. Zolotarev wrote 3 operas, ballets, symphonies, cantatas,
romances, string quartets etc. His name is closely connected to the establishment and
formation of the Belarusian national school of composition, as well as the training of highly
talented composers and musicologists. In March 2014 an exhibition “The teacher and
creator”, dedicated to the 140th anniversary of Zolotarev, was held at the Music and Audio
Materials Reading Room of the National Library of Belarus.

Konstantza Georgakaki,

The Alice Reine theatre company at the theatre of Faliro
In the summer of 1884, there was not much happening in the theatrical life of the Greek
capital. Except for two Greek theatre companies, that of the Tavoularis brothers at the
Zappion summer theatre “Olympia” and the Pan-Hellenic Drama Theatre Company of
Dimosthenis Alexiadis at “Apollon” Theatre, the summer stages hosted no other Greek
performances. Popular performances, such as the exhibitions of strength of Panagis
Koutalianos and his Turkish peer Omer Pehlivan, enchant audiences, but do not help create
an attractive theatrical environment. After the failure of an Italian theatre company, the
audience turns to the theatre of Faliro, where an Armenian lyric theatre had appeared the
previous year.

This summer, French operettas make a powerful comeback, after a successful break the
previous year, in terms of tickets and art production. Alice Reine's French melodramatic
theatre company refreshes the interest of the Athenian bourgeois in developments in lyrical
theatre in the City of Light. Following the practice of other French theatre companies, Reine’s
”, as she was ironically called by the press that “translated” her
surname, included in its exclusively French repertoire famous comic operas and operettas by
Charles Lecocq (Le Caeur et la main, Le petit Duc, La princesse de Canaries, La Petite Mariée) and
Jacques Offenbach (La Fille du tambour-major, La Grande duchesse de Gérolstein), the comic opera
Donna Juanita by Franz von Suppé, the opera buffa Petit Faust by Hervé and a comic opera by
Charles Gounod (Philémon et Baucis).

The French theatre company, performing on the stage of Neo Faliro throughout the
summer, consists of experienced operetta singers. Most of them take part in performances in
the French capital, as well as in the province, with positive reviews. The repertoire is

company, or “Vassiliki’s

interesting, the performers are satisfactory and the spectacle is remarkable. The combination
of these features attracts the interest not just of common spectators but even of the Prime
Minister, Charilaos Trikoupis, who attends several performances.
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The bad summer weather, however, uncommon for Athens, creates several problems to
the theatre company, which is forced to cancel performances due to the poor weather.
Therefore, Alice Reine's theatre company may not have achieved its goals in terms of box
office earnings, but the way it was received by people and critics shows that when the show
is not “bon pour l'orient” and the stage proposal does not underestimate the audience’s taste,
artistic success is guaranteed.

Eleni Georgiou,
Reflections of the philhellenistic spirit in the Italian musical theatre of the 19" century and
the specific case of Rossini

This chapter explores the way in which the movement of philhellenism, related with the
awakening of the Greek nation and the events of the Greek revolution, is imprinted in the
Italian musical theatre of the 19t century. A movement that inevitably touched the Italian
artists in a special way because of the close observation and influence from the events of the
Greek revolution (i.e. the contribution of the Carbonari and other secret organizations -
societies) and the parallel struggle of the Italian patriots for a unified, independent and
democratic Italy.

Before that there was a definitely important influence of the ancient Greek theatre in the
opera and its evolution. Just a glance in the history of the opera is sufficient to convince us
about the influence of the ancient Greek poetry on this musical genre and it’s also well known
that the Florentine Camerata influenced its evolution through an attempt of reviving the
ancient tragedy, born from the study of classical antiquity, with the goal of finding the lost
unity between music and language. More than that the common evolutionary progression of
both the countries’ civilizations (Italy and Greece) contributed in the preservation of the
Renaissance spirit and the consolidation of neoclassicism with a parallel reference in many
ancient-themed Italian works of music related to Greece. Thus, the interest for the Greek
Independence is mainly captured in the art of the Italian musical theatre through events,
characters and legends from the splendour of classical antiquity which becomes established
in with neoclassicism.

At the same time with this philhellenistic outburst the Italians present a lot of
performances of dance theatre and pantomime theatre prompted by the events of the
revolution. The reference to the epic of Missolonghi is made with “Ballo Eroico in cinque
Atti” L” ultimo giorno di Missolungi by Antonio Cortesi which may have been performed at
Gran Teatro La Fenice in Carnovale (1832/1833). It must be noted that L’ ultimo giorno di
Missolungi received such acclaim that it was repeated at the Scala di Milano in 1836 for 41
more performances.

Giovanni Galzerani’'s “azione pantomimica”, Ali Pascia di Giannina, with music by De
Mussi, is presented two years later at the same theatre. Other theatres in Italy presented
dance theatre or pantomime performances as well with subject matter praising the struggle of
the Greek people. Teatro Carlo Felice of Genova Dove presents the “ballo eroico-tragico” La
caduta di Psara by Luigi Astolfi in 1836, Circo Olimpico of Napoli presents “Ballo con 60
persone a piedi e a cavallo” La caduta di Psara by Antonio Guerra in 1839 and performances
referring to the naval combat in Navarino.

In the field of the opera we also have excellent samples of the philhellenistic movement:
the opera Gli ultimi giorni di Suli with libretto by Giovanni Peruzzini and music by Umbero
Ferrari which was presented at the Teatro La Fenice in Venezia in 1842-1843. Rossini, who
thematically, but emotionally as well, is engaged with the Italian struggle before getting
involved with the Greek one, has already outlined in his works his influences from Greece
and classical antiquity with cantatas like Il pianto d "Armonia sulla morte di Orfeo (1808), La
morte di Didone (1818), Le nozze di Teti di Peleo (1816), the opera Ermione (1819). During his
years of youth he composed music for the choral parts of a private performance of the
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tragedy Oedipus at Colonus. Although he wasn’t particularly involved with politics, the
composer was influenced by the revolutionary spirit dominating his age relating both to his
country and Greece.

The summer of 1824 finds Rossini in London. The Greek Revolution had already started
and Lord Byron dies in April in Missolonghi. Rossini composes Lament of the Muses for the
Death of Lord Byron (Il pianto delle Muse in morte di Lord Byron). The work is composed for a
tenor, a choir and an orchestra and at the premiere Rossini himself sang the part of the tenor.

Le siege de Corinthe is the first work of the composer written in French and was meant to
address a French audience. Rossini obviously knew the importance of his debut in Paris, a
city which at that time validated the reputation of a musician at a European level and
simultaneously was the centre of the philhellenistic movement. The composer decided not to
make his appearance at the French capital with a new work but with a reformulation, a
reworking of an older one, none other than Maometto II. The libretto of Maometto II is centred
on the siege of Negroponte of Evia by the Turks and the tragic demise of the heroine, who
commits suicide in order not to get enslaved, is definitely not left to chance and has a direct
link to the Greek struggle.

It's not accidental that his second opera, after Maometto II, has also got Greece as its
subject matter, Ancient Lesvos this time. We're talking about Zelmira which was performed in
Napoli in 1822. The hero of the opera, Antenor who's the tyrant of Lesvos has a lot of
common features with Muhammad. He’s cruel and ruthless and he dares to come to the point
of murder in order to reach his goal. Zelmira, like Anna in Maometto II, doesn’t accept to
submit to his bidding, while Antenor doesn’t hesitate to order her execution.

We find another reference to the war of independence of the Greeks in Rossini’s work II
viaggio a Reims, ossia L’ albergo del giglio d” oro. In the prelude, Corina, playing harp, refers to
Greece with a religious, nationalistic tone.

As far as Le siege de Corinthe, is concerned Rossini having musical material for Maometto 11
essentially ready, was able to devote himself with greater ease to the problems that arose due
to the use of the foreign language and the need of presenting a musical product that would
be at the same time a typical work of the composer and aligned with the demands of the
French audience as well.

It's something more than a mere simple transformation like the ones the composer used
to make, it's an essentially new work, a revolutionary work in all respects. The action is
placed in Corinth not Halkida, in 1458. The reference to Corinth is a case of an allegory even
though sultan Mehmed II had besieged the city during the decade of the 1450s. The names,
besides that of Mehmed, change, Anna Erizo becomes Pamira, Calbo is named Neocles and
Paolo Erizo becomes here Kleomenis. The librettists, Luigi Balachi and Alexandre Soumet,
connect the Greek Revolution with the glory of antiquity with clarity, using ancient names.
The specific work is not numbered amongst Rossini’s most successful ones but without a
doubt the composer considered it appropriate, for in that period of time at the French capital
they observed the events in Greece with a lot of interest since Greece despite its struggle had
to wait until 1830 to be recognized as an independent nation by the European countries. 1826
was a year that the public opinion was in the midst of reflecting upon matters like conquering
freedom, recognizing independence and clearly the duality Christian West — Infidel
Ottomans.

The new libretto includes elements of the current affairs at the time and is referencing a
contemporary with its presentation event, that of the repeated siege of Missolonghi and the
epic Exodus. At that point in time the Greek matter was a major issue for discussion as much
in France as in Europe. In fact it was so important that an amount of more than 30,000 francs
was raised in just one concert with the goal of providing support to the rebelling Greeks,
conducted by Rossini himself on the 3 of April in 1826, six months before the work’s
premiere. The most important feature, the one that overwhelmed the audience of the time,
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was the finale, where not only Palmira dies but a whole nation along with her, the people of
Corinth, symbolically all of the Greeks. This opera had such an impact on the French people
not only because it stimulated their philhellenistic feelings but because it stirred up their own
revolutionary mood against the power of the Bourbons, who in their eyes didn’t differ in
anything from the Turks.

Stamatia Gerothanasi,

Flora mirabilis by Spyridon Samaras: A cognitive approach on selected parts of the libretto
Flora mirabilis, Leggenda in tre atti by Spyridon Samaras and libretto by Ferdinando Fontana,
was presented for the first time on May 16th 1886 in Milan, Teatro Carcano. The premiOre of
the opera signals the beginning of the international operatic career of Samaras. The
dramaturgy of Flora Mirabilis is actually that of a fable/fairy tale. In the opera, distinctive traits
of the movement of verismo are presented, a fact that anticipates the clearly veristic opera of
Samaras La Martyre.

My research concerns the cognitive analysis of the libretto. The libretto is neither a
theatrical text nor a poetic one. It is a new cosmos: a blend of theatrical and poetic features
which constitute the skeleton that supports the music elements. The libretto is the foundation
onto which the music construction is based. Since the language of the libretto serves the
opera, the cognitive analysis of the language of the libretto should regard the linguistic
choices of the librettist as an expression of psychological, emotional and cultural parameters
which reflect the compositional operatic tradition of a librettist’s time.

My framework is Conceptual Metaphor Theory and my starting point is the way
language is organized in the libretto. The words and the constructions employed by the
librettist are not coincidental. They enable me to understand how conceptual metaphors work
and the role they perform in constructions.

The aim of my research is to show how the movement of scapigliatura influenced the
dramaturgy of the opera and the language of the libretto. To this end, I will identify and
discuss specific constructions in the libretto through the cognitive mechanisms of conceptual
metaphor and conceptual metonymy. Moreover, I will delve into the musical strategies
employed by Samaras in order to strengthen these constructions. Such mechanisms seem to
allow an enriched reading of the influences of scapigliatura movement.

Konstantina Karakosta,
Nikolaus Dumba. The profile of a Maecenas of music
The present text refers to the significant contribution of Nikolaus Dumba to the music scene
of Vienna, as viewed historically within the spirit of the overall dynamic presence of the
Greek diaspora at the time of the Habsburg Monarchy in the 19th c.

The starting point was the end of the “Holy League of Linz” (Sainte Ligue Linz, 1684-1699
and 1716-1718) wars, which marked the final removal of the Sultan’s threat from central
Europe and radically changed the trade relations of the Habsburgs and Ottomans. The
Treaties of Karlowitz and Passarowitz stabilized the Christian borders in central Europe and
recognized the court of Vienna as the sole dominant power.

At the focus of Vienna's new economic policy throughout the 18th c. was the effort to
attract experienced Ottoman merchants (tiirkische Unterthanen), who were familiar with the
roads leading from the Balkans to the territory of the imperial royal crown and could
successfully respond to the ever-increasing demand for raw cotton, needed to cover the needs
of Austria’s cotton manufacturers.

Vienna, the capital of the Holy Roman Empire (Sacrum Romanum Imperium Nationis
Germanicae) and the seat of the House of Habsburg, was undoubtedly located in a prime
position. The Greeks (griechischer Handelsmann) who arrived and settled in the monarchy,
along with their commercial activities, also became very involved in “charitable” work, which
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at times bore a “national” focus, expressed through their interest in founding new churches
and schools, and helping the most destitute members of the community, but also targeted
their host country and was expressed through the establishment of institutions and the
construction of social projects.

Nikolaus Dumba was born in Vienna in 1830. His parents had been born in Macedonia,
where his father, Sterios Dumba, had established the “Dumba Bros”” company along with his
brothers, which was successfully involved in the cotton trade and textile industry. Along with
the waves of migration of that period, his family arrived and settled in Vienna, where it
acquired great economic and social prestige.

Nikolaus Dumba became renowned for his notable political work and love of music, and
was recognized as a splendid Maecenas of the arts, who played a major role in the
development of music and painting in the imperial royal capital of the 19t c. He served music
in various ways. He was first a member and then the president of the Vienna Men’s Choral
Society (Wiener Maennergesang-Verein) and one of the founders of Musikverein, a building
of high aesthetic value and luxury, which became the seat for the Society of Friends of Music
(Musikfreunde) and the famous Vienna Philharmonic.

Dumba was a very close friend of Johann Strauss, who thought so highly of him that he
dedicated the New Vienna (Neu Wien) waltz to him; he also wrote the Polka of the Hellenes
(Hellenen Polka). It was at Dumbas’ summer house, on the shores of the Danube, that Strauss
composed, premiered and dedicated to him the famous Blue Danube Waltz. Nikolaus was
also a bosom friend of Johannes Brahms, with whom he corresponded frequently. When
Brahms died, Dumba commissioned his statue, selected the relevant location and contributed
financially to its completion.

One of the most prominent figures in music who visited Dumba and composed music at
his summer house was Richard Wagner. In 1861, when the preparations for the premiere of
the opera Tristan and Isolde were taking place in Vienna, Wagner was a guest of Dumba and
was impressed by the fact that all the protagonists in his opera were friends of the latter.
Dumba’s name however has also been directly linked with the protection, preservation and
promotion of Franz Schubert's works, since he was the holder of the most important
collection of autographs by this leading musician. He himself safeguarded and promoted
Schubert’s work, by donating his Symphonies to the Municipal Library of Vienna (Stadt-und
Landesbibliothek).

Throughout his life, Nikolaus Dumba was awarded many titles. He was also involved in
politics as a representative of the Lower House and a permanent senator at the Upper House,
thus serving the interests of the city of Vienna and of the monarchy. His death had a huge
impact on the city of Vienna. The street leading to the Concert Hall, known as Artists’ Alley,
was renamed Dumba-Strasse, i.e. Dumba Street, five days after his death, following a
decision by the City of Vienna “in recognition of his great service”. Flags were flown at half-
mast on all public buildings. His coffin was taken from the Greek-Orthodox Holy Trinity
church (Fleischmarkt) to the House of Artists and then to the Hall of the Society of Friends of
Music, where the choir sang a mournful piece by Schubert (Ruh' in Frieden Allerseelen). His
remains lie in a place of honour at the central cemetery of Vienna (Zentral-Friedhof), beside
the graves of Brahms and Strauss, and in the same section as Mozart, Beethoven and
Schubert.

Kostas Karasavvidis,
Filippo Termanini: Early reception of The Millers in Corfu (1836)
Filippo Termanini, an Italian choreographer and dancer, visited Corfu over three consecutive
seasons (1834-5, 1835-6, 1836-7), as member of three different Italian troupes of melodramatic

theatre. All three troupes spent long periods on the island (from autumn till the carnival
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season) and performed at the San Giacomo Theatre. Apart from participating in the troupe
productions, Termanini also took part in dedicated dancing performances, and presented his
own choreographies. Besides, according to Luigi Prividali (1836), "Italian opera [in Corfu] still
maintains its old lustre, always respecting an old pattern which requires that it be followed
by dance performances, as it happened during the Venetian rule." The chapter aims at
sketching Filippo Termanini's activity in Corfu between 1834 and 1837, mainly focusing on a
dance adaptation of The Millers during the carnival celebrations of 1836. This performance is
deemed quite important, as The Millers, in their proper prose form, would not make it into the
Greek repertoire for another 34 years (1870 onwards). Starting with this early reception of the
play, even as a ballet adaptation, the chapter will present for the very first time the so far
unidentified Italian original from which the Greek prose play was created. At the same time,
the chapter will highlight the similar course and increasing popularity of both the Italian and
the Greek plays, as suggested by the impressive number of seven editions in Italy and Greece
over the 19% century. The last part of the presentation will take the audience through the
stages of the play's transformation from comedy to dance piece to opera buffa in Italy and,

finally, to comedy with songs (komeidyllion) and operetta in Greece.

Kostas Kardamis
Domenikos Padovas: The “lesser” of an anniversary
This chapter attempts to offer some new approaches and information regarding the life and
the work of Domenikos Padovas (1817-1892), which possibly underline an unexpected
original contribution to the mid-19% century opera, as formulated within the era’s
multileveled cultural environment.

In this respect the collaboration of Padovanis with the Italian patriot and man of letters,
Severiano Fogacci (1803-1885) is of particular importance. Fogacci was self-exiled in Corfu
between 1831 and 1846 and was, among others, the librettist of Padovas’s two known operas,
namely the one-act “comica” Il ciarlatano preso per principe (Carnival 1840) and the “seria”
Dirce (February 1857, but libretto written in 1835 and published in 1843). The initial
publication of Dirce’s libretto includes an introductory text, which is virtually a concise
manifesto of Fogacci’s views on the ideal musical setting of his work. Fogacci’s libretto is
based on Vincenzo Monti’s 1786 five-act tragedy Aristodemo and possibly this choice is not
coincidental, since the subject of the plot is related both to the notion of ancient Greece as
symbol of pure classicism, and its reflection in European literature through authors like
Monti. Moreover, Monti’s work both in its original form and in its translation in Greek was
very popular within the theatrical activities of nineteenth-century Greece.

Padovas’s connection with Fogacci’s thought is made clear in the way that the composer
responded musically in both of the above-mentioned operatic works. Despite Fogacci’s
manifesto being omitted in Dirce’s 1857 libretto, Padovas clearly follows the aesthetic
objectives that the writer proposed in 1843 and at the same time demonstrates a very good
understanding of music and its use within an operatic setting.

Lena Kokkinomilioti,
The path of Spiro Samara towards the European musical theaters. An educational plan for
narration about social-political, historical and cultural incidents
A composer, a laptop and a video projector. A great team of enthusiastic teenagers in a
classroom, somewhere in the birth place of the composer. Timeline: Limited, always, only one
school year... Books all around the desks, music material, students studying, and working
parties... A Corfu native composer travels all over Europe performing his operatic works. His
travels bridge the last decades of the 19t century with the early ones of the 20t century. The
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melodies of Spiro Samara can provide the students with a great opportunity to learn more
about the era he lived in. This time travel includes all the incidents which happened in his
life, everything relating to the composing procedure of his works and many more such as
political and cultural events during the above mentioned times. This presentation, was
shaped both by students and derived from the necessity to write a post-graduate essay. All
these ideas and educational plans were applied into the classroom, with the intention to
creating a scenario - narration, including a transitive approach involving the subject of Music,
History and Modern Greek Literature.

Georgia Kondyli,
The opera in Smyrna in the 19th century through the Greek- Smyrnian press

The European opera has penetrated in the Ottoman court since 1675, when Giacomo Guerini,
the assistant of the Venetian ambassador brought an opera company to Constantinople in
order to take part in the festivities on the circumcision of Mustafa II. Even though the project
was never realized, the Ottomans started being interested in opera. In 1839 there was a
westernization movement, accelerated by Abdul Medjid. Thus, European opera and theater
became the favorite form of theater, especially in 19th century in Constantinople but also in
other Ottoman cities, like Ankara and Smyrna.

In 19th-century Constantinople, many operatic troupes, especially Italian, have presented
Italian and French operas as well as a large number of operettas in places like Naum Theater,
Dolmabahce Palace Theater, Ylidiz Palace, Opera Tiyatrosu and Osmanli Opera Tiyatrosu.
Some European composers, among them Giuseppe Donizetti, were invited to the Ottoman
Empire. The operatic activity in Constantinople has been researched by Erme Arci to some
extent.

As far as it concerned Smyrna, during the 19th century and before 1922, was the most
important port in the Eastern Mediterranean and the center of economical and social life. The
city was not only a commercial crossroad but also a place where different nationalities,
cultures, religions met. The Smyrniotes loved the music and the entertainment. As a result,
we come across a rich theatrical activity. The condition was ideal for a new theatre trend: the
expansion of a stage combination of music, dance and satire.

European opera was known to Smyrna through foreign traveling troupes which also
travelled to other cities, such as Patras, Syros and Constantinople, and these tours have
contributed decisively to the shaping of the overall theatrical identity of the city.

The rich artistic life of Smyrna, as well as the artistic influence that the city has from
Athens, Paris and Constantinople, that reinforces the belief that the three mentioned cities
were cultural metropolises, was an incentive to start a research, focused on the musical-
theatrical life of Smyrna which has been conducting since 2011 and which has given three
papers at the past.

In this chapter we will examine the opera performances in Smyrna in the 19th century
through the Greek-Smyrnian press in order to examine the impact and the popularity of the
genre to the Smyrnian audience. For this reason it is essential to present the opera troupes,
which visited the city, their artists, their repertoire, the place that usually the performances
took place also to explore the kind of audience which attended the performances.

For this project a depth research in Greek-speaking newspapers of Smyrna was realized,
some of them are located at the Institute of Mediterranean Studies in Rethymno (Crete-
Greece) and others at the Greek National library.

Stella Kourmpana,
Hermoupolis, the lost Atlantis of our musical culture
Hermoupolis is the fruit of the War of Indenpendence of 1821 and of the vision of a reborn
Greece; a city built literaly from the beggining by Greek refugees, who, chased by the Turks,
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reached the rocky coast of Syros in order to survive, and managed, in less than half a century,
to make of Syros the biggest port of the East-Mediterranean Sea. The story of this newborn
city constitutes a unique phenomenon of Modern Greek History; because of the multiformity
of its population (consisting of Greeks coming from differend areas of the Aegean Sea),
unified only by the goal of survival and of national regeneration, the city of Hermes
(Hermoupolis) became an economic and cultural center of 19t century Greece, often
surpassing the activity of the Greek Capital.

The vision of the citizens of Hermoupolis was the development of a new world, based on
the model of neoclassical Europe, which, as a conduit for the civilization of ancient Greece,
was always destined to be their sole point of cultural reference, as all things eastern were
viewed as symbols of their protracted slavery. In addition, as Western culture was considered
the natural evolution of the ancient Greek, the Opera (created on the model of ancient Greek
drama), was the cultural product par excellence of this evolution. Hence, operatic life was not
only a powerful symbol of bourgeois European society, but also an ultimate example of a
cultural re-borrowing: the Greek renaissance brought about by the 1821 revolution marked
the hour when the products of ancient Greek culture that had decamped to Europe came back
home. Europe’s new state wanted its cultural capital back, and with interest.

Hermoupolis' musical life was impressively rich during the second half of the 19t
century, especially after the construction of the Opera House (the Apollo Theatre) in 1864.
The operatic activity, along with the musical education, introduced very early on the island,
contributed to the elevation of the musical culture of the Hermoupolites, who seem to have
been the habitants of a lost Atlantis.

Dionyssios—loannis Kyriakoulis,
George Sklavos: Life and works
This chapter is part of a doctoral dissertation focused on the life and works of Georgios
Sklavos. The main findings are based on research in the composer’s personal library (articles,
reviews, mail, texts, concert programs, personal photographs, music scores, conversations
with former students, etc.).

Georgios Sklavos was born in the last years of the 19th century in Vraila, Romania, into a
family with origins in the Ionian island of Kefallinia (now referred to as Kefalonia). When he
arrived in Greece, he registered to the Athens Conservatoire and became a student of A.
Marsick (counterpoint, fugue, composition lessons) and S. Kaisaris (wind band arrangement).
He was a person who sought and participated in many different musical activities, sometimes
as an artist and music professor and other times as a musicologist. He started teaching at the
Athens Conservatoire in 1913 and continued until almost the last years of his life. The subjects
he taught were Harmony, Counterpoint, Fugue, History of Music, Chorus etc. Moreover, he
also worked as a professor of music at the Piraeus Conservatory of the Piraeus Society.

He wrote many entries about music terminology, published at the Megali Elliniki
Engyklopaideia (“Great Greek Encyclopaedia”). His editorial activity included theoretical and
historical texts about music. His work embraces several music genres, including incidental
music, operas, and music for piano, voice and orchestra. His personal musical style was
pronouncedly influenced by the concept of the Greek National School and, moreover, his
works contain music elements from the East, together with a combination of modern
harmonic idioms.

He also was a critic and wrote in newspapers such as Imera (i.e. “Day”), Estia (i.e.
“Home”) and others. In addition, he was the manager of the Greek National Opera during
1946-49. The librettist Stelios Sperantsas and the conductor Dimitri Mitropoulos were two of
his most important collaborators.
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Malgorzata Lisecka,
The Feminine Art? On Reinterpretation of Opéra Comique Genre in Camille Saint-Saéns’s
Phryné (1893)

Annegret Fauser in her article mentions Phryné by Saint-Saéns as a specific attempt to break
some stereotypes of opéra comique, which since the eighteenth century has traditionally been
considered as light, naive, graceful and specifically feminine genre (Fauser: 2001,87). In this
chapter I want to show how Saint-Saéns in different ways refers to the myth of Phryne.
Aforementioned myth was shaped not only in the Greek antiquity, but also in modern times
(as literary, pictorial, sculptural, theatrical concept), to get through reinterpretation of this
myth to show the universal conflict between masculinity and femininity. I also wanted to
show how neoclassical convention, recognized by the composer on the romanticizing way,
serves as a commentary on contemporary perception of morality, as well as social conditions
of the relationship between man and woman in the second half of the nineteenth century.
This problem will interest me with regard to the libretto (by Lucien Augé de Lassus) as well
as to its musical setting (Fauser indicates one example of ‘masculinisation’ of the score by
Saint-Saéns; in my chapter I intend to develop this concept for further issues).

Konstantinos G. Sampanis

1888/1889 opera season in Corfu: from the initial tragedy in Grassano, Italy (8/20.10.1888)
until the triumphant artistic finale with Spyros Samaras’ Flora mirabilis
In early October 1888 Corfiot theatre impresario Alexandros Temponeras-Voggolis and local
conductor of the choir, maestro Spyros Grek, had already formed in Milan the opera troupe
of the San Giacomo theatre for the 1888/1889 opera season, which consisted of the following
artists: Emilia Parodi (prima donna soprano assoluta drammatico, for opera serie), Gemma
Perozzi-Morello (prima donna soprano assoluta drammatico, for opera serie), Ines Biliotti
(prima donna soprano assoluta leggero, for opere buffe), Rosa Berlini (comprimaria & prima
donna mezzo soprano & contralto), Marziale Panella (primo tenore assoluto, for opera serie),
Angelo Rossi (primo tenore assoluto, for opere buffe), Giovanni Comolli (primo baritono
assoluto), Eugenio Aleni (primo baritono assoluto), Augusto Cappati (primo basso assoluto),
Vincentelli and Franzoni (secondary parts). Maestro Guarnieri was hired as maestro
concertatore and conductor of the orchestra, while Grek himself would be the maestro of the
choir.

An early proposal to reduce wages made from the impresario to the soloists was not
accepted by the primadonnas, leading to highly valued and experienced Emilia Parodi and
up-and-coming talent Ines Biliotti to immediately terminate their contracts, while soon after
Gemma Perozzi-Morello also followed their decision. Initially — and for the time being —
Virginia Colombati (prima donna soprano assoluta leggero), a not yet widely recognized
artist, was hired in their place. Because the starting date of the performances was fast
approaching, impresario Alexandros Temponeras-Voggolis, maestro Spyros Grek and all cast
members embarked on the journey to Corfu via Napoli and Brindisi. Unfortunately, just
before dawn on Saturday 8/20.10.1888 in Grassano, a village between Napoli and Taranto, a
landslide from the nearby cliffs caused rocks and earth to wreck the train that carried the
troupe and cost the lives of many train passengers, including four of the main soloists of the
troupe (Rosa Berlini, Angelo Rossi, Giovanni Comolli and Augusto Cappati), as well as the
young maestro Spyros Grek. The troupe was dismantled and everything was pointing at the
direction of the season’s performances being cancelled. However, the initial tragedy was
followed by new preparations, since the impresario, after recuperating from his wounds,
returned to Corfu with a new troupe, consisting of the following artists: Gemma Perozzi-
Morello (prima donna soprano assoluta drammatico, signed a new contract), Virginia
Colombeati (prima donna soprano assoluta leggero, member of the initial troupe), Maddalena
Tamburini-Garulli (prima donna mezzo soprano & contralto), Gerardo De(l) Castillo (primo

223



tenore assoluto drammatico), Emidio Bettini-Lorini (primo tenore assoluto leggero), Cesare
Baracchi (primo baritono assoluto), Luigi Bonfanti (primo baritono assoluto), Alessandro
Niccolini (primo basso assoluto) and Valentino Tubertini (primo basso comico). The troupe
arrived in Corfu on Saturday 29.10/10.11.1888 and the performances started on Saturday
12/24.11.1888 with Verdi’s Ernani. Subsequently, and until the Last Sunday of Carnival
(19.2/3.3.1899), when the Corfiot opera season was triumphantly concluded, the following
operas had been revived: Lucia di Lammermoor (Donizetti), Lucrezia Borgia (Donizetti), I
Puritani (Bellini), Un ballo in maschera (Verdi), Il barbiere di Siviglia (Rossini) and Flora mirabilis
by the Greek composer Spyros Samaras (premiered on Sunday 5/17.2.1889, first performance
in Greece), which was the last and most brilliant production, starring distinguished soprano
Concett(in)a Bevilacqua, who was especially invited to Corfu for these performances, as well
as Samaras himself on the San Giacomo theatre podium.

Andrea Sessa,
The musical life in Greece in the 19" century in the pages of the Gazzetta musicale di Milano
(1842-1902)

The Gazzetta Musicale di Milano, published by Ricordi between 1842 and 1902, is undoubtedly
the most important Italy’s music periodical of the 19% century. Its articles, often signed by
famous collaborators, are a key reference point for reconstructing the musical activity of that
historical moment, in Italy and abroad, not only in the big cities, but also in several small
towns. This is especially true for the second life period of the Gazzetta Musicale, reborn in 1866
after a break of three years and a half. The need to respond to the changes that occurred in the
work market after the unification of Italy, in fact, convinced the publisher Ricordi to
transform the Gazzetta musicale in a sort of weekly bulletin of artistic events, with an ever
greater space devoted to reviews and chronicles of the shows. From this point of view, the
correspondence from Athens, Patras and Corfu are a valuable source of information about
musical life in Greece, since the mid-nineteenth century to the early twentieth. In the pages of
the Gazzetta Musicale we can find plenty more news and comments on the first performances
of work by Greek composers (great prominence, for example, has the triumphant success of
Spiros Samaras’ Flora Mirabilis at the San Giacomo Theatre in 1889) and the opera seasons in
Greek theaters. Here we can often find excellent Italian companies, which present a repertoire
that is updated gradually enriching the proposed public offering. In the articles of the
Gazzetta Musicale there is also space for events not strictly related to theater, such as the
discovery in 1893 of Hymmus to Apollo at Delphi, which has aroused great interest in ancient
Greek music. The research aims to provide a systematic framework of this news and be a
starting point for more detailed studies.

Avra Xepapadakou
“There, in Samarkand’. European itinerant opera and operetta companies touring in the Near
and Far East
This chapter focuses on the activity of European musical theatre companies touring in the
Eastern Mediterranean, the Near East, the lands of the Caucasus and Central Asia during the
19t and early 20t cent. It aims to investigate the processes of cultural transfer and
amalgamation between West and Orient in the domain of opera and operetta. These
companies were the carriers of a par excellence western cultural product from metropolitan
cities, such as Milan and Paris, to the periphery, within and beyond European borders.

In more detail, the wane of the 19% cent. saw the decline of the powerful Ottoman
Empire, and a corresponding increasing tendency towards Europeanization and
westernization in the wider domain of SE Europe and the Eastern Mediterranean. Greece, in
particular, functioned as a cultural crossroads between East and West. Within this bipolar
socio-cultural landscape, from 1840 onwards Italian opera companies began to tour in Greek
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theatres, and even further towards the Near East; they were followed, from 1870 onwards, by
French operetta and vaudeville companies. In the last decades of the 19t century, these bold
French artists expand towards the East, beyond familiar geographical boundaries, following
specific routes and tracing their own small odysseys on the map.

This chapter aims to chart, study and present the traces of the latter, attempting to shed
light on an unknown and unexplored area of the world history of music and theatre.

CONTRIBUTORS

Penelope Avouris was born in Athens. I am teacher and theatrologist. M.A. In «Ancient
Greek Theatre» from the Department of Theatre Studies of Patras University and in «Drama
and Performing Arts in Education and Lifelong Learning» from the Department of Theatre
Studies of University of Peloponnesus. Head of Center for Environmental Education in
Zakynthos. I have implemented several workshops of Drama and Performing Arts in
education in educational seminars. I have taken part in national and multinational(
conferences) concerning issues that involve my research interests like modern performances
of ancient Greek drama, lIonian Islands theatre history and Drama and Performing Arts in
Education and Lifelong Learning.

Born in Zakynthos, Greece, (1976) Spiros Deligiannopoulos studied Musicology (B.Hons) at
Aristotle University of Thessaloniki, Piano at Contemporary Conservatory of Thessaloniki,
Music Theory at the State Academy of Thessaloniki and Composition at Goldsmiths —
University of London (MMus in Composition), at Darsmadt Internationales Musikinstitut
(Master Classes) and at AristotleThessaloniki (PhD in Composition). Among his teachers are
mentioned Dimitris Lagios, Georgios Thymis, Pavlos Dimitridadis, Lambis Vassiliades,
Costas Grimaldis, Costas Siempis, Nikos Solomonidis, Roger Redgate, Michalis Lapidakis,
Pierluigi Billone, George Aperghis, Helmut Lachenmann and Bryan Ferneyghouh. As a
composer he has been awarded with the 1st prize at the composition contest “In Memoriam
G. Papaioannou” under the Greek Composers Union, for his work ‘String Quartet no 2”. His
music has been performed at the main concert halls of Athens (The Athens Concert Hall,
“Stegi” (Stage) of Fine and Letters, Theocharakis Music Foundation, Parnassus Literal Society,
German Institut-Atene, M.Cacoyiannis Foundation), Thessaloniki, Patra and abroad (London,
Johannesburg, Munich, St Petersburg). As a musicologist he has collaborated with the Public
Sector of The Athens Concert Hall writing about 200 original program notes. He has also
collaborated with The Athens and Epidaurus Festival and The National Lyrical Scene. He
writes monthly at artistic e-magazine artic.gr. His 3 personal albums “Music on Poetry”, “
The String Quartets” and “Liquid Time” are available on Amazon and I-Tunes.

Stanimira Dermendzhieva studied violin at the National Secondary School of Music and
Stage Art in Burgas and later in the Higher Institute of Music and Pedagogy, Plovdiv,
Bulgaria (now the Academy of Music, Dance and Fine Arts of Plovdiv). She continued her
studies in Musicology in the Music Department of the Ionian University of Corfu, Greece. She
submitted her dissertation, titled “Vasily Pavlovich Kalafati (1869-1942): The Life and Works of the
Forgotten Composer and Teacher of Russia” in 2012 at the Ionian University. She specialized in
19th- and 20th-century music, particularly Russian/Soviet, Greek, Bulgarian and Eastern
European Music, with special interests in Comparative studies of minority composers. She
has presented papers at several international musicological conferences in Europe. She
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collaborated with the Tellogleio’s Foundation of Arts of Aristotle’s University of Thessalonica
(2006-07) and the Rimsky-Korsakov Apartment Museum (2010) for the exhibition of the
archives of the Russian composer Vasily Kalafati. She is a member of the Greek Society for
Music Education (G.S.M.E.) and the Hellenic Music Research Lab (HMRL) of the Ionian
University. She works in Primary School education in Corfu and has had her works
published both in Greece and Russia.

Konstantza Georgakaki is Associate Professor in the Faculty of Theatre Studies of the
National and Kapodistrian University of Athens. During the period 1984-2001 she worked as
a literature teacher in the Secondary Education. She is coordinator for the Erasmus+
International Mobility Program between the University of Athens and the University Paul
Valéry-Montpellier III (2014-2010). Her research interests focus on relations between Greek
theatre and cultural policy, foreign theatre companies in the Greek stage as well as the
evolution of the “Athenian revue”. Her most recent publication concerns the “revue” during
the dictatorship, 1967-1974 (Ziti, 2015).

Eleni Georgiou holds a Ph.D. in Theatre Studies (Department of Theatre Studies - National
and Kapodistrian University of Athens). Tutor of Stage Acting in the Department of Music
Science and Art at the University of Macedonia and teacher of Theatrical Education at
primary education. She is graduate of the Higher Dramatic School "Contemporary Theatre of
Athens" of George Kimoulis and has worked in theatrical plays and film & television
productions. She is a musician (Master’s Degree’s Monody Diploma and Music Theory). She
has directed & taught works of Aristophanes, William Shakespeare, Moliere, Anton Chekhov,
Federico Garcia Lorca, Jean Genet, Samuel Beckett, Eugene Ionesco and poetry dramatization.
She has written articles for Greek magazines such as Foyer, Quinta and 24 Letters. She has
published 5 books of poetry, 2 theatrical studies, and her translation of Jean Giraudoux' s
Siegfried.

Stamatia Gerothanasi holds a BA and a PhD (School of Music Studies, Aristotle University of
Thessaloniki). Diploma and Master in Music/Voice Performance (Folkwang Universitat der
Kiinste, Germany). Member of the State Opera of Schwerin (Germany) from the season 2012-
2013 and of Stadttheater Pforzheim from the season 2017-2018. Performances in Deutsche
Oper am Rhein, Theater Hagen, Theater Nordhausen, Theater Zwickau, Landestheater
Schleswig-Holstein, Pfalztheater Kaiserslautern. Holder of the State Scholarships Foundation
(LK.Y.), Folkwang Universitit der Kiinste and Richard-Wagner-Verband Cologne.
Scholarship of excellence (Research Committee of Aristotle University of Thessaloniki).
Holder of the DAAD prize and the Conrad-Ekhof prize. Member of the Hellenic
Musicological Society. Participant in "IKYDA" bilateral programme 2016. Adjunct Lecturer in
the School of Music Studies, Aristotle University of Thessaloniki (academic year 2016-2017
and 2017-2018).

Konstantina Karakosta studied History and Archaeology at the Aristotle University of
Thessaloniki, where she received her Master and Doctorate Degree from the Department of
Modern and Contemporary Greek and European History. Her thesis with the title: “The
Fortunes of the Moschopolites. The rise, decline and dispersion of the people of Moschopolis.
The community of Miskolc” deals with the presence of the Vlachophone Moschopolites on
the territory of the Habsburg Monarchy, and especially in Miskolc. Through a scholarship
awarded by New York University (Remarque Institute, Department of International,
European & Area Studies), she pursued her postdoctoral studies in the field of Public History
and Politics. Her postdoctoral research (NYU/Panteion University) with the title "Using and
Abusing Public History: The Case of the Greek Economic Crisis and the Rise of the Golden
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Dawn" focuses on the topic of political discourse and communication during the economic
crisis through the perspective of Public History. She is currently the Program Coordinator of
Navarino Network and she is teaching Modern and Contemporary Greek History at the
School of Humanities and Social Sciences, University of Patras.

Kostas Karasavvidis holds a Degree from the Department of Philology of the Aristotle
University of Thessaloniki (specialized in Medieval and Modern Greek Studies), a MA in
Theatre Studies from the Department of Theatre Studies of the National and Kapodistrian
University of Athens, and a Diploma in Greek Palaeography, obtained following a 2-year
course, from the Holy Monastery of Aghia Theodora in Thessaloniki. As a PhD student at the
University of Athens (under the supervision of Prof. Ch. Stamatopoulou-Vassilakou), he is
currently working on his thesis regarding 19t-century theatrical satire. He has published an
edition and commentary of the revue Life goes on by A. Sakellarios (1941) [Parabasis 13/2,
2015, pp. 477-562] and presented papers on many aspects of the history of Modern Greek
theatre (19t to early 20t century) in Greece, Cyprus, and Turkey.

Kostas Kardamis is a musicologist currently serving as Assistant Professor in the Music
Department at the Ionian University (Corfu). He has collaborated with the Oxford University
Press, the Megaron Athens Concert Hall, the Greek Composers Union, the Cultural
Foundation of the Piraeus Bank Group and the Durrell School of Corfu. His published
studies, papers and articles mainly concern Neohellenic music, with particular focus on 18th
and 19th centuries, as well as opera and musical theatre. His research interests also include
band music and the interaction of music, society and politics. He is a member of the Hellenic
Music Research Lab, the Greek committee for RILM, the editorial committees of the
musicological journals Moussikos Loghos and Moussikos Ellenomnemon. He is also the General
Editor of the series “Monuments of Neohellenic Music”. Since 2003, he has been the curator of
the Archive and the Museum of the Corfu Philharmonic Society.

Lena Kokkinomilioti has been a music professor since 2001. She has been collaborating with
the Music Dept. of Ionian University since 2007, teaching classes in the subject of both Music
Education and Psychology of Music . She has signed contract work with the Greek Institute of
Education Policy as a member of a special scientific team dealing with the elaboration of the
New Curriculum for Secondary Music Schools. One of her main interests is to provide
information to the young people about the sound phenomenon and make them
understanding , responsible and sensitive to issues related to hearing protection and acoustic
environment. Approaching people with disabilities through music is included in her
interests. Lately, she has been a member of the production team of the Book — CD “Kratisou
Pano mou” (“Hold on to me”). Some years earlier she was the caretaker of a collection which
included 4 Digital Video Disks “Mias meras paramythia”.

Georgia Kondyli was born in Patras-Greece. She graduated from the Faculty of Musical
Studies of the Ionian University (1999). As a scholarship holder by the Michelis Foundation,
she obtained a Master’s Degree (DEA) in “Aesthetics, Technology and Artistic Creation”,
specializing in “Music-Musicology” at the Université Paris VIII in France. In 2005 she
obtained a Ph.D. (Doctorat) from the Université Francois Rabelais of Tours (France)
specializing in music theater. Her thesis, entitled “La perméabilité des genres lyriques a la fin
du 18e siecle : Les Danaides d’Antonio Salieri (1784)”, has been published by the Presses
Académiques Francophones (PAF - ISBN: 978-3-8381-7665-9). She has given lectures and she
has published articles in research reviews, always on the topic of musical/music Theater. She
has obtained the certification of the Teaching Qualification of Trainers for Adults of non-
formal education and she has taught in public Institutes of Professional Training where she
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has recently been invited to schedule the music classes for the specialty of Sound
Engineering. She has also taught in Primary and the Secondary education. She also lectured
at the Faculty of Theatre Studies of the University of Peloponnese, at the Faculty of Theatre
Studies of the University of Patras as well as at the Technological Institute of Education of
Music Technology and Acoustics in Rethymnon (Crete).

Stella Kourmpana was born in Athens on November 1976. Very young she started to take
ballet classes and later piano lessons. In 1999 she graduated from the Department of Theatre
Studies of the Athens University, where she studied History and Theory of Theatre. During
her studies she worked at the Archives of the Greek National Opera (1998-9) and collaborated
with the dance periodical En choro. In 2002 she obtained an M.A. of Theatrology and
Musicology (Athens University-lonian University) and started her research on 19t century
musical life in Greece. She holds a PhD from the Music Department of the Ionian University
(Title: Aspects of Wagnerism in 19" Century Greece). She has published several articles on music,
opera, theatre and literature in modern Greece and she is a member of the editorial board of
Moussikos Hellenomnemon, the quadrimestrial journal of the Hellenic Music Research Lab of
the Ionian University. She has worked as book editor and translator from french and italian.
Since September 2013 she is in charge of the Athens Conservatoire Archives.

Dionyssios-loannis Kyriakoulis was born in Athens. He took his degree from the Music
Dpt. of Ionian University in Corfu, in the field of Music Studies and he is a Phd. student of
the same Dpt. He has been a collaborator of Athens Conservatoire and also a collaborator of
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music manuscripts, and historical findings.
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dictionary with a special focus on the forgotten opera composers. The sequel of this book,
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participated in a number of EU funded Research Projects. Since 2012 she has worked on the
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above-mentioned archive. She has conducted research as a grantee visiting scholar at
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