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Vespers is the first service of the day. The liturgical books prescribe the order and the poetic
text of the vesperal hymns. The musical codices called Papadikes, covering the cycle of offices,
put in order the hymns of the Great Vespers “Composed by various poets”. The main function
of the Vesper service as expressed in its prayers and its fixed psalmic parts are the praise of God
for the end of the day and prayers for the night.

One of the basic hymns of the Vespers is ®wg tAapdv, is chanted at the entrance of the priest.
The way the hymn is described in the manuscripts includes some of its general characteristics:
“old poem”, “anonymous author”, “epilychnios hymn”, “epilychnios thanksgiving.” The
designations “an ancient melos” or “very ancient” recorded in much of the religious and
historical literature summarize the general acceptance of the hymn’s ancient origins.

This certainty is based on considerable historical evidence:

1. Included among the devotional and liturgical items of the Papyri from Oxyrhynchus
(Egypt) collection that belongs to the British Museum is a small, unidentified fragment of a
hymn, numbered as 244 (p. Lond. Inv.2037B). It is dated to the sixth or seventh century. The
hymn is usually found in this reconstructed form:!

l. [®og Duapoy dylag B6En]e Joyous light of the holy glory
dbavatou [Marpdg odpaviow of the immortal Father, heavenly,
ayilov pdxepos Inood Xpoté)/ holy, blessed Jesus Christ;
2. EABOvTEg Eni v fiAiow Bljow, Having come 10 the sun's setting
l8bvees @ivg Eorepivay, {and) beholding the cvening light,
Dplvotpev Matépa, Yiov xai) we praise God, Father, Son
[@viov Myebpa, Goov.)/ and Holy Spirit.
3. ALy o &v xlol kavpolg) It is fitting at all times that you
[bpveiobay pavals wloimg,] should be praised with auspicious
[Yiz Ozob, {onv & Mdoic’) voices, Son of God, Giver of
[816 & xbapog o8 dofaleL)/ Life: Wherefore the world
glorifies You.
1 “The fragment is part of two lines from the top of a document and is described as a “strip of papyrus, 3 cm x 13.8 cm’.

It is written along the fibres in a sloping uncial hand of Coptic type. On the verso are the remains of a ‘Byzantine protocol’. [...]
It was published for the first time in 1927, by H.].M. Milne in his Catalogue of Literary Papyri in the British Museum. The piece was
later identified by J. Sykutris in his review of the Catalogue in Deutsche Literatur — Zeitung 49 (1928), col. 1508. Sykutris, however,
did not provide a reconstruction of the fragment.” see Antonia Tripolitis, ‘PQY. IAAPON" ANCIENT HYMN AND MODERN
ENIGMA, ed. Vigiliae Christianae 24, North-Holland Publishing Company (1970), 189-196.
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2. The testimony of St Basil (330-379) in his work “On the Holy Spirit” to Amfilochius from
Iconio. According to this testimony, St Basil records the use of the hymn during his time and
tells us the name of the composer. In this case the martyrdom of the hymnographer Athinogenis,
a contemporary of Clement of Alexandria, in 196 A.D., is the latest terminus ante quem for the
date of birth of ®w¢ tAapov

USE DURING THE LITURGICAL YEAR ACCORDING TO THE TYPIKON

The rubrics, hymns and biblical texts of Vespers are recorded in most of the liturgical books of
the Church. Information about cathedral or monastic use is found in the appropriate Typika,
while further such information can also be found in the music books. In the kosmikon and
asmatikon as well as in the monastic Typikon, the effort to highlight the importance of feasts
through the ritual is clearly visible.

The oldest reference to the hymn ®wg tAapdv concerns its liturgical use according to the
monastic Typikon; this information comes from the 12 century, and can be found in the Typikon
of Messina Gr.11, dating from the year 1131:*> “On Holy Friday, Holy Saturday and during the
vigils, ®wg¢ tAapdv is chanted by the priests instead of by the canonarch or the monks.”*

During the first quarter of the 15" century — that is, before the conquest of Thessaloniki by
the Turks in 1430 — a great codex was written: the Typikon of Symeon, National Library of
Greece no. 2047, revealing and rescuing a great deal of the order of the kosmikon Typikon (with
a great deal of information defining the elements of worship, which by employing the form
of a symbolic drama unfolds through a complex system of entrances, exits, processions and
pilgrimages within and outside the churches). According to Symeon, ®wg iAapdv was chanted
“slowly and with melos” by all the priests on the Great Asmatic Vespers>.

Dws IAaoVv: THE ANCIENT MELOS. A COMPILATION OF THE MUSICAL MANUSCRIPTS

Shortly after the fall of Constantinople, at some point during the second half of the 15" century,
the priest lIoannis Plousiadenos, in his handwritten musical codex Sinai gr. 1312 gives us the
information that ®wg 1IAapoV is always chanted at the service of the Asmatic Vespers of official
feats but not in those in honour of the Theotokos®.

Usually, the so-called “ancient meloi”, such as the ®w¢ IAapoV, Zwpatucaic duvapels and
the ®ed6c Kvgplog from the Akathistos Hymn, are recorded in parasimantiki musical notation
from the 17 century onwards. In the case of Pwc (Aaov, there is much musicological interest

2 ”[...] 0 pevtot Aadg apyaiav adinot v Gwvrv kat ovdevi mwmnote acefelv evopiodnoav ot Aéyovteg «atvovpev
TaTéQa KoL oV Ka aylov mveVpa Oeov”. Etde tL ko tov Vpuvov AOnvoyEévoug éyvw, ov @oTep Tt ELTIIQLOV TOIS TLVOVOLY
avtw KataAéAowmev, oppwv 7N mPoc TNy Ot Tvpdc TeAelwoly, 0ide KaL TNV TV UAPTUPWY YVWUNYV 0TS eixov mepl Tov
aylov mvedpatoc» PA.AAEEavdoov L. Kogakidov doog ©. Agxaiol vpvor: 1. H EITIAYXNIOX EYXAPIXTIA "®ws Aagdv
ayiag 06&ne...”, ABnvar 1979, 28.

3 12" century: Typikon Of Messina Gr.11, dated 1131: “[Tet. A’ Nnotewdv]: Ot adeAdot anavtes, Pws LAadv ayiag
06EnG.” In chronological order there follow:

13" century: TYTI. AT. ZABBA (Xwva 1097 tov 1214), DIMITRIEVSKY IIT 401 [Ayovurvia]: Ot povaxot 1o Pws tAagdv.
EYXOAOTION ITatpov 105 tov IT'" a. , DIMITRIEVSKY 11 161: “Eitat 0 Aatdg Pawg iAapov” [TIgBA. EYXOA. Zwva 966 tov IT™
at, DIMITRIEVSKY 11 206].

14" century: AIAT.IEPOAIAK.®IAOGEQY (tov 1347), PG 154, 753 [Ayovmnvia]: kat evOUg o pev moeotws 1 o taxOeig
povaxoc PaAdet 1o, Pwg Aaov. Ot de avayvaotal, aipovteg TMEAY tag Aaunddac, TEOToQEVOVTAL UEXQL TWV aYliwv
Ouowv.

TYII. AT'. ZABBA (ITapwoiwv 385 14* century.), DIMITRIEVSKY III 189 [TTgonyncpévn]: O YpaAtne Pwg thagov.

TYTIL. AT. ZABBA (Bartom. 320 [931] Tov 1346), DIMITRIEVSKY III 426: O de tax0eic povaxoc ad’ eoméoag eumeiv tov
IMoootpakdv PaAusdv, ovtog agxetor tov Kopte exépoala, AéEel to Pawe Aapdv, o Katalwoov, to Nuv anoAveLs.
Zrwpdiov EvayyeAia, Ot xogot PpaAtwv katd tnv BuCavtvr) Tlapddoor. MeAétal, ap.14, 1.B.M., AOrjva 2008, KED.4.3.
Movayikdg eomeQLvog, 263-299.

4 Zrnwpdrov EvaryyeAia, Ot xogol PpaAtwv katd tv BuCavtivr ITagddoor. MeAétay, ap.14, 1.B.M., AOrjva 2008, 457.
5 E.B.E. 2047 (1% quarter of 15" century), 8v and 146r-148r.
6 Twa 1312 (15% ¢.) ITATIAAIKH - ANGOAOTI'TO MAGHMATAPIOY, onueloyoadio: péon mAreng, xoyP. Iwdvvov

IMAovoadnvoo (;), 28r [...], 30r.
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in the older version of the hymn in a musical manuscript from the 16™ century, Anthologia no.
1238 from the Monastery of Iviron on Mount Athos’

During the 17 and the 18" centuries, the hymn was included in many music codices. The
majority of them are found in Monasteries in Mount Athos but also at the Monastery of St
Catherine on Mount Sinai, and in Monasteries at Meteora. In every case there is the indication
that ®wg Aapov is chanted “at the entrance during Vespers”, in the 4™ mode.

Mention should also be made of the manuscript from Xenophontos Monastery on Mount
Athos, nr.114 (mid-18" century) an Anthologion in which, on 38v after the setting of ®wg
tAapov there follows “étepov (another) @wg Aapdv”. Unfortunately, I have been unable to
find a photograph of this source which might reveal if the second is a case of early exegesis or
an effort at a new composition.

THE EXEGESIS OF THE HYMN (FROM THE OLDER NOTATION)

Exegesesis of this hymn exist by Petros Peloponnesios and by his student Petros Byzantios.
The hymn continued to be set in the older exegetic notation in manuscripts from the beginning
of the 19* century (1800-1810) before the invention and imposition of the New Method of
analytical notation. During this period exegeseis were also made by the Monk Theophanis
Pantokratorinos and by Apostolos Konstas from the island of Chios.

THE TRANSLATION OF THE HYMN IN ROMANIAN (IN THE NEW METHOD OF ANALYTICAL NOTATION)

DPws LAapov was set in its Romanian translation during the first half of the 19" century by
Anton Pann, “a romanianized student of scholarly Greek” as Dionysios Photinos (1777-1821)
wrote, “a great composer and skilful pianist”, “one of the most important historians of his
time”. Photinos was a contemporary of the three creators of the new method (Gregorios
Protopsaltes, Chourmouzios Chartofylax and Chrysanthos of Madytos) and was taught by the
same teachers as they. In the late 19" century, ®w¢ Aapdv was also included in numerous
Romanian manuscripts, mainly from the Monastery of St Paul on Mount Athos, by Nektarios
Vlachos, chanter at the Romanian Skete of St John the Baptist on Mount Athos (he was a student
of the Three Teachers and fellow student of Ioasaph Dionysiatis, Nikaolaos Vatopedinos and
Nikolaos Docheiaritis).

Of the three teachers and inventors of the new analytical notation imposed by the Patriarchal
Declaration in 1815 and taught at the 4" Patriarchal Music School, an exegesis was made only
by Gregorios Protopsaltis and was first published in the Tameion Anthologias of Gregorios
Protopsaltis in 1837 in Constantinople, edited by his student Theodoros Phokaeas.

THE APPEARANCE OF ®wg tAa@ov IN BOOKS IN THE NEW NOTATION
From the third decade of the 19" century onwards there are numerous examples of “®Pwg

i

LAaov” in the new analytical notation. Most of them are described as “ancient melos”, “ancient
chant” or “ancient melos and poem”, “anonymous” or “unknown poet”. In all these cases I am
referring to the single ®wg LAapov transferred from the older, oral, tradition to written tradition
through a variety of musical manuscripts. I stress that in all musical manuscripts before the
new analytical method notation, the hymn is chanted in the 4™ mode. During the course of the
notation of the hymn in the New Method, however, it is apparent from the sources that there
were differences in the way the melos begins; while mode 2 was usually employed (beginning
on Au), the fourth was as well, but using the martyria of the second mode. It also appeared in
Bucharest in the chromatic 4™ mode (17x0g d' xowWHATIKOG).

With the appearance of the hymn in the new analytical notation, the original indication of
the 4™ mode for its performance fell almost into disuse; at some point the circle of the use of the
“ancient melos” of ®wg AaEdV in the manuscript tradition came to a close.

7 The hymn “@wc Aapdv” in musical manuscripts of the 16™ century: Iprjowv 1238 (mid-16" c.) ANOOAOTTIA, 47v.
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OTHER EXAMPLES OF SETTINGS OF THE HYMN (IN THE WRITTEN TRADITION)

In the millennium-long journey of the history of Byzantine and post-Byzantine chant, there
was only one other case of setting the hymn to music, on the island of Crete during the famous
“Cretan Renaissance”.

1. THE 1ST-MODE SETTING FROM THE COMPOSERS OF CRETAN RENAISSANCE (ARS NOVA)

With the burgeoning art of chanting on the island of Crete during the period 1566-1669, there
arose a considerable number of new composers with new ideas and, consequently, a large
number of new compositions, many with free and fifteen-syllable verses. “At Vespers, and at the
end of compositions of the Papadikes, the Cretans chanted the ancient ecclesiastical compositions
established by the Asmatic books long before, and many of their own, which betray their care
for correct and glorious celebration of Orthodox worship according to the Typikon. Besides the
old compositions they create their own exemplary melodies [...].” Although ®w¢ AoV was
never traditionally an object of experimentation in terms of its musical setting or performance,
the Cretan composers surprise us.

At the end of the 16™ - early 17* century Demetrios Tamias, protopsaltes in Crete, presented
a new setting of the hymn in thel* mode with the inscription ‘dichoron’ (to be chanted by two
choirs antiphonally), with the indication that the two choirs must chant together from “A16 o
koouoc..” to the end of the hymn.® In the first half of the 17" century a Cretan monk, Kosmas
Varanis, presented another new setting in the 1* mode,’ as also dis the priest Aloesios Vikimanos,
from Chandakas." There is also a 1*-mode settings by Theodoros Kalamaras, deacon (1658) and
later priest (1662).

Like Vikimanos's setting, those by Demetrios Tamias Theodoros Kalamaras, are also for two
choirs, with the indication that the last phrase, “d10 0 k6op0g”, is to be chanted by both choirs
simultaneously.

As is clear from above, the setting of this hymn in the 1% mode and for two choirs is a
phenomenon unique to Crete (a pure example of Ars Nova), and was not followed by composers
elsewhere.

2. THE SETTING OF ®wg 1Aag6v BY KONSTANTINOS PROTOPSALTES

More than two centuries after the example of the Cretan composers, in the first half of the 19™
century in Constantinople, lived Konstantinos, (student of Georgios of Crete, domestikos from
1800), Protopsaltes of the Patriarchate for more than 30 years (1821 - 1855). For the first time in
Church history, and at the demand of the Ecumenical Patriarchate, Germanos wrote a series of
eleven settings of ®wc Aapdv. There are eight (one in each mode), one in echos legetos starting
on Bov, another in plagal second mode starting from At and the eleventh an oktanyov (in all 8
modes), starting from Ila of the 1% mode, characterized as “péAog avdpuktov otixnoaouov”,
all preserved in manuscript no. 1036 from the Monastery of Panteleimonos on Mount Athos
(early 19" century), an Anthology, written in the new method of analytical notation by Nikolaos
Docheiarites., on folios 9r-21r.

In 1845, the first volume of the Tameion Anthologias by Konstantinos Protopsaltes was issued
by the Patriarchal printing house. It is not known why, in the printed edition, only eight (one
in each mode) of the eleven settings are printed. Konstantinos Protopsaltes was known for
showing respect for tradition. The new settings ®wc IAagov can be characterized as Ars Nova
in that they break the boundaries of tradition, according to which the hymn would only be

8 Epp. TNavvomovAog, H dvOnon g WaAtunic Téxvng otnv Konn (1566 — 1669), MeAétar 11, AOrjva 2004, oeA.199,
Sinai 1417 £. 37a.

9 Epp. TiavvomovAog, H avOnon g WaAtowrg Téxvne omv Kot (1566 — 1669), MeAétar 11, AOva 2004, 226
IT&doPac 1137, T1adoPag 1140.

10 Epp. TixvvomovAog, H avOnon tneg WaAtwrc Téxvng otnv Konn (1566 — 1669), MeAétal 11, AOrjva 2004, 244,
National Library of Greece (E.B.E.) no. 963.
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in the 4™ mode). Nevertheless, the compositions show an absolute respect for the lines of the
tetrachord of each mode. The composer himself, in the introductory note to the printed edition,
stresses that the new compositions (melopoiimata) are based on the “those eternal standards”
of the chant of the Great Church of the Patriarchate.

In 1847 Theodoros Papa—-Paraschou Fokaeus, a student of the Three Teachers and also the
new director of the Patriarchal printing house, published in his Mousiki Melissa two settings of
his own of ®wg AoV (in the 4™ mode starting from Bov and one in plagal 2" mode).

3. PRINTED SOURCES OF THE ORIGINAL “ANCIENT HYMN ®wg IAa@6Vv AND THE “WESTERN STANDARD”
SETTING BY I0ANNIS SAKELLARIDIS

The first time the original ancient hymn ®w¢ 1Aapdv was published in exegesis was by the
teacher Gregorios Protopsaltes in 1837 in the Tameion Anthologias, published by Theodoros
Fokaeus in Constantinople. This was followed by the edition of 1850 in the first volume of the
four-volume Pandekti (published by Stephanos Domestikos with Ioannis Lampadarios). In 1896
Agathangelos Kyriazidis issued in Constantinople Ev avBog g ka0 nudc ExkAnowaotiknig
Movokric, in which Pwg iIAaodv is again published as an “ancient melos”, but this time “reedited
by Georgios Raidestenos” in the 2" mode starting on At. In 1909, again in Constantinople,
Georgios Progakis, music teacher at the famous Theological School of Halki, brought out the
three-volume Movowr] ZvAAoyn. The setting of Pwe Aaodv in the 2! mode starting on Ay,
slightly more refined than that by Raidestinos, was printed with the inscription “As sung in the
Theological School at Halki”. The musical text is marked “tetrasimos” (four-beat measure) and
it is divided into “tetrasima”.

In the first Athenian edition of ®w¢ A\aov, in Movoikoc Tlavdéxtne, published by the
‘ZQH Brotherhood’, for historical reasons the version of the ancient compositions revised by
Raidestenos, in the 2™ mode starting from Ai, was used. The publisher’'s comment, placed
below the first page of the musical text with an asterisk, confirms the general atmosphere of
tension between Greek and Western culture to be felt in the capital of the newly established
Greek State, with the western-style governance of Bavarian kings, in the arts in general as well

as in psaltic art:
This hymn, although an ancient melos and therefore worthy of attention, appears to be impossible for listeners
to appreciate, on account of the length and uniform repetitions of the same lines and phrases and lack of
separation. The result is drab and tedious and not suitable for singing. We submit this only as a music lesson

and add below another brief one that we consider more appropriate for Church use.
This setting, “more appropriate for Church use”, was none other than the short syllabic setting
by loannis Sakellaridis, in the 2" mode starting on A, but with a clear resemblance to the C major
scale of European music. Over the next decades and still today, it is the most easily digestible,
simplest setting by Sakellaridis that is heard in the majority of Greek Orthodox churches, at
least those in urban centres in which the priest desires the congregation to participate in the
chanting.

4. THE NEW SETTING OF ®wg tAa@ov BY GREGORIOS STATHIS

The question of the “difficulty” of the ancient version prompted Professor Gregorios Stathis to
pay attention to the need to return to “those eternal standards” that had been kept alive for more
than a millennium by thousands of Byzantine and post-Byzantine composers. Experience of
many decades in the study of sacred music, through the manuscript tradition in its original form,
gave rise to a masterpiece that returns to the original sound of the 4" mode, as it was chanted for
centuries and passed from generation to generation. On hearing the hymn, the tripartite poetic
structure of the hymn, in accordance with the text, is immediately perceived. The number of
spondees balances with the equally shared syllables, which, depending on the meaning of the
words, always match evenly. The venerable melos of the “epilychnios thanksgiving” returns
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not only as the musical text of an original composition, but also as a “reset”, and therefore
it maintains the features of the truly ancient melody, an ancient “original” with a carefully
combined new melos that consitutes an Ars Nova unique in the annals of the history not only
of the psaltic art, but of music as a whole. The slow tempo of the melody responds to every
word of the hymn. The tradition that the “ancient melos” should be in a slow tempo is fully
implemented, thus highlighting its deepest inner melodic rhythm. The absolute tranquillity
and harmony that is emitted by the evening light and the tranquillity of the perpetual prayer
at the end of the would not be possible with anything less than octametres and spondees. The
melos flows quietly and seamlessly; in the relationship between tempo and melos each syllable
is extended by 2, 4 or 8. In addition, the conscious repetition of similar melodic lines and shorter
musical arcs facilitates easier memorization of the hymn, thus ensuring that it will be chanted
easily during Vespers. The absolute respect of the composer for the lines of the main tetrachord
of the 4™ mode gives the feeling of a classical Byzantine setting.

LIVE RECORDINGS OF THE HYMN ®wg¢ tAa@Gv COMPOSED BY GREGORIOS STATHIS:

‘Ai Adousai’ Women'’s Byzantine Choir: ®a¢ iAagov, 6 émiAvyviog buvog (A> at), Composed by Prof. Gregorios
Stathis. Live concert in the Church of the Transfiguration, Volos, 14 April 2016. Conductor “Domestikaina” Dr Sevi
Mazera. First public performance: https://www.youtube.com/watch?v=5qK2fsQ1Vh0

‘Ai Adousai’ Women'’s Byzantine Choir: ®a¢ iAagov, 6 émiAvyviog buvog (A> at.), Composed by Prof. Gregorios
Stathis. Live concert in the Church of St Nicholas in Portaria, Pelion, Wednesday 4 January 2017. Conductor

“Domestikaina” Dr Sevi Mazera. https://www.youtube.com/watch?v=hAouTODOPEc
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Z1abng, I'o. Ta Xewpoyoada pulavtivric Movotkrig, ATTON OPOZL. KatdAoyog tegryoadikdc twv X elpoyoddwy
¢ EAANvikric WaAtkr|g Téxvng BuCavtivg kat MetaulavTiviic twv amokelpévwy eig tag BipAtodrrag twv
Iepdhv Movawv tov Ayiov Ogovg. Topog I', IBM, ABrjva 1996.

Ztabng, I'o. Ta Xewpdyoada pulavtivric Movotkrg, ATTON OPOZL. KatdAoyog tegryoadkdc twv X elpoyeddwy
¢ EAAnvkric WaAtwr|g Téxvng BuCavtivg kat MetaulavTiviic Twv amokelpévwy €6 tag BiBAodrkag twv
Iepcwyv Movwv tov Ayilov Ogovg. Topog A', IBM, AB1va 2016.

Ztabng, I'o. Ta Xewpodyoada Bulavtiviic Movokrig, METEQPA. KatdAoyog meorypadkds twv XeQoyeadwy
¢ EAAnvknc WaAturig Téxvng BuCavtivig kat MetaulavTiviic twv amokelpévwy el tag BiBAodnkag twv
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Iepwv Movwv twv Metewowv. IBM, ABrjva 2006.

THEORY BOOKS

XovoavBog ek Madvtwv, Oewontikdv Méya tc Movowkr|g, Ev ITaglolowg 1821.
PUBLICATIONS OF MUSICAL BOOKS

MOYZIKOZ ITANAEKTHE, ftot mANeNG oLAAOYT TV eKAEKTOTEQWV HOVOLKOV HABNUATWVY, TWV €V TALS
MEwiva (g kateomeQvals akoAovBiong tng ekkAnoiag PaAAopévwv (TANV 00wV TTeQLEX ELTO AVATTACLUATAQLOV),
HeTA TOAANG empéAelag kataQtobeion, QOGS XONOWV TWV TNV EEAV LHvWdiav &v tw Naw aokolvtwv
Kkat mavtog dpAopovoov, TOMOL TTPQTOY, EXITEPINOL — AITOAEITINON, ékdooig tétagtn, AdeAdotic
OcoAdywv 1 «ZQOQH>».

ITANAEKTH ¢ tepdc ExkAnowotikrg Yuvwdiag tov 6Aov eviavtov, ekdobeloa vmd Iwdvvov Aapmadagiov
Kkat Ltepdavov A' Aopeotikov g tov Xootov MeyaAnc ExkAnoiag, Topog 1, ITepiéxwv ta pabnuata tov
Eomeoivov, ev KwvotavtivourtdAer 1850.

Y1401 I'o. Dws Aaov —T'o. ZtaOn, TA MEAOITOIHMATA (forthcoming)

TAMEION AN®OAOI'TAY mtegtéxov dnaoav tnv ExkAnowotiknv eviavolov AkoAovOiav Eomeptvot, OpBgov,
Aertovgyiag g MeyaAng TeooapakooTr|g, HETA TVOV KAAOPWVIKWOV EQHWV €V Tw TéAeL Kat’ exAoynv twv
EUHUEAEOTEQWV KAl ELPEADETTEQWY HOVOIKWV HaAONUATOV TV evD0EOTEQWY dDAOKAAWY TaAQLV TE Kal
Véwv, eEnynBeioav &g v véav g Movoiknc pébodovul Kol petd mdong emipeAeiag dlopbwbéioav mapd
oL ePevEETOL NG ENBeiong pedddov, AwaokdAov ITPHI'OPIOY ITPOTOWAATOY ¢ tov Xolotov MeydAng
ExkAnotlog, vuv devtegov exdoBeioav e1g TUTIOV, HeTA TEOOONKKNG TTOAAWY ETEQWV, EKTOG TwV AvolEavtaglwy,
ntapd OEOAQPOY TTAITA ITAPAYXXOY POKAEQY, emotaoio Tov avtov. AvaAdpaot dix tov wiov , kol Tw
dropovowv ovvdgopntwv. TOMOLX ITPOQTOX - Ev KwvotavtivountdAel — Ex tng tvnoyoadiog KALTPOY,
Eiwc T'aAatav, 1834.

TAMEION ANO®OAOITAYL meoiéxov amaocav tnv ExkkAnowotknyv eviavowv AxoAovBiav Eomeguvoy,
Opbpov, Aettovpylac g MeyaAng Teocoagarkootrg kat TNG AaUmEOPOQOL AVACTATEWS, £TL D€ KAL OKTW
KAAOPWVIKOUG €QUOVS eV Tw TéAel. AkQIPpc avatinwols and v ékdoov tng KwvotavtivovntdAewv tov
étoug 1845, TOMOZXL A', exddoels B.PnydmovAov, OeooaAovik.

TAMEION AN®OAOITAY, Topog A', AKOAOY®IA TOY EZIIEPINOY, Tevxoc A', akopnc avatvmwolg
Twv VTo Oe0dwpov Pwkaéwe avBoroynBéviwv pabnuatwv tov Eomepwvov, exdooelg B. PrpyémovAov,
Bcooarovik).
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