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Actl

[1] N’est pas lui qui vient la?

(Ladies, Madame d’Harcourt,

Madame d’Harcourt’s Friends, Women)
Oh! Mesdames, pardon!

(D’Auvray, Young Women)

Oh, la ravissante harmonie

(Marquise, D’Auvray, A Lackey (1))
Marquise, c’est d’Auvray?

(Richelieu, Marquise, A Lackey (1))
Madame! Ah!

(Mlle de Belle-Isle, Marquise, Richelieu)
Tout marche a souhait

(Richelieu, D’Auvray, D’Aumont)

Si, je I'aime! (D’Aubigny)

Comment se nomme celui-la?
(Richelieu, D’Auvray, D’Aumont, Friends,
Marquise, Courtiers, D’Aubigny)

Actll
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Vous avez fait ce pari la?

(Marquise, Richelieu, A Lackey (1))
Madame, qu’ai-je fait

(Mlle de Belle-Isle, Marquise)

Ah! Marquise (Richelieu, Marquise)

Jai lu votre billet (Richelieu, Mile de Belle-Isle)
J'ai gagné des batailles plus désespérées...
(Marquise, Mlle de Belle-Isle, A Lackey (ll))
Comme vous paraissez joyeuse!
(D’Aubigny, Mile de Belle-Isle, Marquise)
Barricadons-nous! (Marquise)

Un homme enveloppé dans un manteau...
(Marquise, Richelieu)
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Intermezzo: Scherzo
Act lll

Un courrier pour Monsieur le Duc d’Aumont

(A Lackey (I), D’Aumont, Friends, D’Auvray,
Chamillac)

Ah! Ah! Ah! — Vous riez? (Marquise, Richelieu)
Et comment étes-vous rentré?

(Marquise, Richelieu)

D’Auvray... Vous permettez?

(Marquise, D’Auvray)

Vous avez donc encore quelque motif de joie?
(D’Aubigny, Mlle de Belle-Isle)

Monsieur le Duc! (Mlle de Belle-Isle, Richelieu)
Laissez-moi!

(D’Aubigny, Mile de Belle-Isle, Marquise)
N’ébruitons pas cette affaire

(Richelieu, D’Aubigny, D’Auvray)

Ah, Marquise, pardonnez-moi

(D’Aumont, Marquise, Courtiers,

Richelieu, D’Auvray)

Act IV
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Prelude

Te Deum laudamus (Chorus)

Nous avons un premier ministre (Courtiers)
Dieu, faites que je le revoie! (Mile de Belle-Isle)
Vous! Le ciel exauce mes voeux!

(Mlle de Belle-Isle, D’Aubigny)

Que n’oublierait-on lorsqu’ on aime!

(Mile de Belle-Isle, D’Aubigny)

Grand Dieu! (D’Aubigny, Mile de Belle-Isle)

Le Chevalier! - Finale |: Défendez-vous!
(Richelieu, D’Aubigny, Mile de Belle-Isle)
Finale I: Moi qui venais, sur mon honneur
(Richelieu, D’Aubigny, Mile de Belle-Isle)
Grand Dieu — Finale II: Arrétez-vous, Chevalier!
(D’Aubigny, Mlle de Belle-Isle, Richelieu)
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Spyridon-Filiskos Samaras (1861-1917)

Spyridon Samaras was doubtless the most internationally
distinguished Greek composer of his time, the first to be
revered abroad and the most important of the Second
lonian School of Music. His contribution to veristic Italian
opera of the late 19th to early 20th century is being
gradually but increasingly uncovered.

Samaras was born in Corfu, on 17 November 1861,
the son of the Greek deputy consul Skarlatos Samaras
and of Fani, née Courtenay. He began his music studies
in Corfu under the guidance of Spyridon Xyndas (1810-
1896), among others. Shortly after his father’s death, in
1875, he enrolled in the newly established Athens
Conservatoire. His teachers were Federico Bolognini Sr
(violin), Angelo Mascheroni and, most importantly, Enrico
Stancampiano (music theory, orchestration). In the
meantime, he started composing his first works, most of
which were considered lost, until 1985: Fantasia on Errico
Petrella’s opera La Contessa d’Amalfi (said to have been
performed by himself at Athens Conservatoire on 17
June, 1877), Sérénade, dedicated to Queen Olga (1876
or 1877) and Melancholic Reflections on the death of Cpt
Vourvachis, all works for the piano, found in undated
Italian publications by Luigi Trebbi, Bologna. Some works
that have been referenced in literary sources are still
sought after — Youth, waltz for piano (1879), written with
compatriot Joseph Kaisaris (1845-19283), his songs for
Vlasis Gavrielides (1848-1920), the 1879 comedy
Torpedoes (Torpillai), Sonate for violin and piano (1880);
Ave Maria for tenor and piano (1880), but mainly the
opera Olao in four acts, written in collaboration with his
teacher Stancampiano (excerpts were performed at
Athens Conservatoire), on 12 January 1880.

In late 1881, or early 1882, Samaras went to Paris to
pursue higher education. He entered the Parisian
aristocracy, while protected by the music-loving,
philhellene marquis De Queux de Saint-Hilaire and
princess Trubetzkoy, and was connected with scholar
Demetrios Vikelas (1835-1908) and tenor loannis
Kritikos, but especially baritone Aramis (whose real name
was Pericles Aravantinos, 1854?/1857?-1932). He

studied for an unspecified period of time with composer
and theorist Théodore Dubois (1837-1924) and enrolled
in the Paris Conservatoire in the class of Léo Delibes
(1836-1891), who is considered by many to be his most
important tutor, after Stancampiano. A reputed
apprenticeship with Charles Gounod (1818-1893) is
unlikely, however, it is said that the latter congratulated
Samaras for his Chitarrata (1885) in one of the few
Parisian concerts that featured his work.

A nearly five-year gap in the Paris Conservatoire
records of student enrolments in courses allows us to track
Samaras’ career in Paris only through the surviving
publications of his works. This is how some of his works,
unknown in Greece, were discovered: Chitarrata, edition
for piano, V. Durdilly et Cie (Paris, 1885), Sérénade
Chinoise, poetry by Paul Milliet (1848-1924), edition A.
Quinzard et Cie (Paris, 1892) and two waltzes for the
piano; Chamant, edition A. Quinzard et Cie (Paris, 1893)
and Les Charmettes, edition Leon Grus (Paris, 1902).

In spite of occasionally receiving praise from
personalities such as the composers Delibes, Massenet,
Alfred Bruneau and Georges He, in 1885, after the
Milanese publishing house Ricordi bought Scenes
Orientales, Four Characteristic Suites for Piano Four Hands
(edition Ricordi-V. Durdilly, Paris 1883) and his piano
romanzas, Samaras transferred his artistic activity to Italy,
although during his time in Paris (spring 1883), he had
started to compose his opera Medgé, the plot based on an
Indian story. The following 26 years of his career were
associated with Ricordi’s great competitor, Milanese
publisher Edoardo Sonzogno (1836—1920). The librettist for
two out of the three operas of his youth was his lifelong friend
and admirer Ferdinando Fontana (1850-1919), author of the
text for Puccini’s first two operas. Samara’s second opera,
Flora mirabilis (opera in three acts, first performed at the
Teatro Carcano, Milan, on 16 May 1886), with Fontana’s
libretto, triumphed but became internationally renowned
(being performed in Cologne, Vienna and even Argentina)
only after 1887, when it was performed in La Scala, starring
the distinguished Emma Calvé.

Samaras’ triumph enthralled Greece, from which he
had never been estranged. The earliest known Greek
biographical text on Samaras was written by
Constantinos. F. Skokos in August 1886. Medgé, an
opera in four acts, with text by Pierre Elzéar, translated
into ltalian by Fontana, was successfully staged at the
Costanzi Theatre, Rome on 11 December 1888. Calvé
was once again the star, under the baton of the leading
Italian conductor of that time, Leopoldo Mugnone. Flora
Mirabilis (‘The Wondrous Flower’) was, however, the only
opera performed in Greece, in 1889, with three
performances in Corfu from February 5, productions in
Athens from October to November, and five performances
given by a French theatre company on the occasion of the
wedding of Crown Prince Constantine. From Samara’s
third opera Lionella (three acts, with a libretto by Fontana)
conductor Byron Fidetzis discovered an orchestral
excerpt in the Athens Conservatoire, the Hungarian
Rhapsody. However, in April 2010, musicologist
Alexandros Hadjikyriakos discovered the entire vocal
score of Lionella (ed. Sonzogno, 1891). This discovery
confirmed beyond all doubt the established belief that the
boisterous disapproval of Lionella in Milan’s La Scala (4
April 1891) was a result of Ricordi’s scheming; he was a
vindictive antagonist to Sonzogno, and Samaras had at
that point ‘moved on’. This impressive score, masterfully
conceived for the stage, is also remarkable for the
originality of its melodic flow.

The unique La Martire (‘The Martyr’) followed (three
acts, with a libretto Luigi lllica, first performed on 23 May
1894 at the Mercadante Theatre, Naples), and was a
grand triumph for Samaras, distinguishing him as a
pioneer of verismo. In 1896, he composed an entire
cantata for the first modern Olympic Games, on a text by
the poet Kostis Palamas, performed only once and hence
mysteriously having disappeared, except for the Hymn
(111 bars), declared to be the official Olympic Anthem in
1958, in Tokyo. With the exception of La furia domata
(three acts, with a libretto by Enrico Annibale Butti and
Gustavo Macchi, based on The Taming of the Shrew by
Shakespeare, first performed on 19 November 1895 at
the Teatro Lirico Internazionale, Milan), the librettist for

Samaras’ final completed operas was the French writer
Paul Milliet: Histoire d’amour (Storia d’amore — ‘Love
Story’) or La Biondinetta, (three acts, Milan, first
performed as Histoire d’amour/Storia d’amore on 17
November 1903 at the Teatro Lirico Internazionale, Milan,
and as La Biondinetta on 1 April 1906 at the Ducal
Theatre in Gotha, Germany), Mademoiselle de Belle-Isle
(first performed on 9 November 1905 at the Politeama
Genovese, Genoa) and Rhea (three acts, first performed
on 11 April 1908 at the Verdi Theatre in Florence).

Samaras’ works dedicated to members of the Greek
royal family, as well as a number of photographs, suggest
a close association with them. There is reasonable
speculation that his repatriation has to do with the alleged
aspirations of George | to make him director of the Athens
Conservatoire, after innumerable criticisms by the
Athenian press against the then current director George
Nazos. The plan was aborted due to the diplomatic
‘inaptitude’ of Samaras, and because of suspected
support of Nazos by financial beneficiaries more powerful
than the monarch. This clash between Samaras and
Nazos ended unfavourably for the composer in early
1912. In the meantime, his romance of three years with
the pianist Anna Antonopoulou was in progress (1888—
1967), and they married on 28 December 1914. In
addition to his marriage, the First World War kept
Samaras permanently in Greece.

To make a living, Samaras composed three-act
operettas, with often delightful music, but admittedly
mediocre librettos, such as Pdlemos en polémo (‘War
Within a War’) by George Tsokopoulos and loannis
Delikaterinis (first performed at the Municipal Theatre,
Athens on 10 April 1914) and two by Nikolaos Laskaris
and Polyvios Dimitrakopoulos, / pringipissa tis Sassonos
(‘The Princess of Sasson’) and / Kritikopoula (‘The Cretan
Maiden’) (both first performed at the Municipal Theatre,
Athens, on 21 January 1915 and 30 March 1916
respectively). He also composed Salute to Mother
Greece, 1914, for choir and orchestra, with text by
Aristotelis Valaoritis (the score has been reconstructed
from recently rediscovered orchestra parts), Epinikeia,
with text by George Drosinis, song cycle for voice and



orchestra (1914), and some excellent songs. Mention
should be made of The Maiden’s Fountain, Mother and
Son (text by George Drosinis), My Vow, Idyll and
Confession (text by loanis Polemis). In 1990, at the
National Library of Greece, the author of the current
article discovered in a manuscript the unknown Hymn to
Bacchus (text by Georgios Tsokopoulos), for men’s choir
and piano, dated 28 January 1912 and orchestrated by
Byron Fidetzis in 2012.

Out of the 18 so far (as of 2020) surviving works for
piano, mention should be made of: Sérénade (1877),
Scenes Orientales, Four Characteristic Suites for Piano
Four Hands (1883), The Gypsy (1886), La Veneziana,
prelude of the third act of Histoire d’amour (1903), Six
Serenades (ed. C.F. Kahnt, Leipzig, 1903); Valse Lente,
Danse Monotone and Danse Espagnole (all ed. C.F.
Kahnt, Leipzig, 1904)

But what did Greece give to Samaras? Only the
Royal Medal of Arts and Letters on 12 January 1915 ... In
1916, he was elected chairman of the first, albeit short-
lived Hellenic Composers Association, and as has been
revealed by modern research by Stella Kourbana of the
Athens Conservatoire archive, he received financial aid
(2000 drachmae, if we’re not mistaken) from the
foundation. He died on 25 March 1917 (Julian Calendar —
7 April in the Gregorian calendar), after a long and painful
illness, having almost completed the vocal score of the
first act of his last opera Tigra, which is based on an
exquisite libretto by the renowned scholar, Renato Simoni
(1875-1952). This unfinished opera was orchestrated by
Byron Fidetzis in 2009.

The bombings of the Second World War having
demolished the headquarters and archives of Sonzogno
publications (Milan), and maybe even of Kahnt (Leipzig),
destroyed a significant part of Samaras’ work. Some
printed pieces may have survived in so far unexplored
European collections. Additionally, around 1961,
Samaras’ widow sent all the surviving orchestral materials
that Samaras brought with him to Athens, in 1911, to the
Sonzogno publishing house. Today, the operas La
Martire, Histoire d’amour, Mademoiselle de Belle-Isle and
Rhea, as well as three operettas, survive fully

orchestrated. Medgé and Lionella survive in vocal score
form, and in 2013, most of the orchestral material of Flora
mirabilis, lost until then, was rediscovered.

In conclusion: from the wonderful songs for voice and
piano to his operas, Samaras is a spontaneous and highly
inspired melodist, expressing emotional states to their
maximum, by virtue of the contrasting rhythmic and
melodic patterns, as well as the elaborate orchestration,
pre-Impressionistic or late-Romantic, as the case may be.
The range of his creative spectrum forged diverse
masterpieces, such as Flora mirabilis, Medgé, Histoire
d’amour and Rhea. Gradually, in his operas the traditional
division of the work in more or less autonomous ‘numbers’
(arias, ensembles, choruses etc.), leans towards the
Wagnerian concept of the endless melody and leitmotif
use, whereas Medgé and Flora mirabilis, to an extent, but
mainly La Martire, foreshadow the melodic language of
Puccini, at a time when he had not yet composed his most
acclaimed and popular masterpieces.

George Leotsakos

Mademoiselle de Belle-Isle as part of
a Modern Greek ‘quasi-tetralogy’

From November 1983, when | confided to the then
president of the Corfu Reading Society, the late
Constantinos Nikolakis-Mouchas (1910-1987), that | was
thinking of reviving the oeuvre of composer Spyridon
Samaras, up to the present, over 37 years have elapsed.
And yet, it is only today that the last — as we then thought
— of the surviving operas by Samaras seems likely to find
its way to the audience, in spite of the fact that, all this
time, there has been a recording of it, dating from as far
back as the summer of 1995.

Mademoiselle de Belle-Isle was composed in 1903,
to a libretto by Paul Milliet (1848—1924) and received its
first performance in Genoa, on the 9 November 1905.
Together with the two operas that preceded it, La Martire
(1894) and Histoire d’amour (1903) (Xanthoula of 1906
being another version of the latter), and the opera Rhea
(1908) that came after it, they constitute the four Samaras

operas that we thought had survived in their entirety, or at
least with minor losses. It is thus that the word ‘tetralogy’
came to mind as | was writing this note; obviously not
because of a non-existent theme connecting the four
works, but from a sense that they had shared a common
fate in managing to survive. These were the facts on
which | based my then comments and opinions. However,
the facts as regards Samaras’ oeuvre changed
dramatically, starting in autumn 2013, to the effect that the
‘surviving tetralogy’ turned into a ‘quasi-tetralogy’! What
had happened was that the orchestral score of another
work, thought to have been lost — or, at least, extensive
material thereof, with some losses, as in the case of
Mademoiselle de Belle-Isle — was discovered on the
island of Corfu — the opera Flora mirabilis (1886)! So the
tetralogy became a ‘quasi-tetralogy’, or, to go one better,
a ‘pentalogy’!

The loss of material | have referred to mainly
concerns Mademoiselle de Belle-Isle. From this opera,
the surviving material consists of the score of the second,
third and fourth acts, the orchestral parts — with the
exception of the two oboe, the three trombone and the
harp parts — a printed libretto in ltalian, as well as two
vocal scores — one in Franco-ltalian and another in
German, differing in quite a few places. These problems
meant that the recording of this particular opera was
delayed, compared to the other three, in anticipation of its
musicological restoration. The process proved extremely
time consuming; it took about four years, from 1991 to
1995, and was carried out in two stages. The first
consisted of a rewriting of the full score, on the basis of
the orchestral parts, and the second — a very sensitive
procedure — involved adding the missing parts for specific
instruments, in a manner that would not go against the
composer’s style. It goes without saying that, in doing so,
| took into consideration the indications or notes found on
the surviving orchestral parts. | filled in all the parts cut
out, as well as the parts of the score missing as compared
against the two vocal scores, so that the music as
originally composed could be recorded almost in its
entirety. For the same reason, | included the alternative
finales of the opera, both the original, tragic one (which

brings the work to a close in the surviving full score and
the Franco-ltalian vocal score), as well as the alternative,
happy one, which was composed for a performance in
Monte Carlo and is found printed not only in the German
vocal score, as its sole ending, but also in the full score,
as an addendum, a few pages long, with the indication
‘Finale p. Monte Carlo’. | find it safe to assume that, taking
into account the affinity of the Monte Carlo audience for
French culture, the composer chose a ‘happy ending’ for
the occasion, identical to the ending of the original
theatrical play by the same name (1839), by Alexandre
Dumas (pere) (1802—1870), on which Paul Milliet’s libretto
was based. Orchestral parts were copied out for this
alternative, happy ending, so that it could be recorded as
well. For this ending — surviving only in the lItalian and
German versions — a few words of the French libretto
were completed by George Leotsakos, to whom | wish to
extend, once more, my warmest thanks.

A series of events meant further delays and the
eventual cancellation of the release of this recording,
which is now, at long last, made available to the public, 26
years after it was done.

Mademoiselle de Belle-Isle is the second and final
opera of Samaras’ French period, the first being Histoire
d’amour (also performed as Xanthoula). By contrast, the
opera Rhea, also to a French libretto by Paul Milliet,
marks Samaras’ turn towards a Greek musical
conundrum, as he tries to address the problem of
composing in a ‘Greek manner’. These three operas,
together with the preceding ltalian works, namely La
Martire, to a libretto by Luigi lllica (1857-1919), and Flora
mirabilis, to a libretto by Ferdinando Fontana (1850-
1919), present us with a panorama of the composer’s
achievements, pursuits and influences during the best
part of his life. But if one delves deeper into this ‘surviving
pentalogy’, one realises that the breaking up of Samaras’
oeuvre into ltalian, French and Greek periods can only
refer to outward appearances, not to the essence of his
music. Such labels may help one classify and organise
the material, and are thus useful. In most instances,
though, one runs the risk, by applying them, of staying on
the surface of things — a risk from which neither the young



Manolis Kalomiris in the 1900s,! nor the more mature
Dimitrios Levidis in the 1940s,2 managed to escape.
Having now gained a deeper knowledge of the total of
Samaras’ works, | have arrived at the conclusion that the
Corfiot composer cannot be seen as a typical case of a
national-school composer. Initially, Samaras contributes
to the development of Italian verismo, he is then drawn to
French lyrical drama, and eventually, through works such
as Rhea or Epinikeia (‘Victory Songs’), he paves the way
for a Greek National School of music. Therefore, it may
not prove too difficult to classify his works into periods, yet
he himself is not so neatly classifiable as belonging to any
one of these periods. On the contrary, the Corfiot
composer systematically incorporates into his work
elements from the main European schools — including the
German national school — but also from Greek tradition.
Key to such an interpretation of Samaras and his
aesthetics is his unfinished opera Tigra. He composed it
at the end of his career living outside Greece, in ltalian —
in other words, he ‘returned’, before embarking on Greek
compositions such as the melodramas Pdlemos en
polémo, | pringipissa tis Sassonos and | Kritikopoula, to
his Italian beginnings. Yet, in Tigra, in addition to an
altogether modern harmony and dramatic structure,
Samaras incorporates the hymn of the Greek Orthodox
Resurrection of the Christ (in a manner very different from
how he does this in I Kritikopoula); this is an example of
his creative individuality assimilating a variety of
influences in forming a very personal musical idiom.
What a musical ‘leader’ such as Kalomiris
emphatically proclaimed — by issuing a manifesto on what
ought to be done in Greek music — Samaras achieved in
the course of his life through the consistent expression of
his creative individuality. The great Corfiot composer did
not write specifically ‘Greek music’, instead, he
expressed, through his creative trajectory, Modern
Greece and its people at a critical historical juncture. He
never severed his ties with all things Greek — he listened
intently to the innermost longings for expression of an
entire society,3 and, as he reached full maturity, managed
to express that society quite consciously, without ever
ceding his individuality by tying himself down to a

particular artistic movement or the ambition of
establishing a school. He thus remained individual, a
solitary figure representative of the Greek individuality
paradigm tending towards the universal.

Byron Fidetzis
Synopsis
Actl

The action takes place in the gardens of the Marquise de
Prie of Chantilly. @ While the young maiden friends of the
Marquise are rehearsing a new stage play 23] we find out
about the latter’s amorous involvement with the Duke of
Richelieu. The valet announces the Duke’s arrival, the
maiden friends withdraw and there ensues a light-hearted
conversation between the Marquise and Richelieu @. The
conversation ends with the revelation that their love has
actually subsided, with both of them having turned their
interest to other people: the Marquise of Chantilly to
Chevalier d’Aubigny and the Duke of Richelieu to the
Mademoiselle de Belle-Isle, who has recently arrived from
Bretagne in order to beseech the King to release her
father, incarcerated in the dungeons of La Bastille. The
valet announces the arrival of Mademoiselle de Belle-Isle,
who implores the Marquise to mediate to the King in
favour of her imprisoned father 5. Enter again the
Marquise’s maiden friends and the Duke of Richelieu’s
friends, amongst whom is Chevalier d’Aubigny. The latter
confesses to the Duke d’Aumont that he is besotted with
love [7. Exuding the air of an experienced lover, Richelieu
lays a bet in front of his friends that he has the power to
lure into bed the first woman to appear before them. To
the delight of Richelieu, their gaze is instantly cast on
Mademoiselle de Belle-Isle. Then Chevalier d’Aubigny
decidedly intervenes accepting the bet himself since he is
to marry Mademoiselle de Belle-Isle.

Actll

In the quarters of the Marquise de Prie, the Duke of
Richelieu asks for her assistance in order to win the bet
@], though avoiding to disclose to her the true identity of
Mademoiselle de Belle-Isle’s fiancé. The Marquise
assures him of her willingness to help him, but in fact she
is determined to protect the innocent girl whom she is
offering shelter at her chateau fil. She misleads Richelieu
by presenting him with a handwritten letter supposedly
composed by de Belle-Isle herself, telling him that she is
to leave for Paris. Later, when alone together, the
Marquise announces to Mademoiselle de Belle-Isle that
she has arranged a meeting between the girl and her
father at La Bastille, but compels her to solemnly swear
not to tell anyone. Enter the enamoured Chevalier
d’Aubigny who is perplexed by her conflicting feelings: on
the one hand her joy and on the other her wish to send
him away . Once the Chevalier withdraws, Mademoiselle
de Belle-Isle rushes off to La Bastille, while the Marquise
stays alone, satisfied that she actually spoilt the Duke’s
mischievous plans . Suddenly though, she realises that
Richelieu enters her quarters by using the key she had
given him when they were lovers fig. Luckily, the Marquise
blows out the candle just in time. In order to provide tangible
evidence of his amorous rapport with the woman he
mistakes for Mademoiselle de Belle-Isle, the Duke opens the
window, casts a note to Chevalier d’Aubigny and ultimately
abandons himself to the caresses of the Marquise.

Actlil

The action takes place at the Chateau de Chantilly during
a game of cards played by noblemen . Overwhelmed
with excitement, Richelieu announces to the Marquise his
successful amorous encounter with de Belle-Isle, also
letting her know of the rage expressed by Chevalier
d’Aubigny, who has actually challenged him to a duel fig za.
Wishing to protect d’Aubigny, the Marquise, secretly
informs the Duke d’Auvrey about the impending duel and
tells him he has a duty to prevent it from happening 2. In
the encounter that follows between Chevalier d’Aubigny

and Mademoiselle de Belle-Isle, the former accuses his
fiancée of infidelity, hinting at Richelieu’s note 2. The
enraged girl asks him to hide and summons Richelieu to
confess that this is a lie 3. However, the unsuspecting
and delusional Duke of Richelieu insists in his having
slept with de Belle-Isle. When the Duke exits, enter
mortified d’Aubigny who asks de Belle-Isle to at least
admit that she has been unfaithful 2. The girl firmly
refuses to do so and sends him away. While the Duke of
Richelieu and Chevalier d’Aubigny are preparing for the
duel, d’Auvrey comes to arrest them. Against the fear of
incarceration, the two men give up their intention of
fighting a duel and instead agree to stake their lives on a
game of cards 2. D’Aubigny loses and calmly announces
that he will take his own life in three hours, while
Richelieu, bewildered by the course of events, lets
everyone know that he intends to ask for the King’s
mediation. In the meantime, d’Aumont announces to the
Marquise in front of the courtiers that a Revolution has
broken out and that she is to be exiled, while the Duke will
be taken to prison g8. The Marquise hastens to request an
audience from the Queen in writing, and this actually
gives Richelieu the opportunity to take a closer look at her
handwriting. He dismally realises that this is the same
handwriting as in the letter supposedly composed by de
Belle-Isle herself. He eventually becomes aware of the
delusion he was forced to believe and instantly attempts
to flee in order to save d’Aubigny from killing himself.
Unfortunately, though, he follows the guards to prison
while the Marquise de Prie bursts into tears.

Actlv

The courtiers are gathered after Mass outside the chapel
of Chantilly, talking about the latest political developments
23 9. Deeply troubled, Mademoiselle de Belle-Isle meets
Chevalier d’Aubigny who is determined to kill himself &i.
At last she confides in him her visit to La Bastille on that
fatal night (the night which d’Aubigny thought she had
spent with Richelieu). For a very short while, the
Chevalier is delighted at the unexpectedly glorious news,
even making plans of their future together 2. Still, his joy



soon gives way to his initial, morbid mood: he cannot
forget his commitment to the lost stake, and finally repels
his beloved de Belle-Isle B3. Enter Richelieu* with the
intention of dispelling the misunderstanding and releasing
d’Aubigny from the debt of honour.

From this point, the story takes two different turns:

In the first version, the enraged Chevalier d’Aubigny
attacks Richelieu 3, who pushes him back and finally
gives him a lethal blow. The Chevalier breathes his last in
the arms of his beloved Mademoiselle de Belle-Isle,
blaming himself for doubting her faithfulness and leaving
the shattered Duke haunted by remorse .

In the second version, the Duke of Richelieu explains to
the Chevalier what has really happened @ and asks for
Mademoiselle de Belle-Isle’s forgiveness. Finally, the two
lovers forgive him and happily embark on their new life
together.

*According to the work of Alexandre Dumas pere,
Richelieu is taken before the King, who, convinced by the
Duke’s explanation, releases him. Thus, he returns to
Chantilly and relates the news to his friends and also to
the returned Marquise, and proceeds to announce the
double marriages, of d’Aubigny with de Belle-Isle and his
with the Marquise.

Mirella Simota

Translated from the original Greek text
by Evangelos Chistopher Tyroglou

1 Composer Manolis Kalomiris (1883—1962), in an article
for the Greek journal Numas (7 February 1910), refers to
Samaras as a composer of the ‘Franco-Italian School’.

2 Composer Dimitrios Levidis (1886—1951), of German
musical upbringing yet of French Impressionist aesthetics,
in a letter to fellow composer Yiorgos Kazassoglou
(1908-1984) — who also set Kostis Palamas’ (1859—-1943)
Olympic Anthem to music, after the Second World War —
underestimates Samaras’ importance, as well as his
musical approach to the Anthem, reserving his praises for
Kazassoglou’s effort.

3 Vide the Greek journal Orpheus of Alexandria, Egypt,
issues 6 and 9 (1911)

SNYPIAQN — GIANIZKOE SAMAPAS [Képkupa, 1861 — ABAva 1917]

ANAMO®IZBHTHTA o Sapdpag ump&e o dlebvag
empavéatepog 'EANNvag ouvBETNG NG EMOXHG TOU, O
MPWTOG ToU d0EACTNKE OTO EEWTEPLKO KAl O
ONUAvVTIKOTEPOG TNG B’ EMTavnolakng SXoANG: N
OUPBOAN TOU OTNV ITAAKAV OTEpa (TEAN 190U — apxéq
20ou at.), oto Bepioud, Kal (owg oTo VoG ToU
MouTtoivi, amokaAumrtovtal otadltakd OAo Kat
MepLoooTEPO. MevvnOnke otnv Képkupa, 17 NoeuBpiou
1861 kal Ntav yiog tou ‘EAAnvog unomnpo&évou
ZkapAdtou Zapdpa kat g ®avng, To yévog Courtenay
(otov oiko Courtenay avfikav 6Aot ot AaTtivol
auTtokpdrtopeg G KwvotavTtivourndoAewg, and to 1217
g To 1261, 6Tav v avakatéAapav ot Bulavtivoi).
MpwTod1daxOnke pouoikn otnv Képkupa, petagu
aMwv arnod To ouvBETN Srupidwva =0vda (1817-1896).
Afyo peTd TOo BAvaTo TOU MATépa Tou, To 1875,
Ypddtnke oTo aptiolotato Qdeio ABnvav. Ekel,
ddokaloi Tou Hoav o ®peldepikog BoAwvivng
nipeoBUTePOG (BLOAL), Ayyehog Macokepovi [Mascheroni],
Kal, kuping, o Eppikog Ztavkavruavo [Stancampiano
BewPNTIKA, EVOPXNOTPWON], eV MapdAAnAa apxloe va
OUVOETEL TA TPOTA TOU £€pya, TOAANA Xapéva wg Kal To
1985: @avraoia mavw otnv 6mepa Tou Eppikou
MetpéANa H kéunooa tou AudAg! (paptupeitat
ekTéAeON and Tov Blo, Qdeio ABnvav, 17 louv. 1877),
Sepevdrta, aplepwpévn ot Baoikiooa ‘OAya, 1876 N
1877), MeAayxoAikai Skéyelg eni Tw BavdTtw TOU
Aoxayou BoUpBaxn) 6Aa yla ruavo, oe axpovoAdynTeg
ITaAkég ekdo6oelg Luigi Trebbi, Bologna. Avantouvtat
akOpa Ta paptupoupeva oe GIAOAOYIKEG TYEG, H
veotng, BaAg yla tuavo (1879), ypapuévo pali pe tov
oupnaTpl®IN Tou lwone Kaioapn (1845-1923), ta
Tpayoudia Tou yla TNV Kwpwdia Tou BAdon FappmAidn
TopriAAat (1879), Sovara yia BioAl kat ruavo (1880;),
‘ABe Mapia, yia tevopo kat riavo (1880), kuping opwg
n 6repa OAdo (avadépetal HAAAOV e0Paipéva Kal wg
OAdG N1 OAde), 4mpaktn, oe ouvepyaoia, akpiB®g 50-
50%, HE TO BACKAAO TOU STAVKAVIIAVO (EKTEAECONKAV
anoonaopata oto Qdeio ABnvav [Mpodavmg amod
dwvEg Kal Tnavo], 12 lav. 1880).

MaAAov Té€An 1881, kat’dAAoug apxég 1882, o
Sapdpag €puye oto Mapiol yia avdTepeq OTIOUDEG.
Ekel el0¢duoe 0TnV aploTokpaTia, mMpootateUBnke
and 1o GIAGHoUCoV, EAANVOAATPN KAl EAANVOYVMOTN
papknoto Nte Ke vte Zaivt IAaip (De Queux de Saint-
Hilaire) kat Tnv mplykimooa TpouunéTokoU Kat
ouvdebnke pe Tov AOylo Anuntplo BikéAa (1835-
1908), Tov Tevopo lwavvn Kpntikd aAl’ 1diwg to
BapUtovo Apapn (Yeuddvupo Tou [MeplkAn
ApaBavTivoU, mep. 1854; 1857;-1932). Mabnteuoe yia
AyvwoTo dlaoTnpa oTo ouvBEéTn Kal BewpnTLko
Teovtop NTtupmoud (Théodore Dubois, 1837-1924) kat
YpAadTnKe 0TO TAPLOVO Qdeio otnv TAEN Tou Aed
NteAium (Léo Delibes, 1836-1891) Tov omoiov 6Aot
avadpépouv wg Tov KUpLOTEPO SAOKAAO TOU HETA TO
Stavkavruavo. AmniBavn ¢aivetal pwg avadpepouevn
paénteia tou otov ZapA Mkouva (Charles Gounod,
1818-1893) mou O6pwG AéyeTal OTL ToV ouvexdpn yia
v Kitapdra (Chitarrata, yia pavtoAiva, ki8apeg,
dAdouTta 6umnoe, BlOAOVTOEAA, KOVTpaApMAca Kat
KpouoTd, 1885) oe pia amd TG EAAXIOTEG YVWOTEG
TapLOIVEG oUVaUAieg 6mou akoUoBnkav £€pya Tou.

Keva 5etiag oxedov ota apxeia pabnrtoioyiou
Tou maptlolvol Qdeiou (Conservatoire de Paris), ta
mepipnpa cotes vacants, ETUTPEMOUV TNV IXVNAATNON
NG MapLovhg otadlodpopiag Tou Sapdpa Kupiwg
péoa amd TIG owldpeveES £kdOOELG £pywV Tou. ‘ETOL
egvToTHOTNKAV €pya Tou, AyvwoTta, otnv EAAGda:
Chitarrata, €k8. yla Tuavo, V. Durdilly et Cie (Mapiot,
1885), Sérénade Chinoise, Toinon Paul Milliet, £€kd. A.
Quinzard et Cie (Mapiol, 1892) kat dUo BaAg yia mdvo,
Choumant, €kd. A. Quinzard et Cie (Mapiot, 1893) kat
Les Charmettes, ¢kd. Leon Grus (Mapiot 1902).

Mapd Ta Katd Kapoug eYKMOULA TIPOCWTIKOTNTWY
omnwg ol guvBéTeg NTeAium, Maocové, ANPpévT
Mmpuve kat Zopl Y (Hue), To 1885, iowg adou o
HIAQVELIKOG 0iKoG PIKOPVTL aydpace TIG AvaToAlkéG
Sknvég (Scenes Orientales), 4 XapakTnplOTIKEG
oouiteg yla mavo pe 4 xépta (¢kd. Ricordi-V.Durdilly,
axp. [1883]) kat popdvtoeg Tou yla mdavo, o Tapdpag



HETEPEPE TNV KAAAITEXVIKN TOU dpAOTNELOTNTA OTNV
ItaAia kaitot Hdn, and To Mapiotl, (avolgn 1883)
OuVEBETE TNV LVAIKNG UToBEoEWG Omepa MeTlé. 'Opwg
N otadlodpopia Tou NG EMOPEVNG 26€TiAG OUVIEBNKE
HUE TOV HEYAAO AvVTAYWVIOTH Tou PikopvTl, emiong
Hihavélo ekd6T Edoardo Sonzogno (1836-1920). ‘Etol
OTIG dUO amod TIG TPELG «VEAVIKEG» TOU OTEPEG,
AlurpeTioTag Tav o 1o6Blog BaupacTthg kat ¢ihog Tou
depvTivavro dovtava (Ferdinando Fontana, 1850-
1919), wg T6TE OUVEPYATNG Tou MouToivi oe dUo
TPWTOAELA TOu. S€ BaupaoTo keipevo dovtava, n Kata
oelpd ouvBEoewg deUTepn OMepa Tou Zapdapa ®Adpa
uipauruAig (Flora mirabilis, 3 MpA&elg, «mpmTN» BEATPO
Képkavo, MiAavo 16 Maiou 1886) BpiapBeuce mépav
naong npoodokiag, aAAd, kKatakupwOnke dleBvmg
(KoAwvia, Biévvn, HEXPLG... ApYEVTIVAG) peTd To 1887
6Tav aveBdobnke otn ZkdAa Tou MiAdvou, pe
MpwTaywviotpla T didonun ‘Eppa KaABE.

O OpiapBog Zapdpa katevBoucoiaoe v EANGda
anod v oroia o ouveETNG ToTE dev ano&evwbnke. H
apxatoTepn OpWG YVWOTH eAANVIKR «oKlaypadia» Tou
(Kwv. ®. Zkokou: ETrjotov HuepoAdytov [...] Tou €Toug
1887), ypa¢ptnkev AUyouoto 1886. ETTUX®G
d1daxenke kat N Metlé (4 mpdagelg, keip. Pierre Elzéar,
ITaA. pTdp. dovrava, «mpwtn>» Pdpn, 6€atpo Costanzi,
11 AekepBpiou 1888. MpwtaywvioTtpla Eava n KaABe,
ev® dinUBuve o Leopoldo Mugnone, o kopudaiog TOTE
ITaA6G apxlHouoilkdg. Ztnv  EAANGda  Opwg
TaPoUaIAoTNKe pHOVoV n ®Adpa ulpdumAlg HOAIG To
1889: Képkupa, 3 mapaotdoelg anod 5 deBp., ABnva
OkT.-Nogp., 5 mapaotaocelg yaAiikou 6idoou,
emeukalpia Twv yapwv tou dladoxou Kwvotavtivou.
Ao v TpiTN 6Mepa Tou Zapdpa AovéAia (3 paelg,
Keil. ®ovtava), o apXIHouotkog Bupwv DdeTiNg, eixe
avakaAuyel otn BIRAL0ONKN Tou Qdeiou ABNVaAV,
HOvOoV £€va opXnoTplkod anoomnacua, TNV Ouyypikn
Paywdia. 'Opwg tov Ampiiio 2010, 0 HOUGIKOAOYOG
ANEEavEpog XaTtlnkupldkog, kdtolkog ITaAiag,
avekdAuye otn NedmoAn oAOKANpo TO OMAPTITO TOU
£€pyou Yla dwvEg Kat Tnavo (€kd. Sonzogno, 1891). H
avakaAuyn Tekunpiwoe MEpa ané kabe apdiBoAia o,Tt
ATav Koo HUOTIKO: OTL N ayploTatn arodokiyacia

Tou £€pyou otn Zkaia tou MiAdvou (4 Amp. 1891)
opelNOTaV Oe peBOBdeUOTELG TOU PIKOPVTL, GINEKDIKOU
avTaywvioToU Tou ZovT{Ovio oToV omoio eixe ma
HOVIHWG «TIPOOXWPNOel» 0 Saudpag: To OKNVIKOTATA
Ypappévo £pyo BpiBel Baupaot®v oeAidwy.

‘EmeTal n acuvayaoviotn Mdptug (La Martire, 3
Tpa&elg, keiy. Luigi lllica, Aipnpetiota Twv T{lopvtavo,
MouToivt k.a., NedroAn, «mpaTn»: 6€atpo Mercadante,
23 Maiou 1894), peifwv BpiapBog Tou Zapdpa Tou Tov
KATETAEE OTOUG MPWTOTIOPOUG Tou Beplopou. To 1896
0 OUVBETNG emavanatpiodnke Mpoowplvd yla Toug A’
OAupruakoug Ayaveg. SuvéBeoe emi TOUTW OAOKANPN
kavTtata, oe noinon Kwoth MaAaud, ana§ povov
ekTeAedBeioa Kal EKTOTE PUOTNPLWAKOG eEadaviobeioa,
TANV Tou ‘Yuvou (111 pétpa) rou to 1958 oto Tokuo,
avaknpUxBnke emnionuog OAupmakog 'Yuvog. MAnv
g eniong evieA®wg Xapévng Aauaouévng Maivadag
(La Furia Domata, 3 mpa&elg, keil. Enrico Annibale Bultti
kal Gustavo Macchi, mavw oto cal§rmpiké Huépwua
™¢ Z1plyyAag, «mpd@Tn»: MiAavo, Teatro Lirico
Internazionale 1) T.L.l., 19 NoeuBp. 1895), Aiunpetiotag
OTIq TeAeuTaieg OAOKANPWHEVEG OTIEPEG TOU Zaudpa
ntav o yaAhog ouyypadéag Paul Milliet (1848-1924):
lotopia Aydrmg (Storia d’ amore, 3 MPAEELG, «TPWTN>,
Mikavo, T.L.I, 17 NoeuBp. 1903) n H ZavBouAa (La
Biondinetta, «npwtn» Gotha, Feppavia, Aoukiko
©¢atpo, 1 Amp. 1906), Acorowvic vie MmEA-IA, To £pyo
oTo mapoév CD mou autovénta oxoAldletal ed®
EKTEV®G, Kal Péa (Rhea, 3 mpd&elg, PAwpevTia,
6¢atpo Verdi, 11 Amp. 1908). Kat povo ta owldpeva
ouyxapntnpla unvopata twv MouTtoivi, Maokavi,
TClopvtavo K.a. MeTA To OpiapBo Tou €pyou
avadelkviouv To Zapdpa OMOTIHO HE TOUG
Kopudaioug ouyxpoévoug Toug Itaholg, ouvBETeg,
adalpwvtag kaGBe aglomoTia ané Toug umalviypoug
Tou apdiAeydpevou ouvBETN MavwAn Kalopoipn
(1883-1962) (BA. meplod. Noupdg, ap. Teuyx. 377, 31 lav.
1910) yia kauyn tng oradiodpopiag Tou, map’6Ao mou,
TEPLEPYWG O ZANAPAG OKEMTOTAV TO VOOTO.

Adlepwoelg épywv Zapdpa oe HEAN TNG
eAANVIKNG BadlAlkNg olkoyeveiag kat MAHRBog
PwToypadlV, TEKUNPLOVOUV 0TeVH dIAia pali Toug.

ElkaZetal Baoipa OTL O €MAVATATPLONOG TOU
ouvdEeTal HE OKEWELG akOun Kal Tou Mewpyiou B’ va
Tov Kapel dleuBuvTh Tou Qdeiou ABnvav, UoTepa anod
Tupmva emKpioewv gvavtiov Tou Hdn dleubuvTtou,
mavBopoloyoupévwg ataldaviou Mewpyiou Nagou
and Tov T0TE abnvaikd Turmo. To oxédlo vaudynoe
e€altiag Kal SIMWHUATIKOV «adeELOTATWV» TOU
Sapdpa aAAd kat eUAoya elKalopévVNG UTIOOTNPIEEWS
Tou NA&lou, amd OLKOVOMLKOUG TapPAYOVTEG
LOXUPOTEPOUG TOU povapyou. H avapétpnon Zaudpa-
NaZou, TeppatioTnkev €1g BApog Tou cuvBETOU,
apxég 1912. Tautoxpova e&eAlooodTav 10 TPiXPOVO
£1OUAALG Tou pe Tnv muaviota Avva AviwvoroUAou
(1888-1967, yapog 28 Aek. 1914). NMAnv autou Tou
TeAKOG aATUXE€O0TATOU YApou (peTabavartiog
SLAOKOPTIONOG TAEIOTWV €PYwV TIOU gixe GEPEL OTNV
EANGBa o ouvBETNG) o A’ Maykooutog MoAepog
eYKA@BLOE 0plOTIKA oTnV EAANGSa éva Zapdpa,
0UOLAOTIKA ampooTAaTteuTo and ta Avaktopa. MOAg
emBiove avapeoa otnv elAoya elkalopevn
avtinabela Tou Nagou, tTn AuooaAéa ekotpaTteia
Kalopoipn katd twv Emravnoiwv cuvBeT®v Kat oTo
avatéAlov aotpo Tou Oeddppactou ZakeAAapidn
(1882; paAlov 1883-1950) 0T0 XMPO TNG OMEPETAG.
‘ETOl yla BloToplopgd ouvéBete 3MPAKTEQ
OTIEPETEG, WPALOTATN HOUOLKA, OUWG TAVWw o€
TavBopoAoyoupévmg pETPLA AlpmpéTta Twv Mewpyiou
TookomoUAou kal lwavvou AgAnkatepivn (16Aguog
ev loAéuw, «mphdTN»: ABNva, AnpoTikd ©¢atpo, 10
Amp. 1914) kat (300) Twv NikoAdou Adokapn Kat
MoAuBiou AnuntpakomoUAou: (lptykimooa g
Sdoowvog Kal KpntikomouAa : «Tp®TEG», OTO (dlo
Béatpo, avtiotoixa 21 lav. 1915 kat 30 Mapt. 1916).
AKOUN ouvéBeoe: XalpeTIouoG otn untépa EAAGSda,
1914, yia xopwdia kat opxnotpa, Kelp. ApLoT.
BaAawpitn (n mapTitolpa anokataotadnke amod
TAPTEG 0PXNOTPAG TOU avakaAupOnkav mpoodarta,
ev® owleTal Kal dlacKeUn yla unavta), Emveikia
(kelp. Fewpy. Apoaoivn), kUKAO Tpayoudldv yia
BapUtovo kat opxnotpa, 1914 kat Baupdocia
TpayoUdia, Ta wpaldTepa otV EANGda, petd to 1911,
EKTANKTIKAG HETABAVATIAG dNMOTIKOTNTOG, XApN OE

diokoug 78 oTPOd®OV, WVNTIKOV ACTEPWV OTIWG Ol
ravvng AyyeAomoulog, MéTpog Emtpondkng,
Oduoogag Adrmag k.a. Avadépope: Tng komEAAag 1o
vepo, Mdvva kat yiog (kety. . Apooivn) O 6pkog Lou,
Ei1dUAAlov, EEouoAdynoig (kelp. lw. MoAéun) K.a.
Apxég Amp. 1990, otnv EBvVikN BiBAloBNkN, o
OUVTAKTNG Tou TapovTog avakdAuye, oe 131oypado
TOu OUVBETOU, TOV EVIEA®MG AYVWwaTo ‘Yuvov mpog
Tov Bdkxov (Kell. Mewpy. TOOKOTOUAOU), yia QVTPLKA
Xopwdia kat Tnavo pe xpovoloyia 28 lav. 1912, mou
apyoTepa eVopxXNOTPwoe 0 BUpwv DISeTIAG.

AT6 Ta 18 wg Twpa (2020) cwldpeva Epya Tou yla
miavo, avapépoupe: Sepevara (1877), AvatoAikég
Sknvég, Tuavo pe 4 xépla, (1883), Totyyava (1886), La
Veneziana, mpehoUvTio V' TIPA&ewg TnG Omepag /loTopia
aydrmg (1903), ‘E&n oepevdteg (€kd. C.F.Kahnt Asewia,
1903) Apyd BaAg, MovdTovog xopdg, lomavikog xopog
( €kd. C.F. Kahnt Aewpia, 1903, 1904).

Ti €dooev 6pwg N EANGda oto Zapdpa; Mévo To
BaolAik6 MeTaAAlo Mpappdtwy kat Texvav (12 lav.
1915)... To 1916 gEeAéyn Mpoedpog TNG MPOING
BpaxuBlag Evboewg EAMjVwv Moucoupy®v Kat omwg
arnokdAuPe n ouyxpovn épeuva (ETENAa Kouppmavad)
ota apxeia Tou Qdeiou ABnvav karolo Bonénua (2000
dpx. av dev opaAAoupe) amod To dpupa... MNéBave oTig
25 Maptiou 1917 (MaAatd HUEPOASGYL0), HETA TIOAUUNVN
Kal en®dUVN vOoo, €Xovtag oxedOV OAOKANPWOEL O€
popod”) yia dUo tudva kat pwveg, TNV a’ MPAgn g
onepag Tiykpa (La Tigra), o€ aploToupynuatiko, emong
NUITEAEG, AlumpéTo Tou Renato Simoni, emugavolqg
Aoyiou, kal ané Toug Arpetioteg TNG Toupavtd Tou
Moutaivl. Autd To £€pyo evopxXNoTpwONKe apyoTEPA
ano tov Bupwva OdeTly.

Ot BopBapdiopoi Tou B’ Maykoopiou MoAépou,
LoonedmvovTag TIg £€dpeg-apxeia Twv ekdodoEWV
Sonzogno (MiAavo), iowg kat Kahnt (Aewpia),
KATEOTPEYAV ONUAVTIKO PEPOG KATATEBEIUEVWY EKEL
£pywv Zapdpa. Kamola, Tunwpéva, iowg owlovtal oe
AyvwoTeg wg Twpa eupwmnaikég BiBALoBNHKeg. Emi
mAéov, mepi To 1961, n x\pa Zapdpa, eVvieA®g
aouAAOyLloTa, €0TelAe OTOV 0iko ZovTt{OVio
(Sonzogno) owloueva xelpoypada kal «UALKA



0pXNOTPAG», £PYWV TOU O Zapdpag eixe pépel pagi
Tou otnv ABnva To 1911. MAAPWG eVOPXNOTPWHEVEG
owlovTal ofuepa ol oTepeg Mdptug, loTtopia ayammg,
Agonoivic vie MméA-IA, Péa kal oL omepéTeqg. e
ornapTita wvmdv-rTidvou ot MeTdé kat AtovéAda, evd
(HETA TO 2013;) avakaAUpBnke To HeyaAUTEPO PEPOG
TOU UAIKOU opXNoTpag g ®Adpa uipdurAig, mou n
napTiToupa opxHoTpag Tng, eixe xabel. Xadpn otmv
avakdAuyn auth 6pwg Kab{oTatal anokataoTactun
O€ TI000O0TO (OWG AVWTEPO TOU 90%.

SUMMEPACHA: amod TA UTEPOXA Tpayoudia yia Gwvr)
Kal TAvo wg TIG OTepeG, 0 Zapdpag MpoBAAiel wg
HEAWSIOTAG TMNyaiog Kat eUPNUATIKOG, EKPPACTAG
HeyioTou GpAopaToq YUXOAOYIKOV KATAOTACEWY XApn
ge UYPNANG vong avTimapadéoelq HEAWDIK®V Kal
PUBUIKOV CUANAYPEWY Kal TEPITEXVN EVOPXNOTPWON
TPO-EUTMPETCIOVIOTIKA 1 HETAPOMAVTIKN, KATA
nepirmwon. To eUPog Tou SNUIOUPYIKOU TOU GACHATOG
HapTupoUV aplOTOUPYHHATA TOCO SAPOPETIKA HETAEY
Toug 600 N ®Adpia pipdumAig (MPOSPONOG TNG
mouTaivelag Toupavtod, oto B€pa TG YUX0oeEOUAANIKAG
Yyuxpomtag), n Metgé (dampenng AyyAog
HOUGIKOAOYOG TNV anokdleoe «3e0Tepnv Alvtax», n
loTopia aydmmg¢ (LOUCIKOSPAUATIKA AETITOUPYNHEVN
TpoBoAr) Tou Owimodeiou MAEypatog, Touhdxlotov 15
Xpovia Tptv anod 1o PpouvT) Kal N Péa, EpwTIKO dpapa
oTn pecalwviky Xio umd Toug MevoBedoug. Ardkpn oe
dkpn g maptitolpag, To £pwTIKO TABOG pe
eKOAUBWTIKA pEAWdAHATA KAl EAAXIOTA «HOOKEUUATA»
SNUOTIKOV Tpayoudlwv, eEaipeTal 0 KOOHOYOVIKEG
dlaotdoelg — HIkpO mapdadetlypa 1o Ivrepuétdo.
E&’aANou, Babulaia, o mapadoolakog XwpLlopog g
omnepag oe Alyo-TioAU autdvopoug «aplBpoug» (Apleg,
olvola, Xopwdlakd K.ATL), Telvel Mpog Tn Baykvepikn
atépuovn peAwdia kal Tn XpHon eEayyeATIK@OV
HOTIBWV, ev®d N MeTZE, kal n ®PAGpa UpduUAIG wg €va
onueio aAAd, kupiwg n Mdptug, mpoavayyélouv Tn
HeEAwIKA YA®ooa kat To Udog Tou MouTtaivi, 6Tav
ekelvog dev eixe akOun ouvBECEL TA YVWOTOTEPA Kal
SNUOPINECTEPA APLOTOUPYHUATA TOU.

MNdpyou Acwtodkou

H émepa Agomoivig vre MieAil wg uépog piag
«map’ oAiyov» NeoeAAnvikiic TeTpaldoyiag

Ané tov NoéupBpto tou 1983, 6TV EKUUOTNPEUOUOUV
oTov TOTE nMpdedpo NG AvayvwoTikniG Etaipeiag
KepkUpag, asiuvnoto Kwvotavtivo NikoAdkn Mouxa
(1910 — 1987), Tn okéyn pou yia pia avaBiwon Tou
SauapikoU épyou Ewg ornuepa, SenréuPptlo Tou 2020
mou ypdgw auTéS TIG YPaUUES, mapriABav 37 ouvarrd
£1n. Kat ouwg, uovo onuepa diaypdpetal otov
opi¢ovta n duvardétnta kat n TeAsutaia, onwsg TOTE
vouigaue, and Ti¢ dlaowBeloeg UEYAAEG OMEPESG TOU
ouvBETn Supou Saudpa, va Bpet Tov SpOUo TNG Mpog
£va eupUTePO akpoatrplo, mapoAo rou n nxoypagpnor
™G undpxetl ndn ar’ 1o kaAokaipt Tou 1995.

«H Aeornowvig vte MreAid», n onepa otnv onoia
avapépopal, ypdgptnke To 1903 mavw o€ KelUEVO TOU
MwA MiAAIé (1855-1924) kai npwTonaixTnke otn
révopa otig¢ 9 NoeguPBpiou 1905. Me Tig dUo
nponynBeioeg ériepeg «Mdptupa» (1894) kat «loTopia
aydrmg» (1903) [«=avBoUAa» (1906)] kabBw¢ kat pe TNV
akoAouBrioaoa «Péa» (1908) ouvanaptifel To owua
TwV TEOOAPWV HEYAAwV peAOdpaudTwV Tou Saudpa
rmou Bewpouoaue OTI dlacwbnkav mMirpn, 1 €0Tw UE
KAMoleg anwAeleg - MPWTIOTWG oTn «Agomoivida vie
MneAid». ETOl €K TV MPAYUATWV TMPOEKUYE
auBdpunta n emAoyn ™G Aé&nG «TeTpaloyia» otov
TITAO TOU UIKpOU auToU Keluévou. lMpogpavwe oxt amno
TV avUinapktn PeTa&U Twv TEOTAPWV EPywV
Beuartikn oxéon, aAAd amo tnv aiobnon tng Koivig
TouG poipag otnv emPiwon. Autd ta dedouéva
yvwpila TéTe, TNV EMOXN TNG nxoypdgnong kai Baoel
autwyv ékava TI¢ TomoBetrroelg pou. Am TO
@6ivénwpo Tou 2013 woTdoo, Ta dedouéva wg mpog
To Sauapiké €pyo dAAa&av apdnv kat n teTpaloyia
™m¢ empBiwong petaBAnbnke oe... map’ oAiyov! Ti
ouVERN, Bpébnke otnv Képkupa To, £0Tw UE KATOIEG
anwAele¢ aAld MneAid uAiké opxnotpag 1ng
BewpoUuevng wg xauévng 6nepag Tou ouvOEéTn
«@Awpa MipdaumAig» (1886)! ‘Etol n teTpaioyia
ueTaBAnOnke oe map’oAtyov, n pdAiov akoéua
kaAUtepa, oe nevraloyia!

H avagopad pou oe kamoieg anwAeleg ueTa&u Twv
npoavapepBEVIWV EPywV EMIKEVTIPWVETAL KUPIWG
otnv «Agornotvida vie MneAir». Aiié 1o pueAddpaua
auTté épTacav éwg £udg UOvov ol MapTITOUPES TNG
SeUTepng, TPITNG Kal TETAPTNG MPA&ng, ol MApTES
NG 0pXNOTPAG EKTOG Twv SUO0 OUMOE, TWV TPLDV
TPOUTIOVIWV Kal TNG Aprag, éva TUNMWUEVO AUTIPETO
ota (TaAlkd, kabwg kai duo omnaptita, €va
(TaAoyaAAikd Kat éva YEPUAVIKO, UE APKETEG
dlapopég avauetaél Toug. AKpIBWG Adyw Twv
OUYKEKPIUEVWYV TIpOBANUATWY n omepa autn
KaBuOoTEPNOE WG MPOG TNV nxoypddnon e évavti
Twv dAAwv TplaVv nou eixa ndn diokoypapnoel,
MPoOodoKWVTAG TNV avaykaia HoUOoIKOAOYIKN TNG
anokatdotaon. H diadikaoia NG anokatdoraong
urmpé&e e&alpeTikd xpovoBopa. Aipkeoe nepimnou
Téooepa xpovia arod o 1991 wg o 1995 Kat €yive oe
dUo otddia. To mpdTo apopolce Tnv emnavaypapn
NG MapTiToUpag amo Ti§ NAPTEG Kal To deUTEPO Kal
dkpwg evalobnto, OTNV OUUNApwON TwV
gAAemévTwy opydvwyv e Tpdmo BéPRaia mou va unv
aAdotwvetal n Biyetar To Upog ToUu OUVOETN.
Autovonta, éAaBa unoyn toug odnyoulg n TIg
ONUEIWOEIG UMNpXAV OTIG UMOAOINEG MAPTEG.
Suuminpwoa 6Aa ta Tuniuata ora omoia urmpxav
koyluata (0dAta), kabwg kal Ta eAAeimovTa wg MPog
Ta 600 onaptita puépn NG MaptTiToUpag, UE TOV
TpOmo mMou nmpoavépepa, WOTE va UNAPXEL OTNV
nxoypdgnon 1o ouvodo oxedov TnG ouvrebeioag
pouaoikng. Ma tov (d1o Adyo ouunepiéAa kat Ta duo
PIvdAe TNG omepag 1600 TO MPWTAPXIKO, TPAYIKO
MoU OAOKANpWvel To E€pyo OTNV KAVOVIKN
napTiToupa aAAd kat otnv iItaloyaAAikry ékdoon Tou
oTapTITOU, 000 Kal TO EUTUXEG, TOU YPAPTNKE £10IKA
yla kanota napdotaon oto Movte KapAo kat uniapxet
WOTO00, TUMWUEVO LEV OTO YEPUAVIKO OMAPTITO WG
ATMOKAELOTIKY] €KOOXN, EVOWUATWUEVO O WG
ouuminpwua Alywv oeAidwv pe v évdeién Finale p.
Monte Carlo oto owua g KUplag napTiToUpag.
Yno6étw Adyw 181aiTepng ox£ong Ue TO YaAAOpwvo
TMOAITIOUO ULOBETHONKE yia TNV MepioTaon n eUTuxnig
£kOOXN MOU TAUTIJOTAV LE TO TEAOG TOU OUWVULOU

BeatpikoU épyou (1839) Tou AAe&dvdpou Aouuad
narpog (1802-1870), de5ouEVOU OTI TO OUYKEKPIUEVO
£pyo anotéAeoe TNV Baon Tou AUMPETOoU Tou [MwA
MiAALE. Ané To ouunAnpwua avtiypdptnkav ot
MApTEG TNG 0PXNOTPAG KAl £€TOL KATEOTN duvartn n
nxoypdagnon kat autou Tou TURMAToG. [a 1o
EUTUXEG PLvdAe mou dlacwBnke pdévo otnv ITaAikn
Kat Tn yepuavikny ekdoxn Tou, KaBwe Kal yla KAmoleg
aAKOUN UIKPOTIEPIMTWOELG TO EAAe(mOV yaAAiko
MPWTOTUMNO CUUTANPWOE 0 Wwpyog AewTodkog, mou
and autn ™ 6éon emBUUD va TOV euXaApLOTHOW
OAwg 1d1aiTépwg. Kdnoleg ouykupieg, Oonweg n
ekatovraetTia andé tn yévvnon tou Anuntpn
MntpomouAou To 1996, o1 OAuumakol Aywveg Tou
2004 kai n ¢oPepn olkovoulkn Kpion mou
enakoAouOnoe, kabuotépnoav ki eunodioav TeAka
Tnv ékdoan TNg nxoypdenong mou emMTEAOUG
KukAogopel Twpa, 26 oAdkAnpa xpovia votepa and
NV npayuaromnoinon mng.

[ Eneidn n ava xeipag ékdoon eival katd kamoio
TPoMno avaotatiky Kpibnke okomuo va emonuavlel
Kat pia ItTaAdgwvn nxoypdgnon tou Arioso Tou D’
Aubigny ané v mpwtn npdén «lo te amo” ue pwvrj kat
rmdavo ue Tov Tevopo Antonio Pauli aré To 1905 (;) wote
va oxnuatioel kavelg é0Tw kal auudpd pia ikéva
diapopdg mnpoofyyiong kat epunveilag 1n¢
OUYKEKPIUEVNG HOUOLKNG. [la To MoAUTIHO auTo
VTOKOUUEVTO [OU glXe MPpwTOUIATIOEL 0 STAONG
Appavng Kal Uropeite va 1o akoUOETE €00 .

TéAog éva UIkpO aAAd MoAU xapakTnpiloTIKO
Arioso Tou D’ Aubigny ané tnv Tétaptn npdé&n nou dev
gylve oduvatov va nxoypa¢nbei TOo 1995,
arnokataoTddnke Katd Tov mpoavagepBévra TPOMo
kal nxoypagnbnke otig 26 louAiou 2006 otn 26¢ia
uvotepa amo 11 xpoévia...]

H «Agonoivi¢ Nte MneAiA» gival peta tnv
«lotopia Ayarm¢» (17 «=avBouAa») To deUTEPO Kal
TeAeuTtalo €pyo NG yaAAwkrg nepiédou Tou Saudpa.
H petayevéotepn «Péa», ypauuévn Kal aQutr amo Tov
MwA MiAAE ota yaAAikd, onuatodotel evrouTolg
OTPOPN) TOU OUVOETN Kal MPOG Uia EAANVIKT) HOUOTIKT}
npoBAnuatiky.



Ta 1pila autd épya, padi pe Tig ITAAOPwWVES
«Maptupa» Ttou Aouitt IAika (1857-1919) kat Tnv
veoavakaAupBeioa «PAwpa MipdumAig» TOU
@epvTivavro dovtdva (1850-1919) nou mponynénkav,
rnapouotdfouv éva navopaua Twv KatakToewv aAAd
Kal Twv avaintioewv Kabwe¢ kal Twv eMmpPpowV Tou
ouvOETn OoTO ueyaAUTepo UEPOG TNG (wng Tou. H
MEPAITEPW WOTOOO UEAETN Kal euPBABuvon autng TG
«mevraloyiag tng empPiwong» pag npoopépel TNV
duvatdétnta va avriAngBolue 6Tt mpoodioplouol
MEPIOSWV OMWG «ITAAIKI)», «YaAAIKI)» Kal «EAANVIKI)»
otnv nopeia Tou Saudpa xapaktnpifouv Ta
emgaivoueva kait 6xt tnv ouoia. BonBoulv ol
npoodloptouol Twv dNUIOUPYIKWDV MEPLOSWV OTNV
Taélvéunon kat eival mpog touto xproiuol. lNAgioteg
OUWG POPEG evéxOUV ToV Kivouvo va avaoteilouv
v eufdbuvon kabwg, oploBeTwVTag TNV empavela
TV npayudtwv, napauévouv o’ auTtrv. Ao Tov
kivduvo autov dev EEpuye oUTe o0 veapog MavwAing
KaAopoipng! g dekaetiag Tou 1900 aAAd oute Kat o
wptpog Anuntptog Aeidng? g dekastiag Tou 1940.
Me tnv kdnwg BabUTepn yvwon Tou ouvoAou mepimou
TWV EQYWV QUTWV ONUEPQ, TOTEUW OUUTEQLACHUATIKA
0TI 0 Kepkupalog pouooupyog dev amoteAel 10
npotumno ouvBETn-onadou uiag 3xoAng. O Zaudpag
ouvalauopPwVeL apxIKd To BEPLOTIKO Kivnua, EAKETAl
oTn ouvéxela and 1o yaAAlko Aupiko dpdua Kal pe
épya oav ™ «Péa» 1 ta «Emvikela» avoliyel Tov
dpouo otnv EAAnvikn EBvikn ZxoAn. ETol To épyo
TOU KaTnyoplomnoleiTal OXETIKA amAd, o (510G OUws
dev evrdooetal moubevad. AvTifETwg, o Kepkupaiog
HOUOOUPYOG EVTAOOEL OUOTNUATIKA oTolXela TwV
peydAwv Eupwraik@v SXoAwV -undé mng yepuavikng
e&alpoupuévng- aAAd kat Twv eAANVIKWY mapaddéoewv
otnv ik} Tou pouaikn dnuioupyia. KAetdi yia v
epunvela g 6€ong ToU QUTIG aAAd Kal TNG gV yével
aiobnTiknG Tou amnoteAel n NUITEANG «Tiykpa». Tnv
ypdpel OTO TEAOG TNG EUPWMNAiKNGg Tou
otadiodpouiag ota ITAAIKA, «EMOTpEpel» dnAadn
Alyo mpiv Tn oUvBeon Twv TPLOV €AANVIKAOV
peAodpauatiov Tou («[MOAepuoG ev MOAEUw», «H
nptykimooa ¢ Saoowvog», «H KpntikomouAa»),

otnv ITaAlk) apetnpia ™g ortadiodpouiag Tou.
‘Ouwg, mEpav ¢ 0Awg Si0Aou VEWTEPIKTG apuoviag
KkaBw¢ Kat TG ouyxpovng Beatpiknig Sourg, EVTAooel
0g auTiv Tov avaotdoiuo Uuvo Tou XploTog Avéotn
(tedelwg ditapopeTikd am’ 6,TI To KAvel OTNV
«KpntikonouAa»), delyua akpiBwg piag dnUIoupyIKNG
aTtoulkOTNTAG N ornoia agouolwvovTag moAunoikiAa
otoixela dlarmAdbet pia mMpoowrKIY LOUOLKY) SIAAEKTO.
AUTO mou pia nyeTikny ¢uon oav tov Kaiouoipn
SlaraAel eudpatika pe TN Hopdr LavipEoToU wg MPog
TO O€0v yevéoBal atnv EAANvIKI) pouoikn, o Saudpag
To KAvel oTn dldpKela TNG (wNG TOU e TNV OUVETELQ
autng akpiBwg NG SnUIOUPYIKNG atoutkétnTag. O
ueydrog Kepkupaiog dev ypdgel «€AANVIKI LOUOIKN»
aAAd ekppddel péoa and Tnv SnUIOUPYIKY Tou Mopeia
kate&oxnv tov Néo EAAnvioud oe pia kpiowun
1OTOPIKN Kaumn. Agv anokoBetal moTé amod t1a
gAANvikd nmpdyuara, apouykpdletal Toug HUXIOUG
nméboug Ekppaong uiag Kolvwviagd kat otnv mAnpn
WPILOTNTA TOU TO TPATTEL, TNV EKPPAlel ouveldnda,
UN EKXWPWVTAG OUWG TMOTE TOV ATOUIOUO TOU, KABwe
npoeina, eykAwPiouevog oe kivnua 1 ptAodo&wvrag
va 1dpuoet SxoAn. Mapauével povada kai wg TéTola
avTinpoowneUel Tov anoAuTo TUMO TNG EAANVIKIG
aTouIKOTNTAG, TNG TEVOUOAG MPOG TO OIKOUUEVIKO.

BUpwv ®I13TLAG
YNOOEZH

H mp®Tn mpa&n eKTUAioOETAL OTOUG KATIOUG TNG
Mapknoiag vte Mpt oto ZavTiyu. [ KaBmg ol veapég
dileg TNg Mapknoiag kdvouv TpoéRa yia éva Beatpikd
£pyo [2 3, MAinpodopolpacte 6TL N Mapknaia £xel
EPWTIKO SEONO e To AoUka Tou Ploelié. O urmpeg
avayyéAAel To AouUka, ol ¢ilol anocupovTal Kat
akoAouBel pla xapttwpévn cuvoutlAia g Mapknoiag
Ue Tov PLogAL€ @], 1 oroia KaTaAnyel oTnv arnokaiuyn
OTL €Xel Tua EEBUpAVEL 0 £pWTAG TOUG KAl apdOTEPOL
£XOUV OTpEYel To evdlapépov Toug ot AAAa
mpoowna: n Mapknoia otov Imoét vt Opruvy Kat o
AoUkag otn veapn dearowvida vie MmeAiA, Tou €xel

£pBel anod n Bpetdvn yia va iketeuoel To Baoild ya
TOV OPLOTOKPATN MaTépa Tng, €YKAELOTO OTN
BaoTtiAAn. O urmp£tng avayy£AAel Tn deomowvida vie
MmeAiA, n onoia mapakaAei Tn Mapknoia va tn
Bon6noel pecohaBwvtag oto BaaolAid B. H vte Mpy,
yonteupévn amd Tnv anidétnta Tng KoméAag,
avaAappavel va ypdayet n {dia Tn OXETIKY €TOTOAN
npog To BaolAid. Epdavigovtal maAt ot pilot Tng
Mapknoiag kat Tou AoUka, peTAEU AuT@V Kal O
ImmoéTNng v’ Opmuvl, o omoiog e§opoAoyeital oto
AoUka vt Opov oTL eival TpeAd epwTteupévog 7. O
PloeAilé, pe mn olyoupld Tou €UTELPOU £pACTH,
aTtotxnuatifel pe Toug Gpiloug Tou OTL Ba Mapacupel
O0TO KPERATL TOU OMOLAdATIOTE yuvaika epdavioTel
UTMPOOTA TOug. H mp®Ttn mou BAémouv eival n
Mapknoia, n oroia Adyw NG YVWOTHG OXEONG TOUG,
anoppinreTatl ar’ tov PlogAié. AkoAouBei, mpog
ayaAAiaon Tou AoUka, n deomotvig vie Mmelil. Tote
napepPBaivel anodpaoctoTika o v’ Opmuvy, o omoiog
dnAwvel OTL dEXETAL KAl AUTOG TO OTOIXNUA, EMELDN
TPOKeLTAL va mavTpeuTel T deorotvida vte MmeAiA.
STn deuTepn Mpd&n, ota dlapepiopata Tng
Mapknoiag, o Aolkag, Xwpig va Tg anokaAuyet
Totog eivat o pvnotipag g MreAil, {ntda m Bonbela
g vte MNpt yla va kepdioel To otoixnua @. Ekeivn
TOU TNV UMOOXETAL, EV® OTNV MPAYHATIKOTNTA
okote Vel va Mpootateloel TNV ab®a KoTEAd, TNV
oroia ndN Pho&evel otov MUpyo Tng . Maparmava
Tov PlogAlé TapadidovTdg Tou IOLOXELPN ETILOTOAR,
dHBev ypappévn and v MmeAiA, kat Aéyovtag tou
oTL N dla pevyel yia 1o Mapiol. ‘Otav pével povn pe
v MmeAil, TNg avakowvavel 6TL TNG Kavovioe va
ouvavtnoel To Bpddu Tov matépa g otn BaoTiAAn,
TNV unoxpewvel OUwg He 6pko Bapl va punv 1o
arokaAUPel oe kavévav. Epdavidetal o epwTeupévog
vT' Oprvy, o omoiog amopel MP®WTA pe TN Xapd g
KOTIEAQG KAl KATOTIV e TNV TPoomdbeld Tng va tov
aropakpUvel ouvtopa fd. ‘Otav o ImmoéTng delyel, n
deotolvig vre MmeAil oneldel va ¢pUyel yia
BaoTiAAn. H Mapknoia pével povn, Ikavorompévn mou
X@Aaoe Ta oOxédla Tou AoUka [. Zadvika,
avTihapBavetal 6Tt o PlOgAIE —xpnOLUOTIOLOVTAG TO

KAEWd( Hlag HIKpNG MOPTAg ToU Tou eixe dwoel N Bla
OTAvV ATAV €PACTEG- UMaAivel 0TO SWHATLIO KAl N
Mapknoia mpoAafaivel va ofnoet To kepi f. Ekeivog,
yla va €xet anodelEn g arnormdavnong g deorowvidag
vte MrehiA —6rwg vopilet- avoiyet To mapdbupo, pixvel
éva onueiwpa mpog Tov vt Opmvl, kKAt HETA
mapadidetal oTa epwTKA Xadla tg... Mapknoiag.

H tpitn mpd&n dadpapartifeTal oTov MUPYo Tou
SavTlyl, kaTtd ) dldpKela XapTomnalyviou peTagl Twv
euyevv . O Ploghi€ evOOUCIAONEVOG AVAKOLVAOVEL
otn Mapknoia Tnv... emutuxia Tou pe v MrmeliA,
KaB®G Kal T CUVETELA TNG OpYNG Tou vT' Opmuvu: Tn
povopaxia Tou emikeltal fig 2. Ekeivn, 8EAovTtag va
TPOOTATEVUCEL TOV ITMOTN, SiVEL HUOTIKA TN OXETIKN
TAnpodopia otov appoddio AolUka vi’ OBpE, o omoiog
uroxpeoUTal va Toug eurnodioel 2. Tn culTnon mou
akoAoubel petagu v’ Opmvy kat vie MmeAil, o
IMnéTNg Katnyopel Tn HvnoTN TOU yla amoTtia,
£TUKAAOUPEVOG TO ONueiwpa Tou PloeAié 22. H koméAa
OpYLOPEVT TOU {NTA va KpudTel kat va akoloel TNV
opoloyia Tou Yeudoug amd To Aouka @. MpokaAei
Tov Plogelié, o omoiog avumoyiaoTog eMUEVEL OTNV
TAGvn Tou. Metd arr’ autd o TANYWHEVOG v’ Ouruvy
NG {NTA TOUAAXIOTOV va opoloyhoel @. H KoméAa
apveital kat Tov diwxvel. O Aoukag kat o ImmoéTNg
TpoeTolpadovTal ya Tn povopaxia, 6tav o vt OBpé
eTolpadetal va toug ouAAaBet yi' auto. Ot duo
apvouvTal TNV MpoBeon TOUG va HOVOUAX | OOUV Kal
avt autol oupdwvouv va mai§ouv ) {wr) Toug ota
XapTid 25. O v’ Opruvy xavel kat yixpaiga dnAmvel
OTL 0 TPELG WPEG B’ AUTOKTOVNOEL, eV®d O PlogAlé
aufxavog avakolvmvel 6Tt Ba {nthHoet Tn pecgoAdpnon
Tou Baolkd. O v’ Opov yvwotorolel otn Mapknoia
EVAOMOV TWV AUAKGV OTL €ylve emavAoTaon kat n da
Ba 0dnynBei otV e€opia, evd o AoUKag aTn GUAAK 8.
H Mapknoia omne0del va {NTNOEL HE ETUOTOAN TNG
akpoaon anoé  Baoiliooa. O Pioglie, avayvwpifovtag
TO YPaPIKO TNG XAPAKTHPA -wG XAPAKTAPA TNG MreAiA-
avTihapBaveTal dlaplag TNV TPOHEPY) TapeENynon Kat
emuxelpel va GpUYeL yla va omoel Tov ImoTn. AuoTux®g
TPETEL OPWG VA AKOAOUBNOEL TOUG OTPATIOTEG OTN
duAakn, eva n vte Mpt avalletal oe dakpua.



STV TETaPTN TPAEN, oL auAkoi HeTd Tn Aettoupyia
oxoAlaouv £Ew amd To MAPEKKANGL TOU SavTiyU TIg
Teleutaieg MOATIKEG eEeAiEeLG Kat n deorowvig
vte MmeAil ouvavtd tapaypévn tov vt Opruvl, o
oro{og eival ano$actopévog va auToKTovAoelL . Tou
£KMHUOTNPEUETAL ETUTEAOUG TNV EMIOKEYN TNG OTN
BaoTiAAn to potpaio Bpddu Kal, Ve TPOG OTIYUHV O
IMnoéTNG eUTUXNG KAvel pali Tng 6velpa Kolvou
HéANOVTOQ B2, BupdTal Tn d€0NEUOY) TOU KAl TNV
arokpoUel, BéAovtag va ¢puyel @. PBAvel o Ploehié *
pe mpbBeon va Aloel TNV mape§Hynon kat va
arnaAAG&el Tov ImoTn ano 1o Xp£0g TIUAG.

Amé To onpeio autd, n umodbeon £xel duo
dladopeTikEG eEENIEEIQ:

STV mp®n ekdoxr), o e§opylopévog v’ Oprvu
emutiBeTal oTov PlogAié B4, 0 omoiog apuvOpEVOg Tov
amokpoUel Kal Tov Tpaupatifel Bavdaoipa. O ImmoTng
nefaivel otnv aykaAld Tng ayamnpévng Tou
KaTnyop®vTag TNV audiBoAia Tou ya v motn mg
Kal apnvovTag To AoUKA CUVTETPIUUEVO [3.

31 delTepn ekdoxn, o Aoukag mpoAaBaivel va
eEnynoel otov IrmoTn Ta cupPavta Bg kat va {nTnoet
ouyyvoun amdé tn deomotvida vie MmeAil. Ot
£PWTEUPEVOL, OVTAG TA EUTUXLOUEVOL, TOV OUYXWPOUV.

* S0pdwva pe To publotdépnua Tou AAEEavdpou
Aoupd Matpog, o Ploelié £xel 0dnynbei evirov Tou
BaolAld, o omoiog meibetal and Tig €ENyNnoelg Tou
AoUka kal Tov aprvel eAelBepo. 'ETOL, eTUOTPEDEL
oTO ZavTlyu Kal dinyeital Ta kabékaota otoug dpiloug
Kat otnv emiong esmotpéPaoca Mapknaoia kat
avakow®vel dImoug yapoug, Tou vt Oprvl pe Tnv
vte MmeAiA kat Tov dikd Tou pe TNV Mapknoia.

M.Z.

1 0 ouvBétng MavawAng Kahopoipng (1883-1962) oe
KEIMEVO Tou OTIG 7 ®eBpouapiou 1910 oTo
AOyoTeEXVIKO TiEPLodIkd Nouudg, avapépeTtal oTov
Sapdpa wg ouveETN TNG «MAANOITAALKYG» OXOANG.

2 0 ouvBéTng Anuntplog AeBidng (1886-1951)
YEPMAVIKNAG HEV HOUOLKNG Tadeiag, aAAA YAAAIKAG
EUMPECLOVIOTIKAG ALOONTIKAG, O ETIOTOAR TOU OTOV
ouvBet Mewpylo Kalaooyhou (1908-1984) o omoiog
peloroinoe emiong Tov OAupmakd ‘Yuvo Tou ToinTn
Kwoth Mahapd (1859-1943) petd tov 2° Maykdopio
MoAepo, UTOTIPA TNV a&la Tou Zapdpa Kat Tn HoUoIKn
TOU TPOOEyylon OTO Toinua, eykwpialovrag
avTiBETwg ekeivn Tou Kafdooyhou.

3 BA. «Opoeug» ANeEavdpeiag, Telxn 6 kat 9 Tou 1911.

Angelo Simos

! " - The tenor Angelo Simos (Vangelis Chatzisimos) was born in Athens. He is a
graduate of the Piraeus Association Conservatory and the Hellenic Open
University, and since 1992 has been a member of the Greek National Opera.
Simos has appeared as a guest artist in numerous international opera houses and
concert halls, and has collaborated with eminent stage directors and conductors.
He has also appeared in concerts with artists such as Maria Guleghina and Anna
Tomowa-Sintow, regularly collaborates with prestigious Greek orchestras, and has
recorded works by a variety of Greek composers. He teaches at the Athens
Conservatory and the National Conservatory in Athens, Greece.

Tassis Christoyannis

r | Regarded as one of the finest baritones of his generation, Athens-born Tassis
Christoyannis studied at the Athens Conservatoire, before going on to specialise in Italian
repertoire with Aldo Protti. After several years as a member of the Greek National Opera, he
joined the Deutsche Oper am Rhein, where he appeared in major roles in works by
Monteverdi, Mozart, Rossini, Verdi and Puccini among others. Now freelance, he has sung
principal baritone roles in ltalian, French and Russian works at opera houses and festivals
across Europe. Christoyannis is also much in demand for his skills as a song recitalist.

Pavlos Maropoulos

Greek bass Pavlos Maropoulos studied at the National Conservatory in Athens with Yolanda
di Tasso, attended masterclasses with Kostas Paskalis, Zanette Pilou, Luigi Alva and lleana
Cotrubas, and studied with John Modenos. Maropoulos has appeared in numerous
. productions with the Greek National Opera including Rigoletto, Simon Boccanegra, Un ballo in
maschera, La boheme, Madama Butterfly and Adriana Lecouvreur as well as two world
premieres of Greek operas. He has performed at the Megaron Athens Concert Hall in Lucrezia
Borgia and La traviata, and sang in Mikis Theodorakis’ Electra with the Manhattan
Philharmonic Orchestra at Carnegie Hall, New York to great acclaim.




Pantelis Kontos

Martha Arapis

Marina Krilovici

Pantelis Kontos was born in Corfu, where he took his first music lessons in violin and
trombone at the Philharmonic Society of Corfu, and he completed his studies with a
scholarship from the Municipal Choir of Corfu. He has participated in many concerts
and recitals in Greece, ltaly, Cyprus, England, Bulgaria and the US, and has also
participated in many opera productions in Corfu, Athens and abroad. Kontos has
appeared as a soloist with numerous European orchestras such as the National
Symphony Orchestra of ERT, Athens State Orchestra, Athens Camerata — Friends of
Music Orchestra, Cyprus State Orchestra and the University of York Symphony
Orchestra.

As leading soprano of the Greek National Opera, as well as collaborating with acclaimed
orchestras, renowned conductors, concert halls and festivals both in Greece and abroad,
Martha Arapis has performed a wide range of the extended lyric soprano repertoire in opera,
German and Greek operetta, modern opera, oratorio and symphonic works. An accomplished
recitalist, she has recorded for the Greek national radio. Her participation in the unearthing and
recording of operas and art songs by Greek composers has constituted a major part of her
artistic legacy. She has been honoured for her operatic achievements and contribution to
Greek art music. Her career was inspired by her teacher and husband, the distinguished tenor
George Zervanos.

Born in Romania, internationally acclaimed soprano Marina Krilovici has sung in opera houses
all over the world, including the Metropolitan Opera House in New York, the Royal Opera
House, Covent Garden, Teatro La Fenice in Venice and in Munich, Vienna, Monte Carlo, Paris,
Berlin, Amsterdam and Chicago under the baton of eminent conductors such as Nello Santi,
Claudio Abbado, Lorin Maazel and Riccardo Muti. She has given memorable performances in
Tosca, Madama Butterfly, Aida and Cavalleria rusticana. Krilovici lives in Athens and continues
to guide and mentor new singers. Her biography Marina, Marina, Marina. Marina Krilovici,
written by Romanian author Alice Nastase Buciuta, was published in 2017.

Kaval Mixed Choir (Kaval Choir of Sofia)

The Kaval Mixed Choir is a professional choir based in Sofia, Bulgaria. It was founded by the great Bulgarian choir
master Mikhail Milkov (1923—-2003), the long-serving director of the Mixed Choir of the Bulgarian National Radio. The
Kaval Mixed Choir has performed at numerous venues, both at home and abroad, and has recorded many significant
oratorios and operatic works. Of particular importance was its participation in the 2001 Athens Festival, in a
performance of the opera Konstantinos Palaiologos by Greek composer Manolis Kalomiris.

Pazardzhik Symphony Orchestra

The Pazardzhik Symphony Orchestra was founded in 1969. Instrumental in its creation were violinist Georgi Koev
(1947-2013), who served as its leader over many years, and composer and conductor lvan Spasov (1934-1996), who
was artistic director from 1970 to 1992. The orchestra has come to hold an important position in the musical scene of



Bulgaria, gradually expanding the scope of its activities to include numerous tours across Europe. lts broad repertoire
spans the entire spectrum of symphonic music, opera and operetta, and of particular importance is its contribution to the
field of Bulgarian contemporary music, with many composers having written pieces for the orchestra. In 2000, it also
assumed the name of the ‘Maestro G. Atanasov’ Orchestra. It has recorded several Greek operas, among them works by
Samaras, Carrer and Mitropoulos, as well as numerous orchestral pieces by Lialios, Lavrangas, Kalomiris and Philippos
Tsalachourés among others. Conductor Grigor Palikarov has served as the orchestra’s artistic director since 2005.

www.pazardzik-symphony.com/en/symphonic-orchestra-pazardzhik/

Dimitris Yakas

Dimitris Yakas studied at the National Conservatory in Athens and the Ecole
Normale de Musique de Paris. He has worked as a coach at the Paris Opera and the
Opéra National de Lyon at the invitation of Kent Nagano. In 1991 he settled in
Athens and became one of the principal collaborators of the Greek National Opera
and the Megaron Athens Concert Hall. He has coached singers for numerous opera
world premieres by Greek composers including Mikis Theodorakis, Mikroutsikos and
Kounadis, and has played for masterclasses given by Jeannette Pilou, Christa
Ludwig and Daphne Evangelatos among others. He regularly gives concerts as an
accompanist in Greece and abroad.

Byron Fidetzis

Byron Fidetzis was born in Thessaloniki. He completed his cello and orchestral conducting studies at the Universitét fiir
Musik und darstellende Kunst in Vienna. He has been conductor and artistic director of several orchestras including the
Athens State Orchestra, Thessaloniki City Symphony Orchestra, Ural Philharmonic Orchestra, Pazardzhik Symphony
Orchestra, the Greek National Opera and Athens Philharmonia Orchestra. He has conducted numerous concerts and
opera performances across the world, including in Europe, Asia and the Americas. Fidetzis has received several
distinctions, including from the prestigious Academy of Athens, and was awarded an honorary doctorate from the
department of musical studies of the University of Athens.

www_fidetzis.gr






Remembered today for the Olympic Anthem, Spyridon Samaras was the most distinguished Greek
composer of his day and the first to gain international recognition. By the time Mademoiselle de
Belle-Isle was produced, Samaras was a well-established and much-admired opera composer in the
Italian Romantic style. The narrative of the opera sees the mischievous plans of the Duke of Richelieu
descending into a complex tangle of amorous deceptions, tests of faithfulness and the perils of dueling.
The score for this world premiere recording has been painstakingly restored by Byron Fidetzis.

yridon

SAMARAS

(1861-1917)

Mademoiselle de Belle-Isle

Opera in four acts (1903)
Libretto by Paul Milliet (1848—-1924)
Sung in French

Chevalier d’Aubigny /ALackey (I) .....ccviviitiiinennnnnns Angelo Simos, Tenor
Ducde Richelieu ...............cooiiiiiiiiiin. Tassis Christoyannis, Baritone
Duc d’Aumont /A Lackey (II) ...............c.c........Pavlos Maropoulos, Bass
Chevalier d’Auvray ........cciiieiennecnnoccsnnncnans Pantelis Kontos, Baritone
Mademoiselle Gabrielle de Belle-Isle .................... Martha Arapis, Soprano
Marquisede Prie .........cciiiiiiiiiiiiiininnnnns . . Marina Krilovici, Soprano

Kaval Choir of Sofia « Michail Milkov, Chorus Master
Pazardzhik Symphony Orchestra (Georgi Koev, Leader)
Byron Fidetzis, Conductor
WORLD PREMIERE RECORDING

18/ ActI 28:31 [©-{16 Act Il 29:31 {7 Intermezzo 3:10 Act IIT 22:54 Act IV 31:24

A detailed track list and full recording details can be found inside the booklet. A comprehensive analytical essay
on the opera in English and Greek can be accessed at www.naxos.com/notes/660508.htm. The original French
libretto with Greek, German and Italian translations can be accessed at www.naxos.com/libretti/660508.htm

‘This work is dedicated to the memory of my beloved friend and precious colleague Georgi Koev (1947-2013),
leader and co-founder of the great Pazardzhik Symphony Orchestra.” — Byron Fidetzis

The present release serves as a contribution to the 200th anniversary of the Greek Revolution of 1821.
Cover: Seated Woman (1716—-17) by Antoine Watteau (1684—1721)
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