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Preface

The exhibition “The Sheep"”- Celebrating
Pastoral Life. Architecture and Art, is part of

an international research and demonstration
programme which focuses on the cultural
heritage of sheep farming and pastoral life in
Europe, exploring the common ground. With
the support of the European Commission,

8 organisations from 7 European countries,
including universities, research centres,
ethnographic museums and IT experts, adopt
an interdisciplinary approach and investigate
in a holistic way the different facets of
pastoral activity, as it emerges through the
themes of:

¢ Handicrafts

e Architecture

e Everyday life

e Transhumance routes

e Landscape

e Cuisine

e Oral tradition

¢ Food technology-dairy products

e The pastoral life in Art

e The rural economy of sheep farming

The present exhibition concentrates on two of the above
themes: pastoral architecture and the “interpretation”
of pastoral life through Art. The exhibition has multiple
objectives:

To highlight the messages that are carried through the
modest albeit wise and inventive structures built by
shepherds of past generations.

To preserve the collective memory of a heritage that slowly
disappears, thus depriving us from a significant cultural
capital.

To reveal the symbolic and poetic value of pastoral life and
the mythology of the lamb, through the eyes of artists.

To confirm the common ground among the peoples of
Europe, as defined by the shared cultural heritage and
enriched by their particularities.

The exhibits originate from 6 European countries: Greece,
Hungary, France, Bulgaria and Estonia; they are supported
by research and documentation that took place over the
past two years and are complemented by five exhibitions
in different European countries which focus on the other
themes of pastoral heritage and are organised by the
members of the CANEPAI consortium.

H éxBeon "To MpoéPato” Odoinopikéd atov Moipevikd Bio
-Téxvn ka1 Apxitektovikh anotenei pépos tou d1eBvous
gpeuvnukoU Kal ekBeciakoU npoypappatos CANEPAL,

10 onoio €ouddel otnv noAiucukn KANPovouId tns
alyonpofatotpogias kal tou noipevikou Biou otnv
Eupwnn kal avadntd tov Koivé téno. Me tnv unootnpién
ns Eupwnaikns Enitponns, 8 opyaviopoi ané 7
Eupwnaikés xwpes, peta&u twv onoiwv cuykatanéyovial
naveniothpia, eEBvoypagikd pouoeia, EPEUVNTUKA KEVTPA
Kl EPMNEIPOYVWHOVES NS Kolvwvias tns MAnpogopias,
ul0Bgtolv pia Sieniotnpovikh npooéyyion kal e§etdlouv pe
onokAnpwpévo Tpono us SIAPOPES NTUXES TNS MOIPEVIKAS
S6paotnpidintas, 6nws auth avaduetal péoa and pia osipd
Oepatkés evotntes:

e Xelpotexvhpata

® APXITEKTOVIKNA

e YuvhBeies kal avukeipeva kaOnpepivhs {wins

e AIaSPOES EMOXIKWV MOIPEVIKWV PETAKIVACEWV
¢ [loipeviké Tonio

¢ Mapadooiakh payeipikn

e [po@opikh napddboon Kal POUCIKN

e Texvonoyia Tpo@ipwyv - yaNaKTOKOUIKA

¢ O nolpevikos Blos atnv Téxvn, Kal

¢ H oikovopia tns alyonpofatotpoias

H ékBeon nou napouacidletal otnv napouca ékdoon
npaypatevetal Vo ané us napandvw Bepatkés: tnv

MOIYEVIKA APXITEKTOVIKA Kal TNV “Epunveia” tou NOIYEVIKOU

[ToOAOYOC

Biou péoa ané tnv Téxvn. O okonods ns
£€kBeons ival noAdanAos:

Na avadeifel ta pnvdpata nou pas HETaQEéPouv
10 taneivd affd Kal cuyxpovws copa
Kal é§unva Ktiopata twv Nolpévwv
NPONYOUMEVWV YEVEMDV.

Na diatnpnoel tn cuAfoyikn pvhpn pias
napddoons nou aiyd-oiyd ofnvel,
anoaoteEPMVIAs pPas and éva onpavuko
nofiuouké kepdanaio.

Na pas anokanuyel tnv gupfonikn, nointkn
agia Tou noipevikoU Biou kail tns puBonoyias
TOU apvou, pyéoa and tn paud twv
KanAITEXV@V.

Na pas enifefaimdoel Tov koivé 1dno avapeca
otous Aaous tns Eupwnns , 6nws oploBeteital
ané tnv koivh noAiuctukh KAnpovouid Kal
epynAdouti¢etal ané tn diagopeukdinta.

Ta exBépata npoépxovtal and 6 Eupwnaikés
XWPES Kal ouykekpipéva and tnv EAAGda,
tnv Ouyyapia, tn FfaAdia, tn Bpetavia, tn
Boufyapia kal thv EcBovia. Ynootnpilovtal
ano dieth épeuva kal tekpnpiwon, Kal
nAaicicovovtal and dAnes névie ekBEaels, ol
onoies npaypatedovial us annes Ospaukes
€votntes Kal napoucialovial ous undnoines
xwpes tns cupnpagns CANEPAL.

-

. Mitdta otnv nepioxn tou l16aiou Avipou, Kpntn
®wt. BeAioadpios Boutods, 2013
Mitata in the wider area of Idaion Andron, Crete, Greece
Photo Velissarios Voutsas, 2013

2. Kondéi 6inAa og Aipuvn ané Bpoxdvepa, AoAiavd Hneipou

Qwt. KAaipn Mouaotagpédnou, 2013
Flock near a lake created by rain water, Doliana Epirus,
Greece. Photo K. Moustafellou, 2013



Mapabootakés Aoxolies - Ktnvotpopia
Qwt. Tdkns Tilounas




INnfroduction

Rural architecture is without doubt one of
the most important parts of our heritage.
Although its value has not been recognised
until the second half of the 20th century, and
it is still neglected in many parts of Europe,
rural architecture remains a living proof of the
identity and quality of the rural landscape.
Indeed, the great diversity of “architectural
landscapes” is revealing the long history of
European agricultural heritage, enhancing

the beauty, identity and quality of rural
landscapes. Today we accept that every
building from a most humble cottage to an
ornate village church can be an important part
of rural architecture creating the identity of a
landscape or a region.

Pastoral architecture has a regional character,
with typical housing styles. The Mediterranean
area contains reminiscences of the heritage

of classic Greek and Roman periods. In central
and northern regions we can distinguish
alpine, Baltic, central European, Gallic,
Germanic, Slavic, Nordic and similar regional
styles of rural heritage. However, within

each of these regions, a great richness of
architectural variety exists, while common
elements can be also frequently traced among
the different regions. A common characteristic
of pastoral architecture across Europe is also
the creativity of the spontaneous design, the
inventiveness of construction techniques and
materials and the intelligent use of space.

Two factors seem to have influenced the
development and shape of pastoral architecture
in Europe: the type of pastoral economy and
the local materials. These factors are influenced
largely by the historical development of

the pastoral economy in each country and
region, reflecting such local characteristics and
conditions as the availability of pastures, the
climate, the size of the farm and the culture of
the rural population.

8

3. KaldBa otnv koiddba Small Meadow, bekaceties 1920-1930, MoAwvikd Tatras,
MoAwvia. @wt. T. Zwolinski. Mnyn: XuAdoyn Tatra Museum, Zakopane
A hut in the Small Meadow valley, 1920s-1930s, Polish Tatras, Poland.
Photo: T. Zwolinski. Source: collection of the Tatra Museum, Zakopane

The type of pastoral economy that is prevalent in an area is
directly reflected in pastoral architecture: nomadic or semi-
nomadic communities built their shelters in a different way
than communities permanently settled in one place. This is
demonstrated by the light and temporary structures that
we come across in the Balkan and East-European countries
but also in the Mediterranean (e.g. Greece, Bulgaria,
Hungary, Poland) developed along transhumance routes,
while in other countries, such as the UK, the permanent
location of the shepherds is reflected in the solid
architecture of their structures. The availability and use of
materials, on the other hand, has determined to a large
extent the diversity of architectural forms and sealed the
style and form adopted in different countries. A principal
distinction emerges between wood, reed/straw and stone
built structures. Often, all materials are combined in the
same structure although one of them prevails and gives the
structure its particular identity.

The exhibition “the Sheep” looks at pastoral architecture
from many different angles, with overarching the
integration of pastoral structures in the landscape

and the creation of cultural landscapes of unique

value. The exhibition gives a special platform to the
traditional structures, which have a lot to teach us
about functionality, wise use of building materials,
bioclimatic principles and integration in the landscape.
These are modest buildings of a surprising variety in form
and construction methods, presenting the qualities of
spontaneous vernacular architecture, i.e. simplicity and
elegance based on their strict functionality and economy
of design and materials.

‘Eva ané ta onpavukotepa otoixeia tns noAItiouKAS

kAnpovouids pas gival avappiofATNTa N dpXITEKTOVIKA

tns unaibpou. Mapdéu n afia tns avayvwpiotnke poéAis 1o
beltepo P06 tou 200U alwva Kal e§akonouBei va eival
napapeinpévn og noAAd pépn tns Eupnns, N apXITEKTOVIKA
s unaibpou ouvexiCel va anotenei {wvtavh anddeiEn

s TautdTNTAs Kal tns NoIdTNTas Tou aypoukou torniou.

H peydnn noikiRopop@ia twv «aPXITEKTOVIKMV TOMiwv»
Haptupd tn pakpdXpovn 10TopPia Tns EUPwNaikns aypotkns
kAnpovoulids, avadeikviovtas tnv opopPid, Tnv tautdtnta
Kal Tnv noliétnta twv toniwv tns unaiBpou. hpepa, nAéov,
Bewpoupe, 6u kKABe Ktiplo, and tnv nio taneivi KaAuRa Péxpl
v noid nepitexvn ekkinoia, ynopei va anotefei onpavuké
TUAPA TNS APXITEKTOVIKAS TNS undiBpou, kabws cuvOEtel tnv
tautétnta vos toniou A pias NEPIOXNS.

H apxitektovikh tns unaiBpou otnv Eupwnn €xel tonikéd
xapakthpa. nv neploxn tns Meooysiou anaviwvtal
otoixeia nou napanépnouv otnv kAnpovouid ts KAaoiknhs
EAAnvikAs kal Pwpaikns Mepidodou. Zinv Kevipikn kal Bopeia
Eupnn Siakpivoupe afnikh, KEVIpogupwnaikn, yanaukn,
yeppavikn, ofaBikh, okavoivapikn, kaBws kai aAfa
napoépola tonikd €idn apxitektovikins kAnpovopids. Qotdoo,
kaBepia and autés us nepioxés diakpivetal and noAupopia
OPXITEKTOVIK®V SOUMV, EVM, TaUTOXpova, SIAPOPETIKES
neploxés tns Eupwnns gpgavifouv koiva otoixeia. Eva koivod
XOPOAKINPIOUKO NS APXITEKTOVIKNS tns unaiBpou o€ 6in tnv
Eupdnn €ival enions n dnpioupyikétnta tou aubéppuntou
oxedlaopoU, n enivonukdtnta otnv eEEUPECN TEXVIKMV
AUcEwV Kal n €§unvn XPNoN TOU XWPOU.

AUo napdayovies gaivetal va €xouv ennpedoel tnv €€AIEN

Kal pop@onoyia tns MOIYEVIKNS APXITEKTOVIKNS otnv Eupnn:
0 TUNos tNs MOIYEVIKAS OIKOVOWias Kal ta tonikd uAikd. Ol
napdyovies autoi ouvaptwvial Pe th diaxpovikn &I

NS MOIPEVIKNS OIKOVOpias og KABe xwpa Kal nepIoxn,
avtavakA@vTas tonika xapakinpioukd Kal CUVONKEs,

oénws n unap&n Bookoténwy, 1o KkAipa, 1o péyebos tns
KTNVOTpOoQIKNs ekpetdAnguons Kail ol Napadooels tou
tonikoU nAnBucpou.

O TWNos tns NOIYEVIKAS OIKOVOUias NOU KUPIOPXEi O€
Hia nepioxn ennpeddel TNV NOIPEVIKA OPXITEKTOVIKN:
vopadikés n npi-vopadikés kovotntes kataokeudlouv

Eicaywyn

10 KataAUPAta tous PE S1IaPopeTKO TPOMO

an’ ou ol YOVIPA EYKATEOTNHEVES KOIVOTNTES.
Auto eival pavepd aus eAagpés, NpOoKaIPES
KOTAOKEUES Mou ouvavtdpe ous Badkavikés,
avatofiko-eupwnaikés and Kal HECOYEIOKES
xwpes (6nws EANGda, Bounyapia, Ouyyapida,
MoAwvia), o1 onoies avantuxbnkav katd

pNKos twv Sladpopv ENoxXIaKAs Petakivnons
v konadiwv. AvtiBeta, o aAAes XWPES,

6nws n Bpetavia, o pévipos xapaktnpas tns
gykatdotaons wwv nolpévwy o 6An tn didpkeia
T0U XpOVvou avtavakAdtal otn cupnayn
OPXITEKTOVIKN TwV KTupiwv tous. H diabeoipdtnta
Kal xphon dopikmv ufikwv kabopioe, €€’ anfou,
TNV NoIKIAIa TWV APXITEKTOVIKWV HOPPWV

Kal diapdéppwoe to otuA Kal th eSpUa Nou
uioBetnBnkav oe Slapopetikés xwpes. Mia
Baaoikn dlapopd napatnpeital petagu EUAivay,
Bepyoniektwv/axupdnAEKTwY Kal NEYPOKUCTWY
Kataokeuwv. ZuvhBws, dUo n nepioadtepa
unikd ocuvduddlovtail o pia kataokeun, annd
éva and autd snikpatei kal npoabdidel otnv
kataokeuh tnv 181aitepn tautdTNTd NS,

HEkBeon, «to MpdBato», npooeyyilel tnv
NOIUEVIKN APXITEKTOVIKN and S1apopetKEs
onukés ywvies, divovtas éugacn otnv éviagn
TWV MOIYEVIKWV KATAOKEUWY OTO TOoMio Kal atn
Snpioupyia noAruouk®v toniwv povadikns
aias. H ékBeon bivel npotepaidtnta ots
Napadooiakés KATaoKEUES, Ol OMoies pas
616dokouv noAnd yia tn AsitoupyikOTNTa TWV
KUOPATwY, Tn coph xphon twv SOPIKWV UAIK®Y,
us BroKAIPATIKES apXES KATAOKEUNS Kal TNV
évia&n oto tonio. Mpdkeltal yia tangiva Ktiopata
pe eknAnkKukn noikifia otn gépua Kal otus
HEBOOOUS KATAOKEUNS, E EPPAVEIS TS 1610TNTES
s auBoppntns AdiKAS APXITEKTOVIKAS, ONwWS n
anfdéwnta Kal Kopyotnta, nou Pagidovial otnv
auotnph AgItoupyIkOTNTa Kal OIKOVOUia Tou
oxedlaopoU Kal Twv UAIKMV.



Straw

Straw and reed huts adopt building techniques
that date from pre-historic times. Straw huts
are closely related to transhumance animal
husbandry in the Balkan countries and along
the Mediterranean, although they are also

to be met in other countries, like Estonia and
Hungary, associated mostly with summer
farming. In the Mediterranean area, since
antiquity, large flocks of sheep and goats
would move between winter and summer.
During the winter, the flocks were taken to
lowlands, where a mild climate predominated,
while during the summer the high
temperatures made their transfer to upland
pastures necessary. Testimonials from the 11th
century reveal that all nomadic shepherds
were already known in Greece and referred to
as Vlachs (named after the ethnic community

10
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5. Xop6s og xapd tns xeipepivis atdvns KapBouvaiwv pe «opOBd» kai «binda»
kovdkia, lkpika lNapapuBids, 1955. Mnyn: @wrtoypapiko NeUkwua
«Zapakatoavaior», AGeAQOtns twv v ABnvais Xapakatoavaiwv Hneipou,
AbBnva 2011
Dancing in a fair outside the winter sheepfold of Karvounaioi including
round (ortho konaki) and square (dipla konaki) huts, Grika, Paramythia,
Epirus, Greece 1955. Source: Photographic Album “Sarakatsanei”, Brother-
hood of Athens-based Sarakatsani of Epirus, Athens 2011

of Armano-Vlachs). Later, in texts of the 18th century, they
are referred to as Vlacho-shepherds. For the expansive
sheep farming (i.e. the occupation of large expanses of land
which were not subjected to intensive agriculture) the term
“Vlachiko” was used, which was considered to be much
more than an occupation; rather, it denoted a lifestyle, a
worldview and a code of common values that regulated
social and economic life with equal terms for all. In Bulgaria,
the Vlachs are known as Aromanians or Kutsovlasi or Vlasi
or Gramosteani. Vlachs are associated with part-nomadism
mostly, having established themselves in permanent
settlements for the winter period and moving to higher

Axupoénnektes kal Bepyonnektes kanUPes uloBetouv

exvikés 6épunons nou xpovondoyouvtail and tnv NPoiotopiKA
enoxn. O1 axupokanURes oxeti(ovial OTeEVA IE TNV ENOXIAKN
KTNvotpoQia ots Xwpes twv BaAkaviwv kal ths Meooyeiou.
I6laitepa otn Meodyelo, Adn and tnv apxaidtnta, ta peydna
konddia aryonpofdatwv dev napépevav otnv idla nepioxn 1o
kanokaip! Kal 1o xelpwva. To xelpwva, ta konddia katéBaivav
ota nedivd, énou enikpatoUoe nio nnio KAipa, v 1o
kafokaipl, ol upniés Beppokpaacies enéBafav tn petagopd
T0US 0€ opeivd Bookoténia. Maptupies tou 11ou ai®va pas
nAnpo@opouv 6u ol vouddes Bookoi htav hdn yvwaotoi otnv
EAAGSa kal avapépoviav xapaktnpiotkd ws «BAdxoi» (anéd
v €Bvoukn Koivotntd twv «Appdvwv BAdxwv»). Apydtepa,
o€ Keipeva tou 18ou aiwva avapépovial ws «BAdxol
Bookoi». MNa tnv ektetapévn aiyonpofatotpogia (6nAadn
v Katdnnyn peydiwyv ektdoewv nou dev unofdnnoviav o€
eviaukn kanniépyeia) xpnoiponolouviav o 6pos «BAAxIKo»,
0 onoios épws onpaive noAAd nepiocdtepa and pia andn
katdAnyn: unodnnwve nepiocdtepo évav t1poéno {wis, pida
dnoyn yia tov KOOHOo Kal évav KwdIKa KoIvaV agikv nou
PUBUICE TNV KOIVWVIKA Kal OIKOVOMIKNA {Wh TwV KATOIKWV,

pe ioous 6pous yia 6nous. Zn Bounyapia, o1 BAdxol ival
yvwaotoi ws ApwpoUvol/Apwpdvol h KoutoéBiaxor (“Kuts-
ovlasi”) h «[papoucudvor». O1 BAdxol cuoxeti{ovial Kupiws
ME Tov npi-vopadiopo, kabws cuvhBiav va eykabiotavtal

O€ PJOVIPOUS OIKIGUOUS TO XEIPWVA Kal va PEtakivouvtal o€
peyanUtePo UYPOUETPO Katd Tous kanokalpivous Pnves. Oa
npénel va onpeiwBei, 6u o1 BAdxor epgpaviovial kai gtnv
noAwvVIKN IaTopia tns alyornpofatotpo®ias, atnv neploxn
Podhale.

AAANn pia diakpith opdda Bookmv ival ol Zapakatodvol, ol
onoiol {oUucav anokneloukd ws vouades, kabBws dev kateixav
Kavevos gidous nepiouacia, dpa dev gixav Kal pévipn katoikia
OUTE 1O XEIPWVvd, oUte 1o kafokaipl. Mapdu apxikd Atav

AXUOO

6. Kapakatodvor unpootd otis kanuBes tous - Mpwrto piod

tou 2000 aiwva, xwpid Keserevo, nepioxn Tarnovo
(Kevtpikn Bouryapia). nyn: Boudyapikin Akadnuia
Emotnuwv. @wtoypagia apxeiou - IEFSEM -BAS
Karakachans in front of their huts - First part of 20th cen-
tury, Keserevo village, Tarnovo district (Central Bulgaria).
Source: Bulgarian Academy of Sciences. Archival photo -
IEFSEM -BAS

. Kovdkia, Aiailaunn Kopotnvns, Oikoyévela Kaftod lwdvvn

tou Anuntpiou, 1940. [nyn: «\eUkwpa Xapakatoavwv,
ANaoypagiké Mouoeio Xapakatodvwy, Xéppes 2007
Konakia, Dialambi Komotinis, Kaltsa family, 1940.
Source: “Album of Sarakatsani”, Folk Museum of
Sarakatsani, Serres 2007

. @oupvos kovakiou, lNatpiki Zeppwv, Oikoyévela Toaouon
Baaifeiou tou lewpyiou, 1940. lNnyn: «\eUkwua
Xapakatodvwv», Aaoypapiké Mouaoeio Zapakatodvwy,
Xéppes 2007
Built oven of konaki, Patriki, Serres, Greece, Tsaousis fam-
ily, 1940. Source: “Album of Sarakatsani”, Folk Museum
of Sarakatsani, Serres 2007




9. \ENTOUEPEIES KATAOKEUAOTIKWV OTOIXEIWV KOVaKioU
Structural details of konaki

10. Eowtepik6 kanuBas - Tupokopegio
Interiors of konakia - Dairy

11. Eowtepik6 kauBas - Xxofeio
Interiors of konakia - School

12. Eowtepik6 kanuBas - Katoikia
Interiors of konakia - Residence

9-12. Ané 1o Naoypapiké Mouadeio Xapakatodvwy ots XEppPES.
Qwt. ®ounn lNManayswpyiou., 2013. Mnyn: PRISMA
Sarakatsans’ Folk Museum in Serres.

Photos Fouli Papageorgiou, 2013. Source: PRISMA, Greece

grounds only during the summer months. It should be noted
that the Vlachs form also part of the Polish sheep farming
history in the Podhale.

Another distinct group of shepherds are the Sarakatsani,
who led an entirely nomadic life, as they did not possess
any property and did not therefore have a permanent
settlement either in winter or summer months. Although
initially concentrated in north-western Greece and the
mountains of Pindos, during the 18th and 19th centuries
they dispersed widely to many other areas, such as Northern
Greece (Thrace and Central-eastern Greek Macedonia),
Thessaly, Sterea Ellada, and the islands of Evia and Crete, as
well as Bulgaria, where they became known as Karakachani.
Despite their dispersion, Sarakatsani maintained their
cultural cohesion and cultural identity till the present days,
when most of them have abandoned shepherding and have
been integrated in rural and urban settlements.

Sarakatsani moved as communities: the “tselingato” consisted
of one or more extended families (even as many as 15)
forming a viable economic unit. These families constructed
several huts to house their members and carry out
complementary economic activities, such as cheese-making or
weaving. The sheepfold was neighbouring the huts.

Sarakatsan huts are a rare example of spontaneous
architecture demonstrating a successful relationship
between construction method, morphology and economy
of design. These huts are simple, easy to set up and wisely
insulated against extreme heat or cold, using spontaneously
the basic principles of bio-climatic construction. Made of
tree branches, twigs, straw and clay, they are sturdy and
functional. Their construction called for highly developed
skills, often possessed exclusively by women, that were
passed on from generation to generation within the

13. Aentouépeies Kataokeuaotikwv otoixeiwv opBoywvikns kanuBas
Qwt.@ouAn Manayswpyiou: 2013. Mnyn: PRISMA
Structural details of kalyva
Photo Fouli Papageorgiou, 2013. Source: PRISMA

14. Anown kovakiou
View of konaki

15. Mové a-6infa kanuBi nou xpnaoiuonoigital yia anoBnkn oavou
Single a-dipla hut used for storing hay

16. Zuykpotnua and A-6infa kaduBes pe nepiBoAo nou xpnaiponoiouvtal yia
uavtpid
Complex of a-dipla huts used as sheepfolds, with enclosure

13-16. @wt. BeAioodpios Boutads. Mnyn: Kwotas E. Koupepévos,
«Zapakatodvol», Ekbotikés Oikos « MEAIZXA», ABrva 1984
Photos Velissarios Voutsas. Source: Kostas E. Kouremenos, “Sarakatsani”,
“MELISSA”, Athens 1984

ouykevipwpévol otn Bopeloduukn EANGSa kal atnv opooeipd
tns Nivbéou, tov 180 kai tov 190 aimva dlackopniotnkav o
nonnés annes neploxés, 6nws n Bopeia EANGda (Bpdkn kai
Kevipikn-avatonikn EAANvikh Makebdovia), otn ©ecoania, otn
Zteped EANGSa, otnv EUBola kai otnv Kphtn, kaBws kai otn
BouAyapia, énou ntav yvwotoi ws «Kapakatodvor». Mapd in
Siaonopd tous, ol Zapakatadvol Siatnpolv tnv NoAIIGHIKA
OuVvOoXN KAl TautotNTd Tous PEXpI onpePa, énou ol
neploodtepol éxouv eykataneiyel 1o endyyenpa tou Bookou
Kl €XoUV evowpatwOei o€ aypotikoUs h actikoUs OIKIGHOUS.

O1 Zapakatodvol PETaKIVoUuvIav ws KoIvotntes, td
«toefiykdta», nou nepiddupfavav pia h nEPICoOTEPES
ektetapéves olkoyéveles (Méxpl kal 15), ol onoigs ouvéBetav
pia BIOGIPN OIKOVOUIKA Yovada. AUTEs Ol OIKOYEVEIES
kataokevadav ta anapaitnta kaAdupia yia va oteydlouv ta
pénn tous Kal enididoviav o€ cupnANPWHATIKES OIKOVOUIKES
b6paaotnpidntes, 6Nws N TUPOKOUIa Kal N upavioupyia.

O1 otdves yia ta npéPata Atav XwpPoBETNPEVES OE KOVUVN
andéotaon and ta kanupia.

Ta Zapakatodvika kaAuPia anotefoUv éva ondvio deiyua
auBdépuNTNS APXITEKTOVIKNS, KAl KATASEIKVUOUV HIa APHOVIKN
oxéon peta&u pebddou Kataokeuns, popgponoyias kal
olkovopias oto oxedlaopé. Ta Ktiopata autd eival anid,
€UKOMNO OTNV KATAOKEUN KAl MPOCEKTUKA HOVWHEVA YId TO
noAdu Kpuo n ¢otn, xpnolponolwvias aubépunta us Bacikés
apxés tns BrokAIpatikns kataokeuns. Kataokeuaopéva and
kAadid &évipwv N Bdpvwy, dxupo Kal NnAd, ival avlekukd
Kal Asitoupyikd. H kataokeuh tous anaitoUoe aventuypéVes
6e€10tntes, us onoies cuvhBws Kateixav ol yuvaikes, nou
nepvouoav ano Yevid o€ YEVIA HEOA TNV Kolvotnta,
biao@anifovtas tnv enifiwon Kal EUNPEPia TNS KOIVOTNTAS.

Ztnv EAAGSa kail ta Badkdvia yevikdtepa anaviwval SUo
€ibn Zapakatodvikou kaduBlou: a) to otpoyyund kanupi pe




17.-18. Zeipd oxebiwv twv QAoEwV KataokeuNs Tou Kovakiou
Structural details of konaki

19. Kdtown tou kovakiouU (Bdtpa, lepipetpikos Idykos, Soun
T0IX@Atos)
Floor plan of “konaki” (vatra, bench, walled structure)”

20. KdBetn toun tou kovakiou. Aiakpivetal o tpérnos nou to
noBeteital 1o odAwpa wote va un unaivel n Bpoxn
Section of “konaki”. One can observe how “saloma” is
placed to offer protection from rain

17-20. lNnyn: Kwotas E. Koupepévos, «EAAnvikn
Mapabooiakn ApXITeKTovIKN - Zapakatodvoi», Ekbotikos
oikos Méniooa, ABnva, 1984
Source: Costas E. Kouremenos, “Traditional Greek
Architecture-Sarakatsans”, published by “Melissa”,
Athens, 1984

17.

18.

19.
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shepherds’ communities, assuring the community’s survival
and welfare.

There are two types of Sarakatsan hut in Greece and the
Balkans: a) the round hut with cone-shaped dome, which
was used for residence (“ortho konaki”), as an auxiliary
space (“halatzouka”) or for sheltering animals (“mandri”

or “tsirkos”); and b) the rectangular hut with pitched roof,
used for storage, to keep the animals, for cheese-making or
as a school for the children - the “a-dipla kalyvi”.

To build the hut, the outline (round or oblong) was traced
on the ground, the central wooden poles were then fixed
and the horizontal links positioned, and then the frame was
covered with rushes, straw, rye, twigs and other natural
materials, creating a thick thatch. Although the building
method was very simple and plain, the result was sturdy
and watertight, providing good insulation from the heat of
the summer. However, the huts had to be rebuilt every three
to four years, as the natural materials were worn.

In Bulgaria, the Sarakatsan huts are very similar to those

in Greece, as can be expected, given that the Bulgarian
group is an offshoot of the Greek community, and the Greek
language is largely used by them.

Straw or reed huts have been also built in Hungary, to
provide shelter for the shepherd and his animals during the
summer. On the Great Plain and in the Northern Hungarian
Mountains, shepherds built straw and earth huts next to the
sheepfolds on the summer pastures. The roof was held by
props on the shorter sides; the sides of the hut were filled
with dung, weed, brushwood and straw and then covered
with earth. Reed was the primary building material in the
Great Plain, where a special technique was developed to make
the structure steady and safe, which implied the flattening of
the sheaves of reed to achieve 5-10 cm thick pieces, digging
them into the ground and tying them with flexible twigs.

A typical nomadic building in the Hortobagy (protected area
in Eastern Hungary) was the “vasalé” (cooking-pen). It was a
round hut, made of reed; its walls were leaning inward and
had no roof. Usually it had a door and its purpose was to
protect the fire and to provide a place where the shepherd
could cook. Above the fire there was a pot-hanger, on which

kwvik6 0610, 1o onoio xpnoiponolodcav yia katoikia («opBo
Kovdki»), h BonBntikd xwpo («xafat{oUka») h kataguylo
{wwv («pavtpi» h «toipkos»), kai B) to opBoymvio kaupl,
pe Sippixtn otéyn, to onoio xpnaoiponoloUcav yia anoBnkn,
™ QUAAEN Twv {Wwv, tupokopeio h oxoneio twv naidimv
(«a-6inAa kaAuPi»).

MNa va kuotei 1o kanupl, xapalétav Npwtd 10 Nepiypaupad
(otpoyyunoé n opBoywvio) ato £€6agos, atn CUVEXEI
otepemvovtav ol Kevipikoi EuAivol otdnol, tonoBetouviav ol
oplIfovues ouvbéatels, kal o okenetds kanuntétav pe Boupna,
axupo, Bpica (oikadn), kAadid ka1 anfia guaikda udikd,
Snpiloupywvtas €tol pia nukvh xoptapévia enévduon. Mapdu
n péBodos kataokeuns ntav noAU anAdh kai AIth, To Ktiopa
htav avOekuko Kal oteyavo, napéxovias kann pévwaon

ané wnv kadokaipivh ¢gotn. Qotéoo, ta KaAuPia énpene

va &avaktifovtal kdBe 3-4 xpodvia, Adyw tns pOopds twv
(PUOIKWDV UAIKWV.

Itn Boudyapia, ta Zapakatodvika kadufia poidfouv noAu
ME ta enAnvikd, énws gival avapevépevo, debopévou ou

ol Zapakatodvol tns Boundyapias €ival éva napakAdadi tns
eAfnvikns kolvotntas kal pifoldv og peydno Babud eAlnvikd.

KanuPes ané dxupo h kandpia €Xouv €nions KATAOKEUAOTET
owinv Ouyyapia, yia va napéxouv Kataguyio yid to fookd
Kkal ta {wa tou, Katd tn didpkela tou kadokaipiou. Xtn
Meyann Nedidda kai ota Bouvad tns Bépeias Ouyyapias, ol
Boakoi éxulav 1o kafokaipl kaAUuPes and dxupo Kal xdPa
ota Bookoténia dinAa ata pavipid. H atéyn otnpilétav

o€ ownous ous otevés nAsupés, ta nAaiva tns kaAuPas
yepiCovtav pe konpid, aypioxopta, ¢ppuyava Kai dxupo Kal
otn ocuvéxela kaduntoviav Pe Xwpduvo enixpiopa. To kaddui
htav 1o KUplo dopikd uAiké atnv Meydan Medidda, dnou
avanwixenke pia €181KN TEXVIKA yIa va KAVEI TNV KATAOKEUH
otaBeph Kal acpanh xpnoipyonoiwvias «nacodfious» Naxous
5-10 k. ané nenieopéva depdua kadapioy, Nou pynnyovtal
oto €6agos kai dévovtal pe eukapnta kAadid.

‘Eva wnikd vopadikéd Ktiplo atnv NpootateUdevN NePIOXn

s Avatoflikns Ouyyapias Hortobagy ntav to “vasalé”
(xawpos payeipépatos), pia otpoyyuin kadupa and kandpia
€ TOIXOUS NOU YEPVOUV MPOS Td PETA, Xwpis oKeNN.
YuvhBws gixe NOPTa Kal 0 okonds tns NTav va NPootatevel n

21-22. Yelpd oxebiwv twv pdoswv kataokeuns tns &inAns
a-6inAa kaAuBas
Drawings of construction phases of the double hut
“a-dipla kalyva”

23. Kdtoyn tns a-6infa kaduBas
Floor plan of the “a-dipla kalyva”

24. Toun tns a-6inda kanuBas
Section of the “a-dipla kalyva”

21-24. NMnyn: Kwotas E. Koupepévos, «EAAnvikn
Mapaboaiakin ApXITEKTOVIKN - Zapakatodvor», Ek6otikos
oikos Médiooa, ABnva, 1984
Source: Costas E. Kouremenos, “Traditional Greek
Architecture-Sarakatsans”, published by “Melissa”,
Athens, 1984
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25. Xtdvn npoBdtwyv, TpavounBavia, Badok, Ouyyapia, 1941.
Mnyn: YnaiBpio EBvoypapiké Mouaoeio Ouyyapias.
Qwrt. Laszl6 K. Kovacs
Sheepfold, Transylvania, Badok, Hungary, 1941.
Photo LaszI6 K. Kovacs.
Source: Hungarian Open Air Museum

26. Kadokaipivih otdvn npoBdtwv o€ Bookotom, Voikdiila,
Nnoi Muhu», EcBovia, 1934.
Qwrt. Gustav Rdnk lNnyn: ®wtoypapikin oudioyn tou
E6vikou Mouoeiou tns EoBovias
Summertime sheep barn on a pasture (lightweight
structure), Véikiila, Muhu island”, Estonia, 1934.
Photo Gustav Rdnk. Source: Estonian National Museum
photo collection

27. Xtdvn tdnou “borde” otn laokwvn, Faddia.
Qwrt. F. Arnaudin. Mnyn: Ecomusée de Marquéze
Sheepfold of the “borde” type in Gascogne, France.
Photo F. Arnaudin. Source: Ecomusée de Marquéze

28. Xtéyaotpo yia ta npdBata. @aivetal n xpnon tou Kai
Slakpivetal n kataokeun tou
Qwrt. Bedioodpios Boutads. lMnyn: Kaotas E.
Koupepévos, «Zapakatodvor», Ekbotikés Oikos
«MENIZXA», ABnva 1984
Shed for sheep. The construction details can be easily seen
Photos Velissarios Voutsas. Source: Kostas E.
Kouremenos, “Sarakatsani”, “MELISSA”, Athens 1984

the stew-pot was hung. Simple forms of the vasalé could be
found everywhere on the Hortobagy, where there wasn't
enough space for a fireplace in the shepherd’s hut.

Summer barns in Estonia also exploit straw, built either
entirely from reeds or used wooden walls and a reed roof.
In Saaremaa and Mubhu, it was usual practice for summer
barns and sheepfolds to be erected in fields that were
farther from the village.

In the Gascony Plains in France, the sheep barns and
sheepfolds dominate by their presence the countryside. Up
to the 20th century, there were several thousand examples.
A typical example of this area is the “borde”, which has a
steeply sloping roof initially covered with a thatch of rye,
heather or reed (for the ones situated close to large lakes
near the coast) of grasses growing on the dunes (for those
established on the coast). The simplest model of borde, and
the most common, is a single-storey sheep barn, which is
rectangular, built with a wooden frame and wood boarded
exterior with a three sloped roof. In a variation, the two-
slope roof slopes goes down to the ground and hides the
exterior walls; or the roof goes down low but does not
touch the ground. It is interesting to note that in the area
of Landes de Gascogne the sheep were mostly farmed for
their manure, which improved the land used for agriculture,
and consequently milking compartments or cheese-making
installations were missing.

In Bulgaria, it was typical of pastoral husbandry to care
for sheep and goats in winter in sheltered constructions,
often in a supplementary structure in the fields - the so-
called “kolibi” (meaning ‘huts’ or ‘temporary cottages for

a season’). The owners of small number of sheep (20 - 30)
usually tended them in their yard in the village. Sheep were
kept in a special construction/ pen, called, “koshara”, which
was made of straw and had a semi-circular shape. Round
shape sheepfolds were also common.

Sheds, are also typical shelters of sheep, mostly for the
summer, to protect them from the heat. They are made of
reed, rush, hay or straw, woven over a timer frame and they
are often elegant landmarks of a delicate shape, creating a
unique feature on the landscape.

QWA Kal va Npoopépel £va X@pPo, 6nou o Bookds pnopoulos
va payeipéyel. Mavw and i pwud unhpxe éva KPEPaoTapl
yla tn xUtpa. Annés popés tou “vasaléd” Bpiokoviav naviou
oto Hortobagy, 6nou 6ev unnpxe apketds x@wpos yia tlaki
otnv KanuPBa tou Bookou.

O1 kadokaipivés otaves otnv EoBovia, enions,
ekpetannevovtal 1o xupo kai xtiovtal, gite €§ onokAnpou
ané kandapia, n pe avakukAwpéva E0Aa kal otéyn anod
kafdpia. £tnv Saaremaa kal to Muhu Atav ouvnBiopévn
NEAKUKN va othvovtal to kafokadipl ol oTaves Kal td pJavipld
o€ aypous pakpid and 1o xwpiod.

Yus nediddes ins fTaokwvns otn Faddia, ol otdves kal ta
pavipid twv npofdtwv KupiapxoUv PE TNV NAPOUGid TOUS
ownv UnaiBpo. Méxpi tov 200 aiva, UNNPXAV APKETES
x111a6¢s tétola Seiypata. Eva xapakinpioukd napddeiypa
autns tns neploxns givai n “Borde” pe évtova enikAivh otéyn
enikaAuppévn pe dxupo oikafns, peiki h kandpi (o neploxés
Kovtd o€ peydnes Aipves), N pe xépta appdopwy (o€
nepioxés Kovid o€ aktés). To mio anAd kal o ouvnBiopévo
npoétwuno tns “Borde” gival pia povpopn opBoymvia otdvn
anotedoupevn and éva §uAivo nAaiclo, enevbedupévo
e§wtepIkd pPe oavidbes kal oteyaopévo pe 4

Itn otéyn. X& pia napanfdyh Tou KTiopatos, ol
U0 nAgupés tns otéyns Katefaivouv PéExpl 1o
£6a@os Kal KpUPoUV Tous EwTePIKOUS TOIXOUS,
h n otéyn kateBaivel xapnAd, anid dev ayyidel
10 £€6a@os. Eival evbiapépov va onpelwoei,

6u otwnv neploxn Landes de Gascogne ta
npoépata ektpépovtal, ws ni 1o nAgiotoy, yia
TV Komnplid tous Kal, katd cuvéneia, Aginouv ol
€YKATAoTACEIS APUEYUATOS h TUPOKOUIAS.

Itn Boudlyapia, htav xapakinpiouko tns
MOIPEVIKNS KTNVOTpOPias va gpovii{ouv ta
alyonpoéfata katd tn xelpepivh nepiodo oe
KNEIOTéS eyKataotdoels, ouxvd o€ éva npdobeto
Ktiopa otous aypous - 1o Agydpevo “colibi” (nou
onpaivel «kkadufa» h «NpocwpIvh KAToIKia yid
pia enoxny»). O1 1610KTATES PIKPWY Konadiwv (20
£ws 30 npoPata) ta otdpAifav cuvhBws otnv
aufn tous oto xwpi6. Ta npdéPata ortaBifoviav
o¢ 161KN NUIKUKAIKA KATtaoKeuh anoé axupo, tnv
“koshara”. ZuvnBeis ntav enions ol otpoyyunés
otdvss.

Ta unéoteya €ival enions xapaknNPIoTKa
Kataguyla twv npofdtwy, Kupiws 1o kafokaipl,
yla tnv npootaaia twv {wwv and tn Eotn.
Kataokeudlovial ané kaddpia, Boupna n
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Contemporary structures from srtaw
>UYXOOVEC KAOTAOKEUEC AMNMO AXUOO

Straw house in Aigina ZUYXPOVES KATAOKEUES and axupo

A contemporary sheep barn has been built in Mia cUyxpovn otdvn €xel Kataokeuaotei otnv Aiyiva, n onoia

Aigina, Greece using straw bales. The straw xpnoiponoilgi axupdéunanes ws dopikd otoixeia. O1 pndnes

bales are piled within the poles of the wooden tonoBetouvtal péca otous otdAous tou EUAivou nAaiciou Kal

frame, then covered by wire net and plastered. kafduntovial e§wtepIkd pe cuppduvo nAéypa kai cofd. To

The resulting building is bio-climatic and offers Ktipio nou &dnpuioupyeital gival BIokAINATIKO Kal NPOTPEPE]

many advantages: noAnd nAsovekthpata:

¢ [t is ecological with possibility to recycle its e Eival oikofoyiké, pe duvatdtnta avakUukAwons twv
building materials S60opIKWV UAIKWY NOU XPNGIPONOIE(

e |t is economic, costing much less than an e Eival oikovopikd, pe nodu Alyétepo KO6otTos and pia
conventional construction oupBatikn KAtaokeuh

¢ It has a high insulation value ¢ Exel upnAn povwukh a&ia

e It is anti-seismic ¢ Eival avuoegiopiko

¢ It does not create building waste during its ¢ Aev dnpioupyei anéfAnta KAtd tnv KATAOKEUN TOU

construction

_ﬂw,L T it
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Nwpyoc MNwToac
«AQOZ 1», 2013, pyeiktn
texvikn, 150x70 k.

Giorgos Giotsas

“AOOS 1”, 2013, mixed
media, 150x70 cm

MNwpyoc MNwToac
Metd tn Bpoxn oto XudAikan,

2013, pPEIKTN TEXVIKNA,
150x70 k.

Giorgos Giotsas

“After the rain in Smolikas”,
2013, mixed media,
150x70 cm
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Stone

Stone is a solid, hard wearing material,
providing insulation against the cold and the
heat. Stone is popular in upland areas or in
rocky islands, creating sturdy buildings, which
are harmoniously integrated in the landscape.
The majority of sheep farms in Europe has
traditionally used stone, provided that it is a
local material. Stone is also combined with
other materials, such as timber, usually for the
construction of the roof, while roofs are also
constructed using straw and reed, at times
combined with mud.

The stone built sheep farms vary in size and
shape, depending on the area and functions
the buildings are planned to serve. Inside
villages, the sheep farms consist of two or
three storeys, the lower of which is sheltering
the animals and the upper the shepherd’s
family. Many sheep farms are also located
outside the settlements, taking the form of
field barns, cabins, huts or cells. Small stone
structures are scattered in the countryside of
Greece, Poland, Bulgaria, UK and France.

A typical sheepfold in Greece is called
“mandra”. Literally speaking, a mandra is the

fence that defines an enclosure for sheep, but the term
has been used for both the enclosure and the buildings

of a sheep farm. Often a mandra is a single building
standing alone in a plain or a mountain slope. Some of
these buildings include a second room, positioned in an L
shape, to use for milk storage and as a diary. Such simple
structures have developed gradually into a well organised
farmstead, providing shelter for the animals, a residence
for the shepherd’s family, and storage or production spaces
including a barn, a threshing floor, a built oven and cheese
making facilities. Stone built mandras are in most cases
built in drystone, especially in the islands, forming part of
the system of terraces and an integral component of the
resulting «cultural landscape».

Special attention is given in the exhibition to the mandra
buildings in the islands of the Aegean, especially in

the Cyclades and North Aegean islands, because of the
integral relationship these pastoral buildings have with

the landscape of the islands, which makes them unique
aesthetically and culturally, reflecting the local heritage and
history. Examples from the islands of Tinos, Kythnos, lkaria
and Lemnos illustrate the embedding of these structures
into the surrounding landscape and the sculpture-like result
that makes this landscape unique.

It is interesting to see how the artists have caught this

H nétpa €ival éva oupnayés Kar avBekukéd unikd, nou
npoo@épel pévwon yia to Kpuo Kal tn Eotn. H nétpa

eival éva dnpo@inés Sopikd UNIKO O OPEIVES MEPIOXES,

h o€ Bpax@dn vnaoid kal Snpioupyei avOekukd Ktiopata
nou evtdooovtal appovikd oto tonio. H nAsioyngia

WV EYKATAOTAoEwV npofatotpogias otnv Eupwnn éxel
xpnolponolnoel napadooiakd tnv nétpa, epdoov anotenei
toniké ufikéd. H nétpa ocuvduddetal enions pe ddda uikg,
6nws to §UAo, cuvhBws yia TNV KATAOKEUA TNs OTéyns N Kal
anAwv PEPWV TOU KTIPIoU, O XWPES ous onoies n uAeia
gival agBovn, evid opoPés and Kandpia Kal Gxupo, PEPIKES
@opés ae ouvbuaopd kai pe Adaaonn, éxouv napadoaoiakd
xpnoigonoinBei o€ pIKpd Ktiopata.

O1 NETPOKTUOTES KINVOTPOPIKES EYKATACTACEIS ANAvVIWVIAI
oe 61apopa pey€éOn kal tinous, cUPGwva Pe tnv napddoaon

K@0e neploxns Kai us Agitoupyies nou eEunnpetoUv ta Ktipia.

Méoa ota xwpid, ol ykatactdoels anoteAolvial and duo
n tpeIs opodPous, o xapnAdTEPOS TwV onoiwv npoopidetal
yld ta {@a, EVM OTOV aVWTEPO KATOIKEI N OIKOYEVEID TOU
Bookou. MoAfés eykataotdoels Ppiokovial €§w and tous
oIKIopoUs kal nepifapfdavouv otdves, onitdkid, Kanupes n
kefid. Mikpd nétpiva ktiopata undpxouv didonapta otnv
UnaiBpo wns EAAGLas, tns MoAwvias, tns Boudyapias, tns
Bpetavias kai tns laAdias.

30. ©dvos, Mdvtpa Aukn, Anpvos. Mnyn: Mpoownikn ouddoyn Extopa Katoapou
Thanos, Glyki sheepfold, Lemnos island, Greece. Source: personal collection of Hector Katsaros

[eTpa

H wnikn netpékuotn otavn otnv EARG6a
ovopdadetal «pavipa». ftnv Kuploegia, n
pavipa gival o ppdxtns nou nepikAeiel tn otdvn,
annid o 6pos éxel xpnaiponoinBei 1dco yia v
nepippagn 600 Kal yia us KUpIakés EYKATtaotdoels
npofatotpogias. Luxvd n pavipa ivai éva
autotefés ktiplo tonoBetnpévo ot pia nedidda,
h ownv nAayid evés Bouvou. Mepikd and autd
1a Ktipla nepifapBdavouv éva 6eltepo dwpduo,
o€ oxnpa L, nou xpnolpeUel yia tnv anobhkeuon
TOU YANOKTOS Kal ws TUPOKOEio. Tétoles

annés eykataotdoels €enixOnkav otadlakd o€
kand opyavwpéva aypoKtnpata, Napéxovias
Otéyn yia ta {wa, Katolkia yla tnv OIKOYEVEla
ToU BookoU Kal XWPOous anobhkeuons Kal
napaywyns, nepifapfavovias axupwva, anwvi,
KTUOTO pOUPVO KAl TUPOKOMIKES EYKATAOTACEIS.
Metpokuotes pavipes xtiovial ous NEPIOCOTEPES
nepintwoels pe EgponiBid, kupiws ota vnaoid,

Kal anoteAoUv PEPOS TOU GUCTAHATOS TWV
avaBabpidwv kal twv UNOCTNPIKUK®OV TOiXWV
nou diapop@wvouv us avapabpides.

161aitepn npocoxn divetal ous PAVIPES Twv
vnol@v tou Alydiou, oto niaioio tns EkBeons,




interaction between buildings and landscape:
A. Kontellis offers his personal perception of
the mandra in Lemnos (see p.74).

In Bulgaria stone buildings related to sheep
farming, standing alone in pastures in the
Bulgarian part of the Rhodope Mountains
were usually rectangular, one-room structures,
which accommodated milk-processing facilities
and living space for the shepherd during the
dairying period. The “living space” in fact

was a spot near the door, with a broad plank-
bed for the night and a chest - “rakla” or a
shelf - “sergen” to keep dishes, vessels, food
supplies and bread. Next to it was the hearth
where the big cauldron for cooking curds and
warming up the milk was placed and where
the everyday meal was prepared.

In higher areas in the mountains the animals
were kept in winter in solid stone buildings
with two floors, called “kolibi” (huts). The
second floor was a barn for keeping hay and
fodder and underneath was the stable or
horse-pen where horses, mules and cows were
tended, as well as sheep. In case sheep were
much more in number, the farmer constructed
for them a separate pen. On the second floor
was also the room of the shepherd/ herdsman,
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as well as a small closet for keeping utensils and food
supplies.

In Poland, stone huts, called “kolibas” were typical of the
Tatra Mountains. There is a large diversity of architectural
forms in these kolibas, but they all shared a one-room
horizontal plan, no windows, while very different roof
constructions were applied - using at the end of the 19th
century a system with rafters. The stone kolibas of the Tatras
are unique, since, except for the Beskid Maty, they are not
present anywhere else in the whole Carpathian range. Those
huts that included a variety of functions, such as residential
and production-related, were called “bacéwkas”.

In France, a large variety of stone built sheep barns and
cabins are to be seen in the Pyrenees. In the Basque and
Béarn mountains the “cayolar” or “cujala” is the cabin
where the shepherd lives. It is adjacent to the enclosure
for milking, where the ewes are kept in the evening, since
the Béarn and Basque countries practice sheep rearing for
cheese production. The shepherds used to make cheese in
the same room where they lived. A salting room, the place
where the cheese was left to ripen, was often an additional
room of the hut, unless it was made up of a separate small
building, which could be covered with grass clumps. The
cujala/cayolars are mostly isolated buildings or more rarely
form part of a loosely defined group. The old cabins were
made from dry stone. Often only the walls were built, the
shepherds in summer pastures put together two or three

Kupiws ous KukAdades kal ota vnoid tou Bopeiou Alyaiou,
Adyw tns avandonactns OXEoNs NOU €XOUV autd Ta MOIYEVIKA
KTiopdta pE 1o Tonio twv VNOoImV, Nou td KAvel jovadikd ws
npos tnv adicOnukn Kal noAitopikh aia tous, aviavakAwvas
v tonikh napddoon kai iotopia. Mapadeiypata and ta
vnold Thvo, Kubvo, Ikapia kal Anpvo angikovi{ouv tnv évtagn
aUT@V TwV Kataokeuwv oto nepifannov tonio. To aioBnuké
anotéNeopa nou Npocopolddel pe yAunth pop@n KAVEl 1o
tonio HovadIkoé.

Eival evbia@épov va &gl kaveis nws o1 kKaAAITEXVES €xouv
oudndpel auth tnv anAndeniépaon peta&u wwv Kupiwv Kai
tou toniou. O {wypdagos Avdpéas KoviéAAns npoogépel Tnv
npoownikh tou avidAnyn yia s pavipes tns Anpvou (BA.
oen. 74).

Itn Bouflyapia, ta pepovwpéva nétpiva Ktipid, nou
npoopifoviai yia tnv alyonpofatotpoia Kal anaviwvial
ota Bookotonia tou BoudyapikoU TUAPATOS TS OPOCEIPds
s Poddnns, ntav cuvnBws opBoywvia, povoxwpad Ktiopata
nou otéyadav us EyKATaotdoEls KAtePyaoias Tou yanaktos
kal 1o xwpo diaBiwons tou BookoU, katd tnv nepiodo tns
yanaktokopias. O xwpos diafiwaons htav ouciactkd i
Yywvid Kovtd otnv népta, pe éva peydno kpefau pe tafnes
kal éva pnaouno, h éva anié pdgi yia va anobnkelovral
niatukd Kal oKeun, 1o Ywpi Kai ta unéfoina tpégipa. Ainfa
unnpxe n gotia, 6nou tonoBetovoav éva peydno kalavi yia
va napaokeudadetal to wponnypa kai va {gotaivetal to yana,
annd payeipgue kal to kabnpepivo yeupa tou o Bookos.

Ita opeivd, ta {wa £Rplokav oTéyn 1o XEIPWVA O cupnayn
Siwpoga nerpokuota ktiopata, ta “kolibi” (kaAuPia). O
NPWTos 6POPOs OTEYAde TOV axUPMVa yid TV anoBnkeuon
T0U 0avoU kal dARwv {wotpoPmv, Kal To I06yEIo To otdffo,
énou guAdyovtav ta dAoya, ta pouddpia kai ol ayeAdades,
KaBws Kal ta aryonpdéfata. Av ta aiyonpoéfata ntav noAu
nepioodtepa and ta undnoina {wa, kataokeualdtav XwpIotn
otavn yi' autd. Ltov Npwto 6pogo Ppiokdtav Kal n Katoikia
ToU BookoU, kaBws Kal éva Kapapdkl yia va anobnkevovtal
Ta okeUN Kai ta 1poéPipa.

Itnv NoAwvia, ta wnikd ktiopata ota Bouvd Tatpa
eival ta “kolibas”, éva €ibos nétpivns kaAUPas. Yndpxel
peydnn nolkiAia apXITEKTOVIKWY HOPPWYV OE AUTES TS

31. H kaluBa- bacéwka. Mepioxn Dolina Pieciu Stawow
(Opn Tatras). ®wt. Zbigniew Mozdzierz. Mnyn: Mouogio
Kresow, lMoAwvia
The hut - bacéwka. Dolina Pieciu Stawdw (Tatras).
Photo Zbigniew Mozdzierz, Poland

32. Mdvtpa yia katoikia ota Koooikia, Ikapia, 2013.
Goat-fold in Kosikia, Ikaria island, 2013.

33. Yuykpdtnua and pdvipes o€ otevi koiAdda napdiinia
ue tnv enapxiakn 066 Mépixa - Apuonibas, 2013.
Constellation of sheepfolds and small barns in a narrow
valley parallel to the Merihas - Dryopida road, 2013.

34. Nentopépeia e10660u yia ta {wa, Tpindtapos Tnvou, 2013.
Detail of the entrance for the animals, Tripotamos, Tinos
island, 2013.

32-34. ®wrt. ®ouAn Manayswpyiou. Mnyn PRISMA
Photo: Fouli Papageorgiou. Source: PRISMA




35. AXupwvas te00dpwVv Xwpwy.
Mnyn: H. Pdrdi, EcBovia
Four-room barn.

Source: H. Pirdi, Estonia

36. Ztdvn ota lMupnvaia, oto xwpi6 Alzen (Ariége), 2009.
Quwr. Pierre del Porto. Mnyn: AFMA - Ecomusée de
Marquéze
Sheep barn in the Pyrenees in the Alzen village (Ariége),
2009. Photo Pierre del Porto. nyr: AFMA - Ecomusée de
Marquéze
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tree trunks, which were then covered by planks and then by
tarpaulin to make a roof. Other cabins were more elaborate,
covered with roof tiles (Béarn) or wooden tiles (Basque
country) placed on a rudimentary frame. Corrugated metal
roofs have recently replaced the old coverings.

In the Hautes-Pyrénées, barns in dry stone or stone
masonry blocks joined with lime, gather together in one
rectangular space, providing shelter for the shepherd and
the stable-sheepfold on the ground floor, with the hay on
the upper floor. A two slope roof is covered with thatch,
curved tiles or slate, and uses sloping angles which are
appropriate to these materials.

In Estonia, barns were traditionally buildings with walls
made of sparse horizontal beams and an earthen floor,
mostly with a straw or shingle hipped roof. The shepherds
were using these stone built structures mainly in the summer
as storerooms, shelter and for other productive activities.
The building rested on a low quarrystone and/or limestone
foundation; there was no underground foundation. In the
second half of the 19th century, the most forward looking
farms in Estonia started to build barn structures with a high
stone base to increase the lifespan of the buildings.

37. Maniés axupwvas, xwplo Staro Selo, koivétnta Troyan, Bouvo Central
Stara Planina, 2011. @wt. Marina Trayanova. lnyn: Apxeio National
Museum of History, Boudyapia
Old barn, Staro Selo village, Troyan municipality, Central Stara Planina
mountain, 2011. Photo Marina Trayanova. Source: Archive National
Museum of History, Boulgaria

kanUPes, 6Aes dpws éxouv tnv idia katoyn pe éva pévo
Sdwpduo xwpis napdbupa, evw n otéyn kataokeudletal Pe
nonu Slagopeukous tpdnous — ota éAn tou 190u aiGva
Xpnoigonolouviav éva oUotnpad pe keknipéves Sokous.

O1 nétpives kanuBes ota Bouva Tatpa gival povadikés,
kaBws, ektds and nv nepioxn Beskid Maty, dev anavidvtal
nouBeva affou o oAdékAnpn tnv opooeipd twv KapnaBiwv.
O1 kanUBes, nou cuykévipwvav nonfdanniés Aeitoupyies,

ol onoigs apopouocav, 1doo tnv Katolkia, 600 kKal tnv
napaywyn, ovopdloviav “bacéwkas”.

Iwn Faddia, netpokuotes otdves Kal PIkPA onita anaviwvial
o€ peyann noikidia ota MNupnvaid. Zta fouvd Twv NEPIOXWV
s Béarn kai tns xwpas twv Baokwyv, to anitdki, énou
Katolkei o fookods, Aéyetal “cayolar” h “cujala”. Bpioketal
6inAa otov nepippaypévo Xwpo, Nou Xpnaiponolsital yid

10 dppeypa, kal énou diavuktepeUouv ol npofatives Kal ol
katoikes, bedopévou Gu ol KAToIKOI Tns NEPIoXns aoxodouvtal
OUOTNPATIKA PE TNV TUpokopia. MaAaidtepa, N TUpoKopia
yivétav otov id1o xwpo énou katoikoUoav ol Bookoi. H
kanuBa ouxva €ixe éva npdobeto dwuduo anatiopatos,
6nou dgnvav 1o Tupi va wpIPAceEl, EKTOs av Unnpxe éva
Eexwplotod PIKpO Ktiplo pe okenh and natnpévo xoptdpl. H
“cujala” h “cayolar” gival guvhBws €éva pepovwpévo Ktipio,
n nio onavia pépos evos xanapd opi{Opevou cUPNAEYUATos.
Tuxvd, ous nétpives kaduPes, ktifoviav pévov ol toixol, Kal
k@0B¢e kanokaipl o fookds atepéwve SUO-TPEIS KOPHOUS NAVW
OTOUS T0iX0Us, Tous KAAUMTE Pe cavibes Kal otn CUVEXEID TS
enikdAunte pe niocoa kai épuaxve tn otéyn. Mepikd onitdkia
ntav nio nepinoinpéva, pe otéyn and kepapidia (Béarn) h
Eunonnakes (xwpa twv Bdokwv), tonoBetnpéves oe éva
otoixelwdn okenetd. Ta teAsutaia xpdvia xpnaoipgonoliouvial

Kupatoeibn gunna Aapapivas yia tnv KAAUYN tns otéyns.

Ita Yynida Mupnvaia, noipevikés eykataotdoels anod
EeponiB1a N A1IBobopés, Kuapéves pe Koviapa aoBéotn
Snpioupyouv opBoywvikoUs xmdpous, Nou oteyal{ouv to
Booké kal 1o kondadi twv {Hwv oto I06YEIo Kal ToV axupmva
otov 6po@o. H dippixtn otéyn kanuntetal ané dxupo,
kepapidia h nAdxes, kai naipvel kliogls nou kaBopilovial and
ta uAika nou v anotefouv.

Iinv EoBovia, ol otdves ntav KUoPEVES PE Toixous and apaid
tonoBetnpéva dokdpia, gixav xwpatévio ndtwpa, opoPn and

38. Aypoktnua twv Ariousec - o Sam kai n Marion
etoipddovtail va petakivioouv to kondbi tous atov térno
biaxeipaons, Val d’Azun. @wt. Sébastien Carlier, 2011.
Mnyn: AFMA - Ecomusée de Marquéze
Ariousec farm, during the setting up of the transhumance
with Sam and Marion, Val d’Azun. Photo Sébastien
Carlier, 2011. Source: AFMA - Ecomusée de Marquéze

38. Xtdvn, nepioxn Jaut, Val d’Ossau, 2011. lnyn: AFMA -
Ecomusée de Marquéze
Cabane secteur Jaut, Val d’Ossau, 2011. Source: AFMA -
Ecomusée de Marquéze

axupo kai enikdivh otéyn and Aentés oavibes.
O1 Bookoi xpnaoiponoloUcav autd td NETpIva
Ktipia Kupiws 1o kadokaipi, ws anoBhkn kai ws
katdAupa, KaBws kal yia annes Napaywyikés
6pactnpidtntes. To ktiopa otnpifdtav os xapnid
toixio ané Aaeuth nétpa n/kar aoPecténiBo,
Xwpis kavovikad Bepénia. Lo 6eltepo piod Tou
190u aiwva, ol nio egeniypéves ekpetanneloels
ownv EcBovia ékudav us otaves o€ pia ugnin
netpékuotn Bdaon, yia va au§hoouv 1o 6pio
{whs ToU KTiopatos.
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Round structures with dome

In Greece, domed structures are found in many
regions, bearing different names. In Magnesia, and in
other parts of mainland Greece they are called “tholoi”
(meaning domes), in northern Greece they are called
“calyves” or “petrokalyves” (stonehuts) and in Crete
they are known as “mitata”. There are several types

of dome construction: spherical-wedged, parabolic,
cone-shaped. A large number of these constructions
have an age of two hundred years or more and many
are still standing in good condition. They are built by
the drystone technique and merge into the surrounding
landscape both in terms of colour and texture. In Crete,
the structure is partly sunken into the ground and the
dome is often covered by earth, thus assuring coolness
in the summer. The functions of mitata vary from

place to place, although cheese making and cheese
storage are central uses, as well as providing temporary
residence for the shepherd or simply shelter from the
heat, the cold and the rain.

In France, domes are also typical of the sheep
farming landscape. Associated with the sheep trails
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(transhumance routes) but also present near farms,
the famous dry-stone cabins are spread throughout
the “causses” ( limestone plateaus ) although their
presence is not continuous and are found in varying
densities. Their body is usually cylindrical, while

the upper part is often trunk-shaped, conical or
bell-shaped, Their original function is “caselles” i.e.
shepherds’ shelters. Some, more spacious ones, are
typical of the Limogne causse and the eastern part
of the Tarn-et-Garonne, where they were used to
shelter groups of ten to fifteen ewes.

39. Meyano ouykpotnua 86Awv tns ZouBdAas otn Meydin
Bedavibid, t. Anpos Makpivitoas lMnAiou
Qwt. Kwotas XakaBdAas. Mnyn: @ws otous B6ous,
K. ZakaBdAa, ékboon Anpou Aiowvias, 2009
Large complex of domed structures in Souvala, Megali
Velanidia, Makrinitsa, Pelion

Iwnv EAAGda, BoAwtd ktiopata anaviwvial o noAnés
nePIOXEs, Pe Slapopeukd évopa kGBe popd. Zin Mayvnaia
kai o€ annes neploxés tns nneipwukns EANGdas ovopddlovtal
«Bo6no1», otn Bopeia EAAGda «kanufes» h «netpokanUfes»
kai otnv KpAtn ovopdadovtal «pitdtar. Yndpxouv 81dgopol
wnol 86Awv, avanoya Pe to oxnpa tous: oPpaipikn oPnva,
napaponn, kwvos. Evas peydnos apiBuods autwy twv
KUuopdtwyv kataokeudotnkav npiv and 200 h nepioootepa
xpovia kal noAAd and autd diatnpoulvtal o kadh

katdotaon. Eival kuopéva pe tnv texvikh ts EeponiBids kal
EVOWHATMVOVTAI appoVIKA oto tonio nou ta nepifdnnel, éoov
apopd 1600 10 Xpwua 640 Kai v uPn. rinv Kphin, éva
MEpOs tou Ktiopatos eival BuBiopévo ato £dagos kal o 86Nos
ouxvd kaAuntetal pe xwpa, eEacpanifovias nepIcodtepn
6poaid 1o kafokaipl. O1 Asitoupyies autwy twv BoAwtwv
Kuopdtwv noikilAouv ané téno os téno, av Kal ol KUpIes
XPNOEIS ToUs gival n Tupokopia kal n anoBhkeuon tou tupioy,
kaBws kai n napoxn npoowpivou katafUpatos ato Bookd, h
anA®s n npootaaia tou and tn otn, 10 KpUo Kal tn Bpoxn.

Itn MaAddia, 1o OoAwtd ktiopata enions xapakinpifouv

TO ToMio TwV Neploxwyv aryonpofatotpopias. Ta nepipnua
Ktiopata ané §eponiBid anavimvial naviou ota “causses”
(aoPBeotoniBiké oponédia og uydperpo 700-1.200 p.), av
kal ouvhBws €ival didonapta. Bpiokovtal ots nepIoxés

us onoies diaoxifouv ta alyonpépata (katd Pnkos 0dwv
€Noxiakns Petakivnons twv konadimv) adfd kai kovid og
aypoktnpata. To kupiws Ktiopa gival cuvnBws kuAivopiko,
EVM TO AVWTEPO TUNHA TOU €XEI CUXVA OXAPA KOPHOU
b6évipou, Kwvou h kapndvas. Apxikd xpnoipeuav ws “ca-
selles”, &5nAadn katapuyia yia Bookous. Mepikd and autd,
1a nio eupUxwpa, Bpiokovtal oto oponédio tns Limogne kal
oto avatofiké tuhpa tns nepioxns Tarn-et-Garonne, 6rnou
xpnaoiponoiolvtav yia va gifo&evouv konddia and 10-15
npofatives.

SO0AWTA KTIoOUATA

40. O 66A0os tou Zwiténoudou ota Madoukia, T. ANpos

Makpivitaas NnAiou @wrt. Kwotas ZakaBdAas. Mnyn:
Qws otous B6Aous, K. XakaBdAa, ékboon Anpiou
Aiowvias, 2009

The dome of Zoitopoylos, Paloukia, Makrinitsa, Pelion
Photo Kostas Sakavalas. Source: Light in the Domes, K.
Sakavalas, published by the Municipality of Aisonias, 200

41-42. Mitdta otnv nepioxn tou I6aiou Avipou, Kpntn

Qwrt. BeAioadpios Boutods, 2013. lNnyn: MPIZMA

Mitata in the wider area of Idaion Andron, Crete, Greece
Photo Velissarios Voutsas, 2013. Source: PRISMA




Enclosures

Enclosures are important features of pastoral
architecture. They contain the space where
sheep concentrate to be milked or simply stay
under control during the summer. Enclosures
are defined by walls or a fence, which are a
typical feature of may pastoral landscapes.
We can distinguish three general types of
enclosures: a) those made of stone, using

the drystone masonry technique, which are
found mostly in the Mediterranean but also in
northern European countries (UK and Estonia);
b) those made of wooden poles that may be
linked together with tree or bush branches, or
in more contemporary version with metal wire
or mesh; and c) the movable enclosures that
can be transposed from place to place, usually
for manuring.

Drystone walling is a special craft. Extensive
walling affects the entire landscape while the
detail of the construction has a beauty of its
own. The selection of stones and the assembly
to form a strong and long lasting wall, which
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will nevertheless move and settle to some degree without

collapsing needs great skill and craftsmanship. Each type
of stone is different and produces different textures and
colours in the wall.

Interesting wooden fences are found in Estonia and Poland. In
Estonia the historically most abundant sheep fences are litter,
rail and stone fences. One, two as well as threefold fences

are built, to protect sheep against wolves; and also fourfold
electric fences. On pastures farther away from houses fences
are supplied with power from solar cells. Old-style fences
constructed by oblique spruce trunks, tied between vertical
poles with spruce roots, have been very popular.

In Hungary, the most typical enclosure for sheep breeding
in the Carpathian basin is the uncovered square shaped or
multi-angular removable “juhkaram” (sheep-pen), which
has many different names in the region. Its most common
form is about 3-5 meters long and 1-1.2 meters high. The
fence is built from poles, laths or planks, earlier woven
from wickers, although one can find fences made from
sticks, and fences which are anchored in the ground (non-
movable).

O1 nepippaypévol xwpol (pavipid) anotedolv onpavuko
OTOIXEIO TNS NOIPEVIKAS APXITEKTOVIKAS. EpngpiExouv tous
XWPOUS YIa To dppeyHa twv alyonpoBdtwy, n andd yia

va gival und énsyxo katd tn didpkeia tou kanokaipioy. Oi
nepIPPaypévol xwpol oploBetolvial and PPAKIES, Nou ol
anotefoUv XapaKInpIioukoé yvwpiopa NoAAWY MOIPEVIKWOV
toniwv. Alakpivovtal Tpels tunol pEAKIN: a) ol NEIPOKTIOoTOI,
ouvNBws PE TNV TexviKn tns §gponiBids, Nou anaviwvial
Kupiws otn Meodyelo, adid kai otn Bépeia Eupwnn (n.x.
Bpetavia kal EaBovia), B) o1 Eunivol, nou anotefoUvtal ané
nacodnious dgpévous pe kAadia dévipwv n Bapvwy, h - otnv
nio ouyxpovn gkdoxn tous - pe petaniikd niéypa n oupua,
Kal y) ol KIvntoi (ppAKTES Nou pnopouv va petakivouvtal and
pépos og pépos, ouvhBws yia tn cuifoyn konpids.

H kataokeun toixwv pe EeponiBid gival pia 18Ik texvikn.
H ektetapévn napouaia tous ennpedlel oNdKANPO 10
Tonio, EVM N AENTOPEPEID TNS KATAOKEUNS €XEl TN SIKN
s, 161aitepn, opop@id. H enifoyn twv NEpwy, nou

Ba xpnoiponoinBouyv, kal o 1pénos pe tov onoio Oa

44.

[lepippa&elc

43. fuotnpa EUAIVV KIVNTWV Ppaktwy yia tn dnuioupyia
noAAanAwv pavipiwv
Qwrt.: Kadri Tali, 2011. Mnyn: 16iwtukn ouAdoyn, EcBovia
Collection of mobile wooden fences for shaping multiple
sheep pens Photo: Kadri Tali, 2011. Source: Private
collection, Estonia

44. Xapaktnpioukn EepoiBid udvipas, KuvBos, 2013.
Qwrt. ®ouAn Manayswpyiou. Mnyn: PRISMA
Typical drystone wall of a sheep pen, Kythnos, 2013.
Photo: Fouli Papageorgiou. Source: PRISMA
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ouvbuaotoUly, yla va KaTaoKEUAOTE €vas yepOs T0ixos 45. @pdxes (worynie), Avatoflikd Kapndia, Jabtonica,
p p p . . . Oukpavia (nip. MoAwvia)
pe avioxn og Babos xpovou nou watdaoo, eival NiIBavo Owr. Janusz Mazur, 2010

va pEtatonlo—tsi peﬂﬂov-["(d o€ Kéno|o Bae“é prl's va Fences (Worynie), Eastern Carpathians, Jablonica, Ukraine
(ex Poland)

KIvbuveUel va yKpepiotei, anaitei peydan ikavotnta Kal Photo: Janusz Mazur, 2010

6elotexvia. KaBe tinos nétpas diapépel Kal epeavidel 46. Mapabooiakos EcBovikés ppdkns

Quwrt.: Kadri Tali, 2011. Mnyn: 16iwtukn ouAdoyn, EcBovia
Traditional estonian fence

Photo: Kadri Tali, 2011. Source: Private collection, Estonia

Slapopeukn uPn Kal Xpwpata NAavw oTtov ToiXo.

Evoiapépovtes EuAIvol ppdktes Bpiokovtal otnv EcBovia

kai v MNoAwvia. Zinv EcBovia ol o ouvnOiopéves
nepippdteis arlyonpofdtwyv kartaokeudloviav nanidtepa

ané vekpn opyavikn UAn, §uAives paBdous kal NETPEs..
Xpnoiponolouvtail povoi, dinfoi h tpinAoi ppAktes yia

v npootacia and tous AUkous, N akopn tetpanfoi
NAKTPOPOPOI PPAKTES. Le Bookotonia pHakpld and olkiopous
o1 PPAKTES autoi popodotouvial e NAEKTPIKA evEpyela and
pwrtofontaikd. O1 napadooiakoi PPAKIES, KATAOKEUAGUEVOI
ané Ao&ous koppoUs efdrtou, nou dévovial o KAOETOUS
ownous pe pies endtou, ival noAU dnpogineis.

npoPata own Aekavn wwv KapnaBiwv eival évas
terpdywvos N NoAUywVIKOS PETOKIVOUUEVOS

@pakwns “juhkaram” nou anavtdral pe didpopa

ovopata otnv NEPIOXA. TNV nio cuvnOiopévn
pop@h tou éxel phkos 3-5 pétpa kai uyos 1-1,2
pétpa. O @paktns Ktidetal ané otunous, NNXEIS N
oavides nAgypéves pe Auyapid, afid undpxouv
enions ppdktes kataokeuaopévol and papdous
Kal QPAKTES NAKIWHEVOI 0To £6a¢os.

Itnv Ouyyapia, n Mo xapaktnpiotukn nepippagn yia




Wood

47. Mdvtpa . Anuntpaka oto lMadidkaotpo, AvatoAikn
Anpvos. @wt. Mdiaua Pevidpn, 2012
Sheepfold of G. Demetrakas in Paliokastro, Eastern
Lemnos island, Greece

48. [anaktokopeio otnv Kevipikn Podonn, Apxés 200U aicva,
Xwp16 Progled, lNepioxn Smolyan, Kevtpikin Pob6nn,
Boudyapia. lnyn: ®wtoypapia apxeiou - IEFSEM-BAS
Dairy in the Central Rhodopes, Early 20th c., Progled
village, Smolyan region, Central Rhodopes, Bulgaria.
Source: Archival photo - IEFSEM -BAS

Wooden structures typify the pastoral architecture in

Poland, Estonia and Bulgaria more than stone constructions,
probably due to the wide the availability of timber in these
countries and the speed and ease of this type of construction
compared to stone building.

In Poland log huts were built in the Tatra Mountains,
resembling largely the stone kolibas in their plan and
shape. Two types of huts can be distinguished, low-log huts
(existing only in the Western Tatras), and high-log ones
existing in all the Tatras. The roofing was made of branches
and boards, and more seldom shingle. The walls were made
of circular thicker perches, without moss placed between
beams, or sometimes they used dried moss. The primary
wooden huts, regardless of their function, usually had
walls made of round logs with “tooth space”, because this
technique did not require high carpentry skills.

In Bulgaria, timber was also very frequently used in sheep-
farming structures, especially in the shelters for sheep,

for either summer or winter; and for the summerhouses

of shepherds and the summer dairies. The dairy was built
from whole logs with a dovetail construction. The building
material was conifer timber, cut in situ and coarsely
processed. The darries in the Rhodopes were often covered
with large barks or boards and sometimes with small thin
chopped boards. If they had good maintenance and regular
annual repairs these dairies could be used for several years.

The winter shelter had an arched plan, which prevented
draughts inside the shelter. Both sides of the shelter were
closed in order to keep it warmer. It was separated inside in
sections for the ewes and the lambs —space for sheep, space
for goats, etc. Goats were kept in the warmest space along
the inner wall of the shelter, while sheep stayed in the front
side - closer to the opening because they could easily bear
the cold.

In Hungary, shepherds usually built huts by putting two
plank-walls against each other to form a gable roof. Other
typical wooden buildings used by shepherds in the highlands
were the cheese houses. They contained the cheese-making
equipment of the shepherd and a cooking stove to heat the
whey and produce secondary dairy products.

Itnv MoAwvia, tnv EcBovia kar tn Boudyapia, ta §uAiva
Ktiopata xapaktnpifouv NEPICOOTEPO TNV MOIYEVIKN
OPXITEKTOVIKN and Ts NETPIVES KATAOKEUES, MOavws eneidn

n §uneia apBovei o autés us xwpes, anid kai eneidn n
Kataokeun tous gival nio anfn kal edkoAn og oUyKPIoN HIE Td
nétpiva.

Itnv NoAwvia, ota épn Tdatpa, ol kaAUuRes ané koppoUs
S6évipwv poidlouv noAU atnv KAtoyn Kai atn pop@onoyia Tous
pe us nétpives “kolibas”. Alakpivovtal 0o tinol kanuBas,
autés pe xapnAous koppoUs (Mou anaviwvtal pévo ota Autika
Tatpa, n.x. ous koiNddes Koscieliska kai Lejowa) kai autés pe
ynAoUs koppoUs nou anaviwvial o 6Aa ta Tatpa. H otéyn
anoteneital ané kAadid kai oavibes kal — onavidtepd — anod
nétaupa (cavides atéyns). OI toixol dnpioupyouvtal and
otpoyyund xovipdtepa kAadid, cuvBws xwpis Bpua avapeoa
ata dokdapla n - pepIkés popés — pe Eepd Bpua. O1 npwtdyoves

TUANO

&uAives kanuPes, ave§aptnta and tn Aertoupyia
T0US, ouVhBws €ixav 1oixous ané otpoyyunous
KOpPHOUS pE «Kkeva avapeoa ota Sévuay,

eneibh auth n texvikn dev anaitouoe 161aitepn
EuAoupyikn Ikavotnta.

Itn Bouflyapia, ta npofatootdoia
kataokeudlovtal enions noAU ouxva and €uno,
161aitepa, 6tav npoopioviav ws katapuyia yia
ta aiyonpoéPara, Bepiva i xelpepivd. T0AIves ntav
enions 6nes o1 BepIvés KAToIKies Twv BOOKWV

kai ta Bepivd yanaktokopeia. To yadaktokopeio
kuotav pe oNdkANPous KopuoUs Kal ixe oxnpa
xenibovooupds. To 6opiké unikd htav Koppoi
KWVOPOPwV SEVIPWV, KOPHEVOI EMNITONOU Kal
npoxelpa katepyaopévol. Ta yanaktokopeia

otn Podoénn ocuxva enevduovtav pe peydna
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49. KaAuBa Bookou atn Hala Pisana, koiAdba Koscieliska, ekacties 1920- 51. KaAuBa Bookou, 1946, 6pos Middle Stara planina, §0fo

1930, MoAwvia. ®wt. T. and S. Mnyn: ZuAddoyn Tatra Museum, Zakopane og nétpivn Bdon. @wt. Vasil Marinov. [nyn: @wtoypapia
Shepherd’s hut in Hala Pisana in the Valley KoScieliska, 1920s-1930s, apxeiou - IEFSEM -BAS
Poland. Photo: T. and S. Source: Collection of the Tatra Museum, Shepherd’s hut, 1946, Middle Stara planina mountain, wood
Zakopane on stone base. Photo: Vasil Marinov. Source: Archival photo
50. KaAuBa Bookou, 1969, Ouyyapia/ enapxia Bacs-Kiskun/Homokmégy. bR A
Mnyn: ®wtoypapia apxeiou - HOAM 52. KauBa Bookou, apxés 200u aicwva, Svilendgrad, (Notio-
Sheperd’s hut, 1969, Hungary/Béacs-Kiskun county/Homokmégy. Photo avatoflikn Boudyapia), Mnyn: @wtoypagpia apxeiou - IEFSEM-BAS
Maéria Flérian. Source: Collection HOAM Shepherd’s shelter, first part of 20th century, Svilendgrad
district (South East Bulgaria), Source: Archival photo -
IEFSEM-BAS
Koppdaua ¢nolol 6évipou, h oavidla Kai - HEPIKES POPES - PE 50.

Aentokoppéva cavibdkia. Me owoth cuvtnpnon Kal TaKTUKES
€TNOIES EMIOKEUES, AUTA Ta YaNaKToKopEia pnopouacav va
xpnaoiponoinBouv yia noAfd xpévia

To xelpepivé katdnupa ixe to§wth kdtoyn, n onoia dev apnve
va NePVoUV OTo E0WTEPIKO Ta YPuxpd pelpata aépa. Kai ol 6Uo
nAgupés Tou Ktiopatos Atav KAEIoTés yia va diatnpeital Eoto.
210 €0WTEPIKO NTAV XWPIOUEVO OE THAPATA Yia TS npoPatives

Kal ta apvid - EExwPIoTOs XWPOS Yia ta Npofarta, Ts KAToiKes,
kAn. O1 katoikes puAdyoviav oto nio (gotd thpa, Katd PhKos
TOU E0WTEPIKOU TOIXOU TOU Kataguyiou, kal ta npépata otnv
pnpoouvh NAgupd - nio kovtd otnv nNépta, eneidn sixav
peyanUtepn avtoxn oto KpUo.

Inv Ouyyapia, ol Bookoi éxulav us kanUPes tous
tonoBetwvias duo oavibévious toixous oe o&gia ywvia petagu
T0US Wote va oxnpati{ouv dippixtn otéyn. Adfa wnikd EuAiva
ktiopata nou xpnaiponolodcav ol Bookoi htav ol kaduPes
TUPOKOPNONS 01 OMoiEs NePIEXav Ta epyansia tupokounons
Kai pia atéfa yia va {eotaivouv to wpdyano Kal va napdyouv

beutepeliovia yanaktokopiKa npoidvta.
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Portable cabins

53.

54.

55.

Kivnti kaluBa yia tn gppoviiba twv veoyévvntwv
npoBdtwy, apxés 2000 aiwva, Ayydia. lnyn: Ryedale
Folk Museum in Yorkshire, Hvwpévo Baoifeio
Moveable lambing hut, early 20th century, England.
Source: Ryedale Folk Museum in Yorkshire, England, UK

@opntn kauniva BookoU, npwto picd 2000 aiwva, Xwplo
Dragichevo, nepioxn Zo@ias. lnyn: IEFSEM-BAS

Portable shepherds’ cabin, first part of 20th century,
Dragichevo village, Sofia district. Source: IEFSEM-BAS

@opnth kauniva BookoU ndvw ot élknBpo, apxés

200U aicwva, xwpl6 Rudartsi, nepioxn Xégias, Autikn
Boudyapia. Nnyn: ®wtoypapia apxeiou, IEFSEM-BAS
Portable shepherds’ cabin on sled, early 20th c., Rudartsi
village, Sofia region, Western Bulgaria. Source: Archival
photo, now in IEFSEM-BAS

Mobile shepherds’ cabins are a common feature in several
countries, e.g. in Bulgaria, France and Hungary. Their basic
function was to provide temporary shelter and bed for the
shepherd during a move.

In Bulgaria, their dimensions were determined by the
function - to shelter one bed or plank-bed. There were no
windows - just a door. The portable cabins were made of
wooden boards or plaited staffs plastered with clay or mud
and the roof was covered with straw or boards. These cabins
were put on a sledge or cart, they had 2 or 4 wheels or han-
dles to be moved over hurdles.

In France, mobile huts were common in Bauce, mounted on
three wheels. which the shepherd could move by attaching
it to one or two animals. It had a door and one or two small
openings to allow the shepherd to watch over the flock.
Over time, they increased in surface and comfort but they
thus became less mobile since they were heavier.

In the UK, at lambing time it was also possible to use a mov-
able hut - one mounted on wheels — and to tow it to the
lambing place so that the shepherd could sleep there and also
keep himself and some lambs warm if need be (if a new born
lamb gets hypothermia on a cold wet night it quickly dies and
warming them up indoors is a common practice still, even
with infra red or other heat lamps available). Such huts also
contained the various tools needed by the shepherd.

In Hungary, mostly in Transylvania, dismountable and trans-
ferable “esztena” (cheese-houses or milking huts) were built
from planks. Typical building of the shepherd'’s shelter of the
middle-sized mountains was the hut on sled runners, which
was commonly used in the Balkan Peninsula. The role of
hedge or plank hut standing on sled runners was to protect
the food and clothes of the herdsman. Due to its size only
the herdsman could fit inside. When the herdsmen changed
their place, the hut was pulled by buffalos.

O1 kivntés kanUPes fookwv anaviwvial o NoANEs XWPES,
n.x. otn BouAyapia, otn Faddia kar otnv Ouyyapia. H Bacikn
Aeitoupyia tous €ival va napéxouv Npoowpivo katddupa oto
Booko yla s PHETAKIVACEIS TOU.

Itn Boudyapia, ol diactdoeis tous kabopifoviav avafoya
ME Tn Agitoupyia tous - yia va XwpEael éva povo Kpefdau h
éva peydno kpePdu. Aev ixav napdBupa - pévo népta. Ol
Kivntés kanUuPes kataokeuadoviav pe ocavidla n nAsypéva
kAadid kar enikaAUuntovtal pe enixpiopa and dpyido n
Adonn, evd n otéyn ntav puaypévn and dxupo h oavidia.
Autés ol kanUfes tonoBetouviav ndvw oe éva £AKnBpo n
Kapo pe 2 n 4 1poxouUs n xeipolafés yia va petakivouvial
navw ané eunédia.

Itwn Faddia, ol kivntés KanUuPes xpnoiponololviav ouxvd
otwnv neploxn Beauce. Eixav tpels tpoxouUs kal o Bookoés
€Ceue o€ autés éva h dUo {wa yla va us petakivei. Eixav

Mg népta kai éva h duo napabupdkia, yéoa anod ta onoia
o Bookés pnopouoe va napakonouBei to kondadi. Me tov
Ka1po, anéktnoav peyanutepn enipavela Kai avéaoeis, adid
htav nio duokofo va petakivnBoulyv, agou htav Baputepes.

Itn Bpetavia, ol Bookoi xpnaipgonoloUoav Kivnth kanuBa
v nepiodo nou yevvouaoav ol npofatives. Eixe pddes kal tn
pupounlkoUcav PéXPI ToV TOMOo Tns Yévvas, yia va Kolpdtal
ekei 0 Bookds kal va éxel Eotn Kal autds Kal ta apvakia,
av xpeladotav (av éva veoyévvnto apvaki Napousidoel
unoBeppia, pia kpua kal uypn vuxta, Oa nebBdavel yphyopa
- €101, ak6pa Kal chpepa cuvnBiletal va ta kpatouv (gotd
O€ E0WTEPIKOUS XWPOUS, akOpa Kail pe Adpnes unépubpns
akuvoBondias, h dAnes SiaBéoipes Adunes Bépuavons). Le
autés us kanuBes anobnkevovtav, enions, ta SiIapopa
epyaneia tou Bookou.

Itnv Ouyyapia, ws €ni to nAgiotov atnv TpavouAdBavia,
Audpeva Kal petapepdpeva onitdkia n kaduPes

KivnTEC KOAUBEC

56. ®opntn kauniva Bookou pe AaBés, 1943, xwpid Borika,
nepioxn lhtiman, Autiki Bourdyapia.
Quwr. Hristo Vakarelski. Mnyn: IEFSEM-BAS
Portable shepherds’ cabins with handles, 1943, Borika
village, Ihtiman region, Western Bulgaria. Photo Hristo
Vakarelski. Source: IEFSEM-BAS

57. “Esztena” (auedktnpio) o€ p6édes, 1961, Poupavia/
TpavouABavia/Mnépoa (Kolozsborsa). ®wt. Magda Pap-
Janossy
“Esztena” (milking pen) on wheels, 1961, Romania/
Transylvania/Borsa (Kolozsborsa). Photo Magda Pap-
Janossy

TR e F 1;.-‘-1;"""
G :

wpokéPnons h appéypatos xtifoviav anéd
oavides. To tniké katdAupa tou Bookou
ous opelvés neploxés htav n kaduPBa ndvw o€
€AknBpo, 1o onoio &ixe eupUtatn xphon otn
Badkavikn Xepodvnoo. O pdnos tns kanuPas
autis ntav va e§aopanifel éva oteyvo xwpo
yla ta TpOQIpa Kail ta pouxa tou Bookou. Adyw
10U PeyEBouUs NS, UNNPXE XWPOS HOVO Yia
tov Boaoké. Otav ol ktnvotpdPol anopdacilav
va petakivnOouyv, tnv kaduPa v éogpvav
BouBdnia.
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Contemporary farm buildings 2UYXOOVA KTNVOTOOPIKA KTIOIA

IAPEPT, Ol AVAYKES NS EKTPOPNS NPoPdtwy éxouv alyonpofdtwv o opeivd Bookoténia pe
anna&er kai n kAipaka s ekpetdnneuons éxel au§nOei, efeuBepn Booknon em@épel peiwon tou
PE anotéNeopa ol CUYXPOVES EYKATAotdoels NpoPdatwyv KOoToUs, Kal eUtepoy, eneidh n noidtnta
va éxouv avantu&el vées poppés, NeItoupyies Kal ToU YAnaktos kal tou kpéatos BeAudvetal
npotuna skpetdieuons, pe Bdon tnv evtaukonoinon s onpavukd, étav ta aiyonpéfata Béokouv
napaywyns. O1 npokuntouoes dopés eival cuxva xapninis PUOIKO xopTapl.

aioOnukns Kal dev evidooovtal appovikd oto tonio, adid , ] L, ,
Etol, kupiws ous Meooyeiakés Xxwpes, ouvavid

Kaveis enoxiakés kanUPes BooKwv Kal oTaves
o€ fooKkotdnia opeIvmV NEPIOXWV. Autd ta

ol ekpetanNeUoels autés eival oiyoupa nio anodoukés,
XpnolgonoioUv tn cUyxpovn texvonioyia kal tnpouv tous

Kavoves UyIElvis nio anotedeopatkd an’ éu nadaidtepa , eoa , ,
Ktiopata akodouBoulv Aiyo-noAu ts apxés

Ktiopata. ] ) ]
KATaokeuhns twv Naniotepwy napadooiakmv
Metd tov B’ NMaykoopio MNéAgpo, n pnxavonoinon kaAuBidv, aAAd xpnoiponololv Slagopetikd
s yewpyias kai n diabeaipdinta Enpiv {wotpoPmv uAikd, ta onoia pnopei va anoktnBouv xwpis
anna&av to npétuno alyonpofatotpoias. Qoté00, o€ K6otos. AvtiBeta, o1 KUpIEs eyKataotdoels
noAnés nepioxés tns EANGSas s€akonouBsi va aokeital n NS KINVOTPO@PIKNS ekpetdnfleuons ivai
napadoaiakn npi-vopadikh popen tns alyonpofatotpoias, ouvhBws oUyxpova Ktipla PE EYKAataotdoels
o€ pia ouyxpovn ekdoxn tns, Pe AIlYOTEPES KAKOUXIES, HNXAVOMOINUEVOU APHEYHATOS KAl YuyeEia
yia 6Uo Adyous: Nptov, ENeIdN n Petakivnon twv yia tn diathpnon tou yanaktos, Kadws Kai

58. lNpoBarootdoio ota Avwyeia, Kpntns. @wt. BeAiooapios
Boutads, 2013. lnyn: PRISMA
Sheep farm in Anogeia, Crete, Greece. Photo Velissarios

Voutsas, 2013. Source: PRISMA Today, the needs of sheep farming have changed and
59. SUYXpOVES EYKATAOTAOEIS UNXAVIKOU apUEYLATOS OToV the scale of exploitation has also increased, so that
AApupé Mayvnoias. lMnyn: Moownikn ouiddoyn HBns .
Navoroddou, ©. MoAuZwisn contemporary sheep farms have developed their own
Modern milking facilities in Almiros, Magnesia, Greece. forms, functions and models of exploitation, based on
Source: Personal colection of lvy Nanopoulou and Th. . Y . .
Polyzoidis intensification of production. The resulting structures are
60. ENIOKENTES OTNV OIKOTOUPIOTIKA Pdppia oto AoAS often lacking in aesthetics and have a low interaction with

apuéyouv to ydda yia to npwivo tous, Hneipos.

owr. K. Mouotapéou, 2003, Minyn: PRISMA the landscape, although such installations certainly are

Visitors milk their own breakfast at the contemporary more efficient, use modern technology and respect the
Ecotourism sheepfold unit in Dolo, Epirus, Greece, 2003, q .
Photo K. Moustafellou. Source: PRISMA hygiene rules more effectively than older structures.

The mechanisation of agriculture and the availability of
dried animal feed changed the pattern of sheep farming
after the 2nd world war. However, in many regions of
Europe the traditional semi-nomadic pattern is still alive,
although in a modern version with much less discomfort,
for two reasons: firstly, because taking the animals up in
the mountains during the summer where they can graze
freely ensures a cut in costs; and secondly because the
quality of milk and meat improves drastically by grazing
natural grass.




61.

62.

63.

64.

MpoBatootdoio, eAappid petadiikn kataokeun, Nnoos
Saaremaa, EcBovia. ®wt. K. Tali

Sheep barn, lightweight metal structure, Saaremaa
island, Estonia. Photo K. Tali

MpoBatootdoio tou René Fourcade, Gére-Bélesten,
Koiddéa Ossau, raddia. Mnyn: AFMA - Ecomusée de
Marqueze

Sheep farm of René Fourcade Gére-Bélesten, Ossau
Valley, France. Photo Sebastien Carlier. Source:
AFMA - Ecomusée de Marquéze

MpoBatootdoio yia ta kondbia pepivé nou Siaxelud{ouv
otnv Provence, laddia. ®wt. Patrick Fabre. [nyn: Maison
de la Transhumance

Sheepfold for the winter merino transhumant flocks in
Provence, France

Photo Patrick Fabre. Source: Maison de la Transhumance

ZUyxpovo olkotoupiatiké npoBatoatdoio oto AoAd,
Hneipos. ®wrt. K. Mouatapédiou, 2003. lnyn: PRISMA
Contemporary Ecotourism sheepfold unit in Dolo, Epirus,
Greece. Photo K. Moustafellou, 2003. Source: PRISMA

Mostly in Mediterranean countries, shepherds’ temporary
huts and sheepfolds for the summer are still evident

in upland areas pastures, adopting more or less the

same principles of the older temporary huts, but using
different materials that may come in hand at no cost;
while the main installations of the sheep farm are usually
modern buildings with mechanised milking facilities and
refrigerators for keeping the milk, as well as large lattice-
floored rooms for the flock, built and kept according to
hygienic standards set by the Ministry of Agriculture in
each country for sheep farms and dairies.

Temporary sheepfolds and sheds are made with materials
that are cheap, easily provided and preferably re-used.
Timber, corrugated iron or zinc, chipboard panels as

well as branches, twigs, straw and other materials

are put together in unpredicted combinations. Such
structures have been denounced by many as “polluting”
aesthetically the landscape However, some contemporary
architects and artists argue that such structures represent
archetypal values, as they reflect primitive, unpretentious
aesthetics that merit to be accepted as specimen of
“decline and deprivation” for their face value.

The contemporary permanent structures of sheep farms
also show a tendency to adopt “scruffy” architecture
by using temporary and cheap materials without caring
for the aesthetics of the buildings. We note here that
this tendency is not prominent only in Greece, but is
widespread in other European countries. However,
there are examples of sheep farms which use traditional
materials (stone and timber) or modern ones (metal)
and interesting architectural forms, reassuring us that
modern pastoral architecture has the potential to utilize
contemporary models and create buildings of quality.
Proposals for the restoration of traditional sheep barns,
showing the environmental, economic and cultural
advantages of the reuse of old buildings also merit
attention, given that such proposals contribute to the
sustainable development of small communities through
the revitalization of sheep farming.

peydanes aiBouaes pe oxdpes oto 6anedo, yia to Kondadi.

O1 eykataotdoels autés kataokeuadovtal kal cuvinpouvial
oUP@WVa PE ta Npdtuna UYIEIVAS, ta onoia Beonifovial and
10 appoddIo Ynoupyeio KABE Xwpads yia TS KINVOTPOPIKES Kal
US YANOAKTOKOMIKES EMIXEIPAOEIS.

O1 enoxiakés otdves Kal ta oT€yaotpa Kataokeudadovial
pe uAikd nou €ival oikovopikd, eUkona diabéaipa kal
Katd npotipnon enavaxpnoipyonoloUpeva. ¥uno, toiykos,
voBondv, addd kai kAadid h §uieia oe Siapopa peyédn,
ouvbuadlovtal pe anpéPnentous tpénous. MoAnoi
katayyéAdouv 6t autd ta ktiopata npoofdanfouv tnv
a100nukn tou toniou. Qotéoo, undpxel €va pedpa
oUyXPOVWV apXITEKTOVWYV Kal KaAAITEXV@Y, Nou
unootnpifouv 6u ta NoIPEVIKA autd Ktiopata EKNpoownouV
apxewnikes aies, kaBws avtavakAolv pia npwidyovn,
anpoonointn aiednukh Kal pnopouv va yivouv anodektd
ws «beiypata napakpns Kar otépnons», anAd Kal pévo
yI'’auté nou ek@palouv.

Ta pévipa npofatootdoia katadeikvUiouy,
€nions, pia tdon «atnpéANTns» aPXITEKTOVIKNS,
XPNOIYONoIWVTas NPOXeipa Kal ¢tnva unikg,
Xwpis 161aitepn @povtida yia tnv aiobnukn
TOU KUPIioU. INYEIOVOUPE, 6T auth n tdon
bev €ival poévov pgavns otnv EAAGda,

anAd kai ous annes Eupwnaikés Xxwpes.
Qoto00, éxoupe Seiypata npofatootaciwy,
10 onoia xpnaoilpgonoloUv napadoaciakd

unikd (nétpa kar §UAo), h cluyxpova

unikd (pétanno) kai popgonoyia, Nnou
KatadelkvUouv OTU N NOIYEVIKA APXITEKTOVIKA
€X€El NPOONTUKES oUYyXpovns EKPPAoNS Kal
dnpioupyias nolouk@v Kupiwv. Mpotdoels
yla TNV anokatdotaon napadooiakmy
npofatootaciwv agifouv tns NPocoxns pas,
b6ebopévou 6u ouveloPépouv otn BIOCIKN
avanwén PIKP@V KOIVOTATWY PEOW NS
avalwoyovnons tns alyonpofatotpopias.
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Michalis Katzourakis  MixaAnc Katdoupakng

“Vodolas 07”, 2007, acrylic with sawdust  “Vodolas 07", 2007, akpuAiko e npiovibi
& pigments on on canvas &  Kal XpwOtIKES oUTies Oc kapBd kai
corrugated steel, steel profiles, kupatogibn xdAuBa, npo@iAd and xdAuBa,
130x160 cm  130x160 &k.

Giorgos Giotsas Tlwpyocg NwmToac

“Stalos”, 2013, installation  «Xtdfos», 2013, eykatdotacn ané
with iron bars, wire, wool,  unetéBepyes, oupuarénieyua,
soil, hay and straw,  paddi, xwpa, Eepoxopta kai dxupo,
350x230 cm  350x230 &k.

Giorgos Triantafyllou  TwEyoc TolavTapuUAAOU,

Sheepfold, Lesvos island,  Xtdvn, Nnoos NéoBos,
St Paraskevi, 20. V. 2007  Ayia lMapaokeun, 20. V. 2007
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Fulling mills
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In traditional sheep farming the wool and skin of sheep
and goats have been important products which were either
processed by the shepherd’s family or sold to skilled crafts-
men. Wool was usually processed by the women, turned
into fibres with a spindle and then woven in looms. In
Greece and Bulgaria it was common to take woven rugs
and blankets to fulling mills to be swirled in the water wells
of the mill, the “nerotrivi”, and thus become soft and fluffy.
Flour mills are even today offering their wells for cleaning
and restoring woven rugs and similar items, been consid-
ered as one of the most effective and environment-friendly
way for laundering woollen items, given that no soap or
detergent is used, but cleaning is achieved by the power of
the swirling water. Traditional fulling mills were stone built
rectangular structures, including an external or internal
well which recycled the water that powered the turning of
millstones. The wells themselves were also stone built, and
were multiplied in big mills to satisfy the demand of the
surrounding villages for washing their woollens.

Itnv napadoaoiakh aryonpofatotpoia, to pandi kai

10 6éppa twv aryonpofdtwv anoteNoloav onpPAvukd
npoiévta, ta onoia eite ene§epyaldtav n idia n oikoyévela
toU Bookou, gite nwAoUviav o€ £UneIPous PIOTEXVES.

H enegepyaoia tou pandiov yivétav cuvhBws anod ts
YUVaiKeS, Nou 1o éyveBav pe 10 adpdxu Kal otn CUVEXEID
Ugaivav to vapa otov apyanelé. Zinv EAAada kai tn
Bounyapia cuvhBilav va petapépouv ta uavtd Kifipia

Kal us kouBéptes atous vepoéuunous, yia va otpofifiotouv
péoa ota nnyddia tou vepdpunou, Us «vePOTPIREsy, yid

va yivouv anand kai agppdta. O1 adeupdpunol diabétouv
aképa Kal onpPePa ta nnyddia tous yia tnv nAUon Kal 1o
PPECKAPIoHA TwV UPAVIWV KIAIPIOV Kal dAAwV Napouoliwyv
npoidéviwv. Auth Bewpeital pia and us nio anoteAEoPATIKES
kal oikonoyikés peBd6ous nAvons twv panfivwv Npoidviwy,
ylati 6ev xpnolponoigital canouvi h dAfo anoppunavuko,
annd to kabdpiopa enituyxavetal xdpn otn dUvapn tou
vepoU nou otpofiniletal. O1 napadoaiakoi vepopunol

htav nétpiva opBoywvia ktiopata nou nepindupavav éva
eowtePIKO N e€wtepikd Nnyddl, dnou avakukAwvotav to
vepd nou Kivouoe us pufonetpss. Ta idia ta nnyddia Atav
enions nétpiva kai ol peydnol punol gixav noAnd ané autd,
€101 WOt va KanUuntouv Us avaykes twv yUpw XwpIwny yid
v nAUoN twv panfivav Npoidviwy Tous.

65. Mapabooiakn veportpiBn atus Xéppes. Mnyn: Aaoypapiké Mouaoeio
Xapakatodvwy.
Traditional fulling mill, Serres. Source: Folk Museum of Sarakatsani

66. NepotpiBn otnv Tepavitza, oto xwpié Vaksevo, enapxia Kyustendil
(Nouobutikn Boudyapia). @wrt. Borislav Lazarov, Mid-1970s. Source:
Apxeio tns Vera Kerelezova, eBvoidyou
Fulling-mill, Tepavitza, Vaksevo village, Kyustendil region (Southwest
Bulgaria). Photo Borislav Lazarov, Mid-1970s. Source: Archive of Vera
Kerelezova, ethnologist

67. 69. 70. AvaotnAwpévos vepduunos pe vepotpiBn os ninpn Aeitoupyia otn
BouAidoa, Hnegipos. ®wt. ®ouAn Manayswpyiou, 2012. Mnyn: PRISMA
Restored fulling mill in working order, Vouliasa, Epirus. Photo Fouli
Papageorgiou, 2012. Source: PRISMA

68. Ypavtoupyeio otnv Hiilumaa, EoBovia. ®wt. Valdo Kuusemets, 2012
Woolen mill in Hiilumaa, Estonia. Photo: Valdo Kuusemets, 2012

NeQOUUAO
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Tanneries

71. 72. Taundkika oto KapAdBaoi tns Ldpou. dwt. ®ouAn
Manayswpyiou, 2012. lnyn: PRISMA
Tanneries in Karlovasi, Samos, Greece. Photo Fouli
Papageorgiou, 2012. Source: PRISMA

73. Avaotniwpévo Bupoobeyeio tou 1873, Tabahana,
Sevlievo, nepioxn Gabrovo, Boudyapia. BaBeis Adkkol
atnv audn nepIéxouv Tous KG6oUS TOU EVELATOS, OTOUS
onoious ta 6épuata eunotifovtav.

Qwr. lMepipepeiakd lotopiké Mouaeio, Sevlievo. 1970
Renovated tannery, 1873, Tabahana, Sevlievo, Gabrovo
region, Bulgaria. Deep pits in the yard, containing the
vats of grout, in which the skins were soaked.

Photo: Regional Museum of History, Sevlievo, 1970.
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Skin, especially goat skin, was traditionally a precious
product which was turned to fine leather in tanneries.
Tanneries tended to gather together, isolated as much as
possible at the edge of settlements, because of the strong
smell that leaked out of them, which was quite disturbing
for surrounding residences. In the islands of North Aegean
the tanning industry was flourishing at the end of the 19th
century and the beginning of the 20th, using the seawater
to soften and treat the skin. The tanneries are stone built
complexes with outstanding architecture that merits
preservation. Tanneries have been also a significant craft
industry in Bulgaria.

H npofidg, 161aitepa twv alywv, htav katd napddoon éva
noAvupo npoidév nou petatpendtav o e€aipeukd dépua
ota Bupoodeyeia - h ONWs €Ival yVwotd, 1a «TapNAKIKa».
Ta tapndkika htav cuvnBws cuykevipwpéva noAnd pad,
anopovwpéva otnv dkpn Twv OIKICPWV &aitias tns éviovns
HupwbIds nou avédivav, n onoia htav evoxAnukAi yia

TS KAtoIKies. Zta vnold tou B. Alyaiou, ol Blotexvies twv
Bupoobeyeiwv yvwpioav peydAn dvOnon oto téAos tou
190u kail ous apxes tou 200u aiwva, Kdvovtas Xphon Tou
Bandooiou vepou yia tnv enefepyaacia twv deppudtwy. Ta
tapndkika gival nétpiva Ktiopata, ta onoia anotedouv
oupnAéypata pe 161aitepn apxitektovikn nou agicel va
S1atnpn0Bei. Ta Bupoodeyeia anotéNecav enions onNPAvukn
Biotexvia otn BouAyapia.

Bupoodeweia




EPILOGUE

Traditional pastoral architecture has been
varied and versatile, original and European
at the same time, sharing the values and
tradition of rural architecture more generally.
The construction of building that are related
to sheep farming is inventive, revealing a
deep knowledge of the possibilities of natural
material, and is adapted to local climatic
conditions in an intelligent way. At the same
time it demonstrates elegance and harmony
with their surroundings through simple
forms and the natural chromatic range of the
materials used.

Pastoral buildings demonstrate:

Typical examples of vernacular
architecture. The pastoral structures consist
of buildings that follow the style, construction
methods and materials of the vernacular
architecture that is prevalent in each region.

Landscape features. Field barns and other
isolated buildings and enclosures play an
important role as landscape features. Drystone
structures in particular, create their own
distinctive aesthetics as they blend beautifully
in all types of landscape chromatically and as
forms and shapes

Models of survival. Straw and reed huts

in particular reflect a building technique that
also dates from pre-historic times and provides
models of survival, wise use of natural
materials, ingenious water and heat insulation
methods and unique aesthetic outcomes.
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Qwt. K. Mouotapéiou

Wise use of local materials. Many of the pastoral
structures were made of natural materials such as stone,
clay, mud-bricks, branches, poles, straw, twigs, reed and
wood according to the availability of such materials in or
around the construction site. The use of these materials
revealed a deep knowledge of their qualities, strength and
limits.

Inventive and intelligent ecological solutions. Clever
solutions to achieve insulation from heat, cold and water
are frequently demonstrated, using the local wisdom that
finds smart solutions to deal with the climatic conditions
of the particular region. Moreover, the combination of
materials, the planning of internal functions so that
economy of space is achieved and the inventiveness in
finding solutions for airing the building and preserving
food, teach us basic principles of architecture.

Models for new buildings. The lessons learnt from
traditional pastoral buildings constitute a depository for
the design of new buildings and the reuse of old traditional
structures. Lessons of bioclimatic principles, wise use

of materials, economy of space and integration in the
landscape are only some of the benefits expected from the
study of traditional pastoral architecture.

H napadooiakhn noipevikn apxitektovikn givar noAunAsupn
Kal xapaktnpi¢etal ané peydin noikidia, éxovias
TautOXpOova TonIKO Kal Eupwnaikd Xxapakthpa Kal
akonouBmvtas us yevikdtepes aies kal tnv napddoon tns
QPXITEKTOVIKAS TNs unaiBpou. H Kataokeun twv Kupiwv nou
oxeti(ovtal Ye tnv alyonpofatotpoia gival EPEUPETIKA,
anokanuntovtas pia Babid yvaon twv duvatothtwy

Nnou NPoo@éPouyV ta QuaIKd uAikd, eved npooappoddetal
€€unva ous tonikés kAipatonoyikés ouvOnkes. MapdAinAa,
emdeikviel kopywodnta kal appovikh éviagn oto nepifannov,
Xpnoigonolwvas anfés GOpUES Kal Tn PUOIKN XPWHATIKA
nanéta twv uAIK@V NouU XPNOIPOMNOIEi.

Ta noipevikd@ Ktiopata anoteAouv:

Tunika &€iypata tns tonikns napadooiakns
apXITEKTOVIKNAS. Ta povipa Nolpevika Ktiopata gival
Ktipia nou akofouBoulv 10 UPOos, TS KATAOKEUAOTIKES
peB66ouUs kal ta uAika tns EKACTOTE ToniKAs Napadooiakns
OPXITEKTOVIKNS NOU €NIKPATEi o€ KAOE neploxn.

Zuotatikd tou toniou. O1 didonaptes eykataotdoels
alyonpoBatotpoidas -pAvipes, oTAves Kal cuvVAph Ktiopata
Kal nepippagels- anoteNoUv oNPAVIKA CUCTATKE TOU
toniou. I61aitepa ta ktiopata ané &poniBid dnploupyouv
tn dikN tous Eexwpiath aigBnukn, kaBws evidooovtal
appovikd, 6oov apopd oto Xpwpa, tn HopPh Kal 10 oXhpa
o€ 6Aous Tous tunous tou nepifdnfovtos toniou.

Movténda enifinons. O1 kadUPes and dxupo kal kadduia
NAPANEUNOUV OE HIA TEXVIKA KATAOKEUAS, NOU avayetal
OTOUS MNPoiotopIkoUs Xxpévous Kal aviavaknd ta poviéna
enifiwons, Tn coPn XPNoN WV QUOIK®V UAIKMV, EUPUEIS
pEBAOOoUS oteyavonoinons Kal pévwons, Kabws kal éva
povadikd aiobnukéd anotéfeopa.

Mapabeiypata copins xpnons tonik®dv uiikav. MoAAd

EPILOGUE

and ta nolpevikd Ktiopata kataokeuddoviav pe
Qualka uflikd, énws nétpa, apyinos, toufna
ané Adonn, kAadid kabe peyéBous, ndcoanol,
axupo, kafdpia kal Ao, avanoya pe n
6100e01pdéTNTa AUtV twv UAIKWOY otov Téno
Kataokeuhs, h otnv euputepn nepioxn. H xphon
troiwv ufik®v anokafuntel tn Babid yvwoon
TV 1610TNTWV TOUS, TNS AVIOXAS Kal TwV opiwv
ToUs.

Mpétwuna enivonons kal é§unvav
oikofoyik®v Avoswv. E§unves AUoEIs yia
N PEyIoTonoinon s povwUKNS IKavotntas
TwV KUpiwv va avupetwnioouv tn Eotn,

10 KPUO Kal 10 vePO avayvwpilovial ota
neploodtepa Napadooiakd noipevikd Ktiopata,
ta onoia avupetwnifouv pe povadikd tpono
us kAIpaukés ouvBnkes KAOe neploxns.
AKO6pN, n peifn twv udikwv, n diappuBuion
TWV E0WTEPIKWV AEITOUPYIWV, €101 DOTE

va e§oIKovopEital Xwpos, Kal n enivénon
AUCEWV yia Tov agpIoPd Kai tTn cuvthpnon
WV po@ipwv pas diddokouv Bacikés apxés
OPXITEKTOVIKAS.

Mpoétuna yia véa Ktiopyata. Ta 616dypata
nou anokopioupe ané ta napadoaiakd
nolpevika Ktiopata anotefoUv napakatabnkes
yla 1o oxeblaopd véwv Kupiwv Kal yia

n enavaxpnon nafiwv napadoaciakwy
eykataotdoswyv. Aiddypata BiokAigaukns
AVUMPETWONIONS TOU KUpPiou, CUVETAS Xphons
Twv UAIK®V, OIKOVOIids Xwpou Kal éviagns
oto tonio €ival PepIKA pévo and ta opénn nou
NEOCHEVOUE and tn Pefétn tns Napadooiakis
NOIYEVIKAS APXITEKTOVIKNS.
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Natalia Mela NaTaAia MeAa

“Goat”, steel, «Katoika», xdAuBas,
135x132x25 cm  135x132x25 ¢k.

Meooc 2: O NOIUEVIKOC
BIOC OTNV Texvn

Part 2: Pastordl
Life In Arft
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Infroduction

Images of sheep, rams, lambs and shepherds are
often present in all aspects of European art, from
the antiquity to the present day. The characteristic
form of the animal appears, either in bucolic
scenes, in landscapes and mythological narratives,
or as a sacred allegorical image, and even as a
reference to the multiple symbolisms that have
been attributed to the animal itself. Its image

has also been associated with religious practices,
rituals, folk traditions and literary texts.

The figure of the sheep exists in art from the
earliest human artistic manifestations, the

first cave paintings. In Minoan art, it appears
consistently in pottery, frescoes and miniature
art. Its image has also been used on ritual and
everyday objects, as well as for the decoration of
temples from the Archaic to the Roman times.
Sheep appear in the symbolic iconography of
Christian art, in mediaeval sculpture and painting,
in Byzantine art, the arts of the Renaissance and
the Enlightenment, but also in recent periods,

in works of folk and scholarly arts, as well as in
contemporary visual art.

Sheep were domesticated about 10,000 years
ago; since then the presence of sheep and

goats in general was common and extensive

in various forms of art over the centuries. The
representations of sheep in art vary from ancient
to contemporary times: in some cases the animals
are depicted realistically, while in others they
represent mythical beings or deities; sometimes
they are depicted as common household animals,
sometimes only as fleece, yet they have never
ceased to be a source of inspiration for artists.

Sheep embody the reproductive force of Nature and this
association is reflected in art, according to the relationship of
man with his environment through the ages. For example, in
the 18th century the animals were thought to be sharing a
tender and loving relationship with their shepherds, a concept
which stemmed from the scholars’ desire for a return to
nature. At the same time, however, painters and engravers
attempted to illustrate the more rational approach to

nature promoted by scientists. After careful study of human
societies, artists in the 19th century started to promote rural
life as an alternative to the harsh reality of everyday life. This
approach lasted until the 20th century and the Industrial
Revolution, when some artists began using the image of
sheep to highlight the concept of an everlasting harmonious
relationship between man and nature.

Today, in the era of multimedia IT and lost values, the image
of sheep continues to inspire artists and appears regularly in
artistic creations in various forms, some completely modern,
and other, clearly, loans of the past.

Mapiva 2iouTn

«Zapakatodva Nogpn», 2013,
ponuBi o xapti

Marina Siouti

“Sarakatsanian Bride”, 2013,
Pencil on Paper

H aneikévion tou npofdtou, Tou Kpiou, ToU apvou,

TOU apvioU Kal Tou nolpgéva cuvavidtal cuxva o€ OMes us
EKPAVOEIS TNS EUPWNAIKNS TEXVNS, anNo Tnv apxaidétnta

€ws us Pépes pas. H xapaktnpiotikh pop@h tou {wou
epgavidetal, annes popés os Boukonikés okNvEs, o€
@uoloflatpikés avanapactdoels kal puBonoyikés apnynaels,
kal afes cav anAnyopikn IEph Hop@n, €ite akOUN Kal

ocav avagopd os noAdanious cupBonicpoUs, Nou €Xouv
anoboBsi oto {wo. H sikéva tou, e€aNNou, €XEl CUOXETIOTE]
pE Bpnokeutikés Npakukés, teAetoupyikd Spwpeva,
Aaoypa@ikés napaddoels kal AOYOTEXVIKA KEIPEVA.

To npoéPato otnv téxvn aneikovietal Adn ots NPwTeES
avOpwnives kaAAITeEXVIKES EKPAVOEIS, oTIS onnAaloypaqies.
Itn pivwikh t€xvn gpu@avidetal cuotnPatkd otnv
ayyeloypagia, ous T0IXOYPAPIES Kal TN PIKPOTEXVId.

H popn tou xpnoipgonoinbnke enions o ayyeia,
ToIXoypagies, teAetoupyIk@ h kaBnpepIvhs xphons
AVUKEIPEVA Kal OToV apXxItektovikd Sidkoapo vawy and tnv
apxaikn ws tnv pwpdaikn enoxn. To npépato napouacialetal
aképa ous cupPonikés avanapactdoels tns XpIiotavikns
€xvns, otn yAunukn Kai tn {wypagikh tou Meoaiwva, otn
Bulavuvn téxvn, ous téxves tns Avayévvnons Kadl ths ENOXNs
Tou Alapwtopou, aldld kal ota Vewtepa xpovia, ota £pya
tns Aaikns kal tns Adylas txvns, 6SNws Kal otn ocuyxpovn
gIKaoukn dnpioupyia.

To npoPato eEnpep@Onke npiv and 10.000 xpdvia nepinou
Kdl and 101 n napouacia Twv NPodtwyv Kal YEVIKOTEPa

TV alyonpoBdatwv o€ S1dpopes HopPES NS Téxvns UNNPEE
CUOTNHATIKA Kal EKTETAPEVN Katd tn SIAPKEIa TwV aIMVWV.
Ané tnv apxaidtnta £ws th cluyxpovn andédoon o€ EIKACTUKN
Hop®n, ol avanapaotdosls twv npofdtwv noikidouv: ta {wa
annote ep@avifovial péoa and peaniotKEs ANEIKOVIOEIS,
annote ws pubikd npoownonoinpéva ovia, dAlote ws
B¢ikés undapgels, dnfote ws oikéoita {wa, dAfote pévov ws

Eicaywyn

6épas, annd noté dev énayav va anotefouv
nnyn €UNveucns twv KanAITEXVOV.

To npoPato sival éva cuppono tns duvapns
Kal avanapaywyikns ikavétntas tns ®uons

Kal 0 Tpdnos PE ToV Ornoio avUPETWNioTNKE
kanAditexvikda e§enixBnke diapopetikd oe
Slaopetikés enoxés, CUPPWVA HIE Th oXéon
nou €ixe o avBpwnos pe 1o nepifannov

tou. Na napddeiypa, tov 180 aiwva ta {wa
htav nadnukoi PAptupes tns ayanns twv
Bookv, avadeikvUovtas tnv enBupia twv
Slavooupevwy yia eniotpo@h otn puUon.

Tnv idi1a enoxn, {wypA@ol Kal XapAKTes
anowinwaoav tnv npoonddeia twv eNICTNPOVWV
va npooeyyioouv tn guon pe évav opBonoyikd
1pono. H pebodbikn penétn twv avBpwnivwyv
KOIVWVIWV 06hynaoe tous kanAItéXves Tou

190u ai®va va npofdndouv tnv aypotkh {wh,
B6¢nAovtas va tnv avunapafdiouv otn okAnph
npaypatkétnta tns kabnpepivas {wns. H
NPOOoEyyion auth kpdtnoe péxpl tov 200 aimva
Kai tn Biopnxavikn Enavdotaon, ondte pepIKoi
kadAItéxves apxioav va xpnolpgonololv tnv
€Ik6va tou npofdtou pe okond va avadeifouv
v 16€a pias alwVIa appovikns oxéons petagu
avBpwnou kai guons.

IApepa, tnv Enoxn twv NoAupéowy Kal tns
Kpions twv a&icv, n eilkéva tou npofdtou
ouvexilel va epnvéel tous KanAItéxves Kal va
gpgaviletal cuotnpatkd ous KaAAITEXVIKES
Snpioupyies og noikines pop@és, ANnes evienws
ouyxpoves, kal difdes kaBapd ddveia tou
napeOo6vtos.



The visual creations on the theme of sheep
and other aspects of pastoral life presented
in the exhibition are separated into icono-
graphic categories, which cover both the
symbolic and allegorical aspect of this subject
matter, as well as the typical representations
of the sheep, either on its own, or incorpo-
rated in bucolic scenes, in pastoral landscapes
and mythological narratives. The exhibition
includes also an equally significant selection
of artworks, made of non other than sheep’s
amazing wool.
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NaTaAia MeAa

«Aiya, ylunté Natadias Mend»,
pwrtoypapia Apns Kwvaotavuvidns

Natalia Mela

Natalia Mela NaTaAia MeAa

“Little billy goat”, steel,
90x100x40 cm  90x100x40 &k.

«Tpaydki», xdAuBas, “Goat, Natalia’s Mela sculpture”,

photograph Aris Konstantinides

O1 eikaotikés dnpioupyies pe 1o npdPato

Kal aAfes NTtuxés Tou nolpevikou Biou, nou
napouaidadovial otnv ékBeon xwpiovial

O€ EIKOVOYPAPIKES KATNYOPIES MOU
npaypgatevovial t1ooo tn cupfonikn kal
affnyopikn nAgupd tns Bepatkns, 6oo Kal
TN XAPAKTINPICTIKA anegikoévion tou npdpatou
pévou h evowpatwpévou o BoukonikEs
oknvés, o€ NepIBanAovTKES NOIYEVIKES
aneikovioels, o€ puBonoyikés apnynoels. Mia
€nINpoaBétws onpavukhn evétnta cupnANPWVEI
10 apnynpatikd osvdapio tns ékBeans pe
€IKAOTKES Snpioupyies Nou €xouv ws KUPIO
uniké tnv eviunwoiakhn paadivn oAn.
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The sheep as religious symbol

loaonna Kafida

“Spirits”, 2013, oil

lwavva Kagida
“Spirits”, 2013, Adbi

on canvas, 53x59 cm o kauBd, 53x59 &k.

Many contemporary artists have been inspired by the
religious symbolism of sheep as the Lamb of God or
the Good Shepherd, i.e. Christ, which alludes to the
supreme sacrifice offered by God to purge man’s sins,
as described in the Gospel. A reference to the Lamb

- Jesus can be seen in the work by loanna Kafida.
Inspired by the Byzantine iconographical tradition,

it deals with the idea of Jesus transforming into a

o6

lamb and its relationship to other concepts, such as
the conflict between good and evil, divine and the
diabolical, heaven and hell. On a similar theme evolve
the works by photographers Elly Economides and
Sofia Antonakaki, which in this case consist of a series
of photographs, that realistically depict the slaughter
of the animal - symbolic figure.

To NPOBATO WC BONOKEUTIKOC CUBOAICIIOC

20QIa AVTWVAKAKN
«Apvav opayn»,
2013, slide show

Sofia Antonakaki

“Lamb Slaughter”,
2013, slide show

MoAnoi cUyxpovol kaAAitéxves eunvelotnkav
and tous BpnokeutkoUus cupfoniopous tou
npofdtou, 6nws tov Auvéd tou B€oU h tov
Kané Moipéva, 6nA. tov Xpiotd, cupBoniopous
nou avagépovtal otnv unéptatn Buaoia, tnv
onoia cUp@wva pe 1o Euayyénio Nnpocépepe o
O¢e6s ws €€1Néwon yia us avlpwnIves apapties.
Avagpopd otov Apvo - Incou kdvel oto €pyo

s n lwdvva Kagida. Ennpeacpévn and to
gIKovoypa@Iké npdypappa tns Bulavuvns
napddoons, NpaypateUstal tn PETAPOPPWON
T0U IncoU o€ apvo ouvdéovtds tnv Kal pe anfes
€vvoles, 6nws tou Kafou Kail Tou Kakou, Tou
B€ikoU kai tou diaponikoy, tou napadeicou Kal
s kéAaons. Tnv idla Ogpaukh Npaypatevovtal
EIKAOUKA Kal o1 pwtoypdpol EAAn Oikovopidn
Kal Zogia Aviwvakdkn, adld péoa anoé oeipés
PWIOYPAPIWY, ONOU ANOTUNMVETAI PEANIOTKA N
o@ayn tou cupponikou {@ou.

EAAN Oikovouidon
«Xwpis titAo», 2004, slide show

Elly Economides
“Untitled”, 2004, slide show
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Kelly KeAAu
Athanasiadou ABavaoiadou

“Sacrifice”, 2010,  “Sacrifice”, 2010,
Steel, Stainless Steel, atodni, avo&eibwto
16x47x25 cm  atoddi, 16x47x25 k.

The installation by Dionyssis Protogeros,
“Lambs Slaughtered”, depicting a string of
slaughtered animals hanging from hooks, is yet
another reference to the sacrifice of the lamb.
Kelly Athanasiadou presents a more abstract
approach to the theme of sacrifice, choosing
to show only the sacred vessel used for blood
offering, while Apostolos Zolotakis makes a
complete joke of the subject by setting up
spits among replicas of ancient columns in his
installation, thus expanding it to suggest the
sacrifice of an entire culture.

The sheep’s sacrifice, a subject of great
religious significance and eternal value, as seen
through the ancient and the contemporary
rituals of the Greek countryside is the main
theme in the works by Apostolos Chantzaras
from the series “Feasts”. In these the lamb is
depicted as a votive offering and the animals
appear either on the back of the pilgrims -
devotees or incorporated in the human form, a
reference to ancient Greek iconology.

The sheep -ex votos made of metal by a
team of students from the School of Fine Arts
in Sofia, Bulgaria carry influences from the
ancient Thracian art.
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Dionisis
Protogeros

“Connotations’; 2013,
plaster, wood, rope,
16.30x6.20x6.35 m

Apostolis
/olotakis

“Dog or Lamb”,
2011, installation,
180x150x150 cm

Alovuonc
[NowToOvVELOC
«Xuveippoi», 2013,

yuwos, &uAo, tpixid,
16.30x6.20x6.35 p.

ANOOCTOANC
ZOANDTAKNC
«Kuwv n Auvos»,

2011, eykatdotaon,
180x150x150 k.

Apostolos
Chantzaras
“Sheep ex-voto”, 2010,

tempera on paper, 50x50 cm

ANOOTOAOC
XavTlapacg
«Apvid-tduata», 2010,

téunepa o xapti, 50x50 k.

Ztn Buoia tou apvou napanéunel Kal n
eykatdotaon tou Aiovuon lMpwtdyepou, «Apvid
and o@ayn», nou aneikovilel pia ogipd and
opaxtdpia oto tolykénl. Aviibeta, nio agaipetika
avupetwnilel 1o Oépa tns Buoias n €IKACTIKOS
KéAAu ABavaoiddou, nou napouaiddel pévo 10
1Ep6 Soxeio TNS NPOCTPOPAs TOU AiPAToS, EVWD

0 Anooténns ZoAwtdkns diakwpwdei 1o Oépa
bivovtas Siagopeukn didotaon, auth tns Buaias
€vos onokAnpou nofdituopou, napouaidlovias
ooUBNes avApeoa o€ OpoIDHATA apXaiwV
KoAwVwV otnv eykatdotaon tou.

Tn Buacia tou npofdtou pe 6AN tn
Opnokeutkdtnta kai Siaxpovikdinta Tou
B£patos, nou Siagaivetal péoa and ta apxaid
Kai ta vedtepa €B1pa s eAAnvikAs unaiBpou,
Bpiokoupe kai ota épya tou Anéotofou
Xavt{apd otnv evétnta «navnyupiar». Xe autd,
N HopP®N TOU EPIPIOU ANOTUNWVETal &V €ibel
npoogopds kai tduatos, ta 6 {wa dAnote
petagépovtal otnv NAdTN Tou NPooKUvVNTN-
Taypévou ki ANAOTE EVOWPATWVOVTal PE

v avBpwnivn popen, NApAnEPNovVias os
apxaioeAfnvikd gikovoypa@ikd npdétuna.

Epnveuopéva and tnv apxaia ©pakikh tExvn
gival kai ta petanfikd npéPata-Tapata, nou
napouclddel n opada @ornt®V tns oxonis
Kandv Texvwv tns Zoglas otn Boufyapia.

Prof. Emil Bachiyski, Ventsislav Shishkov, Nikoleta
Ivanova, Mihaela Kamenova, “Replicas of Old-
Thracian and 20th century ex-votos”, 2013, brass
sheet, =10 cm

Ka6. Emil Bachiyski, Ventsislav Shishkov, Nikoleta
Ivanova, Mihaela Kamenova, «Avtiypagpa ané
apxaia Gpakikd kai 2000 aiwva tduata», 2013,
@UAAo unpoutlou, ~10 &k.
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Marios Teriade -
Eleftheriadis

“AMNOS”, 2012,
wooden typefaces,
160x95 cm

Marios Eleftheriadis in his work “AMNOS" makes his
own statement on religious symbolism by using the
sign of the cross, as well as the image of the sheep
itself. The clay composition of the sculptor Theodoros
Papagiannis titled “Troika” is yet another reference
to the Christian iconology of Christ as the Good
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Mapiog Teriade -
EAeuBepiadnce

«AMNOZ», 2012, EuAiva
turnoypagikd otoixeia,
160x95 &k.

Shepherd, though in his case the Good Shepherd is
the ‘troika’, who hopes to save the sinful sheep.

An iconographic association loaded with religious
symbolism, in which the sheep is the main element,
is made by Eleni Pavlopoulou in her work “Sheep

in Ark”.

Theodoros
Papagiannis
“Troika”, 2013,
terracotta, 50x60 cm

©e0dWOEOC
[Tanayiavwng

«Tpoika», 2013,
tepakota, 50x60 &k.

‘Evas Eexwplotds unaiviypos oto OpnokKeUTKO
oupBoniopd ival ékdbnios oto épyo « AMNOX»
tou Mdpiou EneuBepiddn, péoa anod to
oupBono tou otaupou, afid kai péoa and
v €IKOva Tou idlou tou npofdtou, Onws

10 Xpnaiponoiei. e évav dAfo xpiouaviko
oupBoniopd tou XpiotoU ws Kanou Moipéva
napanépnel n KEPApikn ouvBeon tou yAunn
©e6dwpou Manayidvvn pe tov titdo «Tpdikax».
EbSw, kanoés noipévas yivetal n 1pdika, Nou
euedniotel va owoel ta apaptwid npédparta.

Mia cupPonikd BpnokeutKh EIKOVOYPAPIKN
OUOCXETIoN, JE KUPIapPXO TO EIKOVOYPAPIKO
oupBono tou npofdrou yivetal kal ané v
EAévn Naudonounou oto épyo «MpdPato o
KIBWT6».

Eleni EAevn

Paviopoulou lMauAonouAou

“Sheep in Ark”,  «[lpéBato og kIBwio»,

2007, mixed media, 2007, UEIKTA TEXVIKA,

150x115cm  150x115 &x.
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The sheep as an allegorical Being

To NPOBATO WC AAANYOPIKO OV

g
Nikos Angelidis Nikoc AyyeAidng Kostis Moudatsos KwoTnc MoudaToog
“The sheep and the mirror”,  «To npdBato kai o kaBpéptns», “Governess”, 2012, gouache on  «H Tpo@ds», 2012, téunepa o
2013, oil on canvas, 45x55 cm 2013, Ad61 o€ kauBd, 45x55 &k. cardboard , 40x55 cm  xaptovi, 40x55 ex.

The form of the sheep often has a prominent
role in allegorical scenes. Nikos Angelidis, in
an intense surreal mood, presents an innocent
sheep, being transformed into a wolf through
its mirror, thus creating the allegory of a split
personality. Kleoni Manousaki, in her video
installation “Fear”, depicts an innocent playful
sheep, dressing up as a semi-wild tiger, an
allegory of our hidden self. Kostis Moudatsos,

H pop®n tou npofdtou éxel cuxva
NEWTAYwWVICUKO pono Kal o anAnyopikEs
oknvés. O Nikos Ayyedidns pe pia éviovn
ooupeanioukn 81d0son napouaciddlel éva abwo
npoéfato va petatpénetal oe AUKO Péoa oTov
kaBpé@tn tou, avixveovtas tnv afdfnyopia
pias Sixaopévns npoownikotntas. H KAemvn
Mavouaodkn otn Bivieo-eykatdotaon «O
DdoPos» deixvel éva aBmo naixvididpiko
npopato va petap@iéletal o npidypla tiypn,
pia afddnyopia otov Kpu@o pas eautd. O
Kwots Moubdtoos o’ éva épyo tns oslpds
«Serena Alienazione» xpnoiponolei tn

in a work from the series “Serena Alienazione”, Kleoni Manousaki  Khedvn Mavouodakn Egli Petta  AivAn MNeTTaO pHop@h NpoPdtou ws UNaIVIyUO O EPWTKES

uses the image of sheep as an insinuation “Submission”, 2013, animation: ~ «Ynotayn», 2013, KIvoUuEVO “Plot against nature”, 2013, «Xuvopwaia gvdvua tn QUon», afinyopies. TéAos, n AiyAn MNéwa pe n
for erotic metaphors. Finally, Egli Petta, with Yiannis Mitsikaris,  oxéb6io: [1dvvns Mntoikdpns, oil and acrylics on canvas, 2013, Addi kai akpuiké o€ «Yuvopwaia evavtua oth guon», napabétel pia
Kleoni Manousaki  Kiewvn Mavouodkn 107x48 cm  kauBd, 107x48 k.

the “Plot against nature”, cites an allegorical affAnyopikn avagopd otus apxEéyoves Suvapels

reference to the primal forces of nature. . s guons.
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The figure of the sheep:

H @ryoupa Tou nooBATou:

a spark of artistic creativity EVAUOA KAAAITEXVIKNG dNUIOUOYIAC

/axapn 2Uuepou
“Lamps_threefold”, 2013,
Adé1 oe kapBd, 110x85 ek.

Zaxari Smerou

“Lamps_threefold”, 2013,
oil on canvas, 110x85 cm

Many works in the exhibition deal

with the figure of the animal itself, its
volume, its movements, its positions, its
expressions, such as the works of Zaxari
Smerou and Antigoni Manolidou, who are
experimenting with the depiction of the
form of the animal, using a lot of realism
blended with strong dramatic elements.
Efi Soutoglou, with an apparent
naturalistic approach, integrates the
image of the animal in its familiar bucolic
environment, in nature, next to the
pastoral settlements.

The work of Kallirroe Marouda is filled by
a clearly visible dreamlike atmosphere, and

MG 2 CE T (el 5 Er Antigoni Manolidou  AvTiyovn MavaoAiSou Efi Soutoglou Epn JoUTOYAOU
surrounded by a melancholic aura within “Untitled”, 2013, oil  «Xwpis titlo», 2013, AdbI o€ “Koiliomeno Zakynthos”, 2013,  «Koidiwuévo ZdkuvBos», 2013,
an abstract supernatural landscape. on canvas, 45x50 cm  kauBd, 45x50 k. oil on canvas, 24x30 cm  Adé1 o€ kauBd, 24x30 ex.
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KaAAiopon Mapouda

«XUvvepa npdBata», 2013,
Adé1 o€ pouoapd, 68x68 ek.

Kallirroe Marouda

“Sheep clouds”, 2013,
oil on canvas, 68x68 cm

MoAAd €épya tns ékBeons npaypateoval

v id1a tn popehn tou {wou, Tous GYKouUs,

s KIVAGEIS, TS OTd0oEls, T0 UPOos tou, 6nws

Ol aneiKovioels tns Zaxaphs LPEPOU Kal Tns
Avuyoévns Mavwiibou, nou neipapatifovtal
pe tnv andédoon tns popgonoyias tou {wou,
Xpnolpgonoliwvtas nofnd peanioukd otoixeia
kal évtovn Beatpikdétnta. HEpn ZoutoyAou pe
gppavés vatoupdiotkd UPOos EVOWHATOVEI
v eIkéva tou {wou oto olkeio Boukonikd

nepifandov, otn guon, dinfla ous NOIPEVIKES

€YKATaOTdoEls.

To épyo tns Kaddippdns Mapouda

katakAUdetal and pia ékénAn ovelpikn

61d0gon Kkai o1 popPés twv Npofdatwy, ayvés

kal e§iNewpéves, napouaoidlovtial o€ pia
peAayxonikh alpa péoa o€ éva apaipetikod
pETa@uoiké tonio.
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The sculptures of Aphrodite Liti, “Pair

of rams”, are also realistically rendered,
nevertheless, the shimmering glass tiles cover
the bodies of the animals with such skill, so
that they lose neither their suppleness nor
their individual features; they simply manifest
their superiority as cherished, admired, lofty,
beautiful and strong creatures.

Massive, prominent metal compositions with
billy goats, goats and their kids, emerge from
the iconographic universe of Natalia Mela. She
says she was inspired by their unbreakable
relationship with the Aegean landscape and
describes the Greek word for them (“Aeges”)
as synonymous to the word “Aegean”. More
to the point, both words share a common
pelasgic root “aeg-", from where the Greek
words for goats {aiyes}, seashore {aryianés},
shield {aiyis}, storm {kataiyis}, Aegean etc.,
derive.
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Aphrodite Liti
“Rams couple”, 2010,

bronze, mosaic,
100x100x0,40 cm

ApoodiTn AiTn
«ZEuyapl Kpiapiwv,
2010, xafkds, yneibes,
100x100x0,40 &k.

Natalia Mela NaTaAia MeAd

“Mad goat”,steel,

«TpeAo katoiki»,xdAuBas,

90x100x40 cm  90x100x40 &k.

Peanioukés ival apxikd €ival kal ol anodoaoels ota
yAuntd épya tns Appoditns Aitn, «Zeuydapi Kplapiwv».

‘Opws o1 anactpdntouaces yudnives yngides

kafAuntouv ta owpata twv {Hwv pe tétola de§lotexvia,

WOTE va pnv xavouv oute tnv euduyiaia, oUte ta

I6laitepa xapaktnplotkd tous, anfd va dgixvouv
v ungpoxn tous ws Aatpepéva, (nfeutd, ayépwxa,

o6pop@a kal duvatd nidopata.

Xto eikovoypa®iké cupnav tns Natadias MeAq,
Eexwpifouv ol cuPapés nepiontes petanAIKEs
ouvB€oels pE Tous TPdayous, s diyes Kal ta epigia. H
i6la dSnAwvel Nws ta UNVeUTTNKE and tnv ApPNKIN
OX€0N TOUS PE TO Tonio tou Alyaiou Kal ta NePIYPApEl
WS oUVWVUHA peE to Alyaio. AlAwote, npoépxovial
ané koivh nefacyikn pida, aiy-, an’ 6nou NPokKUNTIoUvV
Kal ol A€€els aiyes, alylanos, aiyis, katalyis, Aiyaiov...,

o/



Eleni Tzatzalos

“Schokland”, 2013,
textile: 8 colour
“Jacquard” weaving,
cotton, 160x220 cm

Images of sheep are shown also in the
installation by Dimi Bitsakou, whose title

“l was a little shepherd...”, alludes to a well
known Greek traditional pastoral tune, but
rather in a sense of mockery. Rather realistic,
too, is the work “Golden Fleece” by Irini Kana,
who shows images of sheep in their natural
environment.

Eleni Tzatzalos draws her inspiration from

a protected species of sheep from the
Netherlands, for her impressive work enhanced
with symbols - ideograms of pastoral life.
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EAevn TCaTlaloc
“Schokland”, 2013,
upavto: 8 xpwyia
“Jacquard”, BapBdki,
160x220 &k.

Natfalia Mela  NaTaAia MeAd

“Goat’s head”, bronze, «KepdAi katoikas», opeixalkos,
25x32x22 cm  25x32x22 &K.

Dimi Bitsakou

“I was a little shepherd...”,
2013, mixed media,
150x150 cm

Irini Kana  Eionvn Kava

“Golden fleece”, 2013,

«Xpuoduano», 2013,

oil on canvas, 70x100 cm  Adbi og pouoayd, 70x100 &x.

NTiuNn MriToakou

«Toonavdkos nuouva npoBatdkia
@UAaya», 2013, UEIKTA TEXVIKN,
150x150 &k.

Mop@és npoPdtwv napouciddel Ye pia
6100eon Opws dlakwpwdnons kai n Ntipn
Mnitodkou otnv eykatdotacn «Toopunavakos
APoUVA...», MOU NAPANEUNEl OTO YVWOTO
enNANvIkd Nnapadoaiakd nolpevikd dopa.
EAappd peanicukés gival ol TAoEIs Kal oto €pyo
«Xpuoopannio &épas» tns Eiphvns Kavd, nou
npaypatevetal EIKACUKA PopPés npofdtwyv
péoa o€ pia nepifandovukh angikévion.

Mia pop®h npootateudpevou npofdtou ins

OAnnavdias evénveuoe tnv ENévn T¢atlanos yia
10 EVIUNWOIako, epnAoutiopévo and cupfona
- 16eoypappata tou nolpevikou Biou, épyo tns.
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The pervasive expression of emotions
through the tender relationship
between man and his dear
domesticated sheep, is reflected by
the conceptual oil painting by Yiannis
Kastritsis.

The work by Elena Akyla “reveals
the internal and underlying links...

in order to discover a relationship,
which is now lost, a relationship that
lies beneath the surface.” A similar
emotional bond is revealed from

the context of Pavlos Habidis work
“Encounter in the orchard”.

Pavlos Habidis

“Encounter in the orchard”,
2008, charcoal, ink and oil
on canvas, 92x71 cm

[TAaBAOC Xaunidng
«Zuvdvtnon oto nepiBoni»,
2008, kdpBouvo, aivikn peAdvi
kai Ndd1 o€ kauBd, 92x71 ek.

Yiannis Kasftritsis

“Untitled”, 2003,
on canvas, 172x203 cm

Elena Akyla

“Six Sixths”, 2013, photographs, red

thread, 7x10 cm

Navvne KaoTpitong

Xwpis titdo», 2003,
Adé1 o pouoayd, 172x203 &x.

EAeva AKUAG

«E& Exta», 2013, pwrtoypagies,

kOkkivn kAwotn, 7x10 &k.

Tn di16xutn exkbNAwon
ouvaioOnpdtwv péoa and v
TpPUPEPN oxéon Tou avBpwnou pe
10 Npoo@Inés katoikiblo npdéPato
anotunwvel o evvolonoyikés
Xapaktnpas otnv eAaloypaia tou
Navvn Kaotpiton. Enions, 1o épyo
tns Efevas AkUAa, «Qpavepwvel ts
EOWTEPIKES KAl UNOYEIES OXETEIS. ..
pe okond va avakadu@Bei pia oxéon
nou unnpxe Kail éxel xaOsi, pia
oxéon Katw anod v enipaveiar». Eva
avtiotoixo cuvalioOnpatkoé 6écipo
(PAVEPWVETAI Kal 0ta cup@palopeva
tou NdapAou Xapnidbn otn «Xuvavinon
oto nepIBOAI.
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The presence of sheep is manifest in Alekos Levidis’ s
“Still life” as well, though only in the remains of the
dead animal, its horns. The creation of this work was
prompted by the landscape of an Aegean island.

In this section of the exhibition, which deals with the
actual figure of the sheep, participates also the artist
Teodor Lihov from Bulgaria, with his drawings “No

Time, No Age ...”, that emerged from his in situ research

/2

Alekos Levidis  AAexkoc AeBidnc

Astypalaia, 1983, acrylic AotundAaia, 1983, akpuAiké
on wood, 120x45 cm ot o, 120x45 k.

throughout Europe. His pale color sketches constitute
studies on the shape and movement of sheep.

Martin Yordanov, also from Bulgaria, offers a very
different aesthetic approach with his work “The
Ram'’s voices”, which describes effectively and rather
innovatively the volume of the animal, hinting at the
same time at the musical themes of pastoral life.

H napoucia tou npofdatou gival euepavis Kal otn
«veKph @Uon» tou Afékou AeBibn, anid pévov and
Ta anopeivapia tou vekpou {wou, ta kEpata. AQopun
s dnploupyias otdOnke 10 pUACIKOG tonio
aryaionedayitukou vnoiou.

Itnv vOTNta Nou agopd tn piyoUpa tou npofdtou
CUMHETEXEI Kal 0 EIkaotikos Teodor Lihov ané tn
Boufyapia, pe us oxeb100UKES TOU ONPEIDOEIS

“No Time, No Age...”, nou npoékuyav Uotepa anod

Teodor Lihov Teodor Lihov

“No Time, No Age...”, 2013,  “No Time, No Age...”, 2013,

eniténies épeuves o€ 6Mn tnv Eupmnn. Ta oxé6la tou oe
S1aBaBpioels axvwv tovikwv Xxpwpdtwv enegepyddoval
I popgonoyia Kal us KIVACEIS Twv NpoBdtwy.

Mia noAu diagopeukh alodnukn avupetwnion Sivel n
kataokeuh “The Ram’s voices” tou Martin Yordanoyv,
enions anoé tn Boudyapia, nou epgavilel nepiypagika
tov 6yko tou {wou Y’ évav eEaipeukd npwtdtuno 1poéno,
61106 U0VTas unaivixukd Kal otn poucikdInta Tou
nolipevikou Piou.

Martin Yordanov

«OI QwVEs ToU KploU», 2011, kepapiko
Kivnukd yAuntd, 60x180x130 k.

Martin Yordanov

“The Ram’s voices”, 2011, ceramic
kinetic sculpture, 60x180x130 cm

drawings from the artist sketch  oxébia and to onueiwyatdpio tou

book, 90x33 cm  kaAdAitéxvn, 90x33 k.




Pastoral images

In the context of the relationship between
symbolic and actual representation,
contemporary Greek artists were inspired

by the figure of the sheep to create idyllic,
realistic, dreamlike and surreal images.
Another subject matter, though void of
symbolic content, that has always fascinated
artists, has to do with depictions of pastoral
settlements. Andreas Kontellis has rendered
in an expressionistic style the dynamic quality
of settlements integrated peacefully in the
environment of his homeland, Lemnos. Vassilis
Papanikolaou has depicted a settlement in
Epirus, made from recycled materials, paying
special attention to the details of his drawing.
Giorgos Giotsas, after thorough study of the
architecture of pastoral settlements and other
elements of the countryside, has crafted a
postmodern sheep pen. Kornelios Grammenos
has created a reference to the pastoral
heritage with the aid of visual elements from
shepherds’ huts, though in a distinctively
abstract style.
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Andreas Kontellis Avdpeac KovTeAANC

Horizon in Korno Lemnos”,  «Opiovtas otov Kopvo
2003, oil on wood,  Anuvou», 2003, Adbi os £uo,
38x29 cm  38x29 &k..

Vassilis
Papanikolaou

“Epirus”, 2013, egg tempera
on wood, 40x50 cm

BaoiAnc
[NanavikoAOoU

«Hneipos», 2013, auyotéunepa o
&uno, 40x50 &k.

[IOIUEVIKEC EIKAOTIKEC AVAPOLEC

Kornelios Grammenos

“Sarmata”, 2007-2008,
ply wood, (wall relief),
120x330x15 cm

Méoa o’ autd 1o kiipa petagu oupBoniopou kal
Hop@Ikns avalhtnans, n Hop®h tou npofdatou
gpnvéel kal tous oUuyxpovous EAlnves eikaotikoUs o€
avanapaotdosls eil6uANIakés, peanIoUKES, OVEIPIKES
kal e§wnpaypatkés. Mia dAdn Bgpaukh evétnta,
Xwpis Opws cupPonikd NEPIEXOUEVO, NMOU ENioNS
ouvavtdtal cuotnpatkd otous gikactikous, givai ol
AneIKOVioels NOIYEVIKWY eykataotdoswyv. O Avdpéas
KoviéAnns anédwoe e€npeoiovioukd to duvapiopd
EYKATAOTACEWVY NOU Eival EVOWHATWUEVES EIPNVIKA
oto nepifdnnov tns 16iaitepns natpidas tou, tns

KopvnAloc Ioauuevoc
«Zdpuata», 2007-2008, kévipa-

nAaké, (enitoixio avdynu®o),
120x330x15 k.

Anpvou. O Baoifins NManavikoAdou anotinwoe

pia eykatdotaon otnv 'Hneipo, puaypévn and

uflikd deltepns xpnons, Pe oxedlactukn éupaon

otn Aentopépela. O MNwpyos Notoas, petd and
ouotnpatkn PENETN tNs APXITEKTOVIKNS MOIPEVIKMDV
eykataotdoswy kal dAdwv avagopwy tns unaibpou,
PINOTEXVNOE PIa PETAPOVIEPVA EIKACTUKA PAVIPA.

O KopvnAios Mpappévos xpnaolponolmvias Hop@Ika
OTOIXEIO MOIYEVIKWV Napannypdatwy napanéunel otnv
NoIPEVIKN KANPOVOIA, av Kal PE éViova a@alpetKn
6166¢eon.
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Sotiris Sorogas

“Rusts”, 1995, oil on fabric,
100x100 cm

The compositions of Sotiris Sorogas, with his
subtle arrangement of volumes, be it stones
or rusty things, constitute a tribute to the
aesthetics of the pastoral landscape in the
exhibition. Likewise, the work of Michalis
Katzourakis, “Vodolas 07", is in discourse with
pastoral settlements.

/6

2OTNPENC 2000YKAC
«ZKoupliés», 1995, akpuiiké oe
navi, 100x100 &k.

Sofiris Sorogas
“Stones”, 1992, oil on fabric,

2OTNONC 2000VKAC
«[étpes», 1992, akpuniké o
navi, 80x100 &k.

Ta épya ou Zwthpn ZOpOyKa PE TS OUVOEDEIS
anoé appoviKous OYKous, €ite anod nETpss, &ite
anoé okouplgs, ektibevial atov ekBeoiako 1016
oav évas QOpos UPns otnv dicbntikh tou
nolpevikoU toniou. Avtiotoixo poéfo diandyou
HE TS MOIYEVIKES EYKATAOTACEIS TNs unai®pou
anotefei kal 1o épyo tou Mixann Kat{oupdkn,
“Vodolas 07".
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An allusion to pastoral life is also made by the
miniature work of Laszlé6 Kovacs from Hungary,
which depicts the life size figure of a shep-
herd. Janusz Szpyt, from Poland, exhibits two
paintings, “It's not easy to be a shepherd” and
“Ghost of the shepherd”, where he raises his

concerns about the hidden aspects of everyday
pastoral life.

A visual approach on the subject matter of pas-
toral life is made through the art of photogra-
phy as well: the camera lens of Natalia Tsouka-
la, with her familiar abstract style, captures the
pastoral landscape, while Nikos Mastropavlos
presents a scene of the everyday pastoral life
with emphasis on its immaterial side.

NaTaAia TOOUKOAQ
«Katoika», pwtoypapia, 50x50 &k.

Natalia Tsoukala
“Goat”, photography, 50x50 cm

NIKOAQC MaoTOOMAUAOC

«O xop0s tns oitdkas», 2011,
Qwroypagpia, povadikn ektunwon
o¢ xapti ubatoypagias, 70x50 &x.

Nikolas Mastropavlos

“The dance of sitaka”, photography,
70x50 cm

Janusz Szpyt  Janusz Szpyt

“It's not easy tobe a  «Aev givai eukoAo va
shepherd”, 2013, painting,  €ioai Bookds» , 2013,
oil on plank,  {wypapikn, AdéI os oaviba,
53x29 cm  53x29 ek.

LAszIo Kovacs

“Putu”, 2003, "My Ancestor”,
sculpture, metal, smith-work,
16x14x14 cm

L&szId Kovacs
“Putu”, 2003, “O npdyovos
pou”, yAuntd, uétano,
petadoupyia, 16x14x14 k.

Janusz Szpyt  Janusz Szpyt

“Ghost of the shepherd”,  “To @dvtaoua tou Bookou”,
2013, painting, oil on plank, 2013, {wypapikn, Adbi oe

50x28,5cm  oaviba, 50x28,5 ¢k.

Ava@opd otov nolpevikod Bio KAvel Kal 1o £pyo
MIkpoyAuntkhs tou Laszlé Kovacs, and tnv
Ouyyapia, nou sikovidel tnv oNdéown @lyoupa
€vos Bookou. O Janusz Szpyt, and tnv MoAwvia,
napouaoialel 6uo épya {wypaiknis, ta “It's not
easy to be a shepherd” kai “Ghost of the shep-
herd”, énou npofdanel tous npofAnuatcpous
T0U YUpw anod tnv abBéatn nAgupd tns
KaBnpepivotntas tou nolpevikou Biou.

Eikovoypa@ikh avagopd otn Bgpatkn tou
noipevikoU Biou yivetal kai péoa anod tnv éxvn
NS PWIOYPAPIas: 0 PWIOYPAPIKOS PAKOS Tns
Natadias Tooukand, pe 10 yvwotd apaipetikd
s 1poéno, pds piAdel yia 1o Noigevikoé tonio,
evw o Nikos Maotponaufos napouaiddel

MIa oknvih tou KaBnpepivou noipevikou Biou
agnivovtas va diagavei kal n duiin nAgupd tou.



Sheep: a timeless image from ancient mythology
o contemporary visual references

Alekos Fasianos

“Pan”, etching,
22x20 cm

In ancient Greek mythology the notion of the sheep
was extremely popular; the animal often appears

in the form of a garment or the golden fleece and
sometimes acts as a ram-shaped pastoral God of
fertility. The ancient god Panas, protector of shep-
herds, inspired Alekos Fasianos, who depicts him in

ANekoc Paociavoc

«O llav», eni{wypa®IouEvo
Xapaktko, 22x20 k.

his painting as a boorish shepherd, yet gentle with
his sheep. Many pastoral stories were told by Aesop
in his fables, that were illustrated by Manolis Charos,
conveying their essence in a narrative way. Visual art-
ist llias Poulos decodes the myth of golden fleece in
minimalistic form in his small installation.

TO MEOBATO: UIA DIAXOOVIKN EIKOVA, AMNO TNV AOXAIA UUBOAOYIC

Y m\-"\.-
-

X2

Manolis Charos

“The widow and the sheep -
Aesop’s fable”, 2010,
engraving, 140x110 cm

MavmAnc Xapoc
«MU0os tou Aiownou: MNMpdBatov

Kelpouevov», 2010, Xapaktko,
140x110 k.

OTA CUYXOOVA OMTIKA UNVUUATA

Itnv apxaia eAAnvikn puBonoyia n évvola

toU npofdtou htav e§aipeukd diadedopévn,
apou 1o {wo spgaviletal anfote ws évdupa,
annote ws xpuoopanno 6épas, ki ANAote ws
KPIOHOPPOS MOIYEVIKOS B€bs tns yovipdtntas.
O Bgbds-npootdins twv nolpévwy MNavas
gvénveuoe tov Anéko daoiavo, nNou tov
EUQaviel oTo £pYO TOU WS AypPOoiKo Molpéva,
TPUQPEPOS pe ta npoPatd tou. MoAnés nolpevikEs
Iotopies dinyeital kal o Aicwnos otous pUBous
T0U, Nnou gikovonoinos o Mavmins Xapos

p’ évav apnynpatkd tpéno npopfdnnovias

10 onpaivopeva. To pubo tou xpuobduanfou
6épatos kwdikonolei pe pivipafiotkn d1dBeon
o €iIkaoukds Hiias Mounos otn pikph tou
tpiodidotatn eykatdotaon.

HAiac TTouAog
«®nuonoyeital 6t npokeitai yia Kouudu

tou xpuodpaniou 6épatos», 2013, kataokeun,
35x35x53 €k.

llias Poulos

“It is rumoured that it is a piece of the golden
fleece”, 2013, consrtuction, 35x35x53 cm



The sheep: a mutant threat

lotoff

«Anokpuntoypd@non pviuns IX», 2013,
peIktn texvikn, 80x80 k.

lotoff

“Deciphering memory IX”,
2013, mixed media 80x80 cm

Another aspect of this subject, that has
concerned the artists, revolves around a
current affair, that of the Mutant Sheep,
which is regarded as a major scientific
achievement, with significant consequences
on the food chain nonetheless. lotoff dealt
with the deconstruction of the form of the
mutant animal. Giorgos Tserionis, in an entirely
different rendition of the “sheep”, presents
only its head with distorted features. His, is

a post-modern approach that alludes to the
reality, powerful yet impaired, of the day after.
The mutant sheep of Stathis Vatanidis, on the
other hand, appears -humorously enough-
utterly refined; he pays attention to the street
signs, paces along with his fellow citizens and
co-exists with them in perfect harmony.
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Giorgos Tserionis

“Native land”, 2010,
acrylic colours on canvas,
120x120 cm

[wpyocg Toeplimvng
«Native land», 2010,

akpuAikd o€ pouoaud,
120x120 k.

Ta MooOBATA: UETAAANAYUEVN AMEIAN

Stathis Vatanidis

“Passage”, 2013, oil
on burlap, 60x63 cm

Mia dAAn didotaon nou anaoxéAnoe tous KanAItEXVES
agopd éva enikaipo ¢htnpa, 1o Metaniaypévo
MNpoéPato, 1600 ws eniteuypd s ENICTNRNS 0O Kal

yla tnv eniépach tou otn diatpoikh afuaiba. O
I610¢p aoxoAnBnke pe tnv anoddpncon tns popens

tou petaniaypévou {wou. Ze evieAms diapopeukn
eikovonAaoukn pop@n kivhbnke o MNwpyos Tagpiwvns,
ot0 £pYy0 Tou onoiou to «npoéfato» gupaviletal

poévo oav ke@anh pe adfolwpéva XapaKINPIoUKA.

>TABNC BaTtavidnc

«AidBaon» 2013, Adéi
o€ Nivdtoa, 60x63 k.

Mpodkeitail yia pia HETAPOVIEPVA NPOCEYYIoN TOU
B¢patos, nou napanéunel o€ pia duvapikn, av Kai
addolwpévn napoucia tns endpevns pépas. Avtibeta,
10 petaffaypévo npéPato tou Xtdbn Batavidn
epgaviletal Pe Pia xioupoploukn 81d0gon va éxel
naviedws e§euyeviotei, va diafadel ta 0dikd onpata,
va oupnopeUetal pe tous avbpwnous tns néANs Kal va
ouvUNApxel appovikd padi tous.
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Sheep wool and fleece is converted TO UOAAI KOl TO deOAC TOU MPOBATOU

to creative material UETATOEMETAI OE UAN TEXVNC
KwvoTavTiva KaTtpakalou Mia evtedds Slagopetkn dianpaypdteuon
«To pouatavdki tns koUklas tns», 2004, tns Bspaukns pas anotelolv ta £épya téxvns
. : Kataokeun peIKts texvikns (uanai npoBdrovu...), ) , B .,
‘ . 230x50x50 £K. nou éxouv @ifotexvnOei pe npwtn UAN 1o
\ \ oy pandAi tou npofdtou. Mépa and ta épya tns
. . : Konstantina Katrakazoui UPAVUKAS TéXvNs, 10 paiii petatpénstal oe
(§ 7 “Her doll’s dress”, 2004, construction mixed yAuntés nepiontes CUVOETEIS, ANOKTd GYKO,
{ ' media, (sheep wool...), 230x50x50 cm

@OpUa, h XPNOIYOMOIEITal TNV AKATEPYAoTtn
pop®n tou. H oxedidotpia podas Mapia
Taykdanou 1o petatpénel o€ EQAPUOCHEVN
éXvn e us dnpioupyies tns, Mou agopouv

AR

AVTWOVONMOUAOU

;g:;’“gﬁfr‘,’; G (eIl Dimitra Siaterli  AnunToa ZIaTEPAN
’ “Tamed wool”, 2013, «E&nuepwpévo panin,
wool, “knit” pattern, 2013, yadndi, nAéén kdAtoa,
Dimitra 125x260 cm  125x260 &x.
Antonopoulou

“Objects mades of wool”,
2013, felting

koophpata and niektd pandi. H Ahpntpa
Aviwvonoundou xpnalponolmvias to €16IKd
enegepyaopévo pandi otnv texvikn felt
napouoiadel piodidotata €pya pikpoyAUNtuKAS.
H AhApntpa ZiatepAh dnpioupyei tn ouvBeon
«e€npepwpévo panni» and nAgypéves
pAaAAIves pIKpéEs enipaveles, nou Spouv cav
appoviké olvono alAd kal cav §exwpIoTés
noikinépopges ovidtntes. H Mayda Tappap
€kBétel tn oUvBeon and panni «dixws
titdo... apiBuds 16», nou anotefeital anéd
oelpd niektwv npofdtwyv, nou akodouBouv

tous 61koUs tous kavoves. H Kwvotavtiva

Works of art, that have been created with Katpakalou otnv kataokeuh «To pouctavaxi

wool, offer a completely different approach to
the subject. Apart from its use in textiles, wool
is put into prominent sculptural compositions,
acquires volume, shape or is used in its actual

s Kouknas tns» xpnolponolsi paii evienws

akatépyaoto. To épyo tns, and tn oglpd «/A\UKE,
AUKe, eiodl €6W», NPAYHATEUETAI AVUPATIKES
€vvoles Onws 1o kafo Kal to Kako.

processed wool in the technique of “felting”
presents beautiful works of microsculpture.
Dimitra Siaterli creates the composition
“tamed wool” from small braided woolen
surfaces, that act as a uniform entity and as
distinctive diverse elements as well. Magda
Tammam exhibits the wool composition
“without a title ... no. 16", a series of
knitted sheep, that follow their own rules.
Konstantina Katrakazou in her construction
“Her doll's dress” uses wool that is completely
raw. Her artwork, from the series “Wolf, oh
wolf where art thou” deals with conflicting

rough form. Fashion designer Maria Tagalou Magda Tammam  Mayda Taupuau
transforms wool into applied art in her wool- “without a title ... no. 16”,  «bixws titAo... apIBuss 16», -
knitted i Irv. Dimitra Ant | . 2013, japanese paper, 2013, yianwvé{ko xapti, i
nitted jewelry. Dimitra Antonopoulou using wool, 140x70 cm  padi, 140x70 ex. tg‘.
s
i

Mapia TOykaAou

«Aiaxpovikotnia», 2013,
pandi, 15x24 k.

i g

A

(i)

Maria Tagalou

“Tamed wool”, 2013,
125x260 cm

T T

concepts of good and evil.
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Last, but not least, Eleni Krikki in her powerful
and loaded with significance work “Prayer”,
refers to the timeless sanctity of wool.

In the unit on wool creations, the work
“Endless Summer”, made with the “felting”
technique by Koidu Laur from Estonia, has
an intense childish quality in the pastoral
landscape it depicts. The sheep’s fleece itself
provides inspiration for artistic creation,

not only as material, but also as a symbolic
reference. In her work, Elena Papadimitriou
depicts a baby on a sheep’s fleece, introducing
a series of contradictions and boundaries,
while Harris Kondosphyris, in his installation
“The End"”, attaches an erotic hue to the
subject.

Koidu Laur

“Endless Summer”,
2011, felted carpet,
wool, 96x76 cm
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Eleni Krikki

“Prayer”, 2004, wood,
metal, fabric, paper,
wax, dust, 168x63x10 cm

Koidu Laur

”

“Endless Summer”,
2011, felted xani,
uanni, 96x76 &x.

EAevn Kpikkn
«[lpooguxn», 2004, £uo,
uétanno, Upaoya, xapti, Kepi,
okoves, 168x63x10 k.

Elena ‘EAeva
Papadimitriou anadnunTEiou

“Black sheep”, 2013, oil «Maupo npéBato», 2013,
on canvas, wood, leather, Adbia os kauBd, §uo, 6épua,
120x100x7 cm  120x100x7 €K.

Ténos, n EAévn Kpikkn oto duvapikd

Kal poptuiopévo evvolionoyikd €pyo tns
«Mpooeuxn», napanéunel otn diaxpovikh
IEpOGTNTa Tou panfioy. Xnv evétnta nou agopd
us pannives dSnploupyies napouaciddetal kal 1o
é€pyo “Endless Summer”, pe tnv tEXVIKN TOU
@ent, tns Koidu Laur, ané tnv EcBovia, nou
xapaktnpidetal and pia éviovn naidikh 6166eon
OTO MOIPEVIKO TOMnio Nou aneikovidel.

To 6€pas tou nNpofdtou anotensi enions
évauopa kanfditexvikns dnpioupyias kai
xpnaoigonoisital ws UAN aAAd Kal ws
oupBonikn napanopnn. 1o épyo tns n‘Edeva
Manadnuntpiou napouciadel éva pwpd navw
oe 6épas npofdtou, eninéyovias 1ol va
MIAAGEI yia pia og1pd avupAcewy Kal opiwy,
evd 0 Xapns Kovtoopupns, otnv tpiodidotatn
eykatdotaon «To TéAos», bivel pla epwtkn
xpold oto Bépa.

Harris Xapnc
Kondosphyris Kovtoopupng

“Tragic end”, 2013, wood,  «Tpayikd téAos», 2013, Ao,
laminated cement, sheep  niactkonoinuévo toiuévro,
wool, 31x35x54 cm  panAi npoBdrtou, 31x35x54 k.
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Conclusions

Apart from the notions attached to the sheep
and lamb, such as purity, tenderness and soft-
ness, the multitude of its symbolisms -starting
from its figure, which has replaced pictorially
even Christ himself, the mythological scenes,
the allegories, the sanctimonious part of pas-
toral life, there is an aesthetic quest associated
with the figure of the sheep. This has occupied
so many generations of artists and it has never
ceased to affect them right up to our time, a
time inundated by a plethora of information
and images, which have completely changed
our aesthetic and visual values. In the long run
the sheep and its products remain vital and
particularly loved and useful in our everyday
life. They constitute an integral part of our
domestic life and economy, as well as a visual
representation of the multiple aspects of our
culture and civilisation.
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EAevn KaveANorouAou
«Kavdta», 2013, kepapiko

Eleni Kanellopoulou
“Jug”, 2013, ceramic
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MAKNG MNAakouANg
Xwpis titilo, yedoloypagpies

Makis Bakoulis
Untitled, comics

2UUNELAOUATA

Eleni
Pavlopoulou

“Golden fleece”,
2013, mixed media,

MNépa and us kNaoikés évvoles Nou cuvbéovial PE ToUS
apvous, 6nws ayvotnta, pueepdInta, anandtnta,
annd kai to nANBos twv cupBonIoH®Y Tous, dpxis
Yevopévns and tnh Jop@n tous, n Onoia avukatéotnos
MEXpPI Kal Tnv i61a TtV €Ik6va Tou XpiotoU h Twv
pabntwv tou, us pubonoyikés oknvés, tus afinyopies
Kal tn BpnokoAnyia tou nolpevikoU PBiou, undpxel
enions pia aileBnukn avadhtnon nou oxetietal pe

v id1a tn popen tou npdPatou. Auto to {Atnpa

EAEVN
[NauANONMOUAOU

«Xpuodpuaiio Aépas»,
2013, peIKTN TeXVIKA

£xel anaoxonnoel kal eEakonouBei va anaoxonei
noAnés yeviés KAARITEXVWV PEXPI TNV ENOXN Hds, N
onoia Kuplapxeital ané pia nAnBwpa nANpoPopImV
Kal EIKOVWV E EVIENDS PETAPOVIEPVES AICONTKES Kal
onukés agies. Ze pakponpodOeopo opifovia ta npdéPata
Kal ta npoiévta tous napapévouv {wuKNs onpaaias
kai 161aitepa ayanntd kal xpAoipa otnv Kabnpepivi
{wn, eved anoteAoUv avanoéonacto PéPos Tou
noAditiopou pas, ws oikéoita {wa aldid kar ws gikéva.
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EYXAPIZTIEX
EuxapiotoUpe Oeppa:

‘Onous tous kaffAitéxves yia 1o daveiopd twv Epywv
T0US

To Naoypa@iké Mouoegio Zapakatodvwv otis XEPPES,
Kal 16iaitepa tov Mpodedpo ko BaaiAn Toaouon yia
NV NPoo@opd tou atnv tekunpiwon tns EkBeons

Kal tov daveiopd avukelpévawv and tn cuAdoyn tou
Mouaoeiou

Tnv AbdeA@potnta twv ev ABhvals Zapakatoavaiwy
Hneipou, kai 161aitepa tov t. npdedpo ko Anp.
Kdtoevo, yia tnv napoxn onuké-akouotikoU ufikou
Kal TeEKpnpiwons

Tous apxitéktoves kk HBn Navonounou, MNapyo
Tplavtapuiiou, Kwota Koupegpévo kai ©avaon
MoAulwidn, yia tn 61G6eon ontikG-akouotkoU uAikoU
Kadl Tn gUVOPOUN TOUS OTNV TEKUNPiwon

Tous/us kK Niva Kapamdakn, MapivéAda T¢avénna,
Lténio Op@avod kal Anootofn «Mnvendnn Ghandi»
yla tov 6aveiopé avukelpévwv anéd us cudloyEs Tous

Tis k.k. KAgondtpa ®atoupou kai Bepovikn
Kopakidou yia us petappdosis

To Kévtpo MoAruopou EAANvikGs KOoos yia tn
6160g0n tou ekBeciakoU xwpPou Kal thv unoothpiEn
tou otnv EkBeon

Tnv etaipia HTC yia tn 61a6son smart phones yia tnv
eknaibeuukn dpaotnpidétnta-nalyvidl nou anguBuvetal
ota naidid-eniokéntes tns EkBeons

Tous etaipous tns aupnpa&ns CANEPAL yia tnv
€tolpacia Kai anootoih ekOePATWY and Us XWPES
TOUsS.
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