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KELXL ROL OL TOTTEWVMUEVES YUVOIRES OTO OTTTL TOV, EVAS AVONTOG KO ORANQOG TTOTE-
00 ne TepwoLaxtj xowvwviry B€om, dev Tov dgnvay toté anepionacto. EESonile
ouvERME TS T0 TAREABAY, Yodpovtag To €va €Yo mtiow amd o drho. ‘Otav Tov
QWTNOAY, TL £IVaL EVOC OUYYQAPENS, ATAVTNOE AarmVird: £vag dvOpmTog Tov Y-
el hoyoteyvird €oya domov va ebdvel. Méoa oto leitmotiv tng Cunjg tov, «n Nog-
Bnyla Tov T YdVEL, TEQUXAELETOL ROL TO LOTIPO TV YUVALRMV, TWV TOTEWOUEVOV
ROL TOV ETOVAOTATLRAV, TTOV €AV TNV AUEQLOTY CVUTAOELOL TOV NOOAGYOL e TO
daeaotird BAEppa, TOV YUUVHVEL TOUS AVORWITOVE OTOV NEMLOUS %ot ot dethia
Vg, ToV €0woe €va OMG®ANEO TTavéQaua ™S TaBoLOYIOS TOV AOTLOUOU, %Al WG O
VOTOUOG TS ETTOXNS TOV TTOAYUOTOTOMOE TOUES ™S Yuyrs, tranches de I” ame oy
tranches de vie, yia va @tdogtL otov 2arivo, Tov 6y*0, T0 artéomua, tov o €mperne
vo. agarpedel. O Bondds Tov paguaxomoLoy, Tov 11ehe va yivel ylatdg, denoe o-
AG%ANQO HOVOELD YuYIHIS AVOTORIKS UE TOAUTLHG EXOEUATO, OLKOYEVELORA LOTOQL-
%4 wov Bavpale o drog o Freud. Ou gpdpot tmv avainmjoedv tov, ota fabid fjord
™G aTEidag ToV, 1Tay N eLAxEIveL xow N ahiBera. MEoa 0to orOTELVO QUTO RGOUO
TOV TQOTECTUVTLXOU CLOTLOUOYU %Cll XQOUOTIOUOU, TMV YUYIRMDV OTOEPADOENV, TOV
Pevdav pag ohdxineng Lomjg, ™ vrotayrig xaw g Buoiag, Tov eSpov Yo to T Ha
TEL 1 ROWVOVIQL, TG ETUTAAOTNG AVOQLXNG OVITEQOTNTAG, O CUTAV TOV EYRAELOTO KO-
OO TOU OROTOUG ROL TWV PUVTIOOUATOV, TOV QAVIAOLOOEMY KOL XQUUUEVV EYRAN-
UATOV, OL YUVAIXES TOU TEQVOUV 0oV NALayTides, oav doTea Tov avatéMovy, Q-
Couv xar offvouy, oav eEntivd AOVAOTUL TOV paQaivovTal TEOMEE 08 dWUATLOL
TETQWVAL, LOVYMACUEVE RO OELOTIQETY, VYO TS TOV LOQMTA TOU AYXOVE RaL TNG O
yoviag. "EEoya 1o opapatiomre o Edward Gordon Craig om oxnvoBecio tov
Rosmersholm to 1906: 0 #éopog g Rebekka West eivau €va tehaddpro oviymio mo-
030VQ0, AT TO OO0 PITAVEL EVOL DLOTEQUOTIRG PG TTOV oyrathtdLer GhoUG %at G-
Ao, L €vag anépavtog yordiiog ovpavdg. Ta fudpata tov Nétov cuvdgovral ogr-
XTA pe T CUMIMYPM TV yuvaureimv popeav and tov Tpev. Zootd 1o £ide o Ayyhog
0QUUATLOTHS TOV OUYYQ0VOL BedToov.

BAATEP ITOYXNEP

GORDON KIPLING
Enter the King. Theatre, Liturgy,
and Ritual in the Medieval Civic Triumph
Oxford, Clarendon Press 1998, oeh. 393, 50 eux., ISBN 0-19-811761-2

H €xdoon tov iphiov tov George Kernodle, From Art to Theatre. Form and
Convention in the Renaissance, Chicago 1944 amotelel 1o tehevtaio x0ovird 6pLo
yuo va Yiver #owvog TOmog #at 0T OeaTQOoAoYLY] €QEVVA 1) ONUACTOL TWV AVAYEVV-
OLUAWY GUAMKRMDY YLOQTWY YLt TV EVQWITAIXY LOTOQI0L TOV BEATEOV" TNV TTEQITTMHON
g Tahiog pdhota ov entrées solennelles zau ta ballets de cours elyav xdnow
XOWVY %ATAYWYY] ROL ATOTEAOUV dueca T oL Tov Yahxou Bedtoov. AMNG %o
otg Bplappevtnég «elo6dovg» Mg avayevvnolaxts OMavdiog mTaoLoTdvovToL
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tableux vivants xar adyoourd speels van sinne (OUpPOMAES TEOOWITOTOWIOELS),
6mmg o ota trahind trionfi, 6wov Tdvew ota dopata xot T TAATPOQUES TAQLOTA-
vovtal ohoxrAnoa vtepuédia. Zto enimedo g doprric eEEMENG, amd ™V mopmy
ot BeaTouny TAEACTAOY), VITAQYEL ®at £VaL TAQAAMNAO pavouevo oto Bonoxevtt-
%6 Top€a: M eEEMEN v moumav v nuépa tov Corpus Christi (amté 1o 1264) og
BononeVTIRES TOQUOTAOELS, UE TO EVOLAUETO TNG «AVTI{G» TARAOTOONS TTAVW™ OF
GOUOTO 1] OF TATAQLOL WG «OTABUOVS» TNG TOPE(NS. ZTNV TEQITTMON TWV KOOURMV
«ELOGOMV» 1 AELTOVQYIROTNTC TNG TOOTOYAVIUS KO TIAQOVTIOONG TS MYEROVIRIS
eEovaiag elval pover] (TEToL ffTay Xaw 1) TEQITTWON TG YXLOOTQUS OTLS BEVETIHES
xmjoels, PA. B. ITovyvep, «To rovrtagoyrimua wg €xgoaon eEovolag ®at vTeQo-
Mg g Falyvotdmg oug Bevenrég umjoeig g Avatohnrs Mecoyeiov. Ta Boo-
Belo g yr160TOAGS RO O TEQLOQLONAS TOVG», OTOV TOWO: Pauvoueva xar Noovueva,
AbBnva 1999, 0o. 115-122). T'uot TO QOLVOUEVO TG OVOLYEVVIIOLOXNGS CUALKIG YLOQTHG
vrdoyet po extevis Pupitoyoagia, amd v omola avagépw oto onuelo auté To
o onpavtrd €oya: Jean Jacquot (ed.), Les Fétes de la Renaissance, 3 1. Paris
1956-73- Stephen Orgel, The Renaissance Imagination, Berkeley/Los Angeles 1975+
Frances Yate, The French Academies of the Sixteenth Century, London 1947 xau mg
dag, Astraea: The Imperial Theme in the Sixteenth Century, London 1975+ Sydney
Englo, Spectacle, Pageantry, and Early Tudor Policy, Oxford 1969- Margaret Mc
Gowan, L Art du ballet de cour en France 1581-1643, Paris 1963- Roy Strong, Art and
Power Renaissance Festivals 1450-1650, Berkeley/Los Angeles 1984- tov (dtov patt
ue tov Stephen Orgel, Inigo Jones: The Theatre of the Stuart Court, Berkeley/Los
Angeles 1975° Stephen Orgel, The Jonsonian Masque, Cambrige/Mass. 1965 xat tov
dwov, The Illusion of Power: Political Theater in the English Renaissance,
Berkeley/Los Angeles 1975 David Bergeron, English Civic Pageantry. 1558-1642,
Columbia 1971 »th. Ku avagépopar pévo oty xdmng tpdopar fiioyoagpic.

O eEaupeTind oUVOETEG AVTEG RAMMTEYVIRES EXINADOELS EXOVV, WG POUVOUEVTL
™S «woinong g eE0VOIC», LOVOTWAOEL TO EVOLAPEQOV TWV LOTOQLXWYV TG TEXYNG
%O TOU TOMTLOPOU, PETAED dAmV %ot TOv BedTEOv, ETOL aVEVOS dEV €XEL Q0K OMN-
Bel pe 10 avdroyo Qavouevo, Tov VIAQYEL atd TO TEAEVTAIO TETAQETO Tov 14V auu-
@va wg g aQyEs Tov 16°V. O yvawotdg ot Ocatporoyion OMavdds totopLrds Tov
oltiopov Jan Huizinga (Homo ludens, Haarlem 1933) vjtav o mpdtog mov mpdoe-
Ee, oto PPAio Tov Yo Tov Syo Meoaimva Der Herbst des Mittelalters (ovagéQetal
€d o¢ petdagoaon wg The Waning of the Middle Ages, London 1924), to gawvdpevo
TWV ROOWKDV «ELOGIMV» 1S TAQARAAIL TWV TOAWDY TOUTHV, TOV (0QAXRTNQILOVY
6ho Tov GYo Meoaiwva oty Evpdmn, ahld 10 Bedonoe rotdtepo xat moomna-
YaVOLOTIXG, OUYXQWVOUEVO UE TO PEYOAE(O TV HONOREVTIROV TAQUOTACEMV TOV
Muompinv, tov [abdv, tov laude xat Tov sacre rappresentazioni. To mpoxeipnevo
Biprio dAhwote eoTdleL TV TROCOXY TOU HGVO OTLG UTORQUTOQLRES ELOOOOVG (Gt
XOL NYEUGVOV, TOLYRITIOV, OQIOTORQUTMV €V YEVEL), 0T d1x1) TOVG TOAN 1) Ot emi-
oxeym, xat Siver Epgpaon Gyt TG00 OV GIToYN TG TUQOVTINONG KAl TOU CUUPOAL-
OLOY TGS AUTORQUTOQLXNG EEOVOTAG, MG «TTUQAOTUONG TOAMTIRIC», AAAG TTEQLOOGTE-
00 0TV Aoy s dpapaTomToinong xat ™ Beatpomoinong oAdxrAnEng g ToAng,
TOV RATOROV TG ot TOV (dLov Tov avtoxpdrtopa. “Etol amoxhelovial TorMEg amd
TG TOWUES LTaArE trionfi, xaBMg vt EXINADOELS TOV CUVTEXVUDV' 1 TOWTY «El-
00d0¢» Tov avaiieton eivar 1) eicodog tov Richard IT oto Aovdivo to 1377.
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H Bearouni wotoploypapio: dev €xel mpooEEeL €va pedémpo Tov eEaipeToL 1OTOQL-
%oV mg téxvns Ernst Kantorowicz, «The “Kings’ Advent” and the Enigmatic Panels in
the Doors of Santa Sabina», Art Bulletin 26 (1944), 0c. 207-231 #at avTWtaQ€QYETOL TO
(PAVGUEVO TG EPPAVIONG RATTOWY, 0Ly YEMDV, TQOPNTMV %ol ATTOOTOAMV #OTd TIG ELOC-
doug aTég elte wg emdEATELS 0TS To BgnoxreVTIRG BENTEO elte g CUUBOMOUOUS TV €-
UGV xaw ovveexvudv. O mohic Chambers eEnyel my mapovoio tov Indvvn Ipoded-
pov oty gioodo tov Richard IT oto Aovdivo to 1392, rmov epgaviteton o Ayog Indv-
vng [Mpédpopog nali pe ta dyouo Bnpla, wg enidpaon ad o miracle plays, Grrov vrd-
yevn o oxmvii (E. K. Chambers, The Medieval Stage, 2 t6p., London 1903, top. B, o.
173 mapdpowa xaw 0 Robert Withington, English Pageantry. An Historical Outline, 2 T\,
Cambridge/Mass. 1918-26, tép. A, 0. 131). H T'oALida Joseéphe Chartou Bempel to qou-
VOUEVO arthidg TTEOdQOMHE Yt LG TOUTES ™S Avayévvnong (Les entrées solennelles et
triomphales a la Renaissance, 1484-1551, Paris 1928). Ov «Bpiapfour» avtol fefaiwg axo-
MovBovv tar popaind (rar futavuvd) modtuma (Gordon Kipling, «Triumphal Drama:
Form in English Civic Pageantry», Renaissance Drama NS 8, 1977, 60. 37-56- Sabine Mac
Cormack, «Change and Continuity in Late Antiquity: The Ceremony of Adventus»,
Historia 21, 1972, 00. 721-752" H. Versnel, Triumphus, Leiden 1970).

e o artl TS O QPHULOUEVES LECULMVIXES BOLaUBEVTIRES «EL0Gd0VE», TOV Piydo-
dov B’ ato Aovdivo to 1392 (BA. Glynne Wickham, Early English Stages, 1300-1600, 4
., London 1959 €., tép. A’, 00. 64-70), | Topsmj Tov Paothid xAveL TECOEQELS OTA-
oelg: ®dBe «ounvii» (peagant) mapiotave €va Bonorevtxd O€ua pe Aylovg nan oryye-
hovg. Atvw o AGyo otov idlo o pehemm): «The first of the series, for example, stood
atop the Great Conduit in Cheapside and consisted of a choir of singers costumed to
look like one of the heavenly orders of angels. The Conduit miraculously ran wine
instead of water, and the angels both sang and scattered pieces of gold. The second
pageant, the most technically ambitious of the series, took the form of a high, castle-like
tower hung on ropes above the street. From the tower a youth and a maiden, dressed as
angels, descended to the street enclosed in clouds... floating down in the air. The youth
offered a golden chalica of wine to Richard while the maiden delivered a pair of golden
crowns to the King and Queen. They then miraculously reascended to their celestial
tower. At the next stop, there was a pageant throne fixed to the Little Conduit and
circled by three more angelic orders in attendance before the throne of the Almighty.
God himself, played by a youth dressed in snow-white robes, sat above these heavenly
hierarchies, a light beaming like the sun shining upon him. The three circles of angels
sang and played musical instruments so sweetly, according to Madyston, that the
watchers were ravished with the beauty of it. Finally, a pageant set above Temple Bar
depicted John the Baptist preaching in a wilderness constructed of a great variety of
wild beasts and an equally large catalogue of trees. The beasts ran about, fighting, biting,
leaping “as savage beasts do in the desolate forest”. St. John stood in the midst,
dramatically pointing: “Agnus et Ecce Dei”. An angel decended from the high roof
above this pageant to the street, bringing two golden altarpieces with images of the
Crucifixion upon them so that the King and Queen might contemplate Christ’s mercy
and his forbearance toward his enemies» (0. 13). Téoo eneEegyaouéves «moQaoTd-
ogig» ne €va sophisticated, 6mwg Ba dovue, Bonoxevtnd oupPfolopud, dev eEnyotvion
et e «ddaveia» o 1o Opnorevtine BETEO 1 CUPPOAM TWV CUVTEXVLIV XOL EUTTCQMV.

ZV OO LOTROTTOL TIQORELTOL VIO EVAL CUUPOAMOUS CRETA OUUPATLHG OTCL pE-
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OALOVIRA XEOVL, %o O ot’ 10 1392 aogpaiwg yvwotd, 6tov 1) oA mov d€yeTaL
ToV auToxEdTopa aptotdvel T Néa Iepovoalip, mov rotefaiver Bedotakm and
TOV 0VEaVG, WS VUEN YL TOV VUUPIO, TOV XQLOTS, O 0TT0{0G EVOUQRMVETAL AT TOV (-
d10 Tov awtoxpdroga (ratd v Amoxdiuym tov Iwdvvou 21: 2-3): «The city designed
its pageantry, in fact, according to a thoughtful and consistent scheme traditional in its
iconography and familiar throughout Christian Europe. The four pageants are not
merely “celestial” or “Heavenly”, but seek to identify London as a type of the New
Jerusalem. Long before European cities began decorating their streets with
pageantry, they imagined themselves transformed into another Zion, a celestial
Jerusalem, whenever a king made his ceremonial entry...» (0. 15). "Etol ou téoogpeig
otoBpol gavepwvouy o Aoy adinhovyior oupfoloudv: «In this vein, a band of
musical angels first appear atop the Great Conduit to welcome Richard to the holy
city. The King next encounters the high tower of New Jerusalem itself. Richard
witnesses the descent of the holy city as medieval illluminators had so frequenty
imagined it (fig. 1). Hung upon ropes above the streets and populated by angels, the
heavenly castle “come down out of heaven” at Richard’s approach in fulfilment of St.
John prophetic dream. Having beheld the “tabernacle” of God, Richard next arrive
before the Almigthy’s throne itself, again just as the Evangelist’s vision predicts.
There he sits in glory admidst his court of angels, having come to “dwell with men”»
(0. 16). H opohoyio wov xonotHomotovy ot tny€s umoyQapupiet 10 oupuBolopd autd:
0 Pydpdog avagépetar emavetinuuévns mg «sponsus» (VOpgLog) xat 1o Aovdivo,
yvooté og «the king’s chamber» wg «thalamus» (maotdg), alhov avagépetar wg
sponsa. Ot dyyehot mov rotefaivouvy amd tov mipyo ™mg NEag Iepovoahip Buporti-
Couv v Topm, paivouy pe Gvon, toaryoudouv Yahpots xat tailovv povowxi, yivo-
vraw ToA{teg xaw oL tohiteg dyyehol. To Aovdivo petapoppdvetar oupPolirnd oe ov-
dvia Téh, o Pixdpdog oe Xowotd, oe Zwnjpa. H modit tov mpdén elval va ddoet
xdon o’ €va dohogovo ov EiyveToL urrpootd omy mopmy). «Indeed, the pageantry
does not merely compare Richard to Christ. Rather, it stages Richard’s epiphany as a
type of Christ. All the pageants make this point generally whenever angels descend to
welcome the Beloved of God, but the last pageant at Temple Bar takes Richard’s
epiphany as its particular theme. In the final pageant, John the Baptist preaching in
the wilderness, recognizes the Saviour in Richard and proclaims his epiphany to all:
Behold the Lamb of God. Further, the city pairs this manifestation of Richard’s
Christ-likeness with a reminder of Christ’s forbearance and humility. An angel
descends from heaven to bring Richard a pair of golden altarpieces. The image of the
Crucifixion depicted on them expresses the city’s hope that Richard will “be mindful
of Christ’s death”, that he will “be sparing of the ignorant even as that Heavenly King
though unavenged was always forbearing to his enemies”. Having once rejected its
sponsus, the city now longs for the return of the Lamb to the holy city, but it prays for
a coming in humility and forbearance rather than a coming in majesty and judgment»
(00. 17-18). To %elPeVO TWV AATIVIRWDY VIVOV TTOV TOOYOUOLOUVTOL AVAPEQOVTAL O
%OUBWS 0" TS T BENA ROt ElVaL TAQUEVO AT PECUUMVIXES AELTOVQYIES.

H 6\ «tapdotaon» foloxetor axoupas oy xoym petall dpmpévou xat dod-
patog, tehetovpyiag xrar Bedtpov. «Considered as drama, they [the pageants]
establish a very complex relationship between actors “on stage”, Richard himself,
and the citizens who gather round to watch. As “divertissements” or street
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decoration, they may indeed serve to entertain and impress the King. At this level,
perhaps, Richard serves only as the most important of all the watchers who come to
be entertained by the show or instructed by the custo’s expalanatory speeches. But
more importantly, the pageants also include the King in a mimetic action defined by
the actors and scenery: Richard enters the New Jerusalem and experiences an
epiphany. From this point of view, Richard is made to play the protagonist’s role in
a drama witnessed by the citizens» (0. 19). o ™ «Beatorndm ey TWV AUTORQEATO-
QURAY ELOGOWY, TTOV HETATOETOVY TOVG TOATEG-OeaTéS 08 B0TOLOTE %Ot TOV (O10 TO
Baowd og mowtaywvioni PA. emiong G. Kipling, «Triumphal Drama: Form in
English Civic Pageantry», Renaissance Drama NS 8 (1977), 00. 37-56, 1d{wg 00. 41-
45, A. E. Knight, Aspects of Genre in Late Medieval French Drama, Manchester
1983, 0o. 121-128 »ow W.A. McClung, «A Place for a Time: the Architecture of
Festivals and Theatres», otov tépo: E. Blau/E. Kaufman (eds.), Architecture and its
Image: Four Centuries of Architectural Representation. Works from the Collection of
the Canadian Centre for Architecture, Montreal 1989, 00.87-108, 1ding o. 88. Katd
TOQOUOLO TEOTTO EPTTAEROVTUL OL QUTOXQATORES 0TV aoBEwon TV prapdx doa-
udrmv twv «ludi caesarei», 6mov vrodvovrar ouviiBag to Ala, o exepfaivel oty
TE T TRAEN oV VrtéBeom %o Oivet To aloLo TELOG.

AMG oo amd ™ BeaTourdTTa VITAQYEL KAl 1] TEAETOVQYLXY] TOUYUATIROTTO
v oupfohondv: «...the role he [Richard] plays borders on ritual in that the
mimetic action he performs in the drama visibly symbolizes an invisible “spiritual”
action performed in reality. Like Christ at the Second Coming to the New Jerusalem,
Richard comes to his kingdom for the second time. Forgiving bridgegroom of an
errant but penitent spouse, he takes his now faithful city to himself again. They shall
henceforth be his people, he shall be their King, and he will dwell with them» (o. 19).
AMG 1 €hevon touv Egyouévou maipver otoryelon zow amd TG Aertovyieg tou
adventus (téooepetg effdopuddes mowv amd ta Xototovyevva: ) devreon Kvouoi to
0€pa g hettovpyiag elvan o devtepog Epyxouds tov XoLotou, my toit) »at TETao
N Aewwrovpyla eottdletan ota xnevypata tov Iwdvvn TMeddpopov). Smy tétaem
oxnvy o Iwdvvng o ITpédpopog, ov Poloxetar omv €onpo tov Iararov Népov, a-
vadexviel Tov Apve tov @eov, mov Ba ool tov xéopo (Iodvy. A’ 0. 19 €E.). Ko
010 Baothd TpoopEpetal évag Eotavpmuévog, to atpporo tov Néov Népov mg au-
tofvolag ra aydmme. Edw avurabiotatar zdmwg emdeEia n Aevtépa Iagovoia
%OL TO OROTHOLO e To Agvtepov Epyoud tov Xowotot om Néa Iepovoalju. «As a
general rule, the liturgy of Christ’s Advent provided the civic triumph with its most
prominent idea - an idea that was at once widely understood, well defined, and yet
flexible enough to inspire a variety of approaches. It was widely understood because
the liturgy of Advent, at least in its general form, was familiar throughout Christian
Europe. The complexity of the liturgy, which extended from the first week of Advent
to the last Sunday of Epiphany, gave rise to an extremely complex liturgical and
iconographical development further complicated by variations in local usages. As a
consequence, pageant designers in any given locality could draw from a complex and
variable, yet well-defined, fund of ideas» (o. 21).

"Eva dAAO OUPPOMKG «OEVAQLO» TG AUTORQUTOQLXNG «ELTOOOU» 1TV 1) UVOITOL-
pdotaon mg Ewédov tov Xototot ota Iepoadivua, drwg teleitar om Aertovpyla
mv Kvpro tov Baiwv. Qotéoo xat avti 1 «oxnvip» dev davelletor amd ta ol
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dnpogi ITaBn tov Xootov. Qg oupfolrd ouupealiopeva xVELOEXOUY Capas N
€{0000g Tov Meaoia oy ovpdvia ToAN g Néag Iegovoahiju. H imitatio Christi
TOV (UTOXQATOQA 1 TOV TLHOUEVOL dev amotehel Phaogmuic kot VROV, ahhd eivar
pooen Aatpeiag. «The king’s first, formal entry into a city thus constitutes the first
manifestation of the king as the Anointed One to his people. Appropriately, his
citizens respond to this manifestation by calling upon him to fulfil the role to which
God has called him. Thus wherever we look we find civic triumphs inviting
sovereigns to imitate the Savior» (0. 43). O moQoAANMONGS pue ™V oW TOV
Corpus Christi (Evyopiotia, Aylo Amped) eivar opBaipopavic: «Just as late
medieval Christians, as members of the Body of Christ, declared their devotion to
their Lord in a Corpus Christi procession, so the same men received their newly
crowned king as feudal lord - as “the Prince of God among us” - through civic
triumphs in a corpus reipublicae celebration» (0. 46 €E.).

O ovyyp. mEoYwEEel 0T OUY®ELON TOV «TEAETOVQYLROU dpdpuatos» g Eloddou
oToV SYLuo gvpwmaind Meoaimva pe avtd mov ovépaoe o avBpwmohdyog Clifford
Geertz «theatre state» (Negara: The Theatre State in Nineteenth-Century Bali,
Princeton 1980). «Together king and citizens perform their roles in a microcosmal
drama of the supernatural order as they understand it. The civic drama in which
they play together constitutes a kind of “material embodiment” of an ideal political
order, and by performing in it, they shape their imperfect world into at least a rough
approximation of the ideal. To some extent, the medieval civic triumph thus offers
another model of the “metaphysical theatre” which Geertz describes: “theatre
designed to express a view of the ultimate nature of reality and, at the same time, to
shape the existing conditions of life to be consonant with that reality; that is, theatre
to present an ontology and, by presenting it, to make it happen, make it actual”»
(Geertz, 6.7., 00. 13, 104, Kipling 0. 47).

"Edwoa éxtaon 0” vt Ty avagopd povo yia va dtomudom ) dwagwvio pov. H
Bonorevtxdore. Tov SPov Meoaiova, pe g oupfolxés xor aAyoprés ouveE-
OELG O KATAOKEVES TOV (YLow VoL GALO TETOL0 Tadderypo Tov 14°V cuddvar, pe soprt,
TOEAOTAON %Ol EXAETTUOUEVO %ail CUOTNUOTOTTOMUEVO oupfoioud Ph. B. TTovyveo,
«H repraesentatio figurata twv Ewoodimv mg @eotoxov tov Philippe de Mézieres
(Avignon 1372) o 1 ®umouon ™mg TEOEAEVON)», OTOV TOUO: Aviyvevovrag Ty Oeatouxij
mapddoon, ABva 1995, oo. 114-177) dev uoQel Vo TUQOUOLOOTEL e TEAETOVQYLXA.
Spwpeva Tov Mrahi* awtd ta eveurwooxd dpwpeva (BA. K. Kaxovton, ITpoiorogia tov
Oedroov, ABivar 1974, pass.) uroQovv vo EPTVEVoOUY Evay AQTa) YLoL OQLOUEVES Bem-
oleg Tov BeatLrol, ahhd deV TIEETEL VO TAPAOUQOVY EVALV ETUOTHUOVO. OF QUPOXIVOU-
Veg doTmOMTIOMRES OUYXREIOELS, ndMoTa exel Tov dev VIdEYEL row xapd avayxn. H
eloaymyr] tov Kipling itav cagéotom), epmeouotatmpévn, elotixn oug eEnyfoeig tmv
BONOREVTIROV CUUPOMOUMDV, XA TERUOLDUEVY KO OTY VEQ EXTINON TWV HECOULMVL-
ROV «ELOGOWV» O€ CVTLOLOTOM [LE TIG CVALYEVVIIOLOKES, KO TTOWTOTOQLOKI]. AgV €xeL
avdyxn ta dexavixie ovyrQIoemv pe Ghheg Nrelpovs xaw GAMOUG TOMTIOHOUS *oL TV
avapopd avBommoroyrdv Bewoudv, Tov ™ dexaetion Tov 1980 fitay mg pédag.

Me fdon avni ™ yever avdivon xou 1o mapddetypo ms Etoddov tov Pyydopdou
B’ oto Aovdivo (1392) avahietar xow GAO TO VARG, TO OTTOIO EXTEIVETAL XQOVOLOYL-
%4 and 10 1377 wg to 1615 »ou yewypagurd o Ayyiia, Takhic, OMhavdic, Bélyto,
Avoroia, Ionavia, Itahia, dpmg ®rvping ot mepLoxés fopeing Tmv AATemv. Zuvolt-
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%A ®dmov 50 meQUTTWoeLs. O ouYYQ. XENOLUOTOMNOE OF CEXETA UEYAANY EXTOLON KOl
avErdoto vMxd. Zto medTo ®e@dhato, «The Idea of Civic Triumph» (00. 6 €E.), T0
omolo mapaxohovbfjoape aoretd avalvuxd, oxohovbel to devtepo, «The
Christmas King» (0. 48 €E.), 6mov avoiiovrat xat dAho potifa Tov «OevaQiov»: oL
TEOPNTELES TWV TEOPNTWYV O)eTHd e Tov Epyxoud tov Xouoto, ta tepd dven oto
dévrpo touv leooai, ov Pooxoi g I'évvmong. Zto tolto »e@dhao, «The Civic
Triumph as Royal Epiphany» (00. 115 €E.), epgpaviCetan %ot To potifo tov mpooxrv-
viuarog Twv Towdv Mdymv xat o Touthds Bptapufog tov avtorpdtopa Augustus. Zto
T€t0QTo %e@dlato, «Grace in this Life and Afterwards Glory» (0o. 182 €E.), mpoori-
Beton M Paocthxi eloodog tov Oavdrov, oto wéurto, «Fourth Advent: The Civic
Triumph as Royal Apocalypse» (00. 226 €£.), o I'dpog tov Apvov, oto €xto, «The
Queen’s Advent» (00. 289 €E.), 0 avtiotorxog péhog g Iavayiog yua g faciho-
oeg. O tépog #heiver pe Prpioypagpia (0o. 357 €€.) naw gvpemiola (oo. 373 €E.).

H povoypoagia eivor xahodovAepgvn, deiyvel pav dvet emomnteic 0to VARG
ROL (V0L OF OQLOUEVC. ONUELDL ATORAAVTTTLXY: KVQIMG YLOL TO QGAO TV CVTORQATO-
QWA EL0GOWV MO *atd T didoxrela Tov APLpov Meoaiwva, oL 0moieg eugpavico-
VIO EQAUALES TV QVAYEVVIOLAKMDYV, TTOU €X0UV dteevvnBel ToA) xahitepa, oup-
Bohnd Gesamtkunstwerke, eEaipetind megimhoxres ouvBEoels oty x6ym g Bea-
TOUROTNTAS ROL TG TEAETOVEYLXIIS - GUPPBOALRYG TTRarypativdTTag. ‘Ohn n 7wl yi-
vetar €va B€atpo - axpipois 6mmg ota extev) I1a6n tov Xoiotod, ta omoia, otov 6-
Yo Meoainva g Farhiog, ®QaTolv xow Mg £vo Wivo ®aoL OT0. OTT0L0. CUUUETE-
Xouv, oV ®vpLoheEia, Ghot. Edt ouvavroiue proy Ghhn poperj Osatgomoinong, n
ormotol BEPaLa agod HOVO TG UNTQOTONELS.

ITowog eime 6 0 Meoaimvag eival (e «OROTEWT» EOYT; AUTS €ivaL wo. ®u-
oty TEAAMYN amtd ™V oy ™G AvayEvvnong: oAhd telxd T HGVO Tov RAVEL
ML TETOLOL Q-vON T eXTIUNOM €lval Vo QaveQ@VeL, T6oo Alyo v E€pouvpe. H povo-
yoaugpia Tov Kipling amopvBomotel my avotepomTo TV avayevviolaxrmy «0oLop-
Bevtrav» exdnhdoewy xaw delyvel, Twg ®ABe emoy] mEEmEL v ™V ®atoAdBovue
ue o dixd g HETEO ®a oTaBud - Gy e o dtnd pag, éota xan av givan ovTd.

BAATEP [TOYXNEP

MICHAEL KATCHMER
Pier Paolo Vergerio and the Paulus, a Latin Comedy
New York, Washington D.C., Baltimore, Boston, Bern,
Frankfurt/M., Berlin, Vienna, Paris, Paul Lang 1998
(Studies in the Literature - Politics - Society, vol. 36), oeA.145, ISBN 0-8204-3787-5.

Tnv mpwm avayevvnoaxn ropmdic Eypaye, néoa oto 14° adva 1dn, o (dlog o
Ietpdioyng, arhd dev odletar. Eiye to hatwvind titho Piloloyia (Philologia) wau
yodgtnue, 6mmg ouvnBLdtay xan agydtepa oty Itahixg Avayévvnon, og veaon n-
Mxia. Ty avagépet yia mewm) ¢oed ot emotol] Tov to 1336. “Etol dtafdlovpe
oto ®haowxd Buhio Tov Antonio Stiuble, La commedia umanistica del Quattrocento,



