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Five churches with mural paintings of the sixteenth and se-
venteenth centuries have survived in Stemnitsa, a wealthy 
post-Byzantine town with a rich historical heritage in the 
central Peloponnese. In the sixteenth century the Church of St 
Nicholas and in the seventeenth century the wall-paintings in 
four churches, Panagia Baphero, Prophet Elijah, St Pantelee-
mon and the katholikon of the monastery of the Zoodochos 
Pege are consistent with the general clime of seventeenth-cen-
tury painting in the Peloponnese where many and different 
trends developed in this period.

Keywords: post-Byzantine wall-paintings, sixteenth–seven-
teenth centuries, Stemnitsa, Peloponnese, five churches, St 
Nicholas, Panagia Baphero, Prophet Elijah, St Panteleemon, 
katholikon Zoodochos Pege.

Stemnitsa, a town with a rich historical heritage 
in the central Peloponnese, is built on the west slopes of 
Mount Mainalos.1 Located in the district of Gortynia, 
the most mountainous area of the Peloponnese, it sur-
rounds the gorge of the River Lousios, in whose waters, 
myth has it, the Nymphs bathed the infant Zeus when he 
was handed over to them by Rhea, in order to protect him 
from Cronus. The town is identified with the ancient city 
of Hypsous, thus named after its founder, one of the fifty 
sons of King Lykaon of Arcadia. Information on the area 
in antiquity is limited, as is also the case for Byzantine and 
Medieval times. The toponym Stemnitsa is Slavic, attes-
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1 For the history of Stemnitsa v. G. A. Andritsopoulos, Ιστορικαί 
σημειώσεις Στεμνίτσης, Athens 1930; Ν. A. Veēs, Η ελληνική Σχολή Στεμνί-
τσης και συνοδικά σιγίλλια και άλλα γράμματα περί αυτής, Byzantinisch-
neugriechische Jahrbücher 14 (1938) 366 sqq; D. Gartaganēs, Η Στεμνίτσα 
στο 1821, Athens 1964; G. Theophilis, Η Στεμνίτσα και η προσφορά της 
στην Ελλάδα, Athens 1977; Κ. Rounios, Ιστορία της Στεμνίτσης ή του αρ-
χαίου Υψούντος, Athens 1971; Ν. Synadinos, Οι τεχνίτες της Στεμνίτσας: 
Λαογραφία, Athens 1997; Ε. Svorōnou, P. Kouros, Η Στεμνίτσα και το 
φαράγγι του Λούσιου, Stemnitsa 1998; Δημητσάνα – Στεμνίτσα. Άνθη της 
πέτρας, ed. St. Marketos, Η Καθημερινή (Επτά Ημέρες, 9/11/2003); Κ. P. 
Diamantē, Ε. N. Pantou, Τα μοναστήρια στο φαράγγι του Λούσιου ποταμού 
στην Αρκαδία, Athens 2006; Ε. Geōrgitsogiannē, Όσιος Λεόντιος ο Στεμνι-
τσιώτης, in: Πρακτικά Ιστορικού Συμποσίου στη μνήμη του νεομάρτυρα 
Δημητρίου, Tripoli 2008, 399 sqq.

ting the settlement of Slavs hereabouts, possibly between 
the seventh and the tenth century AD, although this is 
still an open issue for research.

Stemnitsa developed apace as an organized urban 
settlement in the post-Byzantine period and specifically 
from the sixteenth century. In an Ottoman defter (tax 
re gister) for 1512/1520, 191 inhabitants are recorded, 
among them just one Muslim family. On the banks of the 
Lousios were water-powered installations, such as water-
mills, fulling mills, sawmills, flourmills, gunpowder mills, 
tanneries, and so on. Concurrently, Stemnitsa emerged as 
an important craft-industrial centre, with specialist met-
allurgists, silver-and-goldsmiths/jewellers, coppersmiths, 
bell-casters, blacksmiths, and others. These were itinerant 
craftsmen who travelled with their wares as far as Con-
stantinople, Smyrna, Moldavia, Russia and elsewhere. 
Trade too was an important source of wealth.

The economic development of the town was accom-
panied by a burgeoning of spiritual and cultural activity, 
with the building and decoration of many churches from 
the sixteenth century and particularly during the seven-
teenth, with the reconstitution of Orthodox monasticism 
and the founding of a Greek School (Hellenike Schole, i.e. 
grammar school) in the eighteenth century (1790), in 
which notable mentors of the Nation taught.

Only a few sixteenth-century wall-paintings have 
survived in the Peloponnese and these are dated to the 
final decades.2 Those dated securely by inscriptions are 
even rarer and in most cases are partial decorations or 
simple renovations. Very little is known about this limited 
artistic activity. The wars between the Venetians and the 
Ottomans, as well as the wave of migration of the local 
population to the Venetian possessions in the Pelopon-
nese, the Ionian Islands and Italy, had brought the deser-
tion of the region.

In the sixteenth century the Church of St Nicholas ex-
isted in Stemnitsa (fig. 1). The only securely dated monu-
ment in the region, it is situated in the  neighbourhood of 

2 M. Garidēs, La peinture murale dans le monde orthodoxe 
après la chute de Byzance (1450–1600) et dans les pays sous domination 
étrangère, Athens 1989, 258; Ι. Chasiotis, Οι πρώτες κατακτήσεις του 
Σουλεϊμάν Α΄ (1521–1529), οι ισπανικές επιχειρήσεις στην Πελοπόννη-
σο (1532–34) και ο τρίτος Βενετοτουρκικός πόλεμος (1537–1541), in: 
Ιστορία Ελληνικού Έθνους 10, Αθήνα 1974, 288 sqq.
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the Castro (castle), in the enclosure of the old cemetery. Of 
single-aisle vaulted-roof type and measu ring 2.85 × 7.65 
m., its peculiar feature is the two reinforcing zones at the 
springing of the vault, which are bedded on corbels. The 
floor of the sanctuary is two steps higher than the rest of 
the church.3 According to tradition, the Greek School of 
Stemnitsa was housed in the monument for a period.

The painted donor inscription is preserved on the 
intrados of the east arch. Written in majuscule and mi-
nuscule black letters on a white ground, with cursive 
script and many spelling mistakes, it is structured in 
fourteen lines and is read from the bottom to the top.4 
Its present condition is poor, as lines 11, 12 are 13 are ef-
faced and cannot be discerned. Depicted above and below 
the inscription is a cross with the inscription Ι(ΗΣΟΥ)Σ 
Χ(ΡΙΣΤΟ)Σ ΝΙΚΑ (Jesus Christ Conquers).

1. Εις αφπθ ΧΡΟΝ
2. οις
3. ΑΝΑΚΑΙΝΗ(ΣΘΗ)
4.  Ω ΝΑΩΣ ΤΟΥ Ε
5.  Ν ΑΓ(ΙΟΙ)Σ ΠΑΤΡΟΣ ΗΜ
6.  ΟΝ ΝΗΚΟΛΑΟΥ ΤΟΥ ΘΑΥΜΑ
7.  ΤΟΥΡΓΟΥ ΗΕΡ(ΑΡΧΟΥ) ΜΥΡΩΝ
8.  ΑΙΔΗΜΟΝ Κ(ΑΙ) ΙΕΡ(ΕΩΣ) ΔΗΜΗ
9.  ΤΡΙΟΥ ΦΗΔΗΤΗΝΟΥ ΙΕΡΕΟΣ
10. Κ_Ρ_ΣΙ_ΔΙ(Α) ΤΟΥ ΘΕΟΣ
11.  –-----------------------
12.  –-----------------------
13.  –-----------------------
14. ΘΗΟΥ Ο ΙΣΤΗ ΜΕ ΠΑΤΡΟ[Σ]

The inscription has been published with several dif-
ferences by G. Stamiris,5 Ν. Μousopoulos6 and Μ. Gi-

3 Ν. K. Moutsopoulos, Η αρχιτεκτονική των εκκλησιών και των 
μοναστηρίων της Γορτυνίας, Athens 1956, 135.

4 The inscription is transcribed in lower case and capital let-
ters, exactly as was the original. The original spelling, accentuation and 
punctuation have been preserved. The abbreviated words are here pre-
sented in full text with the added parts in brackets.

5 G. Stamiris, Στεμνίτσης επιγραφή του έτους 1589, Γορτυνιακό 
Ημερολόγιο 4 (1949) 30 sqq.

6 Moutsopoulos, Η αρχιτεκτονική των εκκλησιών και των μο-
ναστηρίων της Γορτυνίας, 136.

takos.7 In line 7, both Stamiris and Moutsopoulos read: 
τουργού ηπερ ΜΟΝΑΛΡ--, whereas Gitakos reads the 
same as we do, except that at the end he adds the word: 
προς. He also adds after line 7 an entire line that he plac-
es in brackets: [ψυχικήν σωτηρίαν των]. In line 8, Stam-
iris and Moutsopoulos read: Φιδητηνού ιερέος και Δημη, 
whereas Gitakos reads and completes the line as follows: 
αϊδήμον Κ(τητό)ρ(ων) Ιερ(έως) Δημη. In line 9, Gitakos 
reads: τρήου [Ια]τρήδου και αυ (τ)ου μιτρός, while Stam-
iris and Moutsopoulos read as we do: τρήου Φηδητη(ν)ού 
ιερέος. In line 10, these two researchers read: Κ.Ρ.Σ.ΙΣ αυ-
του θεοσο, whereas Gitakos completes lines 10, 11, 12, 13 
and 14 as follows: Κωνσταντίνας διά του Θεός συ/γχωρέση 
αυτούς ως / και πάντας. Διά δε / τους ζώντας έλεος ετίσο-
μεν παρά / Θήου ο εστί με Πατρός. Stamiris and Mout-
sopoulos complete the last two lines as follows: ου – ΔΟ 
– Ε –ΛΕΣ / ΘΗΟΥ ΟΙΖΗ ΜΕΠΑΠΕ.

According to the fragmentarily preserved inscrip-
tion, in the year 1589 the Church of St Nicholas the Mira-
cle-Worker (Thaumatourgos), of the hierarch Myron, was 
“renovated” (ανακαινίστηκε) at the expenses of the priest 
Demetrios Phedetenos. In all probability the term ανακαι-
νίστηκε, refers to the decoration of the church with wall-
paintings, of which some parts and fragments from the 
east and west walls survive.

The conch of the apse is decorated in the semi-
vault with the image of the Virgin Platytera flanked by 
two archangels in medallions (fig. 2), while below this 
the Concelebrant Hierarchs officiate around the altar ta-
ble. Preserved on the front of the east arch are the Holy 
Mandylion and the Virgin of the Annunciation. Depicted 
on the west wall of the nave are the Last Judgement, from 
which survives the figure of Christ as Great Judge, in a 
mandorla, surrounded by the host of angels and apostles, 
and the Virgin.

The few wall-paintings that still exist in the church 
are flaked and details of the modelling cannot be dis-

7 M. Gkētakou, Ta χριστιανικά μνημεία της Στεμνίτσης (Γορτυ-
νίας): εξ επόψεως αρχιτεκτονικής, εικονογραφικής, επιγραφικής και αι-
σθητικής, Athens 1959, 60–62.

Fig. 1. Church of St Nicholas in Stemnitsa, sixteenth century

Fig. 2. Virgin Platytera. Church of St Nicholas in Stemnitsa
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cerned.8 The proportions of the figures are harmonious. 
The faces of both the Virgin and Christ, as well as of the 
angels, have lovely features – almond-shaped eyes, fine 
straight nose and small fleshy lips – and emanate sweet-
ness and spirituality. The garments, with their soft dra-
pery, are swathed tightly around the bodies. The colours, 
in a variety of modulated tones of blue, red, yellow, green 
and ochre, as well as the use of white, convey a pleasing 
sense of polychromy.

Late sixteenth-century wall-paintings of local im-
portance are dispersed in all regions of Greece, decorating 
small churches in villages, little chapels in the country-
side, and even large monasteries in remote mountainous 
areas which had become a refuge of Christian popula-
tions. One such case is Stemnitsa, which had, moreover, 
a thriving economy. These wall-paintings convey the con-
ceptions of painters who were representatives of the two 
great schools active in the sixteenth century, the Cretan 
School and the School of Northwest Greece, principal ex-
ponents of which were Theophanes Strelitzas Bathas and 
Frangos Katelanos, respectively. However, sometimes an 
amalgamation of the two styles is observed, interwoven 
with elements of local provenance, which leads to an ec-
lecticism. Unfortunately, the fragmentary state of the sur-
viving wall-paintings in the Church of St Nicholas, as well 
as the flaking of the pigments, prevent us from assigning 
them to a particular school or artistic current.

The wall-paintings in four churches, the Virgin 
(Panagia) Baphero or of Bapheros, Prophet Elijah, St 
Panteleemon and the katholikon of the monastery of the 
Life-Bearing Source (Zoodochos Pege) are dated to the 
seventeenth century. The first three churches are within 
the town, while the katholikon of the Zoodochos Pege 
monastery stands a short distance away. None of these 
monuments can be dated securely, nor are the names of 
the painters recorded, as no donor inscriptions survive, 
except in the case of the monastery katholikon, where the 
donor inscription exists but the last line is missing and 
thus neither the date nor the name of the painter(s) is 
preserved. In our opinion, based on study of iconography 
and style, these wall-paintings should be dated in the first 
half of the seventeenth century.

8 On the restoration of the wall-paintings v. Α. Bakourou, Οι 
εργασίες συντήρησης των μνημείων της Στεμνίτσας (Μέρος 1ο), in: Η 
Στεμνίτσα, Οκτώβριος – Νοέμβριος 2007, 4.

The churches of the Panagia Baphero, Prophet Elijah 
and St Panteleemon, are of the same architectural type, 
single-aisle with vaulted roof, and have a similar icono-
graphic programme, with certain particularities relating 
to the holy figure to whom each church is dedicated.

The Panagia Baphero or of Bapheros (figs. 3–4)9 is 
located in the Castro neighbourhood, within the enclo-
sure of the old cemetery. The prosonym denotes the sur-
name of the donor. In a sigil of the Ecumenical Patriarch 
Neophytos, of 1793, the church is referred to as of the 
Mother of God (Theotokos) of “Paphegos”.10 The church 
measures 3.80 × 8.70 m. and a later exonarthex, roofed by 
four cross-vaults, has been added to its north side.

No donor inscription survives in the church. How-
ever, on the north wall of the sanctuary, above the proth-
esis conch, the following inscription is written in the form 
of a prayer:11

9 Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 128 sqq; 
Gkētakou, Ta χριστιανικά μνημεία, 17 sqq; A. Zahou, Μεσαιωνικά μνη-
μεία Γορτυνίας, Αρχαιολογικόν Δελτίον 8 (1923) 76 sqq; Α. Bakourou, 
Οι εργασίες συντήρησης των μνημείων της Στεμνίτσας (Μέρος 2ο), in: Η 
Στεμνίτσα, Δεκέμβριος 2007 - Ιανουάριος 2008, 6.

10 Veēs, Η ελληνική Σχολή, 381.
11 This type of inscription is more common in the Byzantine 

era. On this subject v. S. Kalopissi-Verti, Dedicatory inscriptions and 
donor portraits in thirteenth-century churches in Greece, Wien 1992, 
25 sqq. 

Fig. 3. Church of Panagia Baphero in Stemnitsa, seventeenth 
century

Fig. 4. Plan of the Church of Panagia Baphero in Stemnitsa 
(after Moutsopoulos, Η αρχιτεκτονική)
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 + μνήσθητι κὐριε τᾶς ψυχᾶς τῶν δοῦλων σου ·
 νεοφύτου ἀρχιερέως
 [ν]ικω[λάου] ῒερομονάχου
 παναγιώτη · Θεοφιλ[ου] · –--------– · ῒωάννου 

τῶν ῒερέων
 ------–          –----------------ενορεον
 ῒωάννου · ἀνθοῦλα · χρίσο

The six-line inscription,12 enclosed within a red 
frame and written in black minuscule letters, records that 
the donors Neophytos the chief priest, Nikolaos the hier-
omonk, the priests Panagiotis, Theophilos and Ioannis, 
and the parishioners Ioannis, Anthoula and Chryso pray 
for the salvation of their souls.

The arrangement of the iconographic programme cor-
responds to that of domed churches, as the figure of Christ 
Pantocrator is depicted in the vault. The subjects are distri-
buted in accordance with the symbolic interpretation of the 
Byzantine church and the liturgical use of the spaces.13

In the sanctuary, subjects of eucharistic content pre-
vail, as the mystery of the Holy Eucharist is celebrated 
there. Depicted in the semi-vault of the apse is the Vir-
gin Wider than the Heavens (Platytera) (fig. 5), through 
whom the mystery of the Divine Incarnation is achieved, 
orbited by two flying angels in clouds. In the zone below 
in the bema apse are the prophets Daniel, Ezekiel, Da vid, 
Moses and Zachariah, in the representation “From on 
High the Prophets” (fig. 5), holding open scrolls inscribed 

12 Gkētakou, Ta χριστιανικά μνημεία, 47. According the 
Gkētakou’ reading there are some differences. Gkētakou reads: in the 
first verse σῶτερ instead of κὐριε, in the fouth verse τῶν ἱδρυτῶν in-
stead of τῶν ιερέων. Also the name παναγιώτη does not exist. In the 
sixth verse Gkētakou reads Χριστο instead of χρίσο. 

13 K. E. McVey, The domed church as microcosm: literary roots 
of an architectural symbol, DOP 37 (1983) 94 sqq; N. Gkioles, Ο βυ-
ζαντινός τρούλλος και το εικονογραφικό του πρόγραμμα, Athens 1990, 
15–16, n. 3; G. A. Prokopiou, O κοσμολογικός συμβολισμός στην αρχι-
τεκτονική του βυζαντινού ναού, Αthens 1980.

with passages relating to certain theophanies considered 
to be prefigurations of the mystery of the Divine Incar-
nation and, by extension, of the Virgin.14 The represen-
tation is completed by the prophets Habbakuk, Solomon, 
Gideon and Jeremiah, on the front of the apse. Below this 
zone, the Concelebrant Hierarchs, Gregory the Theolo-
gian, John Chrysostom, Basil and Athanasios of Alexan-
dria, officiate at the mystery of the Holy Eucharist, around 
the altar table with the image of the Melismos.

On the front of the apse are depicted the Virgin the 
Burning Bush, the Hospitality of Abraham and the Sacri-
fice of Abraham. The Virgin the Burning Bush, the sym-
bolic identification of God with fire and bush, is expressed 
by the figure of the Mother of God, as she is the medium 
for the Divine Incarnation.15 The Hospitality of Abraham 
is a prefiguration of the sacrifice of Christ and therefore 
of the Holy Eucharist, as well as of the homoousios and 

14 Concerning the prefigurations of the Virgin v. D. Mourikē, 
Αι βιβλικαί προεικονίσεις της Παναγίας εις τον τρούλλον της Περι-
βλέπτου του Μυστρά, Αρχαιολογικόν Δελτίον 25 (1970) 17 sqq; Τ. 
Papamastorakēs, Η ένταξη των προεικονίσεων της Θεοτόκου και της 
Ύψωσης του Σταυρού σε ένα ιδιότυπο εικονογραφικό κύκλο στον Άγιο 
Γεώργιο Βιάννου Κρήτης, Deltion ChAE 14 (1987/1988) 320 sqq; I. Ka-
lavrezou, Images of Mother: when the Virgin Mary became the Meter 
Theou, DOP 44 (1990) 167 sqq; Μ. Aspra-Vardavakē, Οι μικρογραφίες 
του Ακαθίστου στον κώδικα Garrett 13, Princeton, Athens 1992, 36 sqq; 
Chr. Hannick, The Theotokos in Byzantine Hymnography: typology and 
allegory, in: Images of the Mother of God: perceptions of the Theotokos in 
Byzantium, ed. M. Vasilakē, Aldershot 2005, 72 sqq; Ch. Kōnstantinidē, 
Η Θεοτόκος ως Σκηνή του Μαρτυρίου με τις προεικονίσεις και ο Μελι-
σμός στην αψίδα της Κόκκινης Παναγίας στην Κόνιτσα, Deltion ChAE 
29 (2008) 89 sqq; T. Albanē, Ψάλατε συνετώς. Απεικονίσεις ύμνων σε 
υστεροβυζαντινά τοιχογραφικά σύνολα, in: Θωράκιον, eds. I. Kakures, 
S. Chulia, Tz. Almpanē, Athens 2004, 231 sqq; Ε. Tsigaridas, Η Πανα-
γία στη μνημειακή ζωγραφική, in: Μήτηρ Θεού. Απεικονίσεις της Πα-
ναγίας στη βυζαντινή τέχνη, ed. Μ. Vasilakē, Athens 2000, 134–135; N. 
Gkioles, Οι τοιχογραφίες του καθολικού της Μονής Διονυσίου στο Άγιο 
Όρος, Athens 2009, 17, n. 39. 

15 S. Dufrenne, Les programmes iconographiques des églises by-
zantines de Mistra, Paris 1970, 50–51; X. Proestakē, Οι ζωγράφοι Κα-
καβά. Συμβολή στη μελέτη του νότιου ελλαδικού χώρου (16ος-17ος αι. 
μ.Χ.), Athens 2012, 60 sqq.

Fig. 5. Virgin Platytera and the composition 
“From on high the prophets”. Church of Panagia Baphero 

in Stemnitsa, detail

Fig. 6. Nativity of Christ. Church of Panagia Baphero 
in Stemnitsa, detail
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indivisible Holy Trinity, and the Sacrifice of Abraham a 
prefiguration of the mystery of the Holy Eucharist. The 
Annunciation to the Virgin follows, as the introduction 
to the Christological cycle, which continues on the south 
wall of the sanctuary with the Nativity (fig. 6) and the 
Presentation of Christ in the Temple, and in the nave, on 
the north, south and west walls. Lower down is the ima-
ge of Christ as Man of Sorrows (fig. 7), the iconographic 
interpretation of the Incarnation of God and his death 
on the Cross for the redemption of mankind.16 Portrayed 
next to the Man of Sorrows are three deacons, Stephen the 
Protomartyr, Laurentios (Laurence) and Nestor (?), whose 
presence is justified by their liturgical role in the prepara-
tion of the Holy Gifts.

In two zones on the north wall of the holy bema are 
representations from the Mariological cycle, the Prayer of 
Joachim and Anna, and the Aversion of the Gifts. In the 
next zone the Divine Liturgy (fig. 8), as antitype of the 
Heavenly Liturgy, occupies also the corresponding zone 
on the south wall. Four medallions with hierarchs in half 
body follow, corresponding to those on the south wall, 
among them John the Merciful (Eleemon), Gregory and 
Michael of Synada; the rest cannot be identified. In the 
lower zone is the Vision of Peter of Alexandria, which is 
of liturgical character and underlines the homoousios of 
Father and Son in the mystery of the Holy Eucharist. In-
side the prothesis conch is the righteous Melchisedek. In 
the corresponding lower zone of the south wall are two 
standing unidentified saints. The Transfiguration and the 
Pentecost cover the bema vault. Thus, the mystical union 
of man with God, the transubstantiation of the Holy Gifts 

16 Dufrenne, Les programmes iconographiques , 54.

into the body and blood of Christ through the descent of 
the Holy Spirit, is achieved.17

The dado of the east wall is decorated with a velum, 
while that of the north and south walls of the sanctuary 
with a bichrome zigzag line.

Depicted on the front of the east arch are the Holy 
Mandylion, two flying and two incorporeal angels. In the 
intrados are the patriarchs Jacob and Moses in full figure, 
and Amos and Naum in half-body.

On the built templon, on either side of the Royal 
Doors are the Virgin Hope of All (fig. 9), enthroned and 
with the Christ-Child, Christ Giver of Life (Zoodotes) (fig. 
10) and St John the Baptist in pose of supplication. Above 
the three figures is the Great Deesis with the Twelve Apos-
tles. On the intrados of the Royal Doors are two angels, 
while on the intrados of the prothesis are Joachim and 
Anne. On the back face of the built templon are the hier-
archs James the Brother of the Lord (Adelphotheos), Cyril 
of Alexandria and Ignatius the God-Bearer (Theophoros). 
The dado of the built templon is decorated with a velum.

In the nave, the Christological cycle continues in the 
upper zone of the south, north and west walls, as noted 
above, with the major events in Christ’s life before his Pas-
sion, his public mission, the Passion and the Post-Resur-
rection events: the Baptism, the Transfiguration, the Rais-
ing of Lazarus, the Entry into Jerusalem, the Last Supper, 
the Betrayal, the Judgement of Pilate, the Road to Calvary 
(Helkomenos), the Healing of the Blind Man, the Healing 
of the Paralytic, the Woman of Samaria, the Crucifixion 
(fig. 11), the Resurrection, the Chairete of the Myrrh-
Bearing Women, the Incredulity of Thomas, the Mid-
Pentecost and the Stone (Lithos). Developed in the zone 
below is the Akathistos Hymn, on the south wall stanzas 
Α–Ι, on the west wall in the corresponding zone stanzas 
Κ–Ο and on the north wall stanzas Π–Ω. In the lower 
zone of the walls of the nave are full-bodied saints. On the 
south wall are saints John the Theologian, Andrew, Peter 
and Paul holding a model of a church, Archangel Michael, 
saints Nicholas, Constantine and Helen, Athanasios and 
Anthony (in poor condition). On the north wall are saints 
George, Demeterios, Theodore the Teron and Theodore 
the Stratelates, Eustathios (Eustace) Placidus, Paraskevi, 

17 Gkioles, Οι τοιχογραφίες του καθολικού, 19 sqq, 22 sqq.

Fig. 7. Man of Sorrows. Church of Panagia Baphero 
in Stemnitsa, detail

Fig. 8. Divine Liturgy. Church of Panagia Baphero 
in Stemnitsa, detail
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Kyriaki, Catherine and Marina. At about the mid-point 
of the north wall is the original entrance doorway. On 
the west wall are two monks, Sabbas and one unidenti-
fied, as well as the Deesis with Christ, the Virgin and St 
John the Baptist, while on the north wall adjacent to the 
built templon is the scene of the Birth of the Virgin, since 
the church is dedicated to the Panagia. On the piers of the 
transverse arch are the prophets Joel and Haggai, saints 
Mercurius and Nicholas of Myra, and two seraphim.

The dado on the north, south and west walls is de-
corated with a bichrome zigzag line.

On the vault of the nave is the central medallion 
with Christ Pantocrator, surrounded by the Angelic Li-
turgy with the Virgin and St John the Baptist, and in the 
pendentives the four evangelists with their symbols. In 
the two zones developed along the length of the vault are 
twelve prophets depicted in full body: David, Solomon, 
Zachariah, Ezekiel, Jeremiah, Daniel, Zephaniah, Hab-
bakuk(?), Malachi, Jonah, Zachariah, Elisha, Elijah and 
Isaiah. Between the two zones is a decorative vegetal pat-
tern, like the one between the lower and the second zone 
on the south and north walls.

A similar iconographic programme to that in the 
Church of the Panagia Baphero was followed by the 
anony mous painters who decorated the churches of 
Prophet Elijah in the Castro neighbourhood, and of St 
Panteleemon on the outskirts of Stemnitsa, beside the 
road towards Dimitsana. Likewise, these churches are of 
the same architectural type, single-aisle with vaulted roof. 
However, no donor inscriptions survive.

The Church of Prophet Elijah is located close to the 
Panagia Baphero.18 As noted already, it is of single-aisle with 
vaulted roof type and of internal measurements 3.1 × 8.3 m.

18 Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 131 sqq; 
Gkētakou, Ta χριστιανικά μνημεία, 65 sqq; Α. Bakourou, Οι εργασίες 
συντήρησης των μνημείων της Στεμνίτσας (Μέρος 3ο), in: Η Στεμνίτσα, 
Φεβρουάριος – Απρίλιος 2008, 7.

Fig. 10. Christ as “Zoodotes”, the built templon 
in the Church of Panagia Baphero in Stemnitsa

Fig. 9. Virgin Mary as “Hope of All”, built templon 
in the Church of Panagia Baphero in Stemnitsa

Fig. 11. Crucifixion. Church of Panagia Baphero in Stemnitsa



Proestaki X.: Y e wall paintings of the sixteenth and seventeenth centuries at Stemnitsa in the Peloponnese, Greece

171

Subjects of eucharistic content dominate in the sanc-
tuary. In the semi-vault of the apse is the Virgin Platytera 
between flying angels (fig. 12). Below her is a zone of six 
prophets in half-body in medallions, in “From on High the 
Prophets”. They hold open scrolls inscribed with passages 
relating to the prefigurations of the Virgin:19 Habbakuk, 
Ezekiel, Moses and three still unidentified. Below them are 
the Concelebrant Hierarchs, James, Athanasios, John Chrys-
ostom, Basil, Gregory the Theologian and one other uni-
dentified hierarch, as well as the Melismos. Represented on 
the front of the apse are the Holy Mandylion and the An-
nunciation to the Virgin, and on the piers Stephen the Pro-
tomartyr and St Laurence. On the south wall of the bema, 
the Christological cycle continues with the Nativity (fig. 13) 
and the Presentation in the Temple in the upper zone. The 

19 V. n. 14 supra.

Divine Liturgy (fig. 14) follows, which extends also into the 
corresponding zone on the north wall, while in the lower 
zone are three hierarchs in frontal pose, St Vlasios (Blaise), 
St John Eleemon and one other now lost due to damage of 

Fig. 14. Divine Liturgy, detail. 
Church of Prophet Elijah in Stemnitsa

Fig. 12. Virgin Platytera. 
Church of Prophet Elijah in Stemnitsa

Fig. 13. Nativity of Christ. 
Church of Prophet Elijah in Stemnitsa

Fig. 15. Man of Sorrows.
Church of Prophet Elijah in Stemnitsa
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the wall-paintings at this point. On the north wall of the 
bema, in the upper zone, the Pentecost and the Dormition 
of the Virgin are followed by the Divine Liturgy, as noted 
already, while in the lower zone is the Vision of St Peter of 
Alexandria. In the prothesis conch is the Man of Sorrows 
(fig. 15) with the lifeless Christ on the Cross and the Virgin 
and St. John in a pose of supplication. The scene of the As-
cension covers the bema vault.

Depicted on the built templon are the enthroned 
figures of Christ Zoodotes (fig. 16) and the Virgin Hope 
of All (fig. 17), while St John the Baptist is in a pose of 
supplication. Above these three is the Great Deesis with 
Christ, the Virgin, John the Baptist and the Twelve Apos-
tles. On the intrados of the Royal Doors are two angels 
(fig. 18) and of the prothesis gate Joachim and Anne. 
On the back face of the templon screen are hierarchs in 
frontal pose: Dionysios the Areopagite, Ignatius the God-
Bearer and Spyridon.

In the nave, the Christological cycle continues on 
the north and west walls, in the upper zone as well as in 
the vault, with the Baptism, the Transfiguration, the Rais-
ing of Lazarus, the Entry into Jerusalem, the Healing of 
the Paralytic, the Woman of Samaria, the Healing of the 
Blind Man, the Last Supper, the Betrayal, the Judgement 
of Pilate, the Crucifixion (fig. 19), the Lamentation, the 
Resurrection, the Incredulity of Thomas, the Chairete of 
the Myrrh-Bearing Women and the Pentecost.

In the zone below, on the north, south and west 
walls are scenes of martyrdoms and miracles of saints, 

which are articulated with the saints in the lower zone of 
the walls of the nave. On the north wall are ten represen-
tations: the Fiery Ascent of Prophet Elijah, the Beheading 
of St George, St George on the Wheel, St Nestor slaying 
Lyaeus, the Martyrdom of St Andrew, the Martyrdom of 
St Theodore by fire, the Martyrdom of St Eustathios and 
his family in the fire in the belly of the brazen bull, and 
three other unidentified scenes. Correspondingly on the 
south wall are ten scenes of martyrdoms and miracles: the 
Beheading of St John the Baptist, the Crucifixion of Peter 
(?), the Beheading of an unidentified saint, four represen-
tations from the cycle of the Archangels, the Miracle in 
Chonae, the Appearance of the Angel to the Seer Balaam, 
the Three Youths in the Fiery Furnace and Daniel in the 
Lions’ Den, the Crucifixion of St Andrew, St Nicholas an 
old man offering charity to the poor and St Nicholas de-
livering the ship from danger. On the west wall are five 
representations of martyrdoms of saints: Two from the 
Ordeals of St Paraskevi, the Beheading of St Kyriaki (?), St 
Kyriaki praying and the Beheading of St Catherine.

In the lower zone of the walls of the nave are full-
bodied saints. Of the twelve saints on the north wall eight 
survive: Catherine, Barbara, Kyriaki and Paraskevi, Mer-
curius, Eustathios Placidus and Theodore Teron. There 
are twelve saints on the south wall too: John the Theolo-

Fig. 16. Christ as “Zoodotes”, the built templon. 
Church of Prophet Elijah in Stemnitsa

Fig. 17. Virgin Mary as “Hope of All”, the built templon. 
Church of Prophet Elijah in Stemnitsa
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gian, Peter and Paul holding a model of a church, Arch-
angel Michael, Andrew, Constantine and Helen, Nicholas, 
Gregory the Theologian, Athanasios and two other uni-
dentified hierarchs. At about the mid-point of the lower 
zone of the south wall is the original entrance doorway, 
while in the west wall is the later doorway, the creation of 
which destroyed part of the wall-paintings. Depicted on 
the west wall are the saintly monks Anthony and Sabbas, 
and the Scale of Justice from the representation of the Last 
Judgement. The dado of the walls of the nave is decorated 
with a bichrome zigzag line.

On the vault of the nave in the medallion is Christ 
Pantocrator, surrounded by the Angelic Liturgy with the 
Virgin and St John the Baptist. In the pendentives are the 
symbols of the evangelists and in the four spandrels are 
the four evangelists, Luke, Matthew, Mark and John the 
Theologian with Prochorus. In the two zones developed 
along the length of the vault, on either side of the cen-
tral medallion, are sixteen full-figure prophets: Zachari-
ah, Ezekiel, Zephaniah, Aaron, Moses, Elijah, Zachariah, 
Solomon, Jeremiah, Jacob, Habakkuk, Daniel, Malachi, 
Isaiah and David.

The Church of St Panteleemon,20 of the same archi-
tectural type as the Panagia Baphero and Prophet Elijah, 
and measuring 3.20 × 7.60 m (fig. 20), stands at the en-
trance to Stemnitsa. As noted above, there is no donor 
inscription and a similar iconographic programme to the 
previous two churches is followed in its wall-paintings.

In the holy bema, the Virgin Platytera (fig. 21) in the 
midst of angels occupies the semi-vault of the apse. In the 

20 Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 134 sqq; 
Gkētakou, Ta χριστιανικά μνημεία της Στεμνίτσης, 162 sqq; Bakourou, 
Οι εργασίες συντήρησης (Μέρος 3ο), 7.

two zones below are the prophets Daniel, Ezekiel, David, 
Moses, Aaron, Solomon, Gideon, Habakkuk (fig. 22) and 
Zachariah, in “From on High the Prophets”, and the Con-
celebrant Hierarchs Cyril of Alexandria, Athanasios, John 
Chrysostom, Basil, John the Theologian and James the 
Adelphotheos. On the front of the apse are the Hospital-
ity of Abraham (fig. 23) and the Sacrifice of Abraham, fol-
lowed by the Annunciation to the Virgin and, on the piers, 
Stephen the Protomartyr (fig.40) and Simon the Stylite. On 
the south wall, in the upper zone, are the Nativity (fig. 24) 
and the Presentation of Christ in the Temple. Below these 
is the Divine Liturgy (fig. 24), which extends also onto the 
north wall, and in the lower zone are the frontal figures of 
the hierarchs Blaise, John Eleemon and Gregory of Nyssa. 

Fig. 19.Crucifixion. Church of Elijah in Stemnitsa

Fig. 18. Angel, the intrados of the Royal Doors, detail. 
Church of Prophet Elijah in Stemnitsa

Fig. 20. Plan of the Church of St Panteleemon in Stemnitsa 
(after: Moutsopoulos, Η αρχιτεκτονική)
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In the upper zone of the north wall is the Dormition of the 
Virgin, and in the lower zone the Vision of Peter of Alex-
andria. In the prothesis conch is the Man of Sorrows (fig. 
25), with Christ on the Cross flanked by the Virgin and 
St John and two flying angels in lament. The dado of the 
walls is decorated with a bichrome zigzag line. The scene 
of the Ascension covers the sanctuary vault.

On the built templon are the figures of the Virgin 
Hope of All (fig. 26), Christ Zoodotes (fig. 27), John the 
Baptist in pose of supplication and, next to the Virgin, St 
Panteleemon, to whom the church is dedicated. Above 
these figures is the Great Deesis with the Twelve Apostles. 
On the intrados of the Royal Doors are two angels. On 
the back face of the templon are the hierarchs Dionysios 
the Areopagite, Ignatius Theophoros (fig. 42), Andrew 
the Cretan and Spyridon. The dado of the built templon 
screen is decorated with velum and flowers, while on the 
back face is a bichrome zigzag line.

In the nave, the Christological cycle continues in 
the upper zone on the north, south and west walls, with 
the Baptism, the Transfiguration, the Raising of Lazarus, 

the Entry into Jerusalem, the Last Supper, the Betrayal, 
the Crucifixion (fig. 36), the Descent into Hell (Anas-
tasis), the Incredulity of Thomas, the Chairete of the 
Myrrh-Bearing Women, the Healing of the Paralytic, the 
Woman of Samaria, the Healing of the Blind Man and, 
on the vault, the Judgement of Pilate and the Lamenta-
tion. Narrated in the zone below on the same three walls 
of the nave are martyrdoms and miracles of saints, in 
articulation with the figures of saints represented in the 
lower zone. On the north wall are ten scenes: St Pantel-
eemon on the Wheel, the Beheading of St Panteleemon, 
St George before Diocletian, the Beheading of St George, 
the Martyrdom of St Demetrios, St Nestor slaying Lydius, 
the Martyrdom of St Theodore in the fire, the Beating of 
St Theodore, the Crucifixion of St Theodore and St Eus-
tathios and his family in the fire in the belly of the brazen 
bull. On the south wall, again in ten scenes: the Beheading 
of St John the Baptist (in poor condition), the Miracle in 
Chonae, the Appearance of the Angel to the Seer Balaam, 
the martyrdom of a saint by crucifixion and four mira-
cles of St Nicholas: St Nicholas freeing the ship in danger, 
St Nicholas an old man offering charity to the poor (two 
representations) and one more unidentified miracle. On 
the west wall are five scenes: the Beheading of St Cath-
erine and of St Kyriaki, St Kyriaki praying and two other 
unidentified martyrdoms.

In the lower zone of the walls are frontal full-bo-
died saints. On the north wall: Marina, Paraskevi, Kyri-
aki, Anastasia, Mercurius, Eustathios, Procopius, Theodo-
re Stratelates and Theodore Teron, Nestor, George and 
Demetrios (?). On the south wall: Archangel Michael, Sts 
Constantine and Helen, and four unidentified saints in 
poor condition. At the mid-point of this wall is the en-
trance doorway, which was later enlarged, destroying part 
of the wall-paintings. This applies also to the window that 
was created in the second zone.

In the lower zone of the west wall are four full-figure 
saints, only one of which survives, St Sabbas, along with 
Scale of Justice from the representation of the Last Judge-
ment. The dado is decorated with a bichrome zigzag line.

Fig. 21. Virgin Platytera. Church 
of St Panteleemon in Stemnitsa

Fig. 22. Prophet Habakkuk. 
Church of St Panteleemon in Stemnitsa

Fig. 23. Hospitality of Abraham. Church of St Panteleemon 
in Stemnitsa
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On the vault is a central medallion with Christ Pan-
tocrator, around which is the Angelic Liturgy with the 
Virgin and St John the Baptist, and in the pendentives are 
the symbols of the four evangelists. In the four spandrels 
are the evangelists, Luke, Mark, Matthew and John the 
Theologian with Prochorus. In the two zones developed 
along the length of the vault are twelve full-bodied proph-
ets: Solomon, Isaiah, Habakkuk, David, Moses, Jacob, 
Malachi, Zachariah, Zephaniah, Zachariah the young, 
and two other unidentified ones.

In the three churches of the same architectural type 
(single-aisle with vaulted roof), the Panagia Baphero, 
Prophet Elijah and St Panteleemon, important similarities 
are observed in the arrangement of the iconographic pro-
gramme, which corresponds to that of domed churches, 
as the figure of Christ Pantocrator is depicted in the vault. 
In all three monuments the iconographic programme is 
clear, there are no singularities and its constitution be-
speaks knowledge of the symbolic meaning of the parts of 
the church, consistent with canons that have applied since 
the Palaiologan period.21

In all three churches the subjects of eucharistic con-
tent are placed in the space of the sanctuary in a similar 
way. On the built templon, the figures of Christ Zoodotes, 
the Virgin Hope of All, St John the Baptist and the Great 
Deesis with the Twelve Apostles follow exactly the same 
arrangement. Likewise, in the nave the Christological cy-
cle comprises twenty common scenes and includes the 
major events prior to the Passion, Miracles of the Lord, 
the Passion, the Resurrection and Post-Resurrection 
episodes. Figures of saints in the lower zone of the walls 
complete the programme. Characteristic of the period are 
the depictions of the apostles Peter and Paul holding a 
model of a church, symbol of the Church they founded.22

21 Ε. Delēgiannē-Dōrē, Οι τοιχογραφίες του υστεροβυζαντινού 
ναού των Ταξιαρχών στην Αγριακόνα, in: Πρακτικά Β΄ Τοπικού Συνεδρί-
ου Αρκαδικών Σπουδών, Αthens 1990, 541 sqq, with selected examples. 

22 For further discussion on this subject and related bibliogra-
phy v. A. Davidov-Temerinski, Concordia Apostolorum. Zagrljaj apos-

On the vault too the same arrangement is followed 
in all three churches, with Christ Pantocrator in the central 
medallion, surrounded by the angelic hosts, the Virgin and 
St John the Baptist, in half-body, and in the pendentives the 
four evangelists with their symbols. On either side of the 
central medallion are full-bodied figures of the prophets.

Particularly striking are the similarities in the pro-
gramme in the churches of Prophet Elijah and of St Pan-
teleemon, with regard to both the position and the choice 
of the representations.

This close affinity of the iconographic programme 
includes an extensive cycle of martyrdoms, with scenes 
encountered in both monuments. Furthermore, in the 
Church of St Panteleemon the martyrdom of the com-
memorated saint is depicted, while in the Church of 
Prophet Elijah the prophet’s Fiery Ascent to Heaven is 
represented in correspondence. Concurrently, two minor 
cycles of miracles are illustrated, of St Nicholas and of the 
Archangels, as well as the scene of the Weighing of Souls 
with the Scale of Justice from the Last Judgement.

The Church of the Panagia Baphero, which is dedi-
cated to the Mother of God, presents some differences in 
the iconographic programme. In the sanctuary, in addi-
tion to the subjects of eucharistic content, is the repre-
sentation of the Virgin the Burning Bush, one of the pre-
figurations of the Theotokos. In the nave, an abbreviated 

tola Petra i Pavla. Povodom freske iz Mušnikova kod Prizrena, ZLUMS 
32–33 (Novi Sad 2002) 83–105; Χ. Proestakē, Western influences on 
17th-century post-Byzantine wall paintings in the Peloponnese: Roots in 
the 16th century, Byzantinoslavica 68 (2010) 291–352. V., also, Gkioles, 
Οι τοιχογραφίες του καθολικού, 45 sqq.

Fig. 24. Nativity of Christ and the Divine Liturgy, detail. 
Church of St Panteleemon in Stemnitsa.

Fig. 25. Man of Sorrows. 
Church of St Panteleemon in Stemnitsa
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Mariological cycle is narrated pictorially, as are the 24 
stanzas of the Akathistos Hymn.

The Church of the Life-Bearing Source (Zoodochos 
Pege) or Chrysopege (fig. 28) is of a different architectural 
type from the three previous monuments and is also much 
larger.23 It is situated a short distance to the northeast of 
Stemnitsa, on a rugged foothill of Mount Klinitsa, which 
surrounds the town. The church is the katholikon of a sta-
vropegiac monastery, which tradition has it was built in 
1443.24 Of composite cross-in-square with dome type, it 
measures internally 6.70 × 8.80 m (fig. 29). The entrance, 
0.80 m. wide and 1.60 m. high, is on the west side. The 
sanctuary is tripartite with three conches, which are semi-
circular inside and three-sided outside. In each conch is a 
slit window framed by a dentil band that also runs round 
the three sides of the apses. Above the slit window of the 
bema, which is larger than the other two, a dentil band 
describes the symbol of the cross. The masonry of the 
church was coated by cement plaster and only recently has 
its original aspect been revealed.25 The east and the south 

23 Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 37 sqq; 
Gkētakou, Ta χριστιανικά μνημεία, 118 sqq; A. Zahou, Μεσαιωνικά 
μνημεία Γορτυνίας, Αρχαιολογικόν Δελτίον 8 (1923) 76.

24 Veēs, Η eλληνική Σχολή, 381.
25 V., also, Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 39 sqq.

side are constructed in the system of cloi sonné masonry, 
while the north and west sides are of rubble masonry. At 
the height of the springing of the north and south arms 
of the cross, two blind arcades are formed on the exterior, 
which are framed by a double arch. In the middle of the 
west arm is a single brick band, crowning a poros cross. 
In the archivolt above the entrance doorway is the wall-
painting of the Virgin the Life-Bearing Source or Fountain 
of Life (Zoodochos Pege). In the dome, which is covered 
entirely by horizontal bricks, are four arched windows.

During the Late Ottoman period, the monastery 
housed for a long period the Greek School of Stemnitsa, 
which was a nursery of spirituality and learning. Pre-
served above the entrance doorway on the west side of the 
church is the donor inscription,26 written neatly in black 
majuscule letters on a white ground. It is structured in six 
lines but part of the fifth line is missing and the sixth line 
no longer survives.

ΑΝΗΣΤΟΡΙΘΕΙ Ο ΘΕΙ(ΟΣ) Κ(ΑΙ) ΠΑΝΣΕΠΤΟΣ 
ΝΑΟΣ ΟΥΤΟΣ ΤΗΣ ΥΠΕΡΑΓΙΑΣ
ΔΕΣΠΗΝΗΣ ΥΜΩΝ Θ(ΕΟΤΟ)ΚΟΥ ΤΗΣ 
ΕΠΟΝΩΜΑΖΟΜΕΝΗΣ ΖΟΩΔΟΧΟΥ ΠΗΓΗΣ 
ΔΙΑ ΣΗΝΔΡΟΜΗΣ
Κ(ΑΙ) ΚΟ[Π]ΟΥ ΒΙΣΑΡΙΟΥ ΙΕΡΟΜΩΝΑΧΟΥ 
Κ(ΑΙ) ΕΞΟΔΟΥ ΤΟΥ ΠΟΤΕ ΑΧΙΛΙΟΥ 
ΑΡΧΙΕΡΕΩΣ Κ(ΑΙ) ΤΙΜΙΩΤΑΤΩΝ ΑΡΧΩΝ

26 Moutsopoulos and Gkētakou both published this inscrip-
tion but with some differences. Moutsopoulos further suggested the 
existence of a sixth line now lost. Cf. Moutsopoulos, Η αρχιτεκτονική 
των εκκλησιών, 42; Gkētakou, Τα χριστιανικά μνημεία της Στεμνίτσης, 
142–143.

Fig. 26. Virgin Mary as “Hope of All”,  the built templon. 
Church of St Panteleemon in Stemnitsa

Fig. 27. Christ as “Zoodotes”, the built templon. 
Church of St Panteleemon in Stemnitsa



Proestaki X.: Y e wall paintings of the sixteenth and seventeenth centuries at Stemnitsa in the Peloponnese, Greece

177

ΤΟΝ –---------------– [Τ]ΗΣ ΑΥΤΗΣ ΧΩΡΑΣ 
ΣΤΕΜΝΗΤΖΑΣ ΕΙΣ ΨΥΧ[ΙΚ]ΗΝ ΑΥΤΩΝ 
Σ(ΩΤΗ)ΡΙΑΝ Κ(ΑΙ) ΤΟΝ ΓΟ(ΝΕΩΝ)
ΑΡ[ΧΙΕΡΑΤΕΥΟ]ΝΤΟΣ ΤΟΥ [ΤΙΜΙ]ΩΤΑΤΟΥ 
ΜΗΤΡΟΠΟΛ[ΙΤΟΥ] [ΚΥ]ΡΙΟΥ ΚΥΡ 
ΘΕΟΔΩΡΙΤΟΥ

According to the inscription, this Church of the Moth-
er of God with the epithet Zoodochos Pege, was decorated 
with the contribution and the toil of the hieromonk Bessa-
rion, at the expenses of the chief priest Achilleios and noble 
citizens of Stemnitsa, whose names are not preserved, for the 
salvation of their own souls and the souls of their parents, 
when the Most Reverend Sire Theodoritos was Metropoli-
tan. Neither the name of the painter nor the date of the deco-
ration is preserved, because the last line is missing.

The monastery katholikon was renovated in 1800 at 
the expenses of the prior (hegumen) Germanos Kantzias 
from Stemnitsa, as recorded in an inscription incised on a 
marble plaque incorporated in the north wall of the nave.27 
The six-line inscription written in capital letters reads:

1800 ΑΠΡΙΛΙΟΥ 25
+ ΑΝΗΓΕΡΘΙ ΑΥΤΙ Η ΠΑΡΟΥΣΑ ΣΕΒΑΣΜΙΑ 
ΜΟΝΗ ΤΙΣ
ΖΩΟΔΟΧΟΥ ΠΗΓΙΣ ΕΚ ΒΑΘΡΟΥ ΓΗΣ ΔΙΑ 
ΣΗΝΔΡΟ
ΜΗΣ ΚΑΙ ΕΞΟΔΟΥ ΠΑΡΑ ΤΟΥ ΠΑΝΟΣΙΟΤΑΤΟΥ 
ΑΓΙΟΥ
ΠΡΟΙΓΟΥΜΕΝΟΥ ΚΥΡΙΟΥ ΓΕΡΜΑΝΟΥ ΤΟ 
ΕΠΗΚΛΙΟΝ ΚΑΝΤΖ
ΑΣ ΕΚ ΚΩΜΗΣ ΣΤΕΜΝΗΤΖΙΣ ΕΙΣ ΨΙΧΙΚΗΝ 
ΑΥΤΟΥ ΣΟΤ[Η]ΡΙΑΝ.

Many graffiti referring to the history of the Greek 
War of Independence are scribbled on the wall-paintings 
of the nave.28

27 Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 45, no. 6, 
and Gkētakou, Ta χριστιανικά μνημεία, 144, no. 25.

28 Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 43 sqq; 
Gkētakou, Ta χριστιανικά μνημεία, 143 sqq.

Almost every inch of the church interior is covered 
by wall-paintings, distributed on all surfaces of the walls, 
the arms of the cross and the dome. The representations 
in the tripartite sanctuary are of liturgical content, from 
the Christological and the Mariological cycle, the cycle 
of St John the Baptist, the cycle of the Parables, martyr-
doms and figures of saints. Depicted in the semi-vault 
of the bema apse is the Virgin Wider than the Heavens 
(Platytera ton Ouranon) flanked by archangels (fig. 30). 
In the three zones below are the Divine Liturgy (fig. 30), 
which extends on the north and south walls of the sanctu-
ary, the Hospitality of Abraham (fig. 30), the Communion 
of Apostles with the Metadoses (fig. 31) and the Meta-
lepses, the Concelebrant Hierarchs (fig. 31) Dionysios the 
Areopagite, Gregory the Theologian, John Chrysostom, 
Basil, Athanasios and Gregory the Dialogist, as well as 
the Melismos. On the front of the apse is an angel holding 
a crown and surrounded by a vegetal ornament. On the 
north wall of the bema, in the upper zone, are two scenes 
from the Christological cycle, Christ with the Woman of 
Samaria and the Healing of the Blind Man, while in the 

Fig. 28. Church of Zoodochos Pege (Chrysopege) 
in Stemnitsa, seventeenth century, from the southeast

Fig. 29. Plan of the Church of Zoodochos Pege in Stemnitsa 
(after: Moutsopoulos, Η αρχιτεκτονική)
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corresponding zone on the south wall are the Parable of 
the Publican and the Pharisee, and the Appearance of the 
Angel to the Seer Balaam. In the next zone, on the north 
and the south wall respectively, is the Divine Liturgy, as 
noted above, and in the lower zone are two martyrdoms 
of unidentified saints-bishops, while represented in fron-
tal pose are Sts Cyril and Spyridon. On the bema vault are 
the Ascension and the Pentecost.

Depicted in the semi-vault of the prothesis conch 
is the Sacrifice of Abraham (fig. 32) and in the zone be-
low is the Man of Sorrows with Christ, the Virgin and John 
(fig. 32). On the front of the apse is a vegetal ornament. In 
a conch formed in the north wall of the prothesis are the 
figures of two deacons, Stephen the Protomartyr and one 
unidentified, along with the righteous Melchisedek(?). Next 
to St Stephen is the Vision of Peter of Alexandria, which 
also occupies the west wall of the prothesis. Represented in 
a medallion above Christ is St Peter (Αγ. Πέτρος εν το Άρα-
γος (sic)). In the prothesis vault there are four scenes from 
the Mariological cycle, the Prayer of Joachim and Anne, 
the Aversion of the Gifts, the Blessing of the Priests and the 
Presentation of the Virgin in the Temple. The gate to the 
prothesis is in the south wall. Depicted on the intrados are 
two martyrdoms, St Peter on the Cross and the Beheading 
of Apostle Paul, as well as St Leo of Catania (Αγ. Λέων ο εν 
Κατάνης). A small conch with Islamic-style ogee arch is also 
opened in the intrados of the prothesis gate, which is guard-
ed by two cherubim. On the west wall of the prothesis is the 
image of the stylite saint Ephraim the Syrian.

Depicted in the semi-vault of the diakonikon is 
Christ the Saviour amidst Archangels. He blesses with 
the right hand and holds an open gospel-book in the left. 
On his cross-inscribed halo is the inscription: Ο ΩΝ. Two 
deacons, Laurence and Philip, are represented in the zone 
below. On the front of the apse is a vegetal ornament. In 
the lower zone of the south wall of the diakonikon are 
the figures of three hierarchs in frontal pose, Michael of 
Synnada, Timothy and Germanos the Patriarch. Above 
them are three medallions with saints, Menas, Avivus and 
one unidentified. In the vault of the diakonikon are four 

scenes from the cycle of St John the Baptist, the Birth of 
the Forerunner, Prophet Zachariah sacrificed in the tem-
ple, the Banquet of Herod and the Beheading of St John 
the Baptist. Opened in the north wall is the gate of the 
diakonikon, depicted on the intrados of which are full-
bodied martyrs in frontal pose: Sisynios, Theophytos and 
Porphyrios. Also opened in the intrados is a conch with 
an Islamic-style ogee arch, corresponding to that in the 
prothesis gate. The gate of the diakonikon is guarded by 
two cherubim. Depicted on the west wall are the stylite 
saint Alypios and the martyr Leontios.

The initial form of the built templon was altered and 
renovated in the early nineteenth century. According to an 
inscription preserved on it, this was carried out by the he-
gumen of the monastery, Germanos Kantzias, in 1805.29 
So, in place of the built templon a gilded wooden icon-
ostasis was erected, with four despotic icons – of Christ 
Pantocrator, the Virgin the Life-Bearing Source, St John 
the Baptist and Archangel Michael. Above these are ten 
small icons from the Dodecaorton and the rood figures 
(Lypera) with the Crucified Christ, the Virgin and John. 
Two representations from the built templon are kept, the 
Birth of the Virgin and the Dormition of the Virgin, as 
well as two figures of stylite saints, Daniel and Simon, and 
the dado-velum on the lowest part. On the intrados of the 
prothesis gate and the diakonikon gate are two angels.

In the nave, the Christological cycle continues on the 
north, south and west walls, as well as the arms of the cross, 
with the Nativity of Christ, the Annunciation, the Presen-

29 The inscription is six-lined and is written in capital letters:
1805
ΤΟ ΘΙΟΝ ΚΑΙ ΙΕΡΟΝ 
ΤΕΜΠΛΟΝ ΑΝΗΓΕΡ
ΘΗ ΔΙΑ ΣΥΝΔΡΟΜΗΣ ΚΑΙ ΕΞΟΔΟΥ ΓΕΡΜΑ
ΝΟΥ ΙΕΡΟΜΟΝΑΧΟΥ
ΚΑΝΤΖΑ.
V. Moutsopoulos, Η αρχιτεκτονική των εκκλησιών, 45, and 

Gkētakou, Ta χριστιανικά μνημεία, 145.

Fig. 30. Virgin Platytera, the Divine Liturgy (detail) 
and the Hospitality of Abraham. Church of Zoodochos Pege 

in Stemnitsa

Fig. 31. The Communion of Apostles (the Metadoses) 
and the Concelebrant Hierarchs (Dionysios Areopagite, 
Gregory the Dialogist and John Chrysostom). Church

of Zoodochos Pege in Stemnitsa
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tation of Christ in the Temple, the Baptism, the Raising 
of Lazarus, the Transfiguration, the Entry into Jerusalem, 
the Washing of the Feet (Nipter), Judas receiving the thirty 
pieces of silver, the Last Supper, the Betrayal, Judas casting 
down the thirty pieces of silver, the Scourging, the Mock-
ing, the Judgement of the High Priests, the Judgement of 
Pilate, the Road to Calvary (Helkomenos), the Crucifixion 
(fig. 33), the Lamentation, the Descent from the Cross, the 
Resurrection (Anastasis), the Stone (Lithos), the Incredulity 
of Thomas, Peace to us [love] one another (Ειρήνη ημίν αλ-
λήλους), the Noli Me Tangere, the Chairete of the Myrrh-
Bearing Women, the Lord is Risen (Ανέστη ο Κύριος) and 
They found the linen cloths (Εύρον τα οθόνια).

Similarly, distributed on the walls of the nave and 
the arms of the cross are the 24 stanzas of the Akathistos 
Hymn (fig. 33). Likewise, the martyrdoms of the saints 
are narrated in 31 representations: of Artemios, Stephen, 
Theodore Teron, Eleutherios the Cubicularius, Eleuth-

erios, Babylas, Anthenogenus, Demetrios, George (fig. 
33), Sebastian, Ignatius the Theophoros, Samonas and 
Abibos (fig. 33), Platon, Longinus, Niketinos(?), Paul the 
Eleemon, Hermolaos, Procopius, the Sts Anargyroi, Cath-
erine (fig. 33), Paraskevi, the Three Youths in the Fiery 
Furnace, the Beheading of St Nestor, the Stoning of St Jer-
emiah, and a further seven unidentified martyrdoms.

The Parables cycle continues on the west wall of the 
nave with the Parable of the Good Samaritan, and on the 
south wall with the Parable of the Prodigal Son, while in the 
north cross arm are the Lauds (Ainoi) and the Zodiacal cycle.

In the lower zone of the north, south and west walls 
are 29 figures of saints in full figure and frontal pose: Eu-
thymios the Coenobiarch, Sabbas, Anthony, Mercurius, 
Theodore Teron, Nicholas, Andrew, the apostles Peter and 
Paul, and two other unidentified saints. Next to these is 
the representation in monumental scale of the Virgin the 
Life-Bearing Source, surrounded by the framed figures 
of eight prophets: David, Solomon, Isaiah, Daniel, Bar-
laam, and three unidentified ones, holding open scrolls 
inscribed with passages relating to the prefigurations of 
the Virgin. Above this representation is that of The twelve 
tribes offering gifts in the tabernacle of the testimony, as the 
Ark and the Tabernacle of the Testimony are linked too 
with the Virgin and her prefigurations. On the south wall 
are the standing figures of the saints Gregory, John Chry-
sostom, James the Persian, Artemios, Constantine and 
Helen, Athanasios, Niketas, and three unidentified. On 
the west wall, to the left of the entrance doorway, are the 
female saints Paraskevi, Catherine, Irene, Kyriaki, Barbara 

Fig. 32. Sacrifice of Abraham and the Man of Sorrows. 
Church of Zoodochos Pege in Stemnitsa

Fig. 33. Crucifixion, three of the 24 stanzas of the Akathistos 
Hymn and the martyrdoms of the saints George, Samonas 

and Abibos and Catherine. Church of Zoodochos Pege
in Stemnitsa
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and Marina, while on the right are Archangel Michael, the 
two donors the monks Achilleios and Bessarion, holding 
a model of the church, and St Sisoes. Between the two do-
nors are the inscriptions:

Α) 1. ΔΕΗΣΙΣ ΤΟΥ ΔΟΥΛΟΥ ΤΟΥ Θ(Ε)ΟΥ 
ΑΧΙΛΗΟΥ ΑΡΧΙΕΡΕΩΣ

Β) 1. ΔΕΗΣΙΣ ΤΟΥ ΔΟΥΛΟΥ ΤΟΥ Θ(Ε)ΟΥ ΤΟΥ 
–----
2.  ΟΣΙΩΤΑΤΟΥ ΤΟΥ [ΒΙΣΑΡΙΟΥ] –----
3.  ΙΕΡΟΜΟΝΑΧΟΥ.

On either side of the head of St Sisoes is the inscription:

 Ο ΑΓΙΟΣ ΣΙΣΩΗΣ
 ΕΡΧΩΜΕΝΟΣ Π[Ο]Τ[Ε]----ΕΥΡΩΝ ΤΑΦΟΝ
 ΚΑΙ ΘΑΥΜΑΣΑΣ ΜΕΝ ΟΥΤΩ ΟΡΡΩ ΣΕ 

ΤΑΦΕ ΔΟΙΛΟΝ
 ΟΣ----ΝΘΕΑ Κ(ΑΙ) ΚΑΡΔΙΟΣΤΑΛΑ[Κ]ΤΟΝ 

ΔΑΚΡΙΟΝ
 ΧΕΟΝ ΧΡ(ΕΟ)Σ ΤΟ ΚΟΙΝΟΦΛΙΤΟΝ ΕΙΣ 

ΝΟΥΝ ΛΑΜΒΑΝΟΝ ΠΩΣ
 ΟΥΝ ΜΕΛΟ ΔΙΕΛΘΕΙΝ ΒΑΒΑΙ ΠΕΡΑΣ 

ΤΟΙΟΥΤΟΝ ΑΙ ΑΙ ΘΑΝΑΤΕ
 ΤΙΣ ΔΥΝΑΤΑΙ ΦΥΓΗΝ ΣΕ.

In the zone above the standing saints, on the north, 
south and west walls, are medallions enclosing figures of 
saints and martyrs, such as Cosmas and Damian, Thal-
laios, Eugenios, Orestes, Sergius, Julita and Kerykos, as 
well as three unidentified ones.

In the calottes formed in the four corner bays, next 
to the arms of the cross, are the Virgin Wider than the 
Heavens surrounded by the prophets Daniel, Isaiah, Solo-
mon and David, in “From on High the Prophets”, in the 
northeast calotte (fig. 34); Christ Pantocrator and All 
Saints in the northwest calotte; Christ Great High Priest 
surrounded by four cherubim in the southeast calotte; 
Christ Emmanuel in the hymn What have we brought for 
you O Christ in the southwest calotte.

In the dome is the central medallion with the fi-
gure of Christ Pantocrator, surrounded by heavenly hosts 
with full-bodied angels, seraphim, tetramorph cherubim 
and rotae. The angelic hosts frame to the east the The-
otokos in supplication and to the west St John the Bap-
tist. Written in the band of the medallion enclosing the 
Pantocrator is the inscription: + ΕΞ ΟΥΡΑΝΟΥ ΕΠΕΒΛΕ-
ΨΕΝ Ο Κ(ΥΡΙΟ)Σ ΕΙΔΕ ΠΑΝ ΤΟΥΣ ΥΙΟΥΣ ΤΩΝ ΑΝΩ 
ΕΞ ΕΤΟΙΜΟΥ ΚΑΤΟΙΚΗΤΗΡΙΟΥ ΑΥΤΟΥ ΕΠΕΒΛΕΨΕΝ 
ΕΠΙ ΠΑΝΤΑΣ ΤΟΥΣ ΚΑΤΟΙΚΟΥΝΤΑΣ ΤΗΝ ΓΗΝ ΠΛΑ-
ΣΑΣ ΚΑΤΑ ΜΟΝΑΣ ΤΑΣ ΚΑΡΔΙΑΣ ΑΥΤΩΝ.

Depicted in the lunettes of the tympanum, be-
tween the windows, are 16 full-bodied prophets holding 
open scrolls: Zachariah, Moses, Solomon, David, Isaiah, 
Jeremiah, Zephaniah, Jonah, Jacob and some unidenti-
fied. In the pendentives are the four evangelists with their 
symbols. On the two columns to the east, upholding the 
dome, the figures of Prophet Elijah and St Charalambos.

The iconographic programme of the katholikon of the 
Zoodochos Pege monastery corresponds in its arrangement 
to that developed for the cross-in-square church with 
dome. It includes some 168 episodes and 81 individual 
saints, which are set within red frames, as in the other 
three churches discussed.

Fig. 34. “From on high the prophets”, the northeast calotte, 
detail. Church of Zoodochos Pege in Stemnitsa

Fig. 35. Akathistos Hymn, the stanza VII. Church 
of Zoodochos Pege in Stemnitsa
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Subjects of eucharistic content predominate in the 
tripartite sanctuary, with the addition of episodes from 
the Christological and the Mariological cycle, the cycle of 
St John the Baptist, parables, Old Testament scenes, mar-
tyrdoms and figures of saints. Depicted too are the Ap-
pearance of the Angel to the Seer Balaam, which in the 
churches of Prophet Elijah and St Panteleemon is included 
in a small Archangels cycle, while parables and the Fore-
runner cycle are not represented in the other three monu-
ments (Panagia Baphero, Prophet Elijah, St Panteleemon).

An abbreviated Mariological cycle as well as the 
24 stanzas of the Akathistos Hymn are illustrated simi-
larly in the Panagia Baphero and the Zoodochos Pege, 
as both churches are dedicated to the Mother of God. In 
the Zoodochos Pege church three additional representa-
tions appear, relating to prefigurations of the Virgin: The 
Life-Bearing Source amidst archangels and prophets, the 
Twelve tribes offering gifts in the tabernacle of the tes-
timony, and the Platytera between the prophets David, 
Solomon, Daniel and Isaiah.

Martyrdoms of saints also occupy a significant posi-
tion in the Zoodochos Pege church. They are distributed 
on all the walls, just as in the churches of Prophet Elijah 
and St Panteleemon, as well as in the arms of the cross, 
and most of them coincide.

Two exceptional representations in the Zoodochos 
Pege church are the Ainoi with Christ Pantocrator and 
the Zodiacal cycle, and the Christmas hymn to Jesus 
What have we brought for you O Christ. The remarkably 
rich decoration of the church is completed by the me-
dallions with numerous busts of martyrs and saints, and 
the full-bodied standing saints in the lowest zone of the 
walls of the nave. Particularly imposing, on the left of 
the entrance, is the depiction of the donor monks Achil-
leios and Bessarion holding between them a model of 
the church.

The programme of the dome, with Christ Pantocra-
tor at the apex, surrounded by angelic hosts, the Virgin 
and St John the Baptist, 16 full-bodied prophets in the 
tympanum and the four evangelists in the pendentives, 
corresponds to that of the vault in the three single-aisle 
vaulted-roof churches of the Panagia Baphero, Prophet 
Elijah and St Panteleemon.

* * *

With regard to the iconography, the painters who 
worked in the four churches in Stemnitsa (Panagia Bap-
hero, Prophet Elijah, St Panteleemon and katholikon of 
the Zoodochos Pege monastery), cleave to common icon-
ographic models, with some variations in the details, both 
in the representations of eucharistic content and in those 
of the Christological and the Mariological cycle, of the 
Akathistos Hymn, the depictions of hierarchs and saints, 
of prophets and angelic powers.

We cite specific examples:
The same iconographic type of the Virgin Wider 

than the Heavens (Platytera) is reproduced in the Panagia 
Baphero (fig. 5), Prophet Elijah (fig. 12) and St Pantelee-
mon (fig. 21). She is depicted orans, in bust and frontal 
pose, holding Christ Emmanuel within an effulgent man-
dorla, who blesses with both hands. On either side of her, 
above, are two flying angels in clouds. In the Zoodochos 
Pege katholikon the Virgin is represented enthroned upon 
an opulent throne with back, holding Christ Emmanuel 
in front and flanked by two full-bodied angels (fig. 30). 
The subject of the Virgin and Child flanked by angels can 
be traced back to Early Christian times.30 In the sixteenth 
century it was particularly widespread in monuments 
of both the Cretan School and the School of Northwest 
Greece.31 Similarly, from the seventeenth century it is 
found in monuments in the Peloponnese: in St Demetrios 
at Poretsos (1607) and in the katholikon of the Theotokos 

30 Α. Mantas, Το εικονογραφικό πρόγραμμα του ιερού βήματος 
των μεσοβυζαντινών ναών της Ελλάδας (843-1204), Αthens 2001, 64 
sqq; Gkioles, Οι τοιχογραφίες του καθολικού, n. 512.

31 Such scenes are well known from paintings in Athos, for 
example in the katholikon of the Laura Monastery, 1535. (G. Millet, 
Monuments de l’Athos, Les peintures, 1, Paris 1927, pl. 118.1), in Xe-
nophontos Monastery, 1544 (Millet, op. cit., pl. 169.2), in Stavroniketa 
Monastery, 1545/1546 (Μ. Chatzēdakēs, Ο κρητικός ζωγράφος Θεο-
φάνης: η τελευταία φάση της τέχνης του στις τοιχογραφίες της Ιεράς 
Μονής Σταυρονικήτα, Aghion Oros 1986, 48, fig. 49), in the Dionys-
iou Monastery, 1546/1547. (Gkioles, Οι τοιχογραφίες του καθολικού, 
106; Τοιχογραφίες Καθολικού Μονής Διονυσίου, ed. P. Vokotopoulos, 
Aghion Oros 2006, fig. 57–60), in the Docheiariou Monastery, 1568. 
(Millet, op. cit., pl. 218.1) and in the parecclesion of St Nicholas in the 
Laura Monastery (painter Frangos Katelanos, 1568) (A. Semoglou, Le 
décor mural de la Chapelle Athonite de Saint-Nicolas (1560): application 
d’un nouveau langage pictural par le peintre Thébain Frangos Catellanos, 
Villeneuve d’Ascq 1999, 29, pl. 8a).

Fig. 36. Crucifixion. Church of St Panteleemon in Stemnitsa
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Voulkanos (1608) painted by the Moschos brothers,32 in 
St Demetrios at Athikia in Corinthia (1611) and in the 
Hagioi Anargyroi monastery at Vassara in Laconia (1621) 
painted by Demetrios Kakavas,33 the Church of the Taxi-
archs at Sophiko in Corinthia (early seventeenth centu-
ry), in the Virgin at Levidi (1629) which is attributed to 
Demetrios Kakavas,34 the Theotokos at Koumbari (1602), 
the Theotokos at Adami (1616) and the Koimesis (Dormi-
tion) church at Aipeia in Messinia (ca. 1620) which are 
attributed to the Moschos brothers,35 the Panagia at Ko-
rphos in Corinthia (1668) by Theodoulos Kakavas,36 etc.

The iconographic type of the Virgin Platytera 
flanked by angels is encountered with the same frequency 

32 A. Tseligka-Antourakē, Το καθολικό της μονής της Θεοτό-
κου Αιμυαλών και οι Ναυπλιείς αδελφοί ζωγράφοι Δημήτριος και Γε-
ώργιος Μόσχος. Προσέγγιση στο έργο του εργαστηρίου και η θέση του 
στη μεταβυζαντινή ζωγραφική της Πελοποννήσου του 17ου αι, Athens 
2011(unpublished PhD thesis), 52 sqq. 

33 Personal observation.
34 A. Koliou, Αναγνώριση χρωστήρος Κακαβά σε μη μαρτυ-

ρούμενα έργα του εργαστηρίου του, in: Πρακτικά Γ΄ Τοπικού Συνεδρίου 
Αργολικών Σπουδών, Athens 2006, 159 sqq.

35 Tseligka-Antourakē, Το καθολικό της μονής, 54.
36 Personal observation. V. also X. Proestakē, Το καθολικό της 

Μονής της Θεοτόκου και ο ζωγράφος Θεόδουλος Κακαβάς, in: Ιστορικά 
Μοναστήρια της Κορινθίας, Πρακτικά Συνεδρίου Κορινθιακών Σπου-
δών, 1, Corinthos 2009, 377–385.

in other regions of Greece too, such as in St John Kasta-
naioi at Megara (early seventeenth century),37 the Virgin 
of Skripos (early seventeenth century), in the works of the 
painters from Linotopi,38 etc.

A representation characteristic of the period and 
its models is the Communion of the Apostles in the katho-
likon of the Zoodochos Pege, with the iconographic detail 
of Judas withdrawing from the group of apostles, holding 
the bread in his hand and with a little zoomorphic devil 
perched on his shoulder (fig. 31).

The earliest known representation of the Departure 
of Judas (ο Ιούδας που φεύγει), a rare subject in Byzantine 
art, is in the Church of the Virgin Asinou (1105/1106) 
in Cyprus.39 It is encountered later in Palaiologan wall-
paintings in Crete40 and in the Church of St Athanasios 
of Mouzakis in Kastoria (1384/1385).41 In post-Byzantine 
wall-paintings the subject and variations of it are found 

37 G. Romas, Πέντε δίκλιτοι ναοί στο λόφο Αλκάθου των Με-
γάρων, Athens 2003 (unpublished master thesis).

38 A. Tourta, Οι ναοί του Αγίου Νικολάου στη Βίτσα και του 
Αγίου Μηνά στο Μονοδένδρι, Athens 1991, 58–59.

39 A. Megaw, Twelfth century frescoes in Cyprus, in: Actes du 
XIIe Congrès international d’études Byzantines, 3, Belgrade 1964, 257 
sqq; A. and J. Stylianou, The painted churches of Cyprus: treasures of 
Byzantine art, London 1985, 117, fig. 58. 

40 M. Chatzidakis, Rapports entre la peinture de la Macédoine 
et de la Crète au XIVe siècle, in: Πεπραγμένα του Θ’ Διεθνούς Βυζαντι-
νολογικού Συνεδρίου, 1, Αthens 1955, 142, pl. 12α.

41 St. Pelekanidēs, Καστορία Ι, Βυζαντιναί τοιχογραφίαι (πίνα-
κες), Thessaloniki 1953, pl. 144β; St. Pelekanidēs, M. Chatzidakis, Κα-
στοριά, Athens 1984, 109.

Fig. 38. A miracle of St Nicholas. Church of St Panteleemon 
in Stemnitsa

Fig. 37. Apostles Peter and Paul holding between them a 
model of a church, detail. Church of Prophet Elijah 

in Stemnitsa
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throughout Greece, but not on Mount Athos. It occurs 
frequently in Epirus, in three monuments associated 
with the work of the Kontaris painters at Veltsista, the 
churches of St Demetrios (1558),42 the Transfiguration 
of the Saviour (1568)43 and the Virgin (early seventeenth 
century).44 It features in the wall-paintings by Demetrios 
Kakavas (1599) in the Church of the Virgin at Malesina in 
Boeotia,45 in the Church of St Nicholas at Kalyvia, Elap-
hotopos (early seventeenth century)46 at Zagori, Ioannina, 
as well as in the Church of St Athanasios at Kleidonia in 
Konitsa (1617).47 In the Peloponnese, the representation 
is encountered in the Mega Spelaion (1641)48 by Michael 
Andronos painter “from Nafplion”, in St Demetrios at Po-
retsos (1607) and the Virgin Voulkanos (1608) in Messi-
nia by the Moschos brothers, in the monastery of the For-
ty Saints (1620) in Laconia by Georgios Moschos,49 while 
in Attica it appears in the Church of St John the Theolo-
gian on Hymettos,50 and elsewhere.

In the Zoodochos Pege monastery there is the ad-
dition of the singular detail of the devil sitting on the de-
parting shoulder of Judas. This same detail is noted also 
in monasteries in Laconia, of the Sts Anargyroi (1621) 
and of Gola (1632) by Demetrios Kakavas, as well as in 
the Church of the Virgin at Korphos in Corinthia by 
Theodoulos Kakavas (1668),51 where the painters illus-
trate the passage from the Gospel of John (13:27) “Now 
after the piece of bread, Satan entered him”. Judas is por-
trayed with comparable realism in the Virgin at Poretsos 
(1614), in the Holy Apostles at Selliana (1621?),52 in the 
Virgin Grivitsiani (seventeenth century), in the Virgin at 
Levidi (seventeenth century), in the Timios Prodromos 
monastery at Enkleistouri (early seventeenth century), the 
Loukous monastery (seventeenth century),53 the Dimio-
vis monastery (1663), the Zerbitsis monastery in Laconia 
(1669),54 the Petrakis monastery in Attica (1719) by the 

42 A. Stavropoulou-Makri, Les peintures murales de l’église de 
la Transfiguration à Veltsista (1568) en Epire et l’atelier des peintres Kon-
daris, Ioannina 1989, 160.

43 Stavropoulou-Makri, op. cit., 30–32.
44 Stavropoulou-Makri, op. cit., 31, n. 44 and pl. 19.
45 Proestakē, Οι ζωγράφοι Κακαβά, 38 sqq.
46 Although these paintings were dated at the end of the fif-

teenth century and the beginning of the sixteenth century by P. Voko-
topoulos, Βυζαντινά και μεσαιωνικά μνημεία Ηπείρου, Αρχαιολογικόν 
Δελτίον 21 (1966) 310 sqq; Acheimastou-Potamianou gave a new date 
at the beginning of the seventeenth century (M. Acheimastou-Pota-
mianou, Η μονή των Φιλανθρωπηνών και η πρώτη φάση της μεταβυζα-
ντινής ζωγραφικής, Athens 1983, 121–122, n. 43). V. also Tourta, Βίτσα 
και Μονοδένδρι, 60, pl. 136α. 

47 D. Triantaphyllopoulos, Εκκλησιαστικά μνημεία στην Κλει-
δωνιά Κονίτσης, Ηπειρωτικά Χρονικά 19 (1975) fig. 16.

48 Ch. G. Chotzakoglou, Untersuchungen zur Geschichte, Ar-
chitektur und Wandmalerei der Klosterkirche Mega-Spelaion auf der 
Peloponnes, Wien 1997 (unpublished PhD thesis), 268, pl. 20.2, 3.

49 Tseligka-Antourakē, Το καθολικό της μονής 259 sqq.
50 G. Lampakis, Μémoire sur les antiquités chrétiennes de la 

Grèce, Athens 1902, fig. 155.
51 Proestakē, Οι ζωγράφοι Κακαβά, 104 sqq, v. respectively 

pls. 103α-β, 154α-β, 155α, 207α-β-γ  ; eadem, Το καθολικό της Μονής 
της Θεοτόκου και ο ζωγράφος Θεόδουλος Κακαβάς, in: Ιστορικά Μο-
ναστήρια της Κορινθίας, Πρακτικά Συνεδρίου Κορινθιακών Σπουδών, 
1,Corinthos 2009, 377 sqq.

52 Tseligka-Antourakē, Το καθολικό της μονής, 261 sqq.
53 T. Gritsopoulos, Η κατά την Κυνουρίαν μονή Λουκούς, Πε-

λοποννησιακά 6 (1968) fig. 19.
54 Th. Simopoulos, Μονή Ζερμπίτσης. Ανέκδοτα περί αυτής 

έγγραφα-κειμήλια, Athens 1966, 31, pl. 35.

painter Georgios Markos from Argos,55 in St Nicholas at 
Moschopolis (1726),56 etc. In this detail the doctrinal and 
the liturgical representation of the Communion of the 
Apostles is linked with the gospel scene of the Last Supper 
and is interpreted in accordance with the cited passage. 
The particular iconographic element of the figure of Ju-
das is also found in the composition of the Last Supper in 
the wall-paintings in the parekklesion of the Holy Trinity 
at Lublin in Poland (mid-fifteenth century).57 Here Judas 
is represented twice: once seated at the table and stret -
ching his hand towards the plate and a second time mov-
ing away in wide stride, with a little devil on the nape of 
his neck. Judas as personification of the spirit of evil exists 
in Western art from as early as the eleventh century,58 but 
was not adopted everywhere.

The Divine Liturgy is depicted in the four churches 
in Stemnitsa (Panagia Baphero (fig. 8), Prophet Elijah (fig. 
14), St Panteleemon (fig. 24) and the Zoodochos Pege (fig. 30)
and follows a common model with some variations re-
garding the extent of the representation. In the Zoodo-
chos Pege, where the representation is more extensive, 
there are 29 figures, 15 of which are full-bodied angels, 11 
flying seraphim and the tetramorph cherub participate in 
the great litany in honour of Christ Great High Priest,59 
who is depicted twice in front of the altar table, which is 

55 I. Stouphē-Poulēmenou, Ιερά Μονή Πετράκη: ιστορία–αρ-
χιτεκτονική–γλυπτός διάκοσμος–Ζωγραφική, Αthens 2002, 70, fig. 49.

56 Tourta, Βίτσα και Μονοδένδρι, 61, n. 200.
57 Garidēs, La peinture murale, 32, fig. 47.
58 Garidēs, La peinture murale, 32, n. 64–65.
59 Τ. Papamastorakēs, Η μορφή του Χριστού-Μεγάλου Αρχιε-

ρέα, Deltion ChAE 17 (1993/1994), 67–78.

Fig. 39. St Stephen the protomartyr. Church of Prophet Elijah 
in Stemnitsa
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covered by a baldachin and guarded by a seraph. As the 
composition is completed in two parts, Christ sees off and 
blesses the procession of angelic powers, which hold litur-
gical paraphernalia and process a liturgical veil (aer) with 
representation of the Lamentation (Epitaphios).60 All the 
angels are garbed in luxurious prelatic vestments: highly 
embellished sticharia, epitrachelia, maniples and archi-
episcopal sakkoi.

In the other three churches (Panagia Baphero, Proph-
et Elijah, St Panteleemon) the representation is smaller in 
area and includes fewer figures (12), while the flying sera-
phim are omitted due to lack of space. Characteristic is the 
presence of the tetramorph cherub in all the depictions.

The iconographic type of the Divine Liturgy in 
the wall-paintings in the churches at Stemnitsa is known 
from the sixteenth century, in monuments of the School 
of Northwest Greece, such as the Philanthropinon monas-
tery (1542)61 on the island at Ioannina, the parekklesion 
of St Nicholas in the Laura monastery (1560) by Frangos 
Katelanos,62 the Church of the Transfiguration at Veltsista 
(1568) in Epirus by Frangos Kontaris,63 etc. Likewise, it is 
encountered in the Church of the Virgin at Malesina in 
Boeotia (1599), in St Demetrios at Athikia in Corinthia 
(1611), in the dual Church of Sts Nicholas and Demetrios 
at Anavryti, Taygetos (1625), and in the Gola monastery in 
Laconia (1632) by Demetrios Kakavas,64 in the Forty Saints 
in Laconia (1620) and in St Nicholas of Karya by Georgios 
Moschos. In the Church of the Forty Saints, however, there 
is the particular iconographic detail of Christ Great High 
Priest placed below the Royal Doors of a painted iconosta-
sis.65 In the Peloponnese the representation of the Divine 
Liturgy is encountered also in the Church of the Virgin at 
Poretsos (1614), the Holy Apostles of Selliana (1621?),66 in 
the monasteries of Loukous (seventeenth century), Holy 
Trinity at Meligi (seventeenth century), St Nicholas of 
Varsa (early seventeenth century), Dimiovi (1663), Mega 
Spelaion (1653) and Zerbitsa (1669).

In the Hospitality of Abraham the three angels, Ab-
raham and Sarah sit around a rectangular table, in a type 
known from the Palaiologan era, which was to hold sway 

60 V. Cottas, Contribution à l’étude de quelques tissus liturgiques, 
in: Atti del V Congresso Internationale di Studi Bizantini, Rome 20-26 
Septembre 1936, II, Rome 1940, 94; S. Ćurčić, Late Byzantine Loca 
Sancta? Some questions regarding the form and function of Epitaphioi, 
in: The Twilight of Byzantium, eds. S. Ćurčić, D. Mouriki, New Jersey 
1991, 251–261, and bibliography. V. also: R. F. Taft, The Great Entrance: 
a history of the transfer of the gifts and other proanaphoral rites of the 
Liturgy of St. John Chrysostom, Rome 1975, 216 sqq; H. Bel ting, An im-
age and its function in the liturgy: the Man of Sorrows in  Byzantium, 
DOP 34–35 (1980/1981) 1 sqq; idem, Das Bild und sein Publikum im 
Mittelalter: Form und  Funktion früher Bildtafeln der Passion, Berlin 
1981, 191 sqq; I. Spatharakis, Studies in Byzantine manuscript illumina-
tion and iconography, London 1996, 296 sqq.

61 Μοναστήρια νήσου Ιωαννίνων: ζωγραφική, eds. M. Garidēs, 
A. Poliouras, Ioannina 1993, 36–38, figs. 28–30.

62 Millet, Athos, pl. 256.2  ; Semoglou, Saint-Nicolas, 31–32, 
figs. 9a–10b.

63 Stavropoulou-Makri, L’ église de la Transfiguration, 39–40, 
figs 10α–b.

64 Proestakē, Οι ζωγράφοι Κακαβά, 40 sqq, v. respectively figs 
29–35, 301, 355–358.

65 A. Tseligka-Antourakē, Ένα εικονογραφικό άπαξ στην αψί-
δα του Ιερού Βήματος των Αγίων Τεσσαράκοντα στα Χρύσαφα Λακωνί-
ας (1620), Deltion ChAE 34 (2013) 215 sqq.

66 Tseligka-Antourakē, Το καθολικό της μονής, 294 sqq.

in post-Byzantine painting of the sixteenth century.67 
Characteristic is the episode with the heifer and the bul-
lock, which is represented in the Zoodochos Pege (fig. 
30) and the Panagia Baphero under the influence of the 
apocryphal tradition that the heifer slaughtered by Ab-
raham for the Hospitality of the Angels reached the table 
exhausted after the feast, searching for the bullock.68 In St 
Panteleemon the episode is omitted (fig. 23), whereas in 
Prophet Elijah the Hospitality of Abraham is not depicted.

67 For typical examples of this scene v. the paintings in the 
Philanthropinon Monastery (1542) (M. Acheimastou-Potamianou, 
Οι τοιχογραφίες της μονής των Φιλανθρωπηνών στο νησί των Ιω-
αννίνων, Athens 2004, 97, fig. 67; Μοναστήρια νήσου Ιωαννίνων, 88, 
fig. 132), the katholikon of the Stavroniketa Monastery (1545/1546) 
(Chatzēdakēs, Θεοφάνης, 48, 50, 62) and the new katholikon of the 
Great Meteoron (1552) (M. Chatzēdakēs, D. Sophianos, Το μεγάλο Με-
τέωρο: ιστορία και τέχνη, Athens 1990, 40, fig. 121).

68 R. Stichel, Ausserkanonische Elemente in byzantinischen il-
lustrationen des Alten Testaments, Römische Quartalschrift 69 (1974) 
180–181; Stavropoulou-Makri, L’ église de la Transfiguration, 38; 
Proestakē, Οι ζωγράφοι Κακαβά, 54 sqq.

Fig. 40. St Stephen the protomartyr. 
Church of St Panteleemon in Stemnitsa
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The particular iconographic element with the two 
bovines appears in the iconography with specific vari-
ations.69 However, in the Stemnitsa monuments it fol-
lows the iconographic type rendered in the Church of the 
Transfiguration at Veltsista in 1568 by Frangos Kontaris70 
and at Malesina in 1599 by Demetrios Kakavas.71 In the 
seventeenth century it was painted in other churches in 
the Peloponnese, such as Sts Anargyroi at Polydrosos in 
Laconia in 162172 by Demetrios Kakavas, St Demetrios 
at Poretsos (1607) by the Moschos brothers,73 the Dor-
mition of the Virgin (Koimesis) at Sophiko in Corinthia 
(early seventeenth century), the Virgin at Levidi (early 
seventeenth century), etc.

It is encountered also in Epirus, in the churches of 
St Nicholas at Vitsa (1618/1619) and St Μenas at Mono-
dendri (1619/1620),74 in Penteli in the Church of the 
Holy Trinity (early seventeenth century), at Megara in the 
Church of the Nativity of Christ and of St Anthony (sev-
enteenth century),75 etc.

In conclusion, it is noted that the iconographic de-
tail with the heifer and the bullock is not encountered 
frequently. Seventeenth-century painters adopted it when 
they selected eclectically some iconographic elements 
from sixteenth-century painting and the monuments 
linked with the School of Northwest Greece. The repre-
sentation of the Hospitality in post-Byzantine painting is 
formulated mainly by the figures of the three angels, Ab-
raham and Sarah.

The Man of Sorrows is represented the same in the 
four churches of Stemnitsa, with some variations in the 
details. Christ is depicted inside a sarcophagus, dead 
but in upright pose, visible from the loins upwards and 
swathed in a white loincloth. His head, inclined above 
his right shoulder, leans upon a wooden cross and has a 
cross-inscribed halo. His arms are bent at the elbows at 
right angle and are crossed below the chest. Visible on 
the hands are the “nail marks”. In the churches of St Pan-
teleemon (fig. 25) and Prophet Elijah (fig. 15) the Virgin 
and John are depicted next to the Lord. Furthermore, in 
Prophet Elijah two lamenting angels fly on either side of 
the cross. In the Panagia Baphero the figure of Christ is 
depicted alone (fig. 7), while in the Zoodochos Pege he 
is accompanied only by the Virgin (fig. 32). In this last 
monument Christ does not lie against the cross but in-
stead, upright and dead within the sarcophagus, holds the 
symbols of the Passion, the lance and the scourge.

The iconographic type of Christ in the Stemnitsa 
wall-paintings is known in post-Byzantine monuments 
of the fifteenth and sixteenth centuries, such as the old 
katholikon at Meteora (1483)76 and mainly the monu-
ments of the School of Northwest Greece, the Philan-

69 Proestakē, op. cit., 54–55.
70 Stavropoulou-Makri, L’ église de la Transfiguration, 37 sqq.
71 Proestakē, Οι ζωγράφοι Κακαβά, figs. 73–75.
72 Proestakē, op. cit., fig. 247.
73 Tseligka-Antourakē, Το καθολικό της μονής της Θεοτόκου 

Αιμυαλών 268 sqq.
74 Tourta, Βίτσα και Μονοδένδρι, 69–70, figs. 41β-γ.
75 A. Orfanos, La chapelle Saint-Antoine le Grand à Megare, 

Grèce: Contribution à l’étude de l’art post-Byzantin en Grèce, Θεολoγία 
68 (1997) 699–735; 69 (1998) 78–130, 238–344, fig. 47.

76 Garidēs, La peinture murale, 64.

thropinon monastery (in the first painting phase),77 the 
Diliou monastery (1543),78 the Church of the Virgin 
Rassiotissa (1553)79 in Kastoria, the Galataki monastery 
(1586)80 in Euboea, etc.

In the wall-paintings of the Cretan School the type 
of Christ Man of Sorrows is different. For example, in the 
Anapafsas monastery at Meteora (1527) Theophanes de-
picts Christ with his arms hanging alongside his torso, as 
in the icon by N. Tzafouris (ca. 1500),81 in the katholikon 
of the Laura monastery (1535) Christ is depicted to the 
chest within a painted frame, like an icon82 and in the 
Stavroniketa monastery (1546) on Athos he is depicted to 
just below the sternum.83

The same iconographic type as in the Stemnitsa 
monuments is followed, with some variations, by Deme-
trios Kakavas in collaboration with Marinos at Klenia in 
the Church of St Nicholas (1593), by Demetrios alone at 
Malesina in the katholikon of the Virgin (1599), at Chi-
liomidi in St Marina (1607), at Athikia in St Demetrios 
(1611), in the Sts Anargyroi monastery (1621), at Tzin-
tzinas in St Blaise (1621), in the Gola monastery (1632) 
and in the Mardaki monastery (1635).84 At Klenia, in the 

77 Acheimastou-Potamianou, Η μονή Φιλανθρωπηνών, 47, 
sch. Α. 

78 Th. Liva-Xanthakē, Οι τοιχογραφίες της μονής Ντίλιου, 
Ioannina 1980, 25–27, fig. 10.

79 G. Gounarē, Οι τοιχογραφίες των Αγίων Αποστόλων και της 
Παναγίας Ρασιώτισσας στην Καστοριά, Thessaloniki 1980, 109–110, pl. 23α.

80 I. Liapēs, Μεσαιωνικά μνημεία Ευβοίας, Athens 1971, fig. 43.
81 Garidēs, La peinture murale, 147; Chatzēdakēs, Θεοφάνης, 50.
82 Millet, Athos, pl. 121.1; Chatzēdakēs, Θεοφάνης, 50.
83 Chatzēdakēs, Θεοφάνης, 48–50.
84 Proestakē, Οι ζωγράφοι Κακαβά, 48 sqq, v. respectively figs. 

67–69, 187, 197, 200, 213, 235–236, 279, 361, 363, 413.

Fig. 41. St Dionysios the Areopagite and St Ignatius 
the God-Bearer. Church of Prophet Elijah in Stemnitsa
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Sts Anargyroi monastery and the Gola monastery three 
figures are depicted, Christ at the centre, flanked to left 
and right by the Virgin and John, respectively, who with 
poignant expression of sorrow hold with covered hand 
the right cheek. At Malesina, there are the additional fig-
ures of two seraphim. At Chiliomodi and in the Mardaki 
monastery the figure of Christ is solitary, whereas at Athi-
kia it is flanked on either side by two flying and lament-
ing angels. In the monastery of the Sts Anargyroi Christ is 
depicted on one side of the prothesis and the Virgin and 
John, with the same gesture of sorrow, are on the other 
side, while a seraphim stands sentinel above the three fig-
ures. At Tzintzinas a seraph stands near Christ.

Theodosios Kakavas reproduces the same icono-
graphic type with three figures, of Christ, the Virgin 
and John, in the monastery of the Taxiarchs at Stephani 
in Corinthia, (1565), as does Theodoulos Kakavas in the 
Church of the Virgin at Korphos in Corinthia (1668),85 
where in the semi-vault of the prothesis a seraph stands 
above the three figures.

When the representation of the Man of Sorrows 
includes the figures of the Virgin and John, as in the 
wall-paintings in Stemnitsa, it is linked with the repre-
sentations of the Crucifixion and the Descent from the 
Cross.86 The presence of the two lamenting angels in St 

85 Proestakē, Οι ζωγράφοι Κακαβά, v. respectively figs. 139–
140, 459–460; eadem, Το καθολικό της Μονής, 377 sqq.

86 D. Pallas, Die Passion und Bestattung Christi in Byzanz, 
Munich 1965, 222 sqq. The paintings with the Virgin embracing Christ 
are associated with the Descent from the Cross. Sometimes the scene 

Panteleemon, in combination with Christ, the Virgin and 
John, likewise recall the Crucifixion. Christ as Man of 
Sorrows, by interpreting iconographically the Incarnation 
of God and his death on the Cross for the redemption of 
mankind,87 receives borrowings from the iconography of 
the Crucifixion.

This composite type of the Man of Sorrows with the 
Virgin and John is encountered in other Peloponnesian 
wall-paintings, such as in the Mega Spelaion (1641)88 at 
Kalavryta, the Zerbitsis monastery (seventeenth century) 
in Laconia, the Andromonastiro (seventeenth century), 
the monastery of St Demetrios Reontinos (1698), etc. It 
is reproduced also in Epirus, in the churches of St Ni-
cholas at Vitsa (1618/1619) and St Menas at Monodendri 
(1619/1620),89 in the seventeenth-century monuments 
of Kastoria, such as the Church of St Nicholas in the 
Agioi Anargyroi neighbourhood,90 in the parekklesion 
of the Virgin in the Dousikon monastery (seventeenth 
century),91 in the monasteries of the Transfiguration at Si-
atista (1626) and of the Dormition of the Virgin Kamena 
at Delvino (seventeenth century),92 etc.

The simple type of the Man of Sorrows with Christ 
in a sarcophagus is also represented frequently in post-
Byzantine painting both in the Peloponnese and the rest 
of Greece. Cited for the Peloponnese are St Demetrios at 
Poretsos and the Virgin of Voulkanos in Messenia by the 
Moschos brothers, the Forty Saints in Laconia by Geor-
gios Moschos, the Virgin at Koumbari, the Virgin at Ad-
ami, the Holy Apostles Selliana, the Virgin at Aipeia, the 
Timios Prodromos (St John the Baptist) monastery,93 etc.

The representation “From on high the prophets”, 
as it is included in the prefigurations of the Virgin, is de-
picted in a singular arrangement in the Panagia Baphero 
(fig. 5), Prophet Elijah and St Panteleemon. In all three 
churches the Virgin Platytera occupies the semi-vault of 
the bema apse and in the zone immediately below, in bust, 
are the prophets who spoke of the theophanies of the 
Mother of God, holding open scrolls inscribed with pas-
sages relating to her prefigurations.94 In the katholikon of 
the Zoodochos Pege “From on high the prophets” is de-
picted in the northeast calotte with the Virgin Platytera 
in a medallion and around her the prophets David, Solo-
mon, Isaiah and Daniel, holding open scrolls with inscrip-
tions referring to her theophanies (fig. 34).

The iconographic subject “From on high the proph-
ets” is known from an icon in the Sinai monastery, which 

is inscribed: ΑΠΟΚΑΘΗΛΩΣΙΣ (The Descent from the Cross) as 
for  example in the Xenophontos Monastery in Athos, in the Church 
of Panagia Porphyra in Prespa, in the Church of Zoodochos Pege in 
Geraki, etc., v. St. Pelekanidēs, Βυζαντινά και μεταβυζαντινά μνημεία 

της Πρέσπας, Thessaloniki 1960, 98, etc. 
87 Pallas, Die Passion und Bestattung, 222–223.
88 Chotzakoglou, Mega-Spelaion, 265–268, pl. 19, 3–4.
89 Tourta, Βίτσα και Μονοδένδρι, 63–64, pl. 36β.
90 M. Paisidou, Οι τοιχογραφίες του 17ου αιώνα στους ναούς 

της Καστοριάς. Συμβολή στη μελέτη της μνημειακής ζωγραφικής της 
Δυτικής Μακεδονίας, Athens 2002, 71–72.

91 Κ. Kalokyrēs, Μελετήματα Χριστιανικής Ορθοδόξου αρχαιο-
λογίας και τέχνης, Thessaloniki 1980, fig. 135.

92 G. Giakoumēs, Μνημεία Ορθοδοξίας στην Αλβανία, Athens 
1994, figs. 235 and 300.

93 Tseligka-Antourakē, Το καθολικό της μονής, 61 sqq.
94 Concerning the prefigurations of the Virgin v. n. 14 supra. 

Fig. 42. St Dionysios the Areopagite and St Ignatius 
the God-Bearer. Church of St Panteleemon in Stemnitsa
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is dated to the late eleventh or the early twelfth century, 
but is encountered more frequently from the fourteenth 
century onwards. In post-Byzantine monuments of the 
sixteenth century it is painted in the narthex of the katho-
likon of the Philanthropinon monastery (1542)95 on the 
island in Ioannina, in the Diliou monastery also on the 
island,96 in the churches at Vatra Moldovitsa (1536) and 
Humor (1539)97 in Romania, and elsewhere.

It is painted in different arrangement by Theodosi-
os Kakavas at Stephani in Corinthia (1565), where “From 
on high the prophets” is in a narrow zone with the Virgin 
Platytera flanked by John the Baptist and the prophets in 
medallions. Demetrios Kakavas follows this same type in 

95 Acheimastou-Potamianou, Οι τοιχογραφίες της μονής, 95, 97.
96 Liva-Xanthakē, Μονή Ντίλιου, 172–174, fig. 77.
97 P. Henry, Les églises de la Moldavie du Nord, des origines à 

la fin du XVIe siècle, architecture et peinture, Paris 1930, pl. XXVII and 
XXVI.2 respectively.

the Sts Anargyroi monastery (1621), the Gola monastery 
(1632) and the Mardaki monastery (1635) in Messinia.98 In 
the representation in the Voulkanos monastery (1608) the 
Virgin is not depicted as the Platytera but as a seven-wick 
lamp and Christ is placed with her inside the vessel.99

In all four churches in Stemnitsa (Panagia Baphero 
(fig. 6), Prophet Elijah (fig. 13), St Panteleemon (fig. 24) 
and the Zoodochos Pege the same model is followed for 
the representation of the Nativity of Christ. Dominant at 
the centre, in front of the cave mouth, is the Virgin Mary 
reclining on a palliasse. Beside her in a built manger is the 
swaddled infant, over which bend the ox and the ass. In 
the lower part of the composition, Joseph deep in thought 
sits upon a rock, while in front of him is an old man with 
staff. Adjacent to them is the scene of the bath, with the 
midwife sitting on the ground and holding the infant 
in her embrace, while with her right hand she tests the 
temperature of the water that a nursemaid pours into the 
basin from a jug. In the top left part is a choir of venera-
ting angels turned towards the segment of heaven from 
which beam three bright rays, and a short way below are 
the Three Magi offering their gifts. Top right, an angel an-
nounces the good tidings to a young shepherd with wide-
brimmed hat, who looks heavenwards in amazement, and 
lower down another shepherd plays a pipe in front of a 
flock of sheep and wild goats. The representation is in-
scribed: Η ΓΕΝΝΗΣΙΣ ΤΟΥ ΧΡΙΣΤΟΥ.

In general outline, the representation of the Nati-
vity follows Palaiologan models:100 the pose of the Vir-
gin reclining on a pallet,101 the swaddled infant in a built 
manger,102 the ass and the ox leaning over the manger,103 
the pensive Joseph104 with the old man standing in front 
of him, the scene of the bath,105 the choir of glorifying an-
gels, the angel announcing the birth to the shepherd and 
the pipe-player in front of a flock of sheep. In post-Byza-
ntine times this type was followed by sixteenth-century 
painters of both the Cretan School106 and the School of 

98 X. Proestakē, Η παλαιά Μονή των Ταξιαρχών στο Στεφάνι 
Κορινθίας, in: Aνταπόδοση, Μελέτες βυζαντινής και μεταβυζαντινής 
αρχαιολογίας και τέχνης προς τιμήν της καθηγήτριας Ελένης Δεληγιάν-
νη-Δωρή, Athens 2010, 393–430.

99 Tseligka-Antourakē, Το καθολικό της μονής 205, fig. 265.
100 E. Delēgiannē-Dōrē, Οι τοιχογραφίες του υστεροβυζαντινού 

ναού των Ταξιαρχών στην Αγριακόνα, in: Πρακτικά Β΄ Τοπικού Συνε-
δρίου Αρκαδικών Σπουδών, Athens 1990, 563 sqq, where typical ex-
amples and selected bibliography. V. also Gkioles, Οι τοιχογραφίες του 
καθολικού, 55 sqq.

101 G. Millet, Recherches sur l’iconographie de l’evangile aux XIVe, 
XVe et XVIe siècles: d’après les monuments de Mistra, de la Macédoine et du 
Mont-Athos, Paris 1960, 99 sqq; Κ. Kalokyrē, Η Γέννησις του Χριστού εις 
την βυζαντινήν τέχνην της Ελλά δος, Athens 1956, 26 sqq.

102 Κ. Kalokyrē, Η φάτνη των Χριστουγέννων, Rethymno 1992, 
49 sqq.

103 The ass and the ox are introduced early in the iconography. 
They are related to the prophecies of Isaiah (1:3) and Habbakuk (3:2) 
as they predicted the Incarnation of the Word, v. J. Ziegler, Ochs und 
Esel an der Krippe. Biblisch-patristische Erwänungen zu Is. 1,3 und Hab. 
3,2, Münchener Theologische Zeitschrift 3 (1952) 385 sqq.

104 P. Testini, Alle origini dell’iconografia di Giuseppe di Naza-
reth, Rivista di Archeologia Cristiana 48 (1972) 271 sqq; J. Lafontaine-
Dosogne, Iconography of the Cycle of the Infancy of Christ, in: The Ka-
riye Djami, 4, Princeton 1975, 209 sqq.

105 V. Juhel, Le bain de l’Enfant Jesus. Des origines à la fin du 
douzième siècle, CA 39 (1991) 111 sqq; Κ. Kalokyrē, Αθως: Θέματα αρ-
χαιολογίας και τέχνης, Αthens 1963, 15 sqq.

106 Typical examples of this scene can be found in the katho-
likon of the Great Laura, in the Docheiariou Monastery, the Dionysiou 

Fig. 43. Prophet Joel. Church of Panagia 
Baphero in Stemnitsa
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Northwest Greece.107 It was reproduced too by seven-
teenth-century painters in the Peloponnese, such as those 
surnamed Kakavas, Theodosios in the monastery of the 
Taxiarchs (1565) at Stephani in Corinthia, Marinos with 
Demetrios Kakavas at Klenia (1593), Demetrios at Chi-
liomodi (1607), in the monastery of the Sts Anargyroi 
(1621), in the Church of St Blaise at Tzintzinas (1621) and 
the Gola monastery (1632), and Theodoulos at Korphos 
(1668) in Corinthia with some variations in the icono-
graphic details,108 the Moschos brothers in the monas-
tery of the Virgin Aimyali (1608) and Georgios Moschos 
alone in Forty Saints (1620). It is seen too in the churches 
Virgin Koumbari (1602), the Virgin at Poretsos (1614), 
the Virgin at Adami (1616), the Holy Apostles at Selliana 
(1621?), and the monasteries of Loukous (seventeenth 
century) and the Timios Prodromos at Engleistouri (early 
seventeenth century),109 etc.

It is interesting to observe that in stanza VII of the 
Akathistos Hymn in the katholikon of the Zoodochos 
Pege monastery at Stemnitsa, where the Nativity of Christ 

Monastery, etc. (Gkioles, Οι τοιχογραφίες του καθολικού, 55 sqq)
107 Typical examples of this scene can be found in the Philan-

thropinon Monastery (Acheimastou-Potamianou, Η μονή Φιλανθρω-
πηνών, 55 sqq), in Diliou Monastery (Liva-Xanthakē, Μονή Ντίλιου, 38 
sqq) in the Church of the Transfiguration at Veltsista (Stavropoulou-
Makri, L’église de la Transfiguration, 45 sqq) etc.

108 Proestakē, Η παλαιά Μονή, 409 sqq; eadem, Το καθολικό 
της Μονής, 377 sqq.

109 Tseligka-Antourakē, Το καθολικό της μονής, 68 sqq; Gritso-
poulos, Μονή Λουκούς, 147. 

is illustrated, the Virgin is shown kneeling in front of the 
divine infant, who lies in a basketry crib (fig. 35).

Theophanes follows a similar depiction of the Virgin 
in the Nativity in the Stavroniketa monastery, as does Fran-
gos Katelanos in the Myrtia monastery,110 in accordance 
with Western models.111 Georgios Moschos also depicts the 
same detail in the monastery of St Nicholas Karyas (1638) 
in Kynouria112 and Theodoulos Kakavas at Korphos in 
Corinthia (1668).113 It is encountered more rarely in mon-
uments of more northerly regions, such as St Athanasios at 
Kleidonia (seventeenth century) in western Zagori.114

The representation of the Crucifixion in the Stem-
nitsa monuments (Panagia Baphero (fig. 11), Prophet El-
ijah (fig. 19), St Panteleemon (fig. 36) and the Zoodochos 
Pege (fig. 33) reproduces the model established by the 
Kontaris brothers in the Church of the Transfiguration at 
Veltsista in Epirus in 1568,115 on the basis of influences 
from Gothic painting of Italy and Central Europe, specifi-
cally from the works of Altichiero, Giusto de Menabuoi, 
Barna da Siena, the Salimbeni brothers, and others.

Thus, at the centre of the composition is the Cruci-
fied Christ with figures crowded in front of the wall of Je-
rusalem, soldiers on horseback on either side of the Cross, 
the two crucified larons with hands and feet bound be-
hind the cross, the executioners beating them on the feet, 
Longinus on his mount among the cavalrymen, the Virgin 
lamenting in the company of her female friends and John, 
and the dividing of the robe. Furthermore, in the Church 
of the Panagia Baphero there is the detail of the naked 
souls emerging from their tombs, while in the Zoodochos 
Pege the vignettes of the sharing of the robe and the na-
ked souls are omitted.

This same iconographic type was reproduced also 
by the painters surnamed Kakavas, Theodosios at Ste-
phani in Corinthia (1565), Demetrios in the Church of 
St Blaise (1621) at Tzintzinas and in the Gola monastery 
(1632) in Laconia, and in the Mardaki monastery (1635) 
in Messinia, and Theodoulos in the Church of the Virgin 
(1668) at Korphos in Corinthia,116 by the Moschos bro-
thers in the Voulkanos monastery (1608), by Georgios 

110 V. respectively Chatzēdakēs, Θεοφάνης, 71, fig. 83; Α. 
Semoglou, Ο εντοίχιος διάκοσμος του καθολικού  της Μονής Μυρτιάς 
στην Αιτωλία (φάση του 1539) και η θέση του στη ζωγραφική του α΄ 
μισού του 16ου αι., Εγνατία 6 (2001/2002) 185 sqq.

111 D. Triantaphyllopoulos, Die Nachbyzantinische Wandmale-
rei auf Kerkyra und den anderen Ionischen Inseln, Munich 1985, 75 sqq; 
R. Stichel, Die Geburt Christi in der russischen Ikonenmalerei, Stuttgart 
1990; Proestakē, Western influences, 291 sqq, with selected bibliography.

112 Tseligka-Antourakē, Το καθολικό της μονής, 69 sqq.
113 Proestakē, Η παλαιά Μονή, 377 sqq.
114 I. Chouliaras, Η εντοίχια θρησκευτική ζωγραφική του 16ου 

και 17ου αιώνα στο δυτικό Ζαγόρι, Athens 2009, fig. 129.
115 A. Stauropoulou-Makrē, La création d’une nouvelle formule 

de la Crucifixion et sa diffusion dans les Balkans, in: Ε΄Διεθνές Συνέδριο 
Σπουδών Νοτιοανατολικής Ευρώπης, Athens 1985, 241 sqq; eadem, 
L’église de la Transfiguration, 79 sqq, fig. 26–29.

116 V. respectively Proestakē, Η παλαιά Μονή, 413–414, fig. 9; 
eadem, Οι ζωγράφοι Κακαβά, figs. 282, 295, 427, 442, 473, 536; eadem, 
Western influences, 294 sqq, figs. 3–4, 16–18; K. Kalokyrē, Βυζαντι-
ναί εκκλησίαι της Ιεράς Μητροπόλεως Μεσσηνίας, Thessaloniki 1973, 
188–189, pl. 155β.; X. Proestakē, Το καθολικό της Μονής της Θεοτόκου 
και ο ζωγράφος Θεόδουλος Κακαβάς, in: Ιστορικά Μοναστήρια της Κο-
ρινθίας, Πρακτικά Συνεδρίου Κορινθιακών Σπουδών, 1,Corinthos 2009, 
377 sqq, fig. 7. 

Fig. 44. Christ Pantokrator surrounded by the Angels. 
Church of Panagia Baphero in Stemnitsa
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Moschos in the Forty Saints (1620) and in St Nicholas 
Karyas (1638).117 Similarly in the Virgin at Koumbari 
(1602), the Virgin at Poretsos (1614), the Holy Apostles of 
Selliana (1621?), the katholikon of the Timios Prodromos 
(1630?), the Engleistouri monastery (early seventeenth 
century), St Αthanasios at Stephani in Corinthia (mid-
seventeenth century),118 etc.

This type of the Crucifixion is depicted in post-
Byzantine wall-paintings of other regions too, as in the 
parekklesion of the Three Hierarchs in the Barlaam mo-
nastery and in the Church of the Dormition of the Virgin 
in Kalambaka,119 in St Athanasions at Ano Korakiana on 
Corfu (seventeenth century),120 in works in the region of 
Zagori,121 by the painters from Linotopi,122 etc.

It is characteristic that in the three churches in 
Stemnitsa, the Panagia Baphero, Prophet Elijah and St 
Panteleemon, the wall-paintings of the built templon are 
in the same iconographic type. Depicted on either side of 
the Royal Doors are the Virgin Hope of All (Η ΠΑΝΤΩΝ 
ΕΛΠΙΣ) and Christ Giver of Life (ΖΩΟΔΟΤΗΣ). Next to 
them, in full body and pose of supplication, is St John the 
Baptist. Above these figures is the Great Deesis with the 
Twelve Apostles in bust. In the Church of St Panteleemon 
the honoured namesake saint is also depicted next to the 
Virgin. In the katholikon of the Zoodochos Pege, only 
two representations survive from the built templon, the 
Nativity of the Virgin and the Dormition of the Virgin. 
In 1805 it was replaced by a wood-carved iconostasis with 
portable icons, as noted above.

117 Tseligka-Antourakē, Το καθολικό της μονής, 71 sqq.
118 Tseligka-Antourakē, op. cit. 71 sqq; X. Proestakē, Ο ναός 

του Αγ. Αθανασίου στο Στεφάνι Κορινθίας, in: Ιστορικά Μοναστήρια 
της Κορινθίας, Corinth 2014, 21–58.

119 E. Sampanikou, Ο ζωγραφικός διάκοσμος του παρεκκλησίου 
των Τριών Ιεραρχών της Μονής Βαρλαάμ στα Μετέωρα (1637), Trikala 
1997, pls. Ζ΄, ΙΓ΄.

120 D. Triantaphyllopoulos, Μελέτες για τη μεταβυζαντινή Ζω-
γραφική. Ενετοκρατούμενη και Τουρκοκρατούμενη Ελλάδα και Κύπρος, 
Athens 2002, fig. 93.

121 Chouliaras, Η εντοίχια θρησκευτική ζωγραφική, 81 sqq, fig. 
62.

122 Tourta, Βίτσα και Μονοδένδρι, 79, 109–112, pls. 8, 26, 61α. 

Jesus Christ the Giver of Life (Ι(ΗΣΟΥ)Σ Χ(ΡΙΣΤΟ)
Σ Ο ΖΩΟΔΟΤΗΣ) in the Stemnitsa monuments (Panagia 
Baphero (fig. 10), Prophet Elijah (fig. 16), St Panteleemon 
(fig. 27) sits upon a purple cushion on a wooden throne 
with curved back, his feet resting on a wooden footstool. 
On his cross-inscribed halo is the inscription Ο ΩΝ. He 
blesses with his right hand and holds a closed gospel-
book with precious binding in the left. He wears a red chi-
ton with gold border band and a light blue himation. This 
type of the enthroned Pantocrator, which dominates in 
Cretan icon-painting of the fifteenth century, was estab-
lished by Andreas Ritzos in the icon in the Patmos mo -
nastery (second half of fifteenth century) and was partic-
ularly popular in the sixteenth century.123 The figure has 
a strictly frontal and static pose of hieratic immobility.

As it is referred above the initial form of the built 
templon in the Church of Zoodochos Pege was altered 
and renovated in the early nineteenth century. Only two 
representations are kept from the built templon, the Birth 
of the Virgin and the Dormition of the Virgin.

Seventeenth-century painters in the Peloponnese 
adopted the same iconographic type for the built icono-
stasis, such as Demetrios Kakavas in the Church of St 
Marina at Chiliomodi in Corinthia (1607)124 and of St 
Blaise at Tzintzinas in Laconia (1621), Theodoulos Kaka-
vas in the Church of the Virgin (1668) at Korphos in 
Corinthia,125 as well as Theodosios Kakavas at Stephani 
in Corinthia in 1565.126 In the katholikon of the Panagia 
monastery at Malesina (1599) Demetrios Kakavas repre-
sents Christ on the templon as “King of Kings” in prelatic 
vestments.127 We mention too the wall-paintings in the 
monastery of the Virgin at Poretsos in Achaia (1614), in 
the monastery of the Virgin at Adami in Nafplia (1616), 
in St Athanasios at Stephani in Corinthia (second half of 
seventeenth century),128 etc.

The Virgin the Hope of All (Η ΠΑΝΤΩΝ ΕΛΠΙΣ) in 
the churches of Panagia Baphero (fig. 9), Prophet Elijah 
(fig. 17) and St Panteleemon (fig. 26) sits on a wooden 
throne very similar to that of Christ, with curved back and 
purple cushion. She turns slightly to the left and holds in 
her right arm the Christ-Child, who blesses with his right 
hand. She wears a blue chiton, a carmine maphorion and 
cinnabar red shoes. Her feet rest on a wooden footstool. 
The Christ-Child wears a blue himation and chiton with 
gold striations. On his well-formed child’s head is a cross-
inscribed halo, symbol of his sacrifice on the Cross.

123 Μ. Chatzēdakēs, Εικόνες της Πάτμου. Ζητήματα βυζαντι-
νής και μεταβυζαντινής ζωγραφικής, Αthens 1977, 59–60, no. 9, pl. 13; 
Ν. Chatzēdakē, Εικόνες κρητικής σχολής 15ος-16ος αιώνας, Αthens 
1983, 28–29, pl. 16. In the same type of the enthroned Christ Pantocra-
tor as “Ο Πάντων Κριτής” (Judge of All) v. the icon in the Antivounio-
tissa Museum in Corfu, dated to the mid-sixteenth century (P. Voko-
topoulos, Εικόνες της Κέρκυρας, Αthens 1990, 34–35, no. 17, figs. 105, 
107, 211), the icon in the Patmos Monastery, 1480–1500 (Chatzēdakēs, 
Εικόνες της Πάτμου, 83–84, no. 34, pls. 32, 94–95), the icon in the 
Church of the Forty Saints in Chora, Patmos (Chatzēdakēs, Εικόνες της 
Πάτμου, 128, no. 80, pl. 53) etc.

124 A. Iōannou, Το παρεκκλήσι της Αγίας Μαρίνας στη Μονή 
Φανερωμένης Κορινθίας και ο αγιογράφος του Δημ. Κακαβάς, Ath-
ens1970, fig. 2.

125 Proestakē, Το καθολικό της Μονής, 377 sqq.
126 Eadem, Η παλαιά Μονή, 423–424, fig. 17.
127 Eadem, Οι ζωγράφοι Κακαβά, 86 sqq, fig. 125.
128 Eadem, Ο ναός του Αγ. Αθανασίου, 21 sqq.

Fig. 45. Christ, detail. Church of Panagia Baphero 
in Stemnitsa



ЗОГРАФ 38 (2014) [165–201]

190

This type of enthroned Virgin, sometimes in frontal 
pose, sometimes in slight torsion to right or left, held sway 
in fifteenth-century Cretan icon-painting.129 The model 
was established by Andreas Ritzos in a despotic icon for 
the iconostasis of the katholikon of the Patmos monas-
tery130 and was widely disseminated in the sixteenth and 
seventeenth centuries.131 The epithet of the Virgin as 
Ηope of All accompanies depictions of her in this type 
and seated on a wooden throne.132 The same iconogra-
phy was reproduced by the painters surnamed Kakavas 
in the sixteenth and seventeenth centuries, Theodosios at 
Stephani in Corinthia (1565),133 Demetrios at Malesina 
(1599),134 in the Church of St Marina at Chiliomodi in 
Corinthia (1607) and in the Church of St Blaise (1621) at 
Tzintzinas, and Theodoulos at Korphos in Corinthia in 
the Church of the Virgin (1668).135 Similarly, the painters 
in the katholikon of the monastery of the Virgin at Po-
retsos in Achaia (1614), in the monastery of the Virgin at 
Adami in Nafplia (1616), in St Athanasios at Stephani in 
Corinthia (second half of seventeenth century),136 etc.

129 Vokotopoulos, Εικόνες της Κέρκυρας, 24–25, no. 11, figs. 
15, 95–96. V. also the icon painted by Michael Damaskenos in the 
Church of the Memorial Park, Corfu, dated to the second half of the 
sixteenth century (Vokotopoulos, Εικόνες της Κέρκυρας, 45–47, no. 23, 
figs. 25, 115–119).

130 Chatzēdakēs, Εικόνες της Πάτμου, 59, 61, no. 10, pl. 12; 
Chatzēdakē, Εικόνες κρητικής, 28–29, fig. 17. V. also the icon of the 
Virgin on the triptych in the Benaki Museum, dated to the second half 
of the fifteenth century (Chatzēdakē, Εικόνες κρητικής, 42–43, fig. 36). 

131 V. the icon painted by Michael Damaskinos in the Church 
of the Memorial Park, Corfu, dated to the second half of the sixteenth 
century (Vokotopoulos, Εικόνες της Κέρκυρας, 45–47, no. 23, figs. 25, 
115–119) the icon of the Virgin with the three donors in the Church of 
Panagia Eleimonitra in Chora, Patmos, 1590. (M. Chatzēdakēs, Icons of 
Patmos: questions of Byzantine and post-Byzantine painting, Athens 1985, 
150–151, no. 120, pl. 59) the icon of the Lady of the Angels on the ico-
nostasis of the Holy Cross in the Patmos monastery of St. John the Theo-
logian, 1610 (Chatzēdakēs, Icons of Patmos, 132, no. 90, pl. 142) etc.

132 V. also the icon of the Theotokos in the Antivouniotissa Mu-
seum in Corfu, dated to the mid-sixteenth century (Vokotopoulos, Ει-
κόνες της Κέρκυρας, 35–37, no. 18, figs. 104–106) and the icon painted 
by Michael Avramis (1622) in the same museum (Vokotopoulos, Εικόνες 
της Κέρκυρας, 36, n. 18, with other examples and selected bibliography).

133 Proestakē, Η παλαιά Μονή, 424–425, fig. 18.
134 Eadem, Οι ζωγράφοι Κακαβά, 87, fig. 126–129, 524.
135 Eadem, Το καθολικό της Μονής, 377 sqq.
136 Eadem, Ο ναός του Αγ. Αθανασίου, 21 sqq.

The representation of the Apostles Peter and Paul, 
holding between them a model of a church,137 symbol of 
the Church they founded, is a pro-unification subject 
characteristic of the seventeenth century. It appears in two 
churches in Stemnitsa, the Panagia Baphero and Prophet 
Elijah (fig. 37). The allusion to the move for the unifica-
tion of the Churches has already been pointed out in the 
Cretan icons by the painter Angelos, as well as earlier in 
icons by Nikolaos Ritzos, which represent the two apos-
tles with a model of a church.

A variation of the theme is the embrace of the two 
apostles, in many examples of portable icons.138 In the 
Peloponnese, the Moschos brothers painted the Em-
brace of Peter and Paul, in the Voulkanos monastery 
(1608).139 The same representation is encountered in the 
parekklesion of St George in the Athonite monastery of 
St Paul (sixteenth century), in the Church of the Life-
Bearing Source of Tzangaroli at Prinos in Mylopotamos 
(ca. 1550.) on Crete, in the Church of Apsotles Peter and 
Paul at Mušnikovo (Prizren, 1563/1564), in the Church of 
the Presentation of the Virgin in the Temple “Tsiatsapa” 
and in the Church of the Virgin in the neighbourhood of 
Agioi Anargyroi in Kastoria (seventeenth century),140 in 
the monastery of the Dormition of the Virgin at Sophiko 
in Corinthia (early seventeenth century), etc.

In the Gola monastery (1632, Demetrios Kakavas)141 
the two apostles are depicted facing each other in three-

137 D. Triantaphyllopoulos, Κύπρος και Επτάνησα: Ομοιότη-
τες και διαφορές στην εκκλησιαστική τους τέχνη, in: Μελέτες για τη 
Μεταβυζαντινή Ζωγραφική. Ενετοκρατούμενη και Τουρκοκρατούμενη 
Ελλάδα και Κύπρος, ed. D. Triantaphyllopoulos, Αthens 2002, 211 sqq.

138 For the painter Angelos and the icon of the Meeting of Sts. 
Peter and Paul v. M. Chatzēdakēs, Έλληνες ζωγράφοι μετά την Άλωση 
(1450-1830), 1, Athens 1987, 147 sqq, fig. 9. For the icon painted by 
Nicolaos Ritzos v. Triantaphyllopoulos, Κύπρος και Επτάνησα, 218, fig. 
79, and Pallas, Die Passion und Bestattung, 280 sqq. V. also the icons 
with the two apostles Peter and Paul holding a church (Chatzēdakēs, 
Icons of Patmos, 156, no. 128, pl. 170 and Vokotopoulos, Εικόνες της 
Κέρκυρας, 95, no. 63, fig. 176. 

139 Kalokyrē, Βυζαντιναί εκκλησίαι, pls. Ε΄ and 89.
140 V. respectively Millet, Athos, pl. 1932; K. Kalokyrē, Αι βυ-

ζαντιναί τοιχογραφίαι της Κρήτης, Athens 1957, pl. C111
1
; Garidēs, La 

peinture murale, fig. 254; Paisidou, Οι τοιχογραφίες του 17ου αιώνα, 
figs. 91γ, 92α.

141 Simopoulos, Μονή Ζερμπίτσης, fig. 68 and Proestakē, West-
ern influences, 314 sqq, figs 29–30.

Fig. 46. St Catherine, detail. 
Church of Panagia Baphero in Stemnitsa Fig. 47. St Antony, detail. 

Church of Panagia Baphero in Stemnitsa
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quarter pose, standing and conversing. Peter holds a closed 
scroll and Paul a close gospel-book. Earlier, at Malesina 
(1599),142 Demetrios Kakavas had represented the two 
Apostles holding a model of Church of octagonal type with 
arched openings, as in Renaissance buildings.143 In the 
Zerbitsis monastery (1669)144 the anonymous painter de-
picted the two apostles holding a five-domed church, as is 
the case in the wall-painting in St Athanasios at Stephani in 
Corinthia (second half of seventeenth century).

In conclusion, we observe from the iconographic 
analysis of the above representations in the four churches 
in Stemnitsa (Panagia Baphero, Prophet Elijah, St Pante-
leemon and Zoodochos Pege) that the narrative element 
is important. Dense compositions are depicted with 
se condary episodes, iconographic details and a large 
number of figures. The painters who worked on these fol-
lowed common iconographic models in an eclectic man-
ner. These models originate from diverse sources: from 
Byzantine and Palaiologan tradition, from Cretan icons by 
Angelos and Andreas Ritzos (Christ Giver of Life, Virgin 
Hope of All, Apostles Peter and Paul holding a church), 
from the mural painting of the sixteenth century, both the 
Cretan School and the School of Northwest Greece, from 
iconographic details present in the painting of the Kon-
taris brothers (Communion of the Apostles with Judas 
leaving with the devil on his shoulder, Hospitality of Ab-
raham with the two animals on the table, the heifer and 
the bullock) and from Western influences, as these passed 
into the painting of the Cretan School and the School of 
Northwest Greece in the sixteenth century, of the Kon-
taris brothers (Crucifixion), of Theophanes and of Fran-
gos Katelanos (Nativity with the kneeling Virgin and the 
basketry crib, Martyrdom of St Sebastian, Noli Me Tan-
gere, Scourging of Christ, etc.) and were assimilated in the 
painting of the seventeenth century.

The iconography identified in the above four 
churches in Stemnitsa occurs also in other monuments 
of the Peloponnese in the first half of the seventeenth 
century. We cite the murals by the Nafplian painters sur-
named Kakavas,145 Theodosios, Marinos, Demetrios and 
Theodoulos, by the Moschos brothers,146 Demetrios and 
Georgios, of Manuel Andronos147 and by a host of other 
anonymous painters.148

Of decisive importance for the dating of the wall-
paintings adorning the four churches in Stemnitsa are the 
iconographic details enriching the narration of the rep-
resentations, both those of eucharistic content and those 
relating to the gospels. For this reason our comparisons 

142 Proestakē, op. cit., 314 sqq, fig. 30.
143 The same scene with the representation of a similar build-

ing can be seen in the Church of the Holy Apostles in Kastoria, painted 
by the painter Onouphrios (1547), v. Pelekanidēs, Καστορία, pl. 192α; 
G. Gounarē, Οι τοιχογραφίες των Αγίων Αποστόλων και της Παναγίας 
Ρασιώτισσας στην Καστοριά, Thessaloniki 1980, 65–66, pl. 12α.

144 Simopoulos, Μονή Ζερμπίτσης, fig. 41.
145 Proestakē, Οι ζωγράφοι Κακαβά, with selected bibliography.
146 Tseligka-Antourakē, Το καθολικό της μονής της Θεοτόκου 

Αιμυαλών, with selected bibliography.
147 Chotzakoglou, Mega-Spelaion, 248, with selected bibliography.
148 T. Gritsopoulos, Παρουσία ζωγράφων εξ ‘Αργολίδος κατά 

τους ΙΖ΄ και ΙΗ΄ αιώνας, in: Πρακτικά Β΄ Τοπικού Συνεδρίου Αργολι-
κών Σπουδών, Athens 1989, 263–295; Proestakē, Οι ζωγράφοι Κακαβά, 
143 sqq; Tseligka-Antourakē, Το καθολικό της μονής, 344 sqq.

revolved mainly around these details, as for example in 
the Divine Liturgy, the Hospitality of Abraham, the Cru-
cifixion, but also in relation to some iconographic prefer-
ences, such as the pro-unification subject of the Apostles 
Peter and Paul. These iconographic details and preferences 
that are identified in the aforementioned monuments of 
the Peloponnese in the first half of the seventeenth century 
draw along with them the dating of the wall-paintings in 
Stemnitsa to around the middle of the seventeenth century.

The style. Initially, we shall make some general re-
marks on the style of the wall-paintings in all four church-
es in Stemnitsa, the Panagia Baphero, Prophet Elijah, St 
Panteleemon and the Zoodochos Pege, which place these 
works in an artistic koine with many characteristics in 
common.

The iconographic programme of the churches is de-
veloped in successive zones and the scenes unfold within 
rectangular panels. A balanced composition is aimed for 
in the representations, with the figures occupying an es-
pecially important position, as neither the natural land-
scape nor the architectural constructions are particularly 
developed. The buildings are adapted to the background, 
while the figures are placed in the pictorial foreground, 
where the action takes place. The principal features of the 
composition, which are determined by the indifference 
to three-dimensional perspective, the lack of corporeality 
of the figure, the flat and frontal rendering, point to the 
painter’s interest in conveying the transcendentalism of 
the holy persons depicted.

The figures have harmonious proportions, while 
their poses and gestures are modest and restrained, ema-
nating respect and hieratic reverence. Emotive charge is 
avoided and the dramatic element does not exceed the 
measure. Even in the scenes of martyrdoms, neither the 
attitude of the executioners nor the mien of the suffering 
saints conveys passion or pathos. The countenances of the 
figures are often uniform and bland, devoid of individua-
listic features.

The garments cover the bodies organically, de-
scribing the figure and the limbs (figs. 8, 14, 30, 31). The 
drapery is rich and linear, with short wide folds forming 
curves or angles depending on the movement and pose 
of the figures, which in most cases wear a chiton and a 
himation. Particular care is lavished on rendering the 
vestments of the concelebrant hierarchs, of the angels in 
the Divine Liturgy and of certain standing full-bodied 
saints, where a penchant for opulence and decorativeness 
is observed in the embellishment with floral motifs, such 
as carnations and rosettes, and geometric patterns.149

The natural landscape conforms to the Byzantine 
perception of space (figs. 6, 32, 35). Rocky mountains 
with oblique planes and jagged surfaces, and rolling 
hills define the setting of a scene or are used to frame 

149 For Byzantine textiles v. J. Ebersolt, Les arts somptuaires de 
Byzance: étude sur l’art imperial de Constantinople, Paris 1923, 39 sqq, 
120; Ph. Koukoules, Βυζαντινών βίος και πολιτισμός, Athens 1948, Β2, 
86, 202; J. G. Beckwith, Byzantine tissues, in: Actes du XIVe Congrès In-
ternational des études byzantines, Βucarest 1971, Bucharest 1974, 1–3, 
343–354; Ch. Delvoye, Les tissus byzantines, in: Corsi di cultura sull’arte 
Ravennate e Bizantina, Ravenna 1969, 115–150; M. Parani, Recon-
structing the reality of images: Byzantine material culture and religious 
iconography (11th–15th centuries), Leiden 2003, 11–158.
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and project some holy figures. The architectural back-
ground150 of the representations remains austere and ab-
stract, in accordance with the principles of Byzantine art, 
expressing a transcendental disposition that has very little 
relation to reality. This is because Byzantine perspective 
does not obey any natural canon and does not issue from 
a rationalistic conception of the world, in order to serve 
its ideological purpose.151

The buildings in the background serve as scenery 
or sets within which the figures move or are projected. 
The built environment with the constructions and all the 
equipment used in the narrative representations – tables, 
chairs, canopies, thrones, podia – is distinguished by the 
lack of interest in rendering reality, heightening the tran-
scendentalism through the reverse perspective, the confu-
sion of inside and outside space, the rendering of archi-
tectural constructions in three-quarter view, the lack of 
actual distance between the architectural elements and the 
figures, the use of bird’s-eye view and of the backdrop wall.

150 For the architectural background v. especially M. Schild-
Bunim, Space in medieval painting and the forerunners of perspec-
tive, New York 1940; T. Velmans, Le role du décor architectural et la 
représentation de l’espace dans la peinture des Paléologues, CA 14 (1964) 
183 sqq; A. Stojaković, La conception de l’espace défini par l’architecture 
peinte dans la peinture murale serbe du XIIIe siècle, in: L’art byzantin 
du XIIIe siècle, Symposium de Sopocani 1965, Belgrade 1967, 169 sqq; 
L. Brion-Guerry, L’espace et les perspectives, Χρονικά Αισθητικής 13/14 
(1974/1975) 18 sqq; Μ. Panagiōtidē, Μερικές παρατηρήσεις στις προ-
οπτικές συμβάσεις μιας εικόνας του Ανδρέα Ρίτζου, Deltion ChAE 9 
(1977/1979) 249 sqq; O. Demus, The style of the Kariye Djami and its 
place in the development of Palaeologan art, in: The Kariye Djami, ed. P. 
Underwood, 4, New York 1966–1975, 107 sqq.

151 P. Michelēs, Αισθητική θεώρηση της βυζαντινής τέχνης, 
Αthens 1946, 184–189; Velmans, Le role du décor, 189–191. 

The buildings function as decor in a transcenden-
tal space-time, on a much smaller scale than the figures 
and with a purely decorative presence, framing and pro-
jecting the protagonists, without acquiring volume and 
third dimension. They are flat constructions with open-
ings, doors or windows, and are placed within the space 
according to the needs of the iconography or are adapted 
to the background wall. In other words, they are a com-
posite solution that the painter uses to cover the ground 
of the representation and to direct the viewer’s gaze to the 
pictorial foreground, where the action unfolds.152

Particularly interesting are the items of furniture in 
the representations – tables, chairs, thrones, baldachins, 
podia, etc. –, which are painted in brown ochre with diag-
onal vertical lines, in an endeavour to convey the texture 
of wood. The table legs are drawn with elaborate carving, 
giving a sense of luxury.

Interesting too for the material culture are the ob-
jects of everyday life, the vessels, plates, knives, glasses, 
jugs, foodstuffs, tablecloth-napkin (cheiromaktron), etc., 
set upon the tables.153 Among the very few Western ele-
ments in the Stemnitsa wall-paintings is the ship depicted 
in the two sea miracles of St Nicholas in the churches of 
St Panteleemon (fig. 38), and Prophet Elijah, which recalls 
the Venetian ships that ploughed the Greek seas in the pe-
riod and likewise appear in some Cretan icons.154

Beyond these common characteristics of the style of 
the Stemnitsa wall-paintings, there are differences in each 
church, with regard to the physiognomic type and the 
proportions of the figures, the artist’s palette and certain 
details in the modelling.

Specifically:
In the Church of Prophet Elijah the faces are oval in 

shape. A dark brown under-layer is used, which on the 
outline creates a strong contrast with the pinkish flesh 

152 Velmans, Le role du décor architectural, 185. 
153 For Byzantine everyday life scenes and objects v. M. Parani, 

Reconstructing the reality of images: Byzantine material culture and reli-
gious iconography (11th–15th centuries), Leiden 2003. Also for picto-
rial evidence and dining habits J. Vroom, The changing dining habits at 
Christ’s table, in: Eat, Drink and Be Merry (Luke 12:19) Food and Wine 
in Byzantium, eds. L. Brubaker, K. Linardou, Burlington 2007, 191–222.

154 Acheimastou-Potamianou, Η μονή των Φιλανθρωπηνών, 142.

Fig. 48. Angel, the intrados of the Royal Doors. Church 
of Zoodochos Pege in Stemnitsa

Fig. 49. St Helen, detail. 
Church of Zoodochos Pege in Stemnitsa
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(figs. 18, 39). Thick dark brown lines describe the eyes, 
the nose, the eyebrows and the chin, while dark shad-
ows are created around the lips and under the eyes and 
eyebrows. The facial features are a long slim nose with 
round nostrils and almond-shaped eyes, while a wavy line 
is drawn on the supraorbital arches. The neck is conical 
with two characteristic curved lines. The elderly figures 
(fig. 41), have white hair and beard, deep furrows on the 
forehead and heart-shaped cheeks. The proportions of the 
figures are harmonious and the painting is distinguished 
by a rich palette of pigments.

The same physiognomic type is observed in the fig-
ures in the Church of St Panteleemon, with the thick lines 
and the shadows under the eyes and eyebrows, as well as 
around the lips, the same characteristic nose, eyes, neck 
and supraorbital arches (fig. 22, 40). Similar too are the 
proportions of the figures and the palette. Moreover, it is 
noted that some figures, such as Stephen the protomartyr 
(figs. 39–40), Dionysios the Areopagite, Ignatius the God-
Bearer (figs. 41–42), Peter of Alexandria, and the angels on 
the intrados of the arches and in the Divine Liturgy (figs. 
8, 14), display remarkable similarity in both monuments.

On the basis of these similarities in the physiognomic 
type of the figures, the modelling, the proportions and the 
palette, and bearing in mind also the iconographic similari-
ties pointed out above, we believe these wall-paintings to 
be the work of the same painter. It has been argued recent-
ly that this is Manuel Andronos from Nafplion.155 Further 
comparisons will help elucidate the issue.

The painters who worked in the Church of the Pana-
gia Baphero are different from the painter who decorated 
the churches of Prophet Elijah and St Panteleemon. In-
deed, two different styles are observed within the same 
church, pointing to the hands of two distinct painters.

The first painter differs not only from the painter 
of Prophet Elijah and St Panteleemon, but also from the 
second painter in the Panagia Baphero, mainly in the 
physiognomic type of the figures and the modelling. His 
distinctive traits are the elongated face, the slightly aqui-
line nose, the almond-shaped eyes and the mouth, with 
the upper lip narrower and the lower fleshier (fig. 43). On 
the faces, instead of the strong dark under-layer favoured 
by the painter in Prophet Elijah and St Panteleemon, the 
flesh is modelled in pink pigment, modulated smoothly 
on the roseate skin of the cheeks, the nose and the fore-
head. Fine white linear highlights are applied at the edges 
of the eyes, above the eyebrows, around the nose, on the 
chin and the neck. The hair is always carefully dressed, 
whether on elderly or youthful figures. There is nothing 
unusual in the palette, although the condition of the wall-
paintings is damaged and there is flaking of the pigments 
at many points.

The hand of this first artist is identified in both the 
nave – on the vault where Christ Pantocrator is depicted 
with the evangelists and the prophets (figs. 43–44), in the 
saints in medallions, in the gospel scenes and in the mira-
cles of Christ – and the sanctuary – in the Divine Liturgy 

155 Ch. Chotzakoglou, Αποκαλύπτοντας το ζωγράφο του 
Προφήτου Ήλιου στή Στεμνίτσα, in: Δ΄ Τοπικόν Συνέδριον Αρκαδικών 
Σπουδών, Αthens 2013, in print.

(fig. 8), the Man of Sorrows (fig. 7), the Hospitality of Ab-
raham, the Virgin the Burning Bush, the Ascension, the 
Pentecost and the Mid-Pentecost.

The second painter is distinguished by the different 
physiognomic type of the figures and the different mod-
eling (figs. 45–47). On the faces he uses a dark brown 
under-layer that contrasts with the pinkish flesh, creating 
dark shadows under the eyes and the eyebrows, on the 
chin and the cheeks. The long nose with round nostrils, 
the small fleshy lips and the shape of the eyes are charac-
teristic of his work. This painter is very close in style to the 
one who decorated Prophet Elijah and St Panteleemon.

His work is identified in the sanctuary – in the Vir-
gin Platytera (fig. 5), the prophets in medallions, the full-
figure saints on the lower zone of the walls – and in the 
nave and on the built templon – in the Virgin Hope of All 
and Christ Giver of Life (figs. 9–10), the Akathistos Hymn, 
the Birth of the Virgin, etc.

In the Church of the Zoodochos Pege, with its numer-
ous representations, two issues are raised with regard to style.

The first issue, relating to the extent of the painting, 
is the number of painters who participated in the deco-
ration of the church, as two different styles are observed 
with regard to the proportions of the figures, their physi-
ognomic type and their modelling.

One painter, with refined taste, is distinguished by 
the harmonious slender proportions of the figures, with 
small head, long conical neck and tall slim body (figs. 
30–32). His faces are oval with handsome features, large 
almond-shaped eyes, arched eyebrows, long thin nose, 
fine lips and careful hairstyle (figs. 48–49). His ability and 
skill are apparent in the modeling of the face, with pinkish 
flesh tones on the dark brown under-layer. The shape and 
the features of the countenance are emphasized by brown 
lines and shadows around the eyes, the nose, the lips, the 
neck and the chin.

A fondness for decorativeness is observed on the 
garments, with rich palmette ornaments and fur linings, 
or with motifs reminiscent of patterned textiles. The 
buildings are imposing and the typical pointed rocky 
massifs of Byzantine art punctuate the landscape.

The work of this painter is identified in the great-
er part of the wall-paintings, in the sanctuary and in the 
nave, in the lower zone with the full-figure saints, as well 
as in the upper zones with the extensive narrative scenes.

The work of the second painter is identified main-
ly in the representations of martyrdoms. The figures are 
stocky with large round head (figs. 50–51). In their style, 
poses and gestures they are restrained, emanating calm 
and serenity without the slightest expression of pathos or 
passion, even though these are martyrdoms. Rolling hills 
dominate the landscape, while the buildings are much re-
duced in size.

Characteristic of the painting of the church are the 
decorative and vegetal motifs, the elaborately embellished 
garments and the prelatic sakkoi, as well as the conches 
with Islamic ogee arch, which lead to the milieu of the 
Nafplian painters, both those surnamed Kakavas and the 
Moschos brothers, as well as to Manuel Andronos and 
other Peloponnesian painters.
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The second issue raised in relation to the style of the 
wall-paintings is that of the over-paintings made in the 
early nineteenth century, within the framework of renova-
tions carried out by the hegumen of the monastery Ger-
manos Kantzias. These over-paintings concern the build-
ing, the landscapes with the gentle hills, the garments and 
the modelling of the faces. They are executed in uniform 
ochre and red, yellow or brown shades, adulterating the 
initial decoration.

In comparison with the other seventeenth-century 
monuments in Stemnitsa, the Panagia Baphero, Prophet 
Elijah and St Panteleemon, similar iconographic models 
are followed with variations in the details. However, sty-
listically there are significant differences, both in the pro-
portions of the figures and in the modelling of the visages. 
Consequently, we consider that the paintings are the work 
of different painters. Because no donor inscriptions sur-
vive, the names of these painters are unknown and there 
is no secure date.

Nonetheless, we can say that these painters were 
experienced and well-versed in theological matters, since 
they composed a fully articulated iconographic pro-
gramme both in the Zoodochos Pege, a composite cross-
in-square church with dome, and in the single-aisle vault-
ed-roof churches of the Panagia Baphero, Prophet Elijah 
and St Panteleemon, which correspond to the icono-
graphic arrangement of domed churches, since the figure 
of Christ Pantocrator is depicted on the vault.

It is very possible that the same painter worked in 
the churches of Prophet Elijah and St Panteleemon, as the 
two wall-painting ensembles display exceptional affin-
ity and similarity in the arrangement of the iconographic 
programme, the scale and the similitude of the icono-
graphic details, and the style. In the Panagia Baphero two 
different styles are distinguished and we suspect that two 
different painters worked in the same church, as also in 
the Church of the Zoodochos Pege, but different from the 
painter of Prophet Elijah and St Panteleemon.

According to inscriptions, from the sixteenth cen-
tury onward the pace of work on decorating a church 
with wall-paintings was rapid. A wall-painting ensemble 
was completed within two or three months. The painters 
from Linotopi completed the decoration of the Church 
of St Demetrios at Palatistsia (1570) and the Makryalexis 
monastery (1599) in two months,156 while the brothers 
Georgios and Frangos Kontaris completed the wall-paint-
ings in the Church of St Nicholas at Krapsi (1563) in three 
months.157

From Byzantine times painters preferred to work in 
the summertime, as during these months it was easier to 
travel from place to place, wherever their patrons invited 
them.158

At this point it is worth noting the role of the do-
nors in building and decorating a church, and in elaborat-
ing the iconographic programme.159 Specifically, in two of 
the churches studied, the Panagia Baphero and the Zoo-
dochos Pege, the names of the donors are recorded. In the 
Panagia Baphero dedicators were Neophytos chief priest, 
Nikolaos hieromonk, the priests Panagiotis, Theophilos 
and Ioannes, and participants too were the parishioners 
Ioannes, Anthoula and Chryso, who pray for the salvation 

156 Tourta, Βίτσα και Μονοδένδρι, 44.
157 D. Euangelidēs, Ο ζωγράφος Φράγκος Κατελάνος εν Ηπεί-

ρω, Deltion ChAE 1 (1959) 46.
158 The painters Theophanes the Greek, Emmanuel Eugenikos, 

Xenos Digenis and Theophanes Strelitzas Bathas were working in the 
same way (Ε. Delēgiannē-Dōrē, Γύρω από το εργαστήρι των Κονταρή-

δων, in: Μοναστήρια νήσου Ιωαννίνων, eds. M. Garidēs, A. Paliouras, 
Ioannina 1999, 128 sqq).

159 Μ. Panagiōtidē, Το πρόβλημα του ρόλου του χορηγού και 
του βαθμού ανεξαρτησίας του ζωγράφου στην καλλιτεχνική δημιουρ-
γία. Δύο παραδείγματα του 12ου αιώνα, in: Το πορτραίτο του καλλιτέ-
χνη στο Βυζάντιο, ed. Μ. Vasilakē, Heraklion 2000, 77 sqq. Concerning 
the changing of the social status of the post-Byzantine era painters v. 
Μ. Vasilakē, Από τον ‘ανώνυμο’ Βυζαντινό καλλιτέχνη στον ‘επώνυμο’ 
Κρητικό ζωγράφο του 15ου αιώνα, in: Το πορτραίτο του καλλιτέχνη στο 
Βυζάντιο, ed. Μ. Vasilakē, Heraklion 2000, 161 sqq; Proestakē, Οι ζω-
γράφοι Κακαβά, 18 sqq. 

Fig. 50. Martyrdom of St Stephen the protomartyr. Church 
of Zoodochos Pege in Stemnitsa

Fig. 51. Decapitation of St Nestor. 
Church of Zoodochos Pege in Stemnitsa
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of their souls. The Zoodochos Pege church was decora-
ted with the contribution and toil of the hieromonk Bes-
sarion, at the expenses of the chief priest Achilleios and 
prominent citizens of Stemnitsa, whose names have not 
survived, for the salvation of their own souls and their 
parents’ souls, when the Most Reverent Sire Theodoritos 
was Metropolitan.

In both cases these are collective sponsorships160 
of clerics and laypersons, whether the ordinary clergy or 
prelates, such as Neophytos in the Panagia Baphero and 
Achilleios in the Zoodochos Pege. Named too are the pa-
rishioners, Ioannes, Anthoula and Chryso in the Panagia 
Baphero, while the names of the eminent Stemnitsans who 
participated in the expenses of decorating the Zoodochos 
Pege are not mentioned. Interesting too are the portraits 
of the donors Achilleios and Bessarion in the Zoodochos 
Pege, who together hold the model of the church and are 
inscribed with their names.

The period. The style of the wall-paintings in the 
four churches in Stemnitsa, Prophet Elijah, St Pantelee-
mon, the Panagia Baphero and the Zoodochos Pege, is 
consistent with the general clime of seventeenth-century 
painting in the Peloponnese. Many and different trends 
developed there in this period, when hundreds of monu-
ments were decorated, attesting the economic affluence 
and piety of the people, expressed through the effort and 
collective sponsorship of lay parishioners, secular pri-
mates, ordinary priests or representatives of the prelacy of 
the Church.

Outstanding among the wall-paintings at Stemnitsa 
are those by the painter who undertook the greater part of 
the decoration of the katholikon of the Zoodochos Pege 
monastery. The figures with their attenuated proportions, 
small head, long conical neck and tall body, the predilec-
tion for the ornate and the narrative disposition belong in 
the framework of the painting style of the painters sur-
named Kakavas161 and Moschos,162 who hailed from Naf-
plion. We cite indicatively the works by Demetrios Kaka-
vas in the katholikon of the Virgin at Malesina (1599) 
in Boeotia, the parekklesion of St Marina at Chiliomodi 
(1607), the Church of St Demetrios outside Athikia in 
Corinthia (1611), the katholikon of the Sts Anargyroi 
monastery (1621) at Vassaras in Laconia, the Church of St 
Blaise at Tzintzinas (also 1621), the dual Church of Sts Ni-
cholas and Demetrios at Anavryti (1625), the katholikon 
of the Zoodochos Pege of the Gola monastery (1632) 
and the katholikon of the Mardaki monastery (1635) in 
Messinia, all in the Peloponnese.163 In parallel, we cite 
works by the Moschos brothers in the churches of St 
Demetrios at Poretsos in 1607, the katholikon of the mo -
nastery of the Virgin of Aimyali in 1608 and the katho-
likon of the Voulkanos monastery also in 1608.164 Fur-
thermore, we note the works by Georgios Moschos in the 

160 Collective grants date back to the Byzantine period, v. rela-
tively S. Kalopisē-Vertē, Οι ζωγράφοι στην υστεροβυζαντινή κοινωνία. 
Η μαρτυρία των επιγραφών, in: Το πορτραίτο του καλλιτέχνη στο Βυζά-
ντιο, ed. Μ. Vasilakē, Heraklion 2000, 140 sqq.

161 Proestakē, Οι ζωγράφοι Κακαβά, with selected bibliography.
162 Tseligka-Antourakē, Το καθολικό της μονής της Θεοτόκου 

Αιμυαλών, with selected bibliography.
163 Proestakē, Οι ζωγράφοι Κακαβά, passim.
164 Tseligka-Antourakē, Το καθολικό της μονής της Θεοτόκου 

Αιμυαλών, passim.

katholikon of the monastery of the Forty Saints in Laco-
nia in 1620, in the neighbouring Church of St Nicholas 
at Chrysapha in the same year, and the katholikon of the 
monastery of St Nicholas of Karya 1638 in Kynouria.165

Some unsigned works attributed to the workshops 
of the Kakavas painters and the Moschos brothers are in 
the same style. Specifically, attributed to the workshop 
of the Kakavas painters are the wall-paintings in the old 
katholikon of the Phaneromene monastery at Chiliomodi 
in Corinthia (early seventeenth century), the Kato Castro 
monastery (1612), the Prophet Elijah monastery at Georgit-
si (1617), the Loukous monastery (early seventeenth cen-
tury), the Church of the Virgin at Levidi in Arcadia (1629), 
the Holy Trinity monastery in Kynouria, outside Astros (ca. 
1612) and the Penteli monastery (ca. 1630) in Attica.166 At-
tributed to the workshop of the Moschos brothers are the 
wall-paintings in the katholikon of the Theotokos monas-
tery at Koumbari in Laconia (1602), which is considered 
to be their earliest work, in the parekklesion of St John the 
Baptist in the Voulkanos monastery in Messinia (post–
1608), the katholikon of the Virgin at Poretsos in Achaia 
(1614), the katholikon of the Virgin at Adami in Nafplia 
(1616), the Church of the Dormition of the Virgin at Aipeia 
in Messinia (ca. 1620), the katholikon of the Holy Apos-
tles at Selliana in Corinthia (1621, Georgios Moschos?), 
the katholikon of the Timios Prodromos monastery in the 
Lousios gorge (1630, Georgios Moshcos?), the katholikon 
of the Holy Apostles monastery in the Aigialeia (1621), the 
katholikon of the Kalami monastery near Lygourio in the 
Argolid and the katholikon of the Engleistouri monastery 
in the vicinity of Prastos in Kynouria (the last three without 
secure date).167

Also of similar technique are the wall-paintings by 
anonymous painters in the katholikon of the monastery of 
the Virgin Tsingos at Oitylos, the St Nicholas monastery at 
Varsa, the Dimiovis monastery (1663), the Zerbitsas mon-
astery (1669), St Barbara at Phlomochori (seventeenth cen-
tury layer), the monastery of the Virgin outside Ano Doli, 
the Philosophos monastery (1693),168 the Church of St 
John the Baptist at Sintzaphi in Laconia (1625), St George 
(early seventeenth century) and the Dormition of the Vir-
gin at Chrysapha,169 the Taxiarchs at Sophiko in Corinthia 

165 Tseligka-Antourakē, op. cit., passim.
166 V. respectively T. Gritsopoulos, Ιερά Μονή Παναγίας Φανε-

ρωμένης Χιλιομοδίου, Athens 1996; idem, Η κατά την Κυνουρίαν μονή 
Λουκούς, Πελοποννησιακά 6 (1963–1968) (Athens 1968), 129 sqq; idem, 
Η πελοποννησιακή ζωγραφική μετά την άλωσιν, in: Πρακτικά του Δ΄ 
Διεθνούς Συνεδρίου Πελοποννησιακών Σπουδών, 1, Athens 1992-19933, 
353 sqq; Koliou, Αναγνώριση χρωστήρος Κακαβά, 159 sqq.

167 Tseligka-Antourakē, Το καθολικό της μονής, 377 sqq, with 
selected bibliography; O. Euthymiou, Οι τοιχογραφίες της μονής των 
Αγίων Αποστόλων στην Σελιάνα Αιγείρας, in: Πρακτικά Γ΄ Τοπικού Συ-
νεδρίου Αργολικών Σπουδών, Athens 2006, 209 sqq.

168 V. respectively V. Kepetzi, Έρευνα στη Μάνη, Πρακτικά της 
εν Αθήναις Αρχαιολογικής εταιρείας (henceforth: ΠΑΕ) 1981, 565–568, 
pls. 302, 304α (Panagia Tsigou); Th. Simopoulos, Μονή Ζερμπίτσης. 
Ανέκδοτα περί αυτής έγγραφα-κειμήλια, Athens 1966; M. Panayiotides, 
Έρευνα στη Μάνη, ΠΑΕ 1978, 173-174, pls. 128α, 129α (St. Barbara), E. 
Deliyianni-Doris, Έρευνα στη Μάνη, ΠΑΕ 1981, 498-503, especially 501-
502 (Panagia in Ano Doloi), Ε. Geōrgitsouiannē, Παρατηρήσεις επί των 
τοιχογραφιών της Νέας Μονής Φιλοσόφου (1693), in: Δ ΄Συνέδριο Πελο-
ποννησιακών Σπουδών, 3, Athens 1992/1993, 545–582. 

169 N. Drandakēs, Από τα χριστιανικά μνημεία της Λακωνίας, 
Aρχαιολογική Eφημερίς 1994, 40–41 (Prodromos in Sintzafi); idem, 
Σχεδίασμα καταλόγου των τοιχογραφημένων βυζαντινών και Μεταβυ-
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(early seventeenth century), the Dormition of the Virgin in 
the village of Lira, the Virgin in the Kavellaris monastery 
and the Virgin at Philiatro near Langadas, St Paraskevi out-
side Ano Verga, St Demetrios at Platsa,170 etc.

One other proficient painter who was active in the 
region of the Peloponnese and seems to have had rela-
tions with Stemnitsa and the churches of Prophet Elijah 
and St Panteleemon, as noted above, is Manuel Andronos 
from Nafplion. He is known to have executed the wall-
paintings in the narthex of St Demetrios at Chrysapha 
in Laconia in 1641 and the katholikon of the Megalo 
Spelaion monastery at Kalavryta in 1653.171 Andronos’s 
style is different from that of the two Nafplian workshops, 
of the Kakavas painters and the Moschos brothers. The 
proportions of the figures are different, with small spheri-
cal head, medium stature, broad body, linear drapery and 
outlines. Characteristic of his work are the dotted relief 
haloes he uses on his full-figure saints, although these 
seem to have had little appeal in the mural painting of 
the Peloponnese in the seventeenth century and were not 
used in the two Stemnitsan churches, of Prophet Elijah 
and St Panteleemon.

The style of one of the two painters who worked 
in the Church of the Panagia Baphero, on the Virgin 
Platytera and the full-bodied saints, of medium stature, 
with round head, dark brown under-layer on the face and 
shadows under the eyes and the eyebrows, on the chin 
and the cheeks, is similar to that of Manuel Andronos as 
well as to the wall-paintings in Prophet Elijah and St Pan-
teleemon.

However, the style of the second painter who 
worked in the Panagia Baphero is different, with the tall 
slender figures, small head, modelling of the flesh in rose-
ate tones on the face, aquiline nose and almond-shaped 
eyes. Although this is a painting akin to that of the paint-
ers surnamed Kakavas and Moschos, in terms of the pro-

ζαντινών Ναών Λακωνίας, Λακωνικαί Σπουδαί 13 (1996), 175 (Dormi-
tion of the Virgin in Chrysapha).

170 V. respectively V. Kepetzi, Έρευνα στη Μάνη, ΠΑΕ 1982, 
386 ff., especially 394-396 (Dormition of the Virgin in Lira); M. Panay-
iotides, Έρευνα στη Μάνη, ΠΑΕ 1980, 234-238, especially 237-238, pls. 
146α-γ (Panagia Kavellari, 1688); S. Kalopissi, Έρευνα στη Μάνη, ΠΑΕ 
1980, 238-241 (Panagia in Philiatro, 1688), S. Kalopissi, Έρευνα στη 
Μάνη, ΠΑΕ 1981, 452, (St. Paraskevi); V. Kepetzi, Έρευνα στη Μάνη, 
ΠΑΕ 1981, 563-564, pls. 299β, 300 (St Demetrios in Platsa).

171 Chotzakoglou, Mega-Spelaion, 248.

portions of the figures, it differs in the modelling and in 
the physiognomic type of the faces, which point to differ-
ent painters with other particularities in their art.

The second painter who worked in the katholikon 
of the Zoodochos Pege, mainly on representations of 
the martyrdoms of saints, is very different. Employing 
a limi ted palette, he creates figures of short proportions 
and with large round head. The buildings are limited and 
gentle hills dominate the natural landscape. A painter of 
comparable quality evidently decorated the katholikon of 
the Panagia monastery at Korphos in Corinthia in 1668. 
He is Theodoulos Kakavas, the last member of the Kaka-
vas family, according to epigraphic testimonies.172 How-
ever, this trend, with figures of short proportions and 
large head, sometimes of glowering aspect, is encountered 
in other seventeenth-century monuments in the Pelopon-
nese, such as the Church of St John the Baptist at Mele in 
Alagonia (ca. 1676) or the work of the second painter in 
the katholikon of the Dimiovis monastery in Messinia.

So, we observe a diversity of trends in seventeenth-
century mural painting. In our view, that expressed by 
the painting of members of the Kakavas and the Moschos 
families, and other anonymous painters, held sway, with 
figures of slender proportions and small head, as well as a 
disposition for decorativeness and narrative scenes. How-
ever, in addition to these, painters who are differentiated 
both in the proportions of the figures and the modelling 
of the countenances also appeared.

Stemnitsa is therefore a representative example of 
its times, as it gathers a variety of trends and a variety 
of painters in the four monuments dated to the first half 
of the seventeenth century. Anonymous painters whose 
roots are to be found in the painting of the Kakavas and 
the Moschos families, and of Manuel Andronos, as well as 
of painters very different from them, less educated in pic-
torial art yet members of a team that undertook impor-
tant commissions to decorate with wall-paintings, such as 
this in the katholikon of the Zoodochos Pege monastery 
with a complex and excellently constituted iconographic 
programme. With the meagre means available in the pe-
riod, the Orthodox artistic tradition and the spirituality of 
Hellenism continued to flourish.

172 Proestakē, Οι ζωγράφοι Κακαβά, 131 sqq; eadem, Το καθο-
λικό της Μονής, 377 sqq.
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Зидно сликарство XVI и XVII века 
у Стемници на Пелопонезу

Ксанти Проестаки

Стемница, град богатог историјског наслеђа у 
средишњем Пелопонезу, брзо се развио као уређено 
урбано насеље у поствизантијском раздобљу, а наро-
чито у XVI веку. Економски развој града од XVI века 
био је пропраћен процватом духовности и културе, 
грађењем и украшавањем многих цркава, посебно 
током XVII века, када православно монаштво дожи-
вљава обнову. Године 1790. основана је Грчка школа, у 
којој су предавали угледни национални учитељи.

Само је неколико споменика зидног сликарства 
XVI века сачувано на Пелопонезу и они су датовани у 
последње деценије столећа. У Стемници из тог периода 
потиче црква Светог Николе. Судећи пo фрагментарно 
сачуваном натпису, године 1589. она је „обновљена“ 
средствима свештеника Димитрија Федетена. Термин 
обновљена највероватније се односи на украшавање 
цркве зидним сликама, а од њих су преостали само 
фрагменти на источном и западном зиду. Нажалост, 
оштећеност преосталих зидних слика у цркви Светог 
Николе, као и истрвеност боја, онемогућавају њихово 
приписивање некој школи или уметничком току.

Зидне слике у црквама Богородице (Панагије) 
Баферо, Пророка Илије, Светог Пантелејмона и у като-
ликону манастира Богородице Живоносног источника 
датоване су у XVII век, али се ни за једну од тих грађе-

вина не може поуздано рећи када је подигнута. Нису 
забележена ни имена сликара, нити су сачувани кти-
торски натписи, осим у поменутом манастирском ка-
толикону, у којем ктиторски натпис постоји, с тим што 
му недостаје последњи ред, где су били наведени вре-
ме живописања и име оснивача манастира. По нашем 
мишљењу, судећи по иконографији и стилу, те зидне 
слике треба датовати у прву половину XVII столећа.

Цркве Богородице Баферо, Светог пророка 
Илије и Светог Пантелејмона истог су архитектонског 
типа, једнобродне с полуобличастим сводом, а имају и 
међусобно сличан иконографски програм, са одређе-
ним особеностима које се тичу оног светитеља коме 
је свака од цркава посвећена. Иконографски програм 
одговара куполним храмовима јер је фугура Х риста 
Пантократора приказана на своду.

Црква Богородице Живоносног источника дру-
гачијег је архитектонског склопа од три претходно по-
менуте грађевине, а и знатно је већа. Реч је о католи-
кону ставропигијалног манастира који је, по предању, 
подигнут 1443. године. Његова основа је у облику 
уписаног крста с куполом, а димензије су му 6,70 × 
8,80 m. Обновљен је 1800. године, што потврђује нат-
пис урезан у мермерну плочу уграђену у северни зид 
главног брода.
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Иконографски програм својом садржином од-
говара програму намењеном цркви са основом у виду 
уписаног крста с куполом. Састоји се од 168 сцена и 
81 засебне светитељске представе. Најважнији делови 
програма јесу прикази мучеништва светих, Богоро-
дичиних префигурација, затим последњих псалама с 
ликом Христа Пантократора и циклусом Зодијака, бо-
жићне химне Шта да ти принесемо, Христе?, као и 
две представе ктитора монахâ Ахилија и Висариона с 
моделом цркве.

Када је реч о иконографији, сликари који су ра-
дили у четири поменуте стемничке цркве тежили су 
устаљеним иконографским решењима, уз извесне ва-
ријације у детаљима како у приказима евхаристијске 
тематике тако и у оквиру христолошког и теотоко-
лошког циклуса, Богородичиног акатиста, на пред-
ставама архијереја и светитеља, пророка и анђеоских 
сила. Та решења воде порекло из различитих извора – 
из средњовизантијске традиције и традиције сликар-
ства епохе Палеолога, с критских икона Ангелоса и 
Андреје Рицоса, из зидног сликарства XVI века, као и 
из сликарства критске и северногрчке школе. У њима 
су приметни и иконографски детаљи преузети из 
сликарства браће Контарис, а и западни утицаји који 
су се током XVI века појавили у сликарству критске 
школе и школе северне Грчке, на делима Теофана и 
Франгоса Кателаноса, и који су били прихваћени у 
сликарству XVII века.

Иконографија препозната у стемничким црк-
вама појављује се и у другим грађевинама Пелопоне-
за током прве половине XVII века. Наводимо зидне 
слике мајсторâ из Нафплиона (Какаваса, Теодосија, 
Марина, Димитрија и Теодула), браће Москос (Дими-
трија и Георгија), Манојла Андроноса и мноштва дру-
гих анонимних сликара.

Поједине заједничке стилске одлике зидног сли-
карства у четири поменуте цркве у Стемници сврста-
вају их у исти уметнички круг. Сцене показују склад-
ну композицију, а фигуре у њима заузимају посебно 
важно место будући да ни пејзаж ни сликана архитек-
тура нису особито развијени. Фигуре су хармоничних 
пропорција, док су им ставови и гестови једноставни 
и уздржани и остављају утисак хијератичног пијетета. 

Избегнуто је изражавање емотивног набоја, а драмски 
елементи нису посебно изражени.

Поред тих заједничких својстава стила зидног 
сликарства у Стемници, у поменутим црквама постоје 
и међусобне разлике у погледу типа физиономија и 
пропорција фигура, палете и одређених детаља у мо-
деловању. Ти детаљи откривају идентитет сликара.

У цркви Светог пророка Илије и у цркви Светог 
Пантелејмона уочавају се изразите међусобне слич-
ности у типу физиономија, у моделовању фигура, про-
порцијама и палети, па верујемо да су те зидне слике 
дело истог мајстора. Недавно је било речи о томе да је 
у питању Манојло Андронос из Нафплиона.

Други сликар радио је у цркви Богородице Ба-
феро. Унутар тог храма уочавају се, у ствари, два раз-
личита стила, што указује на руке двојице мајстора.

Живопис цркве Богородице Живоносног источ-
ника такође су извела двојица сликара. Дело првог 
зографа, префињеног укуса, одликује се хармоничним 
витким пропорцијама фигура с малим главама, дугим 
купастим вратовима и високим мршавим телима. Рад 
другог сликара углавном се препознаје на представа-
ма мученика. Те су фигуре здепасте, великих округлих 
глава. Ставови и гестови су им уздржани, а из њих 
зраче смиреност и спокој, без и најмањег израза који 
указује на страдање, иако је реч о мученицима.

Поред тога, сликари све четири цркве у Стем-
ници били су искусни и добро упућени у богословска 
питања. Остварили су јасан иконографски програм и 
у храму са основом у виду уписаног крста с куполом 
(Богородица Живоносни источник), и у једнобродним 
црквама с полуобличастим сводом (Богородица Бафе-
ро, Свети пророк Илија и Свети Пантелејмон), где су 
извели програм који одговара онима у куполним црк-
вама, с фигуром Христа Пантократора на своду.

Зидно сликарство у четири стемничке црк-
ве у складу је са општом духовном климом у којој је 
настајало сликарство XVII века на Пелопонезу. Током 
тог раздобља развијали су се многи и различити токо-
ви и осликано је на стотине храмова, што је сведочило 
о економском благостању и побожности народа.


