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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.
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Stemnitsa, a town with a rich historical heritage
in the central Peloponnese, is built on the west slopes of
Mount Mainalos.! 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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! For the history of Stemnitsa v. G. A. Andritsopoulos, Iozopucai
onuelwoes Xrepvirons, Athens 1930; N. A. Veés, H eAAnviki) Zyods] Zrepvi-
101G Kot ouvodixd oryidua ko GAAa ypduparta epi avtis, Byzantinisch-
neugriechische Jahrbiicher 14 (1938) 366 sqq; D. Gartaganés, H Zrepviton
oto 1821, Athens 1964; G. Theophilis, H Zreuvitoa kot 1 mpoogopd tng
oty EAAdda, Athens 1977; K. Rounios, Iotopia 56 Zrepvitons 1 Tov ap-
xeiov Yyovvtog, Athens 1971; N. Synadinos, Or Teyvites TG Zrepvitong:
Awoypagia, Athens 1997; E. Svoronou, P. Kouros, H Xreyvitoa kot T0
apdyyr Tov Aovorov, Stemnitsa 1998; Anuntodve - Zrepviton. AvOy tng
métpag, ed. St. Marketos, H Ka@nuepwvr (Entd Huépeg, 9/11/2003); K. P.
Diamanté, E. N. Pantou, Ta povaotripi a1o papéeyyt Tov Aovotov motapov
oty Apradie, Athens 2006; E. Geodrgitsogianné, Ootog Aedvtios o Zrepvi-
To10THS, in: Tpaktikd Iotopikod Xvumooiov 0TH Uviun 1OV VEOUKPTUPO
Anunpiov, 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
register) 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.? 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. Garidés, La peinture murale dans le monde orthodoxe
apreés la chute de Byzance (1450-1600) et dans les pays sous domination
étrangeére, Athens 1989, 258; I. Chasiotis, Ot mpwTEG KATAKTHOELS TOV
Zovdeipdy A’ (1521-1529), o1 1omavikés emyeiprioeis otnv Ielombvvn-
oo (1532-34) xat o 1pitog BeveroTovpkikos médepos (1537-1541), in:
Iotopioa EMAnvixod EOvoug 10, ABrva 1974, 288 sqq.
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Fig. 1. Church of St Nicholas in Stemnitsa, sixteenth century

the Castro (castle), in the enclosure of the old cemetery. Of
single-aisle vaulted-roof type and measuring 2.85 x 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.#
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 [(HZOY)X
X(PIZTO)Z NIKA (Jesus Christ Conquers).
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The inscription has been published with several dif-
ferences by G. Stamiris,” N. Mousopoulos® and M. Gi-

3 N.K. Moutsopoulos, H apyitektoviks] Twv ekkAoidv ke Twv
uovaotnpiwv ¢ TopTuviag, Athens 1956, 135.

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.

> G. Stamiris, Zrepvitong emypagn Tov étovg 1589, TopTuviako
HpepoAdyto 4 (1949) 30 sqq.

6 Moutsopoulos, H apyiTekToVIKY] TwV eKKANOIOV KL TWV [o-
vaotnpiwv ¢ TopTuviag, 136.

Fig. 2. Virgin Platytera. Church of St Nicholas in Stemnitsa

takos.” In line 7, both Stamiris and Moutsopoulos read:
Tovpyov nmep MONAAP--, whereas Gitakos reads the
same as we do, except that at the end he adds the word:
npog. He also adds after line 7 an entire line that he plac-
es in brackets: [yuyikiv owtnpiav Twv]. In line 8, Stam-
iris and Moutsopoulos read: @idnytyvov tepéog ko Anun,
whereas Gitakos reads and completes the line as follows:
aidfjuov K(tnto)p(wv) Iep(éwg) Anun. In line 9, Gitakos
reads: 7prjov [la]tpridov xar av (t)ov witpds, while Stam-
iris and Moutsopoulos read as we do: 7pHjov @nénry(v)ov
tepéog. In line 10, these two researchers read: K.PX.IX av-
10V Oeo00, whereas Gitakos completes lines 10, 11, 12, 13
and 14 as follows: Kwvotavtivag Sic Tov Oeds ov/yywpéon
avTod¢ we / ko avtag. Ak 8e / Tovg {wvtag éAdeog etioo-
pev mape / Onov o eoti pe Ilatpdg. Stamiris and Mout-
sopoulos complete the last two lines as follows: ov - AO
- E-AEXY/ ©®HOY OIZH MEIIAIIE.

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” (avakxawiotnke) at the expenses of the priest
Demetrios Phedetenos. In all probability the term avaxa:-
viotnke, 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. Gkétakou, Ta xpiotiavikd uvueio ¢ Zrepvitons (loptu-
viag): €& enbyews apyITERTOVIKHG, EIKOVOYPAPIKHG, ETLYPAPIKNG KL all-
o0nTixrg, Athens 1959, 60-62.
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Fig. 3. Church of Panagia Baphero in Stemnitsa, seventeenth
century

cerned.® 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. A. Bakourou, O
epyaoies ovvTipnons Twv pvnueiwv ¢ Zreuvitoag (Mépog 1°), in: H
Zrepvitoa, OktdPplog — NoéuPprog 2007, 4.

————— QO

—— ————— ] 4,

BAToHERToH NN MIIbER,

Wanesaneg #Crepaives
ALy Jevwmin-

L

Fig. 4. Plan of the Church of Panagia Baphero in Stemnitsa
(after Moutsopoulos, H apyirextovikr)

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)° 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”!? The church
measures 3.80 x 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:!!

0 Moutsopoulos, H apyitektovikj twv ekkAnoidy, 128 sqq;
Gketakou, Ta ypiotiavid uvyueio, 17 sqq; A. Zahou, Meoawvikd pvy-
ueia Toptuviag, Apxatodoyikov Aeltiov 8 (1923) 76 sqq; A. Bakourou,
Ot epyacies ovvTHpnons Twv uvueiwy ¢ Xrepvitoas (Mépog 2°), in: H
Zrepvitoa, Aekéupplog 2007 - Iavovdapiog 2008, 6.

10 Vees, H eAAnvixs ZxoM, 381.

1 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.
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Fig. 5. Virgin Platytera and the composition
“From on high the prophets”. Church of Panagia Baphero
in Stemnitsa, detail

+ pvioOnTt kdpLe TaG Yoxag T@v dodAwv cov -
VeoPUTOL dpXlEpEwS

[v]w[Adov] tepopovdyov

novaywwtn - Ogo@r[ov] - —--------— - Twavvov
TOV Tepéwv

R EVOPEOV

Twdvvov - avBodha - xpico

The six-line inscription,'? 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.'3

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, David,
Moses and Zachariah, in the representation “From on
High the Prophets” (fig. 5), holding open scrolls inscribed

12 Gketakou, Ta xpiotiavikd  pvnueia, 47. According the
Gkeétakou’ reading there are some differences. Gkétakou reads: in the
first verse o@tep instead of xUpre, in the fouth verse t@v ipvr@v in-
stead of T@v 1epéwv. Also the name mavayiwty does not exist. In the
sixth verse Gkeétakou reads Xproto instead of ypioo.

13 K. E. McVey, The domed church as microcosm: literary roots
of an architectural symbol, DOP 37 (1983) 94 sqq; N. Gkioles, O fuv-
CavTvdg TpovAdog kau To eikovoypagikd Tov Tpdypaupa, Athens 1990,
15-16, n. 3; G. A. Prokopiou, O koouoloyixds ovuforiouds ornv apyi-
TekTovikh Tov fulavTivod vaov, Athens 1980.

Fig. 6. Nativity of Christ. Church of Panagia Baphero
in Stemnitsa, detail

with passages relating to certain theophanies considered
to be prefigurations of the mystery of the Divine Incar-
nation and, by extension, of the Virgin.!* 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.!® 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. Mourike,
A1 BiBlikai mpoeikovioers e Havayiag eig Tov TpovArov TH¢ Ilepi-
BAéntov Tov Muotpd, Apxatoloyikov Aeltiov 25 (1970) 17 sqq; T.
Papamastorakés, H évtady twv mpoeikovicewy 176 OeoToKov KAt THG

Yywons tov Zravpov oe éva 1816TUTIO EkOVOYpaPIKo KUKAO aTOV Ayio

Tewpyio Bidvvov Kprjtyg, Deltion ChAE 14 (1987/1988) 320 sqg; . Ka-
lavrezou, Images of Mother: when the Virgin Mary became the Meter
Theou, DOP 44 (1990) 167 sqq; M. Aspra-Vardavaké, Or pukpoypagpies
Tov Akabiorov otov kWduka 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. Vasilaké, Aldershot 2005, 72 sqq; Ch. Konstantinide,
H BO¢otoKx0¢ ws Zknv Tov MapTupiov pe Ti§ pogtkovioels kat o Meli-
ouos oty ayida s Kéxkivns Iavayiag otny Kovitoa, Deltion ChAE
29 (2008) 89 sqq; T. Albané, Yadate ovvetds. Ameikovioels Vpuvwy oe
vatepoPfulavivd Toryoypagikd aivola, in: Owpdxiov, eds. 1. Kakures,
S. Chulia, Tz. Almpané, Athens 2004, 231 sqq; E. Tsigaridas, H Ilava-
yia oty puvnpeiaxs {wypagukh, in: Mitynp Ocov. Aneikovioer 6 Io-
vayiag ot Bulavivy Téyvy, ed. M. Vasilake, Athens 2000, 134-135; N.
Gkioles, Or Toryoypagies Tov kaBodikot tyg Moviig Atovvoiov ato Ayto
Opog, Athens 2009, 17, n. 39.

15°S. Dufrenne, Les programmes iconographiques des églises by-
zantines de Mistra, Paris 1970, 50-51; X. Proestake, O (wypo’c(pot Ka-
kafd. ZvuPory otn perétn Tov voTIov eAdadixod ywpov (16°-17° au.
u.X.), Athens 2012, 60 sqq.
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Fig. 7. Man of Sorrows. Church of Panagia Baphero
in Stemnitsa, detail

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.!® 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.

Fig. 8. Divine Liturgy. Church of Panagia Baphero
in Stemnitsa, detail

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

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
A-1, on the west wall in the corresponding zone stanzas
K-O and on the north wall stanzas II-Q. 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, Ot toryoypagie Tov kabohikod, 19 sqq, 22 sqq.
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Fig. 9. Virgin Mary as “Hope of All”, built templon
in the Church of Panagia Baphero in Stemnitsa

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.

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

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

A similar iconographic programme to that in the
Church of the Panagia Baphero was followed by the
anonymous 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.!® As noted already, it is of single-aisle with
vaulted roof type and of internal measurements 3.1 x 8.3 m.

18 Moutsopoulos, H apyirektoviks] Twv exkAnoidv, 131 sqq;
Gkétakou, Ta ypioniavikd pviueio, 65 sqq; A. Bakourou, Or epyacieg
oVVTHPNONG TWY Uvhueiwy TG Xrepvitoas (Mépog 3°), in: H Zreuvitoa,
DePpovaptog — Ampitiog 2008, 7.
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Fig. 12. Virgin Platytera.
Church of Prophet Elijah in Stemnitsa

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

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:'® 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 vn 14 supra.

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

Fig. 15. Man of Sorrows.
Church of Prophet Elijah in Stemnitsa

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

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
tigures 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,

Fig. 17. Virgin Mary as “Hope of All”, the built templon.
Church of Prophet Elijah in Stemnitsa

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

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,?0 of the same archi-
tectural type as the Panagia Baphero and Prophet Elijah,
and measuring 3.20 x 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, H apyirektovikt] Twv ekkAnoidv, 134 sqq;
Gkétakou, Ta ypiotiavikd uvyueio Ty Zrepvitons, 162 sqq; Bakourou,
Ot epyaoieg ovvtipnons (Mépog 3°), 7.

Fig. 19.Crucifixion. Church of Elijah in Stemnitsa
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Fig. 20. Plan of the Church of St Panteleemon in Stemnitsa
(after: Moutsopoulos, H apyitektoviki])

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.
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Fig. 21. Virgin Platytera. Church
of St Panteleemon in Stemnitsa
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Fig. 22. Prophet Habakkuk.
Church of St Panteleemon in Stemnitsa

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,

Fig. 23. Hospitality of Abraham. Church of St Panteleemon
in Stemnitsa

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

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.?!

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.??

2L g, Delégianné-Doré, O toryoypagies tov votepofulavivod
vaov Twv Talapyav otnv Aypiaxdva, in: Ilpaxtiké B Tomxov Zvvedpi-
ov Apkadikwv Emovdav, Athens 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-

Fig. 25. Man of Sorrows.
Church of St Panteleemon in Stemnitsa

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 Musnikova kod Prizrena, ZLUMS
32-33 (Novi Sad 2002) 83-105; X. Proestake, 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,
Ot toryoypagies Tov kaBodikov, 45 sqq.
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Fig. 26. Virgin Mary as “Hope of All”, the built templon.
Church of St Panteleemon in Stemnitsa

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.?? 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
1443.2% Of composite cross-in-square with dome type, it
measures internally 6.70 x 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.?> The east and the south

23 Moutsopoulos, H apyitektovikyy twv ekkAnoiwv, 37 sqq;
Gkeétakou, Ta ypiomiavikd pvnueio, 118 sqq; A. Zahou, Meoawvikd
uvnueia Toptvviag, Apxatohoytkov Aektiov 8 (1923) 76.

24 Vees, H eA\nvixij Syold, 381.

25 V., also, Moutsopoulos, H apyitextoviki] Twv ekkAnotdv, 39 sqq.

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

side are constructed in the system of cloisonné 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.

ANHETOPI®EI O ®EI(OX) K(AI) TIANSEIITOL
NAOS OYTOS THE YIIEPATIAS

AEXTTHNHY YMQON O©(EOTO)KOY THEX
EIIONOMAZOMENHY ZOQAOXOY IIHTHX
AIA XHNAPOMHZ

K(AI) KOI[IIJOY BIZAPIOY IEPOMQONAXOY
K(AI) EEOAOY TOY TIIOTE AXIAIOY
APXIEPEQZY K(AI) TIMIQTATON APXQON

26 Moutsopoulos and Gkétakou both published this inscrip-
tion but with some differences. Moutsopoulos further suggested the
existence of a sixth line now lost. Cf. Moutsopoulos, H apyitektoviks
TV ekkAnoidy, 42; Gkétakou, Tow yproTiaviké puvnueio i Zrepvitorns,
142-143.



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

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

§10) [ - [TJHES AYTHS XQPAS
STEMNHTZAY EIS  WYX[IKJHN AYTON
S(QTH)PIAN K(AI) TON TO(NEQN)

AP[XIEPATEYOINTOYX TOY [TIMIJQTATOY
MHTPOIIOA[ITOY] [KY]PIOY KYP
®EOAQPITOY

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.?”
The six-line inscription written in capital letters reads:

1800 AITPIAIOY 25

+ ANHI'EPOI AYTI H ITAPOYXA XEBAXMIA
MONH TIX

ZQOAOXOY IIHITE EK BAGPOY TIHX AIA
ZHNAPO

MHX KAI EEOAOY ITAPA TOY ITANOZIOTATOY
ATIOY

[NPOITOYMENOQY KYPIOY T'EPMANOY TO
EITHKAION KANTZ

AY EK KOMHZX YTEMNHTZIX EIX YIXIKHN
AYTOY XOT[H]PIAN.

Many graffiti referring to the history of the Greek
War of Independence are scribbled on the wall-paintings
of the nave.?8

27 Moutsopoulos, H APYITELTOVIKY] TWV ekkAnoldv, 45, no. 6,
and Gkeétakou, Ta ypiomiaviké pvnueia, 144, no. 25.

28 Moutsopoulos, H apyitektovikyy twv ekkAnoidv, 43 sqq;
Gkeétakou, Ta ypioTiavikd pvyueio, 143 sqq.
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Fig. 29. Plan of the Church of Zoodochos Pege in Stemnitsa
(after: Moutsopoulos, H apyitektovik?])

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

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 (Ay. ITétpog ev 10 Apa-
yo6 (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 (Ay. Aéwv o ev
Katavre). 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: O QN. 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

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

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 1805.2°
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

TO ®ION KAI IEPON

TEMITAON ANHTEP

®H AIA XYNAPOMHX KAI EEOAOY IT'EPMA

NOY IEPOMONAXOY

KANTZA.

V. Moutsopoulos, H apyirektoviky] twv ekkAnoidy, 45, and
Gkeétakou, Ta ypioTiavikd pviueia, 145.
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Fig. 32. Sacrifice of Abraham and the Man of Sorrows.
Church of Zoodochos Pege in Stemnitsa

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 (Ewprivy nuiv al-
Adovg), the Noli Me Tangere, the Chairete of the Myrrh-
Bearing Women, the Lord is Risen (Avéotn o Kiprog) and
They found the linen cloths (Ebpov 1o 006viax).

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, FEleutherios the Cubicularius, Eleuth-

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

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

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:

A) 1. AEHZIEZ TOY AOYAOY TOY O(E)OY
AXTAHOY APXIEPEQX

B) 1. AEHZIE TOY AOYAOY TOY ®(E)OY TOY

2. OZIOTATOY TOY [BIZAPIOY] —----
3. IEPOMONAXOY.

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

O ATIOE SISQHY
EPXQMENOX IT[O]T[E]----EYPQN TA®ON

KAI ®GAYMAXAY MEN OYTQ OPPQ ZE
TAOE AOIAON

OXZ----NO®EA K(AI) KAPAIOXTAAA[K]TON
AAKPION

XEON XP(EO)X TO KOINO®AITON EIX
NOYN AAMBANON IIQX

OYN MEAO AIEAGEIN
TOIOYTON AI Al GANATE

TIZ AYNATAI ®YTHN ZE.

BABAI IIEPAX

Fig. 35. Akathistos Hymn, the stanza VII. Church
of Zoodochos Pege in Stemnitsa

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: + EZ OYPANOY EIIEBAE-
YEN O K(YPIO)X EIAE IIAN TOYX YIOYY TQN ANQ
E=Z ETOIMOY KATOIKHTHPIOY AYTOY EIIEBAEYEN
EIII IIANTAY TOYX KATOIKOYNTAXY THN I'HN IIAA-
ZAY KATA MONAZX TAY KAPAIAY AYTQN.

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.
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Fig. 36. Crucifixion. Church of St Panteleemon in Stemnitsa

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.

* ok ot

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.3? In the sixteenth
century it was particularly widespread in monuments
of both the Cretan School and the School of Northwest
Greece.’! 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 A. Mantas, To ELKOVOYPAPIKO TIPOYPAUpa TOV 1epoD BHUATOS
1wy pegofulavtiviv vawv ¢ EAMGSag (843-1204), Athens 2001, 64
sqq; Gkioles, Or Toryoypagics Tov kaborikod, n. 512.

Such scenes are well known from paintings in Athos, for
example in the katholikon of the Laura Monastery, 1535. (G. Millet,
Monuments de IAthos, Les peintures, 1, Paris 1927, pl. 118.1), in Xe-
nophontos Monastery, 1544 (Millet, op. cit., pl. 169.2), in Stavroniketa
Monastery, 1545/1546 (M. Chatzédakés, O xpytixds {wypdpos Oco-
pavye: n Tedevtaia p&on THG TEYVHG TOV OTIG Tolyoypagpies s Iepdg
Mov#ig Zravpoviksta, Aghion Oros 1986, 48, fig. 49), in the Dionys-
iou Monastery, 1546/1547. (Gkioles, Ot toiyoypagics tov kaBolikod,
106; Towyoypagies KabBolixov Movis Aiovuvaiov, 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).
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Fig. 37. Apostles Peter and Paul holding between them a
model of a church, detail. Church of Prophet Elijah
in Stemnitsa

Voulkanos (1608) painted by the Moschos brothers,?? in
St Demetrios at Athikia in Corinthia (1611) and in the
Hagioi Anargyroi monastery at Vassara in Laconia (1621)
painted by Demetrios Kakavas,3? 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,** 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,?> the Panagia at Ko-
rphos in Corinthia (1668) by Theodoulos Kakavas,® etc.

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

32 A. Tseligka-Antouraké, To kaBodikd 117G povis t5¢ Ocoto-
xov Apvad@v ko o1 Navmhieic adedoi {wypdpor Anunpiog kau Ie-
wpytog Méoyos. Ilpoaéyyion ato épyo Tov epyaothpiov ket 1 Oéon Tov
ot petafolavivy (wypagixs ¢ Hedomovviioov Tov 170v au, Athens
2011 (unpublished PhD thesis), 52 sqq.

33 Personal observation.

34 A. Koliou, Avayvapion ypwotipos Kaxaf& oe un papto-
pobueva épya Tov epyaatipiov Tov, in: Hpaktikd I’ Tomkov Xvvedpiov
Apyokixwv Emovdawv, Athens 2006, 159 sqq.

35 Tseligka-Antouraké, To kafodixo ¢ povig, 54.

36 personal observation. V. also X. Proestakeé, To xkaBolixé 17
Movij Tn6 Ocotérov kau 0 {wypdpos OeddovAos Kakafdg, in: Iotopikd
Movaothipie 6 KopwBias, Ipaktiké Xvvedpiov KopwbOiakwv Emov-
dav, 1, Corinthos 2009, 377-385.

*-l’: J'.f":‘;” ‘

Ak

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

in other regions of Greece too, such as in St John Kasta-
naioi at Megara (early seventeenth century),?” 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 (o Iovdag mov pedyer), a rare subject in Byzantine
art, is in the Church of the Virgin Asinou (1105/1106)
in Cyprus.®® It is encountered later in Palaiologan wall-
paintings in Crete*? and in the Church of St Athanasios
of Mouzakis in Kastoria (1384/1385).4! In post-Byzantine
wall-paintings the subject and variations of it are found

37 G. Romas, ITévte Sikhitor vaoi oo Adpo AdkdBov twv Me-
ydpwy, Athens 2003 (unpublished master thesis).

38 A. Tourta, Ot vaoi Tov Ayiov Nikodé&ov o1 Bitoa kot Tov
Ayiov Myvé oto Movodévdpi, Athens 1991, 58-59.

39 A. Megaw, Twelfth century frescoes in Cyprus, in: Actes du
XIle Congreés international détudes 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 Créte au XIVe siécle, in: Iempayuéva Tov O’ AieBvovg BulavTi-
voloyikov Zvvebpiov, 1, Athens 1955, 142, pl. 12a.

41 st Pelekanides, Kaotopia I, Bulavrivai Toyoypapion (miva-
xeg), Thessaloniki 1953, pl. 144p; St. Pelekanidés, M. Chatzidakis, Ka-
otopud, Athens 1984, 109.
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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),%? the Transfiguration
of the Saviour (1568)*3 and the Virgin (early seventeenth
century).4* It features in the wall-paintings by Demetrios
Kakavas (1599) in the Church of the Virgin at Malesina in
Boeotia,* in the Church of St Nicholas at Kalyvia, Elap-
hotopos (early seventeenth century)*® at Zagori, loannina,
as well as in the Church of St Athanasios at Kleidonia in
Konitsa (1617).” In the Peloponnese, the representation
is encountered in the Mega Spelaion (1641)*8 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,*® while
in Attica it appears in the Church of St John the Theolo-
gian on Hymettos,”® 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),°! 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?),°% 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),>> the Dimio-
vis monastery (1663), the Zerbitsis monastery in Laconia
(1669),>* the Petrakis monastery in Attica (1719) by the

42 A. Stavropoulou-Makri, Les peintures murales de léglise de
la Transfiguration a Veltsista (1568) en Epire et latelier des peintres Kon-
daris, loannina 1989, 160.

43 Stavropoulou-Makri, op. cit., 30-32.

44 Stavropoulou-Makri, op. cit., 31, n. 44 and pl. 19.

4> Pproestake, O {wypdgpor Kaxafd, 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, BulavTivd ket peoaiwvikd pviueio Hreipov, Apxalohoyikov
AgXtiov 21 (1966) 310 sqq; Acheimastou-Potamianou gave a new date
at the beginning of the seventeenth century (M. Acheimastou-Pota-
mianou, H povj twv ®idavBpwnnvay ke 1 npdty edon 6 petafula-
vIwis (wypagikrs, Athens 1983, 121-122, n. 43). V. also Tourta, Bitoa
xout Movodévdpt, 60, pl. 136a.

47 D. Triantaphyllopoulos, ExxAqotaotixk uvnueia otny Kler-
dwvik Kovitong, Hrelpwtikd Xpovika 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-Antouraké, To kafolixo ¢ povis 259 sqq.

>0 G. Lampakis, Mémoire sur les antiquités chrétiennes de la
Gréce, Athens 1902, fig. 155.

>l proestake, O1 {wypdgpor KaxaPd, 104 sqq, v. respectively
pls. 103a-B, 154a-B, 155 207a-B-y ; eadem, To xabohixo 116 Movig
¢ OcotoKov K 0 (wypdpog Oeddovdog Kakxafds, in: Iotopicd Mo-
vaothpia 16 KopwBiag, Ipaktikd ZvveSpiov KopvOiaxwv Emovdav,
1,Corinthos 2009, 377 sqq.

%2 Tseligka-Antouraké, To kafolié 11¢ povric, 261 sqq.

3T Gritsopoulos, H xatd tqv Kvvovpiav povi) Aovkovg, Ile-
Aomovvnotakd 6 (1968) fig. 19.

>4 Th. Simopoulos, Movi Zepumitons. Avéxdota mepi avTi
Eyypaga-xepnia, Athens 1966, 31, pl. 35.

Fig. 39. St Stephen the protomartyr. Church of Prophet Elijah
in Stemnitsa

painter Georgios Markos from Argos,” in St Nicholas at
Moschopolis (1726),%° 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).’” 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,>® 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,”®
who is depicted twice in front of the altar table, which is

3> 1. Stouphé-Poulémenou, Iepé Movi Tletpéir: 1oTopia-ap-
XiTekToVIKH—YAvnToG Sidikoopos-Zwypagiky, Athens 2002, 70, fig. 49.

%6 Tourta, Biroa kau Movodévdpi, 61, n. 200.

7 Garides, La peinture murale, 32, fig. 47.

%8 Garides, La peinture murale, 32, n. 64-65.

P T Papamastorakés, H uope# tov Xpiotov-Meydlov Apyue-
péa, Deltion ChAE 17 (1993/1994), 67-78.
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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).? 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)°! on the island at Ioannina, the parekklesion
of St Nicholas in the Laura monastery (1560) by Frangos
Katelanos,%? the Church of the Transfiguration at Veltsista
(1568) in Epirus by Frangos Kontaris,%* 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,* 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.%> 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%?),%¢ 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 a létude de quelques tissus liturgiques,
in: Atti del V Congresso Internationale di Studi Bizantini, Rome 20-26
Septembre 1936, 1I, Rome 1940, 94; S. Curdi¢, Late Byzantine Loca
Sancta? Some questions regarding the form and function of Epitaphioi,
in: The Twilight of Byzantium, eds. S. Cur¢i¢, D. Mouriki, New Jersey
1991, 251-261, and bibliography. V. also: R. E. 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. Belting, 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 friiher Bildtafeln der Passion, Berlin
1981, 191 sqq; L. Spatharakis, Studies in Byzantine manuscript illumina-
tion and iconography, London 1996, 296 sqq.

Movaothipia vijoov loavvivov: (wypagiks, eds. M. Garidés,
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 100-b.

64 Proestake, Or {wypdpor Kaxafd, 40 sqq, v. respectively figs
29-35, 301, 355-358.

65 A. Tseligka-Antouraké, Eva eixovoypagiké énat oty ayi-
da Tov Iepov Bripatog twv Ayiwv Teooapdrovta ota Xpvoaga Aakwvi-
a6 (1620), Deltion ChAE 34 (2013) 215 sqq.

66 Tseligka-Antouraké, To kafolikd ¢ povij, 294 sqq.

Fig. 40. St Stephen the protomartyr.
Church of St Panteleemon in Stemnitsa

in post-Byzantine painting of the sixteenth century.%”
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.?8 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,
Or toiyoypagics s povis twv PilavBpwnnvav oro vyoi twv Iw-
avvivwv, Athens 2004, 97, fig. 67; Movaotipia vijoov Iwavvivwy, 88,
fig. 132), the katholikon of the Stavroniketa Monastery (1545/1546)
(Chatzeédakes, Ocopdavrg, 48, 50, 62) and the new katholikon of the
Great Meteoron (1552) (M. Chatzédakes, D. Sophianos, To peydlo Me-
Téwpo: 1oTopia ke Téyvy, Athens 1990, 40, fig. 121).

68 R. Stichel, Ausserkanonische Elemente in byzantinischen il-
lustrationen des Alten Testaments, Romische Quartalschrift 69 (1974)
180-181; Stavropoulou-Makri, L' église de la Transfiguration, 38;
Proestakeé, Or {wypdgpor KaxaPé, 54 sqq.
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The particular iconographic element with the two
bovines appears in the iconography with specific vari-
ations.®” However, in the Stemnitsa monuments it fol-
lows the iconographic type rendered in the Church of the
Transfiguration at Veltsista in 1568 by Frangos Kontaris’®
and at Malesina in 1599 by Demetrios Kakavas.”! 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,”? 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 Menas 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),” 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)7® and mainly the monu-
ments of the School of Northwest Greece, the Philan-

69 Proestakeé, op. cit., 54-55.

70 Stavropoulou-Makri, I église de la Transfiguration, 37 sqq.

71 proestaké, Ot {wyphpor Kaxapé, figs. 73-75.

72 Proestake, op. cit., fig. 247.

73 Tseligka-Antouraké, To xaBodiké 157G poviis 146 OgoTdKOV
Apvaldv 268 sqq.

74 Tourta, Biroa ko Movodévdpt, 69-70, figs. 41p-y.

75 A, Orfanos, La chapelle Saint-Antoine le Grand a Megare,
Gréce: Contribution a Iétude de lart post-Byzantin en Gréce, @eoloyia
68 (1997) 699-735; 69 (1998) 78-130, 238-344, fig. 47.

76 Garideés, La peinture murale, 64.

Fig. 41. St Dionysios the Areopagite and St Ignatius
the God-Bearer. Church of Prophet Elijah in Stemnitsa

thropinon monastery (in the first painting phase),”” the
Diliou monastery (1543),”8 the Church of the Virgin
Rassiotissa (1553)79 in Kastoria, the Galataki monastery
(1586)8% 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),8! in the katholikon
of the Laura monastery (1535) Christ is depicted to the
chest within a painted frame, like an icon®? and in the
Stavroniketa monastery (1546) on Athos he is depicted to
just below the sternum.8?

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, H povij ®idavBpwmnvay, 47,
sch. A.

78 Th. Liva-Xanthaké, O: toryoypagies ¢ poviic Nriliov,
Ioannina 1980, 25-27, fig. 10.

7% G. Gounare, O Tooypapies Twv Apiwv AmooTodwv Keu THG
Iawayiag Paoidtiooas oty Kaotopuk, Thessaloniki 1980, 109-110, pl. 23<.

80 1. Liapés, Meowwvid puvrueia EvBoiag, Athens 1971, fig. 43.

81 Garides, La peinture murale, 147; Chatzédakes, Oeopévrg, 50.

82 Millet, Athos, pl. 121.1; Chatzédakes, Ocopavyg, 50.

83 Chatzedakes, Ocopdvrc, 48-50.

84 proestake, O {wypdgor Kaxafd, 48 sqq, v. respectively figs.
67-69, 187, 197, 200, 213, 235-236, 279, 361, 363, 413.
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Fig. 42. St Dionysios the Areopagite and St Ignatius
the God-Bearer. Church of St Panteleemon in Stemnitsa

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),%°
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.3¢ The presence of the two lamenting angels in St

85 proestake, Or {wyphgor KaxaPd, v. respectively figs. 139-
140, 459-460; eadem, To xkaBoAixd tn¢ Movig, 377 sqq.

86 p, 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,?” 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),8 in the seventeenth-century monuments
of Kastoria, such as the Church of St Nicholas in the
Agioi Anargyroi neighbourhood,’® in the parekklesion
of the Virgin in the Dousikon monastery (seventeenth
century),’! in the monasteries of the Transfiguration at Si-
atista (1626) and of the Dormition of the Virgin Kamena
at Delvino (seventeenth century),’? 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,”? 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.”* 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: ATIOKA®HAQZXIY (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. Pelekanideés, Bu{avtivd kar petafolavtivé uviueio
¢ Ilpéomag, Thessaloniki 1960, 98, etc.

87 Pallas, Die Passion und Bestattung, 222-223.

88 Chotzakoglou, Mega-Spelaion, 265-268, pl. 19, 3-4.

89 Tourta, Biroa xai Movodévpt, 63-64, pl. 36.

90 M. Paisidou, O ToLY0ypapies Tov 170V auwva 0TOUG VAXOUG
¢ Kaoropids. Zvpfory oty perétn tne uvnueiaxnis (wypagikns e
Avtikric Makedoviag, Athens 2002, 71-72.

1 K. Kalokyrés, MeAeripata Xpiotiavikic OpBodéEov apyaio-
Aoyiag xau téyvng, Thessaloniki 1980, fig. 135.

92 G. Giakoumés, Mvyueia Opfodokiag oty AMBavia, Athens
1994, figs. 235 and 300.

93 Tseligka-Antouraké, To kafodixé 11¢ poviic, 61 sqq.

o4 Concerning the prefigurations of the Virgin v. n. 14 supra.
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Fig. 43. Prophet Joel. Church of Panagia
Baphero in Stemnitsa

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)°> on the
island in Ioannina, in the Diliou monastery also on the
island,”® in the churches at Vatra Moldovitsa (1536) and
Humor (1539)°7 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, O TOLOYPAPIES THG UOVHG, 95, 97.

96 Liva-Xanthake, Mov#j Ntiiov, 172-174, fig. 77.

97 P. Henry, Les églises de la Moldavie du Nord, des origines &
la fin du XVle siécle, 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.” 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.”

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: H TENNHZIE TOY XPIZTOY.

In general outline, the representation of the Nati-
vity follows Palaiologan models:!%° the pose of the Vir-
gin reclining on a pallet,'! the swaddled infant in a built
manger, 92 the ass and the ox leaning over the manger, 03
the pensive Joseph!?4 with the old man standing in front
of him, the scene of the bath,!%° 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 School'%® and the School of

98 X. Proestake, H nadaié Movsj twv Takiapywv oto Stepdive
KopwOiag, in: Avranédoon, Medéres Polavtivig ko uetafolavtivig
apyatodoyiag Ko TéYvNG mpog TIuNY THS Kaldnynpiag EAévig AeAnyiéy-
vi-Awpr}, Athens 2010, 393-430.

9 Tseligka-Antourakeé, To kaBodixd ¢ povric 205, fig. 265.

100 g, Delégianné-Dore, Ot Toryoypagics Tov votepofulavTivod
vaov twv Tadiapywv oty Aypiaxdve, in: Ipaxtikd B’ Tomxov Zvve-
dpiov Apkadikdv Zmovdwv, Athens 1990, 563 sqq, where typical ex-
amples and selected bibliography. V. also Gkioles, O totyoypagies Tov
kaBodikod, 55 sqq.

101 G, Millet, Recherches sur liconographie de levangile aux XIV,
XV et XV siécles: dapreés les monuments de Mistra, de la Macédoine et du
Mont-Athos, Paris 1960, 99 sqq; K. Kalokyre, H I¥vvyois Tov XpioTov eig
v Pulavriviy Téyvyy 6 EAAddog, Athens 1956, 26 sqq.

102 g Kalokyre, H patvy twv Xpiotovyévvwy, 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 Erwinungen zu Is. 1,3 und Hab.
3,2, Miinchener 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 'Enfant Jesus. Des origines d la fin du
douziéme siécle, CA 39 (1991) 111 sqq; K. Kalokyré, ABwg: Oéuata ap-
xawodoyiag xau téyvyg, Athens 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
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Fig. 44. Christ Pantokrator surrounded by the Angels.
Church of Panagia Baphero in Stemnitsa

Northwest Greece.'%” 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,!%8 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, Ot totyoypagies Tov kaBoAikov, 55 sqq)

107 Typical examples of this scene can be found in the Philan-
thropinon Monastery (Acheimastou-Potamianou, H povi} ®ilavBpw-
vy, 55 sqq), in Diliou Monastery (Liva-Xanthakeé, Movij Nziliov, 38
sqq) in the Church of the Transfiguration at Veltsista (Stavropoulou-
Makri, Léglise de la Transfiguration, 45 sqq) etc.

108 Proestaké, H madaud Mov#, 409 sqq; eadem, To xaBodiko
T3¢ Movrg, 377 sqq.

109 Tseligka-Antouraké, To kaBodixké 116 povHg, 68 sqq; Gritso-
poulos, Mov# Aovkotg, 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,!'? in accordance
with Western models.!!! Georgios Moschos also depicts the
same detail in the monastery of St Nicholas Karyas (1638)
in Kynouria''? 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.!!4

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,!1> 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,!’® by the Moschos bro-
thers in the Voulkanos monastery (1608), by Georgios

10 v respectively Chatzédakés, Ocopdvne, 71, fig. 83; A.
Semoglou, O evroiyiog Sidkoopos Tov kaborikov TnG Movig MupTids
oty Artwlia (pdon Tov 1539) kar y Oéon Tov oty (wypagikh Tov o
utoov Tov 16* au., Eyvartia 6 (2001/2002) 185 sqq.

11D, Triantaphyllopoulos, Die Nachbyzantinische Wandmale-
rei auf Kerkyra und den anderen Ionischen Inseln, Munich 1985, 75 sqg;
R. Stichel, Die Geburt Christi in der russischen ITkonenmalerei, Stuttgart
1990; Proestake, Western influences, 291 sqq, with selected bibliography.

112 Tseligka- Antourake, To kafolixd T5¢ poviic, 69 sqq.

113 proestake, H madaud Movi}, 377 sqq.

114 1 Chouliaras, H evroiyiax Opnoxevixsi {oypaguih Tov 160v
kot 1700 audve a1o SuTikd Zaydpr, Athens 2009, fig. 129.

15 4 Stauropoulou-Makré, La création d’une nouvelle formule
de la Crucifixion et sa diffusion dans les Balkans, in: E' AieOvég Zvvédpio
Znovdwv Notioavatohiksic Evpwmng, Athens 1985, 241 sqq; eadem,
Léglise de la Transfiguration, 79 sqq, fig. 26-29.

116y, respectively Proestaké, H madaud Movij, 413-414, fig. 9;
eadem, O {wypdgor Kaxafd, figs. 282, 295, 427, 442, 473, 536; eadem,
Western influences, 294 sqq, figs. 3-4, 16-18; K. Kalokyre, Bulavti-
vai exxAnoiou ¢ Iepds Mntpomdrews Meoonviag, Thessaloniki 1973,
188-189, pl. 155p.; X. Proestaké, To xaBolixo t1¢ Movig t1¢ OcoTokov
Ko 0 {wypdpog Oeédovrog Kakafds, in: Ioropikd Movaothpia ¢ Ko-
pwvbiag, Ipaktikk Xvvedpiov KopvOiaxdv Zmovdwy, 1,Corinthos 2009,
377 sqq, fig. 7.
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Fig. 45. Christ, detail. Church of Panagia Baphero
in Stemnitsa

Moschos in the Forty Saints (1620) and in St Nicholas
Karyas (1638).1'7 Similarly in the Virgin at Koumbari
(1602), the Virgin at Poretsos (1614), the Holy Apostles of
Selliana (16217), the katholikon of the Timios Prodromos
(16307?), the Engleistouri monastery (early seventeenth
century), St Athanasios at Stephani in Corinthia (mid-
seventeenth century),!8 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,'!? in St Athanasions at Ano Korakiana on
Corfu (seventeenth century),!?% in works in the region of
Zagori,!?! by the painters from Linotopi,?? 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 (H IIANTQN
EAIIIY) and Christ Giver of Life (ZQOAOTHY). 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-Antouraké, To kabolixd tr¢ povrig, 71 sqq.

118 Tgeligka-Antouraké, op. cit. 71 sqq; X. Proestaké, O vadc
100 Ay. ABavaciov oto Zrepdvt Kopwbiag, in: Iotopixd Movaothpia
116 KopivBiag, Corinth 2014, 21-58.

119 g sampanikou, O {wypagixés didxoopoc Tov mapekdnaiov
Twv Tpidv Iepapywv tne Movi Bapladu ota Metéwpa (1637), Trikala
1997, pls. Z', IT".

120 b, Triantaphyllopoulos, MeAérec yia 11 petafulavtivii Zo-
ypagiks. Evetoxpatovuevn kot Tovprokpatovuevy EAA&da ko Kvmpog,
Athens 2002, fig. 93.

121 Chouliaras, H evroiyiee Opnokevtiy (wypagixy, 81 sqq, fig.
62.

122 Tourta, Bitoa kar Movodévép, 79, 109-112, pls. 8, 26, 61°

Jesus Christ the Giver of Life (I(HX0Y)X X(PIXTO)
2 0 ZOOAOTHZ) 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 O QN. 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.!?? 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)!?* and of St
Blaise at Tzintzinas in Laconia (1621), Theodoulos Kaka-
vas in the Church of the Virgin (1668) at Korphos in
Corinthia,!?> 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.!?” 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 (H IIANTQN EAIILY) 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 M. Chatzédakes, Eixéves ¢ Idtpov. Zythpata Pulavt-
vi¢ ko petafulavtiviis (wypagikig, Athens 1977, 59-60, no. 9, pl. 13;
N. Chatzédake, Eixéves xpntiis oxoAng 1506-160¢ audvag, Athens
1983, 28-29, pl. 16. In the same type of the enthroned Christ Pantocra-
tor as “O ITavtwv Kpitng” (Judge of All) v. the icon in the Antivounio-
tissa Museum in Corfu, dated to the mid-sixteenth century (P. Voko-
topoulos, Eixéves 1116 Képrvpag, Athens 1990, 34-35, no. 17, figs. 105,
107, 211), the icon in the Patmos Monastery, 1480-1500 (Chatzédakes,
Eixoves ty¢ Ilatpov, 83-84, no. 34, pls. 32, 94-95), the icon in the
Church of the Forty Saints in Chora, Patmos (Chatzédakes, Eixdves 16
IT&tuov, 128, no. 80, pl. 53) etc.

124 A Ioannou, To napexkAjor ¢ Ayiag Mapivag otn Movh
Davepwpévns Kopvbiag xou o ayioypipos tov Anu. Kaxafdég, Ath-
ens1970, fig. 2.

125 Proestakeé, To xaBodikd T Movig, 377 sqq.

126 Badem, H madaud Movy, 423-424, fig. 17.

127 Badem, O {wypégor Kaxafé, 86 sqq, fig. 125.

128 Eadem, O vaés Tov Ay. ABavaciov, 21 sqq.
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Fig. 46. St Catherine, detail.
Church of Panagia Baphero in Stemnitsa

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.'?® The model
was established by Andreas Ritzos in a despotic icon for
the iconostasis of the katholikon of the Patmos monas-
tery'3? and was widely disseminated in the sixteenth and
seventeenth centuries.!® The epithet of the Virgin as
Hope of All accompanies depictions of her in this type
and seated on a wooden throne.!3? The same iconogra-
phy was reproduced by the painters surnamed Kakavas
in the sixteenth and seventeenth centuries, Theodosios at
Stephani in Corinthia (1565),!33 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).1%° 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),!3° etc.

129 yiokotopoulos, Eixévec ¢ Képrupag, 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, Eikéves th¢ Képkvupag, 45-47, no. 23,
figs. 25, 115-119).

130 Chatzédakes, Ewdves ty¢ Ildtuov, 59, 61, no. 10, pl. 12;
Chatzédake, Exoves kpnrikrg, 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 (Chatzédaké, Eixéves kpntixris, 42-43, fig. 36).

131y the icon painted by Michael Damaskinos in the Church
of the Memorial Park, Corfu, dated to the second half of the sixteenth
century (Vokotopoulos, Eixdves tn¢ Képkvpas, 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. Chatzédakes, 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 (Chatzédakés, Icons of Patmos, 132, no. 90, pl. 142) etc.

132y also the icon of the Theotokos in the Antivouniotissa Mu-
seum in Corfu, dated to the mid-sixteenth century (Vokotopoulos, Ei-
xoves TG Képrupag, 35-37, no. 18, figs. 104-106) and the icon painted
by Michael Avramis (1622) in the same museum (Vokotopoulos, Eixoveg
16 Képkupag, 36, n. 18, with other examples and selected bibliography).

133 Proestaké, H madoud Movi), 424-425, fig. 18.

134 Eadem, O: {wypdgor Kaxafd, 87, fig. 126-129, 524.

135 Eadem, To xaBodixé tn¢ Moviic, 377 sqq.

136 Eadem, O vads Tov Ay. ABavaciov, 21 sqq.

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

The representation of the Apostles Peter and Paul,
holding between them a model of a church,'3” 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.!*® In the
Peloponnese, the Moschos brothers painted the Em-
brace of Peter and Paul, in the Voulkanos monastery
(1608).13% 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 Mus$nikovo (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),!? in
the monastery of the Dormition of the Virgin at Sophiko
in Corinthia (early seventeenth century), etc.

In the Gola monastery (1632, Demetrios Kakavas)!4!
the two apostles are depicted facing each other in three-

137 D. Triantaphyllopoulos, Kvmpos xai Entévnoa: Ouotdty-
TEG KAl OlPOpéG 0TNY eKKANOIXOTIKY] TOVG TéYVY, in: Meléteg yax 11
Metafvlavivg Zwypagiks. Evetokpatobuevn kou Tovpkokpatovuevy
EAGSa keu Kvmpog, ed. D. Triantaphyllopoulos, Athens 2002, 211 sqq.

138 For the painter Angelos and the icon of the Meeting of Sts.
Peter and Paul v. M. Chatzédakes, EAAyves (wypdgpor petd v Alwon
(1450-1830), 1, Athens 1987, 147 sqq, fig. 9. For the icon painted by
Nicolaos Ritzos v. Triantaphyllopoulos, Kdmpog ko Entdvyoa, 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 (Chatzédakeés,
Icons of Patmos, 156, no. 128, pl. 170 and Vokotopoulos, Eixdves T4
Képxupag, 95, no. 63, fig. 176.

139 Kalokyré, Bulavtivai exkAnoiar, pls. E' and 89.

140 v respectively Millet, Athos, pl. 1932; K. Kalokyré, Ar fu-
{avivad Toryoypagion th6 Kpritng, Athens 1957, pl. C111; Garidés, La
peinture murale, fig. 254; Paisidou, Or Toryoypagics Tov 170v aidva,
figs. 91y, 92a.

141 simopoulos, Movij Zepumitong, fig. 68 and Proestaké, West-
ern influences, 314 sqq, figs 29-30.
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quarter pose, standing and conversing. Peter holds a closed
scroll and Paul a close gospel-book. Earlier, at Malesina
(1599),42 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)!44 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
secondary 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,'*> Theodosios, Marinos, Demetrios and
Theodoulos, by the Moschos brothers,!46 Demetrios and
Georgios, of Manuel Andronos'#” and by a host of other
anonymous painters.!48

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 Proestake, 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. Pelekanidés, Kaotopia, pl. 192%
G. Gounaré, Or Toryoypagics Twv Ayiwv Amootédwv kot 1 Havayiag
Paowwtiooag otyy Kaoropid, Thessaloniki 1980, 65-66, pl. 12°

144 gimopoulos, Movn Zepumitors, tig. 41.

145 proestake, Or Lwypdgor Kaxafd, with selected bibliography.

146 Teligka-Antouraké, To xafodixé T1¢ poviis Tne Oeotdrov
Avaldv, with selected bibliography.

147" Chotzakoglou, Mega-Spelaion, 248, with selected bibliography.

148 T Gritsopoulos, Iapoveia (wyphowv & ‘Apyolidoc xaté
Tov6 IZ" ko IH aucovag, in: Ipaktikd B’ Tomxov Zvvedpiov Apyoki-
kv Emovdav, Athens 1989, 263-295; Proestaké, Ot {wypdgor Kaxafd,
143 sqq; Tseligka-Antourakeé, To kaBolikd tn¢ poviis, 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.'4?

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 lart imperial de Constantinople, Paris 1923, 39 sqq,
120; Ph. Koukoules, Bulavtivav Piog kau mohitiopds, Athens 1948, B2,
86, 202; J. G. Beckwith, Byzantine tissues, in: Actes du XIVe Congres In-
ternational des études byzantines, Bucarest 1971, Bucharest 1974, 1-3,
343-354; Ch. Delvoye, Les tissus byzantines, in: Corsi di cultura sullarte
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.

191



192

30TPA® 38 (2014) [165-201]

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

and project some holy figures. The architectural back-
ground!? 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.!>!

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 lespace dans la peinture des Paléologues, CA 14 (1964)
183 sqq; A. Stojakovi¢, La conception de lespace défini par larchitecture
peinte dans la peinture murale serbe du XIlle siécle, in: Lart byzantin
du XIlle siécle, Symposium de Sopocani 1965, Belgrade 1967, 169 sqq;
L. Brion-Guerry, Lespace et les perspectives, Xpovikd AwoOntiknig 13/14
(1974/1975) 18 sqq; M. Panagiotide, Mepixés napatnproeis otig mpo-
ontikés ovpPdoeis pag eixévag Tov Avdpéa Pit(ov, 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 Micheles, AwoBnricyy Oewpnon e Pulavtiviig téyvig,
Athens 1946, 184-189; Velmans, Le role du décor, 189-191.

Fig. 49. St Helen, detail.
Church of Zoodochos Pege in Stemnitsa

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.!>?

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.!>> 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.!>*

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, H povi} twv ®ilavBpwmnvay, 142.
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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.!>®> 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, Amokalvmrovrag o (wypdpo Tov
Ipogritov Hhov ot Zrepviton, in: A" Tomxév ZvvéSprov Apkadikdv
Zmovdwv, Athens 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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Fig. 50. Martyrdom of St Stephen the protomartyr. Church
of Zoodochos Pege in Stemnitsa

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.

H 4NoTOMY TXARENESTOPOC

Fig. 51. Decapitation of St Nestor.
Church of Zoodochos Pege in Stemnitsa

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,!>¢ while the brothers
Georgios and Frangos Kontaris completed the wall-paint-
ings in the Church of St Nicholas at Krapsi (1563) in three
months.!>7

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.!58

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.'>® 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, Bitoa ko MovoSévipi, 44.

157 D. Euangelidés, O (wypégpoc Pphyxoc Kareddvog ev Hrei-
pw, 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 (E. Delégianné-Doré, I'ipw ané 1o epyaotiipt Twv Kovrapi-
dwv, in: Movaothpia vijoov Iwavvivwy, eds. M. Garidés, A. Paliouras,
Ioannina 1999, 128 sqq).

159 M. Panagiotide, To mpéfAnua Tov pélov Tov yopnyov Kai
100 Pabuov avedaprnoiag Tov {wypdpov oty xalliteyviky Snutovp-
yia. Avo mapadeiypata Tov 1200 audve, in: To moptpaito Tov KAAMITE-
xvy 010 BulavTio, ed. M. Vasilaké, Heraklion 2000, 77 sqq. Concerning
the changing of the social status of the post-Byzantine era painters v.
M. Vasilake, A6 tov ‘avavupo’ Bulavtivé kadditéyvy otov ‘emwvopo’
Kpnrixé {wypago tov 15” audva, in: To moptpaito Tov kaAMitéyvn oo
Bu{dvtio, ed. M. Vasilakeé, Heraklion 2000, 161 sqq; Proestaké, Ot {w-
ypéypor Kakafd, 18 sqq.
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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 sponsorships!6®
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 Kakavas!®! and Moschos,!0? 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 1608.1%4 Fur-
thermore, we note the works by Georgios Moschos in the

160" Collective grants date back to the Byzantine period, v. rela-
tively S. Kalopiseé-Verté, Ot {wypdgor otnv votepofuvlavtivy korvwvic.
H papropia twv emypapav, in: To noptpaito Tov kaAdiréyvy oto Buld-
v110, ed. M. Vasilake, Heraklion 2000, 140 sqq.

161 proestake, O {wypdgor Kaxafd, with selected bibliography.

162 Tseligka- Antouraké, To kafohiké 1 poviis 11 OgotdKov
Anvadadv, with selected bibliography.

163 proestake, Ot {wypdgor Kaxapé, passim.

164 Tseligka-Antouraké, To kabolixd tr¢ povis 1nG OcoTéKov
Avaldv, 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.!6

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.!%® 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),18 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,'®® the Taxiarchs at Sophiko in Corinthia

165 Tseligka-Antourake, op. cit., passim.

166 y; respectively T. Gritsopoulos, Iep& Mov ITavayiog Dave-
pwuévns Xiliopodiov, Athens 1996; idem, H katd tnv Kvvovpiav povh
Aovkotg, TTehomovvnotakd 6 (1963-1968) (Athens 1968), 129 sqqg; idem,
H melomovvnoaxt (wypagikh petd v dAwor, in: Ipaktikd tov A’
AieBvovg Zvvedpiov Ilelomovvyotaxdv Zmovdwy, 1, Athens 1992-19933,
353 sqq; Koliou, Avayvapion ypwothipos Kaxafd, 159 sqq.

167 Tseligka-Antouraké, To kaBodikd Tn¢ povie, 377 sqq, with
selected bibliography; O. Euthymiou, Or toryoypagies 106 povig Twv
Ayiwv Amootédwy oty Zehdva Aryeipag, in: Ipaktiké I'" Tomixot Xv-
vedpiov Apyokikawv Emovdawv, Athens 2006, 209 sqq.

168 respectively V. Kepetzi, Epevva oty Mdvy, Ipaktikd g
ev ABnvaug Apxatohoytkng etatpeiag (henceforth: ITAE) 1981, 565-568,
pls. 302, 304a (Panagia Tsigou); Th. Simopoulos, Movy Zepumitong.
Avéxdota mepi avths éyypaga-keuntia, Athens 1966; M. Panayiotides,
Epevva oty Mévn, TIAE 1978, 173-174, pls. 1280, 129a (St. Barbara), E.
Deliyianni-Doris, Epevva oty Mévy, TIAE 1981, 498-503, especially 501-
502 (Panagia in Ano Doloi), E. Geodrgitsouianné, Iapatrprioess emi Twv
Totxoypapidv 16 Néag Moviig Pidoadgov (1693), in: A "Zvvédpio Ile)o-
novviolakdy Xmovdwy, 3, Athens 1992/1993, 545-582.

169 N. Drandakeés, Amé 7o XproTiavik& pvnueio TG Aakwviog,
Apyawohoywn E@nuepic 1994, 40-41 (Prodromos in Sintzafi); idem,
Zyediaopa katadéyov Twv Toyoypagnuévwy fulavtvay kar Metafv-
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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,!”? 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 1653.17! 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-

lavtivadv Nawv Aakwviag, Aakwvikal Xrovdai 13 (1996), 175 (Dormi-
tion of the Virgin in Chrysapha).

170 v, respectively V. Kepetzi, Epevva oty Mévy, TIAE 1982,
386 ff., especially 394-396 (Dormition of the Virgin in Lira); M. Panay-
iotides, Epevva oty Mévn, TIAE 1980, 234-238, especially 237-238, pls.
146a-y (Panagia Kavellari, 1688); S. Kalopissi, Epevva o1yf Mavn, TIAE
1980, 238-241 (Panagia in Philiatro, 1688), S. Kalopissi, Epevva o1y
Mdvn, TIAE 1981, 452, (St. Paraskevi); V. Kepetzi, Epevva oty Mavy,
ITAE 1981, 563-564, pls. 299, 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 limited 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.!”> 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
tigures 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 Proestake, Ot {wypdgor Kakafd, 131 sqq; eadem, To xafo-
Aikd 56 Mov#g, 377 sqq.



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

JIMCTA PEOEPEHIINM - REFERENCE LIST

Acheimastou-Potamianou M., H pov#} twv QidavBpwrnvay kit 1 mpw-
™ pdon s petafulovtvig {wypagixic, Athens 1983 (Acheimas-
tou-Potamianou M., E moné ton Philanthrépénon kai é proté phasé
tes metabyzantinés zographikes, Athens 1983).

Acheimastou-Potamianou M., Ot totyoypagies ¢ povig twv Plav-
Opwnnvay ato vyoi Twv Iwavvivwy, Athens 2004 (Acheimastou-Po-
tamianou M., Oi toichographies tés monés ton Philanthropénon sto
nési ton Ioanninon, Athens 2004).

AA = Apxarohoyikov Aeltiov (Archaiologikon Deltion)

Albané T., Yilate ovvetws. Amekovioels tuvwy ot votepofulavTivi
To1y0ypagikk ovvola, in: Owpdxiov, eds. I. Kakures, S. Chulia, Tz.
Almpang, Athens 2004, 231 sqq (Albané T., Psalate synetos. Apeikoni-
seis hymnon se hysterovyzantina toichographika synola, in: Thorakion,
eds. I. Kakures, S. Chulia, Tz. Almpané, Athens 2004, 231 sqq).

Andritsopoulos G. A., Iotopikai onueiwoeis Xrepvitons, Athens 1930
(Andritsopoulos G. A., Istorikai sémeiosis Stemnitsés, Athens 1930).

Aspra-Vardavaké M., Ot pikpoypagies tov AkaBiotov otov k@dike Gar-
rett 13, Princeton, Athens 1992 (Aspra-Vardavaké M., Oi mikrogra-
phies tou Akathistou ston kodika Garrett 13, Princeton, Athens 1992).

Bakourou A., Ot epyacies ovvtipnons twv uvyueiov tne ZTeUvitons
(Mépog 1°), in: H Zrepvitoa, OxtwPplog — Noéupprog 2007, 4 [A.
Vakourou, Hoi ergasies syntérésés ton mmnémeion tés Stemnitsas
(Meros 1), in: He Stemnitsa, Oktovrios—-Noemvrios 2007, 4].

Bakourou A., Ot epyaocies ovvtipnong Twv uvyueiov NG ZTeUviTong
(Mépog 2°), in: H Zrepvitoa, AeképPprog 2007 — Iavovdprog 2008, 6
[A. Vakourou, Hoi ergasies syntérésés ton mnémeion tes Stemnitsas
(Meros 2), in: He Stemnitsa, Dekemvrios 2007-Ianouarios 2008, 6.

Bakourou A., Ot epyaocies ovvtipnons twv uvyueiov tne ZTepvitons
(Mépog 3°), in: H Zrepvitoa, PePpovdplog — Ampiliog 2008, 7 [A.
Vakourou, Hoi ergasies syntérésés ton mmnémeion tés Stemnitsas
(Meros 3, in: He Stemnitsa, Fevrouarios—Aprilios 2008, 7].

Beckwith J. G., Byzantine tissues, in: Actes du XIVe Congrés International
des etudes Byzantines, Bucarest 1971, Bucharest 1974, 1-3, 343-354.

Belting H., An image and its function in the liturgy: the Man of Sorrows
in Byzantium, DOP 34-35 (1980/1981) 1 sqq.

Belting H., Das Bild und sein Publikum im Mittelalter: Form
und Funktion friiher Bildtafeln der Passion, Berlin 1981.

Brion-Guerry L., Lespace et les perspectives, Xpovikd AtoOntikrg 13/14
(1974/1975) 18 sqq [Brion-Guerry L., Lespace et les perspectives,
Chronika Aisthétikés 13/14 (1974/1975) 18 sqq].

Chasiotis 1,01 mpwrteg kataxtioels Tov Zovdeiudv A’ (1521-1529),
ot tomavikés emyeiprioels oty Ielomévvnoo (1532-34) kot o 1pi-
710G BevetoTovpkinog modeuog (1537-1541), in: Iotopia EAAnvikot
Efvoug 10, ABrva 1974, 288 sqq [Chasiotis L., Hoi protes kataktéseis
tou Souleiman A’ (1521-1529), hoi ispanikes epicheiréseis stén
Peloponnéso (1532-34) kai o tritos Venetotourkikos polemos (1537~
1541), in: Istoria Ellénikou Ethnous 10, Athéna 1974].

Chatzidakis M., Rapports entre la peinture de la Macédoine et de la
Créte au XIVe siécle, in: Ilempayuéva tov ©° AicBvovs Bulavtivo-
Aoyikov Zvvedpiov, 1, Athens 1955, 133 (Chatzidakis M., Rapports
entre la peinture de la Macédoine et de la Créte au XIVe siécle, in:
Pepragmena tou 9. Diethnous Byzantinologikou Sunedrion, 1,
Athens 1955, 133).

Chatzedakes M., Eikéves tn¢ Idtpov. Zntipata Pulavtiviig xar pe-
tafvlavtiviis (wypagixrs, Athens 1977 (Chatzédakes M., Eikones
tés Patmou. Zétémata byzantinés kai metabyzantinés zographikes,
Athens 1977).

Chatzédakés M., Icons of Patmos: questions of Byzantine and post-
Byzantine painting, Athens 1985.

Chatzedakes M., O kpytids {wypdgos Ocopdvyc: 1 TeAevtaia pdon
THG TEXVHG TOU OTIG Toyoypagies tng lepds Movng Zravpoviky-
7o, Aghion Oros 1986 (Chatzédakés M., O krétikos zographos
Theophaneés: & teleutaia phasé tés technés tou stis toichographies tés
Ieras Moneés Stauronikéta, Aghion Oros 1986).

Chatzédakées M., EAnves {wypdgor perd v Alwon (1450-1830), 1,
Athens 1987 [Chatzédakés M., Hellénes zographoi meta tén Alosé
Alwon (1450-1830), 1, Athens 1987].

Chatzédakés M., Sophianos D., To peyddo Metéwpo: 1oTopia ko Téx vy,
Athens 1990 (Chatzédakés M., Sophianos D., To megalo Meteoro:
istoria kai techné, Athens 1990).

Chatzédaké N., Eixoves kpntiig oyods 1506-160¢ auwvag, Athens
1983 (Chatzédaké N., Eikones krétikés scholés 150s-160s aionas,
Athens 1983).

Chotzakoglou Ch. G., Untersuchungen zur Geschichte, Architektur und
Wandmalerei der Klosterkirche Mega-Spelaion auf der Peloponnes,
Wien 1997 (unpublished PhD thesis).

Chotzakoglou Ch., AnoxaAvntovrag to (wypdgo Tov Ipoghtov HMi-
ov o1 Zrepviton, in: A" Tomkdv ZvvéSpiov Apkadikav Zmovdwy,
Athens 2013 (in print) [Chotzakoglou Ch., Apokalyptontas to
zographo tou prophétou Eliou sté Stemnitsa, in: D" Topikon Synedri-
on Arkadikon Spoudon, Athens 2013 (in print).].

Chouliaras 1., H evtoiyia Opnoxevtixsi {wypagixs] Tov 160v xou 170v
v oto Sutikd Zaydpt, Athens 2009 (Chouliaras 1., E entoichia
thréskeutiké zographike tou 16ou kai 17ou aiona sto dytiko Zagori,
Athens 2009).

Cottas V., Contribution a létude de quelques tissus liturgiques, in: Atti del
V Congresso Internationale di Studi Bizantini, Rome 20-26 Septembre
1936, 11, Rome 1940 [Studi Bizantini e Neoellenici 6], 87-102.

Curti¢ S., Late Byzantine Loca Sancta? Some questions regarding the
form and function of Epitaphioi, in: The Twilight of Byzantium, eds.
S. Curdié, D. Mouriki, New Jersey 1991, 251-261.

Davidov-Temerinski A., Concordia Apostolorum. Zagrljaj apostola
Petra i Pavla. Povodom freske iz Musnikova kod Prizrena, ZLUMS
32-33 (Novi Sad 2002) 83-105.

Deliyianni-Doris E., Epevva oty Mévy, TIAE 1981, 498-503 (Deliyian-
ni-Doris E., Ereuna sté Mané, PAE 1981, 498-503).

Delégianné-Doré E., Ot toryoypagies tov vatepofviavtivod vaod twv
Tabiapywv orny Aypiaxove, in: Ilpaktiké B’ Tomkod Zvvedpiov
Apraldikdv Xmovdwv, Athens 1990, 541 sqq. (Delégianné-Doré E.,
Oi toichographies tou hysterobyzantinou naou ton Taxiarchon stéen
Agriakona, in: Praktika 2 Topikou Synedriou Arkadikon Spoudon,
Athens 1990, 541 sqq).

Delégianné-Doré E., I'pw and 10 epyaotiipt Twv Kovrapndwy, in: Mo-
vaothpie vioov Iwavvivwy, eds. M. Garidés, A. Paliouras, Ioan-
nina 1999, 128 sqq (Delégianné-Doré E., Gyro apo to ergastéri ton
Kontarédon, in: Monastéria nésou Ioanninon, eds. M. Garidés, A.
Paliouras, Ioannina 1999, 128 sqq).

Delvoye Ch., Les tissus Byzantines, in: Corsi di cultura sullarte Raven-
nate e Bizantina, Ravenna 1969, 115-150.

Demus O., The style of the Kariye Djami and its place in the develop-
ment of Palaeologan art, in: The Kariye Djami, ed. P. Underwood,
4, New York 1966-1975, 107-160.

Diamanté K. P, Pantou E. N., Ta govaotripia oto papdyy: Tov Aodoiov
notapod otny Apkadia, Athens 2006 (Diamanté K. P, Pantou E.
N., Ta monastéria sto pharangi tou Lousiou potamou stén Arkadia,
Athens 2006).

Drandakés N., Ano 1 yproTiavixd uvnueia 6 Aakwviag, ApxatoAoyixn
Egnuepig 1994, 40-41 (Drandakés N., Apo ta christianika mnémeia
tés Lakonias, Archaiologiké Ephémeris 1994, 40-41).

Drandakés N., Zyediaopa xataddyov twv toryoypagnuévwv Pula-
VTIVOV Kol Msnxﬁv(txvrtva')v Nawv Aaxkwviag, Aakwvikai Xmov-
Sai 13 (1996) 175 [Drandakés N., Schediasma katalogou ton
toichographémenon vyzantinon kai Metabyzantinon Naon Lakonias,
Lakonikai Spodai 13 (1996) 175].

Dufrenne S., Les programmes iconographiques des églises byzantines de
Mistra, Paris 1970.

Ebersolt J., Les arts somptuaires de Byzance: étude sur lart imperial de
Constantinople, Paris 1923.

Euthymiou O., Ot toryoypagies tn6 povis Twv Ayiwv Amootédwv otny
Zeldva Arpeipa, in: Ipaxtiké I'" Tomxod Zvvedpiov Apyolikwv
Znovéwv, Athens 2006, 209-230 (Euthymiou O., Oi toichographies
tés monés ton Agion Apostolon stén Seliana Aigeiras, in: Praktika 3
Topikou Synedriou Argolikon Spoudon, Athens 2006, 209-230).

Euangelidés D., O {wypdgos Ppdykos Kateldvos ev Hreipw, Deltion
ChAE 1 (1959) 40 sqq [Euangelidés D., O zographos Phragkos Kate-
lanos en Epeiro, Deltion ChAE 1 (1959) 40 sqq].

Garidés M., La peinture murale dans le monde orthodoxe aprés la chute
de Byzance (1450-1600) et dans les pays sous domination étrangére,
Athens 1989, 258.

197



198

30TPA® 38 (2014) [165-201]

Gartaganés D., H Zreuvitoa oto 1821, Athens 1964 (Gartaganés D., E
Stemnitsa sto 1821, Athens 1964).

Georgitsouianné E., apatnproeis eni twv Toryoypagiwv 114G Néag Mo-
viig Dthooopov (1693), in: A “Xvvédpio ITedomovvioiakwv Xmovdawy,
3, Athens 1992/1993, 545-582 [Georgitsouianné E., Paratéréseis epi
ton toichographion tés Neas Monés Philosophou (1693), in: 4. Sune-
drio Peloponnésiakon Spoudon, 3, Athens 1992/1993, 545-582].

Georgitsogianné E., Ociog Aedvtios o Zreuwvitoidtys, in: Ilpakti-
k& Iotopikov Zvumociov o1y UvAun TOv veoudpTUpx Anuntpi-
ov, Tripoli 2008, 399-412 (Geodrgitsogianné E., Hosios Leontios o
Stemnitsiotés, in: Praktika Istorikou Symposiou sté mnémeé tou neo-
martyra Démeétriou, Tripoli 2008, 399-412).

Giakoumeés G., Mvnueia OpBodoiag ornv AAPavia, Athens 1994
(Giakoumeés G., Mnéemeia Orthodoxias stén Albania, Athens 1994).

Gkioles N., O BulavTivég 1povAdog kot To elkovoypagiko Tov Tpdypo-
ua, Athens 1990 (Gkioles N., O vyzantinos troullos kai to eikono-
graphiko tou programma, Athens 1990).

Gkioles N., Ot toryoypapies Tov kaBohixotv 75 Movis Aovvaiov oo
Ayio Opog, Athens 2009 (Gkioles N., Oi toichographies tou katho-
likou tes Monés Dionysiou sto Hagio Horos, Athens 2009).

Gketakou M., Ta ypioniavike pvyueio ¢ Zrepvitons (Toptvviag): €&
ETTOYEWS APYITEKTOVIKHG, ELKOVOYPAPIKNG, ETYPAPIKAG Kl oot -
Tik#g, Athens 1959 [Gkétakou M., Ta christianika mnémeia tés
Stemnitsés (Gortynias): ex epopseos architektonikes, eikonographikes,
epigraphikes kai aisthétikés, Athens 1959].

Gounaré G., O toyoypagies Twv Ayiwv Amootodwy keu 06 Havayiog
Paowwtiooas otyv Kaotopik, Thessaloniki 1980 (Gounaré G., Oi
toichographies ton Agion Apostolon kai tés Panagias Pasiotissas stén
Kastoria, Thessaloniki 1980).

Gritsopoulos T., H katd iv Kvvovpiay povi) Aovkods, Ilehomovvnota-
k4 6 (1963-1968) (Athens 1968) 129-190. [Gritsopoulos T., E kata
ten Kynourian moné Loukous, Peloponnésiaka 6 (1963-1968) (Ath-
ens 1968) 129-190].

Gritsopoulos T., ITapovaia (wypdewv €& ‘Apyoridos katd Tovs IZ" Kkau
IH' awwvag, in: Ipaktiké B” Tomkotv Xvvedpiov Apyodikwyv Zmov-
dav, Athens 1989, 263-295 (Gritsopoulos T., Parousia zographon
ex Hargolidos kata tous 17 kai 18 aionas, in: Praktika 2 Topikou
Synedriou Argolikon Spoudon, Athens 1989, 263-295).

Gritsopoulos T., H meAomovvyowaxti {wypagiki uetd thv dAwory, Ipa-
KTk Tov A’ AeBvodg Xvvedpiov Tledomovvnolakwy Xmovdmv,
KoptvBog 9-16 XZemt. 1990, t. A’, Athens 1992-3, 353 ff (Grit-
sopoulos T., Hé peloponnésiaké zographiké meta tén alosin, Praktika
tou 4 Diethnous Synedriou Peloponnésiakon Spoudon, Korinthos
9-16 Sept. 1990, t. A", Athens 1992-3, 353 ff).

Gritsopoulos T., Iep& Movij Ilavayias Qavepwuévns Xihiopodiov, Ath-
ens 1996 (Gritsopoulos T., Iera Moné Panagias Phaneromenés Chi-
liomodiou, Athens 1996).

Hannick Chr., The Theotokos in Byzantine Hymnography: typology and
allegory, in: Images of the Mother of God: perceptions of the The-
otokos in Byzantium, ed. M. Vassilaki, Aldershot 2005, 72 sqq.

Henry P, Les églises de la Moldavie du Nord, des origines a la fin du
XVle siécle, architecture et peinture, Paris 1930.

Juhel V., Le bain de 'Enfant Jesus. Des origines a la fin du douziéme
siecle, CA 39 (1991) 111-132.

Images of the Mother of God: perceptions of the Theotokos in Byzantium,
ed. M. Vasilaké, Aldershot 2005.

I6annou A., To mapexxAiior 5 Ayiag Mapivag ot Movi) Qavepwpé-
vys Kopwbiag keu o ayroypigos tov Anu. Kakapds, Abrva 1970
(Mehéteg téxvng 1) [Ioannou A., To parekklesi tés Agias Marinas
sté Moné Phaneromeneés Korinthias kai o hagiographos tou Dém.
Kakavas, Athena 1970 (Meletes Technés 1)].

Kalavrezou 1., Immages of Mother: when the Virgin Mary became the Me-
ter Theou, DOP 44 (1990) 167 sqq.

Kalokyré K., H I¥vvnois tov Xpiotod &g v fulavtiviiy téxvyy e
EAAé&dog, Athens 1956 (Kalokyre K., E Ghenneésis tou Christou eis
ten vyzantinén techneén tes Hellados, Athens 1956).

Kalokyre K., At Bvavrvai toiyoypagion 16 Kpfitng, Athens 1957
(Kalokyré K., Ai vyzantinai toichographiai tés Kretés, Athens 1957).

Kalokyré K., Afws: Ofuata apyaiodoyias xou téyvrg, Athens 1963
(Kalokyreé K., Athos: Themata archaiologias kai technés, Athens 1963).

Kalokyré K., Bul{avtivai exkAnoior ¢ ITepdg Mytponodews Meoonvi-
ag, Thessaloniki 1973 (Kalokyré K., Vyzantinai ekklésiai tés leras
Metropoleds Messénias, Thessaloniki 1973).

Kalokyré K., Medetijuara Xpiotiaviiic Opfodééov apyaiodoyiag kai
7éyvne, Thessaloniki 1980 (Kalokyré K., Meletémata Christianikés
Orthodoxou archaiologias kai technés, Thessaloniki 1980).

Kalokyré K., H pdrvy twv Xpiotovyévvwy, Rethymno 1992 (Kalokyré
K., E phatné ton Christougennon, Rethymno 1992).

Kalopissi S., Epevva oty Mévy, TTIAE 1980, 238-241 (Kalopissi S., Ereu-
na sté Mané, PAE 1980, 238-241).

Kalopissi S., Epevva oty Mavn, ITAE 1981, 452 (Kalopissi S., Ereuna sté
Mane, PAE 1981, 452).

Kalopissi-Verti S., Dedicatory inscriptions and donor portraits in thir-
teenth-century churches in Greece, Wien 1992.

Kalopisé-Verte S., Ot {wypdgpor otyv varepofvlavtiviy kowvwvia. H
paptupia Twv emypagdy, in: To moptpaito Tov kKaAMiTéyvy oTO
Bu{dvtio, ed. M. Vasilake, Heraklion 2000, 140 sqq (Kalopisé-
Verté S., Oi zographoi stén hysterovyzantiné koinonia. E martyria
ton epigraphon, in: To portraito tou kallitechné sto Vyzantio, ed. M.
Vasilake, Heraklion 2000, 140 sqq).

Kepetzi V., Epevva oty Mévn, TIAE 1981, 563-568 (Kepetzi V., Ereuna
sté Mane, PAE 981, 563-568)

Kepetzi V., Epevva ot Mdvy, ITAE 1982, 386 ff (Kepetzi V., Ereuna sté
Mane, PAE 1982, 386 ff)

Koliou A., Avayvidpion xpwotipog Kakafk oe pun uaptvopobuevae épya
ToV gpyaatnpiov Tov, in: Hpaktikd I'" Tomxod Zvvedpiov Apyohikdv
Zmovdwv, Athens 2006, 159 sqq (Koliou A., Anagnorisé chrostéros
Kakava se mé martyroumena erga tou ergastériou tou, in: Praktika 3
Topikou Synedriou Argolikon Spoudon, Athens 2006, 159 sqq).

Konstantinidé Ch., H @¢otokos ws Zxnviy Tov MapTupiov pe Ti§ mpoel-
Kkovioeis kat 0 Mehouog otnv ayida tnG Koxkivng Havayiog otny
Kévitoa, Deltion ChAE 29 (2008) 89 sqq [Konstantinidé Ch., E
Theotokos os Skéné tou Martyriou me tis proeikoniseis kai o Melis-
mos stén apsida tés Kokkinés Panagias sten Konitsa, Deltion ChAE
29 (2008) 89 sqq].

Koukoules Ph., Bu{avtivav Biog xeu mohitiopds, Athens 1948 (Kouk-
oules Ph., Vyzantinon vios kai politismos, Athens 1948).

Lafontaine-Dosogne J., Iconography of the Cycle of the Infancy of Christ,
in: The Kariye Djami, 4, Princeton 1975, 209 sqq.

Lampakis G., Mémoire sur les antiquités chrétiennes de la Gréce, Athens
1902.

Liapés 1., Meoawvikg uvyueia EvPoiag, Athens 1971 (Liapés I,
Mesaionika mnémeia Euvoias, Athens 1971).

Liva-Xanthaké Th., Ot toryoypagies 117G povig Nriliov, Toannina 1980.
(Liva-Xanthaké Th., Oi toichographies tés monés Ntiliou, loannina
1980).

Mantas A., To ekovoypaikld mpoypappa Tov 1Epol PHUATOS TWV
peoofulavtivav vawv t4¢ EAA&Sag (843-1204), Athens 2001
[Mantas A., To eikonographiko programma tou ierou vématos ton
mesobyzantinon naon tés Elladas (843-1204), Athens 2001].

Anunrodva - Zrepviton. AvOn e métpag, ed. St. Marketos, H Kabn-
pepwvn (Emta Huépecg, 9/11/2003) [Démeétsana — Stemnitsa. Anthé
tés petras, ed. St. Marketos, Hé Kathémeriné (Hepta Hémeres,
9/11/2003)].

McVey K. E., The domed church as microcosm: literary roots of an archi-
tectural symbol, DOP 37 (1983) 94 sqq.

Megaw A., Twelfth century frescoes in Cyprus, in: Actes du XIle Congrés
international détudes Byzantines, Ochride 1961, 3, Belgrade 1964,
257-266.

Michelés P, Awbnuixsy Oewpnon tng Pulavtviis téyvng, Athens 1946
(Michelés P, Aisthetike theorése tes vyzantinés techneés, Athens 1946).

Millet G., Monuments de I'Athos, Les peintures, 1, Paris 1927.

Millet G., Recherches sur liconographie de levangile aux XIVe, XVe et
XVle siécles: dapreés les monuments de Mistra, de la Macédoine et du
Mont-Athos, Paris 1960.

Mouriké D., Ar BifAixai mpoeixovioeis s Iavayiog eig Tov TpovAiov
6 IepiPAémrov Tov Mvotpd, AD 25 (1970) 17 sqq [Mourikeé D.,
Ai vivlikai proeikoniseis tés Panagias eis ton troullon tés Perivieptou
tou Mystra, AD 25 (1970) 17 sqq].

Movaothipia vijoov lwavvivwv: {wypaguki, eds. M. Garidés, A. Paliou-
ras, loannina 1993 (Monastéria nésou Ioanninon: zographike, eds.
M. Garideés, A. Paliouras, Ioannina 1993).

Moutsopoulos N. K., H apyiteKToViki] Twv eKKANOIOV KXl TWV HOVXOTHPI-
wv 46 Toprvviag, Athens 1956 (Moutsopoulos N. K., E architektonike
ton ekklesion kai ton monasteérion tés Gortynias, Athens 1956).

Orfanos A., La chapelle Saint-Antoine le Grand a Megare, Gréce: Contri-
bution a létude de lart post-Byzantin en Gréce, ®eoloyia 69 (1998)
78-130 [Orfanos A., La chapelle Saint-Antoine le Grand a Megare,
Gréce: Contribution a Iétude de lart post-Byzantin en Gréce, Theo-
logia 69 (1998) 78-130].

ITAE = Ilpaktikd TG ev ABrvaig Apxatoloyikng etatpeiag (Praktika
tés en Athénais Archaiologikés hetaireias).



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

Paisidou M., Ot Toryoypagies Tov 170v audve oTovg vaovs ¢ Kaoro-
pi&s. ZvpPorsy oty puerétn g pvnueiaris {wypagikhs TG AvTIKiG
Maxedoviag, Athens 2002 (Paisidou M., Oi toichographies tou 17ou
aiona stous naous tés Kastorias. Symvolé sté meleté tés mnémeiakeés
zographikeés tés Dytikées Makedonias, Athens 2002).

Pallas D., Die Passion und Bestattung Christi in Byzanz, Munich 1965.

Panagiotide M., Mepikés mapatnpioels 0TI TPOOTTIKEG TUUPKTELS
g eikdvas Tov Avpéa PirCov, DChAE 9 (1977/1979) 249 sqq
[Panagiotide M., Merikes paratéréseis stis prooptikes symbaseis mias
eikonas tou Andrea Pitzou, Deltion ChAE 9 (1977/1979) 249 sqq].

Panayiotides M., Epevvae oty Mévn, TTIAE 1978, 173-174 (Panayiotides
M., Ereuna sté Mané, PAE 1978, 173-174).

Panayiotides M., Epevva oty Mévn, ITIAE 1980, 234-238 (Panayiotides
M., Ereuna sté Mané, PAE 1980, 234-238).

Panagiotidé M., To mpofAnua Tov podov Tov yopnyov xkar Tov fabuov
avebaptnoiag Tov {wypdpov ornv kaddireyviky Snpiovpyia. Avo
napadeiypata Tov 1200 awdva, in: To moptpaito T0U KaAAAiTéy VY 0TO
Bu{évTio, ed. M. Vasilaké, Heraklion 2000, 77 sqq (Panagiotidé M.,
To provlema tou rolou tou chorégou kai tou vathmou anexartésias
tou zographou stén kallitechniké démiourgia. Dyo paradeigmata
tou 120u aiona, in: To portrait tou kallitechné sto Vyzantio, ed. M.
Vasilaké, Heraklion 2000, 77 sqq).

Papamastorakés T., H évtan twv mpoeikovioewy 116 Oeotdérov ko 1
Yywons Tov Zravpod o€ évar 1IG10TVTIO E1KOVOYPAPIKS KUKAO aTOV AYio
Tedpyio Bidvvov Kprtrg, Deltion ChAE 14 (1987/1988) 320 sqq.
[Papamastorakeés T., E entaxé ton proeikoniseon tés Theotokou kai tés
Hypsoses tou Staurou se ena idiotypo eikonographiko kyklo ston Hagio
Georgio Viannou Kreteés, Deltion ChAE 14 (1987/1988) 320 sqq].

Papamastorakes T., H popg1 tov Xpiotov-MeydAov Apyiepéa, Deltion
ChAE 17 (1993/1994) 67-78 [Papamastorakés T., E morphé tou
Christou-Megalou Archierea, Deltion ChAE 17 (1993/1994) 67-78].

Parani M., Reconstructing the reality of images: Byzantine material cul-
ture and religious iconography (11th-15th centuries), Leiden 2003.

Pelekanidés St., Kaotopia I, Bulavtivai toryoypagpior (mivaxeg), Thes-
saloniki 1953 [Pelekanidés St., Kastoria I, Vyzantinai toichographiai
(pinakes), Thessaloniki 1953].

Pelekanidés St., Bulavtivg xkar petafolaviivé pvnueioa 3¢ Ipéomag,
Thessaloniki 1960 (Pelekanidés St., Vyzantina kai metavyzantina
mnémeia tés Prespas, Thessaloniki 1960).

Pelekanidés St., Chatzidakis M., Kaotopik, Athens 1984 (Pelekanidés
St., Chatzidakis M., Kastoria, Athens 1984).

Proestake X., H nadai Movi) twv Takiapywv oto Srepive Kopwbiag,
in: Avramédoon, Merétes Bulavtiviis kau petafulavtivic apyato-
Aoyiag ko Téxvig mpog TNy TG Kalnynipiag EAévig Aednyidv-
vn-Awpy, Athens 2010, 393-430 (Proestaké X., E palaia Moné
ton Taxiarchon sto Stephani Korinthias, in: Antapodoseé, Meletes
vyzantineés kai metavyzantinés archaiologias kai technés pros timén
tes kathégetrias Eleneés Delégianné-Dore, Athens 2010, 393-430).

Proestaké X., To kafohikd 116 Movijs 116 Ocotékov kat o (wypdpos
Oeodovrog Kaxafas, in: Iotopikd Movaotipie 16 Kopivbiag, Ipa-
kTikd Xvvedpiov Kopivbiaxwv Zmovwv, 1,Corinthos 2009, 377-385
(Proestaké X., To katholiko tés Monés tés Theotokou kai o zographos
Theodoulos Kakavas, in: Istorika Monastéria tés Korinthias, Prak-
tika Synedriou Korinthiakon Spoudon, 1,Corinthos 2009, 377-385).

Proestaké X., Western influences on 17th-century post-Byzantine wall
paintings in the Peloponnese: Roots in the 16th century, Byzantino-
slavica 68 (2010) 291-352.

Proestake X., Ot {wypdgor Kaxafd. ZvuPoli oty uerétn tov votiov eA-
Aadikov ydpov (16*-17° au. u.X.), Athens 2012 [Proestaké X., Oi
zographoi Kakava. Symbolé sté meleté tou notiou helladikou chorou
(16~17% ai. m.Ch.), Athens 2012].

Proestaké X., O vads tov Ay. Abavaciov oto Ztepdve Kopivbiag,
in: Iotopiké Movaothipie ¢ KopwBiag, Corinth 2014, 21-58
(Proestake X., O naos tou Ag. Athanasiou sto Stephani Korinthias,
in: Istorika Monasteéria tés Korinthias, Corinth 2014, 21-58).

Prokopiou G. A., O koguoroyikog cvpforionds oTnv apxITeKTOVIKY TOV
Bulavtivov vaot, Athens 1980 (Prokopiou G. A., O kosmologikos
symbolismos stén architektoniké tou vyzantinou naou, Athens 1980).

Romas G., IIévte SikhMitor vaoi oto Aépo Ark&Bov Twv Meydpwy, Ath-
ens 2003 (unpublished master thesis).

Rounios K., Iotopia 516 Zrepvitons i tov apyaiov Yyovvtog, Athens
1971 (Rounios K., Istoria tés Stemnitsés é tou archaiou Ypsountos,
Athens 1971).

Sampanikou E., O {wypagixés dikkoopos tov napekkAnaiov twv Ipidv
Iepapyav ¢ Movhig Baprady ota Meréwpa (1637), Trikala 1997
[Sampanikou E., O zographikos diakosmos tou parekklésiou ton Trion
ITerarchon tes Monés Varlaam sta Meteora (1637), Trikala 1997].

Schild-Bunim M., Space in medieval painting and the forerunners of
perspective, New York 1940.

Semoglou A., Le décor mural de la Chapelle Athonite de Saint-Nicolas
(1560): application d’ un nouveau langage pictural par le peintre
Thébain Frangos Catellanos, France 2001.

Semoglou A., O evroiytos didkoopos tov kaborikod tng Movig Mup-
1146 ornv Artwlia (pdon Tov 1539) kau i 6éon Tov 01N (Wypagiki
T0V o p1oov tov 16* au., Eyvatia 6 (2001/2002) 185 sqq [Semo-
glou A., O entoichios diakosmos tou katholikou tés Monés Myrtias
stén Aitolia (phasé tou 1539) kai é Thesé tou sté zographiké tou ha
misou tou 16 ai., Egnatia 6 (2001/2002) 185 sqq].

Simopoulos Th., Mov] Zepumitons. Avékdota mepi avthi éyypaga-Kel-
unhia, Athens 1966 (Simopoulos Th., Moné Zermpitsés. Anekdota
peri autés eggrapha-keimélia, Athens 1966).

Spatharakis 1., Studies in Byzantine manuscript illumination and ico-
nography, London 1996.

Stamiris G., Zrepvitong emypagn tov érovg 1589, Toptuviako Huepo-
Aoyto 4 (1949) 30 sqq [Stamiris G., Stemnitsés epigraphé tou etous
1589, Gortyniako Hémerologio 4 (1949) 30 sqq].

Stavropoulou-Makré A., La création dune nouvelle formule de la Cru-
cifixion et sa diffusion dans les Balkans, in: E'Aicfvég Zvvédpio
Znovdwv Notioavatohik#ig Evpwmnng, Athens 1985 (Stavropoulou-
Makré A., La création dune nouvelle formule de la Crucifixion
et sa diffusion dans les Balkans, in: 5 Diethnes Synedrio Spoudon
Notioanatolikés Europés, Athens 1985).

Stavropoulou-Makri A., Les peintures murales de l¥église de la Transfigu-
ration a Veltsista (1568) en Epire et latelier des peintres Kondaris,
Ioannina 1989.

Stichel R., Ausserkanonische Elemente in byzantinischen illustrationen
des Alten Testaments, Romische Quartalschrift 69 (1974) 180 sqq.

Stichel R., Die Geburt Christi in der russischen Ikonenmalerei, Stuttgart
1990.

Stojakovi¢ A., La conception de lespace défini par larchitecture peinte
dans la peinture murale serbe du Xllle siécle, in: Lart byzantin du
XllIle siécle, Symposium de Sopocani 1965, Belgrade 1967, 169-178.

Stouphé-Poulémenou I, Iepd Movy Iletpdxn: 10Topia-apyITeKTO-
VIKH-YAUITOG  Stdkoopos-Zwypagiky, Athens 2002  (Stouphé-
Poulémenou 1., Iera Moné Petrake: istoria-architektoniké-glyptos
diakosmos-Zographike, Athens 2002).

Stylianou A. and J., The painted churches of Cyprus: treasures of
Byzantine art, London 1985.

Svoronou E., Kouros P, H Xrepvitoa kou 1o @apdyyr tov Aovoiov,
Stemnitsa 1998 (Svoronou E., Kouros P, E Stemnitsa kai to pharag-
gi tou Lousiou, Stemnitsa 1998).

Synadinos N., Or teyvites 16 Zrepvitoas: Aaoypagia, Athens 1997
(Synadinos N., Oi technites tés Stemnitsas: Laographia, Athens 1997).

Taft R. E, The Great Entrance: a history of the transfer of the gifts and other
proanaphoral rites of the Liturgy of St. John Chrysostom, Rome 1975.

Testini P, Alle origini dell'iconografia di Giuseppe di Nazareth,
Rivista di Archeologia Cristiana 48 (1972) 271 sqq.

Theophilis G., H Zrepvitoa kot n mpoopopd ¢ oty EAA&S«, Athens
1977 (Theophilis G., E Stemnitsa kai é prosphora tés stén Ellada,
Athens 1977).

Toyoypagics Kabolikov Movig Awovvoiov, ed. P. Vokotopoulos,
Aghion Oros 2006 (Toichographies Katholikou Monés Dionysiou,
ed. P. Vokotopoulos, Aghion Oros 2006).

Tourta A., Or vaoi Tov Ayiov Nikoddov ot Bitoa xau Tov Ayiov Myvé
010 Movodévdpy, Athens 1991 (Tourta A., Oi naoi tou Agiou Nikolaou
sté Vitsa kai tou Agiou Ména sto Monodendri, Athens 1991).

Triantaphyllopoulos D., ExkAnoiaotikg uvyueia otyy Kleidwvid Ko-
vitong, Hrelpwtika Xpovika 19 (1975) 7 sqq [Triantaphyllopou-
los D., Ekklésiastika mnémeia stén Kleidonia Konitsés, Epeirotika
Chronika 19 (1975) 7 sqq].

Triantaphyllopoulos D., Die Nachbyzantinische Wandmalerei auf Ker-
kyra und den anderen Ionischen Inseln, Munich 1985.

Triantaphyllopoulos D., MeAétes yix 117 petafvovriviy Zwypagik.
Evetoxpatovuevy kau Tovprokpatoluevyy EAA&Sa ko Kdmpog, Ath-
ens 2002 (Triantaphyllopoulos D., Meletes gia té metavyzantine

199



200

30TPA® 38 (2014) [165-201]

Zographike. Enetokratoumené kai Tourkokratoumené Hellada kai
Kypros, Athens 2002).

Triantaphyllopoulos D., Kdmpog ko Entévyon: Opotétntes kou Sipopés
oY ekkAnoiaoTiki Tovg TéYVY, in: Meléte yia ) MetafulavTivey
Zwypagukt]. Evetokparovuevy xkou Tovpkokparovuevy EAMGSa ko
Kbmpog, ed. D. Triantaphyllopoulos, Athens 2002, 211-230 (Trianta-
phyllopoulos D., Kypros kai Eptanésa: Omoioteétes kai diaphores stén
ekklesiastike tous techne, in: Meletes gia té metavyzantiné Zographike.
Enetokratoumené kai Tourkokratoumené Hellada kai Kypros, ed. D.
Triantaphyllopoulos, Athens 2002, 211-230).

Tseligka-Antouraké A., To xaBodikd 46 povhs 16 Oeotdkov Apva-
Aav xkar o1 Nawmhieic adedpoi (wypdpor Anquntpiog ko Tedpyiog
Moayog. Ilpocaéyyion ato épyo Tov epyactnpiov kau 1 Oéon Tov
oty peraPulavriviy {wypagukhi ¢ Iledomovvijgov Tov 170v ai,
Athens 2011 (unpublished PhD thesis) [Tseligka-Antouraké A., To
katholiko tés mones tés Theotokou Aimyalon kai oi Nauplieis adel-
phoi zographoi Démeétrios kai Georgios Moschos. Proseggisé sto ergo
tou ergastériou kai € Thesé tou sté metavyzantiné zographike tés
Peloponneésou tou 170u ai, Athens 2011 (unpublished PhD thesis)].

Tseligka-Antourakeé A., Eva eiovoypagikd anoaé oty ayida tov Iepod B-
uatog Twv Ayiwv Teaoapdrovia ota Xptoapa Aakwviag (1620), Del-
tion ChAE 34 (2013) 215 sqq [Tseligka-Antouraké A., Ena eikonogra-
phiko apax stén apsida tou lerou Vématos ton Agion Tessarakonta sta
Chrysapha Lakonias (1620), Deltion ChAE 34 (2013) 215 sqq].

Tsigaridas E., H Iavayia oty uvnueiaxt {wypagixy, in: Mijtnp O¢god.
Aneixovioers i Havayiog oty fulavivy téyvy, ed. M. Vassilaki,
Athens 2000, 134-135 (Tsigaridas E., E Panagia st¢ mnémeiake
zographike, in: Méter Theou. Apeikoniseis tés Panagias sté vyzantiné
techné, ed. M. Vassilaki, Athens 2000, 134-135).

Vasilaké M., A6 tov ‘avavupo’ Bulavtivé kaditéyvy otov ‘emwvopo’
Kpnrixé {wypdgo tov 15% auwver, in: To moptpaito Tov kaAditéyvy
o710 Bu{dvtio, ed. M. Vasilaké, Heraklion 2000, 161 sqq (Vasilaké
M., Apo ton anénymo’ Vyzantino kallitechné ston eponymo’ Krétiko
zographo tou 15° aiéna, in: To portrait tou kallitechné sto Vyzantio,
ed. M. Vasilake, Heraklion 2000, 161 sqq).

Veés N. A, H eA\yviky} Zyor Zrepvitons koeu ovvodik oryildia kou
&AM ypaupate mepi avths, Byzantinisch-neugriechische Jahrbiicher
14 (1938), 366 sqq. [Veés N. A., E elleniké Schole Stemnitsés
kai synodika sigillia kai alla grammata peri autés, Byzantinisch-
neugriechische Jahrbiicher 14 (1938), 366 sqq].

Velmans T., Le role du décor architectural et la représentation de lespace
dans la peinture des Paléologues, CA 14 (1964) 183-216.

Vokotopoulos P, Bu{avtivéd kar peooiwviké pviueia Hneipov, AD
21 (1966) 310 sqq [Vokotopoulos P, Byzantina kai mesaionika
mnémeia Epeirou, AD 21 (1966) 310 sqq].

Vokotopoulos P, Eixéves t1¢ Képxupag, Athens 1990 (Vokotopoulos P,
Eikones tés Kerkyras, Athens 1990).

Vroom J., The changing dining habits at Christ’s table, in: Eat, Drink and
Be Merry (Luke 12:19) Food and Wine in Byzantium, eds. L. Bru-
baker, K. Linardou, Burlington 2007, 191-222.

Zahou A., Meoowvikd pvnueio Toptuviag, AD 8 (1923) 76 sqq [Zahou
A., Mesaionika mnémeia Gortynias, AD 8 (1923) 76 sqq].

Ziegler J., Ochs und Esel an der Krippe. Biblisch-patristische Erwdnun-
gen zu Is. 1, 3 und Hab. 3, 2 (LXX), Miinchener Theologische Zeit-
schrift 3 (1952) 385-402.

3upHo cnukapctBo XVI n XVII Beka
y Cremaunu Ha Ilerononesy

KcanTu IIpoectakn

CremHnia, rpag 6oraror ucropujckor Hacnmeha y
cpenummeM Ilenononesy, 6p3o ce passmo xao ypebheno
yp6aHO Hace/be y IOCTBM3AHTU]CKOM pa3foliby, a Hapo-
yurto y XVI Bexy. EkonHoMcku pasBoj rpaga og XVI Beka
6uo je mpompaheH ImpoIBAaTOM JYyXOBHOCTM ¥ KYNITYPpe,
rpabemeM M yKpalllaBambeM MHOTHMX I[pKaBa, ITOCEOHO
tokoM XVII Beka, Kajja MpaBOCIaBHO MOHAILITBO JOXM-
B/baBa 00HOBY. [ognHe 1790. ocHOBaHa je [puka wikona, y
K0jOj Cy mpeflaBa/iu yIJIefHN HALVOHATHY YYUTETbM.

CaMo je HEKONMKO CIOMEHMKa 3UHOT C/IMKapCTBa
XVI Beka cayyBaHO Ha Ilenononesy u oHM cy JaTOBaHU Y
nocienwe peueHnje croneha. Y CreMHUIM U3 TOr epuoaa
notnye npksa Ceeror Hukorne. Cypehu o ¢pparmenrapHo
cadyBaHOM HATINCY, ropuHe 1589. oHa je ,,00HOB/beHa"
cpencTBuMa cBemteHnka Jumutpuja Qemerena. Tepmun
00HO6/beHA HajBepOBaTHMje Ce OfHOCH Ha YKpalllaBambe
LpKBe 3MIHMM CIMKaMa, a Off IBUX Cy IIPEOCTali CaMo
¢dparMeHTM Ha MCTOYHOM U 3amagHoM 3upy. Haxarocr,
omTeheHOCT mpeocTanyx 3uAHMX CIUKa y Lpkeu CeeTor
Huxorne, kao u ncrpseHocT 60ja, oHeMoryhaBajy BIX0BO
IPUINCHBAbe HeKOj KON VIV YMETHIYKOM TOKY.

3upHe cmuke y npkBama boropopuue (ITanarmje)
Badepo, ITpopoka Vnnje, Ceror ITanTenejMona u y Kato-
MMKoHy MaHactupa boropopune JKnBoHocHOr ucToYHMKa
marosaHe cy y XVII Bek, aimu ce HM 3a jegHy off TuX rpabe-

BUHA He MOXKe noysfaHo pehu kxaga je nogurayra. Hucy
3abene)keHa HY VMMeEHa C/IMKapa, HUTYU Cy CadyBaHU KTU-
TOPCKM HAaTINCH, OCUM y ITIOMEHYTOM MaHAaCTMPCKOM Ka-
TONIMKOHY, Y KOjéM KTUTOPCKM HATINC IIOCTOjH, C TUM IITO
My HefjoCTaje TOC/Iefb) pefl, TAe Cy Ouin HaBeleH! Bpe-
Me JKMBOINCamwa I MMe OCHMBada MaHacTupa. ITo Hamem
MUIUbeY, cyaehy mo MKoHOrpadumju u CTWIy, Te 3upgHe
cnuke Tpeba garoBatu y npBy nonosuny XVII croneha.

Lpxee boropoguue badepo, Cseror mpopoka
Wnuje n Ceetor IlaHTenejMoHa UCTOT Cy apXUTEKTOHCKOT
THIIA, jefHOOPOIHE C MOMTY0OINYacTIM CBOIOM, @ MIMajy U
MebycobHO cnmyaH nkoHorpadcku mporpam, ca ogpebe-
HMM 0COOEHOCTMMA KOje ce TUYYy OHOI CBETUTe/ba KOMe
je cBaka of 1jpkaBa nocsehena. VkoHorpagcku nporpam
OfiroBapa KYIO/THMM XpaMoBMMa jep je ¢yrypa Xpucra
[TanTOKpaTOpa NpMKasaHa Ha CBOLY.

IpkBa boropopuiie JKMBOHOCHOT MCTOYHMKA JpPY-
rayijer je apXMTeKTOHCKOT CKJIONA Of TPU IPETXONHO TI0-
MeHyTe rpaheBuHe, a u 3HaTHO je Beha. Ped je o xaromu-
KOHY CTaBPOINIWjaTHOT MAHACTUPA KOjHU je, TI0 Ipefamby,
nopurHyT 1443. ropmue. beroBa ocHoBa je y 0OMUKY
YIOUCAHOT KpPCTa C KYIIOJIOM, a JUMeH3Mje cy My 6,70 X
8,80 m. O6HOB/BeH je 1800. romuHe, mTO MOTBphyje Hat-
HIIC Ype3aH y MepMepHy IIouy yrpaheHy y ceBepHM 311
[IaBHOT 6pofia.
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VixoHorpadckyu mporpaM CBOjOM Cafp>XVHOM Of-
ropapa IporpaMy HaMeHeHOM LIPKBIU Ca OCHOBOM Y BUJY
ymmcaHor Kpcra ¢ KymnonoM. Cacroju ce off 168 crieHa u
81 3acebHe cBeTUTe/bCKE IpeacTase. HajBaxxHuju nemosu
Iporpama jecy NpuKasy My4YeHMIITBA CBeTUX, boropo-
AMYMHUX npedurypanyja, 3aTUM IOCTeAmbUX TIcaaama ¢
mukom Xpucra [Tantokparopa 1 unkiaycom 3opujaka, 60-
xuhue xumue Iliwa ga wu tdpunecemo, Xpucitie?, Kao u
IBe IpefcTaBe KTUTOpa MOHaxd Axmanja u Bucapuona c
MOJIEZIOM LIPKBE.

Kapa je peu o uxoHorpadmju, cimkapm Koju cy pa-
OVMIM Y YeTUPU HOMeHyTe CTeMHMYKe LIPKBe TeXUIN Cy
YCTa/beH!M MKOHOTPA(CKMM pelIehIMa, Y3 U3BeCHe Ba-
pujanyje y fieTa/b¥Ma KakKo y NpMKasuMa eBXapMUCTHjCKe
TeMaTuKe TaKO M Yy OKBMPY XPMCTOJIOMIKOT M TEOTOKO-
JIOILIKOT LIMK/Iyca, boropopguumHor akaTucra, Ha IIpef-
cTaBaMa apXujepeja U CBETHUTe/ba, IIPOPOKa 1 aHheockmx
cuna. Ta penierma Bojie MOPEKIO U3 PA3INYNUTUX U3BOPA —
U3 CPeIIbOBM3AHTHMjCKE TpajguLyje M TpaguLyje CImKap-
cTBa enoxe Ilameosnora, ¢ KpUTCKMX MKOHa AHTenoca u
Amnpipeje Puroca, us supHor cnmukapcrba XVI Beka, Kao 1
U3 CIMKApPCTBA KPUTCKE U CeBepHOIpYKe LIKOojIe. Y bMMa
Cy NPMMETHU M UKOHOTPaCKM JIeTa/byl Ipey3eT M3
cmmkapcrsa 6pahe Konrapuc, a n 3anagHm yTuajyu Koju
cy ce TokoM XVI Beka IojaBuIM y CIMKapCTBYy KPUTCKeE
IIKO/Ie ¥ IIKO/Ie ceBepHe Ipuke, Ha genmuma Teodana u
®panroca Karemanoca, n koju cy 6umm mpuxsahenn y
cnukapcTBy XVII Bexa.

VxoHorpaduja mpenosHaTa y CTeMHUYKUM IIpPK-
BaMa II0jaBJbyje ce 1 y ApyruM rpabesnnama Ilenonone-
3a TokoM npse nonosuHe XVII Bexka. HaBopumo 3supne
cmke Majcropd n3 Hadmmmona (Kaxasaca, Teopocwuja,
Mapusa, Jumutpuja u Teopyna), 6pahe Mockoc (Jumu-
tpuja u [eopruja), MaHojra AHApOHOCA ¥ MHOLITBA [IPY-
IMX aHOHMMHUX CIMKapa.

IlojenuHe 3ajeHMYKE CTUIICKE OIIMKE 3UIHOT CII-
KapCTBa y YeTUPU NOMeHyTe pKBe y CTEMHMIIM CBPCTa-
Bajy UX y UCTU yMeTHUYKM KpyT. ClieHe ToKasyjy CKIaji-
HY KOMIO3MLMjY, a Gurype y mumMa 3ay3numajy mocebHo
Ba)XHO MecTo Oynyhu fja HU Iej3ak HM CIMKaHa apXMUTeK-
Typa HUCY ocobuTo pasujeHn. Purype cy XapMOHUYHMX
IIponopLuja, JOK Cy M CTaBOBM U T€CTOBU je[THOCTABHU
U Y3[p>KaHM U OCTaBIbajy YTUCAK XMjepaTUYHOT MMjeTeTa.

V36ernyTo je uspakaBarme eMOTHBHOT Ha0o0ja, a ;paMCKI
€IeMEHTH HIUCY TT0CeOHO U3PasKEeH.

Ilopen TMX 3ajefHMYKMX CBOjCTaBa CTU/IA 3UIHOT
cmukapcrsa y CreMHNMIN, y IOMEHYTUM LIPKBaMa I1OCTOje
u MebycoOHe pasnuke y morneny tuna GpusnMoHOMMja U
npomnopuuja Gurypa, naaere u ogpeheHux ferama y Mo-
mernoBamy. 1u leTaby OTKPUBAjy MAEHTUTET C/IMKapa.

¥ upksu Csetor npopoka Mnuje n y nupksu Cpetor
[TanTenejMoHa youaBajy ce mapasure Mehycobue cmmu-
HOCTU Y TUITY GU3MOHOMI)a, Y MOJeTIoBamby Gurypa, mpo-
HopuyjaMa 1 IajeTy, Ia BepyjeMo fia Cy Te 3MHe CIMKe
Ierno ucTor majcropa. HemaBHo je 610 peun o Tome fa je
y murawy MaHnojno Anpgponoc u3 Hadmnmona.

Hpyru cnukap pagmo je y upksu boropopuie ba-
¢depo. YHyTap TOr XpaMa yodaBajy ce, y CTBapH, /jBa pas-
JIMYNTA CTUIIA, LITO yKasyje Ha pyKe [IBOjulle MajcTopa.

JKuponuc npkse boropoauiie JKuBoHOCHOT KCTOY-
HIUKa Takobe cy msBena mBojuma ciamkapa. [lemo mpsor
3orpada, IpepumEeHOT yKyca, OJINKYje ce XapMOHUYHUM
BUTKMM IIponopiyjamMa Gpurypa ¢ MajuM InaBama, Jyrum
KyIIaCTMM BpaTOBMMA I BYCOKMM MpILIaBMM Tenuma. Pap
OpYTOr CIMKapa yIJIABHOM Ce IIpelo3Haje Ha IpefcTaBa-
Ma My4eHMKa. Te cy ¢purype 3aenacre, BeIMKIX OKPYIIINX
rnaBa. CTaBOBU M TeCTOBU CY MM Y3OpXKaHU, a U3 BUX
3pade CMMPEHOCT U CIIOKOj, 06€3 1 HajMarber n3pasa Koju
yKasyje Ha CTpafiaibe, MaKo je ped 0 My4eHNIMMA.

ITopen Tora, cimkapu cse 4yeTupy LpkBe y CreMm-
HUIM 6MIM Cy MCKYCHU U Jo6po ynyheHu y 60orocimoBcka
nutama. OCTBapWIM Cy jacaH MKOHOTpaCKy MPOrpam 1
y XpaMy ca OCHOBOM Yy BUALY YIIMCAHOTI KPCTa C KYIIOJIOM
(Boropopuiia JKuBOHOCHM UCTOYHMK), U Y jeZHOOPOSHIM
IpkBama ¢ nonyobmryactuM csopioM (boroponpua bage-
po, Ceetn mpopok Vmmja u Ceern IlaHTenejMoHn), Tae cy
U3Be/N IIPOTrpaM KOji OfirOBapa OHMMA y KYIOTHNUM I[pK-
BaMa, ¢ purypom Xpucra [lanTOKpaTOpa Ha CBOZY.

3UIHO CIMKapCTBO Y 4YeTUPUM CTEeMHUYKe IpK-
Bé Y CKJIaJly je ca OIIUTOM AYXOBHOM K/IMMOM Y KOjoj je
Hacrajano cimkapctBo XVII Beka Ha Ilenononesy. Tokom
TOT pa3f06/ba pasByja/In Cy e MHOIM ¥ Pa3IMIUTI TOKO-
BJI ¥ OCTIVKAHO je Ha CTOTVHE XpaMOBa, LITO je CBeLO4N/IO
0 eKOHOMCKOM 0JTarocTamy 11 I0O0XKHOCTU Hapofia.
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