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Christina Pinatsi

SOME REMARKS ON THE SCULPTED DECORATION
AND THE TEMPLON OF THE KATHOLIKON
OF HAGIA MONI IN AREIA, NAUPLION

2tv Ayia Movi Apeiac Navrdiov Statnoovvtol did-
omapTe oQUoUTA AOYLTEXTOVIXDY YAVTTWDV, OQLOUE-
Vo Qo TO OTOL PEQOVY LOLAITEQX TTEQITEYVO QVAYAV-
@0 1 emmeSOYAVPO SLAXOOUO, YAQUXTNOLOTIXO TOU
120v ardva. Meta&v avtaov Staxpivovtal Boavouata
QTTO TOELS TECTIOXOVS XAl EVAY XOOUNTN TEUTAOV. Me
Baon 1o rapandve, uropel va mpotabel n avaxood-
OTO0N TS QEXLXNS HOOPAS TOV TEUTAOU TOU XAOOAL-
®0U. AVoTUY DS SV VTAQ)YOVY TANON OTOLYEIC, AALd TQ
owloueva amwodidovy uia e1xova Tov YAUTTIXOU OUVO-
Aov mov a@ALoTE ®0OUOVOE TO OmOVSAI0 QUTO UVHUELO.

A€Eerg nAherdra

Meoopvlavtivi mepiodog, 120¢ awbvag, yAvmtixy, téurio,
Mépuraxag, Xaovixas, ApyoAida, Ayia Movi otnv Apgeta,
Navmxiio.

The katholikon of Hagia Moni in Areia, Nauplion
is one of the most striking 12th-century monuments, a
large church of the complex cross-in-square type with
a narthex and exonarthex, its facades formed by me-
ticulous cloisonné masonry with bricks carved to form

* Architect M A, cpinatsi@yahoo.com

** The opportunity to study the sculpted fragments came about
on the occasion of the recent conservation project, designed with
Prof. Y. Kizis and Dr. K. Aslanidis. The works were carried out by
the 25th Ephorate of Byzantine Antiquities, under the direction
of Dr. D. Athanasoulis and the supervision of K. Boudouris, with
the participation of C. Karpanou and E. Malamateniou, and
subsequently by the Ephorate of Antiquities of Argolis directed by
Dr. A. Papademetriou. I thank all the aforementioned colleagues
and directors for our excellent collaboration and for permission to
study the sculptures. I also thank Dr. A. Konstantinidou, Dr. G.
Tsekes and Dr. A. Vassileiou for sharing with me their valuable
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Several fragments of architectural sculptures are pre-
served in the monastery of Hagia Moni in Areia, Nau-
plion. Some of them have particularly elaborate relief
or champlevé decoration, pertaining to the 12th cen-
tury. Among them are noted the fragments of three
small piers and a cornice, attributed to the marble al-
tarscreen of the church. Based on these, a reconstruc-
tion of the templon is attempted. Unfortunately the
evidence is not complete, but the surviving fragments
give a vivid image of the sculptural work that used to
decorate this significant monument.

Keywords

Middle-Byzantine period; 12th century; sculpture; tem-
plon; altarscreen; iconostasis; Merbaka; Chonika; Argolis;
Agia Moni in Areia, Nauplion.

thin straight lines, and adorned with elegantly arranged
ceramic decorations, carved with precision. The church
was erected, according to the marble inscription embed-
ded in its west facade, in 1149 by Leon, Bishop of Argos’.

insight on various aspects. Finally, I thank Freya Evenson for ed-
iting and correcting the text.

! The term “Agyelwv” fits the dodecasyllable of Leon, and perhaps
alludes to ancient texts studied by Constantinopolitan scholars.
The fact that only Argos and not Nauplion is mentioned is no
paradox, and not just due to poetic license. Nauplion was incor-
porated in the Bishopric of Argos. Whether Nauplion was ever
added to the title officially or unofficially in the Byzantine period,
and in what order, or whether it was added by later copiers of
Middle-Byzantine sources, is a question addressed by historians.
The title including both cities appears in the Hypomnema of Leon
(1144) and some Brachea Chronika (Short Chronicles) shortly
afterwards (1165, 1189), preserved in later manuscripts, but also
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Fig. 1. Nauplion, Areia. Hagia Moni. Katholikon, west facade, the donor inscription.

The inscription is metrical, and its scholarly language
and the good carving of letters and relief demonstrate
the special education of the founder? (Fig. 1). On the
upper left corner it has a relief cross flanked by pome-
granate trees, under a ciborium which rests on scrolls
carved in the champlevé technique. The motif is elegant
and similar in style, execution and repertoire to the rest

in the 1174 donor inscription of the Panagia at the castle of Ar-
gos, see Buavtivé Movoeio Apyolidas. Katdloyos Moviung
‘Ex6eomng, eds D. Athanasoulis — A. Vasileiou, Athens 2016, inv.
no. APT". 1928/A2, cat. no. and fig. 104 p. 103. The matter is how-
ever of no implication to the essence of the history of the monas-
tery; whatever the official title, Nauplion was definitely under the
ecclesiastical jurisdiction of the Bishop and later the Metropoli-
tan of Argos during the 12th century [V. Konti, “To Navmhio %o
0L OYE0ELS TOV UE TNV ELOROTY AQYoug xatd ) uéom Pulavtivi
7epi0d0”, Byzantina Symmeikta 15 (2002), 131-148].

2 A. Struck, “Vier byzantinische Kirchen der Argolis, Plataniti,
Chonika, Merbaka und Areia”, AM 34 (1909), 228-29. G. Cho-
ras, 'H “Ayia Mov)y” Apeiag év 1) éxxAnotaotixf] xal moltixf
totopig NavmAiov xal Agyovs, Athens 1975, 50-52. Ch. Bouras
— L. Boura, ‘H éAAadixn vaodouia xatd tov 120 aidva, Athens
2002, 84. I. Drpi¢, “The Patron’s ‘I Art, Selfhood, and the Later
Byzantine Dedicatory Epigram”, Speculum 89/4 (2014), 899-901.
A. Rhoby, Byzantinische Epigramme in Inschriftlicher Uberliefe-
rung, 3. Byzantinische Epigramme auf Stein nebst Addenda zu
den Bcinden 1 und 2 (Verdffentlichungen zur Byzanzforschung
35), Wien 2014, 310-312, cat. no GR93, fig. XXXVIIL
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of the sculpted architectural members preserved in situ
in the church, namely three imposts of window mullions
(Fig. 2). The remaining original marble decoration of
the church is not preserved in situ, as in its long histo-
ry the monument has gone through repairs and alter-
ations. During the 19th- and early 20th-century inter-
ventions, the interior decoration acquired a neoclassical
character. The iconostasis of this period was mason-
ry-built, with morphological features in gypsum plaster.

However, several fragments of architectural sculp-
tures are found in the monastery, dispersed or incorpo-
rated into later constructions. The sculptural fragments
are known in the bibliography, since photographs of
them were published in the monograph by G. Choras®.
Some are presented again and identified in the more re-
cent study by Ch. and L. Bouras*.

Among the fragments are some that undoubtedly be-
long to the katholikon marble door frames (Fig. 3), bear-
ing decoration of winding scrolls forming heart-shaped
palmettes, a typical 12th-century pattern. The style of
the carving and the scale of their decoration are similar

3 Choras, op.cit. (n. 2), pls 11-14, 16.

4 Bouras — Boura, op.cit. (n. 2), 81-82, figs 73, 74.

5 Choras, op.cit. (n. 2), pls. 13a-6. Bouras — Boura, op.cit. (n. 2),
fig. 74a.

AXAE A® (2018), 179-194



THE SCULPTED DECORATION OF THE KATHOLIKON OF HAGIA MONI IN AREIA

Fig. 2. Nauplion, Areia. Hagia Moni. Katholikon, the window mullion imposts.

to that of the sculptures preserved in situ, but also to
the slab incorporated into the north porch (see below
Fig. 7). By contrast, the reliefs on some other fragments
employ a completely different scale and their carving
is not reminiscent of the refined technique used in the
members securely attributed to the katholikon®, or are
preserved too fragmentarily’. Therefore, their identifi-
cation is problematic and they will not be examined.

Three fragments of templon posts with integrated oc-
tagonal colonnettes attract interest. They present bril-
liant craftsmanship and belong to the same sculptural
composition. From the point of view of the motifs, the
scale of the decoration and the quality of craftsmanship,
they match the church’s sculpture mentioned above, al-
though they have champlevé decoration, which may be
seemingly different® as the relief is necessarily lower

¢ Choras, op.cit. (n. 2), pls. 11B, 128, 12¢, 13¢.

7 This is the case for two fragments depicting foliage of a bird
(ibid., pl. 12a), which could indeed belong to a 12th-century altar-
screen panel, but they are too small to allow for a secure represen-
tation of the panel’s original form and dimensions.

8 The technique and perhaps quality difference of these members
may indicate the work of a different craftsman, but definitely not
a different date from the church’s architectural sculptures. The

AXAE A®" (2018), 179-194

Fig. 3. Nauplion, Areia. Hagia Moni. Katholikon, a fragment
of a door frame.
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Fig. 4. Nauplion, Areia. Hagia Moni. Katholikon, fragment Fig. 4a. Drawing of the fragment and reconstruction of a tem-
of a templon post (front and side view ). plon post.
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THE SCULPTED DECORATION OF THE KATHOLIKON OF HAGIA MONI IN AREIA

Fig. 5. Nauplion, Areia. Hagia Moni. Katholikon, fragment
of a templon post (front and back view ).

and the bands of the motifs are flat. However, the mix of
techniques, a characteristic of the 12th century is also
found on the inscription. Two of these templon posts®
have equal width, 14 cm. They both have champlevé
decoration on their upper part.

The first, which used to have an integral jamb and
is hence attributed to the bema door, is decorated with

more skilled craftsman in the same workshop or even a different
workshop could have been chosen for the altarscreen, but the style
and taste of all sculptures is that of an integral group, typical of
the mid-12th century.

°Ibid., pls 11y, €, 12B. The latter was referred to by Choras as part
of a panel, but this is justified, given that his study does not focus
on the sculpture.

AXAE A®" (2018), 179-194
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Fig. 5a. Drawing of the fragment and reconstruction of a tem-
plon post.
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Fig. 6 Nauplion, Areia. Hagia Moni. Katholikon, fragment of
a templon post (front and side view ).

a cross formed by an interlacing band (Figs 4, 4a). Dis-
cernible right below the cross is the edge of a palmette,
just above the lower broken end of the member.

The second post (Figs 5, 5a), which does not have a
doorjamb and is therefore attributed to a side support,
is decorated on its upper part with a cross, formed by a
guilloche, characterized by the correct geometric trac-
ing of the circles of which it is formed. Unfortunately,
only the base of the cross is preserved, knotted to the
external frame of the motif. On the left of the cross we
distinguish the letter N, from the usual abbreviation IC
XC N K. Underneath is a champlevé palmette, iden-
tical to the one which is barely discernible on the pre-
vious member. Below the palmette the templon post is
decorated with vertical frames. On the back side, the
octagonal section of the overlying colonnette is contin-
ued. There is no doubt that both fragments belong to the
altarscreen.

The third templon post'® (Figs 6, 6a) has the same

10 Bouras — Boura , op.cit. (n. 2), fig. 73.
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Fig. 6a. Drawing of the fragment and reconstruction of a tem-
plon post.

AXAE A® (2018), 179-194



THE SCULPTED DECORATION OF THE KATHOLIKON OF HAGIA MONI IN AREIA

arrangement of forms and motifs, with homologous
frames on its front face and a champlevé foliate cross
above them, and the same style of carving. The centers
of helices of the vegetal decoration are accentuated with
a drill, as are the centers of the semicircular ends of the
cross arms. The use of the drill has also been used to help
the tracing and to accentuate the geometry of the heli-
ces of scrolls and the centers of circles on the previous
templon posts, as well as the door frames, the cornice
and the panel that will be presented below. This charac-
teristic is a sign of the sophisticated yet discreet man-
nerisms which are distinctive of the 12th century, as are
the shallow lines forming an X at the intersection of the
cross arms (also present at the marble slab embedded in
the north porch, described below). The pier has a door
jamb on its side and an integral octagonal colonnette on
the upper part, but is narrower than the two previous
fragments (11 cm.). It can therefore be attributed to the
prothesis or the diakonikon. Two fragments of octago-
nal colonnettes can also be attributed to the altarscreen
supports.

Two fragments of relief slabs were incorporated into
the later chapel of Saint Charalampos!! and the north
porch of the katholikon!? respectively.

The first, a panel with integral cornice, differs in
style and scale from the rest of the sculptures attribut-
ed to the katholikon, and is rather narrow for its altar-
screen, so it belonged to another building (maybe the
chapel itself?). The second panel (Figs 7, 7a) was em-
bedded in the north porch of the katholikon during a
much later repair, at which time the northeast corner
of the porch was completely replaced, as can be ascer-
tained by the masonry of the east facade of the porch.
The upper part of its main facade was also rearranged,
as is made clear by the interruption of the impeccable
thin line of bricks outlining the arch: this line of bricks
has been interrupted and roughly patched using thicker
bricks under the marble slab in question and the trian-
gular stone on its left. This slab had been attributed by
Ch. and L. Bouras to the katholikon screen with a ques-
tion mark®, which will probably continue to remain

1 bid., 39-40.

12 Choras, op.cit. (n. 2), pl. 160.. Bouras — Boura, op.cit. (n. 2), fig.
74p.

13 Bouras — Boura, op.cit. (n. 2), 74.

AXAE A®" (2018), 179-194

unanswered. Its decoration comprises small rectangles
formed by tripartite bands, knotted to each other and
to an external frame. Each rectangle is decorated by re-
lief patterns; the surviving ones are vegetal scrolls and a
cross formed by an interlacing band (similar —although
here the band is tripartite— to the cross on the bema
post, and even with small palmettes filling the corners
on both pieces). The arrangement with knotted rectan-
gles is common in the 12th century, and the style of the
carving resembles the sculptures of the church (the fo-
liate cross of the inscription and the mullion imposts),
as well as the decoration of the marble frames of the
Katholikon doors; it therefore appears that it was in-
deed part of the original decoration of the monument.
The interlacing band cross on the bema post is similar,
albeit composed of a single band because of its small-
er size and champlevé technique, but it can be noted
that even the small palmettes filling the corners of the
rectangle on the panel, existed with a similar arrange-
ment at the cross of the bema post, unfortunately very
damaged at the corners. However, after the removal of
the panel from the wall during recent works, the slab
appears to be rather thick (13 c¢cm) in relation to the
templon posts, and it is carved on a different type of
marble. Templon panels of considerable thickness are
not rare'* and the ready availability of marble for re-use
could justify its divergence from the required thickness
and the different material, so its provenance from the
altarscreen cannot be excluded, but with reservation. Its
backside is roughly carved with the point. On the other
hand, the piece does not portray the usual themes and
arrangement found on pseudo-sarcophagi plaques, such
as the one which would have blocked the front side of
the arcosolium of the narthex.

Finally, during the restoration works, a fragment of
a particularly elaborate chamfered cornice was detect-
ed (Figs 8, 8a). It bears continuous relief decoration of
alternating winding scrolls that form palmettes, relat-
ed in style and carving technique to the rest of the ar-
chitectural sculptures of the church. Its bottom side is
not smooth, but rather seems to have been resting on
an underlying member. Its size, profile and decoration
also indicate that it could be a cornice placed above

4T thank M. Kappas for this observation.
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Fig. 7. Nauplion, Areia. Hagia Moni. Katholikon, the fragment of a slab incorporated into the north

porch.
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Fig. 7a. Drawing of the fragment of a slab.
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THE SCULPTED DECORATION OF THE KATHOLIKON OF HAGIA MONI IN AREIA

Fig. 8. Nauplion, Areia. Hagia Moni. Katholikon, fragment of a cornice.

0

Fig. 8a. Drawing of the fragment of a cornice.

the architrave of the altarscreen. It is also made of the
same marble with greyish veins as the templon posts. It
is possible, based on the size of the supports, that the
architrave and its cornice may have been rather heavy,
executed in two-level technique or some other mixed
technique, as is the case in other altarscreen of the 12th
century (Amfissa'’, Samarina'®). The cornice could also

5K. Aslanidis —C. Pinatsi, “To téumAo tov va.od Metapooedosmg
oV Auguooa”, DChAE 24 (2003), 163-170.
' Bouras — Boura, op.cit. (n. 2), 295.

AXAE A® (2018), 179-194

0,5M

have initially stood above the west door frame of the
church'’, but it is made of a different type of marble,
similar to that of the templon posts, and particularly
elaborate.

Based on all the above, a graphic representation of
the church’s altarscreen was attempted (Figs 9, 10),

7T thank Dr. G. Tsekes and the paper reviewers for this observa-
tion.
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Fig. 9. Nauplion, Areia. Hagia Moni. Katholikon, representation of the bema altarscreen.

unfortunately without evidence for the capitals and
architraves, or certainty about the panels’ decoration.
With the proposed position of the supports, the pan-
els at the bema would be 55-57 cm wide, and the doors
approximately 65-70 cm wide, whereas. Traces on the
stylobate or the side walls have been destroyed by later
interventions.

As is common in Middle Byzantine sculpture the
material is in secondary use. The use of recycled marble
is also attested by the inscription, whose corners were
obviously broken from the start: the upper right corner
of the frame around the text is curved and lowered, con-
trary to the other three, in order to fit within the shape
of the damaged marble. Similarly, the width of the frame
is reduced skilfully in order to avoid its interruption at
the lower left corner, making use of the design of the

188

relief ciborium!, The broken corners of the inscription
have been used as evidence of its provenance from an
older building, in order to uphold a chronology in dis-
cord to the one mentioned'. However, it is clear that
this hypothesis does not withstand scrutiny. It must
also be pointed out that there is no discrepancy?’ either

¥ The displacement of the line of the frame at this point may be
due to the slanted base of the ciborium, but it may also be using
this feature in order to adjust to the broken shape inconspicu-
ously.

19 G. Sanders, “William of Moerbeke’s Church at Merbaka. The
use of Ancient Spolia to Make Personal and Political Statements”,
Hesperia 84 (2015), 618.

20 A. Louvi-Kizi, “Modes de construction occidentaux dans le Pé-
loponneése aprés la conquéte franque”, S. Brodbeck — A. Nicolaidés

AXAE A©" (2018), 179-194
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Fig. 10. Nauplion, Areia. Hagia Moni. Katholikon, represen-
tation of the parabemata altarscreen.

between the date of the inscription (1149) and that of
the Hypomnema of Leon (1143). as the latter refers
to the foundation of the monastery (“poovtiotiiolov”)?

—P. Pagés — B. Pitarakis — . Rapti —-E. Yota (eds), Mélanges Cathe-
rine Jolivet-Lévy (TM 20/2), Paris 2016, 348.

2 The Hypomnema has reached us in a 16th-century copy [Konti,
op.cit. (n. 1)], so the inscription is actually more reliable, and the
style of letters and decoration confirm it. Moreover, the spelling
error at the month of the inscription does not mean that the in-
scription is not genuine; Leon would have given the poem to the
sculptor, relying on him or the abbot to add the date once con-
struction was complete [Bouras — Boura, op.cit. (n. 2), 85 note
3]. From the palaeographic point of view, there is no doubt as to
the carving of the inscription in 1149 [Rhoby, op.cit. (n. 2), 310].
22 H. Liddell - R. Scott, Ae&ixov tiic EAAnvixic FAdoong, Athens
2006 (1st edition: 1901).

AXAE A®" (2018), 179-194

and not the erection of the church. It is very logical that
six years would have passed before the katholikon was
completed?.

An additional probable cause for further suffering
of the marble during the erection of the church, instead
of the supposed replacement of the entire building after
a few decades, is proposed by A. Louvi*, who perspica-
ciously notices an alteration of design confined to the
west facade, during the construction of the church: un-
der the windows are visible the lower parts of structural
crosses, similar to those of the Chonika church, which
were not completed; instead,the windows were opened?.
It cannot be ruled out that the position of the inscrip-
tion was changed then and moved to the sole available
visible surface left on the west facade, given the position
of the windows and the provision for the construction
of a porch above the west door. It must also be noted
that the quoin which has an L shape to accommodate
the inscription, is neither roughly carved (definitely not
carved in situ on the wall) for a posterior placement of
the inscription, nor bizarre®, as this solution has been
given to many of the quoins of the church in order to
adjust them to the courses of the cloisonné masonry, to
dentil courses and the like, which are not at the same
straight line as the joints of the quoins.

Returning to the marble fragments presented here,
from the point of view of the repertoire and technique, the
sculptures described are typical of 12th-century Greece.
The ciborium motif of the inscription (Fig. 1) is common
on architraves and lintels. The intricate vegetal scrolls on
the mullion impost and the panel recall sculptures of the
Taxiarches of Messaria, Andros (1158)%, although the
latter are somewhat more advanced in their plasticity,
and also a motif at the door lintel of Hosios Meletios.

23 Rhoby, op.cit. (n. 2), 311.

24 Louvi-Kizi, op.cit. (n. 18), 352.

% Perhaps in order to add more light to the exonarthex, which was
separated by walls from the narthex, as has recently been revealed
and published by D. Athanasoulis [“Znueiwua yio v aQyoixy
Butavtviy apyrtextoviey”, Bulavtive Movoeio Apyoliidag, op.cit.
(n. 1), 91].

26 Sanders, op.cit. (n. 17).

27L. Boura, “Architectural Sculptures of the Twelfth and the Early
Thirteenth Centuries in Greece”, DChAE 9 (1977-1979), 65-67,
figs 2-5.

8 Ibid., 70, fig. 27.
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The interlacing band cross, found on the slab (Fig. 7)
as well as the post (Fig. 4), slightly different in its ex-
ecution (giving the impression more of basket-weave),
appears on an architrave from the collection of Hosi-
os Loukas, dated to the 12th century®. An interlacing
band cross in perforated technique is also the central
motif at the 12th-century proskynetaria of the Panagia
of Hosios Loukas®*’. One more interlacing cross is found
on the cabochon of the templon architrave of the neigh-
bouring church of Saint John Eleemon at Ligourio®. A
parallel is also found on a slab at Saint John the Fore-
runner at Argos®, somewhat more archaic. By contrast,
the crosses found in the Andromonastiro sculptures®
are carved in more vivid relief, have harder outlines,
and seem posterior.

The pomegranate tree on the mullion impost (Fig. 2¢)
is very similar to the one that appears on the donor’s in-
scription. The heart-shaped palmettes of the door frames
(Fig. 3) are similarly arranged to those on the templon
posts of the church of the Savior at Amfissa* and a tem-
plon post from Hosios Loukas®. The champlevé palmette
of the parabemata post (Fig. 6) is slightly reminiscent of
the ones on the architrave from Dryalos (1103/4)%, which
is much more archaic in style. Finally, the use of mixed
techniques, characteristic of the 12th century, is also
found on a panel with two peacocks from Nauplion?’, but
the execution is not similar to that at Hagia Moni.

The three posts are characterized by elegant de-
sign and skillful carving. Their Middle Byzantine date
is obvious because of their typology, size and carving
technique. The accuracy of the design and the geomet-
ric clarity of the vertical frames conveys a classicizing
mood and reproduces Early-Christian forms, a trend
characteristic of the 12th century. The same pattern with

¥ Ibid., 70, figs 29, 30. Bouras — Boura, op.cit. (n. 2), figs 245, o.
% Bouras — Boura, op.cit. (n. 2), fig. 244.

31 C. Bouras, “O Aywog Twdvvne Eleumv Aryovplot Agyoridos”,
DChAE 7(1973-1974), pl. 5.

32 Bouras — Boura, op.cit. (n. 2), fig. 62.

3S. Vojadjis, “O yhumtdg didroouog tov AvdQopovaotnoov
Meoonviag”, DChAE 30 (2009), 132-133, figs 2, 4.

3 Aslanidis — Pinatsi, op.cit. (n. 14), fig. 2.

3 Bouras — Boura, op.cit. (n. 2), fig. 245a.

% N. Drandakis, Bvlavtiva yAvrtd tig Mdvng, Athens 2002,
143-148.

% Bouras — Boura, op.cit. (n. 2), fig. 288.
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homologous frames appears on the templon posts of the
altarscreen of Hosios Loukas, where it has also been at-
tributed to an intentional turn towards ancient para-
digms™®, Similar examples, can be found in the sphere of
influence of the Capital: at Edirne (Adrianople) - in sec-
ondary use in the Beyazid II mosque, dated to the Dark
Ages (in which case we could consider this a survival
rather than revival)®; in the 9th or 10th-century Lower
City church at Amorion*’ at the bema door jambs of
the marble altarscreen of Vatopedi monastery*}; at the
Nea Moni on Chios*. In the Helladic area, we can men-
tion the church by the sea-wall of Monemvasia*’ and the
Asomatos at Kakovouno*, both very simplistic in their
profile and execution, compared to the equivalent work
at Hagia Moni. Here, we do not have just an isolated
element, following a trend of the time or the mere res-
onance of features introduced by Hosios Loukas. As in
Hosios Loukas, it is part of the entire concept of the
monument, which presents “classical” Byzantine style,
elegance, quality of construction and most probably
some Constantinopolitan influence®, albeit in a manner
typical of the so-called Helladic school. Indeed, in the
Hagia Moni katholikon, nothing attests to provincial
taste*. This becomes apparent in the architecture of the

3 C. Bouras, ‘H doxttextovixi) tiic Moviic 1ot Ociov Aovxa,
Athens 2015, 75.

3y, Otitken — R. Ousterhout, “Notes on the monuments of Turk-
ish Thrace”, Anatolian Studies 39 (1989), 125-128, pl. 27. I thank
Dr. G. Pallis for bringing this article to my attention.

40 E. Ivison, “Middle-Byzatine sculptors at work: evidence from
the lower city church at Amorium?”, La sculpture byzantine. Vlle-
Xlle siecles. Actes du colloque international organisé par la 2e
Ephorie des antiquités byzantines et I'Ecole francaise d’Athénes
(BCH Suppl. 49), eds C. Pennas - C. Vanderheyde, fig. 16.

4 T. Pazaras, “To pooudowvo téumho tov ®afolroy g Moviig
Batomediov”, DChAE 18 (1995), 16, fig. 2.

42 C. Bouras, Nea Moni on Chios; History and Architecture, Ath-
ens 1982, 124, figs 128, 130.

4 R. Etzeoglou, “Meocofuvlavivé téunho oty Kdtw wtéln g
Moveupaoiac”, La sculpture byzantine. VIle-XlIle siécles, op.cit.
n. 40, figs 1, 5, 7-9.

“ Drandakis, op.cit. (n. 36), 64-65, figs 99, 100, 106.

4 Not in the sense of a direct loan of means of construction or
crews of workers, but in the choices of a formal character and
urbane taste, practised within local experience and expediency.

46 The fact that the church matches the quality of Constantinopo-
litan parallels has been noticed by D. Athanasoulis (“Some Notes
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church: its complex cross-in-square type; the conchs in
the side walls of the bema, a feature found in the Katho-
likon of Hosios Loukas, the monuments imitating its
plan and a few other monuments*’ in the Helladic area*,
whereas it is common in Constantinople; the high quali-
ty imported ceramic bowls*. These elements must be at-
tributed to choices made by the founder, who is known
to havebelonged to the aristocratic Constantinopolitan
Antzas family, and to have been educated in the intel-
lectual environment of the Capital, a fact reflected in
his texts and the inscription itself. It seems that he kept
contact with the Capital even later, as he participated
in the local Council of Constantinople in 1157

A “classicism” of Middle-Byzantine taste has been
observed in pictorial arts, in the sense of a turn to an-
cient models for inspiration®. The same can be said for
opus sectile floors, which were re-flourishing in Mid-
dle Byzantine times throughout the Empire, including
Southern Greece, where they had been forgotten during

on the Impact of Constantinople on the Byzantine Architecture
of the Aegean and the Peloponnese”, Proceedings of the Sympo-
sium on City Ports from the Aegean to the Black Sea. Medieval —
Modern Networks (22nd-29th August 2015), eds Fl. Karagianni
—U. Kocabas, Istanbul 2015, 175).

47 Four of which in the Argolis (Hagia Moni, Chonika, Merbaka,
Argos cemetery), definitely not by coincidence, but due, for the
churches at Chonika and Areia, to their almost contemporane-
ous erection by the same founder, whereas for the 13th- century
church at Merbaka to the imitation of the plan and design of its
earlier prototypes (see below n. 53). The church at Argos cemetery
has also been dated by Bouras to the 12th century [Bouras — Bou-
ra, op.cit. (n. 2), 78-79], whereas Athanasoulis discerns a possibly
earlier date [Athanasoulis, op.cit. (n. 22), 89].

4 Bouras — Boura, op.cit. (n. 2), 358-359.

# T thank Dr. A. Konstantinidi for information on the bowls.
Also see: A. H. S. Megaw, “Glazed bowls in Byzantine Churches”,
DChAE 4(1964-1965), 146 note 4. G. Berti — L. Tongiorgi, “Cera-
miche decorate (XI-XIV secolo) di importazione di vari centri del
mediterraneo e di produzione locale sulla base della documenta-
zione in Toscana”, La céramique médiévale en Méditerranée occi-
dentale (Xe-X Ve siécles), Paris 1980, 84, 86, figs 3, 4.

3 Choras, op.cit. (n. 2), 52-70, 239-252. For the Antzas family
see also: J. Nesbitt — W. Seibt, “The Anzas Family. Members of
the Byzantine Civil Establishment in the Eleventh, Twelfth, and
Thirteenth Centuries”, DOP 67 (2013), 189-207.

3L K. Weitzmann, “The Classical in Byzantine Art as a mode of in-
dividual expression”, Bulavtivi t€xvn - Evowmaixi t€xvn | Byz-
antine Art - An European Art. Lectures, Athens 1966, 151-177.
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the so-called Dark Ages. A similar trend in sculpture,
which can be seen at Hagia Moni, has also been re-
marked in the re-appearance of perforated sculptures
in the 12th century® or the two-level technique with
protruding elements, such as acanthus leaves, where the
artist exhibits his dexterity and alludes to Early Chris-
tian forms.

A comparison to the more than a century later neigh-
boring church at Merbaka, also a work of the highest
intentions reflecting the personality of its own classi-
cist founder??, is particularly revealing of the regression
of marble sculpture in the Peloponnese during the 13th
century, which has been observed by D. Athanasoulis™.
Although the church built by the Latin Bishop de Moer-
beke™ is a conscious copy of the churches of Leon, the
“facsimile” of a Byzantine church that Sanders suggests
was intended for ideological and semantic purposes?,
the divergence of elements that inevitably express on ev-
ery building its own time is evident®®, such as the gener-
al style, eclectic and decorative at Merbaka, as opposed
to the classical and austere style of Hagia Moni, the in-
terpretation of particular decorative features®, and the

52 C. Bouras, “Aidtonta po.oudouvae necopulavtivd yAumtd oty
‘EMGSa”, La sculpture byzantine. VIle-XIle siécles, op.cit. (n.
40), 473-475.

53 Sanders, op.cit. (n. 17).

% Athanasoulis, op.cit. (n. 22), 99.

55 Struck, op.cit. (n. 2), 234-236. Sanders, op.cit. (n. 17).

% In particular, the church of Merbaka follows the plan of the
Dormition at Chonika, which is identical to the katholikon of Ha-
gia Moni in terms of style and quality of construction, therefore
it could very well be the katholikon of the second monastery built
by Leon almost simultaneously, according to the sources. [Cho-
ras, op.cit. (n. 2), 55-56]. For the obliviated Byzantine toponym
mentioned in the sources see: V. Konti, “Apyolxd Enueiduota”,
Symmeikta 9 (1994), 259-261.

57 The insightful observation by Sanders [op.cit. (n. 17)] is forti-
fied by the fact that the church of the Latin Bishop is not simply
following the Byzantine tradition or just any church, but of a
specific one, much appreciated in the area.

% A. H. S. Megaw, “The chronology of some Middle-Byzatine
churches”, BSA 32 (1931-1932), 129. G. Nikolakopoulos, Evtot-
xrouéva xeoauerxd. 111 Ta xepaueixa tis Havayias 1ot Mép-
uraxa tiic Navriiag, Athens 1979, 37. Bouras — Boura, op.cit.
(n. 2), 333.

% As is often the case in a copy, the artist tends to overemphasize
specific elements of his model; at the same time he fails to achieve
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methods of construction. Sculptural decoration can be
added to these differences. The few parts that have been
preserved from the altarscreen of the Merbaka church®
are of a totally different character: a. one marble capi-
tal with extremely unsophisticated vegetal decoration,
similarly to the window mullion imposts; b. porous
stone icon frames with capitals of Gothic morphology,
perhaps similar to those of the dome which are adorned
with crockets; c. ribs forming the window frames with
decoration of schematized oak leaves, typical of 13th-
century Gothic morphology and entirely different from
the chamfered cornices surrounding the arches of the

the refinement of the prototype in the imitated features, whereas
he successfully adds and perfectly executes forms from the Frank-
ish repertoire.

0 Studied by S. Mamaloukos, whom I thank for the information
and material. I expect that some of these elements may have been
presented by Mary Lee Coulson in her doctoral thesis about the
monument, but unfortunately I have not been able to find a copy
of it in most libraries.
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windows at Hagia Moni; d. the sole door that does not
have a ribbed frame of Gothic style, inherent to the
masonry, makes use of a fluted column, instead of a pro-
perly shaped marble frame, as those of Areia.

In conclusion, the existing fragments of the Hagia
Moni altarscreen demonstrate that this was an outstand-
ing composition, on a par with the first-class architec-
ture of the church it adorned. The study of the altarscreen
sculpture confirms the inference already expressed by
Ch. Bouras that “we stand in front of one of those rare
cases of Byzantine church building, where we can ob-
serve in a direct way how the personality of the founder
influenced the quality of the architectural work”®!. And
of course this coincided with a time of excellence and
maturity of the art and craftsmanship in Greece.

%! Bouras — Boura , op.cit. (n. 2), 84.

Illustration credits
Photos and drawings by Christina Pinatsi.
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Xootiva IIvvaton

I[TAPATHPH2ZEIZ 2TON I'AYIITO AIAKO2MO KAI TO TEMITIAO
TOY KAGOAIKOY THZ ATTAZ MONHX APEIAZ NAYIIAIOY

To noBohnd g Aytac Movig otnv Apela, xovVid
oto Navmhio, eivol ®TIOUEVO, CUU@MVL UE UOQUAQL-
VI ®TNTOQMY ETLYQA@Y 0T dVTLXY TOU GY1, TO £T0C
1149 and tov enioromo Agyovg Aéovta. H éuueton ne
AOYL0 Vpog emLypa] vrodelxviel ™V Wioitepm nop-
gwon tov #titoea (Ew. 1). Ztv dvw aplotepn yo-
vior g PEQEL AVAYAUPO OTAVQO, TEQLOTOLYLOUEVO ATt
0001€g, uéoa oe niPdoLo hagesvuévo ue xoupdtmro. H
au@LofiTnom g aeyxis ToToBETNONGS TG ETLYQUPTIS
ot 0éon avty and tov G. Sanders dev emiPePardve-
ToL, ®a00g to Ao g TEooupudletal oty Avm
de€Ld ywvia oto oyfiua Tov Bpavouévoy poeud.eov o
devtepn yonom, yeyovog mov emiPepatdverl T AdEevon
e emypa@ic oto Mdn Bpavouévo udouapo. Exiong,
N dLa@opd twv €EL mEQmoV YEOVWY Ot TNV MUEQO-
unvio Tov Ymouviuatog ue avtiv Tg emLyQogpng Oev
amotelel 0oVVETELD, RABDS TO Yrouvnua ovopeéetal
otV (dpvom g Moviig («@pEovTLOTHELOV»), ROt glval
Aoywd n oAOXRMQMON TS OVEYEQONS TOV RaABOALROU
va €retal xotd xamoia 1. To avdylvgo g emiya-
@Ng elval TOEOU0LO O TEYXVOTQOTIO ®al Benotoloyia
UE TO EMOAUOATA TWV OUPLRLOVIOROV TOV TAQoOVowYV.
Ta vtélourwo OTovKeElo TOV 0EYLXOU HLOEUAEQLYOU OLa-
®xdopov tov vaoy (téumho, Bupoduata, ddmedo) dev
dtatneovvtal otn B€on tove. Qotdéoo, owlovral Oid-
OmOQTA M EVTOLXLOUEVO DQCUOUOTO OCLOYLTEXRTOVIRMYV
yAMTTTOV, 0md Ttodd yvowotd ot BiAloyoapia, oot
QwToyQaQieg Tovg €xouvv dnuooievbel and tov w. I.
X 01N HovoyQopic. ToU Yol TO WOVOOTHOL ZTNV
7o wpdopat) uerlétn twv X. xar A. Mmovpa ywo tov
120 awdva, exiong magovoldlovtal xotL avayvmeito-
vl 0000TEQ0 neQLrd atd to YAuTTTd.

Me v gvrapio g LEAETNG OTORATACTAONS TOV
uvnuetov 866nxre M duvaTdTNTA AVOAVTIRNAS ALITOTVTM-
oNg %KoL €% VEOU TaQATHENONS TV YATTdv. To €oyo
ATORATACTAONS TOV TEAYULOTOTOWON®E ATTG TV 0L-
uodia Egopeia. AQyalotitwy, CUVELCEPEQE VEES TTAN-
pogopiec. Evyapiotd Shovg touvg ouvadéhpoug %ol
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TOVC TTEOTOTAUEVOUC TWV CLEUOJIMY VITNEECLDV YL, TNV
ALoTN oVvEQYQOTaL.

Meta &l twv didonaToyv 0pavoudTny Tov UAELooo-
VIOV 0TO 0QYOVTAQ(%L TS MOV1g, AoRETA TEOEQYOVTOL
amd o papudova Thoiow twv Bvp®v Tov xaboAixo,
ue ddroouo and eAooouevous PAaOTOUE TOV OYNUCL-
tiCovv rapdidoynua aviduia (Ewx. 3).

Evdiagépov tapovoitdlovy toia Bpavouata mtecot-
OXWV TEWTAOU UE OUUPUEIS ®LOVIOROUG, TOV YOLQAXTY-
otlovtar amd eEawpetiny emeepyaoia, avirovv oto
(010 YAt TI®G 0UVOLO %ot ot TAEVEAS VPOUS KAl ETTE-
Eepyaoiog ovvadouy pe ™) YAUTTIXY TOV VOO, TaeoTL
@épovv emmedSylvgo didxroouo.

O dv0 and Tovg tecoiorovg £xovy mhdtog 14 ex. O
TE®Tog €pepe Bpavouévo onuepa otabud Pnuodugou
®noL aodidetal oty Qoaia ITUAn, evd o devtepog o€
axpaio othoryna. Aev vtdoyer auglolic 6Tl avirovy
070 (810 Téumho (Ew. 4, 5). O tpltog meooionog mapov-
o1GZeL (DL OLATUEN LoEPdV #aL BepdTwy (Ue RATARS-
QUPES YAVPES Rl ETMLITEOOYAVPO OTAVQEO TAVM 0TS QLv-
16c) %aL TEYVOTEOTIO. DEQEL CUUPUY OXTAYWVIAS KLO-
Vio®o 070 v néEog 1oL otabud Pnuodvpov oto TAdL,
w0otd00 eivor 0TeEVETEQOC (S Tovg TEoNyoUuevoug (11
en.). Amodidetar otV mikn evéc TV mapafnudTtwy
(Ewt. 6). A¥o Bp030u0To ORTOYOVIXDY RLOVIOROV ETTL-
ong amwodidovtal 0Te. oTNEIYUOTA TOV TEWTAOV.

Ovtpelgmeooionot yapaxteiCovral amd xoupdTTa
010 0%EdL0 %o emdeEdTnTo. 0T AMdEevom. ITapdt and
™V Tuoloyia xat T AMAEEVOT| TOVE Elval GOSN LECO-
Bulavtivi) xoovohdynon Twv uehdv, N axpifela g ya-
QOENG ®OL N YEWUETO XY OTTAGTNTA TWY YAVQDV OLTTOTTVE-
OVV L0 «XAOLOXLOTIXY» OLADECT ROl TNV OVATALQAYWYT
TOAQLOYQLOTIAVIXDY UOQQYMDV, TAOYN YOQUXTNOLOTIXY
tov 120v awdva. H iduo nopen ue tis yYhueés eupavice-
TOL OTOVE TECOLOROVS TOV TEWTAOV TOV ®RABOAXOU TOU
Ocitov Aouvrd, dmov eriong €xel amodobel o nOeANUE-
V1) 0TEOPY TTEOC aEyoLdTeQX TEoTLTa. ITapadeiyuata
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ATAVTOUV 0T 0RO ETLEEONS THE TOMTEVOVONS, OTOUS
otaBuovc Twv Pnuobvomv Tov HoEUdELVoU TEUTAOU
oV ®0BoAoU TS wovic Batomediov xabidg raL oty
Néa Movi Xiov. Z1ov eALadLrd 0o UroQovV va avaL-
@epBovv gvdpbua mapadeiynata, TOAD ATAoTrOTEQNS
exteléoewe Ztv Avio Movij, wotdoo, dev mpdrertal
amAdg Yoo €va HeWoOVmUEVO OToLyelo Tov dloxrdouou
TOV O®OMOVOEL uiar TAOoM THES ETOYNS 1] T TEATUTTA TOV
ewofyaye o Oowog Aovrds Ommg ®at otov tdlo tov
Voo Aovrd, evtdooetal 0Tto OUVVOLAO TOV OYedLOLOUOV
TOV Wynueiov, mov ToEOVOLdleL ®Aaod Vgog, xrou-
POTNTO, AVOTNEOTNTA, TOLOTNTO OTNV RATOOKREVY %O
TOAVOTATA GUEDES EMLOQOES ATTS TNV TEWTEVOVOU, KOL-
B¢ 0to ®aBoArS ™ Ayiog Movig timote dev poTv-
el emayloxrd youoto. Avtd xafiotatal engavég ral
OTNV OQYLTEXTOVIXT TOVU VOOV, ROl RVQIMS OTOV TUTO,
ot doudepwon apabdv ®RoyYY®OV OTOVS TAEVOLROUC
To{yovg TOV 1EEOV PUaTOE, ®ATL TOV EUPAVIlETaL Rl
otov Oowo Aovxd, ota uvnueio Tov ToV avTLyQaQouV
%o og evapdua alha wvnueior Tov eMOdWOT WOV,
eva) ovvnBiletar oty Kwvotavtivoumoln, oto avd-
TEQNS TOLOTNTAS ELONYUEVAL TTLVAXLYL %.0.%. Ta otoyeio
aVTd Oev wroEovv moed va arodobovv ot eTAOYES TOU
®TNTOQOC, O OmOl0g Yvweitovue OTL TEOEPYSTAY ANd
™V 0ELOTOXQATIRY OoroyEvelr Avtld g Kmvotavti-
VOUTTOAEWS, OTO TVEVUOLTIXRO TTEQPAALOV TNS omoiag elye
AGfeL T LGEE®OT| TOV, YEYOVOS TTOV OLVTLXATOTTOICETALL
0T0. CWLOUEVO KEUEVA TOV ROL OTNV ETLYQAEPTY), OTWS
eldaue TEONYOVUEVMC. ZYECELS UE TNV TTEWTEVOVOW, GA-
Awote, @oivetal 0T dLTHEOVOoE ROl UETETELTA, OOV
ovuueteiye oty evonury Zvvodo tov 1157.

To Bpavona Bwpariov mov eviolyiodnxe xatd ™
OLGO®ELD. UETAYEVEOTEQNS ENLOREVNS OTO OQELO TEO-
VAo, €xel atodobel ne emipUAatn oto aywd Téumho
tov vaoy (Ew. 7). O didroonoc Bupiler ta embquata
QUPLXLOVIO®MV %ol To Bupduata, ®ot POiVETUL TWS
avixrel oto tdlo ovvoro. Qotdéoo, mEémel va tnenBovv
EMUPUAGEELE YIaL TNV TAUTLON TOV.
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Télog, naTd TIC ATOENAWOELS, EVTOTIOTNRE EVOL ETTL-
unxec Bpavoua AoESTUNTOU ROOWHTY Ue ovveyn Oud-
%oouo Ouwhoy eAlooduevou PAooTOU OV oynuatiCel
avOEuLa, TeEYVOTQOMIRA OUYYEVES Ue T Aol YAUTTA
tov vaoU (Ew. 8). ITilBavitata mpodpyetal amd ROouUn-
™ TAV® 06 TO EMLOTVALO TOV TEUTAOV.

Me Bdon ta mtopamdvm, £yLve TEooTdBEL0 ovoTa -
Q4O0TAONS TOVU TEUWTAOU TOU VOOU, OUOTUYMS YWEIg
OTOLYE(D YLOL TOL HLOVORQOVA ROl TO ETLOTUALO, OUTE [e-
BardtnTa yia tov Sudroouo twv Bweaxiowv (Ew. 9, 10).
Q0t600, TO VIdEyovIa Bpavouato UaETVEOUV OTL
EMOONELTO Yo Ve TOAM aEdhoyo oUvoro, avtdElo Tng
QOYLTEXTOVIXNS TOV Omovdaiov vaov. TN oUyxQLom
UE TOV ROTA EVAV OLLDVO UETAYEVEOTEQO YELTOVIXS VOO
otov Mépumaxa, extong £0yo ue VPNASTaTeES TEOBEDELS
OV OVTOVOXAG TNV TEOOMITLXATNTO TOV OOV TOV
XTNTOQA %Ol OUVELONTA emavalapupfdavel To oxEOL0 TOV
«dtdvpov» voou g Aytag Movig otov Xdvira, OTig
OLOL(POQOTOINOELS, OV VopoTteheand exgodlovv ot
®xd0e uvnueio TV €TOYH TOV RAL TOV £YOVV ETOVELANUL-
WEVOC emionuaviel wg mEOg EMUEQOVS OTOLYEIDL TNG
XOTOOXEVNS KOl TOV SLAXGOUOV AL TO €V YEVEL VYOG,
uropet wAéov va mpooteel val 1) YAvmTing, ue fdon ta
AMya otouyeia wov €xovv dtatnendet amd to TEUTAO RO
O TAOELVO TEOOoRVYNTAQLo Tov Mépumara. H nehétn
TV YAUTTAV TV TéumAov e Ayiog Movic emiBefat-
WVEL TO OVUTEQOUC. TTOV £xEL O EXPEAOTEL ATTd TOV
Xapdiouro Mmovoa, 6tu dnhadn «elpuoote urpootd
antd TG omdvieg exelveg mepuToelg ™S PulovTivig
va.odoutag 6mov nwroQovue we Te6mTo AUECO VO, QOVUE
DS N TEOOMTIXATNTO TOV RTHTOQO EXLNOENCE TNV TOL-
OtTTa ToV aYLTERTOVIXOU €oyou». Kat Béfata ovvé-
TECE UE UL ETOYN OXUNG ROL WQWUOTNTAS TNG TEYVNG
%O EEQLOETIRNC IXAVOTNTAC TWV CUVEQYEIMV KL GTOV
eAMaOES YWEO.

Aoyitéxtwv, MA

cpinatsi@yahoo.com
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