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Anna Zakharova

SOME OBSERVATIONS ON THE CHURCH OF THE DORMITION
IN LABOVO (ALBANIA) AND ITS MURALS

H ovyxpitinn texvotoomixt] availvon Tns ToLyoyoaQios
™ms AEnong, mov amoxalvpinxe mooopato otnv Koiun-
on e Havayiog oto Adumofo, xatédsi&e ot n Tapd-
otaon eival TANOLETTEQN O€ £E0Y0 TOV SEUTEQOU TETAQTOU
xat Twv uéowv tov 11ov aidva, 0mrws oL ToLoYoapies
oV vapOnxra g Ayias Zopias xou s Iavayiog Xol-
x€wv oty Oeooalovixn, to Ynpidwto tov Evayyeiiouov
ot uoviy Batomediov xou 1810TEQN OL TOLYOYOAPIES
oy Ayio Sogia oty Ayoida xalr otov Ayio Agovtio
ot Vodoca. H yoovoloynon avty xabiotd Svvart) tmv
emifefainwon e otxodounons Tov uvnueiov otov 100 7
mOavoToTo, 0T0 TOMTO ULoo Tov 110V audva, Tov eixe
TEOTAOEL TOONYOUUEVIIS ATTO OQLOUEVOUS UEAETNTES.

A€Eerg nAherdra

11o¢ aidvag, Bulavtivés Tolyoyoagies, Aénon, AQxLemioro-
) Ayxoidag, vaos s Koiunons s Ocotoxov, Adumofo,
"Hreipog, AAPavia.

The church of the Dormition of the Virgin in Labo-
vo (in Albanian, Labové) is one of the most interest-
ing monuments of Byzantine architecture in Albania.
It is situated on the outskirts of the municipality of
Gjirokastér in Southern Albania, former Argyrokastro,
Northern Epirus.

Nothing is known for certain about the time of the
church’s construction and that question remains open

* Associate Professor, Lomonosov Moscow State University, zakha
rova@inbox.ru

** The research was prepared with the financial support of Russian
Science Foundation, grant no. 20-18-00294 at the Research Institute
for Theory and History of Architecture and Town Planning, branch
of the Central Research and Project Institute of the Construction
Ministry of Russia (Moscow). I would like to express my warmest
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To the memory of my teacher Olga Popova (1938-2020)

The comparative stylistic analysis of the depiction of
a Deesis recently uncovered in the church of the Dor-
mition in Labovo, shows that this depiction is closest
to works of the second quarter and middle of the 11th
century, such as the frescoes in the narthex of Saint
Sophia and in Panagia Chalkeon in Thessaloniki,
the mosaic of the Annunciation in the Monastery
of Vatopedi and, especially, the murals in the Saint
Sophia cathedral in Ohrid and the church of Saint
Leontius in Vodoca. Thus it is possible to confirm the
dating of the church construction to the 10th or the
first half of the 11th century previously proposed by
other scholars.

Keywords

11th century; Byzantine wall paintings; murals; Deesis,
Ohrid archbishopric; church of the Dormition of the Virgin;
Labovo; Epirus; Albania.

(Fig. 1). One of the first scholars to study and describe
the Dormition church in Labovo was Friderikos Versa-
kis, who dated it to the second half of the 12th century’.
Subsequently, some researchers assigned it to the 12th or
13th century and associated the building with the archi-
tecture of the Despotate of Epirus® The chief proponent

gratitude to my colleagues and friends with whom we visited and
discussed the church of the Dormition in Labovo: Georgios Fou-
steris, loannis Chouliaras, Stavros Mamaloukos, loannis Sisiou,
Kostas Vafeiadis, Elena Kostic, Svetlana Maltseva and others.

UF. Versakis, “BuCavtiaxol vaol tig fopeiov "Hrelpov”, AEphem,
1916, 108-117.
2 G. Soteriou, Xototiavixi) xai fuiavrvi) aoxatodoyia, 1, Ath-
ens 1942, 381.
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Fig. 1. Labovo, church of the Dormition of the Virgin. View from the east.

of this view is the Albanian scholar Alexander Meksi,
who made new surveys and architectural drawings and
determined the main stages in the constructional his-
tory of the building on the basis of several sondages and
field observations. While pointing out the similarity that
the ground plan and decoration of the Labovo church
display to edifices of different times, he nonetheless was
inclined to date it to the second half of the 13th cen-
tury>. Meksi’s opinion was concurred with by Demetrios
Pallas*, Georgios Velenis®, Kerstin Englert®, Evangelia

3 A. Meksi, “Dy kisha bizantine né rreth t& Gjirokastrés (Deux églises
byzantines du district de Gjirokastra)”, Monumentet 9 (1975), 77-
105. Id., Arkitektura mesjetare ne Shgiperi, Tirana 1983, 179-184.
Id.,, “L’architecture des églises a planimétrie en forme de croix a
coupole en Albanie”, Apuos. Twuntxog touos otov xafnynti N. K.
Movtoomovio yid ta 25 yoovia TVEVUATIXTS TOU TOOTPOQAS OTO
Iavemotiuio, 2, Thessaloniki 1991, 1162-1165. Id., Arkitektura e
kishave té Shqipérisé (Shekujit VII-XV), Tirana 2004, 230-235.

* RbK, 2, entry “Epirus”, 310-315 (D. Pallas).

> G. M. Velenis, Egunveia tov e5wtegixoy Siaxdouov otn fu-
Cavuvn apyitextovixt, PhD dissertation, Aristotle University of
Thessaloniki, Thessaloniki 1984, 181.

¢ K. Englert, Der Bautypus der Umgangskirche unter besonderer
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Hadjitryphonos’ and certain other scholars, who did not,
however, make a special study of the church.

Other researchers dated the church in Labovo to the
10th century or first half of the 11th. A. H. S. Megaw
was one of the first to observe that such elements of cera-
moplastic decoration as are seen in the upper part of the
church are found specifically within edifices from the
time of the Macedonian dynasty and that the shapes of
its dome and apses are also typical for the 10th-century
style (Figs 1, 2)%. Nikolaos Moutsopoulos even narrowed
the dating down to the second quarter of the 10th cen-
tury”. In his book on the architecture of Western Greece

Beriicksichtigung de Panagia Olympidtissa in Elasson, Frankfurt
1991, 84-86.

@ E. K. Hadjitryphonos, To weoiotwo otnv votegofuiavtivij ex-
xAnotaotixn apyitextovixi. yediaouds — Asirovoyia (Europe-
an Centre of Byzantine and Post-Byzantine Monuments — Studies
1), Thessaloniki 2004, 160-163, 189, 312-314.

8 A.H.S.Megaw, “Byzantine Reticulate Revetments”, Xagtotijotov
eig Avaotdoiov K. OgpAdvdov, 3, Athens 1966, 18.

° N. K. Moutsopoulos, “Avaoxagi) tig faothxic tod Aylov Ayuh-
Lelov”, EEITSAIIO. Tujua Aoyitextovov 5 (1971-1972), 299-
301, 333-334.
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SOME OBSERVATIONS ON THE CHURCH OF THE DORMITION IN LABOVO (ALBANIA)

Fig. 2. Labovo, church of the Dormition of the Virgin. The ceramoplastic decoration.

in the 7th-10th centuries, Panayotis Vocotopoulos analy-
ses the Labovo church in greater detail and associates
it with buildings of the pre-Helladic and early Helladic
school basing on the affinity of style, technique and dec-
oration!®. He dates the Labovo church to the second half
of the 10th century and connects its distinctive features
with edifices in Macedonia: the masonry technique and
decorative motifs have analogies among buildings from

0P, L. Vocotopoulos, ‘H éxxAnoiaotixi) Goxitextovixd) €ic Ty Av-
nuxnv Srepeav EALGSa xat v "Hrelpov. Ao 100 A0V T0D 70V
uéxot to0 TEAovs ToT 100V aidvog, Thessaloniki 1975 (repr. 1992),
86-92, 193-196, pls 53-56 (with complete earlier bibliography). See
also a review by A. Meksi in: Monumentet 1 (1982), 174-177, who
insists on a later dating in the second half of the 13th century.

AXAEMA’(2020), 157-172

the second half of the 9th to 11th centuries in Kastoria,
such as the churches of the Taxiarches, of Saint Stephen
and Saints Anargyroi'l,

Guntram Koch insists on an early date for the Labovo
church'? He analysed the typological characteristics, the

! Vocotopoulos, ‘H exxAnoiaotixi) Goyirextovixd, op.cit. (n. 10),
194-196, 201.

12.G. Koch, Albanien. Kulturdenkmdler eines unbekannten Landes
aus 2200 Jahren. Katalog einer Photoausstellung des Seminars fiir
Christliche Archdologie und Byzantinische Kunstgeschichte der
Philipps — Universitidt Marburg, Marburg 1985, 38-41. 1d., “Disa
mendime pér kishén e Labovés sé Krygit (Einige Uberlegungen zur
Kirche in Labova e Kriqit”, Monumentet 1 (1987), 27-62. 1d., “The
church of Saint Mary in Labova/Albania”, Ath. Semoglou — L. P.
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proportions, techniques and decoration of the edifice
and concluded that by all those parameters it accords
more with a 10th-century context than a 13th-century
one. For example, the tall cylindrical drum, as well as
the shape of the round protruding apses (that were, how-
ever, reconstructed in the late 1700s) are close to works
of the 9th and 10th centuries, such as the churches of
Saint Basil tes Gefyras (of the Bridge) in Arta, the Pana-
gia Panaxiotissa of Gavrolimni or the Panagia Koumpe-
lidiki in Kastoria. Koch examines in more detail the
abundant decoration that is well preserved in the drum
and the upper parts of the Labovo church with triangu-
lar and diamond-shaped ceramic tiles, rows of vertical
stripes and squares with crosses scratched on them (Fig.
2). The closest analogies can be found among the edi-
fices in Kastoria from the late 9th and 10th centuries:
the church of the Taxiarches, Saint Stephen’s, and the
Panagia Koumpelidiki, as well as the basilica of Saint
Achillius on Prespa island (986-990)"3.

Similar work was carried out recently by Panagio-
tis Damoulos whose paper gives the most detailed de-
scription of the Labovo church and comparisons with
Greek edifices of the 9th to 11th centuries'®. He follows
Megaw in pointing to one more church with very similar
ceramic decoration, the Cattolica di Stilo in Calabria,
across the Ionian Sea from Epirus. That church dates
from the turn of the 11th century and is a five-domed
four-columned building very similar to Greek examples
of the period®. All five tall cylindrical drums there are
decorated with the same sort of ceramic diamonds as
at Labovo. The central one has double windows of very
similar shape and proportions with a little marble col-
umn in the middle.

Typologically the church of the Dormition in Labo-
vo has parallels mainly among the buildings of Con-
stantinople and Macedonia from both middle and late

Arvanitidou — Em. G. Gounari (eds), LEPETYMNOS. Studies in
Archaeology and Art in Memory of Georgios Gounaris. Late Ro-
man, Byzantine, Postbyzantine Period, Thessaloniki 2018, 61-75.
13 Koch, “The church of Saint Mary”, op.cit. (n. 12), 67-68.

14 P, Damoulos, “O vadg me Kowoswg g Ggotérov ftov
Twiov Zravpov oto Ave Adumofo g Bopelov Hrelpov”, Aw-
Savn. Totopia xar Agxatoroyia 45-46 (2019), 119-148.

5 F. Zago, “La Cattolica di Stilo e i suoi affreschi”, Zograf 33
(2009), 43-61 (with bibliography).
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Byzantine periods, therefore the typology itself cannot
serve for determining the date of the building'®. Re-
searchers justly compare this edifice with a whole series
of churches with an ambulatory patterned on Hagia So-
phia in Thessaloniki and constructed probably in the
9th and 10th centuries in various parts of Macedonia:
the Koundouriotissa in Pieria, a ruined church in Pyd-
na, Hagia Sophia in Drama'’. A close parallel is also
the church of Mother of God in Drenovo (North Mac-
edonia). Slightly larger in scale, it has similar compo-
sition, differing in details. The church was most prob-
ably constructed in the 11th century and later rebuilt!®,
Comparable Constantinopolitan churches include such
large, prestigious edifices as the church of Saint George
of Mangana (1040s), the katholikon of the Pammakaris-
tos Monastery (12th c.), Giil Camii (12th c.), the south
church of the Lips Monastery (ca 1282), and the church
of Saint Andrew in Krisei (late 13 ¢.). Giil Camii, like
the Labovo church, represents a combination of a church
with an ambulatory and a cross-dome design, although
they differ in many other ways %,

In the church of the Dormition in Labovo the space
below the dome is separated from the side areas of the
ambulatory and the narthex by triple arcades with col-
umns, parts of which are now bricked up. At the same
time, it has the arms of the cross —high barrel vaults that
run as far as the external walls of the building. While the

' Englert, Der Bautypus, op.cit. (n. 6), 65-97.

17 Koch, “Disa mendime”, op.cit. (n. 12), 29-33. Id., “The Church of
Saint Mary”, op.cit. (n. 12), 64-65. Hadjitryphonos, To wepiotwo,
op.cit. (n. 7), 124-126, 160-161, 312-314. S. Curéié, Architecture in
the Balkans. From Diocletian to Siileyman the Magnificent, New
Haven — London 2010, 320-321. R. Ousterhout, Eastern Medieval
Architecture. The Building Traditions of Byzantium and Neigh-
boring Lands, Oxford 2019, 317-318.

18 The church needs further investigation, its dating is the subject
of debates. See: M. Suput, “La chiesa della Vergine a Drenovo”,
DChAE 24 (2003), 139-144 (with complete bibliography). Had-
jitryphonos, To mepiotwo, op.cit. (n. 7), 181-183. S. Curéi¢, Ar-
chitecture in the Balkans, op.cit. (n. 17), 400-401.

1 Englert, Der Bautypus, op.cit. (n. 6), 73-82. Hadjitryphonos, To
me0loTwO, op.cit. (n. 7), 123-124, 160-161, 312-314. Curéié, Archi-
tecture in the Balkans, op.cit. (n. 17), 364-369.

20 L. Theis, Flankenriume im mittelbyzantinischen Kirchenbau,
Wiesbaden 2005, 99-113. V. Marinis, Architecture and Ritual in
the Churches of Constantinople, Ninth to Fifteenth Centuries,
New York 2014, 153-158 (with bibliography).
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Fig. 3. Labovo, church of the Dormition of the Virgin. Plan of the church with indication of

the place of Deesis.

triple arcades are all two-tiered, there is a second floor
only on the west side. Today, this is wooden planking of
recent date, but evidently there was a second level above
the narthex in earlier times too*'.

In the northern part of the gallery above the narthex, a
fresco with a Deesis composition was uncovered from
later plasterwork on the eastern wall in the early 2000s
(Figs 3, 4). Koch saw it before it was cleaned and sur-
mised only that it had been done before the 1776 re-
furbishment?. The presence above the narthex of such a
chamber that had a fresco made in it prompted Koch to

21 Koch, “The Church of Saint Mary”, op.cit. (n. 12), 63-64. Damou-
los, “O vadg e Koynjoemg te Oeotérov 7, op.cit. (n. 15), 120.
22 Koch, “The Church of Saint Mary”, op.cit. (n. 12), 63 note 10.

AXAEMA’(2020), 157-172

suggest that the Labovo church was the katholikon of a
monastery constructed in this remote rural location to
the commission of some noble benefactor, for whom this
place on the upper level was created®, In Koch’s opinion,
the building was constructed by local craftsmen, while
the large size and elaborate design of the church might
indicate that the ktetor had connections to Constantino-
ple or other major cultural centres of the middle Byzan-
tine era?*. That hypothesis seems entirely credible to me.

Panagiotis Damoulos, who also seeks to justify an
early date for the church, says nothing about the fresco.
He considers the building is more likely to have been
constructed in the first half of the 11th century, when,

23 Koch, “The Church of Saint Mary”, op.cit. (n. 12), 68-69.
24 Tbid.
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Fig. 4. Labovo, church of the Dormition of the Virgin. Gallery, east wall, the Deesis.

after Basil II's victory over tsar Samuel of Bulgaria,
Northern Epirus returned beneath the sway of the Byz-
antine Empire®. In my view, that sort of historical and
cultural context is more in accordance with the results
of an analysis both of the architecture of the building
and of the so-far sole fragment of mural painting which
we are considering.

In recent years the fresco has already been published
at least twice: in a note by Pavel Pavlinov with the date
“12th century (?)”** and in a paper by Ioannis Chouliaras
with the date “13th century”?’. In neither case, however,

2 Damoulos, “O vadg e Kowjoewg tng Osotérov”, op.cit. (n.
14), 126-135.

% P. S. Pavlinov, “Gjirokastra”, Pravoslavnaia Entsiklopediia, 11,
Moscow 2006, 520-522.

27 1. P. Chouliaras, “O 1ot(0yQ0qxds dL1O0OUOS TOV VO.OU TNg
Metapoppdoemg tov Zothog [TAarwtic”, A” Aedvés apyato-
Aoyixd xai 10T001%0 oVVESQLO Yid T Osomomtia (Hyovuevi-
toa, 811 Asxeufoiov 2016 ). Moaxtixd, 2, loannina 2019, 499,
fig. 16. My sincere thanks to Ioannis Chouliaras for sending me his
article and some other bibliographical materials.

162

did the author analyse the mural and they only repeated
opinions already expressed in the scholarly literature re-
garding the time when the church was built.

In the Deesis one can see the upper parts of the figures
of the Virgin Mary and Christ, the latter sitting on a throne
(Fig. 5). The depiction of John the Baptist is very badly
abraded, but his silhouette, pose and even some elements
of the portrayal of the face and clothing can be made out
well enough. The level of the flooring in the corner cham-
ber of the gallery was probably more or less the same as
today so that the figures would have been almost on a level
with someone standing there and only slightly larger in
scale. The position and the size of the figures, as well as the
choice of the Deesis theme bolster Koch’s hypothesis that
this space was finished as a small private prayer chapel.

The fresco may have included a depiction of a kneel-
ing donor, as may be indicated by the gesture of the Vir-
gin’s lowered right hand. Otherwise the iconography of
the three-figure Deesis is entirely traditional®®. Christ is

28 On the iconography of Deesis in Byzantine monumental painting

AXAEMA” (2020), 157-172



SOME OBSERVATIONS ON THE CHURCH OF THE DORMITION IN LABOVO (ALBANIA)

i -

Fig. 5. Labovo, church of the Dormition of the Virgin. Gallery, east wall, the Deisis, second quarter or middle of the 11th century.

depicted sitting on a back-less throne, on a purple cush-
ion. He is holding a Gospel open to the words Eyw eiut
10 @d¢ T0D xéouov (John 8:12). The Saviour is wearing
a bright blue chiton and a purple himation. His cross-
patterned halo is embellished with rhombi imitating pre-
cious stones. The Virgin Mary is wearing a dress with
blue sleeves and a purple maphorion (Figs 5, 10). The fig-
ures are depicted in static poses. They are widely spaced
and have slightly squat proportions.

Both the solemn, aloof character of the images in gen-
eral and individual nuances of style make it possible to
assign this fresco to the second quarter or the middle of
the 11th century. The art of this period was particularly
singled out and described by scholars®, in greatest detail

see: M. I. Kazamia-Tsernou, lotopdvtag tn «Aénon» otis fula-
vvés exxAnoies tng EAAdadog, Thessaloniki 2005.

» D. Mouriki, “Stylistic Trends in monumental Painting of Greece
during the Eleventh and Twelfth Centuries”, DOP 34-35 (1980-
1981), 79-94. Ead., The Mosaics of Nea Moni on Chios, 1, Athens
1985, 253-266. V. Djurié, “Un courant stylistique dans la peinture

AXAEMA” (2020), 157-172

through the examples of the mosaics and frescoes of Ho-
sios Loukas monastery and the Saint Sophia cathedral
in Kiev marked by a striving after maximum fullness
in the spiritual content of the images. They are all filled
with an exceptional sense of significance, grandeur and
inner strength. This expresses itself in the strict orderli-
ness of the powerful monumental shapes, the immobility
of the figures and gazes, the austerity and remoteness
of their appearance. To achieve such a result, the artists
rejected the language of classic forms and resorted to a
more abstract style. This special conventional, schematic

byzantine vers le milieu du Xle siecle”, Zograf 15 (1984), 15-23.
M. Panayotidi, “La peinture monumentale en Grece de la fin de
I'lconoclasme jusqua lavenement des Comneénes (843-1081)”,
CahArch 34 (1986), 75-108. O. Popova, “The Ascetic Trend in
Byzantine Art of the Second Quarter of the 11th Century and its
Subsequent Fate”, Ampelokepion. Studi di amici e colleghi in ono-
re di Vera von Falkenhausen, 2 (Nea Rome. Rivista di ricerche
bizantinistiche ), Rome 2005, 243-257. O. Popova — V. Sarabianov,
Mosaics and Frescoes of Saint Sophia Cathedral in Kiev, Moscow
2017, 203-439, 483-483.
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Fig. 6. Thessaloniki, church of Panagia ton Chalkeon. Narthex,
Christ enthroned from the Last Judgement, detail, 1028.

idiom enabled them to get close to conceptions of the
ideal celestial world. It was, however, rarely used in its
pure form and more often combined with more custom-
ary painting methods.

Among the first works of this sort were the murals
in the church of Panagia ton Chalkeon in Thessaloniki
from the year 1028, Comparing the Labovo fresco with,
for example, the Deesis from the Last Judgement in the
narthex of the Panagia Chalkeon, it is possible to ob-
serve many features of fundamental similarity (Fig. 6).
The immobility of the images is matched by the frozen

30 K. Papadopoulos, Die Wandmalerein des X1. Jahrhunderts in der
Kirche Panagia ton Chalkeon in Thessaloniki, Graz — Cologne 1966

164

nature of the countenances with large features outlined
with precise dark contours. In both cases the clothing
is treated in a more detailed and picturesque manner.
It forms fine folds, carefully modelled with darker and
lighter areas, and is similar in pattern on both the fres-
coes, as is the shape of the purple cushion on the throne.

The Virgin Mary in Labovo can be compared with

(with earlier bibliography). K. M. Skawran, The Development of
Middle Byzantine Fresco Painting in Greece, Pretoria 1982, 65-68,
158, 159. A. Tsitouridou, The Church of Panagia Chalkeon, Thessa-
loniki 1985. Panayotidi, “La peinture monumentale”, op.cit. (n. 29),
91, 92. Ch. Mavropoulou-Tsioumi, Byzantine Thessaloniki, Thes-
saloniki 1993, 104-110. E. Kourkoutidou-Nikolaidou — A. Tourta,
Wandering in Byzantine Thessaloniki, Athens 1997, 177-182. D.

AXAEMA” (2020), 157-172
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Fig. 7. Labovo, church of the Dormition of the Vir-
gin. Virgin from the Deisis (detail of Fig. 5).

the corresponding image in the Last Judgement in the
Panagia Chalkeon. Their countenances have similar pro-
portions and shapes with the broad lines of the dark eye-
brows and very large eyes enclosed by dark shadows. An
even closer physiognomic likeness can be found between
the Labovo Virgin and the angels in the Nativity scene
in the Panagia Chalkeon (Figs 7, 8). The resemblance
is not only in the general character of the images and
the proportions of the countenances, but also in the spe-
cific shapes of the eyes, lips and nose with a triangular
shadow on the bridge.

The Labovo fresco shows the greatest resemblance,
though, to a number of slightly later works, created
around the middle of the 11th century. Thus, the Virgin
can be compared with the mosaic Annunciation in the

Nalpantes (ed.), Byzantine and Postbyzantine Monuments of
Thessaloniki, publ. Rekos, Thessaloniki 1997, 86-91. E. N. Tsigari-
das, “H wvnuewari Coyoagwwn oty Geooalovinn ratd ) néon
%o Votepn Bulavrivii meplodo”, F. Karagianni (ed.), To nuetépov
xdAlog. BuEavtivés euxoves and tn Osooalovixn, Thessaloniki
2018, 79-80.

AXAEMA” (2020), 157-172

Fig. 8. Thessaloniki, church of Panagia ton Chalkeon. Naos, south vault,
angels from the Nativity, detail, 1028.

monastery of Vatopedi on Mount Athos?®, the similarity
lying above all in the depth of the spiritual state expressed
(Figs 10, 11). In the Labovo fresco Mary is prayerfully
addressing her Son; in the Vatopedi mosaic she seems to
be considering the Archangel Gabriel’s words. In both
instances, however, the motif of a dialogue is conveyed
only by the minimum necessary pose and gesture that
are more symbolic in nature. The movement of the hands
seems slowed or everlasting, the gaze halted and turned
within, making it possible to invest the image with a
sense of concentration and inner power. That impres-
sion is promoted by the generalization and enlargement
of forms, especially the facial features. Despite the differ-
ence in method of execution, there is much in common

3 Th. Steppan, “Die Mosaiken des Athosklosters Vatopaidi. Stil-
kritische und ikonographische Uberlegungen”, Cah Arch 42 (1994),
88-94. E. N. Tsigaridas, “Evtoiyto Yynedmtd tov rabohxov g
wovig Batomediov”, Ouuiaua otn uviun ts Aaoxagivas Mmov-
oa, I, Athens 1994, 317-324. Id., “Ta Yymedwtd xot ot fulavtivég
touoyoaies”, Ieod Meyiotn Movi Batoraidiov. Ilapddoon —
Iotopia — Téxvn, 1, Mount Athos 1996, 220-224, figs 182-183.
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Fig. 9. Vodoca, church of Saint Leontius, now in the Museum
of North Macedonia, Skopje. Western church, sanctuary, Saint

Isauros.

in the way they are depicted: arched eyebrows meeting at
the bridge of the nose; a short straight nose, delineated
on both sides by dark blurry stripes; the almost straight
line of the mouth with a smoothly delineated groove
above the upper lip and soft shadows in the corners; the
general rounded outline of the cheeks and the somewhat
heavy chin. The absence of any manifestations of an ex-
pression makes both images beyond emotional.

There is also a kinship between the Labovo Deesis
and the frescoes from the church of Saint Leontius in
Vodoca that fragmentarily survived and have now been
taken from the walls and placed in the Museum of North
Macedonia in Skopje* The best-preserved depiction,

2 V. Duric, Vizantijske freske u Jugoslaviji, Belgrade 1974, 11, 180 (n.
4). Djuric, “Un courant stylistique”, op.cit. (n. 29). P. Miljkovik-Pepek,
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Fig. 10. Labovo, church of the Dormition of the Virgin. Virgin
from the Deisis (detail of Fig. 5).

of the Deacon Isaurus, has the look of aloof contem-
plativeness (Fig. 9). The huge eyes are wide open, their
gaze is directed a little off to the side and at the same
time not focussed on anything. The features in the Dea-
con’s countenance are completely symmetrical and im-
mobile. Their ideal character is emphasized by the dark
contour that outlines the regular arches of the eyebrows,
the almond-shaped eyes and straight nose. This physi-
cal type with an almost round head, broad cheekbones
and rather heavy proportions is very characteristic of

Kompleksot crkvi vo Vodoca, Skopje 1975, 26-49. 1d., “Dva nepoz-
nati fragmenta na freska od Vodockata crkva”, Zbornik za sredno-
vekovna umetnost 3(2001), 34-49. E. Dimitrova —S. Korunovski —S.
Grandakovska, “Srednovekovna Makedonija. Kultura i umetnost”, P.
Kuzman — E. Dimitrova —J. Donev (eds), Makedonija. Mileniumski
kulturno-istoriski fakti, Skopje 2013, 1584-1586. E. Dimitrova, “Ars
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Fig. 11. Mount Athos, Vatopedi Monastery, katholikon. Naos,
Virgin from the Annunciation, detail.

the second quarter and middle of the 11th century. A
certain softening appropriate to the saint’s youthful
age is introduced by the figured shape of the lips and
the rounded lines of the soft chin. This all looks almost
identical to the Labovo Virgin with the qualification
that she is shown in a three-quarter turn, which rules
out full symmetry.

However, other fragments of the murals from the
church of Saint Leontius in Vodoca present a somewhat
different style testifying to a turn towards greater plas-
ticity and emotionality. This enabled Vojislav Duri¢* to

Inimitabilis: the Church Complex of St. Leontius at Vodoca”, Nis &
Byzantium. The Collection of Scientific Works 14 (2016), 343-355.
3 Puric, Vizantijske freske, op.cit. (n. 32), 10-11, 180 notes 3, 4.
Djuri¢, “Un courant stylistique”, op.cit. (n. 29).
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speak of a distinctive tendency in art around the middle
of the 11th century to which he also assigned the fres-
coes in the prothesis of the church of Saint Nicholas in
Myra of Lycia*, in the narthex of Saint Sophia in Thes-
saloniki* and in the church of Saint Sophia in Ohrid,
noting the very strong similarity between the ensembles
in Macedonia.

In the 11th century Ohrid emerged as another artis-
tic centre for the northern regions of Epirus and Mac-
edonia besides Thessaloniki. In 1018, following the final
crushing defeat of the First Bulgarian empire, Basil II
established the Archbishopric of Ohrid that was directly
subordinated to Constantinople. Under Archbishop Leo
(1037-1056), the frescoes of Saint Sophia were created —
an ensemble of metropolitan standard that reflected the
most important iconographic and stylistic trends of the
period?®.

3 On these wall paintings see also, O. Feld, “Die Innenausstattung
der Nikolaoskirche in Myra”, J. Borchardt (ed.), Myra, eine lykis-
che Metropole, Berlin 1975, 385-387.

3 On these wall paintings see also: S. Pelekanidis, “Néat €pgvval eig
Aylav Zoglov Osooalovinng xai 1 AroxatdoTaols The dyoiog
a0t noeis”, Iemoayuéva 1ot @ Atedvots Bulavtivoliyixod
ovvedpiov, 1, Athens 1955, 404-407, pls 81-83. R. Cormack, “The
Apse Mosaic of S. Sophia in Thessaloniki”, DChAE 10 (1980-
1981), 133-134. K. M. Skawran, The Development, op.cit. (n. 30),
69-71, 159-160. Panayotidi, “La peinture monumentale”, op.cit. (n.
29), 97, 98. Ch. Mavropoulou-Tsioumi, Byzantine Thessaloniki,
op.cit. (n. 30), 99. E. Kourkoutidou-Nikolaidou — A. Tourta, Wan-
dering, op.cit. (n. 30), 209, 212. E. N. Tsigaridas, “H pvnueiaxt Cw-
yoagwy”, op.cit. (n. 30), 80.

% For the vast bibliography on this ensemble see: Durié, Vizantijske
freske, op.cit. (n. 32), 9-11, 179-180 note 3. Cv. Grozdanov, Etudes
sur la peinture d’Ohrid, Skopje 1990, 24-41. 1d., Freskite na Sve-
ta Sofija Ohridska, Skopje 1996. The recent works include: S.
Korunovski — E. Dimitrova, Macedonia. L’arte medievale dal
IX al XV secolo, Milan 2006, 52-56. Dimitrova — Korunovski —
Grandakovska, “Srednovekovna Makedonija”, op.cit. (n. 32), 1584-
1586. B. Todié, “Représentations de papes romains dans I'église
Sainte-Sophie d’Ohrid. Contribution a I'idéologie de I'archevéque
d’Ohrid”, DChAE 29 (2008), 105-118. Id., “Arhiepiskop Lav —
tvorac ikonografskog programa fresaka u Svetoj Sofiji Ohridskoj /
Archbishop Leo — the creator of the iconographic fresco program
in Saint Sophia in Ohrid”, Vizatijski svet na Balkanu / Byzantine
World in the Balkans, 1, Belgrade 2012, 119-136. O. Popova, “Fre-
ski sobora Sv. Sofii Ohridskoi i iskusstvo 40-50kh godov 11 veka”,
Vizantiiskii viemennik 74 (2015), 212-224. S. Brodbeck, “Soixante
saintes femmes dans le narthex de Sainte-Sophie d’Ohrid (XIe
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Like the mosaics of Nea Moni on Chios, the frescoes
of Saint Sophia in Ohrid represent a particular tendency
in mid-11th century art*. In these ensembles the depar-
ture from the ideal and almost abstract principle to-
wards a more softened and humanized one is expressed
in an idiom that is less conventionalized and closer to
the classical norm. The images as a whole have the same
austere, tense character as in the mosaics and frescoes
of Hosios Loukas and Saint Sophia of Kiev, but they
manifest a greater psychological specificity. The forms
retain their monumental, strict structure, but they have
been worked up with more plasticity, detail and variety.

It is the murals of Saint Sophia in Ohrid that in my
view are the closest analogue to the frescoes in Labovo
(Figs 12, 13, 15). The similarity shows at all levels: the
overall impression, the content of the artistic images as
a whole, and the specific forms and painterly devices. Of
course, the two figures in the Labovo Deesis do not pro-
vide all that many possibilities for comparison. None-
theless, I shall try to enumerate the features that in my
opinion provided evidence of the common time of crea-
tion and common origin of the creators of these frescoes.

Both ensembles present a very similar combination
of large big-headed figures in tense frozen poses with
a detailed and classically correct depiction of the folds
of the clothing, carefully worked up with areas of light
and shade. They have a similar strict colour scheme in
which rather mute dark colours predominate, but there
are at the same time quite a lot of bright, vivid accents.
The types of faces and the methods used to paint them
are very similar.

The countenances of Christ in Labovo and in the
Communion of the Apostles in Ohrid are nearly identi-
cal (Figs 12-14). They have the same regular proportions
and precise symmetrical structure brought out with
the aid of contours. The outlines of the almost straight
nose transition into the lines of the raised arch-shaped

siecle): un programme hagiographique exceptionnel”, S. Brodbeck
— A. Nicolaides — P. Pages — Br. Pitarakis —I. Rapti (eds), Mélanges
Catherine Jolivet-Lévy, 2 (TM 20/2), Paris 2016, 13-37.

3 Mouriki, “Stylistic Trends”, op.cit. (n. 29), 88-94. Ead., The Mo-
saics of Nea Moni, op.cit. (n. 29), 215-265. Djuri¢, “Un courant
stylistique”, op.cit. (n. 29). Popova, “Freski sobora Sv. Sofii Ohrids-
koi”, op.cit. (n. 36). Popova — Sarabianov, Mosaics and Frescoes,
op.cit. (n. 29), 394-439.
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eyebrows, which invests both images with some kind of
firmness and clarity. Decisive significance attaches to
the seemingly unseeing gaze of the identically shaped en-
larged eyes. The semicircles of the eyelids and brows are
repeated like an echo in the shape of the ruddy patches
on the cheeks, which are more noticeable on the Ohrid
Christ and just barely indicated on the one in Labovo.
This geometrized treatment of the facial features is one
of the most important devices serving to amplify the ide-
al character of the images. At the same time, there are
other elements here that serve to soften and humanize
them. The gaze of the large eyes does not seem entirely
detached: it does have a certain hint of thoughtfulness to
it. The same impression is produced by the wrinkles on
the forehead and the bridge of the nose, the slight side-
ways shift in the positioning of the oval pupils and the
soft modelling of the mouth with mobile shadows in the
lowered corners of the lips. Some vigour is introduced
by the thick head of hair with individual locks drawn
with parallel lines. It forms naturally shaped waves and
frames the countenances with a smooth oval. The light-
coloured contour delineating the Saviour’s beard and
neck is rendered almost identically in both frescoes. Of
course, the Ohrid image —the key one in the central com-
position on the main apse of the cathedral— is somewhat
more abstract in character. The image in Labovo is more
private in its purpose and scale, invested to a greater de-
gree with intimate, personal connotations. Its emotional
component is heightened by a barely detectable asym-
metry and a more energetic technique in the painting of
the countenance.

In this context a comparison with other frescoes in
Saint Sophia in Ohrid that display a similar interest in
a more emotional and individualized treatment is tell-
ing. Not only among the apostles in the scenes of the
Ascension and the Communion of the Apostles, but
also among the numerous frontal depictions of saints in
the sanctuary one can see the artists’ striving, if not to
dramatize the images, then to diversify their psychologi-
cal characterization (Fig. 15). This is accomplished by
means of more active facial expressions, complex relief
in the countenances and more contrasting modelling.
Frowning brows, sideways looks, mouths with lowered
corners, sunken cheeks and prominent wrinkles, often
noticeable asymmetry in the countenances and pro-
nounced lightened areas or chromatic accents —all these

AXAEMA” (2020), 157-172
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Fig. 12. Ohrid, church of Saint Sophia. Sanctuary, Communion of the Apostles, detail, before 1056.

things can add complexity and richness to the emotional
structure of the images®. Similar devices were used by
the creator of the Labovo Deesis. He introduces into
the elevated ideal image of the Saviour quite a few in-
dividual accents of this sort: a slight asymmetry in the
depiction of the dimple on the bridge of the nose and
the wrinkles on the forehead, the gaze to the side, the
slightly stronger shadows on the right-hand (as we see
it) half of the face, the colour accents in the outlining of
the ruddy patches on the cheeks, the upper eyelids and
nose. All this, as has already been said, makes it pos-
sible to bring the image somewhat closer to the world of
human feelings, to make it more accessible for ordinary
human perception, to get away from the abstruse ideal
of the ascetic character of art.

This trend, it seems, became a general one in art

3 These features are most vividly described in: Durié, Vizantijske
freske, op.cit. (n. 32), 10-11, 180 note 3. Djurié, “Un courant sty-
listique”, op.cit. (n. 29), 17, 20. Popova, “Freski sobora Sv. Sofii
Ohridskoi”, op.cit. (n. 36). Popova — Sarabianov, Mosaics and Fre-
scoes, op.cit. (n. 29), 394-418.
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around the middle of the 11th century. As we have seen,
it can be traced in a whole number of Byzantine ensem-
bles, including ones in Macedonia. It seems highly likely
that, at a time when ecclesiastical life across the region
was taking off under Archbishop Leo, a team of artists
that he invited to Ohrid did not only paint murals in
the cathedral of Saint Sophia: some of the artists might
have been sent to do more work in other churches®, one

% Some scholars suggested that the frescoes in St. Sophia and
Vodoca belong to the same group of painters: V. Lazarev, Storia
della pittura bizantina, Torino 1967, 208, 259. Durié, Vizantijske
freske, op.cit. (n. 32), 11, 180 note 4. Id., “Un courant stylistique”,
op.cit. (n. 29), 21. Dimitrova — Korunovski — Grandakovska, “Sre-
dnovekovna Makedonija”, op.cit. (n. 32), 1584-1586. P. Miljko-
vik-Pepek considered the fragments from Vodoga western church
to be slightly earlier than the wall paintings of St. Sophia, although
stylistically very close: Miljkovik-Pepek, Kompleksot, op.cit. (n. 32),
26-38. 1d., “Dva nepoznati fragmenta”, op.cit. (n. 32), 48. Z. Rasol-
koska-Nikoloska added some other fragments surviving at Gorni
Kozjak and Morodvis to the oeuvre of the same atelier: Z. Rasol-
koska-Nikoloska, “Slikarskata rabotilnica od Sv. Sofija (1037-1056)
vo Ohrid i nejzinoto sledenje vo drugi hramovi vo Makedonija”,
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Fig. 13. Ohrid, church of Saint Sophia. Sanctuary, Christ from
the Communion of the Apostles (detail of Fig. 12), before 1056.

Fig. 15. Ohrid, church of Saint Sophia. Sanctuary, Saint Leo
the Pope of Rome, detail, before 1056.
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Fig. 14. Labovo, church of the Dormition of the Virgin. Christ
from the Deisis (detail of Fig. 5).

of which could have been the church of the Dormition
in Labovo.

I hope that the restoration work at Labovo will be
continued in the near future and will bring to light oth-
er fragments of murals from the same phase which, in
my opinion, should be dated to a time around the mid-
dle of the 11th century. Perhaps further researches will
also make it possible to determine more precisely the time
and circumstances of the construction of that outstand-
ing church.

Srednovekovnata umetnost vo Makedonija, Skopje 2004, 35-58.
Illustration credits

Figs 1, 2, 4-10, 12-14: Photo by A. Zakharova. Fig. 3: Vocotopou-
los, ‘H éxxAnolaotixni] Goyitextovixd, op.cit. (n. 10), fig. 44. Fig.
11: Teoax Meyiotn Movn Batomaidiov. Iapddoon — Totopic —
Téxvn, 1, Mount Athos 1996, fig. 183. Fig. 15: Photo by R. No-
vikov.
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I[TAPATHPH2EIZ I'TA TON NAO THZ KOIMHZHX THX ©@EOTOKOY
>TO AAMITIOBO (AABANIA) KAI TIZ TOIXOTPA®IES TOY

O vadg g Kolunong tng Osotérov oto Adumofo,
OTNV TEQLPERELL, TOV AQYVEORAOTEOV 0T VOTIO. Ah-
Bavia (Bépewa “Hmewpog), eival éva and to mo evol-
agéoovta uvnueia PutavIvig aQyLTEXTOVIXNG OTNV
AMavia (Ew. 1, 3). Timote dev elval yvwotd ne Pefat-
ATNTO YL TOV YEOVO OLX0dOUNONE TOU %ol TO CHTNUQL
avTé TaEoUEVEL S ofuepa avowytd oty €ogvva. O
Dpe1depinog Bepodung €xel xoovoloynoetL Tov vo.d 010
devteEo wod tov 120v awdva. Xtn ovvéyelo o A. Meksi
OUVEDEDE TO UTHOLO UE TNV QLOYLTEXTOVIXY TOV AEOTO-
tdtov g Hrelpov xat 1o x0ovoAdynoe oto devteQo
wod tov 130v awdva. Me v droyn tov Meksi ouvu-
gpavnoav o A. TIdhhag, o T. Behévng, o K. Englert xat
00LoUEVoL AAAOL nehetnTég, oL 0mmoioL Sumg dev ueAETy-
oov e0d Tov vao.

Alou goevvnTtég, omwg o A. H. S. Megaw, o N.
Movtodmovhog, o G. Koch xat o IT. A. Boxotdmovhiog,
xoovohoynoav tov vao otov 100 ardva. O tehevtaiog
©notédelEe 6t Kolunon oto Adumofo eival teyvotoo-
A ®OVTA 0T ®TiouaTa TS TEO-EAAAdRAS ®o Tng
modung EAAadiric ZyxoAfg, evdd opouéva amd to yo-
QOXTNOLOTIXA TG oVVOEovTaL ne puvnuelo Tng Maxredo-
viog ZuyrexQuéva, M TEYVIXY TNS 0odOUNoNS RaL 1
drandounom g Pelornovy TapdAAnia 0TOVS VaoUS TS
Kaotopudg tov 9ov-11ov awdva. O G. Koch xotéinge
eNiONg 0TO OVUTEQAOUC OTL OAOL TA XOLEOKXTNOLOTLIRG
TOU XTNELOV OVYXRAIVOUY OTO GTL TOOKRELTAL YLOL EVOL OL-
®0dounua tov 10ov ot oy tov 130v audva. Xe mEo-
ogatn goyaoio tov o I1. Aapwovrog diver TV o Ae-
TTTOUEQN TEQLYQOLPY TOV VOLOU ROl HAVEL OVYXRQIOELS UE
elMnvixd uvnueia tov 9ov-11ov awdva. Zvyrexouuéva,
Bemel OTL TO XTNOLO AATOOREVAOTNKE OO TEYVITEC
NG TEQLOYNS KOl TO XQOVOLOYEL OTO TEWTO ULOS TOU
11lov awdva, dtav n Bépeia "Hrewpog eméotoepe oty
®voLayio g PLEAVTIVAC 0V TORQATOQRING KAl CUNITE-
QAN@ON®E 0TV AQyLemoxomn g Ayoidac.

>tic apyés g denaetiog tov 2000, oto fpeto Tuqua
TOV VTEQWOV TAVW atd TOV VAQONK®A amoraAV@On®e,
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©ATW o6 TOV 00Pd, (oL TOLO YOO LE TNV TAQAOT-
on ¢ Aénone (Ew. 3, 4). O G. Koch »au o I1. Aapoviog
dev aoxoMOnxrav pe ™ yoovoldynoi e O Koch dwo-
Tomwoe Ty vrtdBeon ot  Kotunon tov Adumropo nrav
T0 naBOM®O €VOS HOVOOTNOLOU TOU RATUOREVAOTNKE
amd TOMROVS OLXOOOUOVE UETA amd mapoyyehion rd-
TTOLOV EVYEVOUC XOOENYOV, YLOL TOV OO0 dnutoveyNonre
TO VTEQWO TAVW artd TOV VAQOM®AL.

v maedotaon g Aénong dwaxrpivetal 1o end-
Vo Tufuo Twv woepdy the Iavayiag xot tov €vOpo-
vou Xpuotov, evd 1 aemdvion tov Iodvvn tov ITpo-
dpduov eivar wold nateotoauuévn (Ew. 4, 5). H 6o
%ol T0 U€YeDOC TV LoV ®abMC ®ot 1 exthoyy TOU
0éuatog Tg Aénong evioyvouvyv v vrébeon tov Koch
OTL 0 YWEOC ATOTELETE ULREO WOLWTING TTaperrAnoLo. H
TOLYOYQOLPIC. WTOQEL VO TEQLAGUPOLVE ALTTELROVLON EVOS
YOVUTTETOUS RTHTOQM, OTTME PAIVETOL OIS TN XELQOVO-
wio Tov de€Lov yepov e Iavayiog mov delyvel o
to »dtw. H ereovoypapio tov tolnopgpov tmg Aénong,
®OTA Ta GAAQ, elval ATOAVTMS TUTTLKY.

T600 0 emionuog noL ATGUOKRQOC, YEVIRA, XUQURTY-
00.C NG TORAOTAONS GO0 %L OL OLOLITEQES ALTTOYQWDOELS
TOV VPOUE TNV OVVIEOUV UE TNV AVIIXAQCIKY TAON TNG
Bulavtivic Lwyoagrig tov devTEQOV TETAQTOV %O
Twv uéomv tov 1lov awdva, n omoio yopaxTnEileTol
oo eEalpeTry eomTEQLXT dUVOUY, UVNUELDOELS duvar-
WIXES LOQPES, AMTOTNTO %O VTEQPATIROTNTO OTNV €X-
POULON TV ATELXOVILOUEVMV.

To 1O £€0Y0 VTS TNS TAONS HTAY OL TOLYOYQO.-
@iec oty Iavayio tov Xoalxémv oty Osooahoviny,
tov 1028. H toyoypapia tov Adumopo, edwrd n [ava-
yia, elval TohG »ovtd og avtéc amd mohhéc andpeic (Eux.
6-8). QoT600, TEEOVOLALEL axdun HeYOAGTEQY OUOLETY-
TOL UE IO OELQA ALYO UETOYEVEOTEQWYV €YWYV TOV ONUL-
oveYNONrav yipm ota uéoa tov 11ov awdva, to omoia
OVNROVY OTNV emOuevVn @don avamtuEng g (duag
Taong ™MV Ynednt) rtapdotaon tov Evayyshiounov
ot novy Batomediov (Ewx. 11), Tic Towoyoapieg otov
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vaeOnra e Ayiag Zogiag oty Ococoahoviny (meol
10 1040) %o Wuaitepa TIg TOLYOYQOUQlES TV VOOV TOV
Aylov Agovtiov oty Vodoca (Ewx. 9, 10) xat tng Aylog
Soglag oty Ayeida (mowv and to 1056). Ze avtd o
ovvola GAeC oL TOQAOTACELS £YOUV TNV (Ol VO TNEO-
™mTa ®ot ™V Ol évroon, aAld eugoviCovy mTeQLooo-
TEQO OVYXREXQUWEVN YuxoAOYrY €rnpoaon. Ou HoQpéc
SatnEovV TN uvnueLddn, avoten doun tovg, aAld
€xovv amodobel ue ueyaditepn TAQOTIROTNTA, AETTO-
UEQELDL RALL TTOLXLATCL.

H éxgpoaon tov mpoowmov tov Xpuotov 0to Adumro-
Bo xatr omv Kowwvio twv Amootdhwv oty Ayoida
eivar oyeddv tavtdonues (Ewr. 12-14). Ta mpdomma
€xouv TIg (OLeg ravoVIrES avahoyieg xat TV Ol axQB1
OVUUETOLXT doun, TOV EmLTVYYAVETOL e TN PoNOELL TV
TEQLYQOUUATOV ROL TNG YOOUUIRNS ATTOO00NS TWV YOLQCL-
XTNOLOTIXWY TOV TTEOOMITOV. ATOQACLOTIXY ONuaoic
amodidetor 0to PAEUUE TOV TOVOUOLOTUTTWY UEYAAWDV
uwatdv. Evroutolg, 1o PAéuua dev paivetal evieAwg amod-
WaXQO ®oL eival WAAAOV OTOYXOOTIRG. AVTH M eVIUTWOoN
TEORAAE(TOL OLTTO TIC QUTIOES OTO UETWITO ROLL TNV KOUTTV-
A TG uiTNg, TV EAapEG TAGYLO LETATOTLOY TS BEoNg
™S 0POUAURNAC ®OENS %L TO OTAAS TAAOWO TOV OTO-
uatog Ue amaly orioon otig YouUnAwuéves yovieg twv
yethdv. H torgoyoagio oto Adumrofo €xel mepuoodtepo
TEOOMITLRS YULQOUKTHON WS TEOS TOV OO KOl TNV KAl
uaxd e, ®ol expAlel oe ueyahitepo Pabud eomTeQL-
%0V ouvelpuovs To ouyxivnolaxs g otolyeio evioyv-
€TOL OO ULOL EMAYLOTO ALV VEVUOLUY CLOVUUETQIOL ROLL (LTt
O EVEQYNTLRY TEYVIXY 0T LwYQOpLXY| TOV TQOOMITOV.
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H Ayotda yivetol évo onuovtivg ROAATEYVIRG %E-
VIQO Yo TIS PORELES TEQLOYES TS Maxedoviag nol TG
Hmelpov »atd tov 110 awdva. To 1018, uetd v te-
Agvtaic ovvVTOUTTIXY HTTO TOV TEMTOV foviyaoroy
Baolheiov, o Baoihelwog B” (dpvoe tnv apylemioronn
™g Ayoeidac Otav ftav apylenioromrog o Aéwv, On-
woveyNdnxav oL Towoyeapiec s Ayiag Zogiag, €va
OUVOAO UNTQOTTOMTIXNG TEYVNG TOV AVTUVORAOVOE TIG
TTLO ONUOVTIXES ELROVOYQUPIXES RAL TEYVOTQOTLRES T~
oelg ™ emoyne Paivetal moAv mbave 6T, O wLa €mo-
M OV 1 exnAnolaotivny Lo og O TV TEQLOYH HTAV
OVYXREVTIQWUEVT 0TO TEOOWTO TOV A€oVTa, Uio Ouada,
RAMALTEYVADV OV TEOOoRAAECE O (d10g, Cwyd@Loe Tig
TOLYOYQOPIES OTOV UNTEOTOMTIXG vad TS Ayxoidog
oM@ OyL uévo. Oglopévol amd Tovg Lmwypdeovs av-
T0Ug (Owg elyav amootalel o dlheg exxAnoles, uia
oo TG omoleg Ba nIroEoVoe Vo NTAV ROl 1) EXUANOTX
™ Kolunong oto Adumopo.

EAntiCw o611 ta €pya amoxatdotaons oto Adumofo
Ba oVVEYLOTOUY OTO £YYUSUEAMAOV ®aL B atoxaAV Yoy
%O GAAOL TURUOTO TOLYOYQOPLADY OTtd TNV (Ot pd.om, 1
omota, xatd TN Yvdun wov, Ba weémer va. xoovohoynel
yUow oto péoa tov 11ov awdva. Tome mepattépm €pev-
vee Oa emiTEEYOUV ETIONS TOV ArOIPECTEQO TEOGOLOQL-
OUO TOU XOOVOU ROl TOV OUVONROYV RATAUOREVNG OV TAG
™ Waitepa evOLapEQOVOOS EXRANTTOC.
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