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Katerina Kontopanagou

SAINT MAVRA IN KOILANI, LIMASSOL PREFECTURE:
CULT, ICONOGRAPHY, INTERPRETATIONS

O vaog s Ayiag Mavpags oto Kotddve Agueoov amo-
tedel ano 1 Puvlavrivy mepiodo Stayoovixo xEvToo
evAdfetas ™ oudvuuns ayiag. Ilooxeitar yio €vav
TOOTXVVNUATIXO TOTO TNS ayias Mavoag, n tiufg s
omolag tdiaitepa wpofdiietar oto vnoi. H mpodtn ap-
XLTEXTOVIXY QAo TOV vaoU avdayetal otov 11o-120 at-
ava, moTooo avaxawviotnxe xatd tov 150 awdva. To
UEYOAUTEQO TUNUC TOV TOLYOYOAPLXOU SLOXOOUOV, OV-
UTTEQLACUPBAVOUEVDV KOL TWV AYLOAOYLXMY TXNVDV TNG
TIWOUEVNS aYiag, EVTATOOVTOL OTNY TEQLOS0 TS ava-
xaWILOTIXTG TAONS IOV Tapatnondnxe otnv Kumpo tov
150 aidva, oL amwo T oTaAdLaxT] TOAMTLXY XOL TOMTL-
otixn eyxabidovon twv Evetav.

A€Eerg nherdua

120¢ arwvag, 150¢ atdvag, maratodoyeia mepiodog, uvnueLa-
x1 Coyoapixn, Aatoela ayiwv yvvaixov, BLoyoapixés e1xo-
veg, ayio Mavoa, Kumpog, KotAdvi, Agueoog.

The village of Koilani is located 36 km northwest of
Limassol, Cyprus. The history of the village is connected
with St Therapon, who settled in the region, according
to Leontios Machairas (15th century). He is included

* Archaeologist, PhD, kontkat@yahoo.gr

** As a gesture of earnest gratitude to his Eminence the Metropoli-
tan of Limassol, Athanasius for allowing me to examine the mon-
ument. I would like to extend my heartfelt thanks to the honorable
Domniki Kyprianou, for showing me the church in the course of
our tour of the monuments of Cyprus, and to Chrystalla Sidera for
her assistance. I would also like to thank the mayor of Koilani, Mr.
Apostolos Giannakas, for his hospitality. The monument was first
presented at the 10th Greek Byzantinists’ Conference (27-30 No-
vember, 2019), which was held in loannina. This paper is ded icated
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In memory of my beloved aunt and mother
Angeliki Botsari

The church of Saint Mavra in Koilani, Lemessos be-
came a center of veneration for the saint of the same
name from the Byzantine period onwards. It is a pil-
grimage site of Mavra, who is honored throughout
the island. The first architectural phase of the church
is dated to the 11th-12th century but the church was
renovated in the 15th century. The greater part of the
painted decoration, including the biographical scenes
of the honored saint, is dated to the second half of the
15th century, part of the renovative trend throughout
Cyprus before the gradual political and cultural dom-
inance of the Venetians.

Keywords

12th century; 15th century; Palaiologan period; monumen-
tal painting; cult of female saints; vita icons; St Mavra; Cy-
prus; Koilani; Limassol prefecture.

among the “Alemanni” Saints, although it is unclear
whether this is St Therapon the “Alemannus” or another,
homonymous saint!. The church of Saint Mavra sits on
the eastern outskirts of the settlement® Current research

to the memory of my beloved aunt and mother, Aggeliki Botsari. She
loved Cyprus as her homeland, she passed away while the paper
was being peer-reviewed.

! According to the chronicle of Leontios Machairas, after the Arab
conquest of Jerusalem (638 a.D.), 300 saints fled to Cyprus, R. M.
Dawkins, Leontios Machairas. Recital concerning the Sweet Land
of Cyprus entitled “Chronicle”, I, Oxford 1932, 30.

2 Ch. Papadopoulos, “Oi Alapdvor &ywor tiic Kimpov”, Andoto-
Aog Bapvdpag, per. 3, XVI1/6, (1955), 176-186, mainly 180.

149



KATERINA KONTOPANAGOU

is limited to sporadic, general references to the frescoes
of the church®, while isolated iconographic observations
can be found in studies that examine the entirety of the
artistic production on Cyprus during the Palaiologan pe-
riod and in the 15th century*. The architecture of the
monument and the information available until 2006 are
both presented in detail in the doctoral dissertation of E.
Prokopiou’, while the issue of the cult of St Mavra in Cy-
prus is referenced in a theological treatise on the saints of
the Church on the island®. The present study provides the
first comprehensive presentation of the monument (en-
compassing its history, architectural features, and mu-
rals), as well as an in-depth analysis and interpretation of
its wall decoration (iconography, particularities, painting
style, dating), while also examining the issue of the cult
of St Mavra and its importance for the local community.

The monument, constructed on its west side adja-
cent to a rocky outcropping, gives the impression that
it is an extension of the natural environment (Figs 1, 2).
It is a small, single-aisled, compressed cross-in-square
church, whose initial architectural phase has been dated,

3 A. and J. Stylianou, The Painted Churches of Cyprus. Treasures
of Byzantine Art, Nicosia 21997, 246-247. N. Gioles, ‘H yototia-
vix) t€xvn oty Kiompo, Nicosia 2003, 195.

4 N. Gioles, “Eixovoypagurt Oéuata oth fulovivi téxvn Eumvev-
ouévo &mo Ty dvtiapdeon xal ta oylopata TOvV Vo "Exnin-
ounv”, Owodxiov. Apiépmwua otn uviun tov Iaviov Aalapidn,
Athens 2004, 274. N. Zarras, “Reflections of Palaiologan style in
Cypriot monumental painting”, Xvuueixta. Collection of Papers
Dedicated to the 40th Anniversary of the Institute for Art History,
Faculty of Philosophy, University of Belgrade, ed. 1. Stevovic, Bel-
grade 2012, 301. Ch. Chotzakoglou, “Atetodvovtag otV TaAatohd-
veto pvnuetoxn Loyoaguwn g Kinpov”, Iaiatodoyeies aviava-
xAdoeis otny téxvn s Kumoov | Palaeologan reflections in the art
of Cyprus (126 1-1489), ed. 1. Eliades, Nicosia 2019, 38, 40, 46, 47.
> E. Prokopiou, O oUVERTUYUEVOS OTAVQOELONG EYYEYOUUUEVOS
vaog s Kumpov (90g-120¢ at.), unpublished PhD thesis, Athens
2006, 236-239, figs 270-281.

¢ Photios Joachim, archimandrite, Oi dytot udotvoes xal duoio-
yntés i ExxAnoiag tiic Kimpov xata tovs modTovs xoLotiavi-
®ovg aidves (1og-50¢ ai.), Thessaloniki 2017, 405-407. Referenc-
es to St Mavra are also included in publications meant for a wider
readership: Z. Raptopoulos, Biog, Maptiotov xai Oavuata tdv
ayiwv évéoEwv uaptiowv Twobéov xal Mavpas t1@v Oauvua-
TOVOYDV ®al mepryoaqn Tic fulavnviic éxxinoias Tovs Taod
10 Koiddvi Agueoot, Limassol 2004. Also, D. Kappais, Oi év Ae-
ueo® Sralauypavres dyior. (Meta mapaxAntixod xavovog), Li-
massol 2002, 180, figs on p. 178, 179.
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Fig. 1. Limassol, Koilani, the church of Saint Mavra. View from
East.

according to E. Prokopiou, to the mid-11th century’.
After 1750 this church, along with the parish church
of Monogenis in Koilani, were given wooden roofs. The
upper sections of the murals were damaged when the
18th-century roof was removed in the 1920s-1930s, and
an elevated narthex was added to the west during the
same period. The current roof was installed in 1985 by
the Department of Antiquities®, which also oversaw the
initial conservation of the murals’. In 2017, conserva-
tion works expanded to include the localized removal

7 The interior has been organized into three sections with a cross-
in-square arrangement, delineated by the four pilasters incorpo-
rated into the side walls. Arches that support the dome emerge from
these pilasters, delineating the cross arms. The transverse arm is
smaller than the vertical one, and its beams are covered by shallow
arches. Prokopiou, Ztavpoeidig eyyeyoauuévog, op.cit. (n. 5), 237.
Andreas and Judith Stylianou offer a 12th-century dating, Stylia-
nou, Painted Churches, op.cit. (n. 3), 236.

8 There is no evidence about the first phase of the roof. Prokopiou,
Stavpoeldic eyyeyoauugvog, op.cit. (n. 5), 239.

° During the conservation of the murals in the main church, an
older layer was discovered beneath the existing floor. The exterior
surfaces of the church were cleaned and freshly mortared in 2001.

AXAE MB’ (2021), 149-168
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Fig. 2. Limassol, Koilani, the church of Saint Mavra. View from Northwest.

of layering, complete conservation of murals, and resto-
ration of the initial floor level of the monument.

This church is the oldest monument in the region and,
according to Archimandrite Kyprianos, it was the katho-
likon of a monastery of the same name that belonged
to the ecclesiastical region of Citium/Kition during the
Late-Byzantine period!’. The Russian monk Bazil Grig-
orovitch Barsky also refers to the church in his diary, in
which he writes that the church was the katholikon of a
monastery housing a few monks in 1735".

Taking into consideration the fact that this cross-in-

10" Archimandrite Kyprianos, Totopic yoovoioyixi) tiic vijoov
Kvmoov, Nicosia 21902, 67-69, 526-527. N. Kyriazis, Tt uovaoti-
ota év Kimow, Larnaca 1950, 76-77.

" During his second trip to Cyprus (1734-1736), Bazil Barsky vis-
ited Koilani, which he mentions as a center of production of a local
sweet wine, known as “commandaria”. He also describes a virulent
disease widespread during this period, characteristically noting
that he did not remain for more than a few days in Saint Mavra
due to the position of the monument next to the road. This easy
access meant that large numbers of people passed through, which
increased the danger from the spread of the disease. In terms of its
layout, the monument is described as consisting of the katholikon
and two or three cells. It was probably a male monastery, though

AXAEMB’ (2021), 149-168

Fig. 3. Limassol, Koilani, church of Mono-

genis. Icon of Saints Timothy and Mavra.
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Fig. 4. Naos. South wall, view from Northwest.

square church was constructed in the mid-11th or, at the
latest, the 12th century, the initial decorative phase must
be dated to the 12th, or, to the 13th century. This dating
is supported by the portable vita icon of Sts Timothy
and Mavra from the church currently kept at the parish
church of Monogenis, in Koilani (Fig. 3)'2 To the initial
decorative phase probably are dated the mural fragments
on the northern exterior wall. To the west of the central
entrance it was noted that the deep red pigments resem-
bled those of the lower layer in the interior of the church,
on the blind arcade of the south wall'®, In particular,

this is tenuous due to uncertainties in the translation. A. Stylianou,
“Al mepmynoeig 100 Bdooxrv v Kimow”, KvroZmovd 21 (1957),
82-83. In a supplementary comment, the author refers to the church
as “a small late fifteenth-century monotholos church”.

12 A. Papageorgiou, Eixoves tijc Kumpov, Nicosia 1991, 33, fig. 19.
3 A macroscopic analysis of the mortar (composition and color)
from the fragment identified it as belonging to the initial architec-
tural phase. Therefore, it most likely belongs to the initial decora-
tion of the monument, according to the conservation section of the
Department of Antiquities of Limassol prefecture and the Koilani
local archives. Invaluable, crucial assistance in the examination

152

traces of a previous decorative phase are observable at
two different spots on the dividing bands. There is a
marked contrast between the deep red first layer and the
cinnabar red of the second. We must therefore conclude
that this interior layer is also dated to the initial phase.
The funerary nature of the church, indicated by the
arcosolia in the north and south (Fig. 4) walls, was con-
firmed by the archaeological trenches made during the
2017 conservation works'®., An interesting architectural
and historical element of the monument is the indication
of the existence of a subterranean stone water-channel-
ing system. In fact, according to a plan by the English
architect and traveler George Jeffery (early 20th century)
the water, in his words holy water, seems to have flowed

and research of the decorative phases of both this exterior section
and of the interior blind arch of the south wall was provided by the
conservator of Antiquities Anastasia Sampazioti.

4 These trenches revealed burials parallel to the south arch, as well
as Frankish-period coins. This information was obtained from the
church archive, as the proceedings of the Department of Archaeol-
ogy have not yet been published.

AXAE MB’ (2021), 149-168
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Fig. 5. Naos. Dome and the four pendentives.

from the east wall of the church?, Initially the church was
accessible via two entrances in the north and south walls
at the sides of the transverse barrel-vault. The south part
was walled up, possibly in the 15th century, while the
north was expanded in the 20th century'®. Subsequent ar-
chitectural interventions have been quite limited!”.

The iconographic program

The cohesion and organized development of the iconogra-
phic program allow certain observations. It is a complete

5 This drainage system was incorporated into the later narthex,
Prokopiou, Stavooetdijs eyyeyoauuévog, op.cit. (n. 5), 237.

1 The biographic cycle of St Mavra has been illustrated at this po-
sition on the south wall, apparently contemporaneously with the
walling up of the south door.

7 Le. the lightwell in the apse of the holy bema and the expansion
of the initial door in the north wall of the church, which is also the
current entrance. The latter intervention seems to have destroyed a
section of the Presentation of the Virgin and appears to have been
an expansion rather than an opening of a new entrance.

AXAEMB’ (2021), 149-168

iconographic program that utilizes all available architectur-
al surfaces'®. The depictions are arranged as follows: Christ
Pantokrator decorates the dome while the Evangelists are
depicted on three of the pendentives; Matthew (northeast),
Luke and John (southeast), and Mark (northwest) (Fig. 5).

In the holy bema, the Virgin Platytera attended by
full-length Archangels decorates the semidome of the
apse (Fig. 6). The Communion of the Apostles, Metado-
sis (Offering) and Metalepsis (Communion), is depict-
ed in the register directly underneath (Fig. 6). The four
co-officiating Hierarchs, Spyridon, Chrysostom, Basil,
and Epiphanius, dressed in ecclesiastical mantles, occupy
the bottom register. A modern window has been opened
in the center, destroying the Melismos. According to the
established arrangement, two Christological scenes, the
Pentecost (South) and the Ascension (North), have also
been included in the space of the holy bema'® (Fig. 6).

18 St. Papadaki-Oekland, “Avtixdtoomeg Touoyoaies tov 14ov at-
@dva oty Konm. H dAln oy wag apgidpouns oxéong”, Evgoo-
ovvov. Aptépwua otov Mavoin Xaténddxn, 2, Athens 1992, 509.
M. Borboudakis, “ITaportneioeis ot Lwyoapurn Zxdafevoyweiov”,

153



KATERINA KONTOPANAGOU

PR N
Ene

B

Fig. 6. Holy bema. Apse and east barrel-vault. Enthroned Virgin with Child and the Communion of the Apostles.

154 AXAE MB’ (2021), 149-168




barrel-vault, scenes from the Christological cycle.

They are painted on the east barrel-vault, according to
the symbolism of the space as the secret heaven to which
Christ ascended during the Ascension and from which
the Holy Spirit descended during Pentecost?’. The proph-
ets David and Solomon are depicted on the face of the
apse of the holy bema (Fig. 6), in their standard position
in Cypriot churches?. Clearly identifiable fragments of
the Sacrifice of Isaac are preserved in the upper register
of the north recess; the fragmentary nature of the scene,

Evgpooovvov. Apiéomua otov Mavoin Xaténddaxn, 1, Athens
1991, 377.

20 They are painted on the east barrel-vault, according to the sym-
bolism of this space as the secret heaven to which Christ ascended
during the Ascension and from which the Holy Spirit descended
during Pentecost. A. Grabar, “Le schéma iconographique de la
Pentecote” dans L’Art de la fin de I’ Antiquité et du Moyen Age, 1,
Paris, 1968, 615-617. Borboudakis, “ITapatnofoeis oty Cwyoapr-
%1 Zxhapevoymeiov”, op.cit (n. 19), 377.

2 Indicatively, cf. the corresponding depictions in the Virgin Chry-
sokourdeliotissa and in the church of the Holy Cross in Agiasmati.
A. Papageorgiou, Oi S§vAdoteyotr vaol tiic Kumpov, Nicosia 1975,
126 figs 20, 41.

AXAEMB’ (2021), 149-168
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Fig. 7. Naos. South wall, the Dormition of the Virgin. Southwest pendentive, the Annunciation of the Virgin. West

preserved only on the lintel, is due to the later opening of
a window in the recess. Saints Stephen and Barnabas are
depicted on the east and west sides of the soffit. Corre-
spondingly, the Hospitality of Abraham, represented by
three angels seated on a single bench without the presence
of Abraham and Sarah, decorates the south recess. Two
deacons, Laurentius and Romanus, are depicted on the
soffit. Saints Augustine (Fig. 14) and Theodosius are de-
picted on the north wall.

The naos is decorated with basic Christological and
Mariological subjects. Particular emphasis has been placed
on the latter scenes, and, by extent, on the Virgin®%. Her Pre-
sentation and Dormition are developed on extensive sur-
faces, occupying the north and south walls (Fig. 7). The en-
tire register of the wall beneath the Dormition is occupied
by Sts Mavra and Timothy, with four biographic scenes
(Fig. 4). Two further related Mariological subjects have
been illustrated on the north wall above the Presentation,

22 Cf. the barrel-vaulted church of the Presentation of the Virgin in
Sklavenochori (15th century), Borboudakis, “ITagatnofosic o
Loyoagui Zxhapevoyweiov”, op.cit. (n. 19), 375-398.
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Fig. 8. Naos. South wall and Southwest arcosolium.

on either side of the single-lobed window: the Life-giving
spring and the Vision of the prophet Ezekiel, on the east
and west sides respectively. The figure of the Virgin hold-
ing Christ is repeated: she is depicted frontally in the Old
Testament scene as the Tabernacle, in a prefiguration of the
Divine Incarnation, while also emerging as the Life-giving
Spring from the water basin (perirrhanterion)®. The cur-
rent main entrance to the church was opened in the north

2 On prefigurations in the visions of the prophets, see Ch. Kon-
stantinidi, “H @gotér0g wg oxnvy Tov MapTuelov (e TLg TOEL-
®ovioelg ®at 0 Mehopdg omv aypido g Kéxxvng Iavaylog
omv Kévutoa”, DChAE 29 (2008), 87-100. D. Mouriki, “Ai pi-
BAwot mpoewwovioeis g Iavaylog eig Tov tpoUAAov Tig Tept-
Brértov Tod Muoted”, AD 25 (1970), I Meletes, Athens 1971-
1973, 217-251. T. Papamastorakis, “H évta&n tov mpoewovicemv
™S Be0TéroV ROl TS YYPmong Tov Ztaveov og £vav OdTuTo
ewwovoypa@wd ®Uxho otov Aywo Tedpywo Budvvov Kefmg,
DChAE 14 (1987-1988), 315-327.
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wall, destroying the Presentation of the Virgin with the ex-
ception of the scene’s upper part. The full-length Sts Paul
and Peter (Fig. 10) are depicted on the north and south
pilasters. To the east, heavily damaged frescoes of the full-
length Virgin (north) and full-length Christ (south) (Fig.
4) are painted on either side of the iconostasis. The Chris-
tological scenes begin with the Annunciation on the south-
west pendentive (Fig. 7). The arrangement and selection of
the subject matter indicates a unified program for all the
surfaces of the barrel-vault and the walls. According to the
established system, the barrel-vault is subdivided into reg-
isters, in which the Christological subjects are developed
in pairs; on the south side of the west vault are depicted the
Nativity of Christ, the Presentation at the Temple (Fig. 12),
the Transfiguration, and the Washing of the Feet (Fig. 8).
The program continues on the north side of the west vault
with the Baptism, the Raising of Lazarus, the Triumphal
Entry into Jerusalem, the Last Supper, and the Betrayal,
concluding at the south wall with the scene of the Descent
into Hell, a position connected with the funerary use of
the southwest arcosolium (Fig. 8). Beneath the Descent
into Hell, remains of two Archangels can be discerned on
the blind arch?. Opposite the southwest recess there are
fragments of a mounted warrior saint. Finally, the dado
zone of the walls is decorated with a continuous, albeit
damaged, band of ornamental motifs.

Particular iconographic observations

The iconography of the naos is dominated by Sts Mavra
and Timothy, together with biographical scenes. The po-
sition of the biographic cycle? on the south wall (Fig. 4),
just outside the holy bema, its development on an exten-
sive architectural surface, and its symmetrical arrange-
ment, demonstrate the skill of the painters (Fig. 9). The
full-length Sts Mavra and Timothy stand at the center.
The abbreviated biographic cycle includes four episodes
from the martyrdom: St Mavra before the Roman gover-
nor Arrian (‘H ayia dwaheyouévn ug tov faocihéa); the
saint’s visit to the prison, where her husband was incar-
cerated (‘"H éyla Sidaonduevn 0t 16 dvrol avTic); the

24 Stylianou, Painted Churches, op.cit. (n. 3), 236.
% A door was initially present at this position, but was subse-
quently walled up.

AXAE MB’ (2021), 149-168
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Fig. 9. Naos, South wall. Saints Timotheos and Mavra. Biographic scenes of St Mavra.

mutilation of her hands ("H &yia xdmter taic yeloog);
and the saint being boiled alive (the inscription has dete-
riorated and is almost illegible). The painters have given
St Mavra the leading role, as both the virtuous life of the
saintly couple and their martyrdom in Thebes, Egypt
on 3rd May 304 have been omitted. Also absent is the
martyrdom of Timothy. The painters most likely copied
the composition from a portable vita icon, unfortunately
non-extant today. It could possibly have been an icon
contemporary with that of Sts Mavra and Timothy kept
in the church of Monogenis (Fig. 3). Most of the sur-
viving Byzantine vita icons date from the 13th century.
They are usually of large dimensions and depict numer-
ous episodes®. The scene selection may differ depend-
ing on patrons’ preferences or on the wish to emphasize
the cult of a particular saint at a given monument. The
chosen form indicates that the biographic cycles were

26 T, Papamastorakis, “Pictorial Lives. Narrative in thirteenth-cen-
tury vita icons”, Benaki Museum 7 (2007), 33-65. N. Patterson
Sevéenko, “The ‘Vita’ Icon and the Painter as Hagiographer”, DOP
53(1999), 149-165, mainly 150-155.

AXAEMB’ (2021), 149-168

viewed as a type of donation to a particular image of the
saint?’. In the case of the monumental cycle in Koilani,
the inclusion of certain scenes emphasizes the honored
female martyr, St Mavra, and must have been intended
to illuminate aspects of her life.

Of particular note from the iconographic point of view is
the fact that the Ascension and Pentecost are combined
with the depiction of Christ Emmanuel on the face of the
apse (Fig. 6)%. Their combination serves to emphasize the

27 Patterson Sevéenko, Vita icon, op.cit. (n. 26), 160. On the models
of the biographic cycles in monumental painting, see K. Weitz-
mann, “The Selection of Texts for Cyclic Illustration in Byzantine
Manuscripts”, Byzantine Books and Bookmen. A Dumbarton
Oaks Colloquium (1971), eds C. Mango — L. Sevéenko, Washington,
D.C. 1975, 84-86. Stereotypical iconographic structures and tropes
were used for the illustration of the biographic scenes of lesser-known
or local saints, J. Gardner, Patrons, painters and Saints: Studies in
Medieval Italian Painting (Variorum, Collected Studies Series CS
414), Aldeshot 1993, 172-184.

2 Regarding the iconography and position of this image in the
church, see A. Glichitch, Iconographie du Christ-Emmanuel, origine
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concept of the Trinity. It is also possible that they are a
reflection of the Hesychast controversy, artistic traces of
which can be observed throughout Cyprus®. Iconographic
details, such as the disproportionately large figure of the
Cosmos in the scene of the Pentecost, an external testimony
of the Epiphany, and the depiction of the mandorla in three
different registers® with multiple rays around Christ Em-
manuel, all lend further credence to this interpretation (Fig.
6). St John Chrysostom is depicted, in his established posi-
tion, among the co-officiating Hierarchs in the holy bema.
However, he is also depicted again as a full-length figure on
the north wall of the naos (Fig. 11). This emphasis is indic-
ative of the Hesychastic theological issues of the period and
of the monastery in particular®’. There are various icono-
graphic particularities: in the Communion of the Apostles,
the apostles who lead the two groups are Andrew and John,
instead of the conventional Peter and Paul, which denotes
the prominent role of the former two apostles in Cyprus
(Fig. 6). Furthermore, the dominant figure of Andrew, in
the position of Peter’s brother, can be interpreted as a vi-
sual expression of the ecclesiastical tradition that connects
the patriarchal throne of Constantinople with the apostle®2

et développement jusqu’au XIVe s., Paris 1990. Ch. Konstantinidi,
O Mehouog. Oi SvAdeitovpyotvies Tepdpyes xal oi Ayyerot-
Awdxovor umpoota oty Ayia TodreCa ué o Tiuta Adoa i TOv
evyaototiaxod Xototo, Thessaloniki 2008, 84-86.

2 Personal observations. The theologians who introduced Hesy-
chasm emphasized the doctrine of the Triune God. Chotzakoglou,
“Alelodvovtog otV Takatordyelo uvnuewoxry Cwyoomry g
Kimpov”, op.cit. (n. 4), 46.

% G. Millet, Recherches sur Iconographie de I’Evangile, Paris 1960,
230. A. Xyngopoulos, ‘H yn@iéwti dtaxoounon 1ot vaotd tdv
Aylwv Arootodwv Oecooalovixng, Thessaloniki 1953, 19-20. On
the development of the mandorla in three levels in the Transfigura-
tion scene, see D. Konstantios, “Toelg deomotinég eindves and Ty
Kiuatd”, HreioXpov 25 (1983), 194-195 and K. Kontopana-
gou, Post-Byzantine Painting Art. The Kapesovite Painters’ Work-
shop and Saint George Church of Negades, Berlin 2021, 65-66.

3 The students of Palamas gave him the title of the new Chrysostom,
see Chotzakoglou, “Atelodvovtag otV TahatoAGYELO vnueLaxy
Lwyooguxy g Kimoov”, op.cit. (n. 4), 47.

3 The apostle Andrew is given a prominent position in various
depictions, emphasizing his connection with the founding of the
church of Constantinople. Andrew the First-Called is considered to
be higher than Peter in the order of the apostles, a position that also
extends to his successors, the patriarchs, as opposed to the Pope.
This was further developed during the Photian Schism (867-879/80)
in the second half of the 9th century, see Gioles, Eixovoyoagixd
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This visual element serves to emphasize Orthodoxy against
Catholicism, while also possibly being a silent condemna-
tion of the Cypriot church’s endorsement of the decisions
taken at the Council of Ferrara-Florence (1438-1439)%.
Another noteworthy detail is the position of the An-
nunciation, which is depicted on the southwest pendentive;
the evangelists occupy the remaining three pendentives
(Fig. 5). Could this iconographic arrangement on the four
pendentives be indicative of a clumsy, inexperienced paint-
er? Quite to the contrary, this was in all likelihood a delib-
erate choice that made use of the available surfaces, with
the viewer’s gaze simultaneously taking in both the An-
nunciation and the Dormition of the Virgin (Fig. 7). Addi-
tionally, by viewing the Annunciation from southwest fac-
ing northeast, the double depiction of the Virgin becomes
its background. Regarding the cohesion of the iconograph-
ic program, it is evident that the position of the Annun-
ciation was carefully and deliberately chosen. It initiates
the visual narrative of the Christological scenes, which
continue on the adjoining western barrel-vault (Fig. 7).

Palaiologan iconographic influences

The effort to depict the evangelists three-dimensional-
ly, as well as the female figure who embraces Mark and
Matthew, a personification of the Divine Wisdom, are
elements of Palaiologan art®, introduced as a form of

Oduata, op.cit. (n. 4), 266. Another likely comparison is with the
depiction of Doubting Thomas in Sopodani, in which the disciple
leads the group. In this case, the emphasis on the apostolic nature
of the patriarchal throne of New Rome through the depiction of the
First-Called was connected with the efforts of Michael VIII Palai-
ologos to weaken the autocephaly of the Serbian church and bring
it under the control of the church of Constantinople, N. Zarras, O
ELXOVOYaPLXOS #UxAOS Twv Ewbivdv Evayyediowv otny taiaio-
Aoyeta Eoyoaqpixn twv Baixaviwv, Thessaloniki 2011, 198.

3 Gioles, Eixovoyoaguxd Oduata, op.cit. (n. 4), 274-275.

3 This scene provides a transition to the Christological cycle.

3 This iconographic renewal draws, alternately, from both Italian
painting and Palaiologan art, L. Iliadis. “H »vmoiaxy Coyoagpuxn xou
oL oyéoels g ne v éyvn s Itakiog xotd v Goayroxpation xot
v Bevetoxootia (1191-1571)”, H téxvn otnv Kvmoo xau otny Ita-
Al v emoyn tov Buavrtiov. To mapdderyua g euxovag tov ayi-
ov NixoAdov g Zréyns tov 13ov at. wov ovvinondnxe otnv Poun,
Nicosia 2009, 37. This iconographic element is encountered in rare in-
stances in Cyprus, Chotzakoglou, “Aelcdvovtag otnv TalatoAdYeLo
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iconographic renewal’®. The painter has remade Palaio-
logan-derived iconographic elements, successfully incor-
porating them into the concave surface of the pendentive
(Fig. 5). The depiction of the two writing evangelists as
wise men belongs to the Palaiologan tradition®”. Another
element that displays the artistic mastery of the painter
in the depiction of Matthew is the innovative correla-
tion of the evangelist’s symbol, the winged man, with the
personification of the Divine Wisdom, depicted in the
exact same manner as with Mark. In the compositions
of the evangelists, the interiors in which they are shown
writing have been rendered with meticulous attention to

wvnuewaxy Cwoyoogpwtj g Kimpov”, op.cit. (n. 4), 38. A notewor-
thy example is observable in the church of the True Cross in Pelendri
(second half of the 15th century), L Iliadis, H xvmooavayevvnoiaxi
Swyoaqux: To “Aativixo Iapexxiioro” tns Movig tov Ayiov lw-
avvov tov Aouradiotot otov Kalomavayidn xat 1o mooeupeon
uvnueia, unpublished PhD thesis, I, Nicosia 2008, 204-205, with ref-
erences regarding the dating of the depiction to the 15th century. An
earlier dating in N. Zarras, “Ou Tot(0yQa(pieg TOU ®eVTOWOU ®A{TOUG
oto vad tov Twiov Ztavpov oto TTehévtol. O Cwypdgot ®ot to
€0Y0 tovs”, Proceedings of the 4th International Cypriological Con-
gress (Nicosia 31 April — 3 May 2008), Nicosia, 150-160 (forthcom-
ing). I would like to extend my warmest thanks to Nektarios Zarras
for making his forthcoming paper available to me.

% The evangelists and the Divine Wisdom were widespread in mu-
rals, illuminated manuscripts and Cretan icons of the second half of
the 14th —early 15th century, E. N. Tsigaridas, “Avo ewdveg moat-
unc Kontinig ZyoMic oty wovi Batoradiov”, DChAE 27 (2006),
300-301, with examples of murals and illuminated manuscripts in: E.
Tsigaridas, Towoyoapies g emoynis twv IalaloAdywv oe vaovs
s Maxedoviag, Thessaloniki 1999, 124. It is worth noting that this
depiction is connected with Byzantine hymns, in which the prayer
is not directed to God but to the angels instead, N. B. Tomadakis,
“Butavtveg émmlnoes eig povoag xoi aylovs”, Emxtotnuovixy
‘Eretnois Prriocoquxiic SxoAfs Havemotnuiov AOnvav 8 (1957-
1958), 162-165, mainly 165. Also, J. Mayendorff, “L’iconographie de
la Sagesse divine dans la tradition byzantine”, CahArch 10 (1959),
259-279, A. Grabar, “Les images des poetes et des illustrations dans
leurs ceuvres dans la peinture byzantine tardive”, Zograf 10 (1979),
13-16. It was diffused in post-Byzantine works from the 16th century
onwards, E. Drakopoulou, Eixoves amo 1ig 000060&ec Kowvotntes
s AAPaviag, ed. A. Tourta, Thessaloniki 2006, 62-64.

3 RbK, 11, “Bvangelisten”, (H. Hunger — K. Wessel), 452-507. A. M.
Friend, Jr, “The Portraits of the Evangelists in Greek and Latin Man-
uscripts. I, Art Studies 5(1927), 115-151. These sections of the mural
decoration are likely to have been from previous layers with paint-
overs; the poor state of preservation of their upper sections precludes
the possibility of reaching a concrete conclusion on the issue.

AXAE MB’ (2021), 149-168

SAINT MAVRA IN KOILANI, LIMASSOL PREFECTURE

detail: a tall, double-sided wooden lectern with an inter-
mediate space for writing utensils for Matthew, Luke
and John, a glass inkwell in the intermediate space for
Mark, and buildings of varying architecture (domes,
barrel-vaults, balconies) that symmetrically surround
all the evangelists. These scenes of divinely inspired
authorship are emphasized by Mark’s pensive gesture:
he bows his head slightly, touching it with his retract-
ed left hand? (Fig. 5). The depictions of the evangelists
within a carefully arranged interior, their gestures, and
the personification of the Divine Wisdom, are also ob-
servable in the church of the Holy Cross in Pelendri and
indicate the dissemination of Palaiologan iconograph-
ic types¥. Finally, the painter of this monument, in a
callback to older models, depicted Judas crouching with
a microscopic demon in the scene of the Last Supper,
demonstrating his preference for iconographic embel-
lishments*. These embellishments are indicative of the
renovative trend of the period and the painters’ care for
delivering a thought-out composition.

Style and dating

Upon examination of the frescoes, it becomes evident
that both the individual figures and the scenes themselves

3 The studied design of the writing “workshop” is connected with
the tendency to emphasize the human aspect of the evangelists in
Byzantine miniatures and murals. They are depicted in a more
corporeal manner because they announce the Incarnation. Above
all other saints, they belong to the material world of flesh. H. Ma-
guire, The Icons of their Bodies: Saints and their Images in Byzan-
tium, Princeton 1996, 80-87, 17 fig. 8.

3 A. Weyl Carr, Cyprus and the Devotional Arts of Byzantium in
the Era of the Crusades, Hampshire 2005, 245-246, fig. 13. Sty-
lianou, The Painted Churches, op.cit. (n. 3), 223-233. The fres-
coes are dated to the second half of the 14th century (dome and
holy bema), and the rest of the decoration to the second half of
the 15th century. There are noticeable similarities with the monu-
ment under examination, as both have been heavily influenced by
Palaiologan motifs. However, the painters in Koilani and Pelendri
expressed a stripped-down interpretation of these Palaiologan in-
fluences, forgoing the academism of Palaiologan painting.

40 Regarding this iconographic detail, see M. Garidis, Metafvia-
vowij Eoyoaquxii (1450-1600). H evroiyia Loyoaqixij uetd mnyv
nton tov BuEavtiov otov 00006080 xo0uo xat 0TI YHES Vo
Eévn xvotapyia, Athens 2007, 43.
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Fig. 10. Naos, South pilaster. The Apostle Peter.

have been illustrated with an olive-green first paint layer
(proplasmos), while the exposed skin has been rendered
with cool colors. However, a stylistic analysis of the faces
reveals stylistic divergences in the mural decoration; two
distinct artistic styles are observable. The figures on the
pilasters, arranged in a cross formation and attached to
the side walls, belong to the first: the full-length Christ
south of the iconostasis, the apostle Peter on the south
pilaster of the west barrel-vault (Fig. 10), and St John the
Forerunner on the eastern reveal of the south pilaster.
Due to the extensive damage and possible over-paintings,
or even to the interventions of the 2017 conservation, ob-
servations on the frescoes cannot easily be made. How-
ever, a well-preserved depiction can also be included in
this group of figures; that of St John Chrysostom on the
east part of the north wall (Fig. 11). These figures display
a higher degree of plasticity, soft auburn shades on top
of the olive-green first paint layer, and warm, peach-col-
ored spots on their cheeks. Soft, thin bright brush-strokes
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Fig. 11. Naos, North wall. St John Chrysostom.

on the forehead, the chin and below the eyes are observ-
able in the figures of John Chrysostom and the apostle
Peter, being more pronounced in the former. All these
figures are connected with each-other through common
facial details: the elegant forked endings of the beards of
Chrysostom and the Forerunner, the pronounced, stylized
band of shade under and around the eyes of Chrysostom,
Christ and Peter, and the markedly dark-colored (dark
brown to black) lines around the faces of Chrysostom,
Peter and the Forerunner, albeit only faintly visible in the
latter, group these figures together and set them apart
from the rest of the wall paintings. The depiction of St
John Chrysostom, dated to the mid-14th century, has
been compared with contemporary monumental works
in the Balkans*. All of the aforementioned full-length
figures, Chrysostom, Peter, Christ and the Forerunner

4 Zarras, “Reflections of Palaiologan style in Cypriot monumental
painting”, op.cit. (n. 4), 301-302.
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Fig. 12. Naos, West vault. The Presentation of Christ at the Temple.

display similarities with individual figures from slightly
earlier works: the monasteries of Matei¢ (1327-1348)%,
Psaca (1365-1371)* and Marko (1376-1381)*. They can-
not be dated later than the end of the 14th, or even the
early 15th century. These frescoes are the earliest surviv-
ing painted decoration in the monument. A careful ex-
amination indicates that the decoration was completed
with a second painting phase. The two different painting
phases are confirmed by both stylistic and stratigraph-
ic analyses. The damaged sections of the frescoes dated
to the first phase display a different type of substratum
compared to the later, mid-15th-century phase. The aes-
thetic expressed in the biographic scenes of the saintly
couple on the south wall is in accordance with the art

# G. Millet —T. Velmans, La peinture du Moyen Age en Yougoslavie
(Serbie, Macédoine et Monténégro), 1V, Paris 1969, pl. 52 fig. 104.
4 Ibidem, pl. 62 fig. 122, pl. 70 fig. 135, pl. 72 fig. 139.

# Tbidem, pl. 74 figs 141-142, pl. 79 fig. 151, pl. 90 fig. 167.
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encountered in numerous monuments throughout Cy-
prus after the mid-15th century®.

This second artistic style is observable in both the
biographic cycle (Fig. 9) and the remaining wall paint-
ings. According to the architectural evidence, the mon-
ument was the object of successive renovations in the
15th century*, a dating also supported by the stylistic
analysis of the biographic scenes. Its primary attributes
are the frontal rigidity of the full-length saints, the ro-
bust figures, their awkward arrangement in the available
space, the emphasis on the horizontal axis, and the styl-
ized depiction of the natural environment, the buildings,
and the folds of the garments (Fig. 12). These are all
familiar elements of other Cypriot works safely dated to

4 Indicatively, Stylianou, Painted Churches, op.cit. (n. 3), 186-
218, 341-343.

¢ The south door under the transverse cross arm (1,12m width) was
walled up, Prokopiou, Stavpoetdijs eyyeyoauuévog, op.cit. (n. 5), 238.
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Fig. 14. Holy bema. North wall, St Augustine, detail.

the end of the 15th century*’. Robust figures, the emphasis
on the horizontal axis and the complete lack of slen-
derness are characteristics of the murals in the church

47 Their characterization as rustic, simplistic and crude is likely due
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Fig. 15. Holy bema. Apse, Enthroned Virgin with Child, detail.

of the Archangel Michael in Pedoula (1474), a work by
the painter Minas*. A similar approach to the depic-
tion of figures, the layout of scenes and the rendering of
space can be observed in the frescoes of the churches
of the Archangel Michael in Pedoula (1474), the Holy
Cross of Agiasmati (1494)*, and St Mamas in Louvaras

to the fact that they were examined before their restoration, Gioles, ‘H
xowotiavixd) téxvn oty Kumoo, op.cit. (n. 3), 194. The early 16th-cen-
tury frescoes in Saint George Palaiochoritis in Kakopetria can safely be
described as rustic, Stylianou Painted Churches, op.cit. (n. 3), 81-83.
8 Indicatively, see the scenes of the Annunciation, the Presentation
of Christ and the Baptism, as well as the figures of Sts Androni-
cus and Athanasia, St. Perdikis, O vadg tov Agyayyéhov Muyainil
otov I[ledovAd, Nicosia 2014, figs on p. 50, 53, 54, 82. Also Sty-
lianou, Painted Churches, op.cit. (n. 3), 331-343. M. Chatzidakis
— E. Drakopoulou, “EAAnves Lwyodgor ueta iy Adwon (1450-
1830), 2, Athens 1997, 187. Papageorgiou, Eixdves tijc Kiumoou,
op.cit. (n. 12), 93, 97.

4 A similar aesthetic is observable in the church of the Holy Cross
of Agiasmati, by the painter Filippos Goul. Comparisons can be
made with the scenes of the Betrayal, the Denial of Peter, the

AXAE MB’ (2021), 149-168



(1495)*. Furthermore, the cool-colored first painting lay-
er that surrounds the heads like a wide frame, the shades
of gray in the figuration and the lack of earthen, au-
burn colors in the faces, in addition to the pronounced,
stylized outlines of the eyes, eyebrows and neck (Figs
13, 14), are all indicators for this dating®. The Virgin
flanked by angels in the apse, the prophet-kings David
and Solomon, and Christ Emmanuel can also be dated to
the late 15th-century decorative phase, albeit attribut-
ed to a different hand (Fig. 6). The design of the faces
in these depictions is differentiated by the pronounced
circular crimson blemishes on their cheeks (Fig. 15). A
late 15th-century dating is also supported by the metic-
ulously designed decorative elements, evident in the mil-
itary equipment®?>and architectural features, which is a
reference to the trend of artistic embellishment popular
among painters of the second half of the 15th century®?,
The painters created a conservative ensemble of frescoes
with Palaiologan-period iconographic influences. The
artistic style of the scenes is unassuming, free of man-
nerisms and awkward elements, evident primarily in the
abbreviated rendering of the folds of the garments and
the spaces.

Dormition of the Virgin, the evangelists John and Mark, and the
full-length depiction of St John Kalyvites, see Stylianou, Paint-
ed Churches, op.cit. (n. 3), 186-218, figs 110-112, 120, 121. On
the Syrian Orthodox painter Filippos Goul, see M. Chatzidakis,
“EAAnves Lwyodgor uetd v Adwon (1450-1830), 1, Athens
1987, 229 and E. Drakopoulou, “EAAnves Cwyodgot ueta thyv
Alwon (1450-1830), 3, Athens 2010, 223.

3 Located on the outskirts of Kalochorio, Limassol prefecture. The
comparison with the scene of the Washing of the Feet is notewor-
thy. Regardless, the scenes in Saint Mamas diverge in the choice of
architectural backdrop and the spatial arrangement of the figures.
Stylianou, Painted Churches, op.cit. (n. 3), 256-255.

31 Professor Nikolaos Gioles proposes a dating in the early 16th
century. According to N. Gioles the latest point to which they
could be dated is the transition to the 16th century (1500-1505),
while simultaneously displaying 15th-century trends.

32 Depictions of helmet-wearers, a reference to the crusaders in
Cypriot monuments of this period, see Garidis, Metafviavtivi
Cwyoaquxi, op.cit. (n. 40), 58. Chotzakoglou, “Awciodvovtog
oV ToAooAdyelo pvnuetaxry Coyoaguri thg Kvmpov”, op.cit.
(n. 4), 40.

3 Cf. the frescoes in the church of the Archangel Michael in Pe-
doula. Perdikis, O vadg tov Agxayyéhov Muiyaijl, op.cit. (n. 48),
figs on p. 50, 53, 54, 82.
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The dedication of the church:
the veneration of St Mavra in Cyprus

There is a degree of confusion in modern scholarship>
regarding the identification of St Mavra as either the wife
of St Timothy> or a local saint of the same name who was
martyred in Cyprus in the Early Christian period, or even a
local holy woman. In modern ecclesiastical hagiographical
publications on the lives of Sts Timothy and Mavra, there
are references to the church under examination as being
dedicated to a local holy woman named Mavra*. Accord-
ing to local traditions, this St Mavra was from a village
neighboring Koilani, Pera Pedi, and settled in Koilani at
the site where the church was later built, seeking to aban-
don worldly affairs and dedicate herself to God. Howev-
er, in hagiographical texts St Mavra is also referenced
as one of the 40 women martyrs of Heraclea in Thrace,
who were martyred during the reign of Licinius®’. There
are no other references in the hagiographical sources.

According to official state property registers, 34 top-
onyms and at least 13 churches dedicated to the saint have
been documented®. The cult of the married couple of mar-
tyrs or of St Timothy by himself are not nearly as wide-
spread®. Additionally, in Cypriot painted monuments of

5 The issue of the dedication of the church to another St Mavra is
discussed by Archimandrite Photios Joachim, Oi dytor udotvoeg
xal ouoloyntés tiic ExxAnoiag tiic Kvmoov, op.cit. (n. 6), 403-
404. Furthermore, this conflation is also evident in modern ec-
clesiastic hagiographical publications that, despite describing the
lives of the two saints, Timothy and Mavra, provide information
on another, local St Mavra. According to the local traditions, the
latter saint was from a village neighboring Koilani, Pera Pedi, and
settled in Koilani at the site where the church was later built, seek-
ing to abandon worldly affairs and dedicate herself to God.

5 F. Halkin, Bibliotheca Hagiographica Graeca, 1, Brussels 1957,
306: 1848z-1849. Timothy and Mavra were married and were mar-
tyred during the reign of Arrianos.

% Raptopoulos, Biog, Maptvpoiov xai Oavuata, op.cit. (n. 6),
mainly 45-46, with earlier references.

57T would like to extend my warm thanks for the reference to Pro-
fessor Alexandros Alexakis. F. Van Ortroy — H. Delehaye — A.
Poncelet — P. Peeters — C. Von Vorst (eds), “Saints de Trace et de
Meésie”, AnBoll 31 (1912), 194-207.

3% M. Christodoulou — K. Konstantinidis, A complete Gazetteer of
Cyprus, 1, Nicosia 1987, 15, 16.

% Only a few churches on the island are dedicated to St Timothy.
Official registers of monuments mention only one church, in Kato
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the Byzantine period, the saintly couple does not appear
to have been depicted together frequently. A salient ex-
ample is the narthex of the Virgin Phorbiotissa in Asinou
(1332/33)%, while in an earlier monument, the church of
the Virgin in Moutoula (1280), St Mavra is depicted with-
out Timothy in the same composition with other saints
and the most popular saintly couple of Cyprus, Andron-
icus and Athanasia®’. The veneration of St Mavra with-
out St Timothy appears to have been widely disseminated
throughout Cyprus and is observable from the Byzantine
period onwards®>. Among the Byzantine monuments ded-
icated to her, of particular note is the Early Christian fu-
nerary chapel with 10th-century frescoes, the rock-hewn
church east of Kyrenia, at Chrysokava®. The 7th-century
basilica located at “Aghia Mavri” in Alassa, Limassol pre-
fecture, reconstructed in the 12th-13th century, may also
be connected with the Early Christian cult of the saint®,

Lefkara, Christodoulou — Konstantinidis, A complete Gazetteer,
op.cit. (n. 58), 59.

% Stylianou, Painted Churches, op.cit. (n. 3), 136.

® Tbidem, 328, 500.

2 Father Photios Joachim, “H &yia Mavpa thg Kimpov”, Meyd-
An Opb0do&n Xoiotiavixny Eyxvxlomaideia, 11, Athens 2014,
286-287.

% There are numerous quarries in the region. This is a funerary
church with a natural stone roof, arcosolia and rock-hewn burial
chambers. See G. Sotiriou, Ta fvlavriva uvnueia tis Kimoov. 1.
Agvxwua, Athens 1935, 1. Early Christian cemeteries, 2-4. An early
Christian funerary chapel dedicated to St Mavra, with 10th-century
wall paintings, is extant. For a ground plan of the chapel, see So-
tiriou, op.cit., 3, figs 1, 2. A. Papageorghiou, “Recently discovered
wall paintings in 10th-11th century churches of Cyprus”, Actes du
XIVe Congres International des Etudes Byzantines, Bucharest 6-12
September 1971, 111, Bucharest 1976, 412-413. Stylianou, Paint-
ed Churches, op.cit. (n. 3), 451-454. A. Papageorghiou, “AaEsvtit
aoxntoout xat povaotiola thg Kiompov”, Emetnoida Kévioov
Meletarv Ispds Movijg Kuxxov 4 (1999), 52-53. A. Papageorghiou,
H yowoniavixn téxvn oty xateyouevn Kumpo, Nicosia 2010, 59.
According to Archimandrite Ph. Joachim (Oi dytot udotvoes xal
ouoroyntés tig ExxAnoias tig Kvmpov, op.cit. [n. 6], 406), this
could be the first instance of the cult of the saint in Cyprus.

% The site is known as “Mavri”, not Mavra, though this is due to
verbal alteration, as according to the testimony of the excavator
himself, there was an icon of St Mavra within this three-aisled
basilica. The inhabitants of the region referred to the monument as
“the church of Saint Mavra”. No archaeological evidence relevant
to the cult of the saint has yet been uncovered, however the top-
onym in combination with the local tradition are crucial indicators.
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However, no hagiographical texts, such as synaxaria, lives,
etc. are extant. The only written testimony regarding the
cult of St Mavra in Cyprus is provided by the travelers
who visited the monument in the 15th, 16th and 18th cen-
turies, who mention that they paid their respects to her
relic®. This may be a conflation of a local Mavra with St
Mavra, wife of St Timothy. This is also supported by the
fact that the local community refers to the church as Saint
Mavra in Koilani, and not the church of Saints Timothy
and Mavra®. The dedication of a church to St Mavra in
the 12th or 13th century, during the period of Latin rule,
might be connected with the dissemination of the cult of
other female saints, such as St Marina the Great Martyr,

Architecturally, it is a complex of two clusters of buildings and a
cemetery, located to the east of the basilica. This was an important
Proto-Byzantine settlement that was, however, soon abandoned. P.
Flourentzos (ed.), Excavations in the Kouris Valley, 11, The ba-
silica of Alassa, Department of Antiquities, Nicosia 1996, 1-37.
% In 1480, Pierre de Vermon (Pierre Barbatre), during his voyage
to the Holy Land, toured Cyprus and reported the existence of
the relic of St Mavra, which exuded a perfumed scent, similarly to
the relics of Sts Catherine and Nicholas. See G. Grivaud, Excerp-
ta Cypria Nova, 1, Voyageurs occidentaux a Chypre au X Veme
siecle, Nicosia 1990, 100. The relevant excerpt does not mention
the region of Koilani. See regarding Photios Joachim, Oi dytot
udoTveES xai duoroyntés tic ExxAnoiag tig Kumoou, op.cit. (n.
6), 406. A reference from the following (16th) century, by Etienne
de Lusignan (1537-1590), mentions St Mavra as the wife of St
Timothy, and that the martyred couple lived in the wider region
(he mentions the village of Pera Pedi as their home), adding that
they were buried in the church of Saint Mavra. Also, according to
his testimony, very few relics of the saint remained in the village
of Koilani (Chillany), with many having been dispersed through-
out the island, Etienne de Lusignan, Description de toute lisle de
Cypre, et des Roys, Princes, et Seigneurs, Paris 1580, ed. Th. Papa-
dopoulos, Nicosia 2004, 13.56b-57a. The 18th-century monk Bazil
Barsky mentions paying his respects to the relics (“xoaviov ®ol
086vtag”, “the skull and teeth”) of St Mavra, see Stylianou, “Ai
reoyfoeig tod Bdooxv”, op.cit. (n. 11), 82.

% Tt must be noted that in cases of churches dedicated to martyred
married couples, such as Andronicus and Athanasia, who were
also widely venerated in Cyprus, the names of both are includ-
ed in the church names and toponyms. Notable examples are the
Old Metropolis of Limassol, the church of Saints Andronicus and
Athanasia. According to the state property registers, there are
only two churches (in Limassol and Rizokarpaso) and a toponym
(in the latter) named after St Athanasia, see Christodoulou —Kon-
stantinidis, A complete Gazetteer, op.cit. (n. 10), 6.
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during the same period®’. Also contemporary is the church
of the Virgin in Moutoula, in which, as mentioned above,
St Mavra is depicted together with other female saints. It
is no coincidence that the church of the saint in Alassa was
renovated during this period. The evidence indicates that
the cult of St Mavra occupied a special position in Cypri-
ot society. Regardless of whether she was the well-known
wife of St Timothy who was martyred together with him
in Egypt, or some other homonymous saint, it is safe to say
that a long-held and notable religious tradition regarding
her cult was established on Cyprus. This is confirmed by
the numerous monuments, together with the descriptions
of travelers during the Late Post-Byzantine period. The
spread of the cult of St Mavra was likely due to the dis-
semination of hagiographical texts and illustrated saints’
cycles in the Late-Byzantine period, mainly after the late
13th century®. It was also during this period that synax-
aria of new saints, such as St Theodora of Arta (1270), St
Nicholas the Younger, who was martyred at Nyssa (1280-
1290), the ascetic St Matrona of Chios (14th century) et
al., made their first, timid appearances®. The remarkably

7 Crusader art prominently features depictions of St Marina. The
saint was widely worshipped in Cyprus, with her relics being kept in
Cypriot monasteries and many churches and toponyms bearing her
name, D. Mouriki, “The cult of Cypriot saints in medieval Cyprus as
attested by church decorations and icon painting”, The Sweet Land
of Cyprus. Papers Given at the Twenty-Fifth Spring Symposium of
Byzantine Studies ( Birmingham, March 1991), eds A. Bryer — G.
Georgialidis, Nicosia 1993, 233-277. D. Mouriki, “The Wall Paint-
ings of the Church of the Panagia at Moutoullas, Cyprus”, Byzanz
und der Westen. Studien zur Kunst des europdischen Mittelalters,
ed. I. Hutter, Vienna 1984, 197. On the dissemination of the cult of
St Marina in Crete during the period of Latin rule, see J. Albani,
“Ou Toroypoapieg Tov vaot g Ayiag Mapivag otov Movpvé g
Koftne "Evag dyvootog froypoagirds vixhog g ayiog Magil-
vag®, DChAE 17 (1993-1994), 211-222, mainly 213-215.

% A different kind of hagiography began to flourish in the late
13th century, when interest was renewed in the writing of texts
about the saints of old, many of them martyrs of the early Chris-
tian era, whereas others were heroes of the struggle against icono-
clasm, nuns, monks etc. Such texts indicate a revival of the cult
of these saints in the final centuries of Byzantium. In contrast to
the widespread dissemination of the saints of old, the composition
of vitae of new heroes of Orthodoxy lagged behind. A.-M. Tal-
bot, “Hagiography in Late Byzantium (1204-1453)”, The Ashgate
Research Companion to Byzantine Hagiography, 1, Periods and
Places, ed. St. Efthymiadis, London — New York 2011, 173-180.

% Talbot, “Hagiography”, op.cit. (n. 68), 188-189.
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limited number of hagiographical texts on holy women
compared to those of male saints in the Byzantine litera-
ture of this period quite likely did not affect Cyprus, which
was between Byzantium and the West. This might also be
the case with the diffusion of the cult of St Mavra without
Timothy on Lefkada, and the establishment or re-estab-
lishment of the monastery of the same name, which exist-
ed prior to 14757, Also, between 1426 and 1453 Leontios
Machairas wrote his history of Cyprus, in which he refers
to the names of great saints from and associated with the
island. This documentation connected the saints with Cy-
prus and contributed to their veneration on the island”.

Conclusions

The wall paintings of Saint Mavra in Koilani are part
of the renovative trend, evident throughout Cyprus, that
was precipitated by pivotal historical events in the sec-
ond half of the 15th century and lasted for almost a cen-
tury. In particular, the reconstitution of the Church of
Cyprus following the proclamation of the union of the
two Churches at the Council of Ferrara-Florence (1439),
the crucial presence of Princess Helena Palaiologina
(1442), the wife of John II of Cyprus”, the concession of

" The Byzantine writers of the Palaiologan period seem to have
been averse to the composition of female saints’ lives, in contrast
with their counterparts in the West, where the cult and composi-
tion of lives of female saints were widespread from the 13th and
14th centuries. D. Weinstein — R. M. Bell, Saints and Society: The
Two Worlds of Western Christendom 1000-1730, Chicago 1982,
220. Both the female presence and specific references to women
are limited in Byzantine sources, see regarding J. Herrin, Women
and Empire in Byzantium. Unrivalled Influence, Princeton, N. J.
2013, 14-38.

I M. Lamprinou, “To povaotiot e Aylag Mavoag ot Agvrd-
da”, Proceedings of the Conference: The monasteries of Lefkas,
ed. Ch. Papadatou-Giannopoulou, Athens 2010, 53-58.

2 A. Weyl Carr, “Sinai and Cyprus: Holy Mountain, Holy Isle”,
Approaching the Holy Mountain. Art and Liturgy at St Catherine’s
Monastery in the Sinai (Cursor Mundi 1), eds Sharon E. J. Gerstel
—Robert S. Nelson, Turnhout, Belgium 2010, 457.

3 Daughter of the despot Theodoros II Palaiologos and grand-
daughter of emperor Manuel 1. She was married in 1442, Garidis,
Metafvlavrvii Eoyoagux, op.cit. (n. 40), 53-54. This Byzantine
queen bestowed privileges on the Cypriot Orthodox Church and
made efforts to bolster the Greek element of the island. She made
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the Cypriot throne to the Venetians by Catherine Cor-
naro (1489)7, all contributed to the economic recovery
and bolstered the Orthodox faith in Cyprus™. A number
of monuments dated to the late 15th century display a
return to older models, a notable example being Saint
Mavra in Koilani’. This was the period shortly before
the Venetians gradually established their political and
cultural dominance. Venetian rule gave prominence to a
new, “Italo-Byzantine” style based on the amalgamation
of Byzantine and Venetian painting””. The widespread
diffusion of the cult of female saints in the West during
the 13th-15th centuries, concurrently with the develop-
ment of the monument under examination, encouraged
the already existing Cypriot cult of St Mavra. There
appears to have been a renowned pilgrimage site of the

crucial donations to the Orthodox monastery of Mangana in the
suburbs of Nicosia. She also encouraged the restoration of older
monuments and the construction of new ones during her reign.

7 In 1489 the sole remaining heir of John II, the Venetian-de-
scended Catherine Cornaro, abdicated and ceded the island to the
Venetians. Cyprus would remain under the control of the Serene
Republic of Venice until 1570/71, Gioles, ‘H yototiavixi) téxvn
otiv Kumpo, op.cit. (n. 3), 182.

7> Ibidem, 302.

7% The church of the Archangel Michael in Pedoula, the church
of the Holy Cross of Agiasmati, the church of Saint Mamas in
Louvaras et al.

7 Gioles, ‘H yototiavixi) téxvn oti)v Kvmoo, op.cit. (n. 3), 187.
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saint, widely mentioned in travelers’ texts. The donors’
intention to emphasize the cult of Mavra explains the
utilization of biographic cycle scenes referring to her
martyrdom, excluding her husband’s. The existence of
the earliest vita icon (late-12th — early-13th century) of
the saintly couple, in addition to their depiction in the
fresco, does not diminish the role of the cult of Mavra in
Koilani. The painters evidently used a now lost vita icon
as their iconographic template, and selected a biographic
cycle modified to honor only St Mavra. This preference
is evident even to the present day, with the monument
continuing to be a place of pilgrimage exclusively for
Mavra. The church of Saint Mavra in Koilani seems to
have been, already from its foundation, a place of active
worship that underwent successive renovations up to the
19th century. The 15th century, when her fame became
more widespread, witnessed the reorganization of her
pilgrimage destination in Koilani. During this period,
the initial, 11th-12th-century church was transformed
into an organized site for the cult of St Mavra, a fact
confirmed by travelers’ diaries. The monument, a living
witness to the cult trends in both the Byzantine and
Post-Byzantine periods, continues up to the present day
to be the saint’s most popular pilgrimage site in Cyprus.

Illustration credits
Personal Photographic Archive of Katerina Kontopanagou.
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H ATTA MAYPA 2TO KOIAANI AEME2OY:
AATPEIA, EIKONOI'PADIA, EPMHNEIEX

T 0 xwE6 Kowhdvi foloxetal og amdotaon 36 yhu. fo-
peodvTIrd g Aguecov. H totopla Tov ywoLov ouvodé-
ETAL UE TNV €YRATAOTAON TOV aylov Ogpdmovta otV
mepLoy, Omme mopadidetal oty avowopd toU Ago-
viiov Mayopd. ZTig Taougpéc Tov 0LxLouoU deomGLeL O
vade e Aylac Mavpoc (Ew. 1, 2). ITapovoldletal yua
TedTn Pod To uvnueio oto oUvols Tov (lotopla, a-
YUTEXTOVIXG OedopPEVa, TOLXOYQUPIES) KOl ETLYELQE(TOL
OAOXRANQWUEVT aVAAVON ®aBMDS naL gounveio Tov TOL-
yoyoaprot diardonov (swovoypapia, WOLoTepdTn-
teg, Loyoa@nd Bgpog, x00voldynon), oe ouvovaond ue
0 Wiaitepo WTua g TEofoAMc TS ondvuung ayiag
oty Kimpo »ot ™) onuacio Tov TQooXVVHULATOS 0TV
Tommury nowvmvio. TTpdxrertal Yo uxe®v dLeoTAoEMmY
UVNUEID TTOV OQYLTEXRTOVIXG OLVAXEL OTOVS CUVETTVY-
uévoug otTaveoeldelc eyyeyoauuévovg voovs. H agyt-
%N QQYLTEXTOVIXY TOV @AOY OVAYETOL OTO WECH TOU
11ov M 10 0YSTEQO UEYEL To Hé€co tov 120V aLdvaol.
O Ta@Lrog YUQOURTHOOS TOVU VO.OU, TOV VITOJEXVUETL
oo T AEXOOOAMO OTOV BOQELO ROl TOV VOTLO TO(YO,
emiPePatddbnxre ®oL Ao TIC 0QYAULOAOYIXNES TOUES RATA
™ SLGERELN TV EQYAOLHY oVVTHENOYC Tov 2017 (Eux.
4). EvO10.p€p0V 0TOLYE(0 OYETRA UE TNV CLOYLTEXTOVLIXY
%O TNV L0TORIO TOV wynueiov mapovoldlel 1 €voelEn
Vapgne vrodamédiov mETEIWVOU CVOTHUOTOS OLoyE-
tevong vepoU. To vepd avtd, udAlota, oe oxEdLo Tou
Ayyhov ayitértovo meouyntyy George Jeffery (aoyés
2000 aLdvaL), 0 0To{0g TO aVapEQEL WS ayloou, poive-
TOL OTL Q€EL OTTO TOV AVOLTOMXUO TO(YO TOV VaoU.
Eowteprd 1ov ®ving voou, 6tov voTio Toyo, »ATm
andé tig vrdeyovoeg touxoyoaisc (Ew. 8) noal otov
eEmtepwd Popeto Tolxo owlovtal omapdynato Tolot-
GTEQOV TOLXOYQOPLXOU OTQWUATOS, TBAVAS TOV 0LOYL-
®0vU. H ovvoyn »at n ogoyavwuévny avamtuEn tov tot-
XOYQU@LXOU dLonOoUoV WAC EMLTEETOVY VO TEORoUuE
O€ TTAQUTNENOELS T TOV ELXOVOYQUPLROU TOOYQAUUOL-
toc. H B€om TV floypa@irodyv oxnvev 0Tov vOTLO TOl-
%0, axOBWC EEm amd To 1EEd Bua, ®oL 1) CUUUETOLXRY

AXAE MB’ (2021), 149-168

Sudtaly amoralimrovv wavoic twyodgove (Ewt. 4, 9).
H emihoyf twv ovyrexQuévmy enetcodimy vTodelxvi-
€L EUTVEVOT 0TS RATOLOL OLVTIOTO LY PLOYQOLPLRT POON-
™ ewova, tlavadg tov 130v awdva. Ewovoygagpind
EVOLOLPEQOV TEOXRAAOVYV OTOLYEIDL TOV TOLXOYQOPLROV
dandouov, To ool TEOPAAAOVY EUPATIRE TNV £VVOLQL
™G TOLALOXOTNTAC KOl ATOTELOVV OITONYO TNG NOVYOL-
otwig €owdag. Ewovoyoagurés Aemtouépeles, 0mms m
dvoavaroya peydhov ueyébovg nooer tov Kdouov otn
oxnvi ™ [evinrootig, wg éEmbev naptupia g Beo-
QAvelog, ®rat 1 aremovion g 068ag ot tola enimeda
ue rolamAéc axtivec otov Xo1oto Eupavovih evioyv-
ovv v gounveio avty (Ewx. 6).

Moo TNE®VTOS TIS TOLKOYQOpiES, €lvalL EUpAVES
OTL TO0O OTLS LELWOVMUEVES LWOQPES OO0 RUL OTLS OXN-
VEC YONOLWOTOLEITAL AOOOTEACIVOS TEOTACLOUOS ROl EV
YEVEL YPUYEOL TOVOL OTO TAGOUO TWV YUUVAV UEQMV.
Q01600, XOTA TNV TEYVOTOEOTIXY AVAAVON TWV TEOOM-
oV emonuoivetal dlopoed VEoug 0TOV TOLXOYQUPL-
%06 dudxoopo. Ataymoilovue dvo dragpopetind Lwyoa-
ewa otowuata. H modtn ouddo pnoogav, ue Pfdon
TEYVOTQOTIKRES TAQATNOENOELS, B uTOQOVOE VO XQOVO-
AoyNOel 10 aEYOTEQO 0TO TENOS TOV 140V 1| 0TS CEYXES
tov 150v avdva (Ew. 10, 11). To devtepo Lwyoagurd
Vpog 1o evromilovue 0TtovV BLoyeo@ird ®UrAO aAld
®aL 0Tov vEdhowmo touoyeogws didxroouo (Ew. 4,
5, 12-15). ITapduoie. avtiinyn arddoons noepdv, d6-
UNOMNS OXNVAV %ol ATGS00NS TOV YMOOV TAQATNQOVUE
OTIC TOLOYQUQieES 0TOV VOb Tov AQyayyéhov Miyani
otov [1edovAd (1474), otov vad tov Tiov Ztovpov
010 Ayraoudti (1494) now otov vaé tov Aylov Mduo
otov AovBad. O Ewypdpotl dnuioveyovv Eva ouvTy-
ONTXO TOLYOYQOPIXG OUVOAO UE ELXOVOYQUPLRES ETTL-
dpdioeic mahatoldyerag meptddov. H pdon avti ouv-
Ogetar pe tic dradoyréc avaxravioels Tov 150 awwva,
OTTWS LaLETVEOUY Ta 0 EYLTEXTOVIXRA dedouéva. O dUo
SLOLPORETIRES TOLYOYQUPIXES PAOELS emIBefaidvovTaL
Oyl UWOVO OTIMOTIXGA GALG ®OL OTOWUATOYQO@LRA. ZTC,
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@Bapuéva onuela TV TOLYOYQOMLMYV TOV TOTOOETOV-
Ue oTNV TEM TN PAOoY, OLaxQIveETAL OLoLPOEETIXRG €(OOC
VTOOTOMUATOS, O OYECN UE TN UETAYEVEOTEQN PAOY
TV uEomwv tov 150v adva.

ZyeTA UE TNV A@PLEQMON TOV wvnueiov, oty ovy-
X00VvVN €QeVVaL VILAEYOVV dLa@oeTivés amdpels. H uvi-
un e Mavpoag uepovouévng gaivetal va €xel ueydin
duadoon oty Kimpo xot paptvpeitor amd ™ fulavit-
v} epiodo. Elte mpdxertal yuo xamoa ayioc. Mavoa
Tomurig euPéletac, n omolo TOAVHS Lo TYHENOE TNV
Kumpo, elte yio ) ovCuyo tov Tywobéov, oto Kothdve
nmpofdiletar n Mavpa. Avtd amodelrvietal amd v
EMAOYT TV OXMVAOV OTOV PLoyQamird ®rUxAo, amnd
TIC LOLQTVQIES TV TEQINYNTOYV, Otd TOV 150 aludvar o
£E1c, alAd ®oL amd 1o YEYOVAS GTL 0TV OUYYQOVY TOTTL-
%N ®OWWVIia 0 vaog avagégetal ws 1 Ayic Mavpo 0to
Kowhdvi znat oy vaog twv Ayiov TwoB€ov nat Mavgaoc.
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MmooUue, ®0T300, VO UTOGTNQIEOUUE OTL AVOUELOPT-
™o dnuioveyidnxe otv Kumpo wio paxoaimvy Ao-
ToEVTIXY TOEAd00N TS aylog ue aEloonuelmteg dia-
OTAOELS, ATOTUTMUEVES O€ EVALY QLERETA Heydho aobud
TEOOXVVNUAT®YV NON ATTO TV TUAGLOYQLOTLOVIXY ETTO-
M. O vaog g Ayiag Mavpag oto Kowhdve gaivetol
Ot oo TV ey ™S 0EVOTS Tov NTay €vag Covtaveg
YWEOS VAGPELaC ne SLadOYIRES AVARALVIOELS EMC KO
tov 190 awdva. O 150¢ awdvag, meptodog eEqamhmong
™S T g ayiog oty Kimpo aild xat GAAwv ayi-
wV oVVOEdEUEVOVY UE TO VNOT, OTTWC TEORVTTEL OLITO TO
Xoovixo tov Agovtiov Mayalod, TEORAAECE Rl TNV
OVOOVYXQOTNOTN TOV OUYXREXQUEVOU TOTTOV gVAAPELOLS
oto Kowhdvi.

Apyaioroyos, PhD
kontkat@yahoo.gr
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