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Natalia Teteriatnikov

THE NEW ROLE OF PROPHETS IN BYZANTINE CHURCH DECORATION
AFTER ICONOCLASM.
THE CASE OF THE NEW TOKALI KILISE, CAPPADOCIA*

To dpBpo eotidieTal 0T0 QOAO TWY TIYOPNTAWY OTO ELOVOYQQL-
Puxd mooyoauua tns Néag Exxinoias Tokall (uéoa 10ov ou. 1
el o 960) oty Kammadoxia. O moopntes ewxoviCovral
0ACOWUOL %A #QATHOVTAS EVETLY QAP ELANTA #OVTA OE OXNVES
oo v Ko AoBjxn, evd ota meoLoodtega mpoyoduuato
avtrjg tne mepLddov otny Kammadoxia, oL mpopntes ewxovito-
vTaL 0€ EOTOUT, XWELS va expodlovy xdmowa unviuata. H
véa aut tdon mov magarneeital ato oudxoouo tns Néag
ExxAnoiag Tokali avravaxdd uetafolrés oty pvavtivij Oela
Agwwovpyia. Ymodnidver tyy mbavy magovoio avdloyov
pawouévov oty Pviavtv mowrevovoa xau o€ diles emag-
xleg tov BuGavtiov.

In Byzantine church decoration prophets acted as messen-
gers of the biblical past providing a link between the Old
and New Testaments. After Iconoclasm, when dome-type
churches came to the fore, prophets often took a prominent
position in a dome or a drum!. A variety of church plans
continued to exist in the Middle Byzantine period. The
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* I would like to thank Leslie MacCoull for her valuable suggestions to
this article. The photographs are by the auther.

1 0. Demus, Byzantine Mosaic Decoration, 2nd ed., New York 1976.
H.J. Schulz, The Byzantine Liturgy. Symbolic Structure and Faith
Expression, New York 1986, esp. 56-62; see also T. F. Mathews,
“Religious Organization and Church Architecture”, in H. C. Evans and
W. D. Wixom (eds), The Glory of Byzantium. Art and Culture of the
Middle Byzantine Era, A.D. 843-1261, exhibition catalogue, New York
1997, esp. 31-34. L. Popovich, “Prophets Carrying Texts by Other
Authors in Byzantine Painting: Mistake or Intentional Substitution?”,
ZRVI 44 (2007), 229-242. T. Papamastorakis, O Otdxoouog 100

This paper will focus on the role of the prophets in the fresco
program of the New Tokalt Kilise (middle of the tenth century
or around 960), Cappadocia. Prophets are portrayed standing
with inscribed scrolls next to New Testament scenes, whereas
the majority of programs in Cappadocia, during this period,
display only busts of prophets, without any messages attached.
This new trend, observed in the decoration of the New Tokall,
is a reflection of changes in Byzantine liturgy. It suggests that
such a phenomenon may have existed in the Byzantine capital
and other Byzantine provinces.

display and the role of prophets in the decoration of such
churches were different, and therefore need to be exam-
ined.

This paper will focus on the prophets in the fresco program of
the rock-cut church, called the New Tokali Kilise, in the
Goéreme valley in the Byzantine province of Cappadocia?.

Keywords

10th. century.

Cappadocia, New Tokali Kilise.
Painting.

Prophets.

TQOVAOV TAV vadV T1j5 TaAaoAdyelas mepddov oty fatxavixr
xeooovnao xai vy Kvmoo, Athens 2001, esp. 166-248.

2 G. de Jerphanion, Une nouvelle province de I'art byzantin. Les églises
rupestres de Cappadoce, Paris 1925-42, vol. 2.1, 409-14 (hereafter: Une
nouvelle province). 1d., “La date des plus récentes peintures de Toqale
Kilisse, en Cappadoce”, La voix des monuments (Paris and Brussels
1938), 222-36. M. Restle, Byzantine Wall Painting in Asia Minor,
Greenwich, Conn., 1967, vol. 1, 111-16; vol. 2, figs 61, 98-99, 115-19. N.
Thierry, “Un atelier de peinture du début du Xe si¢cle en Cappadoce: I’ate-
lier de I’ancienne église de Tokal1”, BAntFr (1971), 170-71; A. Wharton
Epstein, Tokal: Kilise: Tenth-century Metropolitan Art in Byzantine
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The New Tokali (middle of the tenth century or around 960)>
has one of the best-preserved painted programs from after
Iconoclasm. This church has no dome, and thus prophets
occupy a location different from those in domed churches.
Furthermore, prophets in the New Tokal1 have a distinct place
and visual characteristics, which makes them different from
their depiction in other Cappadocian churches of this period.
Here prophets are portrayed standing with inscribed scrolls
next to New Testament scenes, whereas the majority of
programs in Cappadocia display only busts of prophets in
medallions or squares without any messages attached. The
only eleventh-century churches such as Elmali* and Karanlik
Kilise> have prophets with inscribed scrolls displayed on
arches supporting domes. The selection of prophets in these
churches is somewhat similar to that in other Byzantine
domed churches. In order to identify the unique role of
prophets in the New Tokali, I will examine their location, their
relevance to the New Testament scenes, and their role in the
context of the program, as well as the sources.

The display of prophets in the program

The location of prophets in the New Tokali program relies on
the church plan and the selection of New Testament scenes to
which the prophets are attached.

The church has a hybrid plan consisting of a transverse nave and
single-nave church (Figs 1-2). The transverse nave with three
independent sanctuaries was added to an old single-nave church
sometime in the middle of the tenth century or around 960°. The
old nave retained its original decoration; the added transverse
nave received a new painted program. Considering the plan, the
artist displayed three major iconographic subjects on the barrel
vault of the transverse nave: the Ascension, the Benediction of
the Apostles, and Pentecost. Prophets are depicted next to these
iconographic subjects. In addition, two prophets are placed in
close proximity to the Crucifixion, which occupies the central
apse conch. Scenes from the Life of Christ and images of saints

Cappadocia (DOS 22), Washington D.C., 1986, 6-13, 29-32, with biblio-
graphy 4-5, note 2 (hereafter: Tokali Kilise). L. Rodley, Cave Monasteries
of Byzantine Cappadocia, Cambridge 1985, 213-222. C. Jolivet-Lévy,
Les églises byzantines de Cappadoce: le programme iconographique de
Uabside et de ses abords, Paris 1991, 94-108, with bibliography. Ead., La
Cappadoce médiévale: images et spiritualité, Paris 2001, 130-31, pl. 30
(hereafter: La Cappadoce médiérale).

3 Wharton Epstein, Tokalt Kilise, 29-32.

4 Restle, op.cit., vol. 2, pl. XVIII, figs 160, 161, 167-70; A.-M. Grav-
gaard, Inscriptions of Old Testament Prophecies in Byzantine Churches,

52

Fig 1. Tokali Kilise, plan (after Wharton Epstein, Tokalt Kilise,
fig-6).

adorn the walls of the church. Let us examine the relevance of
prophets to the above-mentioned New Testament scenes.

The Crucifixion

Two prophets occupy an important place in close proximity to
the Crucifixion, the key subject of the central apse conch
(Figs 2-4)7. They are displayed on the intrados of the central

Copenhagen 1979, 93, no. 2.

5 Restle, op.cit., vol. 2, pl. XXII, figs 218, 223. Gravgaard, op.cit., 93,
no. 3.

% Wharton Epstein, Tokali Kilise, 4-13. Wharton Epstein suggested that
the artist of the New Tokali1 was familiar with the art of the Byzantine
capital of this period (op.cit., 39-44).

7 Jerphanion, Une nouvelle province, vol. 1.2, 345-48. Wharton Ep-
stein, Tokal: Kilise, 73-74, fig. 83. Jolivet-Lévy, La Cappadoce médié-
vale, 130-31, pl. 30.



THE NEW ROLE OF PROPHETS IN BYZANTINE CHURCH DECORATION AFTER ICONOCLASM

Fig. 2. New Tokalt Church, general view looking east.

arch of the sanctuary screen. This arch faces the central apse
where the image of the Crucifixion of Christ flanked by the
Crucifixions of the Good and Bad Thieves is depicted. The
apex of this arch has an image of an archangel. Below, there
are two prophets, Jeremiah and Ezekiel, holding inscribed
scrolls. Scholars have recognized their association with the
Crucifixion in the central apse®. On the left is Jeremiah who
points with his right hand in the direction of the Crucifixion of
Christ. The scroll in his left hand is inscribed with the text of
Jeremiah 11.19: “But I was like a gentle lamb led to the

8 Wharton Epstein, Tokali Kilise, 74, fig. 83. A. D. Kartsonis, Ana-
stasis: The Making of an Image, Princeton 1986, 168-73.

9 Wharton Epstein, Tokali Kilise, 74, fig. 83. This text is also found in
the scroll of a prophet Jeremiah in the fourteenth-century church of the

slaughter. I did not know that they devised schemes against
me, saying, “Let us destroy the tree with its fruit™®. We find
that this text is included in the tenth-century Typikon of the
Great Church, in the readings for the sixth hour on Holy
Thursday, for the veneration of the Holy Lance!?. In fact, in
the scene of the Crucifixion, the centurion Longinus pierced
the side of Christ with a sponge-bearer on the right makes a
reference to Holy Saturday when the actual event took place.

On the right side of the arch is the prophet Ezekiel. He is
depicted frontally, blessing with his right hand toward the

Archangels in Lesnovo. See Papamastorakis, op.cit., 211 and fig. 11 on
p. 209.

10 T Mateos, Le typikon de la Grande Eglise (OCA 165), Rome 1962,
vol. 2, 72-73.
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nave. He is holding a scroll in his left hand inscribed with the
text of Ezekiel 37.1: “The hand of the Lord was upon me, and
he brought me out by the spirit of the Lord, and set me down
in the midst of a valley; it was full of dry bones”!!. We find
this text in the ninth-century Prophetologion also on Holy
Thursday'?, at matins in the Old Testament reading, and on
Holy Saturday in the Typikon of the Great Church'®. The text
alludes to the vision of the dead and refers to Christ’s death on
the cross and resurrection. Thus the texts on the scrolls of both
prophets came from the texts recited at vespers during Holy
Week, the day when Christ was crucified and the day of his
resurrection. The body language of both prophets and the
context of the messages they carry emphasize the focal theme
of the apse decoration, Christ’s Crucifixion.

The Ascension and Benediction of the Apostles

Christ’s Ascension and Benediction of the Apostles are
displayed at the center of the vault, and thus they immediately
capture the attention of the viewer (Figs 1, 2, and 5)'4. The
east and most visible side of the vault is reserved for the
Ascension, whereas the western part of the vault is decorated
with the scene of the Benediction of the Apostles. These two
scenes are separated from the north and south sides by the
relieving arches. Originally the latter displayed figures of
prophets, with four prophets on each of the relieving arches
framing this vault. No prophets survive near the Benediction
of the Apostles. As for the Ascension on the eastern part of the
vault, in the 1920s Jerphanion recorded the figure of David at
the north arch, and the lower part of the prophet above him'>.
Now only a fragment of David’s figure survives. The inscrip-
tion near his figure, recorded by Jerphanion, reads: “God has
gone up with a shout, the Lord with the sound of the trumpet”
(Psalm 46.6) and “Make a joyful noise to God, all the earth”

1 Jerphanion, Une nouvelle province, vol. 1.2, 322, pl. 86. Restle,
Byzantine Wall Painting in Asia Minor (n. 2), vol. 2, fig. 117. Wharton
Epstein, Tokali Kilise, 74, fig. 83. Kartsonis, op.cit., 170-71.

12 C. Hgeg, G. Zuntz, eds., Prophetologium I, Fasciculus Quintus:
Lectiones Sabbati Sancti, Copenhagen 1962, 429.

13 Mateos, op.cit., vol. 2, 82-83. For the use of Ezekiel text in scrolls of
prophets in Palaeologan churches see Papamastorakis, op.cit. (n. 1),
diagram 12 on p. 212 and 214. See also G. Millet, La peinture du Moyen Age
en Yougoslavie (Serbie, Macédoine et Monténégro), Paris 1962, Fasc. 111, pl.
66. S. Cirkovié, V. Koraé, G. Bali¢, Studenica Monastery, Belgrade 1986,
73. Popovich, “Four Prophet Cycles”. op.cit., 291, diagram I.

14 Jerphanion, Une nouvelle province, vol. 1.2, 350-52, pl. 80, nos 1-2.
‘Wharton Epstein, Tokali Kilise, 23-27, figs 12-13, 50, 88-92.
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(Psalm 65.1). This psalm was recited during the evening cele-
bration of the pannychis service on the feast of the Ascension
in the Typikon of the Great Church'®. The latter also includes
readings for the Benediction of the Apostles. Thus, both the
Ascension and Benediction of the Apostles were a part of the
feast of the Ascension. Psalm 46.6 is also found in the ninth-
century Triodion-Pentekostarion Koinonikon for the Ascen-
sion feast!”.

No other examples of standing figures of prophets with scrolls
found near the scene of the Ascension or Benediction of the
Apostles have survived from this period in Cappadocia. Both
scenes are found in the Kili¢lar Kilise in Géreme, dated ca.
900'8, and the so-called Pigeon House in Cavusin, ca. 965'.
However, prophets in these churches are depicted as busts in
medallions, the way they are portrayed in many Cappadocian
churches of this period. The only known example of a
standing figure of a prophet with an inscribed scroll next to
these scenes comes from the eleventh-century Homilies of the
Life of the Virgin by James the Monk, Biblioteca Apostolica
Vaticana, cod. gr. 1162, fol. 2v®. This illumination shows a
domed structure with an upper lunette decorated with the
scene of Pentecost. Below and at the center is a scene of
the Ascension flanked by two prophets, Isaiah and David,
with scrolls (Isaiah 63.1; Psalm 46.6). Significantly, the figure
of David and the text of his scroll are similar to the way he is
depicted near the scene of the Ascension in the New To-
kali. Since the manuscript Vat. gr. 1162 was attributed to a
Constantinopolitan workshop, it suggests a Constantinopo-
litan model for the prophets’ texts in the New Tokali.
Although this manuscript was produced later than the fres-
coes of the New Tokali, it shows the same link among the
prophet, the text of his scroll, and the reading of the text for
the feast of the Ascension as it appears in the Typikon of the
Great Church.

15 Jerphanion, Une nouvelle province, vol. 1.2, 317. Wharton Epstein,
Tokali Kilise, 76, and fig. 64.

16 Mateos, op.cit. (n. 10), vol. 2, 126-27.

7R, F. Taft, A History of the Liturgy of St. John Chrysostom, vol. 5, The
Communion Rites, Rome 2000, 307. Gravgaard, Inscriptions (n. 4), 30.
18 Restle, op.cit. (n. 2), vol. 2, pl. XXIV, figs 252 and 275. Jolivet-Lévy,
La Cappadoce médievale, diagram on p. 289, and fig. 151.

19 Jerphanion, Une nouvelle province vol. 1, 520-50. N. Thierry, Haut
Moyen Age en Cappadoce. Les églises la région de Cavugin, Paris
1983, 43-57, Jolivet-Lévy, La Cappadoce médiévale, 70-73, pl. 41.

20 Evans and Wixom (eds), The Glory of Byzantium (n.1), no. 62, 107-
109, fig. 62.
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Fig. 3. New Tokalt Church, central apse, conch and arch, north side.

Pentecost

The Pentecost scene occupies the center of the barrel vault of
the south bay (Fig. 6)?!. It depicts large figures of enthroned
apostles seated on both sides of the barrel vault, facing each
other, with flames over their heads. Separated by an ornamental
band, there are two lower registers on both side of the vault;
each represents two scenes relevant to Pentecost. The lower
register on the east side of the vault depicts a large figure of the
prophet Joel holding an inscribed scroll in front of images of the
nations (Fig. 7). They are represented as a group of two kings,
with the elder and people in front of the city walls. Behind the
city wall, which creates a visual barrier between the scenes,
there is a scene of Peter ordaining the first deacons (Fig. 7).
Peter is blessing a group of apostles on his left. He is shown as a
larger figure standing in the middle of the group. Joel is even
larger than Peter, probably because he was a prophet and thus
ranked higher in the hierarchy. Enlarging Joel and Peter’s

21 Jerphanion, Une nouvelle province, vol. 1.2, 352-54. Wharton Ep-
stein, Tokal: Kilise, 76, figs 93-97. Jolivet-Lévy, La Cappadoce médié-
vale, pls 31-33.

22 Jerphanion, Une nouvelle province, vol. 1.2, 355-56. Wharton Ep-
stein, Tokali Kilise, 76, figs 93, 98.

Fig.4. New Tokalt Church, central apse, conch and arch, south side.

figures, the artist emphasized their significance and connec-
tion. Joel’s right hand stretches in the direction of the nations
but also toward the next scene in which Peter is ordaining the
deacons. Visually, Joel approves a New Testament event. K.
Corrigan, discussing the Forerunner’s gesture in the icon of
John the Baptist from Mount Sinai (currently in Kiev);
convincingly argued that it represents grace, a sort of previous
approval of this later event?. Similarly, Joel’s image conveys
to the public the realization of the Old Testament prophecy in
the happening of the New Testament event.

On the opposite, west side of the barrel vault, below the figures
of enthroned apostles, there are two scenes including the
Mission of the Apostles®* and the nations in front of the city
walls, followed by a figure of the evangelist Luke holding an
inscribed scroll (Fig. 8). In the first scene, the Mission of the
Apostles, Peter blesses the apostles. The figures of Peter and
Luke in both scenes are much larger than all the other figures.
Luke, however, is depicted similarly to the prophet Joel, as a

23K. Corrigan, “The Witness of John the Baptist on an Early Byzantine
Icon in Kiev”, DOP 42 (1988), 3-7, fig. 1.

24 Jerphanion, Une nouvelle province, vol. 1.2, 356. Wharton Epstein,
Tokal: Kilise, 77, fig. 99.
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Fig. 5. New Tokali Church, central bay, barrel vault, west side. Benediction of the Apostles.

larger figure. Both Joel and Luke are shown on the opposite side
of the barrel vault. The inclusion of the prophet Joel and the
evangelist Luke standing in front of the nations just opposite
each other in the south bay is unique to the scene of Pentecost.
Both hold inscribed scrolls in their left hands. Joel’s inscription
on his scroll is a prophecy on the pouring forth of the Spirit. This
text is not, however, the one in the book of Joel proper, but from
the Acts of the Apostles (Acts 2.17-18), where Joel’s quotation
(Joel 2.28-29) is cited®. The text is prescribed for the reading for
the Sunday liturgy on Pentecost. Notably, the evangelist Luke on
the opposite side of the vault is depicted as an Old Testament
prophet with a scroll in his left hand; the quotation on the scroll
comes from the Acts of the Apostles (Acts 2.1 and 1.14; cf Luke
24.49-50)2, The same citation of this text we find in the above-
mentioned Typikon of the Great Church for Saturday, the vigil of
Pentecost?’, which is similar to the text on Luke’s scroll in the
New Tokali. The Typikon of the Great Church includes the texts
from the Acts of the Apostles?®. The texts on the scrolls of both
Joel and Luke were evidently taken from the church service on

25 Wharton Epstein, Tokal: Kilise, 76. Popovié indicates that prophets’
scrolls often have texts from other authors. See Popovich, op.cit. (n. 1),
231-42.

26 Ibid.
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the day of Pentecost. Both Joel and Luke next to the images of
the nations are part of the Pentecost program. The scenes of Peter
ordaining new deacons and the Mission of the Apostles were
added on both sides of the vault to further enhance the apostolic
role of the New Testament. Juxtaposing the prophet Joel and the
evangelist Luke in the Pentecost program makes visible to the
public the fulfillment of the Old in the New Testament.

An examination of the prophets’ locations, their bodily
gestures, and the texts on their scrolls suggests that the author
of the program used images of prophets and their texts to
further highlight the high-ranking feasts of the calendar year,
and to send messages to the public about Christ’s death,
Resurrection, and Ascension, followed by the sending of the
Holy Spirit on Pentecost. These feasts were connected in this
decorative program to show the continuity of the New Testa-
ment events commemorating Christ’s death.

The Crucifixion was commemorated on Good Friday. The
Ascension, forty days after his Resurrection, was one of the
major feasts of the liturgical year, accompanied by processions,

27 Mateos, Le typikon de la Grande Eglise (n.10), vol. 2, 137-39.
28 The Typikon includes readings from the Acts and Joel, but the
passages are different.
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Fig. 6. New Tokalt Church, south bay, barrel vault, south side. The Pentecost.

especially in Constantinople? and its provinces. It also empha-
sizes the apostolic role of the church, which is expressed in the
joint scene of the Ascension and the Benediction of the Apostles
conjoined with Pentecost. The emphasis on the scenes of
Christ’s death and prophecies related to it may reflect the func-
tion of the New Tokali. It has been suggested that the Tokali
church was used for the commemoration of the dead™®.

Prophets and New Testament scenes in Byzantine church

Decoration: the sources

Representations of prophets near New Testament scenes are
found in few instances, probably owing to the destruction of
Byzantine monuments over time.

One case is the eleventh-century painted decoration in the
church of the monastery of St. Chrysostomos at Koutsovendis,
Cyprus’!. The decorative program of this church is in a frag-
mentary state of preservation, and therefore only two prophets
in connection with the New Testament narrative have survived.

2 J. F. Baldovin, The Urban Character of Christian Worship: The
Origins, Development, and Meaning of Stational Liturgy (OCA 228),
Rome 1987, 182-83, 194, 199, 210, 213, 215.

30 Jerphanion, Une nouvelle province, vol. 1.2, 322, pl. 86. Restle,
op.cit. (n. 2), vol. 2, fig. 117. Wharton Epstein, Tokal: Kilise, 74, fig. 83.
Kartsonis, Anastasis (n. 8), 170-71.

3s1c, Mango, with the collaboration of E. J. W. Hawkins and S. Boyd,
“The Monastery of St. Chrysostomos at Koutsovendis (Cyprus) and its
Wall Paintings, Part I: Description”, DOP 44 (1990), 82-85, figs 98,
104 and 105.

One is the prophet Ezekiel, who is juxtaposed with the scene of
the Anastasis. Ezekiel is shown standing on the east face of the
southwest pier. His scroll has the text of Ezekiel 37.12-13 with
slight inversion: “Thus saith the Lord: Behold, I will open your
graves and bring you up out of your graves.” The latter refers to
the resurrection of the dead, and to the scene of the Anastasis,
displayed on the south wall. The text of the prophet is included
in the Old Testament reading for Holy Saturday in the above-
mentioned Prophetologion®. The second scene depicts the
Betrayal of Christ on the north wall. The left part of the scene is
lost. On the right side there is the standing figure of a prophet
with his scroll. There is no inscription to identify the prophet,
and the text of his scroll is gone. Thus it is difficult to under-
stand the original messages of the prophets embedded in the
program. It is clear, however, that the author’s intention was to
bring the prophet and the New Testament event together in a
similar way as was done in the New Tokal1.

Another case comes from the ninth or tenth-century frescoes of
the Deir al-Surian monastery church, Wadi al-Natrun, Egypt®.

32 Gravgaard, Inscriptions (n. 4), 41, no. 64. Hgeg and Zuntz, Prophe-
tologium (n.12), 429.

33 P. Van Moorsel, “A Brief Description of the Annunciation Discovered
in 1991 at Deir es Sourian,” CahArch 43 (1995), 118-24, and figs 1-8.
M. Wauttmann, “Circonstances de la découverte de la peinture de
I’ Annonciation dans la concque ouest de 1’église de la Verge au Deir al-
Souriani et observations techniques”, ibid., 125-128. K. C. Innemée,
“Deir al-Sourian. The Annunciation as Part of a Cycle?”, ibid., 129-132.
N. Thierry and H. Kessler attributed the frescoes from the eighth to the
tenth centuries: N. Thierry, “L’Annonciation de Deir es Souriani,
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Fig. 7. New Tokalt Church, south bay, barrel vault, east side. Joel and the Nations and Peter Ordaining the First Deacons.

Here the western semi-dome of the naos displays the scene of
the Annunciation. It represents Mary enthroned with Gabriel on
her left, and two prophets on each side of the scene: Isaiah,
Moses, Ezekiel, and Daniel. Three prophets gesture toward
Mary and Gabriel. Only Daniel on the far right has his arm to his
chest. All prophets hold inscribed scrolls in their hands4. The
texts on the scroll of Moses include Exodus 3.2b, prefiguring the
Virgin in the Burning Bush. The text of Isaiah 7.14: “God with
us,” is about the birth of Christ.3® Ezekiel 44: 2 is a reference to
the Virgin as the shut gate.>® Daniel’s text (Daniel 2.34) on his
scroll prefigures the Virgin Birth in the stone cut out from the
mountain without human hands®”. Lucy-Anne Hunt pointed out
that the prophets’ texts referred to the typology of the Virgin and
the coming of Christ to the world?. The prophets’ gestures as

Recherches typologiques”, ibid., 133-40. H. Kessler “Byzantine Art and
the West. Forty Years after the Athens Exhibition and Dumbarton Oaks
Symposium”, in A. C. Quintavalle (ed.), Medioevo mediterraneo:
I’Occidente, Bysanzio e I’Islam, Milan 2007, 57-72. Lucy-Anne Hunt
and Tania Velmans date the frescoes to the twelfth century: L-A. Hunt,
“The Newly Discovered Wallpainting of the Annunciation at Dayr al-
Suryan”, ibid., 147-52. Ead., “The Fine Incense of Virginity: a Late
Twelfth Century Wallpainting of the Annunciation at the Monastery of
the Syrians, Egypt”, BMGS 19 (1995), 182-212, figs 1-20. T. Velmans,
“Quelques traits significatifs du style dans I’ Annonciation au Monastere
des Syriens”, CahArch 43 (1995), 141-45.

3 For the use of this text in the churches of Palaeologan period see
Papamastorakis, op.cit. (n. 1), 183.
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well as their texts were deliberate pointers to the coming of
Christ and the role of the Virgin.

The examination of the preserved data shows that the New
Tokal1 presents the earliest example of the depiction of prophets
next to New Testament scenes in church decoration after
Iconoclasm. The author of its program incorporated prophets
together with New Testament scenes in a sophisticated way,
raising the question of where he got such an idea. Why do the
texts of the prophets’ scrolls have the same quotations as in the
Typikon of the Great Church or Propheto-logion? To answer
these questions it is important to identify two different modes in
the depiction of prophets in Cappadocia: the medallion images
of prophets and the standing figures with inscribed scrolls.

As stated above, during the above-mentioned period Cap-

35 This text is found in the churches: St. Nicholas in Monemvasia, Parigori-
tissa in Arta, Peribleptos, Mistra, St. Nicholas tis Stegis in Cyprus, St. Ni-
cholas in Curtea de Arges, Romania, Church of the Archangels, Lesnovo
in Former Yugoslavic Republic of Macedonia, and church of the Virgin,
Nova Pavlica in Serbia. See Papamastorakis, op.cit. (n. 1), esp. 204-6.

36 This text is found in the church of Panagia Parigoritissa in Arta,
Markov Manastir, and Ljubostinja. See Papamastorakis, op.cit. (n. 1),
214-15, with bibliography on p. 215.

37This text is found in St. Nicholas tis Stegis, Cyprus, and Nova Pavlica
in Serbia. See Papamastorakis, op.cit. (n. 1), 217 with bibliography on
p-217,n.332.

38 Hunt, “The Newly Discovered Wallpainting”, op.cit., 150.
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Fig. 8. New Tokalt Church, south bay, barrel vault, west side. Peter and the Mission of the Apostles and
Luke and the Nations.

padocian church murals display portraits of prophets in
medallions in the intrados of arches or church vaults. Exam-
ples can be seen in the ninth- and tenth-century churches such
as the Old Tokal1 Kilise?® and El Nazar*®, both in Géreme, the
Pigeon House in Cavusin*!, St. Barbara in Soganli*?, and
many others (Fig. 9). In these churches, inscriptions includ-
ing prophets’ names are usually enclosed in medallions or, in
some cases, squares accompany busts or half-length figures
of prophets.

Medallion images of prophets are widely found in the art of
this period, especially in ninth- and tenth-century manuscripts
such as the Sacra Parallela in Milan**; Turin, Biblioteca
Nazionale, cod. B I. 2**; and others. This mode of depicting
busts of prophets in medallions was similar to other holy

3 Jolivet-Lévy, La Cappadoce médiévale, fig. 13. Hunt, “The Fine
Incense of Virginity”, op.cit., 182-212.

40 Jolivet-Lévy, La Cappadoce médiévale, figs 45 and 46.

41 1bid., fig. 41.

42 Jolivet-Lévy, La Cappadoce médiévale, pls 88-90.

43 K. Weitzmann, The Miniatures of the Sacra Parallela, Parisinus
Graecus 923, Princeton 1979, 133-60, pls LI-LII, LIV, LVI-LVIII,
LXI-LXXVIII.

44 J. Lowden, Illluminated Prophet Books: A Study of Byzantine
Manuscripts of the Major and Minor Prophets, University Park and
London 1988, 14-22, 111-12, with bibliography on p. 112, figs 16 and
17. Papamastorakis, op.cit. (n. 1), esp. 173-74.

45 Corrigan, “The Witness of John the Baptist ” op.cit. (n. 23), 10.

images from the early Byzantine period. Studying the medal-
lion images of Christ and the Virgin in the seventh-century
icon of John the Baptist from Sinai, Corrigan pointed out that
such images were probably inspired by medallion-like cir-
cular imperial portraits at the top of consular diptychs*. Dur-
ing the sixth and seventh centuries many medallion images
already existed in different media. For example, medallion
icons painted on wood have survived from this period, as, for
example, three medallion icons of Christ, Virgin and arch-
angel from the Coptic Museum, Cairo*. Prophets in me-
dallions were already incorporated into decoration of sixth-
and seventh-century churches, as is evident in the wall paint-
ings of the Monastery of Apollo, Bawit*’, or in the apse
mosaic in St. Catherine’s Monastery, Sinai*®. They are gener-

46 J. Georg and Herzog zu Sachsen, Neue Streifziige durch die Kirchen
und Kloster Agyptens, Leipzig 1930, 50-51, fig. 14. For icon of Christ
see: M. Rassart-Debergh, “De I’icone péenne et 1’icone chrétienne”, Le
Monde Copte 18 (1990), 63-65, figs 24-26. P. P. V. van Morsel et al.
(eds), Catalogue génerale du Museé Copte: The Icons, Cairo 1994, 13,
4, cat. nos 6 and 7, pls 2 c, d. Z. Skalova, Icons of the Nile Valley,
London 2003, 167, figs A, B, C.

47 M. J. Clédat, Le monastére et la nécropole de Baouit, Mémoires
publiés par les membres de I’Institut frangais, d’archéologie orientale
du Caire 12 (1904), pl. XXXIII.

48 K. Weitzmann, “Mosaics”, in K.A. Manafis (ed.), Sinai. Treasures of
the Monastery of Saint Catherine, Athens 1990, 61-68, and pls on pp.
74-75, figs 12-14, 19. Papamastorakis, op.cit. (n. 1), 108.
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Fig. 9. Old Tokalt Church, vault, center. Prophets in medallions.
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ally presented as Old Testament messengers of the New
Testament events, and they are usually depicted on the walls
of these churches. After Iconoclasm, many churches in
Cappadocia continue to have barrel-vault ceilings. In these
churches, medallion images of prophets were placed either
around the triumphal arch or in a cross at the center of the
barrel vault (Fig. 9).

The New Tokal1 presents another mode of depicting prophets:
standing prophets with inscribed scrolls, which is unique in
Cappadocia of this period. The model for this type of prophets
and their texts should come from a different tradition. In order
to understand the novelty of portraying prophets next to New
Testament scenes in the New Tokal1 and their later use in other
churches mentioned above, it is necessary to investigate when
the alliance of a prophet with a New Testament event occurred
in Byzantine art and why.

Representations of prophets with inscribed scrolls in church
decoration are known from late antiquity. They appeared in
the third-century frescoes of the Dura Europos synagogue®®,
sixth-century churches of Ravenna such as San Vitale*?, the
Baptistery of the Orthodox>!, or Sant’ Apollinare Nuovo>2.
Prophets in these churches hold scrolls with both hands,
similar to the prophet Jeremiah in the synagogue of Dura
Europos®3, These prophets’ scrolls are not legible. Prophets
holding inscribed scrolls with clear and specific quotations
are found, however, in various media in the Christian East.
Two icons from Sinai, dating to the sixth or seventh century,
show standing figures of prophets. One depicts the prophet
Elijah holding an inscribed scroll®*. Another icon, already
mentioned above, is that of John the Baptist from Mount Sinai
(currently in Kiev), a New Testament prophet, who is also
depicted similarly holding a scroll prophesying the coming of

49 K. Weitzmann and H. L. Kessler, The Frescoes of the Dura
Synagogue and Christian Art (DOS 28), Washington, D.C. 1990, 130,
figs 175, 193.

50 F. W. Deichmann, Friihchristliche Bauten und Mosaiken von Ra-
venna, Baden-Baden 1958, figs 313,321, 335.

511bid., figs 72-73,76-77.

32 Ibid., figs 100-107, 141, 146.

53 Weitzmann and Kessler, op.cit., 130, figs 175, 193.

54 K. Weitzmann, The Monastery of Saint Catherine at Mount Sinai:
The Icons, vol. 1: From the Sixth to the Tenth Century, Princeton 1976,
32,42-43, pls XIV, XIV (a).

55 Ibid., 32-35, pl. XIV, B.IL. Corrigan, “The Witness of John the
Baptist”, op.cit. (n. 23), 1-11, fig. 1.

36 Clédat, op.cit., pl. XXXIII.

57 B. Brenk, Spdtantike und Friihes Christentum, Propylden Kunst-
geschichte Suppl. Bd. 1, 1977, 247, 252, no. 288a, fig. 288a. H. Belting,

Christ®>. Similar representations of prophets with open scrolls
are found in the church decoration of sixth-century Coptic
churches in Egypt, for instance chapels in the monastery of
Apollo, Bawit>®, Karm al-Ahbariya, near Alexandria’, or the
church of the Red Monastery, near Sohag>®.

Images of prophets together with New Testament scenes also
appeared during this period as can be seen in two manuscript
illuminations: the sixth-century Rossano® and Synope Gos-
pels®. In both manuscripts, prophets are shown as half-length
figures above long rectangular scrolls, which resemble po-
sters. In the Rossano Gospels, prophets gesture toward New
Testament scenes which are displayed above them. In the
Sinope Gospels prophets flank a singular New Testament
scene. The quotations on their scrolls are mostly psalms and
Old Testament passages evoking the New Testament events.
These quotations may reflect their usage in a contemporary
liturgy. But it is difficult to know where the models for these
images of prophets and the texts of their scrolls came from.
According to John Lowden’s study, the surviving illustrated
prophet books date from the middle of the tenth century®!.
Standing figures of prophets are found in an illustrated sixth-
or seventh-century Syriac Bible, Paris, Ms. Syr. 341, fol.
179192, As Lowden pointed out, it is not a prophet book, but
may be a reflection of a type of book which existed in Byz-
antium. The presence of prophets with inscribed scrolls in dif-
ferent media in the early Byzantine period in the Christian
East suggests that illustrations of prophets with inscribed
scrolls went beyond book illuminations.

Very few monumental decorations have survived from the
ninth century in Constantinople and the Byzantine provinces.
The earliest example of full-length figure prophets with
inscribed scrolls is known from the mosaic decoration in the

Bild und Kult, Munich 1990, 103, fig. 38. J. Witte-Orr, Die Wand-
malereien von al-Ahbariya: Malereien des spdten 6. Jahrhunderts aus der
Umgebung Alexandrias (dissertation of Rheinischen Friedrich-Wilhelms-
Universitit zu Bonn, 1993), 104-31.

38 E. White and E. S. Bolman, “Chromatic Brilliance at the Red
Monastery Church”, Bulletin of the ARCE 186 (2004), figs 1, 6, 7.

3 W. C. Loerke, The Rossano Gospels: The Miniatures, Rome and
Graz 1987, esp. 114-20.

% H. A. Omont, Miniatures des plus anciens manuscrits grecs de la
Bibliotheque nationale du Ve au XIVe siecle, Paris 1929, 2, pls A and B.
G. Millet, Iconographie de I’évangele, Paris 1916, 10-11. G. Muiioz, /I
codice purpureo di Rossano e il frammento sinopenze, Rome 1907. A.
Grabar, Les peintures de I’évangeliaire de Sinope, Paris 1948, 7-26, pls I-V.
61 Lowden, llluminated Prophet Books (n. 44), 83.

2 Thid., 89-90, fig. 118.
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nave of Hagia Sophia, Constantinople®. Prophets were dis-
played in the tympana of the central nave, as is known from
the Fossati drawings. The reconstruction drawing of the
mosaics of the north and south tympana, published by Cyril
Mango, demonstrates that the new scheme of images was
introduced to the naos of Hagia Sophia after Iconoclasm.
Hagia Sophia’s mosaics have been dated to the last decades
of the ninth century or the first decade of the tenth century.
Four major prophets, Jeremiah, Isaiah, Ezekiel, and probably
David, large in size, are depicted in the corners of the north
and south tympana. They hold scrolls and gesture toward the
dome and the apse where the image of the Virgin is repre-
sented. The texts on their scrolls are found in the Typicon of
the Great Church for vespers of December 24, the day before
Christmas®. Unfortunately, no other murals of this period
survive from Constantinople. Some information about these
programs can be extracted from contemporary ekphraseis.
Patriarch Photius, for instance, describes the decoration of the
“New Church” built by Basil I, where he mentioned among
other images “A choir of apostles and martyrs, yea, of
prophets, too, and patriarchs fill and beautify of the whole
church with their images”%. Photius did not tell us, however,
where and how the prophets were depicted.

Although information is limited, it is clear that prophets ac-
quired a special role in decorative programs after Iconoclasm,
as seen in the New Tokal1 Kilise and Hagia Sophia. In both
churches the choice of prophets depended on the specific
concept chosen by the commissioners of the programs. In
Hagia Sophia the prophets’ message was to praise God and the
Virgin and to celebrate the Incarnation of Christ similar to the
Deir al-Surian wall-painting. In the case of the New Tokali,
prophets manifest Christ’s death on the cross, his Ascension to
heaven, and Pentecost - subjects suitable for a funerary chapel.
In both buildings, the central cathedral of the empire and the
monastery church in Cappadocia, prophets are depicted in the
naos where they could be easily seen by the faithful. After
Iconoclasm, incorporation of full-length figures of prophets
with inscribed scrolls into church decoration most likely came

93 N. Teteriatnikov, “Hagia Sophia, Constantinople: Religious Images
and their Functional Context after Iconoclasm”, Zograph 30 (2004-
2005), 9-19, esp. 14-15, and figs 10 and 11. R. Cormack and E. J. W.
Hawkins, “The Mosaics of St. Sophia at Istanbul: The Rooms above the
Southwest Vestibule and Ramp”, DOP 31 (1977), 228. Papamastorakis
(n. 1), esp. 176-77,274.

64 Teteriatnikov, op.cit., esp. 14-15.

65 C. Mango, The Homilies of Photius, Patriarch of Constantinople,
Cambridge, Mass. 1958, 187-88.
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from the Byzantine capital, as the usage of the texts from the
Typikon of the Great Church and Prophetologion and the illus-
trated prophet books suggests.

The place of prophets in the liturgy

Though no Cappadocian Typika have survived, we may infer
their similar use in church services both in Constantinople and
Cappadocia. Is it indeed possible that the reading of the texts
from the prophets was similar in Constantinople and Cap-
padocia at that time?

Pentkovskii’s study shows that in the second part of the
seventh century a new element was introduced into the
Jerusalem liturgy, a canon consisting of a selection of biblical
texts from the Jerusalem Psalter®. Soon after that in Je-
rusalem, a new lectionary and troparion were created and
accepted in the monasteries of St. Saba, St. Theodosius, and
others. It is possible that the appearance of these liturgical
books with prophets’ readings stimulated Christian iconog-
raphy in the Christian East. Therefore we find representation
of prophets with inscribed scrolls on some Sinai icons dating
to the seventh and eighth centuries. Similarly, prophets appear
in wall-paintings of Coptic churches in Egypt.

Reforms in the liturgy took place during Iconoclasm, bringing
further developments. The Iconoclasts modernized the liturgy
and made it contemporary. They focused specifically on
Christ’s Eucharist and the New Testament. That is why after
Iconoclasm these changes were already a part of the liturgy. In
the middle of the eighth century these changes were reflected
in the creation of new lectionaries and a new Euchologion.
The new lectionaries contained only New Testament texts,
with Old Testament texts separately in the Prophetologion.
On feast days readings from the prophets were transferred to
vespers. During the Eucharistic liturgy only New Testament
texts were read. These new reforms were incorporated into
the Typikon of the Great Church and other liturgical books,
which prescribed specifically when Old and New Testament
texts were read®’.

% A. Pentkovskii, “Konstantinopol’ski i Erusalimski bogosluzhebni
ustav”, ZMP 4 (2001), 71-72. Cf. M. Aranz, Les grandes étapes de la
liturgie byzantine: Palestine-Byzance-Russie, Rome 1976, 43-72. N.
Egender, “La formation et I’influence du Typikon liturgique de Saint-
Sabas”, in J. Patrich (ed.), The Sabaite Heritage in the Orthodox
Church from the Fifth Century to the Present, Leuven 2001, 209-16.

7 For the use of prophets texts in the liturgy and middle and late
Byzantine church decoration see Papamastorakis, op.cit. (n. 1), esp.
166-68, 263-83.
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Hgeg and Zuntz thought to determine the origin of the
Prophetologion®® — a book which most likely affected the
selection of prophets’ texts for the ninth- and tenth-century
decorative programs in Constantinople and its provinces®.
The Prophetologion is a collection of lessons read during
Lent on the first four days of the week at matins and at the
Liturgy of the Presanctified in the evening. The Prophe-
tologion reflected the reforms in the Byzantine liturgy made
by the end of the eighth century, and especially affected the
lessons in the Liturgy of the Presanctified. The Propheto-
logion was created in Constantinople and grew out of the
usage in the patriarchal church of the capital. Hoeg and Zuntz
proposed that the Prophetologion was created in the Studion
monastery. Both the Typikon of the Great Church and the
Prophetologion were meant to be used in Hagia Sophia. Once
it was created, copies of the Prophetologion were made and
widely disseminated by the metropolitan scriptoria in the
provinces. This was done for the sake of the uniformity of the
Orthodox liturgy. That is probably why we find that the texts
of prophets in the Tokal1 Kilise match most of their usage in
the feast days in the Typikon of the Great Church. Since the
quotations of the prophets in the Tokali Kilise matches the
Typikon of the Great Church and Prophetologion, it is pos-
sible that the commissioner of the program used both texts as
sources for the prophets’ texts in the decoration.

Conclusion

After Iconoclasm there was a trend to convey to the audience
through the liturgy the New Testament role of prophets, which
inevitably affected church decoration. This new trend,
observed in the decoration of the New Tokali, is a reflection of
changes in Byzantine liturgy. That is probably why prophets

% C. Hgeg and G. Zuntz, “Remarks on the Prophetologion”, in R. P.
Casey, S. Lake, and A. K. Lake (eds), Quantulacumque: Studies Pre-
sented to Kirsopp Lake by Pupils, Colleagues, and Friends, London
1937, 189-226. See also Papamastorakis, op.cit. (n. 1), esp. 166-68,
263-83. J. Miller, “The Prophetologion: The Old Testament of

were depicted together with New Testament scenes in church
decoration. No doubt the educated author of the Tokali
program was also aware of the new developments in
Constantinople, that is, of the depictions of prophets with
inscribed scrolls, which were already popular in the decoration
of Constantinopolitan churches as well as illustrations of
prophet books. The author or authors of the New Tokali incor-
porated prophets into a program stressing the paschal cycle,
and Christ’s death and resurrection, suitable for a funeral
chapel. In the case of the scene of Pentecost, the prophet Joel
bore a text from the Acts quoting his own book, and his figure
was juxtaposed to the evangelist Luke (author of Acts). The
goal was to convey to the public the presence of prophets in the
New Testament event. Visually, they appear, as forming part of
the New Testament scenes. At the same time, they came from
the contemporary liturgy, which makes them active partici-
pants in the church ritual.

The evidence presented above suggests that the patrons of the
New Tokal1 were not only familiar with the art of Constan-
tinople, but were also aware of the Constantinopolitan usage of
liturgical texts in the cathedral rite of Hagia Sophia. The
appearance of prophets with inscribed scrolls in the New
Tokal1 can be viewed as a single example of implementation in
local church decoration of the Constantinopolitan liturgy with
which the commissioner or designer of the New Tokali
program was no doubt familiar. The New Tokali presents a
unique phenomenon of the representation of prophets near
New Testament scenes in local Cappadocian church decora-
tion. It suggests that such a phenomenon may have existed in
the Byzantine capital and other Byzantine provinces, as well as
in the Christian East (Cyprus and Egypt). Such examples also
show that patrons were attentive to changes in art and liturgy
and implemented new ideas when the opportunity arose.

Byzantine Christianity?”, in P. Magdalino, R. Nelson (eds), The Old
Testament in Byzantium, Washington, D.C. 2010, 55-76, esp. 71-72.

% For the use of the Prophetologion and other liturgical texts for the
middle and late Byzantine church decoration see Papamastorakis,
op.cit. (n. 1), 166-68.
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O NEOZ POAOZ TQN I[TPOPHTQN XTO EIKONOTPAPIKO
ITPOI'PAMMA TQN BYZANTINGN NAQN META THN EIKONOMAXIA.
HITEPIIITQZH THEX NEAY EKKAHZIAZ TOKALI ZTHN KAIIITAAOKIA

H OTTELROVLON %Ol 0 QONOG TV TEOPNTMV 0TO dLdnO-
oo Twv Pulavivdv vaony tagovotdlovy dLadpoQomoti)-
oglg, YU ovtd xan xeNntovv perétng. To mapdv debo
EMXEVTQMOVETAL OTOVG TTQOPTTES OTOV TOLXOYQODLRO
dudroopo Tov haEevtol oe Podyo vaoh mov elvol yvm-
o105 wg Néa Exnhnoto Tokali (uéoa 100v ai. 1) meel To
960), otnv xothddo Twv Kogapdtwyv (Goreme) tng Kom-
modoxiog (Evx. 1 non 2). ITpdxerton yia éva amd ta ®adD-
TEQU OWTOPEVA EOVOYQOPLHG ODVOMO TTOV YVmEiTovpe
oo v emoyh petd Ty Ewovopayio.

O vaodg dev €xelL Teo0Ao, £€ToL oL TEOGNTES RATOAAUPE-
vouv o Béom dwopogetinly amd exelvn OTOVg TEOV-
Aatovg vaotg. Edd oL mpodteg etovitovial ohdomuoL,
pe evemiyoada elntd, dimho oe ounvég amd v Kouwvi)
AwoONun, evdd oTNV TAELOVOTNTA TWV ELXOVOYQOUPLUDV
nooyoappdtwv oty Kammadoxria eixoviCovrar povo
TQOTOWES TTQOPNTMV O€ PETAAMAL 1] TETEA YW VA AL WO,
xweig va ovvodetovral amd ol unvoporta (Ew. 9).
Moévo og vaoic Tov 11ov awdva, émwg otn Elmah Kilisse
xaw otny Karanlik Kilisse, amavtoiv mpodteg pe evemi-
voogpa etintd, o TOEa mov otneiouvv TpotAovc. Ilgo-
AELWEVOV VO TQOOAL0QIOW TO pOovadivd QOAO TV TTQO-
¢onrtav ot Néa Exnhnotlo, eEetdCo t 6éom tovg, T
oy €0m TOVG UE TG orNVES omd TV Kawv) AtaBfxn xat to
Q0AO TOVG 0TO TAIOLO TOU EXOVOYQAUDLXOT TEOYQAN-
UATOG, OOMG 1L OE OYEON UE TLG TTNYECS.

Zhppwva pe 1o TEOYQAUU, O HOAMTEXVNG ITEWLOVIOE
mpodfteg dlmha oe tolor ®UQLa elvovoyQadrd Bépota
OTNV ROUAQO TOU €Y®AQOLOV ®ATOVvG: otV Avainym,
oto «ITogevbévies pabnretoote» (Ew. 5) »aw otmv
ITevinrooti) (Ew. 6-8). EmutAéov, 0o mpoditeg Polono-
VIOl ®OVIQ Ot ZTa0QWor oV xoToAapPdver Tnv
nevioud] noyyn tov eeol (Ew. 3 now 4). Zto debo
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eEetdleTal M OX€ON TV TQOPNTWOV UE TIS TQOAVAPEQ-
Beioeg nauwvodLabNrinég ounveg.

O raltéxvng (M ou radtéyves) ™ Néag Exxlnoiag
evétake mpopnteg o éva mEdyaupa (Ztavewon, Avd-
Aym xau «ITopevBévieg pabntetoate») mov eEaipel Tov
TAoYGMO vOnho, ®aOdS xaL Tov Odvoto xow TV Avé-
otaon tov XoLotol, medygapa XatdAAnho Yo éva To-
dwd maexxrifolo. Ztnv meplrtwon g Ieveinrootig,
o o g IonA npatet elntd pe nefpevo amd g Ipd-
Eelg v Amootorwv (Eux. 7) »ow 1 poedt) Tov avutagorti-
Betal mpog exelvn Tov gvaryyehoth Aovrd (ovyyoadéa
tov [TedEewv) (Ew. 8). Zxomdg tov nahMTéyvn ftav va
YVWOTOMOLOEL OTOVS TOTOUS TNV TTOQOVOIa TQOPNTHOV
ota yeyovoto g Kawvig AuaBixng. Omuxd, pordCouy vo
OTTOTEAOVV T TWV ROLVOILOONALLDV ORNVADV.
Oewpotue OTL o relpeva Twv meodntwv oty Néo Ex-
nhnola eivon oe peydho fadud avdroyo e T xeMom Toug
otg €0QTég now oOupwvo pe to Tvmxnov s Meyding
‘ExxAnoiag. Apol ta xeipeva tov mogodpntdv oty Tokali
ovppwvoly e to Tvmxdv i Meyding ExxAnoiog naito
Ipogpnroldyov, eivarubovo o dMuoveYds Tov ToyQdiu-
HOTog Vo xenotpooinoe avtd ta do xelpeva wg mnyés
YLOL TOL XE(UEVA TOV TTQOPNTAV 0TO OLEROTHO TOV VOIOU.
Avth 1 véa tdom, mov mogatneeltar 0To dLdroopo TG
Néog ExxAnoioag, avuratontoiler arhayés otn Pulo-
v Beia Aertovyia. Ymodnidver 0Tl #dtL avaioyo
{owg ouvéParve oty mpwtetovoa Tov Bulaviiov naw oe
GMeg Pulavtivég emoyies, ®abBMG xOL 0T YOLOTLOVLXT|
Avatol (Kimeo xau Alyvmto). Metd tnv Exovopayia
vrtfexe uo Tdom vo xaTaoTel YVmoTog 0Toug TOTOoVG,
péowm g Oelog Aettovgyiog, o QOAOS TV TEOGNTHV
omv Kouwvi) AtaBxn, zar autd avamdpevrto ennoéace
TO ELLOVOYQUPILO TTQOYQUUML TWV VODV.
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