AeAtiov Tng XpLotiavikng ApxatoAoyikng Etailpeiaqg

Top. 33 (2012)

AgAtiov XAE 33 (2012), MNepiodog A'. Zn pvrjun tou Anpriten Kwvotdvtiou (1950-2010)

AEATION
THX
XPIZTIANIKHX
APXAIOAOI'IKHY ETAIPEIAX

NMEPIOAOE A° TOMOEX AT
2012

ABHNA 2012

H povn tou nmpogpnitn HAla otnv MNadovia
lwavvivwv: Eva ayvwoTto €pyo Twv KaneoopLtwv
{wypagpwyv

Katerina KONTOPANAGOU

doi: 10.12681/dchae.1246

BiLBALoypa@lkn avagopa:

KONTOPANAGOU, K. (2014). H povr} Tou mpogpritn HAla otnv Madovia lwavvivwy: Eva dyvwoTo €pyo Twv
KamneogoBitwyv (wypdpwv. AcAtiov g Xpiotiaviki g ApxatoAoylkng Etaipeiag, 33, 199-212.

https://doi.org/10.12681/dchae.1246

https://epublishing.ekt.gr | e-Ekd06tng: EKT | MpdoBaon: 27/05/2026 19:42:04



AXAE 33(2012) 199-212

Katerina Kontopanagou

THE MONASTERY OF THE PROPHET ELIJAH IN PAIDONIA,
IOANNINA: AN UNKNOWN WORK OF THE PAINTERS FROM KAPESOVO

H uwovn tov ITpogpntn HAla otov ovvoixiouo Iaidovid
Poioxetar 0to fovvo TOV VYHDVETAL EXAV®D ATO TO YW~
010 Iapaxdalauos otnv meotoxn tov Avw Kaiaud Bo-
oeta twv Imavvivwv. Eixovoyoo@ixés, Talaloyoapixes
xaL XVOIWS VQPOAOYIXEC TAQATNONOELS VTOSELXVUOUV
otL 0 avavuuog Lwyodpoc tov xaboiixov eivar o Ava-
otaoroc Kameoofitng.

The monastery of the prophet Elijah (Fig. 1), in the set-
tlement of Paidonia, is situated on a steep, inaccessible
side of the mountain which rises above the village of
Parakalamos! in the region of Ano Kalama north of Ioan-
nina. The monastic complex as well as the wall decoration
and frescoes of its catholicon? remain unstudied by re-
search up until today. There are very few pieces of infor-
mation about the history of the monastery?, likewise for
its relations with the particularly important nearby mo-
nastery of Sosinou*.

The catholicon of the monastery and its precinct® survive
in good condition, while the refectory and the cells are in

A€Eerg vAeldud
180¢ awdvag, Hmewpog, TTapaxrdiapog, Iaidovid, IToogntng
Hh{og, Kameoopiteg Lwyodgpot, Avaotdoiog Loyodgog.

! The area of Pogdoriani was renamed to Parakalamos (1927): P.
Soustal »au J. Koder, Nikopolis und Kephallenia (Tabula Imperii
Byzantini 3), Vienna 1981, 130; A. Gkogos, [TapaxdAauog. Awo ta
TEOLOTOPLRA YoOVia ws TNV ameAevOépowon tov 1913, A., Athens
1995, 22 27 (henceforth: Gkogos, ITapaxdAauog).

2 The presentation and study of this unknown monument could not
have been completed without the fundamental study of D. Konstan
tios for the Kapesovo painters. The present article is dedicated to his
memory.

3 According to the traditions of the region, the early phase of the
monastery is of the same period as the tower of Melas (2nd half of
the 15th century?), because the monastery belonged to the Melas
family, L. Melas, XeAiSec tng Hmeipov, Athens 1963, 129. Gkogos,

The monastery of the prophet Elijah in the settlement of
Paidonia is found on the mountain that rises above the vil-
lage of Parakalamos in the region of Ano Kalama north
of Ioannina. Iconographic, paleographic and stylistic ob-
servations in particular illustrate that the anonymous
painter of the katholikon is Anastasios of Kapesovo.

ruins. The catholicon® is a small single-nave church with a
semicircular apse, while inside, a three partatite Bema ex-
ists (Fig. 2). The successive interventions to the structure
are obvious in its outer, as well as its inner surfaces. The
different structural phases of the catholicon can most
readily be seen in the vertical joints, at the points where
the older masonry meets the newer, such as in the east
wall. The off-center placement of the arch suggests the
existence of a previous church, of smaller proportions, to
which later additions were made, in particular to its
northeastern section. At this point, the original phase is
evident from the inside with the double depiction of Jonah

Keywords
18th century, Epirus, Parakalamos, Paidonia, Prophet Elijah,
Painters from Kapesovo, Anastasios the painter.

Iapaxdaiauog, 611 612.

4 The only reference to the Prophet Elijah’s monastery is that it be
comes a dependency of Sosinou monastery in 1874: I. Lambridis,
Hrewpwtind Meretiuata, v. B, £T7, 1888, 14 15.

5 Compare the fortification of the Sosinou: R. Stylianou, «To
®0.00A%S TS noviig Zwoivov oto [Hwydve tng Hrelpov», ExxAn-
oles uetd v Adwon 2, Athens 1982, 67 ff. Hamond describes these
fortifications: N.G.L. Hammond, ‘Hrewooc. H yewyoagia, ta ap-
xaia goeima, n totopia xat n tomoyoagia s Hrelpov xat twv
mapaxeiuevoy meptoydv, Athens 1971, 14 15.

61 warmly thank G. Fousteris for the plans and I. Chouliaras for his
valuable contribution.
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Fig. 1. The catholicon of Prophet Elijah, Paidonia, loannina. External view.

emerging from the mouth of the sea-monster. On the west-
ern wall, the differentiation in the masonry reveals that,
when the church was renovated, the original entrance was
sealed and a new one was opened in the south side. This
intervention happened before the surviving fresco given
that there are no gaps in the iconography on the walls. The
date of the first architectural phase can be placed before
the 17th century: the arched ceramic decorative frame and
the interjection of the ceramic tiles between the stones,
sporadic but noteworthy mainly in the upper portion of
the eastern wall, are elements of church architecture of the
15th and early 16th centuries in Epirus’.

The construction of the walls, for most of their length, fol-
lows the typical for the 18th century horizontal wooden

7In later monuments in Epirus we rarely see bricks being used in the
construction of arches for the decoration of outer surfaces, P. Voko

topoulos, «O vadg tov Ayiov Mnvd oto Movodévdpt tov Zayopl

ov», ExxAnoies uetd v Adwon 1, ABiva 1979, 111 120, mainly
117 118. Henceforth: Vokotopoulos, «Movodévdpu».

8 For the masonry during this period, see K. Theocharidou, «O ITgo

pinng Hhlog oty Zudtioto», ExxAnoies uetd tnv Alwon 1, 1979,
55 66.
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reinforcement at regular intervals®. Besides the wall ma-
sonry, morphological evidence places the final architec-
tural phase during the 18th century: the door frame,
which has been built with orthogonal stones® and the thin
lighting slits, characteristic during the period of the Turk-
ish occupation'?.

The different architectural phases of the monument can
be seen in the wall decoration as well. On the south wall of
the main church, underneath the full-length saints we can
see an older layer with full-length figures again, only de-
picted larger (plan 1). The draperies of their clothing, as
well as the painted decoration suggests the dating of these
frescoes to the 18th century. The templon was created
during the same architectural phase!l.

9 Compare to the church of St. Theologos: A. Pasali, «O Ayioc Iodv
g 0 @eoldyog 0to Zdaopno Towdhmv», AXAE 20 (1998), 133 147,
mainly 143.

10 Vokotopoulos, Movodévdor, 118 119, fig. 13.

1 For this period see E. Tsaparlis, «To EvAGyAumto téumho otV
"Hrewpo xatd 1o f7 uod tov 18ov awdvar, Avtipwvov, ApLéomua
otov xanynt N.B. Apavddxn, Thessaloniki 1994, 71 72.
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Fig. 2. Theotokos Vlachernitissa, holy Bema. Prophet Elijah, Paidonia, Ioannina.

Internally, the church is full of frescoes. However the dedi-
catory inscription is, unfortunately, missing. The only in-
scriptional evidence we have can be found in the votive in-
scription, where we read about, among other names: ava-
otdotoc tepémc Imav(vou)!2,

At the Bema, on the semi-dome of the apse, we can see the
Theotokos in the Vlachernitissa type with the accompa-

121t is quite likely that this is Anastasios Kaloudis, a painter from
Kapesovo, who was the son of the priest loannes and belonged to the
first generation of Kapesovo painters, D. Konstantios, ITooo€yyion
oto goyo Twv Lwyodpwv arnd 10 Kaxéoofo tne Hreipov, Athens
2001, 47 49 (henceforth: Konstantios, ITooogyyion). Also K. Kon
topanagou, O vaog tov Aylov T'ewoyiov Neyddwv otnv Hrelpo
(1795) nau 1o oyo twv Kameoofitawv Lwyodemv Iwdvvov xoi
Avaortaoiov Avayvaorn, Toannina 2010 (unpublished thesis), 2239
2240 (henceforth: Kontopanagou, Kareoofiteg).

13 For the iconography of the theme and its symbolisms: S. Papadaki
Ockland, «To Aywo Movdniio wg 1o véo ovuporo og Eva apyaio et
1OVOYQOPLRS oYHuo», AXAE 14 (1987 88), 283 294. For its theo
logical connection with the Ascension, see Chouliaras 1., «<H Ogo16
%0¢ OV ®atd To Aylo Mavdiiio oty oxnvy g Avainymg éva
Maxedovirnd Oéua otnv té€yxvn g Hrtelpov »atd tov 160 »at 170
owdvor, HX 43(2009), 601 ff.

14 For the depiction of the Ascension in the area of the Bema, A.
Mantas, To eixovoyoagixo mooyoauua tov Iepov Biuatos twv

nying inscription « ‘'H X_PA TOY AXQPITov» (Fig. 2).
On the face of the eastern wall, the Mandylion, a symbol
of incarnation!3, can be found within the scene of the As-
cension'%, We can find the Man of Sorrows® in its tra-
ditional position'®, within the conch of the prothesis!”.
The upper zone is dominated by the Descent into Hades'®
and the Lamentation'?, scenes which express a significant

ueoofutavrivav vawv g EAAddos (843-1204), Athens 2001,
121, 196 ff. (henceforth: Mantas, Ieod Brjua ). For the iconography of
the scene, N. Gkioles, H AvaAnym tov Xototot BdoeL TV uvnuei-
wv s A" ythietnoidogs, Athens 1981.

15 For this subject, see H. Belting, L’arte e il suo pubblico. Funzione e
forme delle antiche immagini della Passione, Bologna 1986, 35 46,
198 220; M. Markovié¢, «Contribution a I'étude de I'influence du
canon du Samedi Saint sur 'iconographie de la peinture medieval»,
ZRVI 37(1998), 167 183.

16 Anastasios depicts this theme at the same point in Vella
monastery (1745) and in the churches of the Taxiarchs (1749) and of
the Koimesis (1763).

17 For the typical position of the scene, which is related to hymnology:
S. Dufrenne, «Images du décor de la Prothése», REB 26 (1968), 297 310.
18 The scene is connected with the everyday completion of the Eu
charist: Mantas, Ieoo Brjua, 218 219.

19 The position of the scene is a sign of the influence of the liturgical
practice and is connected with the troparia before the Liturgy of the
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Plan 1. The catholicon of Prophet Elijah.
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1. Tabernacle of David

2. Burning Bush

3. Annunciation

4. Nativity of Christ

5. Presentation of Christ in the temple
6. Baptism

7. Transfiguration

8. Raising of Lazarus

9. Triumphal Entry into Jerusalem
10. Mark the Evangelist

11. Birth of the Theotokos

12. Dormition of theTheotokos
13. Presentation of the Theotokos in the temple
14. Luke the Evangelist

15. Last Supper

16. Washing of the feet

17. Betrayal

18. Judging of the High Priests

19. Pilate washing his hands

20. Christ carrying his Cross

21. Crucifixion

22. Lamentation

23. Descent into Hades

24. John the Evangelist

25. Hospitality of Abraham

26. Ascension

27. Mandylion

28. Sacrifice of Abraham

29. Matthew the Evangelist

30. Theotokos Platytera

31. Eleutherius (medallion)

32. Ierotheos (medallion)

33. Autonomus (medallion)

34. Ambrosius (medallion)

35. Antipas (medallion)

36. Tarasius (medallion)

37. Constantine the martyr (medallion)
38. Exakoustodianos (medallion)
39. Antonios the martyr (medallion)
40. Maximilianos

41. Iamvlihos

42. Martirianos

43, Unidentified saint (medallion)
44. Kirikos (medallion)

45. Toulitta (medallion)

46. Xeni (medallion)

47. Efrosini (medallion)

48. Matrona (medallion)

49. Tatiani (medallion)

50. Thekla (medallion)

51. Kosmas the Poet (medallion)
52. John Damaskinos (medallion)
53. Anatolios (medallion)

54. Bizantos (sic) (medallion)

55. Larianos (sic) (medallion)

56. Akindinos (medallion)

57. Vasiliskos (medallion)

58. Sebastian (medallion)

59. Boniface (medallion)

60. Chrisanthos (medallion)

61. Sozon (medallion)

62. Kallinikos (medallion)

63. Plato (medallion)

64. Andrew Stratelates (medallion)
65. Agathonikos (medallion)

THE MONASTERY OF THE PROPHET ELIJAH IN PAIDONIA, IOANNINA: AN UNKNOWN WORK OF THE PAINTERS FROM KAPESOVO

66. Celsius (medallion)

67. Protasios (medallion)

68. Nazarios (medallion)

69. Pro (...) (medallion)

70. Unidentified young martyr (medallion)
71. Unidentified Hierarch (medallion)
72. Babilas (medallion)

73. Gregory Akragantinon (medallion)
74. Gregory of Nyssa (medallion)
75. Gregory Thaumaturgus (medallion)
76. Vision of Peter of Alexandria
77. Euplos

78. Cherub

79. Laurentian

80. Roufinos

81. Cherub

82. Man of Sorrows

83. Vrevia

84. Stefan

85. Romanos

86. Jonah

87. Gregory Theologos (;)

88. John Chrysostom

89. Basile

90. Athanasios (;)

91. Parmenas

92. Ignatius

93. Kirillos of Alexandria

94. John Eleemon

95. Spiridon

96. Gregory Palamas

97. Gregory the Dialogist

98. Prophet Elijah

99. Theodore Stratelates

100. Artemios

101. Panteleimon

102. Kosmas

103. Damianos

104. Archangel Michael

105. Zosimas

106. Mary of Egypt

107. Christopher

108. Marina

109. Kiriaki

110. Barbara

111. Ekaterini

112. Merkourios

113. Helen

114. Constantine

115. Antonios

116. Sabbas

117. Euthimios

118. Theodosios the Koinobiarchis
119. Onoufrios

120. Archangel Gabriel

121. Trifon

122. Minas

123. Theodore Tyron

124. Unidentified military saint
125. Dimitrios

126. Charalambos

127. Nikolaos

128. Jonah (layer a)

129. Lower part of full length unidentified saint (layer a)
130. Lower part of full length unidentified saint (layer a)
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Fig. 3. The Presentation of the Theotokos. Prophet Elijah, Paidonia, loannina.

eschatological and salvatory character. In the conch of the
diaconicon? there is a depiction of Ignatius, bishop of
Antioch, «Onpioic yevéoBal Bopd»2!. The inclusion of his
martyrdom, being torn apart by lions, in the iconography
of the Bema is undoubtedly because of its soteriological
content?2. On either side of the Ascension, we can see

Preparation: P. Trembelas, Ai toeic Aeitovoyiar xatd tovS €v
AOnvais xdduxag, Athens 1935, 83. The Lamentation is connected
with the dogma about the double nature of Christ, as it refers to his
three day burial and subsequent resurrection: .K.M. Vafiades, «To
e1movoypaguxs Béna Ave e év 0povy, Kdtm év tdoop», Maxedo-
vixd 33 (2003), 223 228. It is also worth mentioning that the
Kapesovo painters, in their later work (2nd half of the 18th century)
depict the «Avw Ze év Bpovm, Kdtm év tdgmw» in the conch of the
Prothesis, including the Lamentation in the lower section of the
scene, see Kontopanagou, Kaweoopfites, 49 51.

20 This is a common placement for the scene in the work of the
Kapesovo painters, Kontopanagou, Kaweoofiiteg, 65.

21Y. Delehaye, Synaxarium Ecclesiae Constantinopolitanae, e codice
Sirmondiano, Brussels 1902, 329.24 and in general for the martyrdom
of the saint ibidem, 329 330 (henceforth: Delehaye, Synaxarium).

22 The phrase from the synaxarium of the saint «“Iva, gnoiv, dotog
vévouor xabapdg 1 Oed» (Delehaye, Synaxarium, 329.27), sug

204

scenes from the Old Testament: the Hospitality, the depic-
tion of the Eucharist?3, and the Sacrifice of Abraham, a
prefiguration of the Passion of the Christ and the Salva-
tion?*. The Tabernacle of David? and the Burning Bush?,
prefigurations of the Divine Dispensation?’, can be found
on the south wall. The iconographical program of the

gests the connection of his martyrdom with the sacrifice of Christ
and as such, with the Eucharist. This relationship is reinforced by its
common depiction on the sanctuaries of monasteries: L. Reau,
Iconographie de Part chrétien, 3.2, Paris 1958, 671 672.

23 These become typical scenes of the iconographical program in the
holy Bema, Schrenk S., «Typos und Antitypos in der frithchristlichen
Kunst», JAC Ergdnzungsband 21, Bonn 1995, 55 58.

24 Mantas, Ieod Brjua, 188 189.

23 For the symbolism of the subject: Ch. Konstantinides, «H @g0t6
%0G ¢ oxNVH Tov MapTueiov ne Tig Tpoerovioels xat 0 Meiioudg
oy apida g Koxxwng avayiog oty Kévitoa», AXAE 29
(2008), 87 88.

26 D. Mouriki, «Biphwxai moogwovioe tne Iavayioc e ITepPhe
7to Muoted», AA 25(1970), 222 225.

27 Concerning the inclusion of Old Testament depictions within the
sanctuary, see N. Gkioles, Ot Totyoyoagies tov xa0oAixov g uo-
viig Atovvaiov oto Ayro Opog, Athens 2009, 17 19.
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sanctuary is completed by the Evangelists Matthew and

John?8 as well as full-length depictions of Hierarchs?’ and

Deacons™.

Within the main church are developed the most important
scenes from the life of Christ and Theotokos. The organi-
zation of the iconographical program, with the circular
development of the scenes and the choice of themes, can
be compared with the iconographical program of the simi-
larly basilica plan church of the Koimesis in Kapesovo
(1763), a work attributed to the Kapesovo painter Anas-
tasios3!. In this church, Anastasios cooperated with his
sons loannis and George®”. A similar iconographical
arrangement can be seen in earlier works by the artist in
the Taxiarchs in Kato Soudena (1749)3% and in Chryso-
rache (1754)3. It is only natural, however, because of the
limited space afforded by the small dimensions of the
church in comparison with the aforementioned monu-
ments, for certain characteristic themes found in the art
of the Kapesovo painters, such as the Eothina Gospels and
the Akathistos Hymn?33, to be omitted.

The iconography of many themes in the church of the
Prophet Elijah refers to the painter Anastasios. In the
Platytera the same inscription® and similar iconography

28 The Evangelists are depicted in the four corners of the building,
just as in the other churches painted by Anastasios. Compare with
the Taxiarchs in Chrysorache (1754). [For the church, see G. Mano
poulos, «ErtaveEétaon tmv emypapdv twv Kareooptdv Coyod
epwv», HX 37(2003), 305 306. Henceforth: Manopoulos, «Emave&g
taon»]. Their positions on the perimeter of the church allude to the
Evangelists’ importance as a bridge between heavenly and earthly
worlds, an opinion that led to their established position on the spher
ical triangles: N. Gkioles, O Bulavtivog T00UALOS %at TO €1%0VO-
yoagixo tov mpoyoauua, Athens 1990, 195 199. When Anastasios
decorates churches with a dome, such as the Rogkovo monastery
(1760) and St. Nicholas (1787) in Tsepelovo (for the churches see
Konstantios, ITooo€yyion, 102 103, 146 148) he places the four
Evangelists in the spherical triangles.

29 For the common positions and depictions, see Ch. Konstantinides,
O MeAiouds. Ot ZvAdettovpyoivtes Iepdoyes umpootd otnv Ayia
TodmeCa ue ta Tiuwa Adpa 1 tov Evyaptotiaxd Xototo, Kévtpo
Butaviwdv Epevvdv, BuCavriva Mvnueia 14, Thessaloniki 2008,
125 ff.

30 The systematic inclusion of the Hierarchs and Deacons within the
Bema is related to their position within the heavenly hierarchy as
well as their liturgical duties: Mantas, Ieoo Brjua, 136 137 and 164
165.

31 For the painter, see E. Dracopoulou, EAAnvec Zwyodgot uetd
™mv Adwon (1450-1830), 3, Athens 2010, 158 159; D. Konstantios,
«O Kamreoofitng Cwyodpog Avaotdolwog oto Nnoi loavvivwvs,
Movaotioita Nijoov lwavvivwv, Ioaxtixd Zvumooiov, loannina
1999, 161 180. The painter Anastasios and Anastasios Kaloudis are

can be found in the churches of the Taxiarchs and the
Koimesis®’. It is worth noting that there is a significant
similarity even in the details, such as the heart-shaped
motif at the base of the medallion which encloses Christ.
In fact, the artist of the Prophet Elijah follows a similar
iconographical scheme as the two aforementioned monu-
ments, in the depictions of the Man of Sorrows, the Pres-
entation of Christ in the Temple, the Birth of the Theo-
tokos, the Last Supper and the Betrayal of Christ. In other
cases the iconography is the same as regards the basic
iconographical scheme, but figures are either added or re-
moved -Betrayal, Crucifixion, Presentation of the Theo-
tokos38 (Figs 4, 5). In the latter scene, a detail of the art of
the Kapesovo painters, two young women with inter-
twined hands, is of particular interest®. However, even
within the scenes where a different iconography is used,
we can still recognize the typical features of the artist: the
body of Pilate, in the Washing of his hands, is twisted in
the same way*’. In this scene the particular iconography
that the artist utilizes in the prophet Elijah is worth men-
tioning; Christ himself is missing from the scene, while he
is normally depicted standing before Pilate. However, to
the right of the column, which acts as a dividing factor, we

one and the same, Manopoulos, «EmoveEétoon», 299 317. G. Vele

nis, «Aywog Mnvag Movodevdpiov. Addenda et Corrigenda», HX
43(2009), 53 89 (henceforth: Velenis, «Ayiog Mnvac»).

32 Konstantios, [Tooogyyton, 47.

3 According to the dedicatory inscription, Anastasios worked on
the Taxiarchs by himself: Konstantios, ITooo€yyton, 28 29.

34 1n that church Anastasios works together with his son, Ioannis:
Manopoulos, «ErtaveEétaon», 300.

35 These themes can be found in most of the works by the Kapesovo
painters, Konstantios, IToooéyyion, figs. 92 93, 96 101, 102 103,
104 105, 107 108, 106 107, 110 113, 115 119.

36 Signifies the Theotokos’ role in the birth of Christ and is included
in the framework of the particular iconographical practices of the
18th century which the Kapesovite choose to enrich the iconographi

cal programs. In his early works, on the arch of the Holy Bema Anas

tasios describes the Vlachernitissa as «Xwpa tov Aywentov», while
Toannes, an painter of the subsequent generation, prefers the de

scription of «Avwbev ot [Tpogita: Kontopanagou, Kaweoofiteg,
38 39.

37 For the churches, Konstantios, [Tooogyyton, 92, 96.

38 Konstantios, Ipooéyyion, 69 70,79 82, 89 90.

39 Konstantios, Ipooéyyion, fig. 106a; Regarding the frequency
with which this scene appears in Kapesovite, Kontopanagou, Kasre-
oofiteg, 210 211.

40 Normally in postbyzantine depictions he converses with his maid
(Matthew, 17. 19). Here however, Procla is depicted. See the depic

tions in Saint Katerini in Karousades (Corfu) (D. Triantaphyllopu

los, Die nachbyzantinische Wandmalerei auf Kerkyra und anderen
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Fig. 4. The Presentation of the Theotokos. Taxiarchs, Kato Soudena, Zagori.

see Christ standing with his hands bound, while a Roman
soldier holds him*!.

The lyrical mood of the artist also draws interest in this
scene, since among the crowd, a group of children is de-

Ionischen Inseln, 11, Munich 1985, fig. 8) and in the monastery of
Draca (18th century, D. Milisavljevi¢, Draca, les dessins des
fresques, Novi Sad 1993, 40 V/5, henceforth: Milisavljevi¢, Draca).
41 The depiction of the arrested Christ and the Roman soldier is a sign
of Flemish influence: J. Rigopoulos, ®PAauavéixéc emidodoets otn
Metapviavuvi Lwyoaguxy, B, Athens 2006, figs. 1, 8, 9 (hence
forth: Rigopoulos, PAauavdixés emidodoeis BY); idem, O Ayioyod-
@os BOeodwpos TTovAdxns xar 1 Prauavdixy Xaixoyoagia,
Athens 1979, fig. 52. The eccentric depiction of Christ with the guard,
is one of the iconographical enrichments of the Kapesovite and refers
to his presentation of Ecce Homo. For examples of depictions of Ecce
Homo see: Rigopoulos, PAauavéixés emdodoeis B, 61 65, fig. 86.

42 The presence of children as well as the pronounced hand move
ments of the crowd shows their descent from western works depict
ing the final act of the trial. Compare with the works of Hans Hol
bein (G. Schiller, ITkonographie der christlichen Kunst, 2, Giitersloh
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picted*2. The depiction of multi-figure scenes*?, mainly in

the iconographical cycle of the Passion, is a characteristic
of the works of Anastasios** and the Kapesovo painters in
general®,

1971, figs. 265, 268) and Tiziano (H. Wethey, The paintings of Ti-
tian, The Religious Painting, Paris 1969, fig. 91). In the frescoes of
Epirus this iconographical detail can be found during the 17th cen

tury (Ch. Merantzas, O t0mwog Tng Ay10TNTaS XL OL ELXOVES TOV,
Toannina 2007, fig. 30).

43 The multi faceted iconographical type is common in Balkan fres

coes of the 18th century as it becomes widespread through the en

gravings. Similar is the depiction in Serbian art: Milisavljevic,
Draca, 40.

44 For examples see: Konstantios, [Tpooéyyion, 75, figs. 67b, 68b, 77

79.

45 Of the Kapesovo painters, Anastasios and Ioannis create more
lyrical works compared to their contemporaries. The eclecticism in
their types is obvious, mainly concerning loannis as they select from
different sources. Regarding the art of the two artists: Konstantios,
IMpoo€yyion, 139 140.
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Fig. 5. Extreme Humility, saint Stefanos. Holy Altar, Taxiarchs, Kato Soudena, Zagori.

Also, there are notable similarities between the physiog-
nomic types in the church of the Prophet Elijah and the
signed works of the painter: Saint Stefanos in the Taxi-
archs and in the church we are examining, the only varia-
tion is the different angle at which the head is aligned
(Figs 6, 7). The similar depiction of the full-length saints
in the Taxiarchs and the Prophet Elijah led to the identifi-
cation of the otherwise unidentifiable figure outside of the
Bema as the homonymous prophet*®. We can also see the
same iconographical type in the medallions of the saints:
Sebastian and Larianos (Fig. 3) in the church of the
prophet Elijjah are similar to Boniface in the Koimesis or

40 In the Taxiarchs the prophet is depicted contra posto wearing a
white pelt and an Imation of grey color, exactly like the half de
stroyed figure in the church under examination, where he is depicted
next to the iconostasis as a patron of the church. See the same
iconography in churches of the 17th century: A. Tourta, Ot vaoi Tov
Ayiov Nixoddov otn Bitoa xat tov Ayiov Mnvd oto MovoSév-
Sot, Athens 1991, 161 162; 1. Houliaras, H Evroiyia ®onoxevtixn

the young Plato, with Lupo. Finally, the artist uses the
same painted decoration: the use of concentric rhombuses
of black and red color is a common characteristic of the
church of the Prophet Elijah, the Taxiarchs, and the
Monastery of Eleousa, on the island of Ioannina*’.

Besides the aforementioned iconographical elements, it is
mainly the style which alludes to the Kapesovites and
Anastasios in particular. In the church of the Prophet Eli-
jah, the anthropocentric images are either organized on
either side of a vertical axis or are often developed around
diagonal axes*, such as in the other works by the painter
and those of the Taxiarchs and the Koimesis in particu-

Cwyoagixn tov 160v xal 170v atdva 010 Avtixd Zayopt, Athens
2009, 314.

47 In the monastery of Eleousa (1759) Anastasios works with his
sons loannis and George: Konstantios, I[Tooo€yyton, 30.

48 In the church of the Prophet Elijah: Washing of the Feet, Judging
of the High Priest, Washing of Pilate’s Hands, Sacrifice of Abraham.
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Fig. 6. Extreme Humility, saints Stefanos and Romanos. Holy Altar, Prophet Elijah, Paidonia, loannina.

lar*®. The space in some cases complements the scene by
encircling the figures>” and in other cases has an organic
relationship with them, alluding to the place where the
events unfold>!. The western influence on the buildings in
the scenes depicting the Passion is also noteworthy: struc-
tures with pseudo-renaissance facades, fully decorated
capitals and lintels with rich sculpted decorations®2. Their
figure, but also their style is evidence of the influence of
western Baroque, which spreads to Eastern Europe

49 Compare with the following scenes from the Taxiarchs: Baptism,
Nativity, Stripping and Washing of the Feet, Konstantios, ITooo€y-
yton, 36a, 43a, 61a, 75a.

50 Characteristic examples are the scenes of the: Annunciation, Pres

entation of Christ in the Temple, Raising of Lazarus. Compare with
the corresponding scenes in the Taxiarchs and the Koimesis: Kon

stantios, I[Tooo€yyton, 39a, 46a.

51 The organic relationship of the buildings with the unfolding events
can be found mainly in the scenes of the Passions: Washing of the
Feet, the High Priest’s Judgment and the Washing of Pilate’s Hands.
The buildings are included within the synthesis in the same way in
the churches of the Taxiarchs, of the Koimesis and in the Rogkovou
monastery: Konstantios, ITooo€yyion, 61a b, 68a b, 71a b.

52 In the depictions of the Washing of the Feet, the Judgment of the
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through engravings and books during the 18th century,
Similar influences can be seen in the throne of Christ in
the Last Supper (Fig. 7), in the impressive tripod and the
round table in the depiction of the evangelist Luke and in
the lion’s head which decorates the bench in the Judge-
ment of the High Priests. Similar elements can be found in
the churches of Taxiarchs and of Koimesis>,

In the church of the Prophet Elijah we can find the stylis-
tic features which are characteristic in the works of the

High Priests, the Washing of Pilate’s Hands etc.

33 Regarding the development of a common aesthetic in the ortho
dox art of the Balkans during the 18th century, E. Dracopoulou,
«The Itineraries of the Orthodox Painters in the Eighteenth Century:
The Common Aesthetics in South East Europe», The Historical Re-
view 5 (2008), 21 40. The Baroque influences become more pro
nounced and reach sophistication in the works of Ioannis. In his art,
the greater variation and the assimilation of baroque motifs are obvi
ous, Kontopanagou, Kamweoopfiteg, 363.

54 In the Taxiarchs, western influences are relatively minor while, on
the other hand, in the church in Kapesovo the signs of western influ
ence are more pronounced with characteristic depictions being
those of the Ecce Homo and the Stripping, Konstantios, ITooo€yyt-
on, 76 77.
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Fig. 7. Last Supper, Prophet Elijah, Paidonia, loannina.

Kapesovites>”: the main characters are depicted with the
correct proportions, however the secondary figures pre-
sent certain shortcomings, such as the absence of necks on
their bodies®. Normally the figures are presented en face
with their weight distributed evenly between their legs,
and in other cases they are depicted contra-posto with the
relaxed, static limb, while an even rarer case is their depic-
tion semi en face. The intensity of their movements is de-
picted awkwardly, with their bodies rigid and in unnatural
positions®’. The unsteadiness of a figure in motion is often
due to the alteration of the iconographical type, such as
with the soldier who has placed Christ under arrest in the

55 For characteristic examples of the depiction of the figures in the
church of the Taxiarchs, the frescoes of which have been used in the
present study, as basic material for comparison, Konstantios, ITpo-
o€yyion, fig. 11b.

A Compare to the figures of the Jews in the Washing of Pilate’s
Hands and of the two criminals in the Crucifixion in the Taxiarchs,
Konstantios, ITooo€yyion, figs. 67b, 93a.

57 Just as the depiction of Isaac in the Sacrifice of Abraham.

58 This figure seems to be floating and has their back turned towards
the viewer. The artist depicts him with the same unsuccessful way in

Betrayal, a figure which is repeated with the same clumsi-
ness in all the works of the Kapesovites>8. In the church be-
ing examined, we can see a certain shortcoming in the de-
piction of the seated figures, whose torsos are depicted un-
naturally in comparison with the rest of their body>’. A
similarly crude style can be seen in other works by Anasta-
sios®. Another characteristic of his art is the side face de-
piction of the figures’ faces such as the disciple to the left in
the sixth Eothino Gospel in the Koimesis and in the scenes
of the Passion from the Taxiarchs®!, a depiction which is
similar to the frescoes of the Prophet Elijah (Washing of
the feet, Betrayal, Last Supper Fig. 7).

all of his works, Konstantios, ITooo€yyton, 64b. A similar example
would be the forced movement of the soldier in the Flagellation, Kon
stantios, [Tpooéyyion, 75a 77b, Kontopanagou, Kaweoofites, 163.
39 Mainly in the scenes of the Washing of the Feet and of the Last
Supper.

60 In the depictions of the Last Supper and the Flagellation, Kon
stantios, [Tooo€yyion, 58a, 59a, 75a.

61 Indicatively we can notice the figure in the lighted opening in the
Flagellation, Konstantios, ITooo€yyion, 75a.
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The painter of the Prophet Elijah paints with free brush
strokes, dark olive-green models, rose-colored skin and
white paint for light on the forehead and around the nose,
a familiar stylistic particularity in the Taxiarchs in
Soudena®% What are missing however, from the depictions
on the church under examination, are the rich tonal varia-
tions, which characterize the style of the artist, recogniz-
able in his mature works, such as the Koimesis in Kapesovo
and the Rogkovo monastery®. In these monuments, the
art is more elaborate while the variations in color are
carefully done, while above them we can often see schema-
tized anatomical details®%. In the church of the Prophet
Elijah we notice the two consecutive wrinkles underneath
the eyes, a familiar element of the painters from Kapeso-
vo, as well as the ear lobe, which is depicted with pro-
nounced schematization, and the forked beard, which is
defined by pronounced outlines, also a familiar element of
the art of Anastasios.

Similarities with the Taxiarchs can be found in the depic-
tion of the garments- the artist in Prophet Elijah creates
deep and stiff folds in the clothing of the figures, with the
use of alternating dark and light brushstrokes, without,
however, the use of tonal variation. The general impres-
sion is that the garments describe the anatomical details,
much like the Anastasios’ signed works. In fact, a charac-
teristic detail of the frescoes under examination, a folded
back detail of a garment in motion®, connects the style of
all Kapesovo painters®.

Finally, apart from the iconographical and technical evi-
dence, we can identify the painter through paleographical
evidence. The scripture in the church of the Prophet Elijah
can be matched with that of Anastasios, whose writing
style is evident in works with which he has co-operated
with other members of the family®’. Particularly charac-
teristic letters of the artist, such as the T, the w which sur-
rounds the N (=wv), the connection of the A with the con-

62 A characteristic of the church of the Taxiarchs is the depiction of
saint Stefanos and the saints in the medallions in the Prothesis, and
of the saints Nestor, Theodore Tyrone and Jakob on the north wall.
63 For the change in style in the work of Anastasios: Konstantios,
Hpoo€yyion, 131.

64 These differences are even more obvious in the same physiognom
ic types, such as the saints Prochoros (Koimesis in Kapesovo) and
Stefanos (Prophet Elijah).

65 A characteristic example is the folded back detail of the garment
which creates the Imation of the apostle Peter in the Betrayal and the
Washing of the Feet.
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sonant which follows and the V (=v) all can be found in the
inscriptions which annotate the depictions. The use of
capital and small letters on the same line, the spelling er-
rors of the writer all reinforce the opinion that the painter
of the church must be Anastasios®,

Following this brief analysis of the decoration of the
church of the prophet Elijah in Paidonia, one could safely
assume that the frescoes are the work of Anastasios from
Kapesovo. In the church, the somber-colored figuration
with relaxed brush strokes and absence of tonal variation,
lead us to the inclusion of this monument among the
painter’s early works. During his long artistic journey,
there is a visible, gradual change in his signed works: The
free style of the artist, with the fast, concise brush strokes
in the church of the Taxiarchs (1749) is transformed, the
painter renders the figures with more attention to detail,
eminently visible in the Koimesis in Kapesovo (1763). The
existence of other painters during the creation of these
works cannot be logically excluded, since most of the pro-
jects he works on also have the signature of other members
of his family. The sole known until now signed church -
which Anastasios decorated by himself- is that of the Tax-
iarchs in Soudena. At this point we must mention the fact
that the possibilities in the division of labor between the
Kapesovo painters are many and unpredictable and as
such, the study of the many ensembles of frescoes created
by this family workshop has proven that it is not always
easy to discern the artists which worked on a particular
monument. However, the differences are normally assimi-
lated in the greater ensemble of the decoration, as the per-
sonal style of the most capable painter, who is the head of
the project, is brought to the fore. In the catholicon of the
monastery of the prophet Elijah, this master painter, who
completely dominates the form of the work, must be
Anastasios, «€x ®XMOUNS RATECHPOV».

96 For related examples, Konstantios, ITooo€yyion, figs 9, 61, 64b 66b.
7 His writing style can be found in the Taxiarchs, where he works by
himself, in the benefactor’s inscriptions in the church of the Prophet
Elijah in Siatista and in the monastery of Vella, as well as the south
aisle of the latter, Velenis, Aytog Mnvdg Movodevdpiov, 67 70.

%8 Anastasios’s spelling errors can be pinpointed in the first works
where he worked by himself or with other members of his family, in
the Taxiarchs of Chrysorache and Kato Soudena and in the Koimesis
in Kapesovo, where similar spelling errors are found, e.g. the fre
quent wrong ending « tov», rather than the correct « twv» in the
genitive plural.



Kartegiva Kovromavdyov

H MONH TOY ITPO®HTH HAIA STHN ITAIAONIA IQANNINQN:
ENA AI'NQZTO EPTO TQN KAIIEZOBITQN ZQI'PAPQN

H uovn tov IMpogntn Hhia otov ovvowxioud Iaido-
vid Boloxetal oe andtoun dvopfatn mhayid oto Pouvo
OV VYPDVETAL ETAVD At TO YwELo TTagardAapnog oty
mepLoym Tov Avew Kalaud fépeia twv Imavvivov. Ayvo-
OTO TOLRAUEVOUY €S ONUEQOL OTNV EQEVVOL TO LOVOLOTY)-
QLIRS CUYXREOTNUO XOL O TOLYOYQUPLKAS dLAROOUOS TOV
ROTAYQAPOV ®OBOMXOYV.

To wovéyweo xaborixd (Ew. 1) xat o mepiBorog odLov-
TOL 08 RAM] HOTAOTAON, EVA TO VITOAOLTO. RTIOWALTA, 1)
todmela not ta neALd, elval epettmpuéva. O dtadoyréc
eneufaoels 0to ®aBoALxS yivovtol avTiAnmTtég 1600 OTLS
eEWTEQLREC GO0 %O OTIC EOWTEQLRES EMIPAVELES TOV. H
YOOVOAGYNOT TNS TEMTNS 0LXOdOUKNE PAONE CVUPO VL
UE TO WOQQOAOYWA OTolyelor wwogel va tomobetndel
7w tov 170 awdva. H xataoxrevn tTov 1olmv, 0To ue-
YOAUTEQO TUAUO TOVGS, AxOAOVOEL TNV TVTTLXY Yot TOV 180
owdva apyolBodour| ue Toug 0pLlovtiovg Euhddeouovg
®rotd dtooTiuaTa.

Eowtepnd o vadg elval ratdyoagog, aAhd dvotuydg
dev o letot n ®xIMTooLny emvypan. Ta udva emvypapr-
%4 otougeior wov dwabétovue Poloxovtol TS evOLuT-
oelg, omov dwafdlovue netaEv dGAAwyv ovoudtwy: ava-
0td.o10¢ Ltepéwe Imdav(vov).

To ALté e1rovoyQa@Lrnd TEOYQOUUO ataQTiCovy oL fa-
OWrES OUNVES TOV XQLOTOAOYLXOU %Ol TOV OgountoQl-
%©0U ®UxAov. H opydvmwon tov Mtov eixovoyoapixov
TEOYOAUUATOC UE TNV RVRALAT AVATTUEN TV O*NVDY
za 1 emhoyy twv Oepndtov (Ew. 3) umopovv va ma-
QOAMALOTOUY UE TO ELXOVOYQOQPIXO TEOYQUUUD TWV
vadv e Kolunone Kameoéfov (1763), tov TaEwap-
xdv oto Kdtw Zovdevd Zayopiov (1749) nor otnv
Xovodpoayn Imavvivov (1754), éoyo dmov €xelL pya-
otel o Kameoofitng twypdgog Avaotdoloc. H ewo-
voypapio. moAdv ovvBéoewv otov Ilpogntn Hhiia
ropaméunel otov Avaotdolo Lmyedgo (Axpa Tamel-
voon, Yromoavty, [evéolwo tg Oeotonov, Mvotixrdg
Aceinvog, TTpodooia ®.0.). EmumAéov mapatnoovue ®ot-
VOUC QUOLOYVWULXOUS TUTTOVS UE TA EVUTTOYQUPQ QY
TOV: OTNV ATELROVLON TOV ayiov Ztegdvou otovg Ta-
Eudoyeg noL 0tov vao mov eEetdlovue To pévo mov a-

palAGooeL gival 1 OLapoEETIXY ®AIOM NS REPAUANS
(Ew. 6, 7).

Extdg amd ta einovoypagpird oTouyelo eival ®vimg to
Vpog Tov dtordouov mov mapoméunel otovs Kameoofi-
Teg Lwypdpovug ral edxd otov Avaotdolo. AEloonuei-
w1 elvar 1 dutixn enidOaoN OTO XTHOLOL KOL OTNV ETTI-
TAWOT 0 TOALEC TOQAOTACELS OLXOOOUNUATO, UE YPEV-
doavayevvnolaxés TEOOOYELS, KOATAOTOMOTA %LOVO-
xnoava, vTépBva ue TAOVOLES VA YAVPES OLOXOOUNOELS,
Bodvor (Ew. 7) ».a. O Lwypdgoc tov ITpogpvty HAla
ntAGOeL e eheV0eQES TIVEMES, OXOVEOVE A0LOOTEACIVOUS
TEOTTACLOUOUS, 0OOLYY GAORO KOl LE AEVRES YPLUVOLES YioL
PAOTO 0TO UETWTO KOl YUQW TS TN UUTH, YVOOLLO TE-
xvoTeomrd Wimua otovg Ta&udpyec Zovdevav. TElog,
OtV TOUTLOT TOV LOYRAQPOV EXTOS ALITG TO ELKOVOYQUPL-
%G ROL TEXVOTQOTIXA TEXUNQOLL UV YOQOUY X0l OL TTO-
haloyoa@urés evOeiEeLs.

Metd TV ovvToun vt TEOOEYYLON TOV dLAXOCUOV TOV
IToogntn Hhiow oty Iaidovid, umopel naveic faoyio
va vtoB€oel GTL oL ToLoYRaPiES elvat €0yo Tov LwyEd-
@ov Avaotooiov Kameoofitn. Ztov IToopvtn HAlo to
Loyoapnd oroveEewUo TAAOWO UE TS O ACQES TTLve-
MEg noL ™V amovoio Tovirady dwofabuicemy, mpooava-
TolileL otV €vtaEn Tov cUVOAOU QVTOU OTNV TEM WY
ROAMTEYVIRT TOOA YWY TOV Coyedpov. 2tV ToAvy0-
v ®ahditeyvirn tov drodooun, oTa EVUTOYQOQO €0V
TOV TOQATNEEITOL Wiol oTodLOXY aAlayn: To eheVBeQO
Vpog Tov Lwypdgov 1e TN YONYO0ON CUVOTTTIXY TLVEALL
0710 vad TV Tatoeydy (1749) petatpénetol xot o Lo-
YOapOo¢ aTodideL TIC LOQEYES UE TEQLOOATEQY EMUEAELTL,
évrova pavept oty Kolunon KameodBov (1763). Elvad
€UAOYO0 GTL Oev Wtopel vo amoxAelobel xot m ToQovoio
GAAOV oVVEQYATHOY, RODMDS 0TO TEQLOOOTEQM £QYOL TTOV
VIOYQAQeL eQYAleTol ue AAAO LEAY TNG OLXOYEVELGS TOV.
O novodrde yvwotdg £mg TN EVETIYQUEPOS VOLOS -TOV
omtoio dtoxdounoe wovog Tov 0 Avaotdoloc- eivat ot Ta-
ELdoyec Zovdevay. Zto OoNUElo aVTO TEETEL VO ONUEL-
DOOVUE OTL TA EVOEYOUEVO OTNV KOTAVOUY EQYOOIOC IE-
t0EV twv Kameoofrtwv Cwypdgmyv elvor molAd xot
amEOPAETTO ROl M) LEAETN TV TOAMGQLOUW®Y TOLYOYQO -
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PNUEVODY CUVOAMY, TOV OLXOYEVELAXOU QUTOV EQYOLOTN-
polov amédelEe St dev elval mavta eunoln M dudxpon
TV Lwyodewnv mov €xouvv eoyaotel ot €va uvnueio.
Q01600 0oL dLaPOEES CUVIHBMS CLPOUOLHVOVTOL OTO EVL-
a{o 6UVOAO TOV dtarOoUov, x0BME TOVILETAL TO TEOOW-
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7RG VPOS TOV LXAVOTEQOV LW YQAQPOU TTOV EIVALL O ETTLXE-
QoANG 210 dvomEdotto ®aboAwrd g wovieg ITpogty
HAlo avtés o mpdtog Loypdgpog, mov »abopilel amdiv-
TO. T LoEEN Tov €pyov, Ba mEémel va elval 0 Avaotd-
OL0G, «€% RMDUNG XOLTECDROU».
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