Abstract: The Old Monastery of Korbovo, one
of the oldest in the wider Trikke region (Thessaly),
is situated at the foot of a large rock in the western
foothills of the Antichassia Mountains. According to
the textual sources, its katholikon was erected and
decorated in 1649/50. Nonetheless, the distinct ar-
tistic productions detected in its quite eclectic icon-
ostasis reveal different phases in its decoration/reno-
vation that span across centuries (17"-19" cc.). This
article examines the two eighteenth-century icons of
Christ Pantocrator and Virgin Hodegetria attributa-
ble by the Athonite monk Metrophanes of Chios, once
part of the katholikon s iconostasis.

The Old Monastery of Korbovo, near the village
of Langadia (formerly Korbovo) in the Municipali-
ty of Trikkala appears to have been founded during
the Byzantine era. The village of Korbovo is first
mentioned in a chrysobull issued by the emperor An-
dronikos III Palaiologos in favour of the Monastery
of St. George at Zavlantia (1336). This document
granted Korbovo and its environs to the Monastery
of St. George, then the most important monastery in
western Thessaly?. Although the document makes no
mention of the Monastery of Korbovo, its existence
at that time is regarded as certain. Unfortunately, we
also have very little information about the life of the
monastery during the post-Byzantine era. Howev-

' T would like to express my deepest gratitude to the
sisterhood of the monastery for supporting my endeav-
ours, and particularly Mrs. Krystallo Mantzana, Head of
the 9 Ephorate of Antiquities of Trikkala, for granting me
permission to study and publish the two despotic icons at
the Monastery of Korbovo, and also for the photographic
material she placed at my disposal.

2 N. Béng, Zepfixa kai Bolavtioxa ypouuata Metew-
pov [= Serbisch-byzantinische Urkunden des Meteoron
Klosters], BuCavtig 2 (1911-1912), no. 16.
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er, judging by the existing evidence and relics, the
Monastery of Korbovo flourished from the mid-17%
century onwards. Two manuscripts from the monas-
tery, dating from the late 16™ or early 17" century,
are now held at the Monastery of Barlaam®. The old
foundation fell into decline during the difficult years
of the German Occupation and the Civil War. Later,
however, in 1972, it was refounded at the initiative of
the late, dynamic Metropolitan of Trikke and Stagoi
(now Stagoi and Meteora), Seraphim. The new sis-
terhood worked tirelessly to renovate and restore the
dilapidated monastery.

The Old Monastery of Korbovo lies at the foot of
a large rock in the western foothills of the Antichas-
sia Mountains near the village of Langadia, as has
already been mentioned. The monastery’s enclosure
wall has survived, along with ancillary buildings and,
of course, the katholikon, which is dedicated to the
Transfiguration of Christ, as other large katholika in
western Thessaly have been since the late 14™ cen-
tury. This katholikon, which has the form of a pseu-
do-triconch contracted cross-in-square church with
a drumless dome, was constructed and decorated in
1649/50 with the assistance — according to the found-
er’s inscription (Fig. 1) — of the monks Timotheos,
Theonas, Abbakoum, Symeon, Gregory and Lavren-
tios. At some unknown date, the monastery’s fathers
decided to relocate the monastery to its present posi-
tion on top of the rock. It was here that, in the year
1809, a large new katholikon was built, which was
dedicated to the Dormition of the Theotokos. The
founder of this new katholikon was the hieromonk

SA.Z. Zoeuwvdg, Ta yepdypapa t@dv Metewpwv. Ko-
TAA0YOG TEPLYPOPIKOS TAV YEIPOYPOPDV KWOIKWV TAV
ATOKEIUEVV €IS TAS HOVOS TRV MeTtedpmv, éxdi1douevos éx
1@V karodoirwv Nikov A. Bén, wou. B', To. yewpoypagpa tijg
novijc Bapiadu, ABMva. 1984, nos. 295, 296.
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1. Holy Monastery of Korbovo. (Old) Katholikon. Inscription

Ambrosios, the monastery’s hegoumenos (mentioned
in the sources during the period 1802-1813)*.

Little is known about the hegoumenos Ambrosios
and his activities. The letter that Ambrosios sent to
Ignatios, a hieromonk at the Great Meteoron Mon-
astery, is also of uncertain date’. Unfortunately, the
letter is in a fragmentary state, which renders its con-
tents unintelligible. Nevertheless, this letter indicates
the connection that existed between Korbovo Monas-
tery and the Great Meteoron®.

4 In 1929 the hegoumenos Meletios Gouras laid
the foundations of the gateway to the monastery. For
the history of the monastery see indicatively Movayn
Ocomiot, Osuchiwuévo oto Ppayo. To povaotipi
¢ lavayioc 100 Kopumofov Tpikalwv, Tepa Movn
Kopumopov, Tpikaro 1979. A. ®@. Anuntpakomovrog,
Holaroypagixa kai Metafolovave B (Ao npobéoeis tijc
noviic Kopumofoo — Zovortin dvaypopi] tdv xeipoypbpwv
¢ iepag povijc Aovaixov), Tpwaiwva 3 (1983), 77-81. A.
KaAovoiog, daykodia, [Movi] Koyujoews tijc Osotoxov,
Tpwaiwva 13 (1993), 193-195 [=1d. Tpkadwvd ZoppeKta,
no. 6]. I. Tepelaxng, H Osoootiky kovawvia, 12°9 — 15%
orcovag. lotopiréc mopduetpor e aOvOeons Kai kKoTovoung
70V TAnBvouov (unpublished doctoral thesis, [Taveriotuo
loavvivev), loedvviva 2013, 303-304, 306.

5 Unpublished.

¢ At the Monastery of St. Stephen in the Meteora there
survives a nineteenth-century manuscript written by The-
ophanes, an hieromonk at Korbovo Monastery. See A. Z.
Yoouvog, Ta yeipoypoapo. v Metedpwv. Katdloyog me-
PLYPOPIKOG TV YEPOYPAPOV KWOIKWV TAV GTOKELUEVDV
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L. The iconostases and icons in the katholika of the
old and new monasteries of Korbovo

The ornate carved wooden iconostasis of the new
katholikon was created in 1838. It is richly decorat-
ed, with numerous representations and perforated fin-
ials. It is adorned with six icons: on the right, icons
of Christ Pantokrator, St. John the Baptist and the
Transfiguration of Christ, and on the left, the icon
of the Panagia ‘Korbovitissa’, the monastery’s mir-
acle-working palladium’ (Fig. 2), an icon of the Dor-
mition of the Theotokos (1809) and an icon of the
All Saints (19" cent.). The epistyle bears twenty-two
small icons depicting scenes from the lives of Christ
and the Virgin Mary?®.

The art of the icons on the epistyle of the iconos-
tasis in the new katholikon is very closely connected
with that of the icon of the Dormition of the Theot-
okos and can therefore be dated to 1809/10. Also, it
should be noted that the artistic idiom of the old wall
paintings that survive in the katholikon completely
matches that of the abovementioned icons. Conse-

&lg tag povag 1@v Metewpawv, tou. I'. To yeipoypago. tijg
unovijg Ayiov Zrepavon, ABfva 1986, no. 105.

K. Mavtlava, H eixova tijc Ilavayios Kopumofitio-
oag: Huepohdywov 2021, Eviofikov apiépopo gig v
vrepevroynuévny Kupiav @gotoxov v yaptroéfputov
"Epopov Tijg iepdc poviig Kopumopov, Tepd Mntpodmotig
Tpikkng kot Ztoydv, Tpikaio 2021, 35-41.

8 All the icons are unpublished.



2. Holy Monastery of Korbovo. (New) Katholikon.
Virgin ‘Korbovitissa’

quently, the wall paintings should be attributed to the
artist who painted the Dormition of the Theotokos
and the icons on the epistyle.

The despotic icons on the iconostasis, except
those of the Dormition and the All Saints, are similar
in style and bear the date 1782. It is evident, there-
fore, that these come from an older iconostasis. In
our opinion, they were transferred to the katholikon
of the new monastery in 1809, when a new iconos-
tasis of simpler form was evidently constructed for
the needs of this church. However, since the four
despotic icons were insufficient in number to fill the
panels in the new iconostasis, the remaining panels
were filled with two other icons: the aforementioned
icon of the Dormition of the Theotokos and one oth-
er. These icons would be reused in the second and last
iconostasis in the katholikon of the new monastery:
that constructed in 1838.

As regards the iconostasis in the katholikon of
the old monastery of Korbovo — which was recently
replaced and is now known only from photographs
—, this was in a ‘disturbed’ state, since its surviving
sections can be dated to different periods. From the
first construction phase, i.e. that of 1650, survive a
two-tier epistyle with the Great Deesis (above) and
Gospel scenes (below), as well as a separate icon of
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the Transfiguration of the Saviour®. It should be noted
that this last icon is artistically similar to the icons on
the old epistyle, which suggests that it may have been
set, as a despotic icon, in the same epistyle, i.e. that of
1650, the first to be constructed in the katholikon of
the old monastery. The dating of these icons to 1650
is, in our opinion, borne out by their stylistic similar-
ity to the wall paintings of the katholikon of the old
monastery.

From the second construction phase of the icon-
ostasis in the katholikon of the old monastery survive
the perforated finials over the two openings and prob-
ably the four despotic icons of 1782. Although we
are not entirely sure of the relationship between these
icons and the second phase of the iconostasis in the
old katholikon, we believe that they come from the
iconostasis of the late 18" century. This is because
the icon of the Transfiguration of the Saviour dated
1782 forms part of this group of despotic icons.

The third and final phase of the iconostasis in the
old katholikon can be dated to the early 19" century.
At that time, when the fathers of Korbovo Monastery
were already living in the new monastery, the iconos-
tasis was dismantled so that some parts of it, and par-
ticularly its despotic icons dated 1782, could be used
to complete the first iconostasis in the katholikon of
the new monastery. Later, makeshift repairs were
made to the old iconostasis. Other eighteenth-century
icons were placed on this templon: the icons of Christ
Pantokrator, the Virgin Hodegetria and St. Athanasi-
os of Alexandria.

These three icons, which until recently were pre-
served in the old katholikon, are now kept in the
narthex of the katholikon of the new monastery.
Where exactly the three icons originally came from
we do not know. Their provenance should perhaps be
sought in another church in the old Korbovo monas-
tery (a chapel or cemetery church) or a church in one
of the monastery’s dependencies.

1. The icons of Christ Pantokrator and the Virgin
Hodegetria

The icons of Christ Pantokrator and the Virgin Ho-
degetria do not bear any inscriptions or indications of
date. Nevertheless, they are of great interest both in
terms of their creator and also in terms of the lives of
the fathers of Korbovo Monastery in the second half
of the 18" century, which is the period when the icons
were painted, as we shall show below.

Christis portrayed half-length and frontally against
a blue ground (inscription: /(HXOY)X X(PIXTO)X O
HHANTOKPATQP). He is attired in a red and yellow

° Unpublished.



chiton with rich floral decoration, and a
dark green himation with gold leaf high-
lights. A gold cross-halo surrounds his
head, while against his chest he holds
an open book with the following Gos-
pel passage: MAOETE A/I1' EMOY ‘OTI
/ IIPAOX EIMI K(Al) / TATIEINOX TH /
KAPAIA KAI EY/PIXETE ANA/IIAYXIN
TAIY / YYXAIXY YMQN. / O ITAP ZYT OX
MOY/ XPHXTOX KAI TO / @OPTION
MOY / EAA®PON EXTIN (Matthew 11,
29) (Fig. 3).

Christ is painted in accordance with
the iconographic type of the Pantokra-
tor, which constitutes an expression of,
and an artistic testimony to the Word
made flesh'®. This type, which was par-
ticularly popular in the domes of Byzan-
tine churches, would later also become a
widespread theme in portable icons. The
iconographical correspondence between
the icon in the Korbovo Monastery and
a great many other representations of this
subject from the Middle Byzantine era up
to the late post-Byzantine period should
be considered logical and self-evident. It
should be noted that the type of bust of
Christ Pantokrator with an open Gospel
book occurs mainly in representations of
the enthroned Christ. Some of the earli-
est examples of representations in which
Christ Pantokrator is holding an open
Gospel book are the icon at the Museum of Byzantine

10 See J. D. Breckenridge, The numismatic Iconogra-
phy of Justinian Il (685-695, 705-711 A.D.) [Numismatic
Notes and Monographs CXLIV], The American Numismatic
Society, New York 1959, 46f. M. Chatzidakis, G. Walters, An
encaustic icon of Christ at Sinai, The Art Bulletin 49/3 (Sep.
1967), 197-208. J. Timken-Matthews, The Pantokrator: Title
and Image, Michigan 1976. A. 1. I1d\\ac, O Xpiotog ¢ 1 Ocia
2opia. H gikovoypagixn mepireteia puds Geoloyikiic Evvoiag,
AXAE 15 (1989-1990), 140-141. N. I'cworéc, O polovmvog
POOMOG KAl TO EIKOVOYPOPIKO TOV TPOYPoLe. (Héoo 6° al.
- 1204), Abiva 1990, 55-68. E. Kitzinger, The Pantokrator
Bust, Tesserae, Festschrift fur J. Engemann, Jahrbuch fiir
Antike und Christentum 18 (Miinchen 1991), 161-163. T.
Homoapactopdxng, O didrocpog tov gpodAlov Twv vawy e
ToAaioAdYeLag TEPIOdOL ot Bodkovikn yepoovioo kou v
Kdrpo, Abva 2001, 61-79. E. Kitzinger, The Pantokrator
bust: Two medieval interpretations: Studies in Late Antique,
Byzantine and Medieval Western Art, ed. E. Kitzinger, vol. I,
London 2002, 569-572. M. Acnpd-BopdafBaxn, O Xpiotog
Tovroxpdrwp. Ewovo kopviverag tyvng oty povy too 2iva,
AXAE 23 (2002), 31-40. R. Cormack, Rediscovering the
Christ Pantocrator at Daphni, Journal of the Warburg and
Courtauld Institutes 71 (2008), 55-74.

282

3. Holy Monastery of Korbovo. Christ Pantokrator.

Culture in Thessaloniki (2" half of 14" cent.), with
Christ as ‘the Wisdom of God’!, that in the Kasto-
ria Museum (late 14™ cent.)'? and the icon from the
Church of the Panagia Dexia in Beroea (early 15%
cent.)"3. However, the models used by the artist who
painted the icon at Korbovo were icons that had been
painted in the first half of the 18" century on Mount
Athos, such as the icon in the kellion of St. George
at Karyes'.

1 TI. A. Bokotomoviog, EAAnviki téyvy, Bolovtivég ei-
Koveg, ABva 1995, no. 146. N. A. Zioukog, Bolovtivég
etoveg g Osooalovikng (12°—15% amwvag): To Huére-
pov KaAilog. Bulovtivég icoveg g ®eccorovikng, ed. D.
Kapayavvn, @socorovikn 2018, 122-123.

12E. N. Tovyapidac, Eixoves tod Bolaviivod Movoeiov
xal vaav tijc Kaotopidg (12° — 16* aiovog), AOve 2018,
no. 34.

13 @. IMoraldrog, Bolavnivés euoveg e Béporag, AOM-
va 1995, 61-62, figs. 72-73.

" Tatamog povayde Kavookaivpite, ‘Ooiog Hopbé-
viog 0 2xotprog, 0 éx Dovpva. twv Aypdpwv. O Biog kai 10
Lwypopixo tov Epyo. Zoufoln oTi HEAETH TAV TVEDUATIKDV
Kal kaAliteyvik@v oyéoewv Evpvtaviog kai Ayiov Opoug,
Abfva 2010, fig. 104.



4. Holy Monastery of Korbovo. Virgin Hodegetria.

The Virgin Mary is depicted in a bust against
a blue ground, with a red gold-embroidered and
gold-bordered maphorion adorned with three stars
and with tassels on the right shoulder. Her gaze is
turned towards the viewer, although her head is ren-
dered from an angle. In her left arm she cradles Christ
against her breast, while her right hand, raised to her
chest, points to her son as the only way to salvation.
The young Christ turns towards his mother with his
gaze directed at her. She is attired in a long-sleeved
tunic with bands on the chest and the shoulders, and
a red gold-embroidered himation. She holds a closed
scroll in her left hand, while her right hand is raised
in a gesture of blessing (inscriptions: MH(TH)P [©]
(E)OY], I(HEOY)X X(PIXTO)[X]) (Fig. 4).

As the above description shows, the icon depicts
one of the many variants of the iconographic type of
the Virgin Hodegetria in which Christ is not depicted
frontally but turning his body and his gaze towards
the Virgin Mary. This type, which appears along with
four other well-known types of the Virgin Mary on
a leaf of the hexaptych at the Sinai monastery (11
cent.)’®, is believed to show one of the many quali-
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ties or gifts of the Virgin Mary, namely her
ability to guide the faithful to the source
of salvation, which is Christ himself. The
popular cult of the Hodegetria in Con-
stantinople accounts for the diffusion and
relative stability of the iconographic type
in both the Byzantine and post-Byzantine
periods. It has been claimed that this so-
called ‘affectionate’ type expresses the di-
alogue between Christ the Saviour and his
mother, as an intercessor for the salvation
of the world, and that it probably renders
the type depicted in the archetypal devo-
tional icon of the Virgin Eleousa that was
once in the homonymous chapel in the
katholikon of the Pantokrator Monastery
in Constantinople'.

A large number of Byzantine and
post-Byzantine icons depict this variant
of the Hodegetria, such as the Palaiolo-
gan icons in the Kremlin State Museum
(early 14™ cent.)"’, the Monastery of Kato
Panagia at Arta (mid-14"™ cent.)'® and the
Church of Panagia Lagoudiane in Thessa-

5 T. and M. Xempiov, Eixoves tijc povijc
2Zva, ABnva 1956/1958, vol. 1, pls. 146-147.
X. MraAtoywbvvn, H Iovayio otic popntég e1-
Koveg: Mmp Oeo0. Anewovicelg g [Hava-
viog ot Bulavtivy t€xvn, ed. M. Baciidkn,

AbMva - Middvo 2000, 144, pls. 87, 88.

16 The literature on the iconographic type
of the Virgin Hodegetria is very extensive. See for exam-
ple N. P. Kondakov, lkonografija Bogomateri, 11, Peters-
burg 1915, 152-293. V. Lazareff, Studies in the Iconog-
raphy of the Virgin, The Art Bulletin 20 (1938), 46-65. A.
Grabar, L ’Hodigitria et I’Eleousa, ZLU 10 (1974), 3-14.
H. Belting, Bild und Kult, eine Geschichte des Bildes von
dem Zeitalter der Kunst, Miinchen 1991, 87-91. D. Mour-
iki, Variants of the Hodegetria on Two Thirteenth-Century
Sinai Icons, CahArch 39 (1991), 153-182. M. Tatic-Djuric,
L’icone de 1’°Odigitria et son culte au XVI siecle: Byzan-
tine East, Latin West, Art-Historical Studies in Honor of
Kurt Weitzmann, Princeton 1995, 557f. Baltogianni, H
Movayio otig eopntég ewdveg, 143-146. X. Ayyeridn, T.
Manmapoactopdxng, H wovey twv Odnyav kot n Aatpeio te
Ocotoxov Odnyntpug: Mityp Ocov, 372-387. 1d., Pictur-
ing the Spiritual Protector: from Blachernitissa to Hode-
getria: Images of the Mother of God. Perceptions of the
Theotokos in Byzantium, ed. M. Vassilaki, Aldershot 2005,
109-223. B. V. Pentcheva, Icons and Power. The Mother of
God in Byzantium, Pennsylvania 2006, 177-180. Cf. also
the relevant entries in the catalogue: To Huétepov Kailog,
nos. 1,2,4,5,7,9, 10, 11.

7 Mitnp Oe0d, no. 29 (E. Ostashenko).

18 B. N. [Taadorovrov, A. A. Torapa, Moviy Kazw To-
vayiag Aprog. Zviloyn eikovov, Hrepotikd Xpovikd 37
(2003), 17-22, figs. 5-7.



loniki (late 14 cent.)". Iconographic parallels of this
variant can also be found in icons of the Hodegetria
in the Byzantine Museum in Athens (3™ quarter of
15" cent.)?, the Averoff Collection (2™ half of 15%
cent.)?', the collection of the Metropolis of Serres and
Nigrita (16" cent.)** and in the katholikon of the Vato-
paidi Monastery (‘Panagia Pantanassa’) (c. 1700)>.

In artistic terms, these two icons in the Monastery
of Korbovo correspond with the dominant current in
church painting of the second half of the 18" century.
This is borne out by a series of stylistic features, such
as: a) the use of the chrysography technique in the
formation of the haloes and the medallions with the
monograms, the garments and even minor features
of the composition; b) the tonal gradation of the blue
ground in an attempt to render the spatial dimensions;
¢) the rich scenic decoration; d) the tendency to nat-
uralness and sweetness in the rendering of the faces,
and finally e) the emphasis on the decorative details
of the garments. These features occur in a great num-
ber of wall paintings and icons dating from between
the mid-18" century to the decade 1830-1840, par-
ticularly on Mount Athos?.

19 To Huérepov Kallog, no. 4. (M. Tlapyapidov).

2 M. Aygpdotov-Tlotapdvov, Eixoéves tov Bulaviivod
Movaeiov AOyvav, Abnva 1998, no. 38.

2 M. Baocwaxm, Or eixéveg tov Apyovaikov Tooitoo. H
2vAloy tov Evayyélov APépwe, ABnva 2012, no. 1.

2 Kat’ Eixova. Tepo keynlia wiotews kol molitiouod
tij¢ ExxAnoiog t@v Zeppdv, Tepd Mntpomolig Zeppdv Kol
Nuypitng, Xéppeg 2019, 48, fig. 7.

2 Tepa Kowomg Ayiov "Opovg Abw, OF Gavuarovpyés
eiroves oto [epiffods tijs Hovoayiog, Aywov 'Opoc 2013, 94-97.

24 On this subject see for example 1. A. Iandyyelog,
Iepl v Todatoiovov {wypapwv tod Ayiov ‘Opovg,
in: Amo ) petafolavtiviy t€xyn ot ovyypovrn, 18%
— 20¢ at, ITavedqvio Xvvédpro, 20-21 Noepfpiov
1977, ®eccarovikn 1998, 253-294. Id. Post-byzan-
tine wall-paintings: The Holy and Great Monastery of
Batopaidi. Tradition — History - Art, Mount Athos 1998,
vol. II, 285- 308. E. N. Kvpwkoodne, H uvyueioxn
Cwypagikn oty Ogooalovikn kor o Ayiov Opog 10 18°
arcova. A1oOnTiKés avalnTioels Kai TEYVOTPOTIKG PEDUATA,
Oceoocarovikémv [1oAg 4 (PePpovdplog 2001), 143-144.
E. N. Towyapidac, Kalliteyvikés taoeis otyv téyvn twv
popnTav gikovwy tov 18” — 19° auwva aro Ayiov Opog:
Znmpoto petafolovtivig {oypagiking otn UV Tov
Mavorn Xotindaxn, [paktikd Eriotnpovikod Ampépov,
28-29 Maiov 1999, ed. E. Apaxomovrov, Abfva 2002,
319-342. I. X. Towyapac, O1 {wypagpor Kwvotavtivog kou
ABavaaoiog omo v Kopotaa. To épyo tovg ato Ayiov Opog
(1752-1783), Abiva 2003, 291-298. K. M. Bagedong,
Toryoypagics otic Kapoég tov Ayiov Opovg aro to 15° éwg
g apyés tov 19 auwva, AXAE 25 (2004), 37-56. N. M.
MmovoPag, Oyiun uetapvlovuvy {wypogpiky oto Ayiov
Opos. To épyaoctipio t@v Kaprevnoiwtdv (wypdpwv
(1773-1890) [unpublished doctoral thesis, ApictotéAeto
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5. Mount Athos. Skete of Kavsokalyvia. Kalyve of
St. John the Theologian. St. Arsenios. Detail.

It should be noted that the artistic idiom of the
second half of the 18" century, though an organic
continuation of the art of the immediately preceding
period, represents something completely new in the

MMoavemomo Oeccorovikng], @socarovikn 2009, 17-32.
MMotdmog povayog, ‘Oaotog Hopbéviog 6 Zxovprog. Movayog
Sopemv Atovooldng, "Epya ayiopertdv {wypdpwv oTthv
novyy Arovogiov koto v mEPIOSO TS 1YOVUEVIAS TOD
apyovopitov Edloyiov (1836-1866), ABwvikd Tetpdadia
2 (2015), 151-170. L. M. Ieppdaxng, To évundypapo Epyo
00 igpopovayov Aapoacknvod €& loavvivov (téin 17
- apysg 18 aicdva), [EKITA, KAinpodotnua Bacthkiig
A. Mopaitov], ABfqvar 2020. A. KuyumdZiev, Proizve-
deniya na Svetogorski zografi v Bulgariya, Sofiya 2021.
K. M. Bagetdong, 7o keldio 100 I'eveaiov tijc Ocotorov
«Mapovoar oto Ayiov Opog, 17 — 19 aidveg, Crkvene
Studije, Ni§ 18 (2021), 301-326. G. Tsigaras, Berg Athos
und Thrakien. Weke der Kunst im 18. und 19. Jahrhun-
dert: Greeks and Bulgarians: Parallels and intersections
in History and Culture, ed. Y. Konstantinova, E. Naxidou,
Sofia 2021, 35-56. Cf. V. Popovska-Korobar, Ikonopisot
vo Ochrid vo XVIII vek, Skopje 2005. L. Stosi¢, Srpska
umetnost 1690-1740, Beograd 2006. 1. K. Towovpng, O:
toryoypoics e puovg Ayiag Tpiddog Apaxotporag (1758)
Kar n uvyuetoxy (wypopikn tov 18 aiwva otnv mEepioyn
v Aypdpwv, ABnva 2008, 315f. A. Kyéekovi¢, Umet-
nost Pakracko-Clavonske eparchije u XVIII veku, Beograd



6. Mount Athos. Holy Monastery of Gregoriou.
Katholikon. Christ Pantokrator.

sphere of Orthodox ecclesiastical painting. This is
because the artists of this period, instead of heeding
the ‘prescripts’ laid down by Dionysios of Fourna,
do not aspire to the tradition of the ‘Cretan’ paint-
ers, and much less to that of the Palaiologan era, al-
though they do preserve elements of these two artis-
tic traditions. On the contrary, they choose to create
a new aesthetic sense, a living current that is ‘open’
to ‘outside’ influences and yet has internal cohesion
and originality, a current that of course expresses the
spiritual quests and tendencies of the period.

In our opinion, this art was established mainly by
two workshops that were already active on Mount
Athos before the middle of the 18" century: the
workshop of the painters Athanasios and Constantine
from the town of Pograde¢ near Korgé (active from
before 1740 until 1783)%, and the workshop of St.

2014. D. Nikolovski, Margarit zograf, Skopje 2014. Id.
Pregled na ikonopisot vo prilepskiot region vo XVIII vek,
Balacanoslavica 47/2 (2018), 313-326.

3 Th. Popa, Pictorét korcaré Konstandin e Athanas Zo-
grafi dhe frescat e tyre me skenat e apokalipsit, Buletin 1
Universitetit Shtetétor te Tiranes 13/1 (1959), 25-31. K.
Zheku, Konstandin dhe Athanas Zografi, piktorét mesjetaré
korgaré né alin e Shenjté Athos, 1750-1783, Tirana 2002.
T. Vinjau Caca, Some data about the activity of Konstandin
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7. Mount Athos. Holy Monastery of Gregoriou.
Katholikon. Virgin Hodegetria.

Parthenios Skourtos (11792-1802)%*. Although these
two workshops had different artistic starting-points,
both the painters from Korcé and Parthenios and his

and Athanas Zografi from Kor¢a and the characteristics
of their art in the 18" century: Zntipozo petaouloviviig
Loypapwkilg, 204-216. Towdpoc, Or (wypagpor. Pop-
ovska-Korobar, lkonopisot vo Ochrid, 73-85. N. M.
MmnovoBag, To iotopiod avoikodounong Kot Toifoypapnons
700 KaBolikod ¢ povis Enpomotauov Ayiov Opovg kai
n oouPfoln twv Zeppaicwv oty orokinpwoi) tov tov 18°
aiova, Zeppoaikd Xoppewto 1 (2010), 41-82. IMardmiog
povayog KavooxolvBitng, Zyéceic Mooyomdlews Kai
Ayiov Opovg, Hmepotikdé HpepoAdywo (2012), 25-31,
34-41. T. X. Towdpag, Toryoypagics e petafoloviavig
mEPIOdov atny povy Enpomotdpov, 1d., Meléres Totopiag
¢ petafolovuvig téyvns, O@ecoarovikn 2013, study no.
3 (161-165).

26 1t should be noted that St. Parthenios ran a painting
workshop in the Lavriote cell of St. George in Karyes (‘of
the Skourtaioi’). On St. Parthenios see Movayog [Totdmiog
KavookahivPitng, Tepoudvayog Hopbéviog o éx Dovpva
@V Aypapwv, 6 [vevuatixog kol (wypdpog, 0 ZkodpTog.
Mia onuoaivovoo wvevuotiky kai KOAMTEYVIKN HopPl TOD
Ayiov "Opovg, Tpnyoplog o Tlorapdg 809 (2005), 563-
624. 1d., To toryoypagpnuévo wopekkinota tijc Zkntng tdv
Kavooxoivfiov, Mépog A™ (17% — 18 ai.), Moxkedovikd
36 (2007), 72. 1d., Oaiog lapbiviog 6 Zxodprog.



pupils were — through the vol-
ume and quality of their out-
put — to influence the ecclesi-
astical painting of the period.
This art would be ‘received’
and standardised a little later
by the painters from Galatista
and Karpenisi and, even before
them, the Athonite monk and
painter Metrophanes of Chios
(active in the period c. 1750-
11799).

Indeed, Metrophanes would
adopt elements from both work-
shops, as well as the older tra-
dition, developing his own style
in the process. Broadly speak-
ing, this style is characterised |
by an elegance in the treatment ||
of form, a tendency towards
(standardised) realism and an
emphasis on decorative detail.

Unfortunately, very lit-
tle is known about the monk
Metrophanes’s life. He may
have lived at the Lavriote cell of
Timios Prodromos, which, after
1754, while Joseph of Chios
was elder there, housed a num-
ber of monks from Chios (until
the year 1816). However, it is
more likely that Metrophanes
lived and worked in Karyes, which was an impor-
tant artistic centre at that time*’. P. Uspenskij notes
that he was member of the brotherhood of the kellion
of St. Thomas at Karyes and that he died in 1799%.
It is also unknown in which workshop Metrophanes
learned his trade, although Uspenskij claims he was

2"Karyes was always an artistic centre and a place where
different artistic tendencies mingled or coexisted. In fact,
the gathering of large numbers of artists at Karyes in order
to secure work and commissions is shown by the archival
and archaeological evidence, as well as by the volume of
the surviving works there. On this subject see Bapetddng,
Toryoypagics otic Kopoég, 37-56, and MrovoBag, Oyiun
uetopolavavyy Loypagixy oto Ayiov Opog, vol. 1, 25-32.
It should be noted that the architect Monk Pachomios,
also from Chios, worked in the same area and at the same
time as Metrophanes. On Pachomios see M. A. IToAvfiov,
O vaog tov mozpiapyn Zepopein tov B oty oxnty tov Ay.
Avdpéov twv Kopvawv, Exkinoleg otnv EALGda petd v
Alwon 5 (1998), 207-228. 1d., To ‘Zapdu’tov Zepagein B”
ropd. 1ig Kapvég, H Aexdn 1 (2003-2004), 27-29.

2 P. Uspenskij, Istoriya Afona. Chast’III. Afon monash-
eskiij I, Sud’ba ego s 911 no 1861 god. Otdeleine vtoroe
SanktPeterburg’ 1892, 420-421.
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8. Holy Monastery of Chilandar. Sts. Demetrios, Nestor and Loupos.

trainee of the painter Kosmas from Lemnos. In our
opinion, however, it is more likely that he was an
apprentice or associate of St. Parthenios Skourtos®,
even though Metrophanes’s art draws a great deal
from the painting of the Korgé€ painters. Perhaps it is
no accident that the painter from Chios painted the
despotic icons for the iconostasis of the kyriakon of
the Skete of Kavsokalyvia (ca. 1760), whose wall
paintings had been executed by Parthenios a little
earlier (1751-1759). This shows that Metrophanes
was regarded by his fellow Athonites as an associate
of Parthenios, or at least as an artist who painted in
the same style as him*.

As regards his monumental painting, Metrophanes
completed the decoration of the phiale at Docheiar-

2 1 am grateful for this observation to my dear col-
league George Fousteris, Assistant Professor at the Higher
Ecclesiastical Academy of Thessaloniki, who is an expert
on the Athonite art of this period.

30 For Metrophanes see for example Movayoc IMozdmiog,
Ta royoypopnuéva mopekxinoia, 68-77. Kuyumdziev,
Proizvedeniya na Svetogorski zografi, 249-291.



iou Monastery in 1774, according to one of the
monastery’s records, which mentions that the artist
received 254 piastres for this work?®'. Three years
later Metrophanes would paint the icons and wall
paintings in the church of the Kalyve of St. John the
Theologian at the Skete of Kavsokalyvia (1777) (Fig.
5). The inscription records the following: + H TOY
TIAPONTOX OFEIOY NAOY IEPA IXTOPIA IIEPAX
EIMAH®E AIA SYNAPOMHSE K(Al) EZ0A[OY]
- TOY [ANOZXIQTATOY °EN I[INEYMATIKOIX
ITATPAXI KYPIOY IIAIXIOY TOY AEXBIOY / AIA
XEIPOX AE TOY OXIQTATOY EN MONAXOIX KYP
- MHTPO®ANOYX XIOY EN ETEI ME[N] ,A¥Y0OZ¢
[=1777] / MHNI AE NOEMBPIOY 172. 1t should be
noted that Metrophanes also painted the cemetery
church of Karakallou Monastery (1768) and, imme-
diately afterwards, the lite of the katholikon of Iveron
Monastery (1768/9). Although the founder’s inscrip-
tions of these two works do not mention him, both
the artistic idiom and the painter’s hand, with the
‘barbs’ on the vertical shafts of the letters, leave no
doubt that these two ensembles should be attributed
to Metrophanes®.

In addition, many other icons by Metrophanes
survive in other monasteries and kellia on Mount
Athos. Most of them are unsigned. Nevertheless, as
his idiom and technique are not only clearly recog-
nisable but also repeated without modifications, it is
possible to attribute a series of unsigned icons to him.

Apart from those in the catalogue by Monk Pat-
apios Kavsokalyvites** and those published in the

31T, Tsiouris, H ¢iadn: Tlopovoio ‘Tepdg Moviig
Aoyepiov, Ayrov 'Opog 2001, 332.

32 See Movayog Iatamog, Ta toyoypapnuévae mopek-
Kijoia, 71, 77-82.

3 Ibid., 74. It should be noted in passing that
Metrophanes’s painting is very similar to that in the low-
er sections of the church of the kellion of St. Sabbas the
Sanctified in Karyes (the ‘Typikario’) (1776) and also the
decoration in the nave of the Chapel of the Virgin Mary
in the Monastery of Zographou, which was painted by
the artist who painted the aforementioned cell in Karyes.
For the wall paintings of the cell of St. Sabbas the Sanc-
tified in Karyes see ITamdyyehog, Iepil tdv ['odoatoidvav
Loypaomv, 268 (a catalogue of works by the Galatsianoi
painters). Bageiadng, Toryoypagics otic Kapvég, 52. Tépmv
Svpemv Atovooidng, K. M. Baeeiddng, H s 1o dyiov
2afpa oty wovy Xiovoapiov kol oo, yilavoopive, keldio
v Kopodv tod Ayiov ‘Opovg: Svetogorski i chilandarski
monach Sveti Sava, 800 godina od posvecenja za prvog
srpskog archiepiskopa, Belgrade 2022, 27-30 (forthcom-
ing).

3 Movayog Totdmog, To Toryoypognuéve. mopexkiii-
oia, 71f. Icons painted by the artist adorn the iconostasis
(the Apostolika) of the Kalyve of St. Eustathios at Ka-
vsokalyvia (1768) — whose despotic icons are the work of
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volume on Karakallou Monastery [nos. 101, 348-349
(1768, 1776)]**, the monk Metrophanes also painted
the icons on the iconostasis of the kyriakon of the New
Skete, some of the icons in the kyriakon of the Skete
of St. Anne and the icons in the cemetery church of
Stavroniketa Monastery. Icons painted by him also
survive in Karyes, at the Protaton’, the Cell of St.
Sabbas (‘Typikario’) and in the monasteries of Vato-
pedi (no. 2098) and Gregoriou. The katholikon of the
latter monastery?’ is adorned with despotic icons of
Christ, the Virgin Mary and St. John the Baptist bear-
ing the inscription: AEHXTX TOY AOYAOY TOY OEOY
T'PIT'OPIOY APXIEIITHYXKOIIOY KAXANTPIAZX,
1778% (Figs. 6, 7). Other icons by Metrophanes are
kept at Dionysiou Monastery, [veron Monastery, the
latter’s konak in Karyes, and also Chilandar Monas-
tery®. The latter foundation holds at least three icons
by the painter, namely an icon of the Nativity of the
Theotokos, an icon of the Virgin Hodegetria with the
inscription: +AEHXIY TOY AOYAOY TOY OEOY /
T'EPAXHMOY IEPOMONAXOY — ETOX 1768, and
an icon of St. Demetrios enthroned, accompanied by
St. Nestor and St. Loupos (inscription: + MOJIEHIE
PABA BOXXIA JJAHIUJIA IEPGOMOHAXA ,AYOI
[=1773]) (Fig. 8).

Finally, it is worth noting that works by
Metrophanes also survive outside Mount Athos, for
example in various monasteries and churches in Bul-
garia®. The Rila Monastery [Puicku maHacTup] in

Constantine from Kor¢€ — and also the iconostasis of the
Kalyve of the Annunciation (1769).

3 11, X. Homadnuntpiov, A. Trifonova, Eikéves tod
oevtepov oot tov 18 aiwva: Eixoves Iepas Movijg
Koapaxdliov, nos. 99 — 124 (pp. 3271.).

3 M. Baoihdxn, 1. Tapraxne, Eixoves tod 18 kai 19
aiovo: Keyma Ipotdtov, Tepa Kowotng Ayiov "Opovg
ABw, Aywov 'Opog 2004, vol. 2, 304-307, fig. 157

37 The inscription in the katholikon records the follow-
ing: IXTOPHOH O [TIAP]QN OEIOX Ko IEPQTATOX
NAOX THX OEIAY Kou [EPAY MONHY TOY /
T'PHI'OPIOY AIA XYNAPOMHY TOY [TANOXIQTATOY
APXIMANAPITOY KYP IIAIIA ITABPIHA. / IXTOPHOH
Ao XEIPQN TQN EYTEAEXTATQON ZOI'PA®QN
TABPIHA IEPOMONAXOY Kou I'PII'OPIOY éx molews
Koaoroprjas /’EN ETEI 1777 Oxtwppiov 16.

38 This Gregory was a bishop without a see who stayed
at the monastery and worked hard for its benefit. For
Gregory of Kassandreia see indicatively S. Kadas, 4" H
iepa Movn, Totopia: Ot toyoypapieg Tod kaboAuod, Tepa
povn I'pnyopiov, Ayov ‘Opog, 1998, 22. For the icons see
Movoyog Bapladp (Aykeidiog) I'pnyopiatng, H év Ayiew
‘Oper A0 iepa uovn tod Ayiov Ipnyopiov, 1300-1921,
®gooarovikn 1921, 24.

3 All unpublished.

40 See A. Kuyumdziev, lkoni na monach Mitrofan ot
Xios v Bulrarija, Patrimonium. MK. 18 (2020), 573-589.



particular holds a large number of icons by Athonite
painters*!, including, of course, some by Metrophanes.
Two of these, one of Christ Pantokrator and another
of the Virgin Hodegetria, come from an old iconos-
tasis now lost. These icons, which bear Greek in-
scriptions and the date 1775, should be attributed to
Metrophanes’s workshop, if not to Metrophanes him-
self, given that their similarity in style to the output
of the Athonite painter is really striking*. The same
is true of an icon of Christ the Great Archpriest in
the Skopje Archaeological Museum®, and an icon in
a Russian collection depicting the Virgin Portaitissa
enthroned and St. John the Baptist and St. Ioannikios
in orant attitude*.

To Metrophanes of Chios can also be attributed
the two despotic icons at the Korbovo Monastery
(Figs. 1, 2). This is because they are based on an an-
thivolon which was used in all his other icons on the
same subject (both signed and unsigned) and because
they include all the features of his art. For example,
the icons at Korbovo Monastery display the peculiar
script of Metrophanes’s workshop, the sweetness and
gracefulness of his faces, his particular way of ren-
dering the hair and the eyes, in which even the cor-
ners of the eyes and the gleam of light in the pupils
are depicted, the characteristic wrinkles on Christ’s
blessing hand, the radiating golden highlights and the
type of decoration in the bands on the garments of
Christ and the Virgin Mary, with the characteristic
Ottoman-style flowers, etc.

The presence of icons by the Athonite monk
Metrophanes in the Korbovo Monastery is not hard
to explain. It is a well-known fact that already in
the sixteenth century many Athonite painters were
working for the metochia of Athonite monasteries in
the Sporades and also for monasteries in Thessaly.
Indeed, the number of icons produced by Athonite
workshops for churches and monasteries in Thess-
aly increased during the 18" and 19" centuries®. It

4 A. Kuyumdziev, Proizvedenija na svetogorski zo-
grafi v Rilskija manastir ot kraja na XVIII: Motivi, Mod-
eli, Podgotvitelni risunki, eds. E. Mutafov, M. Kuyum-
dzhieva, Sofia 2020, 413-436.

2 E. Genova, Crkva «Uspenie na Sv. loan Rilski»,
Rilski manastir: Corpus of Mural paintings from the first
half of 19th century in Bulgaria, [Institute of Art Studies,
Bulgarian Academy of Sciences, Bulgaria 3], Sofia 2018,
188-189, figs. 19-20. Kuyumdziev, Proizvedenija na sve-
togorski zografi v Rilskija manastir, 575-578, figs. 1-7.

# V. Popovska-Korobar, ITkoni od Myzejot na Make-
donija, Skopje 2004, no. 151.

4 1. Piatniskij, Afonska ikona “Bogomateri Portaitis-
sa, so svytbimi” v Kollekcii Gosudarstvennogo Zrmitaza,
Rossni Gruznia Xristianskij Bostok XVI (Moskva 2019),
43-50, figs. 5-7.

# Cf. P. Baooo, To épyo twv Ialateiavaoy ayioypdpmy
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seems, then, that the monks of the (old) Monastery of
Korbovo were aware of Metrophanes’s art from his
icons in Skopelos*, the Agia region near Larissa*’,
and perhaps also the Great Meteoron Monastery*®.
Yet another icon by his workshop survives in the
Tsakyroglou Collection*®’, which contains numerous
icons by Athonite painters. This icon also bears de-
pictions of St. Athanasios of Athos and St. Dionysios
of Olympus, which indicates that the icon may have
belonged to a monastery or church in Thessaly.

Apart from this, another interpretation may be
put forward to explain the presence of icons by the
monk Metrophanes at Korbovo Monastery, provided,
of course, that we accept that Metrophanes actually
had a connection with St. Parthenios Skourtos and
his workshop. It is well known that Parthenios was
one of the most saintly figures among the Athonite
fathers of the late 18™ century. This Karyes-based
elder would have played an important role in the
‘Kelliot Question’*® and, as the elder, in fact, of St.
Nikodemos of the Holy Mountain®'. He would also

Beviopiv A" ka1 Moxopiov B” otig Bopeieg Zropddeg katd
tov 190 oucwva, (unpublished doctoral thesis, ApiototéAietlo
[avemoto @sccatovikng), Thessaloniki 2008.

46 Movoyog Iatdmog, Ta toryoypognuéve. mopekkini-
oia, 74-76.

47 D. Agraphiotes mentions works by Metrophanes
at Agia near Larissa (A. Aypapiodtg, O Xiovaditng
ayoypapos Miyonl Zijkoc kai 1 oovipopio. T0v 010
Meroloywpr Ayag, Hrnewpotiky Eotia 26, no. 303-304
(July-August 1977), 507, no. 3.

48 This is the icon of the Virgin Mary ‘the Unfading
Rose’ (1766), which bears examples of Metrophanes’s pe-
culiar script and his peculiar way of modelling the forms.
See K. M. Bageuadng, O diapwtionog kot n ekkAnoiootiki
vy tov 18" — 19 oucdva oty Osoooalio, OecoalKd,
Mehetqpota 10 (2020), 144, 152, figs. 4, 9.

¥ A. Kapoxatodvn, ZvAloyn ewpyiov Tooxidpoylov.
Eixéveg, ABiva 1980, no. 231.

50 For the ‘Kelliot Question’ see in particular Ktevag
Xpiotoépopog (Apypavdpitng), Aravia ta v Ayiew Oper
iepa kabidpduazo eic 726 &v Gl dvepyoueve kol of
pog 10 dodlov "Ebfvog brnpeoion avt@v, AbMva 1935,
733-741, 754-757. Cf. A. Movlaxng, To Ayiov Opog ano
mv OBwuaviky avtokpatopio. oto ElAnviké Baoileio:
n Beopuxn opydvawon: To Ayiov "Opog ot ypodvio. Ti|g
Amneievépwons. Apiépopa oty Exatovioetnpida tig
AmehevBépwong, 2/15 NoeguPpiov 1912, @gocarovikn
2012, 43-46, with bibliography. Bageiadng, To keAlio to0
T'eveoiov tijg Ocotoxov «Mapovddr, 309-310, 313-314.

St Movayog Tozdmog, ‘Ootog Hopbéviog, 41-42. The
literature on the ‘Kollyvades’ is extensive. See for exam-
ple A. A. Taywhog, O Iaioioc Betitoxopoki (1722-1794)
Kal 1 doknrikopiiodoyikn oyoA tov, @gocaiovikn 1964,
X. 2. TCoyag, H mepi uvnuoadvav épic év Ayip 'Opet kata
ov IH  aidva, Oeccolovikn 1969. K. K. TTanovAiong, 7o
xiviquo, T@dv KoAlofadwv, Abfqva 1971. 1d., lepintworg



have played an active part in the movement known as
the ‘Philokalic Renaissance’, that is to say the ‘Kol-
lyvades’ movement. It is no accident that Athanasios
Parios (1722-1813) praises Parthenios ‘whose faith
and life the impartial judgement of Heaven glorified
through the ineffable and wondrous fragrance is-
suing from his sacred bones’**. In this case, it may
be reasonably assumed that the fathers of the (old)
Korbovo Monastery, sharing as they did the views
of the ‘Kollyvades’, assigned the task of painting the
icons under discussion here to one of St. Parthenios’s

TvevuaTikils  émdpdoews tod  Ayiov ‘Opovs eig tov
Bolxovikov ydpov kot tov IH' aidva, Mokedovikd
9 (1969), 278-294. T. MetoAnvog, H dvvouukn tod
Aapwtionot oty dpaon v KoAvfadwv, O Epaviotig
21 (1997), 189-200. Hieromonk Patapios and Archbish-
op Chrysostomos, Manna from Athos. The issue of Fre-
quent Communion on the Holy Mountain in the late eight-
eenth and early nineteenth centuries, Oxford and New
York 2006. K. Nywpitg, Oi émidpaoeis tijc mveopotikic
ropadoons o0 Ayiov Opovg atov fio kol TOv molitiouo
0V ZAafwv, Oeccarovikn 2013, esp. 153-194.

32 ABavaocrog Tlaplog, Adniiwaois tijc év Ayiw Opet
Tapoydv ainbeiag, ed. iepopdvoyog Ocodmpnrog, AbMva
1988, 31, 66. It should be noted that the miracle-working
icon of the Panagia Glykophilousa at the New Skete is a
work by Parthenios (Tepa Kowodtg Ayiov ‘Opovg Abo,
Oi Bovuarovpyes eikoveg, 266-269).
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most important disciples or associates, namely
Metrophanes of Chios.

In closing the present study, we would like to
point out that most of the eighteenth-century icons
that survive in Thessaly remain unpublished. Unfor-
tunately, the research on these icons is still in its in-
fancy. Consequently, no full appreciation can yet be
made of the role played by Metrophanes of Chios and
the other Athonite painters in the formation of artistic
taste in the monasteries of central Greece.



Kovortavtivogc M. BAOEIAAHX

EIKONEX TOY AGQNITH MONAXOY MHTPO®ANH TOY XIOY (B" MIZO 18°Y Al.)
XTH MONH KOPMITIOBOY

Summary

‘H ®pvon g poviig Kopumdpov Tpikdrov
eaivetal vo avayetoar otovg Pulavivoug ypovoug,
kaOa¢ 10 yopio Kopumofov dvapépetarl 6& ypuoo-
BovAlo tod avtokpdropa Avdpovikov I'" TTahotoro-
yovu (1336). To kaBolkd TiiG HOVH|G GEUVOVETAL OTN)
Mertapdppwon 100 Xotijpog (1649/50). Ayvooto
note AKPIPDG, 0l povayol ATopocilovy T HETEYKO-
TAoTOoN TOD HOVOOTNPIoOL OTN onuepvh Tov Béom.
Kai Bepaiomg mv avéyepon véov kaboiikod, 10 0moio
apepmveton otnv Koiunon tijg Iavayiag (1809).

To téumho 100 kaboikod avtod (1838) koouodv
deomoTikeg gikoveg 1ol Etovg 1782, ol 0moieg mpoép-
yovtal amod O kafoAko Tiig maAaidg povic. ‘Qoto-
60, 000 aKOuN gikdveg TOoD dgbTePOL HIcoD TOD 18
aidvog, 1 gikova t0d Xpiotod [avrokpdropog Kol 1
gixkova g [Havayiag OdnynTplag, Tpoépyoviol Kol
a0TEC OO TO €1KOVOGTAG10 TOD ToANoD KaboAkoD.
AMQ glvar PEPato BTt avtic tomoleThdnkay 6Td &v
MOY®D @pdypa duéomg petd o 1809. Apa avteg Ko-
ocpodoav £TEpO EIKOVOGTAGLO THG TOANLAG LOVTIC TOD
Kopumépov, iomg 1o kotuntnpoxod vaod. Aveto-
@G OEV pépovV Emypaéc, ol omoieg O pmopodoay
VO (ig TANPOPOPNGOVY EMaKPIPDS Yid TOV YOpPT YO
Kol TNV TPOEAEVLOT| TOVG,.

'E& anoyemg téxvng ol 600 ikdveg GUVTAGGOVTOL
Ue o Kupiapyo pedpa Tig EKKANcaoTiKig (oypapt-
kTG Tod devTepov piood tod 18 aidvoc. Thv téxvn
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ot kadiepd@vouv dvo Kupiog Epyactnpla: TO €pyo-
ompio eV {oypaenv Aboavaciov kai Kovetavtivov
amo v koun Pograde¢ kai 10 £pyactiiplo Tod 06iov
IMopBeviov o Xxovptov (11792-1802). Téocov ol
Koputoaior kodtéyves 6cov kai 6 TTapBéviog Oa
EMnpedcoovy TV EKkANoLooTIKT Coypagikn Tiig mept-
0oov. Trv téxvn adtr Ba vioBetoet 6 €k Xiov aylo-
peitc povayog kal (oypapoc Mntpopdvng (dpdon
1750-1780).

Ytov koAMTéxvn adTov dmodidovpe Tig éEgto-
Coueveg €6 deomotikeg gikoves. Todto 010TL AOTEC
Baoifovror o€ avBiporo, koo 6& 6leg Tig Opoiov
0¢patog eikdveg 100 Mntpoedvn (Evumdypaess kol
avumoypaeg) Kol d10TL mepthappdvouv dAha T Yvo-
piopata thc téxvng Tov.

‘H mopovcio ikévov 10D povayxod Mntpoedvn
ot povi) 100 KopumoBov S&v ivar Sueeénynm, xo-
O ToAloi abwviteg Loypapot Epyaovtot yii To [o-
vootipua th)g @gocariog, 116M amod Tov 16° aidva. ‘Edv
Opmg deyxBodpe mg 4AnOn T oxéon tod Loypdpov pe
tov [TapBévio, kai dedopévng Thg oxEoems ToD TEAED-
Taiov pg 0 kivnua T@v «KoAlvBddwvy tote a&iCet
va brotedel Oti ol Tatépeg oD modaoD LovasTnpiov
100 Kopumofov, cuvtaccduevol pe tig anoyelg tov
«KorBadwvy, avébecav Tic éEetacbeioeg gikoveg
o€ &vav €Kk TAV oTovdaoTéPmV HadnNT®V Tod 0010
IMapBeviov, fTol 6TOV MnTpopdvn tov €k Xiov.



