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THE PRESENTATION OF ANNUNCIATION IN THE CHURCH
OF SAINT ALYPIOS IN KASTORIA

The outside of the church of no importance, but the inside of extraordi-
nary one, only one nave, wooden roof basilica, tiny in dimensions, having a
semi-cycling arch, that is the church of Saint Alypios or Stylianos, which has
been extended to the west after the original west wall had been demolished.! Of
great cultural worth are the frescos in the Altar and on the southern wall of the
church, though their preservation could not be described as good enough, what
makes the work of the scholar rather difficult. Nevertheless, the technique and
iconography lead us to the dating of the church in the turning point from the 12th
to the 13th century.2

A relatively better picture of preservation shows the presentation of
Annunciation on the northern and southern part of the spherical part of the
Eastern wall of the church, which follows the tradition of the painters of the
12th century, as we can see it in the icons of that period, for example in Saint
George in Kurbinovo, and in the churches of Saint Anargyri and Saint Nikolaos
Kasnitzi in Kastoria.3

Particularly, the Virgin Mary is presented seated 4 in a low, elaborate
throne, framed by small architectural ornaments and wearing a head cover and
a purple embroidered veil reaching almost the middle of her shoulders. This
specific characteristic, the embroidered veil, as Ms Drakopoulou mentions, can
be seen in depictions of Virgin Mary in portable cypriotic icons of the 13th and
14th centuries and in murals of the early 14th century (1313/15) in the church
of Saint George and Konstantinos in Pyrgos of Monofatsi in Creta.5 Out of the
rich in plaits head cover of the Virgin Mary only her hands can be seen, her

I Makedonika, Book 25, Tsigaridas E. N., Researches in churches of Kastoria,
Salonika 1986, 381.

2 Tsigaridas E., The murals of Latomou Monastery in Salonica and Byzantine painting
of thw 12" century, Salonica 1986, page 40.

3 Drakopoulou E., The city of Kastoria during the Byzantine and Afterbyzantine years
(12th - 14th century), 35-37.

4 Makedonika, Book 21, Gounaris G., The murals of Saint Theologos of Mavriotissa,
Salonica 1981, 12.

5 Drakopoulou E., same as earlier, 39.
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Ca. 1 Boropoauua, bnarosecru, Ilpkea Cs. Anumnuja, Kacropuja
Fig. 1 The Theotokos, the Annunciation, Church of St Alypios, Katoria

right palm open, as in praying and her left one holding the spindle, whereas her
body has been turned towards the Archangel, her head follows the position of
her body up 3/4. The almost eyes, the small forehead, where the wrinkles of
expression have been clearly depicted, her calm, stern and impressive look are
the particular details the painter depicts, so that her praying desire and her mod-
esty and absolute obedience to the representative of Authority, the Archangel
Gabriel, can be successfully expressed.

The presentation of Annunciation, which is placed in the Altar with aim
to emphasize the symbolic meaning, that is the Incarnation, always in reference
with Liturgy held in this place,® is fulfilled with the depiction of the Angel,
rapidly moving towards the Virgin Mary,” in the northern spherical part of the
Eastern wall. Representative of the divine authority, he is holding a scepter,
splendidly dressed in a garment and a richly pleated tunic with a characteristic
abundance of cloth, which interrupts the unity of his garment and functions
against the distinction of the bodily volume of the figure. The artist paints an
earnest but simultaneously sweet face, thus wishing to express the particular
role of the divine mandatory.

6 Makedonika, Book 21, same as earlier, 13.
T Makedonika, Book 21, same as earlier, 12
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After a more thorough
study of the style and illustrative
characteristics of the presenta-
tion, we can conclude that the
painter who worked in the church
of Saint Alypios paints the figures
by using a dynamic movement,
breaking the frontal depiction
and the stiffness of the posture,
they turn to the left and right, |
carried away by the rhythmical
opposite movement of the body.8
The hagiographer uses the bright
levels and the lines in a very free
mannerism so that he can inter-
rupt the unity bodily volume.®

What gave the scholar
the motive for further and more
specific research on the presen-
tation and the drawing of some
first conclusions are the inscrip-
tions on the presentation of the :
Annunciation in the church of  Cu.2 Apxanbeo I'aspuno, Bnarosecrn,
Saint Alypios, which show par- ) Upksa Cp. Amummnja.
ticularities of major importance. Fig. 2Archan}%el gabfrlelkt?e Annunciation,

A serious obstacle for thorough Church of St Alypios
study and observation of these inscriptions is their bad condition of preserva-
tion, hence it is almost impossible to read them in some places.

According to this text, on the southern spherical part of the eastern wall,
where the hagiographer painted the figure of the angel moving rapidly, is writ-
ten: , XAIPEZYH .................. TEPAXTION TO PHMAXYZYTOY AIXA”.
These are the words the archangel Gabriel uses addressing to Virgin Mary, who
then responds by saying: ,,NAI, TQ OEQ I'AP AYNATA ATTANTA ITEAEI”.

So, the hagiographer presents the archangel Gabriel uses addressing to
Virgin Mary, who in response confirms the divine order he had carried over.
It is really very seldom for an artist to use dialog, as that cannot be seen in the
icon presentations of the Annunciation not only during the time in which Saint
Alypios was painted but also in the previous centuries as well. The inscriptions
which were written on the presentations of Annunciation were mostly taken
from the Holy Texts, referring to Virgin Mary. The exceptional phenomenon of
this particular dialog used by this artist of Saint Alypios gains a special value
because these words are not mentioned in any Holy Text referring to Virgin
Mary. Only professor Kalokyris, in his work “The Virgin Mary in the hagi-
ography of East and West” mentions the existence of dialogs on presentation

8 Tsigaridas E., same as earlier, 113.
9 Tsigaridas E., same as earlier, 124.
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of the Annunciation between the
archangel and the Virgin Mary
and her absolute free consent and
obedience to the angel’s words,
that is according to “I'ENOITO
MOI KATA TO PHMA X0Y”.
% So, a small part of the inscription
of Saint Alypios is mentioned by
Mr. Kalokyris but without ex-
plaining its origin.!0

Well, after having studied
all the partial elements of the
| inscriptions of the presentation,
' and after having looked up infor-
mation in theological texts refer-
| ring to the Virgin Mary, it is un-
| avoidable to ask questions about

the hagiographer himself, his
habits, his quest, the influences
upon him. The conclusions lead
directly to the artist and his per-
sonality, and these characteristics
in the case of Saint Alypios are
inseparably connected with the
acceptance of the principles and
rules of the Orthodox Tradition.
So, the artist of the frescos of this particular church and of the presentation of
Annunciation could not have been a mere artist. The inscription of the presenta-
tion lead us to the conclusion that he was a deeply religious person, who while
painting, would actually participate in the Sacraments of the Church.

There were a lot of hagiographers, who did not only content themselves in
their role as artists but they did not believe that in order to succeed in their work
of art they had to adapt their personality to the principles or, even vice versa,
a big number of active members of the Christian community found a way of
expressing themselves by painting icons. Thus, the hagiographers were spiritu-
ally led by priests and their whole life was tightly linked with the principles and
values of the spiritual life.

So, it can be concluded that the hagiographer of the presentation of
Annunciation of Saint Alypios, either consulted his spiritual leader and depicted
the inscriptions of the dialog between the Archangel and the Virgin Mary, or
influenced by some hymns to the Virgin Mary and aspired to depict the theme
of the Annunciation as well as possible, he was inspired to write the dialog be-
tween the Virgin Mary and the Archangel at that very moment. The fact that a

Cn. 3 CB. Ky3ma, LipkBa CB. Anumnuja.
Fig. 3 St Kosmas, Church of St Alypios

10 Kalokyris K., The Virgin Mary in the hagiography of East and West, Salonika 1972,
115.
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Ca. 4 Harniuc nopen Boroponuue, Bnarosecru, Lpksa Boropopuua Maspuoruca,
Kacropuja

Fig. 4 Inscription beside the Theotokos, the Annunciation, Church of Panayia Mavriotissa,
Kastoria

Cn. 5 Boropopauua, brarosecru, Llpksa boropoguua MaspuoTuca, aetanb

Fig. 5 The Theotokos, the Annunciation, a detail, Church of Panayia Mavriotissa, Kastoria
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great many hagiographers were active members of the Church made the people
of that time believe that they were ,,enlightened®, possessing extraordinary gifts
and abilities.

What makes those inscriptions particularly important is also the fact
that something similar, but not exactly the same can be seen on the eastern
wall of the nave in the monastery of Mavriotissa, in the presentation of the
Annunciation dated back to the second half of the 12th century. In Mavriotissa
the Archangel is talking with the Virgin Mary and says: ,,JIANAI'NE XAIPE
TON GEQY TEEHX AOT'ON. NAI TQ OEQ I'AP AYNATA I[TANTA ITEAEL*
And the Virgin Mary responds: ,,TEPAXTION TO PHMA XYZHI'OY AIXA.
YIIEPOIZHN MEN AAAOMQE 'ENHTO MOL.” 11

After a close observation of the two inscriptions it can be seen that there
are similarities but differences too between them, but, nevertheless, there is a
close connections between the artist of Saint Alypios and the one of Mavriotissa.
The obvious spelling mistakes in Mavriotissa make the speculation clear that
the hagiographer did not copy from any Holy Text. To that leads also the fact
that the hagiographer of Saint Alypios uses a different sequence of words and,
because of lack of enough room he possibly uses only part of them.

A proof for the close similarity of the two churches, in connection with
the fact that the two presentations are dated from the same century, leads to the
conclusion that the two artists were really influensed by each other, but that
can in no way degrade the particular importance his choice has to depict the
meaning of the presentation of the Annunciation, following his inspiration or
developing the consultation of his spiritual leader.

Xapyna Xahu

CJIMKAPCTBO OKO 1200. TOJUHE 1 CLIEHA BJIATOBECTH
Y IBEMA IIPKBAMA VYV KACTOPUIU

Tennennuje Komanukor ctrina mocie ykpamnaBama npkse Cetux Bpaun y Kacropujn
u Cseror HBopha y KypOuHoBy 1 naspe Tpajy y ymeTHHUKOM npoctopy Kactopuje. Mehytum,
HHCY CaMO CTUJICKA HCTPaXXUBakba Hero U nkoHorpadceka. Crena bnarosecty y npksu Ceeror
Amnvmna u Boroponuiie MaBpuotnce npeacraBiba OoceOHO HHTEpEeCcOBarmbe 300 TEKCTa
kxoju nparn Apxanbhena ['aBpmina m Boropoamiy. To je jemnHa Bpcra amanora (£YKOLLOV)
bnarosectu.

11 Gounaris G., The Monastery of Mavriotissa in Kastoria, Salonica 1993, 19.



