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T@ Evtipotate xvple Philippe de Montebello,
Yrev6ive 100 “Metropolitan Museum of Art)” xaptv kot
glpnvny mapa Oob Iatpog kol Kupltov Hudv ‘Incod
XptoTov.

Metd mOAATiG yoplic nAnpodopndnuey €k 100 Anod g
ko NoeuBplov mé, ypOopupatog thg DUETEPOG GyomnTiig
EvTipomtog mept 11ig no 100 “Metropolitan Museum of
Art” GvoAnoBelong TPOETOUOCIOG TOD KOTOAGYOL THG
onovdatog ékBEcEme, Thg Omolag THV mTPowdnoy &v 1
oUYXPOVE KOou® £xete OvaAdBet, fitol 100 dievvaov
TVEVUOTLKOD K6ALOVG T0D Mego-BulavTivod moMTIoNod,
elg Tov Omotov OpBag Eddkate TOV TITAov ““H Aok 10D
Bu{ovtion”

’AVTOTOKPLVOMEVOL, 06gv, €l¢ TV eVYevi] mopoxAnoLY
DUEV Kol £OVTeC THY HeYloTV TUAY kot €080VNY 10D
glvon HUBC Tomevdv S1édoxov Tav peyehmv Hotprapydv
Mg KovoTovTivoumodemg, ol OmoTol  MOIKIAOTPON@G
cuvéBadov el TV mvevpomikAv towtnv doEav, eite
gunveéovieg €ite vmootnpilovieg ™V KANPOVOUiaY TG
GVOTOALKTIC X PLOTLOVIKTIC AVELHOTIKOTNTOG, 0UGOOVOUEDD,
ilontépov TIUNMY KoL TPOVOUIOV GEVOVVOUEVOL TPOG
VUGG 810 TivdE T@V TMotpropyik®dv MUGV Tpoppdtmy, &v
TVEVUOTL EVYOPLOTIAY, CUYXOPNINPlOV Kol OAONEV
TPOG GLMOVTOG TOVG CUUUETACYOVTOS lg 10 uvnuel®ddeg
10010 £pYOV.

O080AwG GUPPAAAOVTEG OTL TG EMAEYEVTO. KE(UEVO,
oUVTOXOEVTO. VMO SLOKEKPUEVOV  EMGTNUOV®V,
nEPUYPAPOVY TNV ioToplay kol THY EmEkelva XPOvoL
Gllov  OmAVIOV TV EKTEONCOUEVAV  CIVTIKELUEVOV,

gvA0YOTpeV Gmo peong Matpropyixiic kopdiag 10 £pyov

Kol Grevduvopey kol oddig TG cLUYXaPNTAPLO KOl THY
BaBETOV EKTIUNGLY MUY, GROVEUOVTEG VUIV OAOBVLUOV
TV TOTpLKNY kol [ToTplopy ki Hu@v edroyloy.
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BARTHOLOMEW BY THE MERCY OF GOD
ARCHBISHOP OF CONSTANTINOPLE, NEW ROME,
AND ECUMENICAL PATRIARCH

The Most Honorable Philippe de Montebello, Director of
The Metropolitan Museum of Art: Grace and peace from
God the Father and our Lord Jesus Christ.

With great joy we learned from your letter of November 21,
1995, most honorable and beloved sir, that The Metropolitan
Museum of Art is preparing a catalogue for the important
exhibition most appropriately titled “The Glory of Byz-
antium.” This exhibition will undertake to cultivate the unin-
terrupted spiritual beauty of Middle Byzantine civilization in
the modern world.

We are pleased to respond to your kind request bearing as we

do the greatest honor and responsibility of being a humble

successor to this spiritual glory in various ways, either by
inspiring or by supporting the heritage of Eastern Christian

spirituality. In a spirit of thanksgiving, congratulations, and

blessings, we consider it a particular honor and privilege to

address by way of our Patriarchal Letter all of you who are

sharing in this monumental task.

We do not doubt that the selected essays compiled by such
distinguished scholars describe the history and the immortal
value of every item on exhibition. From the depth of our
Patriarchal heart, we bless this endeavor and once again
express our congratulations and profound appreciation while
wholeheartedly bestowing upon you our paternal and
Patriarchal blessing.
January 20, 1996
Your fervent supplicant before God, B(artholomew)

PATRIARCH'’S STATEMENT vii



SPONSORS" STATEMENTS

“The Western world owes an immeasurable cultural debt to a civilization which
alone preserved much of the heritage of Greek and Latin antiquity during these dark
centuries when the lights of learning in the West were almost extinguished.” So
wrote Lord Norwich in the epilogue to his trilogy on the Byzantine Empire. “The
Glory of Byzantium” provides a unique opportunity to explore both the extraordi-
nary radiance of the empire at its apogee and the deep-rooted influence it has had on
Orthodox Christians throughout the centuries down to the present day.

The exhibition also provides the opportunity for Alpha Banking Group to develop
relationships in the United States, where its presence is felt through its administra-
tion with a wide range of correspondent banks. We are exceptionally pleased to be
associated with this historic exhibition, in particular because it marks the first time
that the Group has in America participated in the realization of such an event.

By its support for “The Glory of Byzantium,” Alpha Banking Group thus fulfills
both its corporate role and its commitment as a patron of the arts.

Yannis S. Costopoulos

Chairman
Alpha Banking Group

vili SPONSORS’> STATEMENTS



Citibank is honored to join The Metropolian Museum of Art in presenting
“The Glory of Byzantium? The sponsorship of this major exhibition by Citibank, a
New York-based global financial institution and a worldwide supporter of arts pro-
grams, is especially appropriate. Citibank currently operates in most of the countries
represented in the exhibition, which covers Greece, Turkey, North Africa, parts of
the Middle East, and Central and Eastern Europe. It is with great pride that our
employees in these countries join with us to bring you these masterpieces, which
date from one of the great artistic eras.

On behalf of Citibank, and its employees around the world, I hope that you will
share our delight in the magnificence and lasting importance of “The Glory of
Byzantium?”

William R. Rhodes
Vice Chairman
Citicorp/Citibank

SPONSORS” STATEMENTS

ix



It is both a pleasure and an honor for Papastratos S.A. Greece
to offer substantial assistance to The Metropolitan Museum
of Art for its realization of an event of such magnitude and
importance.

And it is with great pride that we, together with other, fellow
Hellenes, support this display of treasures of Byzantium, an
integral part of our national heritage.

Tasso Averoff
Vice Chairman of the Board and
Managing Director of Papastratos S.A.

X SPONSORS’ STATEMENTS

The Foundation for Hellenic Culture is pleased to join The
Metropolitan Museum of Art in celebrating the Second
Golden Age of Byzantium, a glorious period in the history of
a culture based on Greek language and learning and
Orthodox Christianity.

As the purpose of the Foundation is to promote and dissem-
inate Greek language and culture outside Greece, we are hon-
ored to sponsor the educational programs that accompany this
exhibition and we congratulate the Metropolitan Museum for
bringing to the public an awareness of this high point in the his-
tory of the Byzantine Empire.

Adamantios Pepelasis
President
The Foundation for Hellenic Culture



After more than a century of growth and development, the
Marinopoulos Group is now in a position to offer social ser-
vices and to provide assistance to cultural efforts that reflect
the cultural heritage of Greece. It is within this context that
we have expanded our social and cultural interests and have
chosen to offer our support to this great exhibition, “The
Glory of Byzantium?”

Byzantium was a cultural crossroads. It is where the classical
age converged with the Enlightenment of Western Europe. It
was the bridge between eastern culture and classicism. And it
was the cradle of modern European civilization.

For the Marinopoulos Group it has been a privilege to provide
support to The Metropolian Museum of Art in presenting an
exhibition of such far-reaching cultural and historic signifigance.

Dimitri Marinopoulos, Dr. Sc.
Chairman
The Marinopoulos Group

Our involvement in cultural activities, and especially our
interest in the Byzantine era, which has led to our active sup-
port of the restoration of historical churches, has prompted
us to co-sponsor “The Glory of Byzantium.”

Constantine Angelopoulos
Yeli Papayannopoulou

Halyvourgiki Inc., in accordance with its industrial and busi-
ness activities, has supported countless cultural, historical,
religious, and local community programs, with a particular
concern for national issues.

The most important contributions made by our co-founder
and honorary chairman, Panagiotis Angelopoulos, include
those for the reconstruction of the Ecumenical Patriarchate in
1989 after its destruction by fire in 1941, the restoration of the
Church of Saint George, and the completion of the Phanar
Library in 1993.

The efforts of Halyvourgiki Inc. on behalf of programs that
focus on the Byzantine era have also been considerable. In
Greece it has financed the restoration of many historically
important Byzantine churches, and it gives us great pleasure
to offer our support to this historic exhibition.

Constantine Angelopoulos
Chairman
Halyvourgiki Inc.
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DIRECTOR'S FOREWORD

The Metropolitan Museum of Art is proud to present “The
Glory of Byzantium,” the first exhibition to focus exclusively
on the Second Golden Age—the critically important medieval
era—of the Byzantine Empire. Twenty years ago the Museum
explored the early centuries of Byzantium’s history in the
landmark exhibition “Age of Spirituality.” As I wrote then in
the introduction to the catalogue, it was a “didactic exhibi-
tion of the highest quality; a combination of the beauty of
the relatively unfamiliar with the intellectual revelation of an
extraordinary era”

We now present similar insights into the art and culture of
the subsequent Middle Byzantine era (843-1261) through the
assembly of a remarkable number of works of the highest
artistic and cultural standards. “The Glory of Byzantium”
explores the role of the richly multiethnic empire during the
centuries in which, as a world power, it influenced, convert-
ed, gained, and lost territories as diverse as Kievan Rus’
Bulgaria, Georgia, Armenia, Syria, the Holy Land, Egypt,
Cyprus, Sicily, South Italy, and the Veneto, while at the same
time it set a standard of artistic excellence for Christian king-
doms in the Latin West and for Islamic states in the Near
East. The exhibition opens with the resurgence of the empire
after the resolution in 843 of the Iconoclastic controversy and
closes with the end of the empire’s role as a world power—the
Latin occupation of its capital, Constantinople, from 1204 to
1261. The focus on these centuries draws attention to the crit-
ical importance of this era in which Byzantium’s “glory” led
to the spread of Byzantine Orthodoxy throughout Eastern
Europe, a cultural event of lasting importance.

The exploration of the complex relations between Byzantium
and its neighboring states, the Islamic East and the Latin
West, during this specific era of its history differs from other
recent exhibitions on the empire. “Byzance,” at the Louvre in
1992, “Byzantium: Treasures of Byzantine Art and Culture,” at
the British Museum in 1994, and “Byzantium: Late Antique
and Byzantine Art in Scandinavian Collections,” in Copenhagen
in 1996, each focused on Byzantium’s entire history from its
founding in 330 (with the transfer of the capital of the Roman
Empire to Constantinople) through Constantinople’s fall to
the Islamic Ottoman Empire in 1453. Each was limited to
works of art available from national and local collections. In
contrast, “The Glory of Byzantium” gathers together works
from 119 collections in twenty-four countries to present the
breadth of the empire’s art and culture and its interaction
with neighboring states within a more restricted period.

The Metropolitan Museum is profoundly grateful for the
generosity of the many museums, libraries, and private col-
lectors in Europe and the Near East in granting the loan of
major works of art that collectively make this an exhibition of
such international significance. Such an array of splendid
objects, many of which have never traveled before, has enabled
the Metropolitan to re-create the “glory” of the medieval
Byzantine era through a dazzling display of gold and silver
liturgical objects, jewelry, ivories, enamels, icons, and other
richly fabricated pieces. We very much appreciate the excep-
tional support offered to the exhibition by the Ministries of
Culture of Bulgaria, Egypt, Greece, Italy, the Russian
Federation, Syria, Turkey, and Ukraine. Each of these coun-
tries, together with Cyprus and Georgia—all states closely
linked culturally and historically to the empire—have gener-
ously lent superb works of art representing their cultural con-
nections to Byzantium.

Many church treasuries, both within and near the borders
of the former empire and from the Latin West, have lent to
the exhibition. Magnificent loans from three monastic com-
plexes associated with imperial Byzantine foundations are
included. For the first time in their history the sixth-century
Holy Monastery of Saint Catherine at Sinai, Egypt, and the
Georgian Holy Monastery of Iveron on Mount Athos have lent
from their collections. The Holy Monastery of Saint John the
Theologian on Patmos has lent to our exhibition, as it did to the
outstanding Byzantine exhibition in Athens in 1964, “Byzantine
Art: A European Art” We are especially honored by the support
that this exhibition has received from The Ecumenical Patriarch
Bartholomew of Constantinople, now Istanbul, Turkey.

We wish to extend our thanks and gratitude to so many
people for their timely assistance in regard to “The Glory of
Byzantium” that a special extended list of acknowledgments
follows. Nevertheless, I must single out here for special
recognition Mahrukh Tarapor, Associate Director for Exhi-
bitions, for her diplomacy and persistence over several years
in securing many critical loans and for initiating a new period
of collaboration between the Metropolitan and such coun-
tries as Ukraine, Bulgaria, Georgia, Cyprus, and Syria. I also
want to praise the two Metropolitan curators who have so
ably established the intellectual foundation and scholarly
framework of the exhibition and its accompanying cata-
logue, William D. Wixom, Michel David-Weill Chairman of
the Department of Medieval Art and The Cloisters, and
Helen C. Evans, Associate Curator of Early Christian and

DIRECTOR’S FOREWORD xiii



Byzantine Art. In addition, I sincerely applaud all those with-
in the Museum who have worked on this exhibition and its
catalogue for their invaluable contributions to this complex
undertaking,

An exhibition of this scale cannot be presented without
generous financial backing. We are especially indebted to the
Alpha Banking Group and its chairman, Yannis S. Costopoulos,
for their distinguished and principal sponsorship. We are also
grateful to Citibank, and its vice chairman, William R. Rhodes,
and its president, Dimitris Krontiras, for major financial support,
and to Papastratos S. A. and its vice chairran and managing direc-
tor, Tassos Papastratos, and its managing director, Tasso Averoft.
Additional assistance for the exhibition was received from the

XIlv DIRECTOR’S FOREWORD

National Endowment for the Humanities; the Foundation for
Hellenic Culture through the president of the executive board,
Adamantios Pepelasis; the Marinopoulos Group through its
chairman, Dimitri Marinopoulos; Halyvourgiki Inc. and its chair-
man, Constantine Angelopoulos; Mrs. Yeli Papayannopoulou,
and anonymous donors. An indemnity has been granted by
the Federal Council on the Arts and the Humanities. And for
its contribution to the catalogue accompanying the exhibi-
tion, we are grateful to The Hagop Kevorkian Fund.

Philippe de Montebello
Director
The Metropolitan Museum of Art



PREFACE

Just as the influences of modern empires can be traced far
beyond their borders by the hegemony of their artistic tradi-
tions, the art of Byzantium attests to the full range of its polit-
ical and cultural power. “The Glory of Byzantium” focuses on
the four centuries that embrace the second great era of
Byzantine culture (843-1261). To demonstrate the important
role of Byzantium during this era, the exhibition and the
accompanying catalogue explore four interrelated themes:
the religious and secular cultures of the Byzantine Empire
during its Second Golden Age, the empire’s interactions with
its Christian neighbors and rivals, its relations with the
Islamic East, and its contact with the Latin West. More than
350 objects have been assembled to present a significant selec-
tion of the most outstanding works of art that survive from
the empire and from the countries that constitute its extended
sphere of influence.

The catalogue brings together fifty-nine scholars and art
historians, most of them working in America, to explore the
complex currents of Byzantine civilization. A historical
overview of the period sets the context for the study of its art
and culture. Byzantium’s religious and secular spheres,
although closely intertwined, are presented separately in
order to recognize the power and influence of its Church, still
alive today, and of the state, now a memory. The religious
sphere —always central and privileged in Byzantium—
is explored in both the public and the private domain.
Monumental reliefs, architectural elements, mosaics, and
frescoes coming from many regions of the empire define the
interiors of Middle Byzantine churches. Chalices, patens, and
religious manuscripts represent the liturgy of the Church in
these key centuries of its independent development. The pop-
ularity of the same religious images among all classes of soci-
ety is explored in works ranging from monumental wall
decorations to delicate objects of personal veneration.
Religious images popularized during the era, such as the
Anastasis (the Descent of Christ into Hell) and the Koimesis
(the Dormition of the Virgin), are included in a variety of
forms. Icons, of special importance in the centuries that
directly followed the Iconoclastic controversy, are presented
in all media, from grand panel paintings for public worship to
small images for personal use.

The power of the Byzantine court as its armies both gained
and lost vast territories is shown in imperial portraits of figures
whose rigidly formal poses and elaborate robes of state reflect
the confidence and wealth of the empire. Superbly worked

secular objects display the standard of elegance for which
Byzantium was widely envied. Continuing interest in the arts
and sciences of Late Antiquity is shown through objects that
draw upon the classical tradition.

Byzantium was a rich, complex, multiethnic society. To
counter the perception of the empire as a monolithic culture
and to mark out the vast area that came under its influence,
the second section of the exhibition recognizes the cultural
integrity of its many Christian neighbors. Byzantine objects
known to have been in these regions during the Middle
Byzantine centuries have been included along with items of
local production in order to suggest sources of Byzantine
inspiration. Many works of art in this section and the two
that follow repeat specific images and techniques familiar
from the preceding Byzantine section. Special emphasis is
placed on the acceptance of Christianity by the Slavic peoples
through works from Bulgaria and Kievan Rus’ (now within
the territories of Ukraine, Belorus) and the Russian Federation),
since the conversion of the Slavs is arguably the most
significant lasting achievement of the Second Golden Age.
The empire’s relationship to other Christian peoples to the
east and south—the Georgians and Armenians and those
Christians surviving in the former imperial territories lost to
Islam —are depicted in manuscripts, metalwork, and frescoes.
Examples of the empire’s interaction with the Crusader king-
doms established in Islamic territories introduces the com-
plex issue of Byzantine relations with the West.

Byzantine connections to the Islamic world should not be
thought of as limited to the Christian communities in Islamic
lands. The prestige of the imperial court in Constantinople
set a standard that was emulated and rivaled by the great
courts of the East, and these were, in turn, the only royal
houses with the wealth and power to inspire admiration and
envy among the Byzantines. The exploration of artistic con-
nections between Byzantium and specific Islamic states
recognizes the empire’s geographical position as a locus
between the Islamic East and the Latin West; the inclusion of
Islamic works in the exhibition will, it is hoped, encourage
further research on this relatively unexamined area of art
history.

The final section addresses the cultural exchange between
the Latin West and Byzantium during the Second Golden
Age. Byzantine works of art known to have been in the West
during these centuries are juxtaposed with objects of local
production that reflect their influence. The peaceful export of
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Byzantine culture as well as its forceful expropriation is pre-
sented. As in the Islamic section, cultural interaction is explored
on the basis of specific works. Attention is given to the long-
established connections between Byzantine society and Italy,
especially in the south, which was nominally part of the
empire for much of this period, and the Veneto.

Scandinavia’s role in the spread of Byzantine culture is
introduced. The extended contact between Byzantium and
Germanic lands is considered through works of art linked to
the Ottonian court, papal diplomacy, and Crusader loot. And
the regions of the present-day countries of Hungary, France,
England, and Spain are shown to have had artistic contacts with
the empire. Through this exploration of Middle Byzantine art
and culture and its dialogue with its Christian neighbors, the
Islamic East, and the Latin West, “The Glory of Byzantium” pro-
vides a comprehensive picture of the importance of the Second
Golden Age of the empire in its own time and for centuries to
come.

As co-curators of the exhibition, we wish to reiterate our
profound appreciation, offered elsewhere in the catalogue, to
the lenders, to the Metropolitan Museum staff and volunteers
who have made this exhibition possible, and to the authors of
the catalogue, which has been made richer by their efforts and

Xvi PREFACE

by the diversity of opinions offered. We would like to offer
special appreciation to the Editorial Department and to the
exhibition staff for their work on the catalogue, a monumental
undertaking. We appreciate very much their effort, and that
of the authors, to provide the reader with a consistent translit-
eration system in the face of multiple languages and complex
historical developments. To the extent possible, we have fol-
lowed the Library of Congress system, using official national-
language names according to their location or their association
with a location within contemporary political states.

Whenever possible, inscriptions have been provided in the
catalogue entries, followed by their English translations.
Greek inscriptions have been capitalized; in the place of liga-
tures found in the original inscriptions, the individual letters
have been given. Missing letters of words in the original
inscription have been provided only when essential to under-
standing the word.

Helen C. Evans William D. Wixom

Associate Curator of Early Michel David-Weill

Christian and Byzantine Art Chairman of the

Department of Medieval Art Department of Medieval
Art and The Cloisters
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Neil Stratford and David Buckton, Keepers, Deirdre Le Faye,
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Historiques; in Sens: Bishop Gérard Defois, Canon Jacques
Leviste, Conservateur du Trésor de la Cathédrale de Sens,
Lydwine Saulnier-Pernuit, Conservateur des Musées de Sens;
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et-Saint-Paul), and Nicole Hany-Loguespé, Conservateur des
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Saskia Durian-Ress, Director, and Sybille Bock, Curator,
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Katholischen Saint Petri-Domes zu Fritzlar; in Halberstadt:
Landeskonservator Dipl.-Ing. Gotthard Voss, Landesamt fiir
Denkmalpflege Sachsen-Anhalt, and Director Leuschner,
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Munich: Reinhold Baumstark, Director, and Reiner
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Despina Evgenidou, Nancy Selenti, and Jeanny Albany,
Directorate of Byzantine and Postbyzantine Monuments,
The Hellenic Ministry of Culture; Angelos Delivorias,
Director, Anastasia Drandaki, Curator of the Byzantine
Collection, and Anna Ballian, Curator of the Postbyzantine
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most generous assistance in obtaining loans that otherwise
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Muzeum, and Father Tibor Kovacs, Deputy Director, the
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his support to Father Michele Piccirillo, Director, Museum
of the Studium Biblicum Franciscanum, Convent of the
Flagellation, Jerusalem.

In Italy, in Bari: Clara Gelao, Director, Pinacoteca
Provinciale; in Padua: Luigi Malnati, Soprintendente
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Serio, Direttore Generale, Ministero per 1 Beni Cultuali e
Ambientali, Claudio Strinati, Soprintendente di Beni Artistici
di Roma e Lazio; in Venice: Giovanna Nepi Scire,
Soprintendente di Beni Culturali ¢ Ambientali di Venezia;
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Minister of Culture, Mikhail E. Shvydkoi, Deputy Minister,
Ministry of Culture of the Russian Federation; Irina
Antonova, Director, Alla A. Butrova, Deputy Director, State
Pushkin Museum of Fine Arts; Irina A. Rodimtseva,
Director, Valentina I. Naroznaya, Deputy Director and Chief
Curator, Elizaveta V. Shakurova, Director of the Armory
Museum, Ludmila A. Mamonova, Head of the International
Protocol Department, State Historical and Cultural Museum
“Moscow Kremlin”; Alexander Shkourko, General Director,
Tamara Igoumnova, Deputy Director of Foreign Affairs, E. I.
Serebriakova, Head of the Manuscript Department, State
Historical Museum; in Novgorod: Nicolay N. Grinev,
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Anatoly A. Yevanov, Director of the Oriental Section, Boris
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Valentina Shandrovskaya, Head of Byzantine and Near Eastern
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Collection, Vera N. Zalesskaya, Curator of Byzantine Applied
Arts, Dr. Martha Kryzhanowskaja, Curator of Medieval Art,
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Vilinbakhova, Curator of Russian Icons, State Russian
Museum; in Siberia, in Muzhi: Natalya E. Norinskaya,
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Yamalo-Nenetz District Museum.
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Director, Museu Nacional d’Art de Catalunya; and in
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with the special assistance of Miguel Angel Cortés, Secretary
of State for Culture, Ministry of Education and Culture, and
Metropolitan Museum of Art Trustee Plicido Arango. We
would also like to thank Santiago Saavedra for his efforts on
our behalf.
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In Syria, in Damascus: Najah al-Attar, Minister of Culture,
Sultan Muhesen, Director General of Antiquities and
Museums, Ministry of Culture, and Bashir Zahidi, Director,
Musée National de Damas. We would also like to express our
appreciation for his efforts to Alberto M. Fernandez, former
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Counselor for Cultural Information and Affairs, Embassy of
the United States of America to Syria.

In Turkey, in Ankara: Ismail Kahraman, Minister of Culture,
M. Akif Tsik, General Director, Niliifer Ertan, Chief of Cultural
Activities, and Nurcin Tatligan, General Directorate of Museums
and Monuments, Ministry of Culture; in Istanbul: Dr. Alpay
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Mentes, Director, Giilgiin Tung, Assistant Director, Emine
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support of this undertaking His All-Holiness, the Ecumenical
Patriarch Bartholomew I at the Ecumenical Patriarchate in
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Tarasios, the IT Deacon to the Patriarch, for his efforts on
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Adriana E. Vialets, Head of the Musecum Department,
Ministry of Culture and Arts; Volodymyr M. Gusakov, Head
of the Committee, Olexander Horbatovsky, Deputy Chairman,
Vassily F. Prissiajniouk, Deputy Chairman, State Committee
of Ukraine on Urban Development and Architecture;
Mykola M. Kuchuruk, Director, Iurii P. Lykhyi, Deputy
Director, Sector of the Preservation of the Historical
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State Committee of Ukraine on Urban Development and
Architecture; Valentina N. Achkasova, Director, Irma Tots’ka,
Academic Director, National Architectural Conservation Area
“Saint Sophia of Kiev”; Inna Dorofiienko, Head, and Anatolii
Ostapchuk, Artist-Restorer, Ukrrestavratsiia; Mykhailo M.
Romanyshyn, Director, Irina Gorbatchova, Deputy Director,
The National Art Museum; Ihor V. Kardash, Director, Nina
H. Kovtaniuk, Deputy Director, Natsional’nyi Muzei Istorii
Ukrainy; Sergei M. Chaeikovsky, Managing Director, Olena
Starchenko, Chief Curator, Zhanna G. Arustamian, Head of
the Exhibitions, Muzei Istorychnykh Koshtovnostei Ukrainy,
a branch of the Natsional’nyi Muzei Istorii Ukrainy; Halyna
Marchenko, Chief Curator, Larysa Koval’'ova, Head of Fonds,
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Bohdan M. Chaikovs’kyi, Managing Director,
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Marchenko, General Director, Larissa Golofast, Head of the
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Oudovenko, Minister of Foreign Affairs, Ivan M. Dzyuba,
former Minister of Culture, Mykola M. Iakovyna, former
First Deputy Minister of Culture, Iryna Kurolenko, Hryhoryi
N. Lohvyn, Liudmyla S. Miliaeva, and Vira Pavlenko.

At the Vatican, Angelo Cardinal Sedano, Secretary of State,
and Prefetto Dottore Leonard E. Boyle, O.P, Biblioteca
Apostolica Vaticana.
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The Pierpont Morgan Library; in Princeton: Don Skemer,
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We thank Archbishop Anthony of the Ukrainian Orthodox
Church of the United States of America and Irene Czehelsky,
Director, Ukrainian Orthodox Museum of the Ukrainian
Orthodox Church of the United States of America, South
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would also like to thank Father Tajad Yardumian, Executive
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Perrone, First Secretary, Embassy of Italy; the Honorable
Nuzhet Kandemir, Turkish Ambassador to the United States,
and Aykut Sezgin, Counselor, Embassy of Turkey; the
Honorable Yuri M. Shcherbak, Ukrainian Ambassador to the
United States, and Vasyl P. Zoyra, Second Secretary,
Embassy of Ukraine.

The authors of the catalogue, who are listed elsewhere,
must be recognized also for their efforts on behalf of the exhi-
bition. Many have not only written for the catalogue but have
offered invaluable advice and assistance in securing loans,
which is deeply appreciated. All those working for “The
Glory of Byzantium” as staff, volunteers, and interns in the
years since its inception have been important to its success.
Olenka Z. Pevny, in particular, must be warmly thanked for
her considerable scholarly and organizational work as
Research Assistant on all aspects of the exhibition and cata-
logue. We are indebted as well to many others for their out-
standing work on special projects. For the catalogue, Sarah T.
Brooks, Exhibition Assistant, coordinated the standardiza-
tion of the Greek inscriptions; Sarah Taft and Louisa Leventis
managed the massive number of photograph orders; Joseph
D. Alchermes provided the glossary; Holger A. Klein, Maria
Thalia Carras, and Irina Kandarasheva ably assisted in
research and proofreading; and Jason Klein created both the
catalogue map and a time line for the exhibition. For the exhi-
bition installation, Dimitris Katsarelias and Robert Hallman
- researched primary literary texts of the period, as did Xenia
Geroulanos, who also coordinated exhibition label copy.
Jillian Cipriano arranged the film program, and Eleni Glitsi
established the exhibition data base. Others whose efforts
must be recognized are Kumra Aruz, Sonali das Gupta,
Veronica Kallas, Marianna Kulukundis, Camilla McKay,
Bissera Pentcheva, and Josephine Shaya.

We wish to express our appreciation for the advice and
counsel offered the exhibition by the Honorable William H.
Luers, President, The Metropolitan Museum of Art, and
Ashton Hawkins, Executive Vice President and Counsel to
the Trustees. We also thank Richard R. Morsches, Senior Vice
President for Operations, and his staff, especially Linda
Sylling and Franz Schmidt, who must be singled out for pro-
viding expert technical assistance with many important
objects. The efforts of David Harvey on the exhibition’s
design, Zack Zanolli on its lighting, and Barbara Weiss on its
graphic design have been exemplary. We must express our
appreciation to Everett Fahy, John Pope-Hennessy Chairman,
European Paintings, Olga Raggio, Iris and B. Gerald Cantor
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Daniel Walker, Curator in Charge, Islamic Art, for agreeing to
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Fairchild Chairman of Paintings Conservation, Nobuko
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have ably led their staff in this massive undertaking. The
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President for Development and Membership, with Lynne
Winter and Chris Scornavacca, has provided generous sup-
port, as has the Communications staff, especially Elyse
Topalian and Jill Schoenbach, under Harold Holzer, Vice
President for Communications. Kent Lydecker, Associate
Director for Education, and his staff, including Nick Ruocco,
Stella Paul, Esther Morales Cacchione, Deborah Krohn, and
Edith Watts have been most helpful, as have Mary Shepard,
Museum Educator, and Mike Norris of The Cloisters.
We appreciate the support of Doralynn Pines, Associate
Director for Administration, and that of Daniel Berger.
Martha Deese, Sian Wetherill, and Penny Taylor in the Office
of the Associate Director for Exhibitions, and Elizabeth
Castelnuovo-Tedesco, Christine Brennan, Theo Margelony,
and Thomas Vinton in Medieval Art are to be thanked for
their efforts and contributions.

John P. O’Neill, Editor in Chief and General Manager of
Publications, and his staff, in particular the editors led by Emily
Walter and Kathleen Howard, the production staft of Gwen
Roginsky and Chris Zichello, and the designer Bruce Campbell,
are to be congratulated for the catalogue. Bruce White of
Upper Montclair, New Jersey, and Oi-Cheong Lec and
Patricia Mazza of the Museum’s Photograph Studio are to be
thanked for their contributions to the catalogue photography.
Finally, but in many ways most importantly, Philippe de
Montebello, Director, must be warmly thanked for his early and
continued interest in, and support of, “The Glory of Byzantium?”
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BYZANTINE SOCIETY AND
CIVILIZATION

SPEROS P. VRYONIS, JR.

he period from 843 to 1261 was an important

one for the Byzantine Empire. At the outset the

empire began a gradual recovery from the

seventh-century Arab conquests in the East, the
destructive invasions of the Germanic tribes in the West, and
the incursions of numerous Slavic tribes into the Balkans.
From the middle of the ninth to the early eleventh century
Byzantine armies and fleets expanded the imperial boundaries
north to the Danube, east to Syria and to the Caucasus, and
south to Crete, thus removing a vast area of land and sea from
Muslim, Slavic, or Armenian control. Byzantine diplomacy
and political influence expanded into an ever-widening area
beyond these territories to Kiev, Baghdad, Damascus, Cairo,
and Rome, as did the various cultural forms created by this
powerful civilization. Consequently the Byzantine Empire
knew a period of prestige and cultural eminence parallel to
the earlier period of Justinian the Great (r. 527-65). By the late
eleventh century, however, the political and economic for-
tunes of Byzantium had undergone profound reversals as the
Seljuk Turks in the East, the Balkan Slavs in the North, the
Italian commercial cities, and the Crusades in the West sub-
jected the empire to ever-increasing military attacks, commer-
cial penetration, and demographic alteration.

The history of these developments is as fascinating as it is
complex, involving as it does so many different worlds, peo-
ples, and cultures. This brief introduction concentrates on the
internal structure of the Byzantine civilization, its external
dynamics and history, and the diffusion of its culture to other
lands and civilizations.

INTERNAL STRUCTURE

The Byzantine state was regarded as a continuation of the
empire of ancient Rome and as divinely ordained. The
churchman Eusebios of Caesarea (ca. 260-339/340) stated
that God had created the Roman Empire and the Roman

Gregory of Nazianzos. Portrait from the Liturgical Homilies of
Gregory of Nazianzos (cat. no. 63), fol. 4v

emperors in order to unite the ecumene (the inhabited por-
tion of the earth) and so expedite the spread of Christianity.
In the great chrysobull (a solemn document bearing the
emperor’s gold bulla, or seal) of 996, the long-lived emperor
Basil II (9s8—1025) addressed the great landowners about
their fraudulent claims as to tax and other privileges, stating
that “the claims of the [imperial] treasury go back to the time
of Augustus,” some 996 years earlier.'

The Byzantine emperor, the basileus, was in theory the cap-
stone of the state. His powers, described as absolute and
sacred by the Corpus Juris Civilis of Justinian, were
reaffirmed by the Greek version of that document, the
Basilika, of about 888. These codes declared: “That which
pleases the emperor is law” and “God has sent the emperor to
earth as animate law”?> The eleventh-century author
Kekaumenos wrote: “O holy lord [emperor], God promoted
you to the imperial rule, and his divine grace . . . made you a
god on earth to do and make what you desire”? Regarded as
somehow divine, emperors were nevertheless often deposed
violently, but neither the theory nor the institution of divine
absolutism was ever challenged.

The emperor and his government ruled from the
labyrinthine halls and chambers of Constantinople’s Great
Palace, where he met with senators, bureaucratic chiefs, mili-
tary leaders, the patriarch, and foreign ambassadors. To claim
legitimate authority, a pretender had to have sat on the impe-
rial throne.#

The system of law$ emanated from the ancient tradition of
Roman law and the opinions formulated by renowned
Roman jurists. In Byzantium as in Rome the emperor held
the ultimate legislative and legal authority. His policies were
promulgated through edicts known as nearai or novellae
(novels). Byzantine law, embodying imperial utterances, reg-
ulated social, economic, and administrative relations through
a vast bureaucracy.® Each emperor had the right to promul-
gate new laws, and the body of Byzantine law was constantly
subject to alteration, reorientation, and innovation under the
Justinianic principle that “the newer laws prevail over the
older laws””



Byzantine Siege Machinery. Illustration from the Madrid Chronicle of
John Skylitzes (cat. no. 338), fol. 151r(b)

The bureaucracy that enforced imperial legislation was ab
initio a large centralized mechanism in which each member
was overseen by a higher authority in a pyramidal structure.
Important functionaries, who held the generic title logothetes,
presided over the armed forces, taxation, foreign embassies,
the daily affairs of the capital, and so on. Beginning in the sev-
enth century the bureaucracy became more centralized until
the reign (1081-1118) of Alexios I Komnenos, who united
these logothetai under one official, the logothetes ton sekreton.®
The Cleterologion of Philotheus (899), a handbook listing
the most important military and civil officials who were invit-
ed to the imperial banquet table, lists fifty-nine higher and
some five hundred subordinate officials who attended formal
palace receptions.?

The bureaucracy in all its provincial extent must have num-
bered in the thousands. The need for literate officials made
primary and secondary education essential in Constantinople
and in a number of provincial towns such as Thessalonike,
Chonae, and Caesarea. Since the time of the fourth-century
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The Patriarch Nicholas Baptizes the Son of the Emperor Leo VI.
Tllustration from the Madrid Chronicle of John Skylitzes (cat. no. 338),
fol. 112r(b)
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The Byzantine Fleet Attacking the Rus’ Fleet with Greek Fire.
Tllustration from the Madrid Chronicle of John Skylitzes (cat. no. 338),
fol. 226v

bishop Basil the Great, the Alexandrian version of Greek
paideia had been adapted to the education of Christian
Byzantines and had been declared essential to the compre-
hension of Christian mysteries.”® At the uppermost level
the bureaucrats were the most highly educated people in
Byzantine society.” The hybrid education—joining the
ancient paideia to Christian dogma and ethics™ — produced
laymen who were expert in theology and clergy who were
classical scholars. From the ninth to the thirteenth century
government officials such as Photios, Psellos, Attaleiates, and
Niketas Choniates were prominent authors in the fields of
philosophy, historiography, rhetoric, poetry, and medicine."
This intimate connection between bureaucracy, education,
and cultivation of letters and sciences was, of course, com-
mon to Chinese and Islamic civilization as well and gave rise
to the mandarin phenomenon in each of these cultures.'* The
bureaucrats wrote of their pride in their position; Psellos, for
example, remarked: “The Celts and Arabs came under our
sway; men from the other continent journeyed here because
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The Patriarch of Constantinople Crowns Constantine VII
Porphyrogennetos. Illustration from the Madrid Chronicle of John
Skylitzes (cat. no. 338), fol. 114v(b)



The Revolt against Michael V. Illustration from the Madrid Chronicle
of John Skylitzes (cat. no. 338), fol. 220v(a)

of the report of our fame. And as the Nile watered the land of
Egypt, so our discourses refreshed their soul. And if you hap-
pen to talk with Persians or Ethiopians, they will say that they
know and admire me, and have come in pursuit of me”*

The literary cult devoted to ancient Hellenism was particu-
larly marked in many of them. In the tenth century the
bureaucrat Niketas Magistros remarked: “We are Spartan on
my father’s side and Athenian on my mother’s?*® Two cen-
turies later the polymath John Tzetzes proclaimed: “I descend
from the most noble Iberians in my mother’s family;
from my father I am pure Greek” Through these centuries
Byzantium drew on two cultural traditions — pagan antiquity
and Christianity —and was immensely enriched by this dual
heritage.

In social and often political opposition was the “class” of the
high military officers, the magnate-generals, of the provincial
and imperial armies who during the heyday of the theme sys-
tem also controlled much of the civil provincial administra-
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Dignitaries before the Imperial Regent Theophano and Her Sons
Basil IT and Constantine VIII. Illustration from the Madrid Chronicle
of John Skylitzes (cat. no. 338), fol. 142v(a)
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The Emperor Theophilos Sends the Monk John the Grammarian as an
Ambassador to al-Ma’mun, the Caliph of Baghdad. Illustration from
the Madrid Chronicle of John Skylitzes (cat. no. 338), fol. 47r

tion. This was an administrative-military system in which the
provincial or territorial unit (usually called the theme) was
under the authority of a general (strategos) who had ultimate
authority in both the military and administrative spheres,
with the exception of control of finances. It arose in the sev-
enth century, declined drastically in the eleventh century, and
is thought to have been an important factor in establishing
the empire’s military strength. Under the theme structure
generals, or more often families, not only controlled provin-
cial armies but also had vast landed estates, serfs, and
immense agricultural incomes. Often passing on the general-
ship of a province to their offspring in a semihereditary fash-
ion, many shunned the great capital, remaining in their
provincial strongholds.” In the eleventh century, when the
strife between bureaucrats and magnate-generals was heated,
Kekaumenos advised his son to cultivate his own lands:
“Plant vineyards and cultivate the earth, for she will give you
her fruits and you shall be nourished. . . . Let the portals of
your house stand toward the south so that they may receive
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Theophilos Orders the Execution of the Traitors Who Plotted the
Assassination of Leo V. Illustration from the Madrid Chronicle of John
Skylitzes (cat. no. 338), fol. 43r(a)
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the air. Let your livestock be fat . . . do not have a lazy servant
. . . cultivate much wine, but use little”* As to which of the
two professions, that of the pen or that of the sword, his son
should choose, Kekaumenos was emphatic: “Do not desire to
be a civil official for you cannot be both a general and a
comedian?’*°

From the mid-ninth to the mid-eleventh century Byzantium
was among the most powerful and effective military forces in
the Balkans, Asia Minor, and the eastern Mediterranean.?
This strength, however, declined in the eleventh century,
when strife between bureaucrats and magnate-generals led to
the decay of traditional military institutions. The bureaucrats
succeeded in dissolving thematic (territorial) armies and
fleets and increasing the use of highly paid but ineffective for-
eign mercenaries. Kekaumenos urged the emperor to desist
from the latter practice, advice that may have been an indica-
tion of a pronounced xenophobia in Byzantine society.?* The
decline of the armed forces was hastened by another circum-
stance: in the tenth century the landowning magnates had
begun to absorb the lands of the free peasantry and then the
free villages themselves.?? The free peasantry and the village
community had been fundamental to the military, fiscal, and
social organization of the Byzantine state. Their gradual dis-
solution in the eleventh century had disastrous effects on the
military and tax systems and favored the magnates in their
power struggle with the central state. By the time of the
accession of Alexios I Komnenos in 1081, the military mag-
nates had captured the state.

The Byzantine army and navy were in pitiful condition,**
and the empire had been effectively reduced to the immediate
environs of Constantinople. Alexios had to turn to the
Venetians for a fleet against the Normans and to the
Crusaders for assistance against the Turks, who now con-
trolled most of Asia Minor. Despite the substantial successes
of Alexios, John, and Manuel Komnenos,* Byzantine mili-
tary power continued to decline.

Central to Byzantine institutional life was the concept of taxis
(harmonious hierarchy).?® A multitude of ceremonies main-
tained faxis by sacralizing and formalizing institutional
and social legitimacy. Constantine VII Porphyrogennetos
(r. 945—59) preserved the spirit and many details of Byzantine
ceremony, remarking to his son: “To neglect this ceremony,
and to sentence it, as it were, to death, is to be left with a view
of the empire devoid of ornament and deprived of beauty. If
the body of a man were not gracefully formed, and if its mem-
bers were casually arranged and inharmoniously disposed,
one would say that the result was chaos and disorder. The
same is true of the institution of empire; if it be not guided
and governed by order, it will in no way differ from vulgar
deportment in a private person.”?

8 THE GLORY OF BYZANTIUM

Liutprand of Cremona (ca. 920—ca.- 972), a Lombard
bishop-diplomat and historian who visited the Byzantine
court, described his reception by the emperor:

Before the emperor’s seat stood a tree, made of bronze
gilded over, whose branches were filled with birds, also
made of gilded bronze, which uttered different cries, each
according to its various species. The throne itself was so
marvellously fashioned that at one moment it seemed a
low structure, and at another it rose high into the air. It
was of immense size and guarded by lions, made either of
bronze or of wood covered over with gold, who beat the
ground with their tails and gave a dreadful roar with open
mouth and quivering tongue. Leaning upon the shoulders
of two eunuchs, I was brought to the emperor’s presence.
At my approach the lions began to roar and the birds to
cry out, each according to its kind. . . . So after I had
three times made obeisance to the emperor with my face
on the ground, I lifted my head, and behold! the man
who just before I had seen sitting on a moderately elevat-
ed seat had now changed his raiment and was sitting on
the level of the ceiling. How it was done I could not
imagine.?

This ceremonialization was not, of course, limited to the
life and institutions of the state but was also highly developed
in the ecclesiastical, economic, and military spheres. In the
family an individual’s life was marked, from birth to matura-
tion, senescence, death, and afterlife, by rigidly prescribed
ceremonial. Such ceremonies helped unify and homogenize
Byzantine life.

During the seventh and eighth centuries Byzantium was
struggling to survive. Though towns did not disappear, they
probably declined in size and number.** From the ninth
through the mid-thirteenth century, however, the town as a
unit was very important to Byzantine political, ecclesiastical,
economic, and social life.?° In secular and Church administra-
tive and historical writing the Byzantine town is characterized
as having polyanthropia (density of population). According to
Theodore Balsamon, the twelfth-century commentator on
ecclesiastical canons, each town must be the seat of a bish-
opric, but to be a town, a community must also have to
polyanthropon (sufficient population).’” In the eleventh and
twelfth centuries to polyanthropon seems to have fluctuated
between five thousand and forty thousand inhabitants.?*
Constantinople?* and Thessalonike3* were, of course, excep-
tions, as they were much more heavily populated. These
towns were characterized by the presence of imperial
officialdom (civil and military), an ecclesiastical hierarchy, a
specialization of craft industry, and an active local com-
merce. ¥

Each town had villages and rural agricultural lands in



administrative dependence on it. The ecclesiastical adminis-
tration in such towns as Ephesus was enormous and confirms
the Church’s extensive economic and social activities. The
towns must have had sizable bodies of civil and military
officials to administer tax, military, and judicial matters in the
villages. Landed aristocrats seem to have had substantial
houses in the provincial towns.3® Villagers often came to
town to sell their surplus, to buy craft products, to attend the
great religio-commercial fairs, and to address their com-
plaints to the local judges.

There are no statistics to establish the relative importance
of agriculture, animal husbandry, craft industry, and com-
merce or to fix the relative numbers of people who derived
sustenance and income from these activities. However, some
general observations can be made about economic life. The
state engaged in some sort of regulation of its income from
taxation. Rough lines of occupational distinction were estab-
lished through legislation. There were attempts to set profit
margins and quality standards. The single largest source of tax
income for the state appears to have been agriculture rather
than animal husbandry. The village was the essential adminis-
trative and agricultural unit, and the taxation system was
designed to ensure the cultivation of all arable village land.
Agriculture remained relatively stable from antiquity — it was
described in the sixth-century Geoponika, reedited in the tenth
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century under Constantine VII Porphyrogennetos.”” The
variety of crops was largely the same®®—grains (primarily
hard wheat but also barley, oats, and millet), fruit (most
importantly grapes), and a large variety of garden vegeta-
bles —with rice possibly introduced in Late Antiquity.? For
centuries Byzantine agricultural production not only main-
tained the empire’s population but also allowed substantial
demographic, especially urban, growth.

Although little is known of the organization of urban life,
craft corporations or guilds appear to have flourished from
the seventh to the late ninth century. The tenth-century Book
of the Eparch describes some of the guilds of Constantinople,
indicating a certain continuity with similar institutions in the
Late Roman and Early Byzantine periods.+° The guilds men-
tioned in the Book of the Eparch include those dealing with
luxuries (silk and linen goods, jewelry, precious metals, per-
fumes, money changing) as well as those involved with every-
day life (associations of fishmongers, beef and pork butchers,
bakers, leatherworkers, grocers, tavern keepers, and the like).
The state revealed an almost socialist mentality in its regula-
tion of the craft industry.#' Prices were fixed — the guildsman
was allowed to make a profit and the inhabitants of the largest
city in Europe were able to afford their daily bread and fish.+*
Quality was assured by the eparch’s agents, who used the
police to enforce standards and measures. Specialization was

SOCIETY AND CIVILIZATION 9



rigidly enforced, both vocationally and socially. An aristocrat
could not buy more goods than he needed for personal and
family use, and he could not engage in commerce. A guilds-
man could not trade in more than one specific type of item,
and he was banned from eliminating jobbers by going direct-
ly to a commodity’s source. The palace workshops held a
monopoly on the production of certain luxury goods.+? The
manufacture of arms may have been a state monopoly, as the
fifth-century Theodosian Code dictated ** and as it was in
thirteenth-century Nicaea.*

Commerce, both domestic and international, was in part
organized about the religio-commercial fair known as the
panegyris.*+© This fair, which had roots in early Greek antiqui-
ty, forged economic ties between rural villages and provincial
towns, between provincial towns themselves, and between
Constantinople and the major towns, all of which engaged in
international commerce. Church and state and urbanites and
farmers profited or lost, found spiritual elevation or “sinful”
recreation, at these fairs. In Timarion, a twelfth-century satir-
ical dialogue, one of the greatest of these celebrations, the
panegyris of Saint Demetrios in Thessalonike, is described:
“The Demetrin are a feast, much as the Panathenaea in Athens
and the Panionia among the Milesians. There flow to it not
only the indigenous and local throng, but from all sides all
possible of the Hellenes everywhere, of the nearby dwelling
Mysians and of all nations up to the Danube and Scythia, of
Campanians, Italians, Iberians, Lusitanians, and Celts from
beyond the Alps. And the ocean sands send, in short, suppli-
ants and spectators to the martyr. So great is his glory in
Europe”+” The author remarks that the goods include “every

type . .
those that commercial ships bring to the Hellenes from

. of textiles and yarns for men and women, and all

Boeotia, the Peloponnese, and Italy. And also Phoenicia con-
tributes and Egypt, Spain, and the Pillars of Hercules weave
the most beautiful textiles. Merchants bring these directly
from the various lands to former Macedonia and to
Thessalonike. The Euxine [Black Sea region] sends its goods
to Byzantium, and thence it ornaments the panegyris, many
horses and mules bringing the loads from there. . . . The types
and number of the animals amazed me as their loud and con-
fused cry fell extraordinarily upon my ears. [There were]
horses whinnying, oxen bellowing, sheep bleating, hogs
grunting, and dogs barking”+® He goes on to tell of the
official processions led by the doux of the city and his retinue,
followed by the archbishop and his clergy, and finally by the
city’s inhabitants and guests, both Byzantine and foreign.
This sketch of the important elements in Byzantine eco-
nomic life from the ninth through the late eleventh century
indicates that commercial life remained much the same as it
had been in Late Antiquity, though the changes in city life
obviously had important effects. But in the late eleventh and
twelfth centuries the rise of Western forces, especially Venice
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and the Italian commercial cities, the continuation of the
Crusades, and the establishment of the Seljuk Turks in Asia
Minor#® had highly detrimental effects on Byzantine com-
mercial and agricultural life.

Byzantine society was a deeply religious one, in which the
yearning for salvation and apprehension about the afterlife
were everywhere apparent. Like the medieval Latins and
Muslims, the Byzantines believed in one God, ultimately of
Judaic origin, who was arbitrary and absolute and whose final
judgment decided the believer’s eternal fate. The Church as
an institution was entwined in practically every activity of
daily life.*° By the mid-ninth century Church doctrine was
firmly based on the Bible, the teachings of the Church
Fathers, and the pronouncements of the seven councils that
were ecumenical. (The papacy continued to regard certain
subsequent councils as ecumenical, and thus the Roman and
the Monophysite Churches became differentiated.) With the
final defeat of Iconoclasm in 843, the last major theological
dispute was settled, and thereafter the Byzantine Church
chose a conservative role, maintaining established theology
against change. The standard of ethical behavior for the laity
and especially for the clergy was set by canon law and by
teaching and homiletics; the liturgy, with its central sacra-
ment of the Eucharist, allowed contact with the divine at least
once a week.s!

The Church’s episcopal and sacerdotal functions generated
a large bureaucracy, parallel in many ways to that of the state.
Greater sees were given preference over lesser ones, although
in theory they were equal. Each bishop had a large retinue of
priests and lower clergy, whereas the metropolitans had their
own synods. At the summit was the patriarch of Con-
stantinople, the de facto leader of the Church. Each bishop
also presided over an extensive body of lay officials who
administered the Church’s property and income. Charitable
and educational activities were overseen by clerical adminis-
trators, who also managed the Church’s large landed estates,
business properties, and serfs and peasants.

The relationship between the Byzantine Church and the
emperor was characterized by caesaropapism (the exercise of
supreme authority over ecclesiastical matters by a secular
ruler). The ultimate decisions on theology, heresy, and
Church control were usually made by the emperor.’* In the
eleventh century the relative power of sacerdotium (priest-
hood) and imperium (empire) was raised by the patriarch
Michael I Kerularios and was promptly settled by the emper-
or Isaac I Komnenos. When Kerularios asserted that sacer-
dotium was superior, the emperor had him arrested and
beaten, then had Psellos, the president of the senate, prepare a
lengthy bill of accusations. The patriarch died before he could
be brought to trial.®* This episode brings to mind the law code
of Justinian: “That which pleases the emperor is law.”
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In the Western Church the pope was the ultimate authority
on dogma and other matters, but the Eastern Church pro-
fessed conciliar primacy (that is, the patriarchal synod, rather
than the patriarch, was decisive in Church affairs). This and
other major jurisdictional differences, as well as conflicts over
ritual and theological issues, culminated in the great schism
between the Latin and Byzantine Churches in 1054.5 The
mutual excommunications of 1054, as well as the Crusades,
began to calcify the separation between the West and the East.

The Byzantine Church had similar disputes with the
Armenian Church and the Syriac Christians. Neither the
Armenians nor the Syrians had approved the Council of
Chalcedon in 4s1, which had confirmed Christ’s nature as
both fully divine and fully human. Instead they continued to
adhere to Monophysitism (which held that Christ’s nature
was altogether or primarily divine). The Arab conquests of
the seventh century removed most of the adherents of these
two churches from Byzantine authority, and Monophysitism
ceased to be an issue for the Byzantine government. The
Byzantine reconquest of the tenth and early eleventh cen-
turies, however, brought most Armenians and a large num-
ber of Syriac Christians back into the empire, and
Monophysitism once more became a vexing problem. The
state’s ill-conceived efforts to enforce religious unity resulted
in the alienation and often armed resistance of these popula-
tions just when the Seljuk invaders and Turkish settlers were
appearing in Anatolia.”

The Byzantine Church’s relations with the Slavs and
Georgians were complex. The conversion of the Georgians
had occurred very early, whereas those of the Bulgars, Serbs,
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and Rus’ were the result of political, economic, and military
relations, often hostile, from the ninth to the twelfth century.
Autonomous “national” or ethnic patriarchates were eventu-
ally established —a course that had profound effects which
continue to be evident throughout the Orthodox world.*

The relations of the Eastern Church with the religion of
Islam were determined by the political and military fortunes
of Byzantium and of the Islamic world. Within three hundred
years of the great Arab conquests of Byzantine Mesopotamia,
Syria, Palestine, Egypt, and North Africa in the seventh and
eighth centuries, most of the populations of these regions had
converted to Islam. Syriac and Coptic, the indigenous lan-
guages of the once-numerous Christian populations, were
becoming extinct, having given way to the prestige and polit-
ical importance of Arabic.” The same pattern can be seen in
the eleventh century with the earliest invasions and conquests
by the nomadic Seljuk Turks in Asia Minor. Within three cen-
turies a great number of Greek- and Armenian-speaking
Christians had disappeared through islamization; their lan-
guages survived only in islets amid a veritable sea of linguistic
turkization. 8

The world of Byzantine religion had its roots in the origi-
nal encounter of a stridently victorious Christianity with, and
at the expense of, the various paganisms of the Late Roman
and Early Christian world. Constantine’s conversion to
Christianity and the ferocity of the legislation passed against
the vulnerable pagans by his imperial successors® caused
mass conversions in relatively short periods of time. This
meant, in effect, that the newly christianized communities
retained many of their original religious beliefs.5 The canons
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of the Council of Quinisextum (691-92) addressed this
situation,’ and the survival of pagan elements, especially
from the cult of Dionysos, was noted in the 11705 by
Balsamon in his commentaries on the canons. Implying that
these practices were current in his own time, he wrote: “And
the satyrs, as also the Bacchae, were said to be part of the fren-
zied chorus about Dionysos. Neither are [the farmers] to
utter the name of Dionysos at [their] wine-vats nor are they
to laugh or to laugh aloud as the wine is poured into the
pithos. Dionysos was thought by the Greeks to be a god,
the keeper of drunkenness and the donor of wine?®* The
chronicler John Zonaras, who wrote commentaries on the
Quinisextum canons some twenty years before Balsamon,
made similar observations: “All these things transpire among
the rustics for they know not what they do”® In the eleventh
century Kekaumenos warned his son that despite the contem-
porary belief in centaurs, they do not exist.** Alongside the
Christianity of the seven ecumenical councils and the Church
Fathers, there existed a massive undergrowth of popular reli-
gion, based on the pre-Christian paganisms of Anatolia and
the Balkans. The persistence of these pagan elements was evi-
dent in the cults of the saints and in the vigorous survival of
the panegyris.

The victory of the Iconophiles (defenders of icons) in 843
secured not only the iconic cult but also the future and pros-
perous development of the monasteries after the fierce war
that Constantine V (r. 741-75) had waged against these estab-
lishments, their members, and their wealth. Monasticism,
with a tradition going back to the third and fourth centuries,
was remarkably hardy. This vitality was spectacularly mani-
fested in the rapid growth of the Athonite communities after
Nikephoros II Phokas retook Crete from the Saracens in 961;
within a century Mount Athos, or the Holy Mountain, was
the center of Orthodox monasticism (see illus. on p. 22).
Aside from the Byzantine monasteries on Athos, there were
Georgian, Bulgarian, Serbian, Romanian, and Rus’ establish-
ments. Constantinople remained, of course, a great center of
monasticism, as did areas of Asia Minor.® The Monastery of
Hosios Loukas in Phokis (Greece), founded in the tenth cen-
tury and decorated with a splendid mosaic cycle in the 1020s,
exemplifies the vigor and strong patronage of the monastic
movement in more remote provinces (see illus. on pp. 20
and 35).%¢ The Nea Mone (New Monastery) on Chios, found-
ed before 1042, was richly endowed by Constantine IX
Monomachos (r. 1042-s55), and its church, with fine mosaics
and colored marbles, seems to have been finished during his
reign.’” Another monastic church decorated with mid-
eleventh-century mosaics was that at Daphni, near Athens
(see illus. on pp. 25 and 33).%®

Many of these foundations included orphanages, craft
schools, poorhouses, and the like. Most spectacular was
Christ Pantokrator in Constantinople, founded by the
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emperor John II Komnenos (r. 1118—43) and his wife, the
empress Irene (this monastic complex is now known by its
Turkish name, Zeyrek Kilise Camii; see illus. on pp. 23 and
29). Christ Pantokrator included two monastic churches and
a chapel, accommodations for eighty-nine monks, an inn for
travelers, a five-room hospital-clinic with sixty-four beds, a
medical school, and a leprosarium. The lands and incomes
given to the establishment by the emperor were, of course,
commensurate with its size and activity.®

In this rapid analysis of Byzantine society from the mid-
ninth to the mid-thirteenth century a number of basic institu-
tions have been depicted and their roles in the fluctuating
history of the empire have been emphasized. It must be
remembered that the attainment of cultural and therefore of
social conformity is dependent on institutional forces strong
enough to compel the adherence, conscious or unconscious,
of society’s members to a common set of norms.

When Constantinople came to be called New Rome,
the population of the Eastern Empire became “Romans”
(Rhromaioi). A number of factors fostered social and cultural
cohesion in Byzantine society between 843 and 1261. Gen-
erally speaking, to be regarded as Rhomaios (belonging to the
empire), an individual, a family, or a group had to acknowl-
edge the authority of the divinely ordained emperor of the
Roman/Byzantine Empire, to be faithful to the Church of
Constantinople and to the seven ecumenical councils, to obey
Byzantine law, to respond loyally to the state bureaucracy and
its fiscal authority, and to accept the Greek language and
paideia as the proper basis for the educational system.”

Despite the empire’s political claims — that it was the con-
tinuator of the Roman state —its inhabitants did not speak
Latin, nor were the vast majority affiliated with the Latin
Church. The heart of Byzantium consisted of the lands of the
ancient Greeks, the ancient Greek islands, and those parts of
Asia Minor that were largely hellenized by the sixth century.
Thus a Rhomaios was typically a Greek-speaker and Orthodox.
From antiquity, however, many non-Greek peoples had been
absorbed through hellenization. In medieval times, so long as
the Byzantine state was politically vigorous and institutional-
ly efficient, the empire absorbed many Armenians, Slavs, and
Georgians and later Turks and Latins, whose descendants
became Greek-speaking emperors, administrators, generals,
authors, theologians, and peasants. More important in the
cultural absorption of various ethnic groups was adherence to
the Byzantine Church. This allegiance transcended linguistic
barriers because the Church spoke to converts in their own
vernaculars. Linguistic hellenization was effective when new-
comers were thrust into the social and economic life of large
Greek-speaking communities. Thus the relatively smaller
population of Slavs in southern Greece learned Greek from
day-to-day intercourse with the larger Greek-speaking com-
munity.” In the central and northern Balkans, however, Slavs



were the great majority, and only those educated in the
Byzantine schools or in monasteries such as those on Mount
Athos learned some form of Greek, while retaining, however,
their national languages.

Ethnic distinctions, animosities, and strife scem to have
been common in Byzantium. Greek-speakers (Rhomaior),
Armenians (some belonging to the Byzantine Church), Slavs,
and Georgians, as well as Latins and Turks, had a strong sense
of ethnic difference, which often turned into ethnic hatred.
The medieval vocabulary of ethnic opprobrium was rich and
vicious.” For example, when the Georgian Gregory Pakou-
rianos, a great general of Alexios I Komnenos, founded
Petritzos Monastery, he banned Greek monks from entering.”

Cultural bonds grew weaker with the decline of the state’s
authority, which was damaged by internal centrifugal forces
and by invasions of Venetians, Crusaders, South Slavs, and
Seljuk Turks. The most serious ruptures were in Asia Minor.
There the Byzantine state lost effective control in many
regions during the eleventh through the thirteenth century;
the Church was ineffective for decades at a time, and disrup-
tive nomadism and aggressive Islamic forces removed former
Rhomaioi or transformed them into Muslims. Similarly in the
southern Balkans the commercial expansion of Italian cities
and the land hunger of restless Crusaders began to rend the
political and economic fabric of Byzantine society.

The most catastrophic blow to Byzantine cultural cohesion
resulted from the Turkish invasions and settlements of the
eleventh through the fifteenth century,” which profoundly
changed family structure, religion, law, and political rule. In
the Greek islands, the southern Balkans, and Constantinople,
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the Latins who came in the thirteenth century were fewer in
number than the Greek locals; they simply replaced the polit-
ical leadership, took over the economic apparatus, and
removed the Greek merchants from the control of economic
life.”” However, the Greek peasants stayed on the land, and
Greek craftsmen continued to ply their trades in the towns,
now producing for a Latin-controlled market. Though the
Latin ecclesiastical hierarchs replaced many Greek bishops
and metropolitans, the Greek priests remained in their
places,”® and the traditional family structure of the Greek-
speaking peasantry and the older Greek aristocracy continued
unchanged.

This onslaught of Muslim Turks, Italian merchants,
Frankish Crusaders, and South Slavic knezes began to make
the Rhomaioi a more and more Hellenic presence. The term
Hellene appeared more frequently in literary Greek, and by
the thirteenth century Greek authors began to refer to
Byzantines as Hellenes as well as Rhomaios.”

Throughout the four centuries that are of concern here,
Byzantine institutional life was sufficiently powerful, where it
was not destroyed, to preserve its characteristic civilization.
Even in the centuries preceding the fall of Constantinople to
the Ottoman sultan in 1453, the resilience of Byzantium’s cul-
ture is astonishing, especially given the long series of political
reversals and military defeats that the empire suffered.
Throughout this melancholy period some of Byzantium’s
most remarkable accomplishments were achieved through its
relations with the culture and society of the Ottoman Turks,
of late medieval Bulgaria, Serbia, Romania, and Rus’, and of
Renaissance Italy.”®
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BYZANTIUM AND THE INTERNATIONAL WORLD

When Basil I began his reign as sole emperor in 867, the
Byzantine Empire and its society had emerged from a long
period of declining political and military fortunes occasioned
by the emergence of the new Arab empire in the east, which
rapidly destroyed Byzantine control in much of Armenia,
Mesopotamia, Syria, Palestine, Egypt, and North Africa and
eventually in Sicily, Crete, and Cyprus. To the north the
numerous Slavic tribes had crossed the Danube and poured
into the central Balkans, destroying Byzantine Christianity
and urban centers and penetrating Greece proper. Ac-
cordingly, by the mid-eighth century the empire had long
been absorbed in a life-and-death struggle with the Muslim
East, which began to abate only with the removal of the Arab
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capital from the former Byzantine city of Damascus to the
region of the Tigris-Euphrates.

In the seventh and eighth centuries the Byzantine Empire
had experienced devastating Arab conquests and massive
Slavic penetration of much of the Balkans.” By the second
half of the ninth century, however, Byzantine rulers and their
generals, armies, and navies gradually passed from a defensive
to an aggressive posture in their relations with the Muslims
and the Slavs. By the ninth century the Islamic world had
begun to experience a political and religious splintering, and
in the tenth and eleventh centuries Byzantine armies expelled
the Arabs from eastern Asia Minor, reincorporated many of
the small Armenian principalities into the empire, and recap-
tured the island of Crete, the city of Antioch, and much of
northern Syria. In the Balkans the emperor John I Tzimiskes
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began the subjugation of Bulgaria, which was completed by
Basil IT in a lengthy and devastating series of battles that inau-
gurated a long period of Byzantine rule over the Bulgarians.
When the redoubtable Basil died in 1025, he left a Byzantine
Empire whose might was feared from the Danube to the
Mediterranean and from southern Italy to Syria.** Within
fifty years, however, this political security and economic pros-
perity collapsed. As new political threats appeared on the
empire’s eastern, Balkan, and western borders, the imperial
military forces were in decline, and the empire was racked by
a seemingly interminable series of civil wars.

Ample written testimony records the Byzantines’ aware-
ness that state and society were undergoing ruinous transfor-
mation. In the eleventh century Kekaumenos warned the
emperor against the dissolution of the army: “For the army is
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the glory of the emperor, the strength of the palace, and if
there is no army, there is no longer any government.”® And
he urged the unnamed emperor to restore the navy: “For the
fleet is the glory of the Rhomaioi”®?

On April 15, 1071, the city of Bari, the last imperial strong-
hold in southern Italy, succumbed to the Norman adventurer
Robert Guiscard after a three-year siege. Within a decade the
new Norman kingdom of southern Italy launched a devastat-
ing invasion of the Byzantine Empire, the goal of which was
to destroy Byzantium and to make Constantinople the capital
of a great Norman state.®

On August 26, four months after the capitulation of Bari in
the west, on the eastern frontier the Seljuk sultan Alp Arslan
inflicted a major defeat on the emperor Romanos IV Diog-
enes at the Battle of Mantzikert. The next day the emperor
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was brought, captive and wounded, before the astonished
sultan.®* Attaleiates, the supreme judge of the Byzantine
army, a participant in the Battle of Mantzikert, and a histori-
an, described the dramatic scene:

Wearying toward evening, however, [Romanos] submit-
ted and was captured, oh misfortune! And on that night,
vet, he fell asleep on the ground, painfully, and without
honor, overwhelmed from all sides perhaps by the count-
less and unbearable waves from the thoughts and the
troubles before his eyes. On the next day the capture of
the emperor was announced to the sultan. A boundless
joy and at the same time disbelief seized him. . . . The
Turks accepted the success of the victory humanely and
discreetly, . . . attributing the whole affair to God, because
they had accomplished a victory beyond their own strength.
[When] the emperor was brought before the sultan, . . .
[the sultan] arose, and embracing him he said: “Do not
fear, O emperor, but be hopeful before all as you shall not
face bodily danger for you shall be honored worthily of
the preeminence of rule. For he who does not fear reversal
of unforeseen fortunes is senseless.” Having ordered that a
tent be prepared for [the emperor] and a fitting retinue,
[the sultan] caused him to dine and associate with him,
not seating him off to one side. . . . In this manner com-
ing together and speaking with [the emperor] twice a day,
and consoling him with many speeches referring to the
instability of life, [the sultan] shared words and salt with
him for eight days.?

After an eight-day captivity and the conclusion of a political
and marital alliance, the sultan released the emperor.

When Romanos was captured, the Doukas family in
Constantinople placed Michael VII Doukas on the throne
and outlawed Romanos. His freeing set off a series of rebel-
lions and revolutions in Asia Minor and the Balkans, which
during the next decade not only would consume the empire’s
political and military strength but also would establish the use
of Turkish military bodies and tribes by the contenders in the
civil wars. Through conquest or in service to Byzantine mili-
tary commanders, the Turks quickly took control of most
Anatolian cities and lands.®

In the west the Norman pressure became so severe that
Alexios I Komnenos, who had little of his fleet left, conclud-
ed a treaty with Venice. The Venetian navy would defend the
empire against the Normans, warding off attacks by Robert
Guiscard. In turn Alexios granted Venice the famous chryso-
bull of 1082, which gave legal, political, and economic con-
cessions that would allow a dynamic expansion of Venetian
mercantile interests in much of Byzantium. Henceforth
Venetian merchants could trade throughout most of the
empire without paying an ad valorem tax on their commercial
goods, and they would be free from a host of other taxes.
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Venice was thus assured a virtual monopoly of the empire’s
carrying trade. The doge and the patriarch of Venice were
given Byzantine titles and handsome stipends, and the
Venetians were granted their own quarter in Constantinople
with substantial privileges of self-governance. Throughout
the twelfth century the Venetians, Pisans, and Genoese
increased their prominence in Byzantine economic life while
becoming bitter foes of one another.”

By the end of the eleventh century the first of the great
Crusading movements arrived at the walls of Constantinople.
This encounter of Byzantines and Franks would begin in fric-
tion and would lead to religious hatred and violence and
finally to the brutal conquest of the imperial capital in 1204
and the shattering of the political unity of the Byzantine
Empire.®

Though the Komnenian rulers revived the empire’s politi-
cal power, they were not able to reestablish its former territo-
rial extent. (Seljuks and Danishmendids remained masters of
the Anatolian plateau, and the nomads concentrated on the
Byzantine borders in the twelfth century relentlessly raided
and devastated the western Anatolian lands.) The emperor
Manuel I Komnenos (r. 1143-80) attempted to foil Norman
and Hohenstaufen ambitions (by costly but futile projects in
Italy) and to halt Hungarian expansion in the Balkans. Above
all he tried to put an end to Turkish nomadic invasions in
western Asia Minor. But on September 17, 1176, in the
difficult mountain passes of Myriokephalon, near the
Byzantine-Seljuk border, Kilidj Arslan, the sultan of Rim,
and the Turkoman nomads devastated Manuel’s forces and
laid to rest forever the Byzantine hopes of ousting the Turks
from Asia Minor. This battle was as significant as that of
Mantzikert a century earlier, with this difference: it took place
over seven hundred miles west of the earlier site, an indica-
tion of the great gains that the Seljuk sultan and the nomads
had made in one hundred years.3®

For Byzantium the last quarter of the twelfth century was a
chronicle of internal disintegration and external attack, cul-
minating in the capture of Constantinople by the Fourth
Crusade in 1204. When the imperial official Niketas
Choniates wrote his lament on the pillaging of the city by the
Latin Crusaders, he was recording the final transition of the
Byzantine state from a powerful empire to one of the smaller
Grecek states (Epirus, Nicaea, and Trebizond) competing for
the recapture of Constantinople.®® Byzantium now took a
more humble place among comparable Latin, Balkan, and
Turkish states. Even after Michael VIII Palaiologos recon-
quered Constantinople from the enfeebled Latin emperor in
1261, the Byzantine Empire was nothing more than one
among the various Balkan states.

DIFFUSION OF BYZANTINE CULTURE

The period from 843 to 1261 was one of considerable political,
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The Exchange of Correspondence between the Byzantine Emperor and
the Caliph. Illustration from the Madrid Chronicle of John Skylitzes
(cat. no. 338), fol. 75v

military, economic, and cultural vitality, and even though
there was a marked political and economic decline in the
eleventh and twelfth centuries, the cultural life of Byzantine
civilization remained vigorous and influential. The diffusion
of Byzantine culture during these centuries is of particular
interest in the Islamic and Slavic worlds. The cultural rela-
tions of Byzantium and the worlds of the Armenians, Syriac
Christians, Georgians, and the Latin West were not so conse-
quential.

Byzantium’s connections with the Islamic world were most
important to the Byzantine state, its society, and culture.”
Ultimately the political might and religious vitality of the
Muslim world posed the greatest threat to the survival of
Byzantium. In the first half of the seventh century the early
Arab conquests were rapid and thorough.®* Within a decade
the Byzantine districts of Mesopotamia, much of Armenia,
and Syria, Palestine, and Egypt became Arab possessions. The
Byzantine provincial society in these conquered lands was
not, however, destroyed. Instead Islam became the direct
political, administrative, economic, and cultural successor to
the Byzantine state, perpetuating much of Byzantine institu-
tional life, although over the centuries this was gradually, but
profoundly, arabized and islamized.%

During the ninth through the eleventh century important
elements of the Byzantine intellectual heritage were absorbed
into Islamic culture, through the great work of translating
classical Greek writings into Arabic.** Arab thinkers under-
stood the significance of these works in their cultural life and
studied, commented on, and further developed them. The
early-tenth-century Arab encyclopedist al-Nadim observed:

Books on philosophy and other ancient sciences became
plentiful in this country. One of the reasons for this was

that [the caliph] al-Ma’mun saw in a dream the likeness of
a man white in color, with a ruddy complexion, broad
forehead, joined eyebrows, bald head, bloodshot eyes,
and good qualities sitting on his bed. Al-Ma’mun related,
“It was as though I was in front of him, filled with fear of
him. Then I said, Who are you? He replied, I am Aristotle.
Then I was delighted with him and said, O sage, may I
ask you a question? He said, Ask it. Then I asked, What
is good? He replied, What is good in the mind. I said
again, Then what is next? He replied, What is good in the
law. I said, Then what is next? He replied, What is good
with the public. I said, Then what more? He answered
me, There is no more. . . ”

The dream was one of the most definite reasons for the
output of books. Al-Ma’mun . . . wrote to the Byzantine
emperor asking him permission to obtain a selection of
old scientific manuscripts, stored and treasured in the
Byzantine country. . . . Al-Ma’mun sent . . . a group of men
[who] brought the books selected from what they had
found. . . . He [then] ordered them to translate [the man-
uscripts]. . . . Among those who were concerned with the
bringing of books from the Byzantine country there were
Muhammad, Ahmad, and al-Hassan, the grandsons of
Shakir al-Munajjim [grandsons of al-Ma’mun’s astrologer
and great patrons of culture]. [They sent] Hunayn ibn
Ishaq and others to the Byzantine country to bring them
rare books . . . about philosophy, geometry, arithmetic,
and medicine, [and they] supported a group of transla-
tors. . . . Each month the translation and maintenance
amounted to about soo gold coins.*

The dream in this account should perhaps be left to adepts in
oneiromancy, but the cultural importance of the text of al-
Nadim is obvious. By the late ninth century the caliphs and
the powerful members of the caliphal court had made the
momentous decision to begin translating a major portion of
the ancient Greek texts, via Syriac, into Arabic. This ancient
Greek legacy had profound effects on Islamic civilization over
the next three centuries. The Arabs came to have great respect

for the Byzantine forms of education, medicine, tax adminis-

tration, mathematics, and geography. The wealthy caliphs
and their advisers saw the advantages of a more advanced
school of medicine. A better knowledge of geography would
benefit those who administered a vast empire stretching from
Spain to India, which included a bewildering variety of cli-
mates, topographies, and human societies. Most important
were the intellectual vitality and the Byzantine school system
of the Syriac Christians in the caliphate who continued to fol-
low much of the curriculum of the late Alexandrian school,%®
in which the medical texts of the Greek physician Galen and
of the Organon of Aristotle remained central. This Byzantine
tradition, in the realm of education, survived the Arab
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conquests and continued a rather vigorous life under the new
political conditions. Thus the contacts with and trips to
Byzantium combined with the preexisting Byzantine-Syriac
school of Hellenism in the caliphate. In the ninth and tenth
centuries the Islamic ruling class placed its political and eco-
nomic power behind this important enterprise of translation
by founding the Bayt al-Hiqmah (literally, “House of Wis-
dom”; an establishment where Greek texts were translated)®?
and by supporting scholars dedicated to the study and trans-
lation of ancient Greek texts.

The ancient Greek authors who were translated were those
who would be useful in Islamic society. Both the translators
(the majority of whom were Syriac Christians) and the
patrons made careful selections. Ancient Greek poetry was
thus excluded, as the tenth-century Arab philosopher Abu
Sulayman al-Mantiqi as-Sijistani explained: “Stephan has
translated part of the Homeric poems from Greek into
Arabic. It is known that poems lose most of their special
splendour in translation and that ideas expressed in them
become largely corrupted when the artistic form of the poet-
ry is altered”®® Nothing offensive to the Islamic religious
conscience would be translated, and thus most Byzantine reli-
gious literature was excluded, as well as the ancient texts that
dealt with paganism. The translators and their patrons con-
centrated on Greek texts that dealt with medicine, geometry,
arithmetic, musical theory, astronomy, geography, science,
and philosophy. The break between Greek belles lettres and
scientific-philosophic works was clear. Thus the 129 medical
treatises of Galen were translated into Arabic, as were all of
Aristotle’s works except his dialogues and the Politics. Of
Plato only the Timaeus, Republic, Laws, Phaedo, and Crito
were translated, though the titles of all his dialogues were
mentioned. Despite these limitations the large-scale importa-
tion of Greek knowledge into Islamic civilization had impor-
tant effects on the brilliant achievements of Arab medicine
and hospitals, mathematics, geography, musical theory, and
even philosophy. (Aristotle and Galen were introduced to
medieval Western Europe by the Muslims in Spain.)*® Any
conflict between human logic and divine revelation was set-
tled in favor of the latter.

The ninth, tenth, and eleventh centuries were similarly fun-
damental in the change of relations between the Slavs and
Byzantium. Previously much of the Slavic world had, at least
from the sixth century, when they were first mentioned in
Byzantine sources, lived in a kind of decentralized system of
tribalism, following a pagan religion, and without an alphabet
or an educational system.'*® With the creation of a Bulgarian
state south of the Danube in 681, there arose eventually a
Bulgaro-Slavic state, which expanded southward, intensifying
its contacts with Byzantium.™”" By the ninth century many
Slavic groups started to coalesce into larger political units and
states.”* Their leaders began to look to the adjacent Byzantine
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The Serbs, Croats, and Other Slavs Beseech the Byzantine Emperor
for Aid. Tllustration from the Madrid Chronicle of John Skylitzes
(cat. no. 338), fol. 96r
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and Carolingian states for models to follow in their transition
from tribalism to a state with a central ruler. The Moravians,
Bulgars, Serbs, Croats, and Rus’ eventually converted to Latin
or Byzantine Christianity, the earliest to do so being the
Moravians and the Bulgaro-Slavs. Moravians were christian-
ized by the Byzantine brothers Constantine the Philosopher
(Cyril) and Methodios, who were sent by the emperor in
response to a request from the Moravian prince. This choice
of missionaries reflected the old Byzantine principle that
Christianity should be preached in the language of the con-
verts (Constantine and Methodios spoke not only Greek but
also a Slavic tongue). They translated Christian books into the
local Slavic dialect, creating the first Slavic alphabet, the first
Slavic literary language (Old Church Slavonic), and the first
Slavic literature. They brought to Moravia the core of
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The Conversion of the Rus’ Prince Volodymyr to Christianity. Illus-
tration from the Madrid Chronicle of John Skylitzes (cat. no. 338),
fol. 103v(a)

Byzantine Christian writings, translating them for the local
Slavic community of Christians.

Soon after the death of the two brothers in the late ninth
century, their disciples were expelled from Moravia. How-
ever, the Bulgarian khan Boris, who had converted to
Byzantine Christianity by 870, welcomed these missionaries.
It was here that the legacy of Constantine and Methodios
took root and was later exported to other Slavic lands.’o+
Boris’s son and successor, Symeon, was educated in Con-
stantinople to prepare him to become the head of the new
Bulgarian Church.'* He adopted in toto the politico-cultural
model of Byzantium, eventually assuming the title of
basileus, with all the Byzantine trappings, and acquired from
Byzantium the right to have a Bulgarian patriarch as well.
Thus the Byzantine model of basileia/Orthodoxy was appro-
priated, and with it there followed the influx of Byzantine
religious culture, monasticism, theology and ecclesiastical lit-
erature, schools, painting, and architecture. Symeon trans-
formed his capital at Preslav'®® into a political, religious,
literary, and artistic center, at the head of which stood the new
Bulgarian ruler himself.

The extensive riverine system connecting the Baltic and
Black Seas was a political arena in which eastern Slavs and
Scandinavian warrior-adventurers coalesced to create the
political and commercial bases of the medieval Rus’ states, at
the heart of which was Kiev."*” Like the Bulgarians, the Rus’
pursued commercial advantages in Byzantium, often through
force of arms. The Povést vremennykh lér (Tale of Bygone
Years) asserts that the Rus’ first attacked Constantinople in
the middle of the ninth century and that detailed commercial
treaties were concluded between Kiev and Constantinople
“during the tenth century.'*®

The Rus’ princes were attracted to the great wealth of
Constantinople early on. Through treaties they became an
integral part of the city’s commercial scene, and their warriors

regularly sought employment in the Byzantine armies. By the
tenth century the first conversions had been made in Kiev,
and Byzantine material and political culture had become
familiar to the Rus’. The final conversion of the Rus’ was pre-
cipitated by a Byzantine political crisis. When Basil IT and the
Macedonian dynasty were threatened with extinction by the
revolt of the brilliant Byzantine general Bardas Phokas,'*® he
appealed to Volodymyr, the prince of Kiev, for military assis-
tance. In return for this help the emperor promised
Volodymyr the imperial princess Anna in marriage, on condi-
tion that he be baptized a Christian. With the support of
Volodymyr’s Varangian Guard, Basil was able to put down
the rebellion at the Battle of Abydos (989). Volodymyr was
baptized and then became the brother-in-law of the
Byzantine emperor."® Though originally a fervent pagan,
Volodymyr henceforth assumed his obligations as a Christian
prince and set out to eradicate paganism in Rus’ and to
replace it with Christianity. The Povést vremennykh lét relates:
“When the prince arrived at his capital, he directed that the
idols should be overthrown, and that some should be cut to
pieces and others burned with fire. He then ordered that [the
idol] Perun should be bound to a horse’s tail and dragged
down to the street. He appointed twelve men to beat the idol
with sticks, not because he thought the wood was sensitive,
but to affront the demon who had deceived man in its guise.
... While the idol was being dragged along the stream to the
Dnieper, the believers wept over it. . . . After they had thus
dragged the idol along, they cast it into the Dnieper”""!

The conversion of the Kievan Rus’ in 989 and their entry
into Byzantine civilization was similar to that of the
Bulgarians in the political, economic, social, and cultural
realms. But unlike the Greeks, Bulgars, and Serbs, who were
conquered by the Turks and endured centuries of subjugation
under the Ottomans, the Rus’ remained politically indepen-
dent and carried Byzantine civilization from the Volga
throughout Siberia to Alaska.

The glory of Byzantium resided in its ability to create a civi-
lization that was distinct, original, and vibrant and in its
power to influence not oniy the inhabitants of the empire but
also its neighbors. Byzantium was decisive in much that hap-
pened in the world of the South and East Slavs and of the
Balkans and made these peoples intimate participants in and
creative contributors to its civilization; such border peoples
as the Georgians, Armenians, and Syriac Christians had vary-
ing degrees of appreciation for Byzantine culture. Byzantium
passed on to Islamic civilization an important portion of the
ancient Greek heritage. The West took elements from
Byzantium’s religious and legal systems and during the
Renaissance became the direct heir to that part of ancient

Greek literary culture which Byzantine scribes, scholars, and

libraries had preserved for some one thousand years.
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RELIGIOUS ORGANIZATION
AND CHURCH ARCHITECTURE

THOMAS F.

MATHEWS

eligion was the soul of Byzantine culture, perme-

ating all aspects of life. The days of the year were

counted by the feasts of the saints; every impor-

tant landmark in one’s life, from birth to death,
was blessed with a sacrament; business was transacted with
coins carrying the stamp of Christ’s face; and battles were
waged behind icons with the image of the Virgin.

The Byzantine religious mentality is a complex and difficult
subject, embracing doctrine, practice, and Church organiza-
tion." While the Byzantines shared with other Christian com-
munities most of the same basic beliefs and observed the
same sacraments, their religious experience was somewhat
different.> Orthodoxy and Catholicism offer contrasting but
somehow complementary modes of realizing the Christian
way of life. Our task is to examine how the distinctiveness of
religious life in Byzantium accounts for the special character
of Byzantine art.

ECCLESIASTICAL ORGANIZATION

In theory the Church of Christ—that is, the community of
the saved — was an egalitarian body. From the start, however,
it had an institutional form that organized its members
according to the functions they performed, and in Byzantium
the structure of the Church differed markedly from that in the
West. These differences are deeply rooted in history, begin-
ning with the founding of Constantinople by Constantine I
in 324. Constantine’s transfer of the imperial seat from Rome
to his new capital on the Bosphorus made Constantinople the
emperor’s city par excellence; the Rome that he abandoned
became the papal city.? Gradually, the pope filled the vacuum
in political power created by the emperor’s move, as he
assumed an increasing variety of secular roles. Indeed, the
clergy in the West transgressed frequently into the secular
arena. Bishops administered large feudal domains. They
served their kings as chancellors and secretaries. They even
led armies in combat.

Hosios Loukas, Phokis, Greece, early 11th century. Photo: Bruce White

In Byzantium the situation was the reverse. It was the
emperor who freely crossed boundaries into matters that
were properly those of the Church. Byzantine law defined the
state as consisting of two bases of authority: sacerdotium
(priesthood) and basilein (imperial power).* The collabora-
tion of these two powers was expressed in the city plan of
Constantinople by the antithetical placement of the imperial
palace and the cathedral complex on either side of the
Augustaion, the main square (see plan on p. 194).° The two
were expected to be equal partners in promoting Orthodoxy
and regulating human affairs.® But from a practical stand-
point the emperor’s responsibilities for the peaceful operation
of the state included many duties of ecclesiastical manage-
ment.” His was the obligation of summoning the general
council and of promulgating its decisions. Further, it was leg-
islation by the emperors, in particular Justinian I (r. 527-65)
and Leo VI (r. 886—912), that established the legal parameters
for monastic and other Church foundations. The establish-
ment of new bishoprics was also an imperial prerogative.
Finally and decisively, the emperor had the option of appoint-
ing the patriarch from a roster of three candidates submitted
by the metropolitan bishops, and he had the honor of confer-
ring the regalia of office on the candidate of his choice. This
also meant that he might remove patriarchs who resisted his
will. Thus the margin for imperial involvement in Church
affairs was wide indeed. In the realm of doctrine, however,
there were few issues other than Iconoclasm on which the
emperor was in direct conflict with the Church. And in the
great struggle of Iconoclasm, the most serious of the contests
between Church and state, the imperial side was, as we shall
see, eventually forced to capitulate.

On his side, the patriarch of Constantinople made much
more modest claims to autocracy than the pope of Rome.?
However, three great historical events gave him a special
position in Christendom. Originally the Byzantines regarded
the universal Church as a pentarchy of patriarchs — the bish-
ops of Rome, Constantinople, Alexandria, Antioch, and
Jerusalem —who were theoretically equal in rights and in
apostolic authority. The Islamic conquest of the seventh
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The Great Lavra, Mount Athos, Greece, founded in 963. Photo: Thomas F. Mathews

century, however, absorbed the last three sees, leaving the
patriarch of Constantinople as the de facto leader of
Christendom in the East. In the tenth century another his-
toric realignment, the conversion of the Slavs, gave the patri-
arch a vastly increased role. When the Slavs converted to
Christianity they chose the Orthodox form over the Latin,
giving the patriarch authority that extended well beyond the
actual boundaries of the Byzantine state. The bishop of
Constantinople thus became the spiritual father of Christians
in Bulgaria, Rus’ and Serbia; the ecclesiastical literature of
Byzantium was translated into Slavonic; and metropolitans
were appointed by the patriarch of Constantinople. The third
decisive event was the Turkish conquest of Constantinople in
1453, which extinguished the line of Byzantine emperors but
made the patriarch responsible for the entire Christian popu-
lation of the new Ottoman Empire. As a result, although the
civil administration of the Byzantine Empire vanished, the
patriarch and his chancellery survived, and to this day in
Constantinople (now Istanbul), the patriarch remains the
leading spokesman for the entire Orthodox communion.
The clergy in Byzantium never constituted so rigid a socio-
logical entity as they did in the Latin world, where they set
themselves in antithesis to the laity. In Byzantium lay
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archontes, or nobles, participated in episcopal elections and
could themselves be elected bishops and even patriarchs.
Clergy were not separated from the laity by celibacy, except
for bishops, who normally came from the ranks of monks.
The clergy did not hold high state office, and they had no
monopoly on education, as did their Western counterparts,
since a secular educational system continued to exist. The
ordinary clergy and the episcopate tended to be weak, their
financial base eroded by the popular appeal of monasticism.
The village priest typically was a married man, supporting his
family, as did his neighbors, by farming.

MONASTICISM

Monasticism, by contrast, assumed an extraordinary impor-
tance in Byzantium. “He who is a monk keeps himself apart
from the world and walks forever with God alone,” said
Symeon the Theologian (ca. 949-1022).” Esteemed for their
celibacy and high moral standing, monks were in constant
demand for their advice, and their monasteries were the
beneficiaries of frequent gifts. As the historian Joan M. Hussey
expressed it, “The clue to the understanding of Byzantine
church history is the realization that, in matters of individual



Monastery of Christ Pantokrator, Constantinople, founded in 1136. View from the west, showing (from left to right) the Churches of the Virgin, of
Saint Michael, and of Christ Pantokrator. Photo: Thomas F. Mathews

spiritual development, emperor and secular clergy could only
stand aside and share, or envy, the reverence which rich and
poor alike gave to those monks whom they could recognize
as holy men”"

Byzantine monasticism was characterized by great
flexibility.” Although monasteries were legally subject to the
episcopate, exemptions commonly made them independent
in most of their operations. Unlike the hierarchical organiza-
tion of Western monasticism into international orders, such
as the Benedictines and the Franciscans, in Byzantium each
house was a unit unto itself.® Monasteries were built at the
discretion of their lay founders. A monastery could be consti-
tuted with as few as three monks for a relatively small endow-
ment. Large monasteries, however, were often imperial
foundations, generously supported with permanent income
from properties attached to them.

In the countryside, monasteries functioned as agricultural
communes, subsisting on the land, like the Great Lavra on
Mount Athos, which the emperor Nikephoros II Phokas
founded in 963 for his friend the abbot Athanasios.* The
monastery flourishes to this day, preserving intact much of its
medieval treasure of manuscripts and icons. In the cities, on
the other hand, monasteries served important public and

social functions, running schools, hospitals, orphanages, and
homes for the aged.” When in 1136 John II Komnenos found-
ed the Monastery of Christ Pantokrator in Constantinople,
he provided for an old men’s home and a fifty-bed hospital
divided into ten wards for different diseases, including one
for women that had a female medical staff.’® In addition to
the katholikon, the main church, the monastery had a chapel
for the burial of members of the imperial family and a public
church of the Virgin, which was serviced by secular clergy and
was the home of a processional icon of the Virgin. The triple
church of the monastery still survives, converted during
Turkish rule into a mosque, though the monastery itself and
the hospital have vanished.

Monastic governance was less regimented than in the West.
The contrast between Benedict’s Regula and Basil’s Regulae is
instructive. The Western document is a concise and systemat-
ic statement on how a monastic community is to conduct
itself, whereas the Byzantine one is a series of questions and
answers on a random set of problems posed by monastic
life.”” In the period after Iconoclasm, however, Theodore
(759—826), the hegoumenos, or abbot, of the Stoudios
Monastery in Constantinople, established a hierarchy of func-
tionaries with well-defined duties, and his constitution, or
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typikon, served as a model for the founding of many subse-
quent monasteries, such as those on Mount Athos.™

Life in the monastery revolved around the worship of the
liturgy. Interrupting their sleep in the middle of the night,
the monks would repair to the katholikon for orthros, or
matins, which consisted of six psalms and lessons. They
would then return to their cells for private prayer until the
time of the Divine Liturgy, or Mass. Music played a large
part in the celebration of the daily hours, with new hymns
and new melodies continually introduced. According to the
typikon of the Monastery of the Theotokos Euergetis in
Constantinople (1054), monks were expected to take com-
munion one to three times a week, while Symeon the
Theologian urged daily communion.” Meals had to be taken
in common under the watchful eye of the abbot; one ate in
silence, listening to the reading of some edifying book. The
day’s work, which might include farming and necessary trad-
ing, concluded with vespers.

Monasteries for women operated on the same basic prin-
ciples as those for men, except that a male religious (occa-
sionally specified as a eunuch) had to conduct the Divine
Liturgy.>® Women might enter the religious life for a variety
of reasons, embracing the discipline of virginity and seclusion
out of a sense of personal calling. But a great many took vows
after being widowed or if their husbands had entered monas-
teries. Literate nuns took part in chanting the Divine Office,
while those who could not read were assigned humbler tasks.
The mother superior was elected by the sisters and had con-
trol of the convent. Like their male counterparts, nuns might
be involved in social works, like the Georgian sisters to whom
the emperor Alexios I Komnenos (r. 1081-1118) entrusted the
orphanage of Saint Paul in Constantinople.*

The ideals of monastic life were, of course, sometimes
compromised. In the twelfth century Eustathios of
Thessalonike criticized monks who pretended to be fainting
from asceticism while in reality they were bloated from
overeating, as one could see by looking at their hands and
faces.?? Monasteries, whether for males or females, were
favorite places of retirement for the wealthy, whose lifestyles
were often at variance with the monastic ideal. Furthermore,
lay ownership or lay administration (charistikion) of monastic
property often provided opportunities for personal gain at
the expense of the monastery.

Nevertheless, monasticism
Byzantine Christianity, to the extent that one might say the
Byzantine Church was primarily monastic. Monks took the

thoroughly penetrated

lead in theological development, in the cultivation of icons,
and in shaping the piety and religious practice of Byzantium
in general. This gave Byzantium a liturgy-centered
Christianity, a piety in which cult, ritual, and symbolism were
paramount. And this was what motivated the commissioning
of religious artworks, as benefactors, to express their parti-
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cipation in the rite, wanted to furnish the churches with plate
of gold and silver, with silken vestments and bronze lamps.
People came to church to be somehow transformed, and the
art became their means of communication with the divine.

DOCTRINE AND BELIEF

The principal dogmas of the Christian faith—a trinity of
persons in a single godhead, the incarnation of the second
person in Christ, who remained completely God while
becoming perfectly human, and the divine motherhood of
Mary —were refined in the subtle theological debates that
accompanied the first ecumenical councils of the Church.?+
These dogmas represented a basically Greek intellectual
achievement, the bishops of Rome having had only minor
involvement in the process, but both Latin and Greek com-
munions agreed on the fundamental positions. In the inter-
pretation of these positions, however, the two Churches
tended to differ in many nuances, and in two important doc-
trines the Greek Church differed substantially from the
Latin.® An understanding of these doctrines is the key to
understanding the spiritual dimensions of Byzantine art. One
is the Orthodox doctrine of salvation through theosis, or
divinization, and the other is the doctrine of icons. The two
are closely related.

While in the West the doctrine of salvation is closely tied to
the idea of a “satisfaction” for sin made to divine justice by
the sacrifice of Christ’s death, in the Orthodox view salvation
was accomplished by the Incarnation itself.2¢ God the Son, by
taking on human nature, effected a change in human nature
as such. This is summarized in the famous dictum of
Athanasios (295—373): “He became man that we might be
made divine”?” Theosis is the work of God’s ineffable philan-
thropy toward mankind; the goal of this process is the inti-
mate union between God and the soul. Orthodox
theologians Dionysios the Areopagite and Maximos the
Confessor developed this doctrine in the sixth and seventh
centuries, respectively, but it received vivid expression in the
writings of Symeon the Theologian in the eleventh century.®
In Symeon’s words, “God was undivided in substance before
Christ, my God, took upon him human limbs. For when he
assumed the form of a human body, he bestowed his Holy
Spirit, and by this means is united in substance to all the faith-
ful; and this unity is inseparable and indissoluble 2

Symeon, born in Pathlagonia about 949 to a wealthy fami-
ly, entered the Stoudios Monastery there and was later abbot
of the Monastery of Saint Marina, just outside Constan-
tinople. His sense of theosis was exceptionally personal and
direct: “I know that He who remains immovable descends. /
I know that He who is invisible appears to me. / I know that
He who 1is separated from all creation / takes me within
Himself and hides me in His arms / and I am completely



Christ Pantokrater. Dome mosaic, late 11th century, Church of the Monastery at Daphni, Greece. Photo: Thomas F. Mathews

outside of the whole world. / But I, so mortal, so insignificant
in the world, contemplate in myself completely the Creator of
the world. / And I know that I will not die / because I am
inside of life, / and that I have the entire life that completely
flows out from within me?#°

Although the dichotomy in Christendom between East
and West can be exaggerated, a difference of emphasis must
be acknowledged. It is significant that the image which dom-
inated the church building in the West was a crucifix placed
above the choir screen at the crossing of nave and transept—
a painful image of Christ’s body stretched out in sacrifice. In
the Byzantine world, by contrast, the church was conceived as
an intimate vessel in which a personal assimilation into God
might be realized. The dominant image was the Christ
Pantokrator in the circle of the dome, such as that seen at
Daphni. The circle itself is a symbol of unity, and the blessing
figure of Christ embraces the faithful in the nave below.”

The second major doctrinal difference lies in the very
understanding of the role of images in worship. As John
Meyendorft has observed, “Of all the cultural families of
Christianity —the Latin, the Syrian, the Egyptian, or the
Armenian —the Byzantine was the only one in which art
became inseparable from theology.”®* The presence of icons
is the most striking feature first noticed upon entering an
Orthodox church (see illus. on p. 26). This did not come
about all at once but over time and with a great deal of con-
troversy. In the end, however, the result was a special wed-
ding of art and faith that is unique in the history of religions.

The term écom in its strictest sense identifies a painted panel
of a sacred subject intended for veneration. In a broader sense
the term can be applied to sacred images in general, whether
in smaller, personal objects, such as ivories and enamels, or in
larger, permanent mural decoration. Panel paintings, because
of their scale and mobility, entered readily into the ebb and
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Icons in the Church of the Portaitissa (Virgin of the Gate), 168083,
Holy Monastery of Iveron, Mount Athos, Greece. Photo: Bruce White

flow of public life.3* They could be brought out for venera-
tion on special occasions, carried about in processions, even
used as palladia to protect a city in time of war. Candles were
lighted before them, incense was offered, and petitions were
made to them.

In Greco-Roman antiquity—that is, in pre-Christian
times — cult images were customarily statues of the gods, and
great temples were built to house them —the Parthenon in
Athens, for example, which contained Phidias’s gold-and-
ivory statue of Athena. Alongside such public and official cult
images, however, there also existed painted panels of the
gods, which one might call “pagan icons”3* Less expensive
and more intimate, they were used in private, especially in the
domestic realm, and they show many correspondences with
later Christian icons. Single or grouped figures in static poses,
carrying emblems of their special power, they stare directly at
the beholder, their heads ringed with halos. In the home such
images were placed in niches, which were at times provided
with triptych doors to close them. Lighted candles were set
before the images. The Christian introduction of icons repre-
sented continuity with this pagan religious usage.

Initially venerated in private and only gradually introduced
into the church, the Christian icons posed problems both
because of their pagan connections and because of the
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absence of a Christian theological rationale to justify them.*
By the sixth century churchmen were offering excuses for
them, even while admitting their dangers. “We permit simple
folk [incapable of a more intellectual approach] to learn . . .
things in an introductory manner by means of sight,” said the
bishop of Ephesus, one Hypatios.?® Others reflected on the
possibilities of icons as a means to religious experience. The
sixth-century poet Agathias composed a set of verses to
enframe an encaustic icon of the archangel Michael in which
he refers to the image expressly as an instrument of contem-
plation: “The wax, greatly daring, has represented the invis-
ible, the incorporeal chief of the angels in the semblance of his
form. Yet it [the work of painting] was no thankless [task],
since the mortal man who beholds the image directs his mind
to a higher contemplation. His veneration is no longer dis-
tracted; engraving within himself the archangel’s traits, he
trembles as if he were in the latter’s presence. The eyes
encourage deep thoughts, and art is able by means of colors
to transmit [ to its object] the prayers of the mind.”*” The con-
templation of the image put one in the immediate presence of
the angel, and the reciprocal gaze of the figure — the direct eye
contact— allowed one to send forth prayers to him.

The number of icons that have survived from the sixth and
seventh centuries testifies to the popularity of the cult in the
period before Iconoclasm.?® But the lack of theological sup-
port was a distinct weakness, something the Iconoclast move-
ment of the eighth century took advantage of.3® Arguing that
the divine nature could not be circumscribed in a picture and
that Scripture forbade the making of images, the emperor
Leo III (r. 717—41) initiated a policy against icons by remov-
ing the image of Christ from the gate of the imperial palace
in 726. His son and successor, Constantine V (r. 741-75),
expanded the campaign against icons into a broad attack on
monasticism, in which the cult of images was especially
ingrained. In 754 he even convoked a council that endorsed
his position, asserting that the making of icons of Christ
effectively cleaved Christ in two, separating his human from
his divine nature, because only his human body could be rep-
resented. It was this challenge that provoked Orthodox theo-
logians to formulate a theology that might justify the use
of icons.*°

The defense of images was presented first of all as a corol-
lary to the doctrine of the Incarnation. As the theologian
(later saint) John of Damascus (ca. 675—753/54) expressed it,
“When he who is bodiless and without form, immeasurable
in the boundlessness of his own nature, existing in the form
of God, empties himself and takes the form of a servant in
substance and in stature and is found in a body of flesh, then
you may draw his image and show it to anyone willing to
gaze upon it”+' Images of Christ, then, became a way of
reasserting the full humanity of Christ. In the second place,
the Orthodox appealed to a Neoplatonic theory of the image,



affirming its transparency as a medium of communication
with God. In 787 the empress Irene convoked another coun-
cil, known as the Second Council of Nicaea, which reversed
the decisions of the Council of 754. The transparency of the
image was explained in the following terms: “The honor that
is paid to the image passes on to that which the image repre-
sents, and he who does worship to the image does worship to
the person represented in it”+* The eventual demise of the
imperially sponsored Iconoclast policy is a sign both of the
strength of monastic resistance and of the powerful hold that
icons had on the imagination of the people.

Armed now with the logic of an exalted theology of icons,
the Church began an unparalleled expansion of the use of
images in the period after Iconoclasm.** In 843 the Feast of
Orthodoxy was introduced into the calendar, marking the
defeat of Iconoclasm with a procession of icons from the
Church of the Virgin in Blachernai to the Cathedral of Hagia
Sophia. In 843 Michael III (r. 842-67) restored the figure
of Christ over the Chalke Gate of the Great Palace in
Constantinople and in 856 he placed an image of Christ
Enthroned above him in the Chrysotriklinos (Golden Hall).
As the emperor had led in the campaign against icons, he now
led in their reinstatement. In 867 Michael III and Basil I
(r. 867-86) began the decoration of Hagia Sophia with a pro-
gram of mosaic images, starting with the image of the Virgin
in the apse, which was a signal for the redecoration of
churches throughout the empire.

CHURCH ARCHITECTURE

The primary locus of the Byzantine religious experience was
the church building. Whether it was a city’s cathedral, the
katholikon of a monastery, or a private domestic chapel, the
church was where people went for their religious needs —for
baptisms, communions, weddings, and funerals, for Sunday
gatherings of the community or for solitary moments of
private prayer. The church was also the most important arena
for Byzantine art, and the art within the church building
was closely related to the religious experience that took
place there.

The Byzantine is one of the great schools of medieval archi-
tecture.** Like the Gothic, it is a school of international
dimensions, reaching from Rus’ in the north to Med-
iterranean Cyprus in the south, and from Armenia in the east
to Italy in the west. Its principles, however, are radically
different from those of the Gothic. In contrast to the tunnel-
like naves of the medieval churches in the West, which draw
-one forcefully toward the sanctuary at the end, Byzantine
churches are centripetal, lifting one’s gaze heavenward
toward the central dome. Based on the cross, the circle, and
the octagon, the central unit is as symmetrically designed as a
flower or a crystal. The scale tends to be modest. Whereas
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Virgin and Child. Apse mosaic, 867, Cathedral of Hagia Sophia,
Constantinople. Photo: Thomas F. Mathews

Gothic architecture is intimately tied to the structural
advances involved in making walls ever lighter and vaults ever
higher, Byzantine architecture displays its virtuosity in subtle-
ty of design and refinement of detail.

This 1s not to say that Byzantine builders had lost the abili-
ty to erect grand structures. In Constantinople a great many
grand churches of Early Christian date were maintained and
repaired throughout the Middle Ages. These were the spa-
cious, galleried basilicas, such as the Theotokos Chalko-
prateia, or the grand domed churches of the emperor
Justinian, such as the Church of the Holy Apostles and the
Cathedral of Hagia Sophia (see illus. on p. 28). In the 750s the
ponderous vaults of the Church of Saint Irene were rebuilt
after an earthquake, and in the 780s the Hagia Sophia of
Thessalonike, the largest church of that city, was erected. In
the period after Iconoclasm, however, there was not much
call for new building on this scale in Constantinople. The
largest new Byzantine churches, often modeled after the ven-
erable Early Christian edifices of the capital, were erected in
newer cities. The Venetians, for example, in their San Marco,
copied the five-domed Holy Apostles, and the Bulgarians
adopted an Early Christian plan for Hagia Sophia in Ohrid.

It was not only the rich heritage of earlier churches that
discouraged large-scale new building in Constantinople; it -
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Cathedral of Hagia Sophia, Constantinople, 532—37. Photo: Thomas F. Mathews

Plan, Church of Saint Elias, Constantinople, rebuilt in the 870s by Basil I.

Restored section. Redrawn from Ebersolt and Thiers 1913
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was also a matter of a new aesthetic in which subtlety and inti-
macy came to be valued over sheer size. In part this may have
been a consequence of a liturgical shift toward a more interi-
or worship.*s While the ceremonial of the fifth and sixth cen-
turies involved a great amount of processional movement
within the church, the medieval liturgy was structured
instead around a series of appearances —dramatic moments
when the clergy would come forth from the sanctuary for the
showing of the book and the sacrament. Accordingly, the
long processional layout of the earlier churches was aban-
doned for a more compact plan. The reduced scale may also
have had something to do with the new domestic context of
church architecture. It is significant that all of the churches
erected by Basil I, who was a very energetic builder, were pri-
vate churches within the imperial palace.*¢ Churches and
chapels were also regularly part of the houses of the well-to-
do, their splendor matching in reduced scale that of their res-
idential settings.

The plans of the new churches may also owe something to
their domestic context. It was not unusual in domestic archi-
tecture for reception rooms or even bedrooms to be centrally
planned domed structures.#” In church design three kinds of
domed plans gained popularity. These plans presented



alternatives for the design of the nave, or central unit of the
building, each of which could be varied by the symmetrical
addition of side bays and conchae, so that the possibilities
were endless.

The simplest of the three plans was a dome over a cross-
shaped ground plan.*® The Church of Saint Elias in Con-
stantinople, called the Atik Mustafa Pasha Camii, rebuilt in
the 870s by Basil I, is one of the earliest examples of this
kind.#* This type could be erected one or two stories high,
and it had the advantage of presenting large, flat wall surfaces
for painting. Builders in Rus’ were especially fond of this
type, which they varied by changing the proportions or by
adding bays.5°

In Constantinople, however, and in the Aegean basin, the
most popular plan was a dome resting on four columns
placed within a square.* This was the plan used by Emperor
John II Komnenos (r. 1118-43) in his Church of Christ
Pantokrator in Constantinople (1136), with its twenty-three-
foot dome. In the vertical sequence of volumes the corner
vaults above the four columns transform the square into a
cross; and above the cross four barrel vaults and pendentives
effect a transition to the circle of the drum and dome. Hence
the building consisted of a subtle succession of forms —from
square to cross to circle. This four-column unit could be
expanded with apses on the ends of the cross, resulting in the
roseate plan of the Church of the Holy Apostles in Athens.
This building type presumed the availability of monolithic
marble columns—reused from older buildings, since the
quarrying of marble had ceased in the sixth century. The color

Spasa na Nereditse Church, near Novgorod, Russia, erected by Prince
Taroslav, 1198. Photo: Thomas F. Mathews
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Christ Pantok-
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tinople, erected in 45
1136 by John II
Komnenos. Re-
stored section.

Redrawn from
van Millingen 1912
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Church of the Holy Apostles, Athens, 11th century. Photo: Bruce White
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Church of the Monastery at
Daphni, Greece, 11th century.
Restored section. Redrawn
from Millet 1899 L

and finish of the columns set the tone for the decoration of
the interior with marble revetments, and the vaults presented
interesting surfaces for mosaic or fresco at different heights.

The third nave plan was the most elegant, consisting of a
dome on eight arches.’* This plan is seen in Phokis, Greece, in
the early-eleventh-century Church of Hosios Loukas, where a
cubical nave was crowned with eight arches, on which was
placed a broad twenty-eight-foot dome (see illus. on p. 20).
This design offered a more unified and more spacious nave
than the four-column plan. The central cube at Hosios
Loukas was extended in cruciform shape, presenting a mar-
velous complexity of angled views from lighted to shadowed
spaces around the nave.

The domed unit, called the naos, or nave, constituted the
midpoint of the church, the congregation’s space. It was one
of three parts that made up the church as a whole. The
entrance was located on the west side, and it led directly into
an outer church, or narthex, that preceded the nave. This was
a transverse hall used for baptisms and funerals or for the
chanting of the night hours in monasteries. On the east side
of the nave lay the sanctuary, or bema, which consisted of
three apse spaces side by side. The larger, central apse con-
tained the celebrant’s throne and the altar on which the bread
and wine were consecrated; the left apse housed the prothesis
table, for preparing the bread and wine; and the right apse
contained relics and church utensils. This triple sanctuary, the
holy of holies, was off limits to the laity and was separated
from the nave by a templon barrier, which consisted of a

parapet surmounted by colonnettes carrying an epistyle. The
addition of icons to the templon created the iconostasis, or
icon screen, an opaque wall that served to separate the clergy
from the laity.”® The laity occupied the nave itself, men on
the right and women on the left. This was their place of
encounter with the divine; here they received instruction
through the reading of sacred scripture; and here they
received the Lord himself in the sacrament of communion.
Each part of the church thus had its own functions, and these
functions in turn affected the decoration of the building.

CHURCH DECORATION

Art in the church may be divided into three large categories:
the permanent decoration of the walls and vaults in fresco or
mosaic; icons, which could be either mobile or permanently
attached to the templon; and the portable vessels, vestments,
books, and reliquaries used in Church ritual. Because no
Byzantine church survives in its medieval state, considerable
imagination is required to picture the full effect of this con-
centration of art in the church interior. The great majority of
churches were despoiled of their treasures, whether by the
Venetians (the church at Daphni, for example, in 1207) or by
the Mongols (Sviata Sofiia of Kiev in 1240) or by the Turks
(the churches of Cappadocia in the twelfth century and those
of Constantinople in 1453). Moreover, those churches that
have remained in continuous Orthodox use (as on Mount
Athos) have been repainted and refurnished a number of
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Dome of the central crossing, Santa Maria del’Ammiraglio (the Martorana), 1143—s1, Palermo. Photo: Bruce White

times since their founding. The loss is most lamentable in the
capital of the empire: not one Middle Byzantine church in
Constantinople retains its original decoration. Outside the
city, however, several churches preserve the greater part of
their mosaic programs: Hosios Loukas, Phokis (ca. 1025; see
illus. on pp. 20 and 35); Sviata Sofiia, Kiev (1046; see illus.
on p. 272); Nea Mone, Chios (ca. 1050); Daphni, near Athens
(ca. 1080); and Santa Maria dellPAmmiraglio (the
Martorana), Palermo (1143—51).%* In addition, frescoes remain
in a great many more churches; to name only a few: Cavusin,
Cappadocia (963-69); Panagia ton Chalkeon, Thessalonike
(1028); Hagia Sophia, Ohrid (ca. 1050); Saint Panteleimon,
Nerezi (1164); and Panagia tou Arakos, Lagoudera, Cyprus
(1194).5 Icons and other portable treasures have fared much
worse; hardly any remain in their original situation. The rich-
est icon collection, that of Saint Catherine, Mount Sinai, and
the church treasuries of the Great Lavra, Mount Athos, and
of San Marco, Venice, may suggest to our imagination the
splendid furnishings of the medieval Byzantine church.5
The permanent mural decoration of the Byzantine church
nave followed a special iconographic system that made opti-
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mum use of its compact design.”” The decoration and the
architecture complement each other so nicely that the build-
ings seem made for the images rather than vice versa. The
impression of the images that surround one on all sides at
Nea Mone and Santa Maria del’Ammiraglio is unlike the
experience of painting in the Renaissance tradition. Otto
Demus formulated the classic description of this experience:
“The image is not separated from the beholder by the ‘imagi-
nary glass pane’ of the picture plane behind which an illusion-
istic picture begins: it opens into the real space in front,
where the beholder lives and moves. His space and the space
in which the holy persons exist and act are identical . . . . The
Byzantine church itself is the ‘picture-space’ of the icons . . . .
the beholder feels himself witnessing the holy events and con-
versing with the holy persons. He is not cut off from them; he
is bodily enclosed in the grand icon of the church; he is sur-
rounded by the congregation of the saints and takes part in
the events he sees”s

The immediacy of this experience is demonstrated the
moment the Orthodox enter the church. They begin by
circulating to venerate the images of the saints, whether in
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Crucifixion. Detail of an rrth-century mosaic, Church of the Monastery
at Daphni, Greece. Photo: Thomas F. Mathews

panel icons or in mural decoration. The traditional greeting
of the icon begins with proskynesis, a thrice-repeated deep bow
in which one touches the ground with one’s right hand and
makes the sign of the cross. Next one touches and kisses the
icon, or aspasmos, and lights a candle. Finally one converses
with the saint, addressing one’s prayers to the holy figure.
Entering the church means entering the communion of saints
and joining their ranks.

While these sanctoral icons are located closest to the
churchgoer, the great events of the life of Christ are repre-
sented higher up, in the vaults surrounding the nave. The nar-
ratives, reading from left to right around the nave, picture the
same events commemorated by the liturgy, and hence they
are called the festival icons. But the set was not fixed and
might be greater or smaller depending on space or selection
of material. The program at Santa Maria del’Ammiraglio, for
example, shows the life of Christ from the point of view of
the Virgin through a presentation of just four scenes: the
Annunciation, the Presentation, the Nativity, and the
Dormition.”® In a world where only the educated few were
literate, the power of pictorial narrative must have been felt

much more forcefully than it is today. But the intent was
more than informational; the scenes and images invited the
spectator to experience the event represented. As the patri-
arch Tarasios remarked at the Second Council of Nicaea, “If
we saw an image showing our Lord crucified, would not we
also have wept? . . . For therein is recognized the extent of the
abasement of God who became man for us.”¢°

The climax of the nave program is the larger-than-life half-
length image of Christ Pantokrator in the dome. While the
proportions of a Byzantine nave are flexible —some are steep-
er than others — it has been shown that they are governed by
an inscribed isosceles triangle, the apex of which is the sum-
mit of the dome and the base of which is the width of the
nave.®” The crown of the dome, therefore, is visible from
wherever the viewer stands; or, to put it another way, the
Christ in the dome can see all those whom he blesses below.
This is important in view of the ritual purpose of the nave, for
here the Gospel book that Christ holds is read, enlightening
the souls of the believers, and here they receive his ultimate
blessing, the sacrament that transforms them into Christ.

These three zones — the sanctoral cycle, the festival icons,
and the Pantokrator — constituted the formal nave unit. This
unit was complemented by the decoration of the bema and
the narthex with images that made reference to the particular
uses of those parts of the church. The bema program was con-
cerned with the clergy and the Eucharist.®* Its walls were
often decorated with scenes of the bishops of the church

0 im

Portion of dome visible from the nave of a Byzantine church. Redrawn
from Mutsopulos 1962
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Bishops Celebrating the Liturgy. Sanctuary apse fresco, ca. 1230, Church of Saints Peter and Paul, Veliko Trnovo,

Bulgaria. Photo: Bruce White

assisting at the liturgy, while in the apse above, the
Incarnation was represented by the Virgin holding her child,
foreshadowing Christ’s reincarnation in the Eucharist. In the
narthex the Last Judgment was often represented, alluding to
the use of the forechurch for funerals.

The program of mural decoration was the mother of
countless smaller programs. The decoration of the icon
screen and of portable objects used in the church tended to
recapitulate or quote from the program described above.
Thus a set of the festival icons became a standard part of
iconostasis decoration, placing before the gaze of the faith-
ful the mysteries that surrounded them in the vaults.®
Indeed, the festival subjects were extremely popular in
Byzantium as a compendium of the life of Christ and were
used on smaller portable objects, such as ivory icons,
books, and reliquaries. The sanctoral set of the church’s
program also lent itself to excerpting; the enamels that
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decorate chalices and reliquaries presented the saints in
sets, such as the apostles, the Church Fathers, or the mili-
tary saints. Separate images of Christ Pantokrator or the
Virgin were suitable to a wide variety of situations. In this
way the practice of icon use was carried to its logical con-
clusion, providing an image for intercession wherever one
was engaged in prayer.

All of these separate elements added up to a total experi-
ence of special intensity. Whether peasant or landowner, foot
soldier or emperor, the Byzantine found his or her religious
center in an ambience of oriental richness, in a church teem-
ing with gilded images, and in a ritual that attached great
importance to the symbolism of candles, incense, vestments,
reliquaries, and gold and silver utensils of all sorts. Entering
the church, one entered a very different world from the fields
and streets of everyday life, and that special world was the cre-
ation of the Byzantine artist.



—

Virgin and Child. Apse mosaic, early 11th century, Hosios Loukas, Phokis, Greece. Photo: Bruce White
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1. Fragment of a Panel from a
Templon Screen

Byzantine, oth—1oth century
Marble (possibly from Thassos)
79 X 110 ¢m (31% X 43% in.)

CoNDITION: The slab was found with one end
missing; adjoining a circular cut (from previous
use?), a chipped-off corner has been reaffixed; the
back is uncarved and unfinished.

PROVENANCE: Excavated from a fallen position in
the Middle Byzantine church at Synaxis, on the coast
of Thrace.

Archacological Collection, Kavala, Greece
(HMS/86.21)

The history of this panel, from a small monas-
tic church situated in the foundations of a
large Early Christian basilica on the site of
a pagan shrine, is eloquent of the fortunes
of Byzantine Thrace." Carved as a Middle
Byzantine homage to fifth- or sixth-century
models, like the Pranghi capital (cat. no. 4),
it was slotted between the colonnettes of the
templon screen and left behind, cut down
for reuse, when the building was abandoned
in the thirteenth or fourteenth century. The
screen’s other panel, sawed in two, recapitu-
lates a different early prototype, in a pairing
that favors contrast over symmetry.>

The pattern of linked quatrefoils filled
with acanthus rosettes was popular in marble
relief in both the Early and Middle Byzantine
periods across the Adriatic, as well as at eastern
Mediterranean sites; it appears in variations

in other media.? Headpieces of luxury manu-
scripts such as the Morgan Lectionary (cat.
no. 60) hint at the possible medieval color of
the carvings and imitate the patterns of
related screens and marble frames.* The repeat
quatrefoils with circular loops between
them that affix them to the frame appear in
Constantinople in 1118—24, in the inlaid mar-
ble of the opus sectile floor in the south church
of the Pantokrator, built by the empress Irene.’

Only this double-strand framework and its
recessed background are precisely finished;
the lobed and trefoil units that radiate out
from the ringed, buttonlike studs within the
quatrefoils show tooling and drill work in a
random sequence, suggesting an unfinished
state. The two multiarmed crosses and the
incomplete design beside them may originally
have been balanced by other, similar motifs
before the slab was cut down.®

EDM

1. Bakirtzis, “Byzantine Thrace,” 1994, pp. 167-71.

2. Bakirtzis 1991, pp. 82, 121; for the often-short life
of such installations, see C. Bouras 1982, p. 122.

3. Orlandos 1952, p. 524, and figs. 484, 48s; Milan
1994, no. 132; Rotili 1966, no. 41, pl. x1vb; Glass
1991, p. 105, fig 111,

4. For radial quatrefoils, see fol. 9v in Galavaris 1990,
p. 316, fig. 16, and the back of cat. no. s8. Compare
with A. Grabar 1976, pl. Lxx111b, and, for a marble
icon frame in situ, ibid., pp. 53-54, no. 44, pl. XIXa.

5. Mango, Byzantine, 1978, p. 134, fig. 193.
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6. For Early Byzantine comparisons in sculpture, see
Kautzsch 1936, p. 17, no. 240, and Harrison 1986,
figs. 130, 177; for medieval comparisons, see A. Grabar
1976, p. 85, pl. Lxb, and Bakirtzis, “Byzantine
Thrace” 1994, p. 169, and, for a ceramic version,
Bakirtzis 1991, p. 127.

LITERATURE: Bakirtzis 1988; Bakirtzis 1991,
pp- 59—-99; Bakirtzis, “Byzantine Thrace,” 1994,
pp. 165—71.

2. Two Transenna Panels

A. Griffin

Byzantine, 1oth-11th century
Marble

90 X 72 X 8 cm (35% X 28% X 3% in.)

CoNDITION: The left vertical edge is missing; the
surface has flaked away in places.

PROVENANCE: Reused in the sanctuary screen of
the katholikon of Vlatadon Monastery.

The Holy Monastery of Vlatadon, Thessalonike,
Greece (MB 93)

Within a frame consisting of a flat border
of differing widths on each side, a griffin is
shown facing left. The animal is convention-
ally described, with one wing extended and
the tail raised. The schematic depiction is in
low relief, with a sharp, rough outline. Details
of the head and wing are indicated by scoring,

Although the theme of the griffin —known
to the Byzantines as a hippalectryon — was
Eastern in origin, the animal is represented
in Christian art as a guardian of tombs and
churches and, because it is part eagle and
part lion, as a symbol of the dual nature of
Christ. Drawing upon this same symbolism,
images of griffins became widespread in
Byzantine art— especially in sculpture —
adorning the architraves and plaques of sanc-
tuary screens and sarcophagi.

The stylized representation of the griffin
and the flat, linear execution of the panel
relate it to a group of animal reliefs in
Constantinople; Stara Zagora, Bulgaria (now
in the National Archaeological Museum,
Sofia); and the Little Metropolis in Athens.
These works, which date from the tenth to
the eleventh century, are entirely lacking in
plasticity —almost as if the Macedonian
renaissance, which saw a renewed emphasis
on the three-dimensional quality of sculp-
tural forms, had left no lasting effect what-
soever on the artists who carved them.

This panel was one of a pair of confronting
griffins. Reused in the original sanctuary screen



of the katholikon (main church) of Vlatadon
Monastery, they were placed on either side of
the “Beautiful Gate”

TNP

L1TERATURE: Xyngopoulos 1952, pp. 58-59,
fig. 28, pl. D2; Pazaras 1977, p. 75, no. 42, pl. XXIIL

B. Cross

Byzantine (Thessalonike), 1oth-nith century
Marble

89 X 81X 7 cm (35 X 31% X 2% in.)

The Holy Monastery of Vlatadon, Thessalonike,
Greece (MB 92)

The central compositional element of this
panel constitutes an iconographic type of
the Resurrection. Within an arch supported
by two columns is a cross that stands on a
plinth with three steps. To the left and right
of the cross is a symmetrical foliated anthemia
pattern, which together with the cross forms
a lyre-shaped ornamental motif. This central
decoration is surrounded by a broad, flat
outer border enclosing a narrower border
with a twisted-rope design interrupted by a
series of three rings halfway along each side.

The leaf-bearing cross, a variation on the
tree of life, was a favorite theme in Byzantine
art. While this motif is found on Early
Christian tombs and was a popular subject
both during and after the Iconoclastic period,

\ » "F'.":'. LT O its use ‘becamc particularly widespread on ‘
et e ittt 4 -3 Byzantine sculpture — above all on sarcophagi,
. since it so aptly conveys the concept of the
Cross as the symbol of redemption and life.

That the relief was executed with great
care is underscored by the extreme attention
to symmetry, the rhythmic pattern of the
ornamentation, and the highly decorative
nature of the design. It is these characteristics
that relate the panel to other relief carvings
and sarcophagi known to have come from
Thessalonike and dating from the tenth to
the eleventh century.’

TNP

1. See Pazaras 1977, pp. 4851, 81-86, pls. xv11,
xv111; Pazaras 1988, no. 22, pl. 17b, and no. 24,
pl. 18.

LiTERATURE: D. Rice, Byzantine Art, 1968, p. 516,
fig. 469; Pazaras 1977; Pazaras 1988; Thessalonike
1994, Pp. 12, 14.
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3. Parapet Relief Slab

Byzantine (Constantinople), roth or 11th century
Marble

68.5 X 80 cm (27 X 31% in.)

CONDITION: Some of the border is lost on three
sides; two small losses along the right side are restored.

The Metropolitan Museum of Art, New York, N.Y.
Fletcher Fund 1947 (47.100.47)

In this simple abstract design a three-strand
ribbon enframes the panel, twists into a
lozenge, and finally knots around a star rosette
in the center; the corners are decorated with
delicate interlaced stars and encircled leafy
crosses. This style of crisp carving in shallow
relief, with a definition of forms in sharp little
valleys, appears in 9o7 at the Church of the
Virgin in the Lips Monastery in Constantinople.
On the basis of parallels with the ribbon-
lozenge design at the Church of Hosios
Loukas, Phokis, Greece has been suggested

as the place of origin.” But closer parallels
can be cited in Constantinople, at the Vefa
Kilise Camii and the Archaeological Museum
of Istanbul.? The Musée du Louvre has a relat-
ed piece, also assigned to Constantinople.?
Marble plaques of this kind were com-
monly used in churches to form the tem-
plon, which separated the sanctuary from
the nave. From time immemorial, knots and
stars have had auspicious and apotropaic
associations; such associations would not
have been inappropriate on the sanctuary
barrier. TEM

1. Brenk 1978, p. 87.

2. See Firatli 1990, nos. 302b, 334b; and, for the
reliefs in the facade of the Vefa Kilise Camii,
Pulger 1878-80, pl. viir; Mathews 1976, pl. 40.14.

3. Louvre, Département des Sculptures, inv. R.F,
2188; Paris, Byzance, 1992, p. 227.

LITERATURE: Brenk 1978, pp. 85-88.
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4. Fragment of a Colonnette
Capital

Byzantine (probably Thrace), 12th-13th century
Marble
DIAM. 21.5cm (8% 1n.)

ConpiITioN: With only two of its four faces pre-
served, this fractured capital was left behind when
corresponding pieces were removed; the marble has
yellowed and calcified on the carved faces; a pattern
of accentual drill holes remains, and a boxlike lead
fitting suggests that the piece was formerly part of a
column.

PROVENANCE: Excavated from a church at
Pranghi, Evros (Thrace).

Archaeological Collection, Didymoteichon, Greece
(EPR/1978.MI16)

This distinctively Byzantine, postclassical
acanthus capital, excavated at the site of a
medieval church west of Constantinople, is
a Komnenian adaptation of sixth-century



models to a simpler carving technique.’ The
capital was possibly made of reused marble
cut down from an earlier work; the self-con-
tained profile and compact shape, distilled
and modified from true Corinthian capitals,
were the result of practical necessity.”

With a square abacus and two leaves on
each face screening the entire surface, the
scheme matches Justinianic capitals in the
Church of Hagia Sophia in Constantinople
and in “Basilica B” at Philippi, as well as
ones reused in the Fatih Camii at Trilye in
Bithynia.? The tall leaves that define the cor-
ners of Corinthian capitals are here shifted
in position, with the ribs marking the center
of each face. As on the monogram capitals
in Hagia Sophia, the leaves curve outward
to accentuate the central swelling of the sur-
face, without projecting from it.* A more
schematic, reductive version of the leaf—
with arching, smooth-edged lobes flanking
a pointed tip at the top and subsidiary
acanthus palmettes above the neck ring—
appears on the stuccoed capitals for the
church that the sebastokrator Isaac Komnenos
built at Bera (present-day Pherrai) in the
mid-twelfth century.’

This small and precious capital probably
supported the beam of a templon screen.
Such capitals, framing icons as holy pres-
ences at their heavenly gate, would have
honored the holy images with a refutation
of time, evoking an earlier period when the
empire’s new churches, fitted with marble,
invited heaven and earth to meet.

EDM

1. Bakirtzis 1978; Bakirtzis, “Byzantine Thrace,” 1994,
PPp- 151, 156, 180, 205, 209. For related capitals,
see Kautzsch 1936, pl. 39, nos. 646, 649, pl. 40,
nos. 670, 672; Mathews 1976, p. 3, fig. 1-14;

A. Grabar 1976, pp. 52-53, no. 44, pl. XIXa.

2. For the origins of the design, see E. Maguire 1989,
pp- 163-66; Kitzinger 1977, pp. 78—80; Strube 1984;
sce also note s below.

3. Mathews 1976, figs. 31-51, 31-73; E. Maguire 1989,
pl. XLv1; Mango, Byzantine, 1978, pp. 97-98,
fig. 139, right.

4. Mathews 1976, fig. 31-51.

s. Bakirtzis, Byzantine Thrace, 1994, pp. 48, 50;
Bakirtzis, “Byzantine Thrace,” 1994, pp. 189-99,
illus. p. 191; Mango 1978, pp. 136-37. For the his-
tory of the leaf type, see Strube 1983, pp. 86-94,
pls. 20a (end face) and 20e, and 21¢ (lower regis-
ters); Grabar 1976; Bakirtzis, “Byzantine Thrace,”
1994, p. 204, at Pranghi; Zekos 1989, fig. s;
Buchwald 1956, figs. 7, 12, 14, 20, 22, 24, 48.

LITERATURE: Bakirtzis 1978, pp. 327-29;
E. Maguire 1989, p. 171; Bakirtzis, “Byzantine
Thrace)” 1994, p. 169.
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5. Architrave Fragments from a
Byzantine Church

Byzantine (Mosynopolis, Western Thrace), second
half of mth century

Marble

13.5 X 266 ¢m (5% in. X 8 ft. 8% in.)

INscRIBED: In Greek, Seeing this gate, reflect/
That within it is a more glorious house/ Which
Constantine, in great love and faith/Built for the
divine benefit of many.

Archacological Museum, Komotini, Greece (29)

These architectural fragments and their metri-
cal inscription, which consists of four twelve-
syllable lines, date from the second half of the
eleventh century, when the fortified city of
Mosynopolis was at the height of its prosperity.
The identity of “Constantine;” the founder of
the church, remains unknown. AA

LITERATURE: Asdracha 1976; Asdracha and
Bakirtzis 1980, n. 20.
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6. Fragments from Two Templon
Screens

Byzantine (Thebes), 12th century
Marble
720 X 210 X 20 ¢m (23 ft. 5 in. x 82% in. X 7% in.)

Sagmata Monastery, Thebes, Greece
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These 130 marble fragments are from two
different screens from the katholikon of the
Sagmata Monastery, near Thebes in Boetia.
Most were once used as building materials
in the monastery complex. Apart from three
pieces that appeared in a publication of 1979,
they have not been published until now, and
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they have never before been exhibited. The
screens to which they belonged date to the
twelfth century but were made fifty to seventy
years apart, a production history that corre-
sponds to the chronology of the construction
of the Sagmata katholikon, which, it has recent-
ly been established, was carried out in two sep-
arate phases during the twelfth century.

The sculptures are excellent examples of
the so-called two-level technique of carving,
in which high-relief bosses or animal forms
are depicted against backgrounds of low-relief
foliage. Their excellent quality testifies to
the improvement in the technical skills of
carvers from central Greece that took place
during the twelfth century. The carvers
responsible for these fragments belonged to
a distinct local school influenced by the archi-
tectural sculptures of Andros and Athens. This
school developed with the rise of a local aris-
tocracy, which coincided with the disintegra-
tion of the central government that preceded
the Latin occupation of Greece.

Unfortunately, the small size of the frag-
ments does not allow for an exact recon-
struction of the original screen. The segment
of the suggested reconstruction to the left com-
bines pieces from two different examples in
order to convey the best possible idea of the
appearance of a Middle Byzantine screen.

SV

1. L. Bouras 1979, p. 67.

LITERATURE: L. Bouras 1979, p. 67.

7. Funerary Inscription Attributed to
Isaac Komnenos

Byzantine (Pherrai, Thrace), second half of 12th century
Marble
95 X 99 cm (37% X 39 in.)

INSCRIBED: AICOHCIN EMNIKPAIN®WN H KAI
KAPA/AAA W BPABEYTA TON KAAGN TON
ENOAAE/KAI ITAAIN AYTA AAMBANW®N EITAN
OEAHC,/®0C CTAXYN, WC MAPTAPON, ®OC F'AYKY
MEAI/CAIC AITOGHKAIC TOYTONI @HCAYPICAIC,
WC/EY®AAEC TI AENAPON EIC TPY®HC IEAON/
KATA®YTEYCAIC CON AATPIN TON AECTIOTHN
(... embittering feeling and the heart. But thou
who dispenseth the blessings in this world and with-
draweth them again according to thy will, preserve
him as an ear of corn, as a pearl, as sweet honey in
your storehouses. Plant your worshiper, the despotes,
as a flourishing tree in the valley of bliss [trans. N. .
chécnko])

ConNpITION: The plaque is broken at the top, and
the introductory lines of the inscription are missing.

Ecclesiastical Museum, Alexandroupolis, Greece
(Byzantine Inscriptions, 17)



The inscribed plaque, found inside the Church
of the Theotokos Kosmosoteira, Pherrai, is
clearly funerary, commending the soul of
the deceased despotes (lord, master) to God
in a rich and flowery language. Although
the specific meaning of the title despotes is not
clear, the plaque is normally associated with
the tomb of the sebastokrator Isaac Komnenos
(1093—ca. 1152), the fifth child of Emperor
Alexios I Komnenos (r. 1081-1118) and the
founder of the church.

Following a colorful life filled with intrigue,
sedition, banishment, imprisonment, and pil-
grimage, Isaac retired to the wilds of Thrace,
near Ainos, where he built a monastery dedi-
cated to the Virgin Kosmosoteira (Savior of
the Universe). In the typikon, completed in
1152, apparently shortly before his death, he
gives the specifications for the inclusion of
his tomb within the church, requesting
marbles, bronze rails, and portraits of his par-
ents to be brought from the Chora Monastery
in Constantinople, with which he had previ-
ously been associated and where he had had
a tomb prepared for himself. In addition, he
requests that the tomb be decorated with his
personal effects, including an enkolpion and
an icon of the Virgin. Although other tombs
were to be allowed within the monastery
proper, only Isaac’s was to be within the church
itself. If the association of the inscription with
Isaac is correct, it provides important evidence
for Byzantine imperial burials and is perhaps
the only surviving evidence from Isaac’s tomb.

Neither the original function of the plaque
nor its position in relation to the tomb is
known. The inscription, which occupied the
center of the original plaque, is carved in shal-
low capital letters that end in drill holes. Each
line terminates in a decorative scroll. Both
the letter forms and the literary style of the
inscription would accord with a dating in
the second half of the twelfth century.

RO

LiTeRATURE: F. Uspenskii 1907, p. 26, pl. 6; Petit
1908, pp. 17-75; Orlandos 1933, pp. 3—44; Asdracha
and Bakirtzis 1980, pp. 261-63, pl. 66; N. Sevéenko
1984, pp. 135-39.
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8. Inlaid Icons from the Lips
Monastery

A. Face and Arms from Two Inlaid Icons
Byzantine (Constantinople), 1oth century
Limestone, inlaid with colored glass

Face: 6 x 5.5 cm (2% x 2% in.)

Arms: 9.2 X 3cm (3% X 1%1n.); 8 X 3.2 ¢cm

(3% x 1% in.)

PROVENANCE: Lips Monastery (Fenari Isa
Camii), Constantinople.

Benaki Museum, Athens, Greece (13548-13550)

The 1929 investigations at the Lips Monastery
in Constantinople yielded numerous fragments
of inlaid stone icons. The images on these icons
were formed by cut pieces of colored marble
and limestone set into the hollowed-out cavity
of a stone panel of contrasting hue. Glass paste
was often used to create the fine details of faces
and to delineate the folds of garments. Inlaid
icons supplemented the figural decoration of
a church and could be used as devotional
images in smaller chapels. The bright color
scheme of these panels, often with a light back-
ground and polychrome inlay, may have been
copied in the less expensive ceramic plaques
used within numerous Constantinopolitan
churches, including the Lips Monastery, as
icon frames and architectural revetments.
Recent scholarship has demonstrated that
the frontal face and one of the spear-bearing
right arms were originally set into a plaque
of green Thessalian marble now in the col-
lection of the Archaeological Museum of
Istanbul (inv. no. 4313). The outlines of the
carved cavity reveal a military saint who stands
under an elaborate archway and holds a spear
in his right hand and a shield in his left. The
other arm, also holding a spear, would have
been set into a separate plaque of a second
military saint. Military saints, in frontal pose
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and bearing shield and spear, were commonly
found in the decorative programs of medieval
Byzantine churches. Often placed near the
entranceways, they were undoubtedly viewed
as protectors of the faith and of the faithful.
These three fragments, of identical off-
white, fine-grained limestone, are carved in a
similar manner, indicating that they originat-
ed in a common workshop. Their placement
in the Lips Monastery, which was restored by
a Byzantine dignitary, is an indication of the
wealth of that foundation and of the aesthetic
tastes of the Byzantine aristocracy. ~ SEJG

LITERATURE: A. Grabar 1963, pp. 100-102; Macridy
etal. 1964, pp. 272-76, 3046, fig. 78; Delivorrias
1986, p. 35, fig. 21; Firatli 1990, pp. 186-87.

ExHIBITION: Brussels 1982, sculpture s.

B. Icon with Saint Eudokia

Byzantine (Constantinople), early 1oth century
Marble, inlaid with colored glass

66 x 28 cm (26 X 111n.)

INSCRIBED: H AI'lA EYAOKHA (Saint Eudokia)

ConNpITION: The right side of the panel and the
corners of the frame are damaged; there are losses to
the eyes, costume, and lettering.

PROVENANCE: Lips Monastery (Fenari Isa Camii),
Constantinople.

Archaeological Museum of Istanbul, Istanbul,
Turkey (4309)

This is the best preserved of a large number
of inlaid marble plaques uncovered in the
1929 investigations by Theodore Macridy at
the Lips Monastery. The inlaid marble icon,
discovered outside the southwest roof
chapel of the monastery’s Church of the
Virgin, is remarkable both for its excellent
state of preservation and for the singular
representation of an imperial saint named
Eudokia. A tenth-century date for the plaque
is provided by its archaeological and histori-
cal context as well as by its epigraphical and
figural style.

The technique of inlaying fragments of
stone in a matrix of contrasting color, used
most frequently to create abstract and vege-
tal motifs for architectural sculpture, is here
used for a figural composition. Set into a
rectangular white marble matrix, the color-
ful figure of Eudokia is framed by an elabo-
rate border of interconnected diamonds,
pierced and ornamented at the center by
alternating red and green glass-paste inlay.
Within this frame the saint, identified by the
inscription, stands in an orant position,
wearing an elaborate crown and clad in
vestments that denote her imperial status.
Decorative segmenta are placed below the

knee and at the upper arms of her costume;
a wrapped thorakion hugs her right leg and
is tucked into a prominent belt.

The female figure has been identified tradi-
tionally as the fifth-century empress Eudokia,
who was wed to Emperor Theodosios IT in
421. The daughter of a pagan teacher of
rhetoric and philosophy, Eudokia applied her
“classical” training to her later career as a
Christian poet and hagiographer. In the mid-
fifth century, charged with adultery, she left
Constantinople for Jerusalem. There she
sponsored numerous projects, among them
the reconstruction of the Church of Saint

8B
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Stephen and the restoration of the city walls.
Although the life of this Empress Eudokia is
well documented, her sainthood is never
mentioned. The first extant reference to an
imperial Saint Eudokia is the tenth-century
Constantinopolitan synaxarion, a church
calendar, which prescribes the commemora-
tion of Empress Eudokia on August 13 at
the site of her tomb, the Church of the Holy
Apostles. Eudokia, the wife of Theodosios II,
was buried in Jerusalem, where she died on
October 20, 460. In light of these facts, the
traditional identification of this female saint

needs to be reconsidered.



The Church of the Virgin was renovated
by Constantine Lips, a dignitary at the court
of Leo VI (r. 886—912). According to tradi-
tion, the church was inaugurated in 907, an
event to which the emperor was invited.
The close connection between Constantine

Lips and Emperor Leo VI may account for
the inclusion of the marble plaque of an earlier
Empress Eudokia in the decorative program of
one of the roof chapels. Eudokia was a popular
name for imperial women of the late ninth and
early tenth centuries. Michael III (r. 842-67)
was married to Eudokia Decapolitissa. His
mistress was Eudokia Ingerina (d. 882), who
later was the second wife of his successor,
Basil I, and the mother of Leo VI. A daughter
by Leo’s first wife was named Eudokia. And
the third wife of Leo VI was Eudokia Baiane.
It may be that the tragic death of Eudokia
Baiane while delivering Leo’s first son pro-
vided the impetus for the commissioning of
this plaque soon after. Indeed, this unusual
icon of Saint Eudokia, placed in a church
associated with the imperial circle, may bear
witness to the elevation of a new saint in
this period.
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9. Iconostasis Panel with Three
Apostles

Byzantine (Thessalonike), second half of 1oth century
Marble, inlaid with colored glass
47 % 93 cm (18% % 36% in.)

INscriBED: Flanking the apostles, 0 A IAK®BOC
AA®AIOY (Saint James, son of Alphaias); O A
PIAINMOC (Saint Phillip); 0 A AOYKAC (Saint Luke)

Byzantine Museum, Athens, Greece (T 150)

Three full-length standing figures of Saints
James, Philip, and Luke, facing front, are
represented on this marble plaque. Luke
appears to be holding his Gospel book in his
partly covered hand. Each figure is set with-
in a relief border, which continues around
the entire composition.

The panel is an example of the technique
of “flat relief.” in which the marble surface,
where carved, is filled with a multicolored
glassy gum mastic— here, poorly preserved —
in a manner similar to that of champlevé
enameling.

The panel belonged to a Great Deesis scene,
which included figures of the Twelve Apostles
from a marble iconostasis beam. At the center
was Christ, flanked by the Virgin and Saint
John the Baptist, guarded by two archangels.
This technically outstanding work displays a
remarkable precision in its overall design. It
may be dated to the second half of the tenth
century on the basis of its stylistic features:
the monumental poses and the simple yet
rhythmic folds of the garments of the solid
figures, as well as the way in which they over-

lap the border that surrounds the scene. The
panel shares technical affinities with the icon-
ostasis of Sebasteia (tenth century), although
here the elaboration is both fuller and more
severe.

This work may also be our earliest monu-
mental testimony to the history of the devel-
opment of the iconostasis — in particular, the
presence of the Great Deesis on a marble
beam. The total length of the beam must have
been approximately 4.8 meters (15 ft. 9 in.), indi-
cating that it must have been commissioned for
an important church in Thessalonike.
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LITERATURE: Sotiriou 1932, p. 47, no. 150, fig. 22;
M. Chatzidakis 1975, fig. 335, fig. 3 on p. 341;
M. Chatzidakis 1976, pp. 33sff.

EXHIBITION: Athens 1964, no. 23.

10. Tiles with Portraits of Saints

A. Saint Nicholas
B. Unidentified Saint

Byzantine (Constantinople?), 1oth—11th century
Glazed and polychromed white earthenware
17.1 X 17.1 cm (6% x 6% in.)

PROVENANCE: Acquired by the Walters Art
Gallery in 1956.

Walters Art Gallery, Baltimore, Md. (48.2086.1,2)

These stylistically diverse tiles, perhaps made
at different times and used for more than one
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building or screen, are clues to an architectur-
al mystery. Similar examples have been exca-
vated in Constantinople, mostly at church
sites, and in Preslav (see cat. nos. 222, 223).!
Their general condition is poor, with no trace
of plaster or mortar, as if they were faulty dis-
cards or unneeded surplus. The explosion of
an impurity during firing may have caused
the loss on the body of Saint Nicholas,
where a calcite inclusion appears as a white
pebble in the clay. The glaze ran in the sec-
ond saint’s inscription, and it was scraped
and smeared at the top of the right column.
The identity of this saint, with ascetic face
and martyr’s cross, remains unknown. For
Saint Nicholas the lettering and ornament
support a dating to about the 1030s. This
type appears among his portraits on eleventh-
century seals, notably an example from Myra,
his birthplace; in addition to being depicted,
as he usually is, as a balding bishop with a
short white beard, his face is wide and his
beard squarish, and he holds the sacred
book with one veiled hand and makes a
gesture of blessing with the other.> Here,
the framing white roundel links him to a
chain that fills the ground with leafy off-
shoots, like units in the ornamental fresco
on the walls of the Cathedral of Sviata Sofiia
(Saint Sophia) in Kiev.?

Linked series of framed saints, like choral
interludes, served to mark divisions in pictor-
ial as well as in physical or liturgical space;
on the Harbaville Triptych (cat. no. 80), for
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example, they separate larger scenes. A painted
series defines the spine of a vault in the rock-
cut Church of Tokal Kilise, at Goreme in
Cappadocia, and medallion portraits occur
on arch soffits in other Middle Byzantine
churches.* A horizontal series of portraits
inlaid with a different material (see, for
example, cat. no. 9) appears on the front of a
Phrygian marble iconostasis beam now in
Afyon, Turkey.’ Marble inlaid with glass may
have imitated enamel; tile, with yellow-brown
glaze that emulates a gilded background,
would have provided a more inexpensive
substitute. Tiles with animals and birds may
have seen domestic use, applied to walls as
the panels of rosette caskets were to wooden
boxes (see cat. nos. 152, 153, 155—57).6

EDM

1. See Macridy et al. 1964, for the Lips Monastery;
D. Rice 1954, for a summary of excavations to
that date; E. Ettinghausen 1954, for an important
presentation of both figural and decorative tiles
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2. Nesbitt and Oikonomides 1994, no. 72.2. See also
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Sviata Sofiia; Logvin, Kiev, 1971, pl. 73.

3. See Logvin, Kiev, 1971, pls. 14, 15, 20, 21.

4. See Epstein 1986, figs. 41, 53, T15.

5. Firatli 1969, figs. 14-30.

6. Durand and Vogt 1992, p. 41, fig. 10.

LITERATURE: Tronzo 1990, pp. 33-34;
H. Maguire, Materials Analysis (forthcoming).
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11. Icon with the Virgin Hagiosoritissa

Byzantine (Constantinople), mid-1ith century
Marble

104 X 40 X 7 €M (41 X 15% X 2% in.)
INSCRIBED: On either side of the halo, MP ©Y
(Mother of God)

ConpiTiOoN: The icon displays two cracks at the
lower right, minor abrasions, and some weathering;
two fittings for iron clamps can be found at the bot-
tom and one at the top.

Dumbarton Oaks, Washington, D.C. (38.62)

The eleventh-century sculptor of this relief
icon used a sixth-century slab of marble,
which, judging from its height and its lozenge
decoration, had served as a parapet in a sanc-
tuary barrier or as a dado in a wall revetment.
The Virgin is shown standing on a footstool
and turned to the right, her hands raised in
prayer. She wears a tunic with decorated
sleeves, a mantle with a hemmed edge, and
a maphorion over her head and shoulders. The
gentle expression of the face and the comfort-
able stance of the figure testify to the sculptor’s
high competence. A similar attention to well-
rounded faces, full lips, and delicate eyes, joined
with soft, heavy drapery folds, can be found in
a group of reliefs attributed by Hans Belting to
the second half of the eleventh century, and
this relief has been placed by Gary Vikan at
the beginning of the group’s chronological
sequence.” The Medallion of Nikephoros 111
Botaneiates (1. 1078-81), also in this exhibition
(cat. no. 130), numbers in this set.



In its original state the present relief was
very likely painted, and the drill holes that
decorate the Virgin’s forehead, shoulder,
and wrists would have been filled with gilt
bronze. In such colorful condition it would
have been appropriate decoration for one
of Constantinople’s elegant churches. The
Virgin’s pose, oriented to one side, was meant
to direct the viewer’s attention to the accom-
panying figure of Christ, to whom she prays.
The paired figures of Christ and the Virgin
were commonly placed to the right and to the
left of the entrance to the nave, or within the
nave to the right and left of the sanctuary.

The special care with which the artist exe-
cuted the maphorion, with its bunched folds
and zigzag edge, may be of some significance.
This iconographic type of the Virgin in sup-
plication is referred to as the Hagiosoritissa, a
title that refers to the soros, or reliquary, that
contained the Virgin’s maphorion and was
located in her shrine in the Blachernai section
of Constantinople. It was by means of this
relic that the faithful would invoke the inter-
cession of the Virgin, on whom they relied for
the protection of the city. TEM

1. Belting 1972, pp. 263-70; Vikan 1995, p. 102.

LITERATURE: Der Nersessian 1960, pp. 69-86;
Lange 1964, pp. 77-78; Bclting 1972, Pp. 263-70;
Vikan 1995, pp. 100—103.

12. Icons with the Archangel Michael
and the Virgin Orans

Byzantine (Constantinople), late 12th century
Marble

Archangel: 96 X 34 cm (37% x 13% in.)
Virgin: 96 x 33 cm (37% x 13 in.)

INscRIBED: In the frame above the archangel,

O APXICTPA MIXAHA (The Archangel Michael); at
cither side of the head of the Virgin, MP @Y (Mother
of God)

CoNDITION: The plaque with the Virgin has been
broken across the knees and repaired; the right wing
of Michael is chipped; both figures display minor
abrasions.

PROVENANCE: Bought by Th. Wiegand in 1899.

Staatliche Museen zu Berlin, Museum fiir Spitantike
und Byzantinische Kunst, Berlin, Germany (2429a,b)

This matching pair of reliefs comes from the
wealthy Monastery of the Virgin Peribleptos
(Celebrated) in Constantinople, founded by
Emperor Romanos III Argyros (r. 1028-34),
who chose it as his place of burial. Very like-
ly the group was completed with a third
relief, of the archangel Gabriel, as the two
chiefs of the heavenly host frequently stand
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as honor guards to the Virgin in Byzantine art.
The group may have decorated the church,
inside or out, or some other monastic building,

Byzantine seals of the eleventh century iden-
ufy this frontal pose of the Virgin, hands raised
in prayer, as the Blachernitissa, modeled on a
miraculous image at the Blachernai Church in
Constantinople. The archangel assumes imper-
ial insignia— scepter, orb, and tasseled, jeweled
lovos' — observable also on the relief tondo from
Dumbarton Oaks (cat. no. 137). He seems to
step to the right, toward the Virgin, who is
taller than he. Working in a carefully con-
trolled manner, the sculptor contrasts raised
elements with polished surfaces, the Virgin’s
columnar body with the lively, angular zigzag
of her maphorion. The drama of the lines dates
the work to the late twelfth century, some-
where between the frescoes of Nerezi (1164.)
and those of Kurbinovo (1191).

TFM

1. The transfer of imperial insignia to angels has
been examined recently by Henry Maguire (1995,
pp- 63-71).

2. Lange 1964, pp. 101-2.

LITERATURE: Lange 1964, pp. 101-2; Volbach and
Lafontaine-Dosogne 1968, vol. 3, p. 206; Effenberger
and Severin 1992, pp. 245—47.

13. Fragment of a Mosaic with the
Virgin

Byzantine (Constantinople), gth century

Glass, marble, and plaster; frame: plaster of Paris and
aluminum (modern)

34.4 X 26.4 cm (13%2 X 10% in.); with frame §5.4 %

39 cm (217% X 15% in.)

PROVENANCE: Stoudios Monastery, Constantinople.

Benaki Museum, Athens, Greece (9074)

This fragmentary bust of a female figure can
probably be identified as the Virgin. The
angle of the head, the pose, the position of
the surviving left shoulder —indicating that
the arms very likely were outstretched —and
the figure’s demeanor strongly suggest that
the mosaic was part of a Deesis scene or a
Presentation in the Temple.

The face is composed of small, densely
packed tesserae of alternating pink and white
marble to indicate the flesh, with light green
tesserae added to produce a chiaroscuro eftect;
larger tesserae were used for the Virgin’s
maphorion. Many of the tesserae, although
original to the composition, were reset at a
later date.’ The green-and-gold halo is a
modern addition.

The figure is imbued with gravitas, nobility,
and restrained grief, The delicate, elaborate
modeling of the face and the accentuated shad-
ows on the cheeks are features comparable to
those of the mosaic composition in the drum
above the south entrance to the exonarthex of
Hagia Sophia in Constantinople, which repre-
sents the enthroned Virgin and Child and the
emperors Justinian and Constantine, and dates
from the late tenth century.?

The present fragment is the only one known
to have survived from the group of magnificent
wall mosaics in the Stoudios Monastery,?
among the most renowned monastic foun-
dations in Constantinople. Founded before
454 by a certain Stoudios,* it came to occu-
py a leading place in the ecclesiastical and
spiritual life of Byzantium during and after the
Iconoclastic period (723-843), when its abbots
included such personalities of the time as
Theodore of Stoudios.* The superb mosaics—
now lost— that adorned the monastery were
praised by the late-tenth-century poet John
Geometres and undoubtedly were greatly
admired by visitors to Constantinople.®
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1. My thanks to D. Kotzamani, art restorer, and
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Hadzidaki 1994.

14. Saint Andrew, from
the Communion of the Apostles

Byzantine (Serres), early r2th century
Mosaic of stone and glass tesserac on plaster
176 X 101 cm (69% X 39% in.)

ConbprTtion: The right foot is poorly restored in
plaster; the left leg below the knee is modern mosaic
work; there are additional restorations to the head,
face, and fingers; the hand and himation of the figure
following Andrew are reworked; here and there gold
tesserac are replaced with black tesserac.

PROVENANCE: From the sanctuary of the
Metropolitan Church of the Saints Theodore at
Serres (Macedonia), Greece, burnt in 1913.

Archaeological Museum, Serres, Greece (15)

This vigorous figure is the only surviving
fragment from a large composition of the
Communion of the Apostles from the sanc-
tuary of the Church of the Saints Theodore
in Serres. Bowed in reverence, the saint
strides forward to receive the holy bread in
his outstretched hands. The original, com-
plete mosaic, known from photographs,
included the Twelve Apostles, six on either
side, approaching in procession to receive
the Eucharist from Christ. The Savior was
represented twice behind a great canopied
altar, offering on the left the bread and on
the right the wine. In the gold ground
above the apostles large capital letters pro-
claimed, on the left, “Take, eat;” and on the
right, “Drink ye all of this”

The Communion of the Apostles was
introduced into the decoration of the bema,
or sanctuary, of the Byzantine church in the
cleventh century. The Serres treatment of
the subject is unusual in that it broke the
rhythm of the file of figures by allowing the
apostles to interact. Thus the third figure on
the left, a young man, stood more erect than
the others and gracefully turned back to
look at the older man behind him, our one
surviving apostle. Besides adding a certain
drama to the procession, this interruption in
the action called special attention to the third
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14. Saint Andrew in situ

and fourth figures, who in fact enjoyed a
special importance in Byzantium. The older
apostle is identified by his disheveled white
hair as Andrew, the brother of Peter, while
the younger man with dark, tonsured hair is
the evangelist Luke, strictly speaking not one
of the Twelve Apostles at all. The reason for
his inclusion is his pairing with Andrew in
the famous Church of the Holy Apostles in
Constantinople, where the saints’ relics were
deposited together in 357. Andrew himself,
toward whom Luke gazes with respect, may
carry a political message, for he was regarded
as the founder of the See of Constantinople,
just as Rome claimed his brother Peter as
founder. The theologian Neilos Doxopatres
invoked this tradition in his polemical anti-
Roman treatise on the patriarchates in 1143."

15

In spite of all it has suffered, the mosaic
of Saint Andrew preserves its stylistic identi-
ty and stands as an important witness to the
development of Byzantine monumental
painting at the beginning of the twelfth cen-
tury. The gentle movement and curvilinear
grace of the figure are stylistically akin to the
late-eleventh-century mosaics at Daphni. The
twisting composition of Andrew’s compan-
ion, however, and the more painterly, dynam-
ic facial types are more closely related to the
frescoes of Hagios Chrysostomos on Cyprus,
of 1108.2 The Communion of the Apostles
that was rescued from the destroyed Cathedral
of the Mykhailivs’kyi Zolotoverkhyi Monastery
(Saint Michael of the Golden Domes) in Kiev
(1108) displays the same interaction of the
apostles. The artist’s handling of color — giving

liveliness to the face by the contrast of red
with green and in the draperies setting warm
grays and browns against cool greens and
blues —is especially skillful. Indeed, the entire
work breathes the new life that animated
painting at the beginning of the Komnenian
dynasty; it may be safely assigned to the reign
of Alexios I (1081-1118).
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1. Caruso 1975, pp. 416-32.
2. Mouriki 1980-81, p. 100.

LITERATURE: Perdrizet and Chesnay 1903,
pp. 126ff; D. Rice, Art, 1968, pp. 219—23, 226; Strate
1985-86, pp. 88-104.

EXHIBITION: Athens 1964, no. 141.

FRESCOES FROM THE CHURCH
OF THE DORMITION, EPISKOPI

15. Saint Theodota with Her Sons
Kosmas and Damianos; Saint Nicholas
Flanked by Christ and the Virgin

Byzantine (Episkopi, Eurytania), early rith century
Fresco

140 X 320 cm (ss% in. X 10 ft. 6 in.)
PrROVENANCE: Church of the Dormition,
Episkopi (Eurytania), Greece.

Byzantine Museum, Athens, Greece

These frescoes representing Saint Theodota
with her sons Kosmas and Damianos and
Saint Nicholas flanked by Christ and the
Virgin, along with another representing the
prophet Elijah (cat. no. 16), are the best-
preserved sections of the second layer of wall
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paintings that once decorated the Church of
the Dormition, the episcopal church of the
district of Litza and Agrapha in present-day
Eurytania. Members of the Greek Archaeo-
logical Service removed three successive
painted layers from this church before an
artificial lake was created on the site in 1965.
The division of the figures into two composi-
tional units reflects the saints’ original posi-
tion on the north wall of the nave, flanking
the narrow entrance to the northwest cham-
ber. On the basis of their stylistic similarities
to securely dated monumental cycles, the
frescoes have been attributed to an eleventh-
century painter. Figures from this period are
characterized by a bright color palette, linear
drapery, and expressive faces.

Kosmas and Damianos, healing saints who
offered medical service without pay (anangy-
707), are often depicted with their mother,
Theodota, in Byzantine monumental decora-
tion. In the Episkopi composition Theodota
is placed next to her sons rather than between
them, which is her more usual position. The
inclusion of Kosmas and Damianos within
the decorative program reflects the widespread
belief in the healing efficacy of these saints,
even at the level of the local church. The figure
of Saint Nicholas, dressed in bishop’s vest-
ments and with a receding hairline and closely
cropped beard, follows a well-established
type. Flanking him are half-length figures
of Christ, who extends a Gospel book to the
saint, and of the Virgin, who gives him a
bishop’s stole.

A thirteenth-century painting in the vault
depicting the birth of Nicholas and his repre-
sentation in the conch of the northeast chapel,
in which he makes a gesture of entreaty, sug-
gest a secondary dedication of the church to
this popular saint at a later date. The promi-
nent image of Saint Nicholas in the eleventh-
century fresco layer together with a second,
contemporaneous representation of him on
the southwest pier of the church may indicate
a special devotion to this saint as early as the
eleventh century.
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LiTERATURE: M. Chatzidakis 1966, pp. 28—29,
pls. 20—34; Athens, Byzantine Murals, 1976, pp. 5767,
pls. 5, 6; Brussels 1982, pp. 26—27; Drewer 1991-92,
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16. The Prophet Elijah

Byzantine (Episkopi, Eurytania), early 1rth century
Fresco

203 X 93 cm (797 X 36% in.)

INSCRIBED: Ateither side of the prophet’s head:
[MPO]®HTHC [H]AIAC (The Propher Elijah); in the
scroll, a garbled version of 1 Kings 17:1, 7: ZH K KAI
ZH H ¥YXH MOY OYK ECTIN YETOC EIII THC THC
(As the Lord . . . lives [and as my soul lives] . . . there
is [was] no rain in the land)

ConNDITION: The surface shows some loss through
cracking, as well as a scattering of hack marks; the out-
line of a second figure is visible along the right edge.

PrROVENANCE: Church of the Dormition,
Episkopi (Eurytania), Greece.

Byzantine Museum, Athens, Greece

The Church of the Dormition in Episkopi
was decorated three times in its long history,
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as indicated by the presence of three layers of
fresco painting (see cat. no. 15). The prophet
Elijah appears in the second layer, on the north
side of the sanctuary. In Byzantine church
decoration single figures of saints form the
lowest register, at the eye level of the viewer.
Elijah’s place in the sanctuary makes him a
witness to the Eucharist, the fulfillment of
the miraculous food that the prophet received
when ravens fed him in the desert (1 Kings
17:1~7). Against broad horizontal bands of
blue, red, and green, the prophet assumes a
strong frontal pose, his wide-eyed stare
conveying the intensity of his spiritual con-
viction. He wears a purple cloak with a rough
lining of camel’s hair, appropriate to his role
as a precursor of John the Baptist (Matt.
11:14), another desert ascetic.



Both the strong linear style and the abstract
handling of the drapery link this painting to
frescoes in the Church of the Panagia ton
Chalkeon in Thessalonike, dated 1028," and
in the early-eleventh-century crypt of Hosios
Loukas. The quality of the work may be
attributed to high patronage, as the Church
of the Dormition was the seat of a bishop.

TFM

1. Mouriki 1980-81, p. 87.
LiTERATURE: Orlandos 1961, pp. 6-19.

EXHIBITION: Athens 1976.

17. Saints Orestes and Eugenios

Byzantine (Episkopi, Eurytania), early 13th century
Fresco
264 X 242 cm (104 X 95% in.)

INSCRIBED: At either side of each saint: O AT
OPECTHC (Saint Orestes); O ATTOC EYTE (Saint
Eugenios)

CoNDITION: There are minor losses over the
entire surface; the roundel of Saint Eugenios is miss-
ing the lower-right quadrant and the left side of the
saint’s face.

PrROVENANCE: Church of the Dormition,
Episkopi (Eurytania), Greece.

Byzantine Museum, Athens, Greece

Following the Crusader invasion of 1204,
the Byzantine Empire was reduced to sever-
al contending states, and the Church of the
Dormition in Episkopi in western Greece
found itself in the despotate of Epiros. Early
in the thirteenth century the church was com-
pletely redecorated with scenes from the life
of Christ in the vaults and single frontal saints
on the walls. A file of militant defenders of
Orthodoxy surrounded the faithful in the
nave, some full-length and some half-length
in roundels that fit above arches. According
to the menologion of Symeon Metaphrastes,
a tenth-century collection of lives of the
saints, Orestes and Eugenios, comrades in

the Roman army during the persecution of
Diocletian, were martyred when their com-
mander, Lysias, discovered their Christian
allegiance. In the church Orestes is shown
standing belligerently at attention, his shield
tucked under his arm. The artist was espe-
cially interested in showing the soldier’s tra-
ditional elegant uniform, consisting of white
boots, lozenge-patterned hose, a short tunic, a
shirt of mail, and a great red cloak, or chlamys.
His companion, Eugenios, holds a cross as a
sign of his triumph through martyrdom.
The scarcity of surviving frescoes from the
turbulent years of the first half of the thirteenth
century lends a special importance to this
fragment. The monumental proportions of
the bodies and the modeling of Orestes’ face
with dashes of white highlights presage devel-
opments in Late Byzantine painting, TFM

LITERATURE: Orlandos 1961, pp. 6-19.

ExHIBITION: Athens, Byzantine Murals, 1976.




18. Fresco Fragments with the Heads
of Two Saints

A. Saint John the Baptist

Byzantine (Mount Papikion, Rhodope), 11th—
12th century

Fresco

16 X 17 cm (6% X 6% in.)

B. Saint Mark

Byzantine (Mount Papikion, Rhodope), rrth—
r2th century

Fresco

22 X 34 cm (8% X 13% in.)

PROVENANCE: Monastic structure on Mount
Papikion.

Archaeological Museum, Komotini, Greece
(Excavation no. RL 1/91)

These two fragments of wall paintings came
to light during the excavation of a group of
monastic buildings on Mount Papikion, on
the south side of the Rhodope massif, which
was an important center of monasticism in
the Byzantine period.

Fragment A, found wedged into a retaining
wall on the south side of the katholikon, was
part of the first phase of eleventh-century
paintings to ornament the walls of the church;
it shows the head of a saint slightly inclined
to the left. The individual facial features
(eyes, nose, forehead, and cheekbones) are
clearly indicated, with sparing use of color
and sharp outlines. The saint has been iden-
tified as John the Baptist on the basis of the
Deesis scene of the type that includes Christ,
the Virgin, and John the Baptist— an iden-
tification supported by the fact that two more
fragments, showing the head of Christ and

.
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that of the Virgin, were discovered wedged
into the same wall.

In fragment B the face of a saint and part
of his halo are preserved, and the hair and
beard are rendered in brushstrokes of black
and gray. The mobility of the face, combined
with the piercing gaze, hooked nose, and
dark shading, gives the figure —who has
been identified as Saint Mark— a stern and
imposing presence. Found in a layer of
debris from the collapse of the dome of the
katholikon, together with fragments of paint-
ings of the faces of Saint John the Theologian
and Saint Matthew —which would have dec-
orated the pendentives — it dates from the sec-
ond phase of the katholikon (twelfth century).

Stylistically, the wall paintings from which
these two fragments came exhibit the classi-
cism characteristic of the Komnenian period:
the early part of the period in the case of a,
and the middle in the case of B. These frag-
ments, both superbly painted, exemplify the

style of Constantinople. N7

LITERATURE: Zckos 1995.

19. Fresco with Saints Cerycos,
George, and Notarios

Byzantine (Potamos, Kithira), late 12th-mid-13th century
Fresco
270 X 177 cm (8 ft. 10% in. X 69% in.)

PrOVENANGE: Church of Saint John the Baptist,
Potamos, Kithira, Greece.

Collection of Byzantine and Post-Byzantine Art,
Kithira, Greece (4342)
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This wall painting is from the Byzantine
Church of Saint John the Baptist in the village
of Potamos, Kithira. The single-aisle vaulted
structure stands on the ruins of an Early
Christian building, fragments of whose mosaic
floor, which dates to the first half of the sixth
century, are still in situ. When, recently, the
church appeared in danger of collapsing, it was
decided to remove the frescoes, along with the
other mid-thirteenth-century wall paintings.

To judge from the surviving scenes, which
are seriously damaged, the iconographic
program extended across the church in two
registers: below were paintings of the Church
Fathers, holy martyrs, the Virgin, and Christ
Antiphonetes (the One Who Responds), all
depicted frontally and full length, and above
were the Ascension and a cycle of the Life of
Saint John the Baptist.

The present composition, which was
detached from the north wall of the sanctu-
ary, is a large work showing Saints Cerycos,
George, and Notarios full length, as well as
part of an Ascension scene, of which only
the lower regions of the tunics and the feet
of seven figures — the apostles and possibly
the Virgin — have survived. Of particular
interest in the lower register of the painting
is a miniature image of the enthroned
Christ, his halo held by two angels, which
may have been a preliminary drawing for
the central section of the Ascension.

The figures of the three saints — severe,
vigorous, and expressive — are accentuated
by their placement against a background
that is deep blue above and light green
below. The intensity of their facial expres-
sions (further heightened by their large,






wide-open eyes), the rich ornamentation of
their garments, and the vivid colors are all
characteristics of twelfth-century painting
that survived into the thirteenth century.

Comparison with paintings in other mon-
uments on the island of Kithira, such as the
Church of Saints Kosmas and Damianos in
Frilingianika, the Church of Saint Polycarp
in Finikies, and the Church of Saint Demetrios
in Kambianika, allows us to date the present
work to the middle of the thirteenth century.
With some slight deviations it reflects the
spirit of what has been called the expressive
style, which prevailed in Byzantine art during
the Middle Byzantine period and continued,
in the case of provincial monuments, until
the fall of Constantinople.

The fresco is a characteristic example of
the conservative type of large-scale painting
common on the small island of Kithira, where,
despite its geographical isolation, many fine
frescoes were to be found, especially in the
thirteenth century. These paintings are
notable for their stylistic range as well as
for their perpetuation of earlier models,
features shared by many monuments of the
period throughout the Greek world.

EGT
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LITERATURE: Vokotopoulos 1970, p. 170; Gini-
Tsofopoulou 1988; Gini-Tsofopoulou 1991; Katsioti
1991, PP. 11524,

20. Two Fresco Fragments

A. Angel

Byzantine, 12th?—early 14th century
Fresco
61 X 44 cm (24 X 17% in.)

B. Saint John of Damascus
Byzantine, 12th?—early 14th century
Fresco

65 X 50 cm (25% X 19% in.)

Private collection, Geneva, Switzerland

These two figures have been separated from
their original context, but the mannered gen-
tleness of their expression suggests that they
were painted at the height of the Palaiologan
period (1261-1453), and their iconography
indicates that they were initially part of a
Dormition of the Virgin. Bowed in reverence,
the angel is a figure of high refinement. His
hands, extended in prayer, are delicate; his
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arms have a rubbery quality— shoulderless and
muscleless —and his face is tranquil, almost
bland. The full, boneless chin and fragile
aquiline nose are similar to those of angels
in the famous frescoes of the Church of
Christ in Chora (1316—21) in Constantinople,
where the halos, like those seen here, are
outlined in white.” Similarly the pose of the
older saint, with his head turned three-quarters
to the left to show a concave profile, is typi-
cal of the Chora style.?

Angels play many roles in Byzantine art,
and the iconography of the angel shown
here is generalized; the iconography of his
companion is, by contrast, quite specific.
The elderly monk is dressed in a dark brown
mantle called a schema, and he wears a tur-
ban. Together, these characteristics identify
him as Saint John of Damascus (ca. 675—
ca. 753/54), a monk and theologian who lived
under Arab rule at the Great Lavra of Saint
Sabas in Judea. He is represented twice at
the Chora similarly clad, though the colors
are different.? Prominent in Byzantium as a
defender of the veneration of icons, Saint John
was also familiar as the author of numerous
hymns to the Virgin and of the story of her
death and assumption into heaven. This most



likely was his role in the present fresco, where
he may have joined the company of mourn-
ers at the Virgin’s funeral. The angel would
have appeared above, attending Christ as he
carried aloft the soul of his mother. These
figures represent the continuing popularity
of the Middle Byzantine theme of the
Koimesis in later Byzantine art.

TEM

1. Underwood 1966, vol. 3, pp. 374, 423—24.
2. See, for example, the apostles, in ibid., pp. 376-83.

3. Ibid., pp. 427, 54s.

Unpublished.

21. Processional Cross and Four
Cross Bases

A. Processional Cross with Architectural

Base

Byzantine (Constantinople? or Asia Minor),
1rth-12th century

Bronze, cast, filed, reamed, and scraped, with
turquoise glass beads

44.5 X 12.5 cm (17% X 474 in.), staft end

DIAM.: interior 3.5 cm (1% In.), exterior 4.2 cm (1% in.)

ConpITioN: The variegated patina of the surfaces
is the result of long burial; losses include the trilobed
extension from the lower side of the dexter arm, five
turquoise glass beads from the remaining trilobed
extensions, and five medallions from the face of the
cross; the double-notched borders following the con-
tours of the face of the cross and the double-notched
thin cross at the center of the back are partially cor-
roded and filled with burial materials.

PROVENANCE: Possibly Asia Minor.

Private collection, New York, N.Y.

B. Architectural Base for a Processional

Cross

Byzantine (Constantinople? or Asia Minor),
11th-12th century

Bronze, cast, filed, reamed, and scraped

H. 26.5 cm (10% in.)

ConbpiITioN: The corrosion and dark patinas
probably are the result of long burial; incised lines
and circles are also corroded.

PROVENANCE: Acquired in Smyrna (Izmir) in
1909.

Staatliche Museen zu Berlin, Museum fiir Spitantike
und Byzantinische Kunst, Berlin, Germany (6358)

C. Fragment of an Architectural Base for a
Processional Cross

Byzantine (Constantinople? or Asia Minor),
th-12th century

Copper alloy, cast, filed, reamed, and scraped

12.6 X §X§.2cm (§X2X2in.)

ConDpITION: The corrosion, variegated patina, and
encrustation probably are the result of long burial.

The Metropolitan Museum of Art, New York, N. Y.
Purchase, Mrs. Charles F. Griffith Gift, 1962 (62.10.8)

D. Fragment of an Architectural Base for a

Processional Cross

Byzantine (Constantinople? or Asia Minor),
rth-r2th century

Copper alloy, cast, filed, reamed, and scraped

11.4 X 4.2 X 4 cm (4% X 1% X 1% In.), DIAM., round
opening at base: 2 cm (% in.)

ConDpITION: The corrosion, variegated patina, and
encrustation probably are the result of long burial.

The Metropolitan Museum of Art, New York, N.Y.
Fletcher Fund, 1962 (62.10.9)

E. Architectural Base for a Processional

Cross

Byzantine (Constantinople? or Asia Minor),
1rth-12th century

Copper alloy: leaded medium-tin bronze with a
significant trace of zinc

28 X 51X s.Icm (11X 2 X 21n.), DIAM., staff end: inte-
rior 3.5 cm (1% in.), exterior 4.2 cm (1% in.)

CoNDpITION: The corrosion, patinas, and encrus-
tation probably are the result of long burial; pendula
are missing from suspension loops below the four
corners of the rectangular structure.

The Metropolitan Museum of Art, New York, N.Y.
Purchase, Max Falk, Alastair B. Martin, Stephen
Scher, and William Kelly Simpson Gifts, in honor of
William D. Wixom, 1993 (1993.165)

The distinctive decoration of the Latin cross
(A) includes the small, flat, and centered
lozenge extensions of the upper three arms,
the trilobed and beaded clusters on all four
arms, vestiges of five medallions on the front,
and double-notched lines enhancing both the
front and the back. The base takes the form
of a cross-domed Byzantine church with a
high drum and central dome, which in turn
provides support for the cross. Four key-
hole windows open into the drum, and
paired keyhole and circular openings inter-
rupt the end walls of the gabled transepts. The
three-stage structure below is supported by
a combination of corner supports and arches,
columns with capitals and bases, and a railing
of successive keyhole openings. A tapered
cylinder, flanged at the top and bottom, abuts
the circular opening in the floor of the lowest
stage. The missing staff, possibly of wood,
would have fitted into this cylinder.

A variation of this example is the base (B),
which displays a rounded apse and additional
windows of a less insistent keyhole type in
the high drum over the crossing. A horizontal
fillet with incised diagonals and a squarish and
flanged receptacle were the means of support
for the missing cross. Windows were cast into
the side walls of the transepts; the end walls
have larger openings surmounted by closed
gables with incised decorations (a cross on

one). The “church” is held up by flat Latin
crosses centered below the end wall of each
transept. Small globes resting on convex par-
tial arches provide the springing points of the
entire structure above the faceted and flanged
cylinder or staff fitting. The Metropolitan
Museum’s two fragmentary bases (C and D)
offer additional variations in the vocabulary of
miniaturized, three-dimensional central-plan
churches with rounded apses that formed the
supports for processional crosses.

The last example (E) shares with A through
D the keyhole openings, centralized plan
and drum, and tapered and flanged cylinder
for the staft but has elongated segments; in
addition, the new elements of openness and
a sense of height are introduced. The arches
of the openings, horseshoe shaped in profile,
flank high central arches which, as they are
contiguous with the arches of the transept
roofs, imply barrel vaults. The whole is a
sophisticated reference to the interior of the
Middle Byzantine church turned inside out
(see illus. on p. 20).

The exhibited works reveal a common
method of production by casting and finishing
that is also the case with related objects in
Baden-Wiirttemberg,? Berlin,? Boston,*
Cologne,’ Toronto,® and Washington, D.C.”
The cagelike effect of E is loosely analogous
to that of examples in Berlin,® Hamburg,®
and Saint Petersburg.’ The clustered tri-
lobed extensions of A are also found on
crosses in Cologne'" and in the collection of
Mrs. Hayford Pierce.” While the latter was
a Greek-type church finial cross, all published
processional crosses are of the Latin type. The
bronze crosses and their bases may have been
produced in bronze foundries quite different
from the workshops responsible for silver
processional crosses because of the dissimilari-
ties in techniques as well as in material (see,
for example, cat. nos. 23-27).5

Other than the two examples in Berlin
reported to have been acquired in 1898 from
Constantinople™ and in 1909 from Smyrna
(present-day Izmir) in Asia Minor (B), there
are no clearly reliable clues as to provenance.
The high artistry in bronze work in the capital,
documented by the series of monumental
doors commissioned from the 1060s into
the first half of the twelfth century for
churches on the Italian peninsula, suggests
Constantinople as a possible origin of the
smaller works. However, the evidence is
limited to the flat-relief Latin crosses on the
doors at Amalfi and Monte Cassino, the
proportions and lobed extensions of which
are only loosely related.” More compelling
comparisons for the configuration of the cross
(A) may be seen in eleventh- to thirteenth-
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century stone cemetery reliefs in Armenia.’

The centralized-cross plan of the church on
the base of cross A and of the related bases
(B-D), with their single domes, although
they have numerous parallels in actual build-
ings located across a widespread area of the
Middle Byzantine Empire, also defies any
attempt at precise localization.

While probably not connected with imper-
ial or major military usage, processional crosses
in base metal undoubtedly served at least one
other important purpose —the celebration of
the /ite, a liturgical and supplicatory proces-
sion of the clergy and laity to a particular
church or location at a time of need or of
natural or man-made disaster (or of their
commemoration)."”” In monastic contexts,
processional crosses often were related to ser-
vices for the dead.”® Presumably, bronze pro-
cessional crosses could also share some other
functions with those examples in precious
metals (see cat. nos. 23—27): the first entrance
of the liturgy™ and the matins service of the
cathedral rites.? Like the Aachen artophorion
(cat. no. 300),%" with its central-plan struc-
ture and single dome surmounted by a cross,
the centralized plan of the architectural bases
of processional crosses also may refer both to
the Holy Sepulchre and to “Sion.” the City of
God or the Heavenly Jerusalem.>*

It is possible that the Middle Byzantine
processional crosses with related structures as
part of their bases may represent more than a
parallel development for some of the archi-
tectural bases of altar crosses dating from the
twelfth century in the Latin West.??
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. Compare this with the interior of Hosios
Loukas; Krautheimer 1963, fig. 154.

2. Jabrbuch der Staatlichen Kunstsammlungen in

Baden-Wiivttembery 32 (1995), pp. 135-36, fig. 4.

3. Staatliche Museen zu Berlin—Preussischer
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a processional cross with trilobed extensions, is in
Athens: see Athens 1985, pp. 152—53, no. 640,
illus. (described as “after 1200%).

. See Washington, D.C., 1994, p. 63.

. See note 8, above.

. Bloch 1981, vol. 3, pp. 117475, figs. 58, 59,
PP 1224-25, figs. 126, 127.

. Brentjes 1974, figs. 50, 68—71.

. Washington, D.C., 1994, pp. 8-37.

. Ibid,, pp. 14-24.

. Ibid,, p. 2s.

. Ibid.
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A. Grabar 1957, pp. 283-84, 2903-94; Saunders
1982, p. 216.

This may be a kind of parallel to the mosaic and
painted Pantokrator images on the interiors of the
domes of Middle Byzantine churches and their
successors, such as the monastic churches at
Daphni, Hosios Loukas, and Chios in Greece; the
monastic churches at Lysi, Langoudera, and Tri-
komo on Cyprus; Santa Maria del’Ammiraglio
(the Martorana) and the Cappella Palatina,
Palermo; and the central dome of San Marco,
Venice.
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23. See Springer 1981, nos. 19, 27, 28, figs. K 161-63,
K 222-36, K 244—51; Cologne 1985, vol. 1,
nos. B-111, B-112.

LITERATURE: Wulff 1911, pp. 92-93, no. 1982,
pl. xv (B); Volbach 1930, pp. 166-67, no. 6358, illus.
(B); Springer 1981, pp. 23, 147, fig. A-27 (A); Frazer
1985—-86, P. 33, NO. 34, illus. on right (c); Annual
Report 1992-93, p. 32, illus. (E).

ExHiBITIONS: Hannover 1983 (B); Berlin 1992,
no. 137 (B).
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22. Processional Cross

Byzantine (Constantinople?), 1oth century
Bronze and nicllo

75 X 44 cm (29% X 17% in.)

INSCRrRIBED: On the back, +0 ATHOC METPC +
HOAHOY+ (Saint Peter of Elias?)

CoNDITION: There are signs of oxidation on the
lateral and upper vertical arms; the broken upper arm
is restored by two small metal shafts; there are extensive
cracks in the central medallion; an iron rod is attached
as a reinforcement on the back of the lower arm.

Kanellopoulos Museum, Athens, Greece (x. 863)

This elegantly shaped cross is fashioned from
a thin piece of bronze decorated on both
sides with engraved ornamentation. Each of
the flaring arms ends in two circular finials,
and there are holes along the lower edge of
the horizontal arm that were used to suspend
pendants, now lost. The wedge at the bottom
of the vertical arm was employed to secure
the cross to a base. The geometric, compass-
drawn ornamentation includes rosettes
enclosed in circles at the ends of the arms on
both front and back; rosettes also embellish
the front faces of the circular finials. The front
1s further engraved on the upper vertical arm
with an inscription and on the lower vertical
arm with a stylized palmette issuing from a
rosette. The central medallion on the front
contains a Greek cross outlined on a niello
background. Four small rosettes, identical to
those on the circular finials, radiate from the
medallion along each arm.

The Kanellopoulos cross bears a close
similarity to another bronze cross, now in
the British Museum. Common characteristics
of the two pieces include the slim elegance of
form, the geometric rosette decoration of
the arms, and the dedicatory inscription on
the front upper arm. The inscription here,
to Saint Peter of Elias, may refer to the
church (dedicated to the apostle Peter) to
which this object originally belonged."

Symbolizing the victory of Christ over
death, this processional cross functioned pri-
marily as one of the leading standards in a vari-
ety of religious pageants. When not in use, the
cross stood behind the altar of the church,
placed in a base comparable to examples in the
current exhibition (cat. nos. 21A-E).

DK

1. The inscription on the British Museum cross — 22
“The Standard [Cross] of Saint Anastasia”— supports
an analogous interpretation for the inscription on the
Kanellopoulos cross; see London, Byzantium,
1994, p. 160.

EXHIBITIONS: Athens 1964, no. ss2; Brussels 1982,
no. 16.
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23.

Front

23. Processional Cross

Byzantine (Adrianople), late 1oth century
Silver, silver gilt, and niello
§8.4 X 46.5 cm (23 X 18% in.)

INSCRIBED: On the front of the handle, KE
BOH®I TON AOAON COY CICINION AMHN (Lord,
help your servant Sisinnios. Amen); on the back,
lower arm, YITIPE AGECEOC AMAPTION TOY
AOYAOQY TOY ©Y CICINIOY KE IWANOY
MPECBYTEPOY AM (For the remission of sins of
the servants of God Sisinnios and John Presbyter.
Amen); figures are identified by uncial inscriptions.

Conbp1TION: There is some fading of the gilding
and niello; the front lateral finials are damaged; there
are traces of restoration, probably from the cighteenth
century, in the front central medallion and two finials
of the upper arm, which have been replaced.

PrOVENANGE: The cross belonged to the Greek
community of Adrianople and was brought to
Greece after the Conference of Lausanne, 1922—23.

Benaki Museum, Athens, Greece (T.A. 146)

The cross is made of thin silver sheets fitted
around an iron core." Each of the flaring arms
ends in two circular finials, where the iron
core is sealed by molten lead. On both the
front and the back, five medallions occupy
the intersection and the ends of the crossarms.
Each central medallion consists of a separate
attached disk that conceals the joins of the

23. Back



four individual silver sheets (the front medal-
lion is now lost). The pairs of circular finials at
the ends of the arms are decorated on the front
with small busts and on the back with rosettes.

On the front, the images in the four large
medallions of the crossarms form a Deesis
composition. Christ and the Virgin Orans at
the head and the foot of the cross, respectively,
are flanked by the archangels Michael and
Gabriel on the lateral arms. On the finial medal-
lions, frontal busts of Church Fathers (John
Chrysostom, Basil the Great, and Nicholas),
doctor saints (Kosmas and Damianos), and
military saints (Sisinnios® and Prokopios)
complete the program. The arms of a smaller,
gilded cross outlined in niello issue from the
missing central medallion. They end in a fleur-
de-lis pattern flanked by two roundels.

The Deesis composition was a common
Byzantine iconographic theme represented
on processional crosses and other liturgical
objects. Several crosses in the exhibition dis-
play the Deesis on the front, among them
the processional crosses of The Metropolitan
Museum of Art, the Musée de Cluny, and the
Cleveland Museum of Art (cat. nos. 24-26).
While the figure of Christ is usually placed
in the central medallion of processional crosses
and is flanked by the Virgin and Saint John
the Baptist (see cat. nos. 24—27), here Christ
and the Virgin flank the lost central medallion,
and the image of Saint John the Baptist is
moved to the center on the back. This sug-
gests that the central medallion on the front
may have originally contained an important
relic or jewel.?

Five medallions decorate the back of the
cross. Saint John the Baptist in the central
medallion is flanked by Saints Constantine
and Helena on the vertical axis and by the
military saints George and Theodore Teron
on the horizontal. A floral cross issues from
the central medallion, its arms ending in
classicizing anthemia. The finial medallions
are embellished with rosettes.

The exceptionally prominent position of
the bust of Saint John the Baptist at the cen-
ter of the back suggests that this cross may
have been made for a church dedicated to the
saint. The unusual emphasis on the baptismal
attribute in the inscription flanking the saint,
which identifies him as the Baptist rather than
the precursor of Christ— this saint’s more
usual epithet— points to yet another possibili-
ty: the use of such crosses in the liturgical cer-
emonies of the Epiphany (January 6). During
the blessing of the waters on that day, the cross
becomes the principal focus of the ceremony
as it is thrown into the water and retrieved by
one of the faithful or dipped in the water to
sanctify it. The depiction of Saint Thalelaios,

associated with the liturgical ceremonies of
the blessing of the waters, supports this view.
His representation in the central medallion on
the back of the Metropolitan Museum cross
(cat. no. 25) further illustrates this connection.

The Benaki cross, like other processional
crosses, probably fulfilled a variety of functions
during the Middle Byzantine period, all
derived from the significance of the Cross as
the symbol of Christ’s triumph over death.
Thought to bring victory to the emperors’
expeditions, such crosses were carried into
battle; considered objects of supplication,
they were the focal points in public and mon-
astic processions; believed to have healing and
blessing powers, they were used for ritual
blessings.*

DK

1. For restorations and replacements, see L. Bouras
1979, p. 21

2. The depiction of Saint Sisinnios may be tied to
the donor of the cross. Representations of this
saint were originally employed to decorate
amulets.

. L. Bouras 1979, p. 22.

4. Washington, D.C., 1994, pp. 23, 47-49.
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LITERATURE: L. Bouras 1979; Athens 1994, no. 87;
Washington, D.C., 1994, pp. 23, 47—49.

EXHIBITION: Athens 1994, no. 87.

24, Fragment of a Processional Cross

Byzantine, mid-11th century
Silver, silver gilt, and niello
29.5 X 45.1 cm (1% X 17% in.)

INscRrRIBED: Front, on the medallions, IC XC
(Jesus Christ), MHP @Y (Mother of God), 0 A 10

O ITIPAM (John the Precursor), O APX MIX (The
Archangel Michael). Back, on the medallion, 0 OCIO
CABAC (Saint Sabas); on the upper arm, O OCIOC
ANTONIO (Anthony the Great), 0 OCIOC
EY®YMIO (Euthymios the Great); on the left arm,
0 OC EPPAIM O CYP (Ephraim the Syrian), 0O OCIOS
IAAPION (Ilarion); on the right arm, 0 OC
ANACTACIO O TOY CINA (Anastasios of Sinai), O
OCI®W O THC KAIMAKO (John Klimax); two saints
hold scrolls with texts: Ephraim the Syrian, 0CO1
TA TOY KOCMOY MATAIA ®YTEIN EEHA (Those
who [go out] to fiee the vain things of the world),
and John Klimax, MIMHC®0 O TO EAYTOY
®OPTION (Let him be imitated who [bears] his
own burden).” The lost lower arm carried this inscrip-
tion: + KAAAIEPTH® O TIMIOC CTPOC OYTOC
EIIONOMATI TOY OCIOY ITPC HM®WN CABA YIIO
NIKOAAOY MONAXOY KAI IIPE TOY KAI KTITOPO
MONHC THC TFAACTINH[?}(This precious cross was
beautifully worked in the name of our blessed father
Sabas by Nicholas the monk and presbyter and
founder of the Monastery of Glastine[?])*
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CoNDITION: The lower arm, now lost, contained
two niello images of monastic saints, Arsenios the
Great and Abramios, and an extended dedicatory
inscription.

The Cleveland Museum of Art, Cleveland, Ohio.
Purchase Leonard C. Hanna, Jr., Bequest (70.36)

The Cleveland cross is the finest of five sur-
viving processional crosses with medallions
on the front and niello decoration on the
back (see cat. nos. 26 and 27 for others of
the group).3 The silver sheaths forming the
Latin cross are held together around the iron
core by elegant faceted finials, as on the oth-
ers with surviving terminals. The shimmer-
ing silver surface of the front, with its finely
wrought and gilded repoussé patterns, is
subtly highlighted with niello. An elaborate
rinceau pattern extends in a cross shape from
the central medallion of Christ Pantokrator.
At the ends of the crossarms, medallions of
the Virgin and John the Precursor complete
a Deesis composition. This image, standard
on many Byzantine processional crosses, stresses
the role of the Cross as intercessor for human-
ity.* Above is a bust of the archangel Michael.
On the back, pairs of saints are worked in niel-
lo, creating a compelling pattern of silver and
black. A repoussé portrait medallion of Saint
Sabas (439—s32) is at the center of a rinceau
cross worked in niello on a stippled ground.

As on the other crosses in this group, the
decoration on the front has a general suppli-
catory theme, while the focus of the nielloed
back is specifically dedicatory. The lost inscrip-
tion makes clear that the cross was dedicated
to Sabas, who was revered for defending
Orthodoxy after the Council of Chalcedon
(4s1) and for founding the Great Lavra near
Jerusalem. In the Middle Byzantine period,
long after the Arab conquest, that monastery
remained one of the major Orthodox centers
in the Holy Land, still producing manu-
scripts in the eleventh and twelfth centuries.’
Surrounding Sabas on the cross back are other
Eastern monastic saints strongly associated
with acts of conversion and the defense of
Orthodoxy in Syria, the Holy Land, Egypt,
and Sinai.® The two on the right arm —
Anastasios of Sinai and John Klimax (see
also cat. no. 247) —are from the other great
Orthodox center to survive in the Middle
Byzantine centuries in the region of Jerusalem,
the Monastery of Saint Catherine on Mount
Sinai.

The site of the workshop that produced
this cross and the monastery to which it was
dedicated remain unknown. The dedication
of a cross by a religious figure is not unusual
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(see cat. nos. 24, 26). While it has been sug-
gested that the crosses in this group are from
Eskigehir in Turkey, in the heart of the empire,
the attribution has not been substantiated.
Because the monastic saints depicted on the
cross were noted for their efforts to convert
and to defend Orthodoxy, it is tempting to
conclude that the cross was dedicated to a
monastery or church in conflict with a heret-
ical sect or another religion prevalent in its
region. Connecting the work to an Orthodox
monastery in Jerusalem or the immediate
area appears most appealing but cannot yet be
confirmed. The images of the Eastern saints
do not always follow the portrait types stan-
dard in the eleventh century, yet the portrait of
Christ is similar to those on coins of the era
from Constantine VIII (r. 1025—28) through
Constantine X Doukas (t. 1059—67).” Thus the
workshop must have been in limited or selec-
tive contact with contemporary Byzantine
traditions. While John Cotsonis has connected
the solid figure style of Christ to the reliquary
of Saint Demetrios in the Kremlin, datable to
10§9—67 (cat. no. 36), a somewhat earlier date
in the century, suggested both by Cotsonis
and by William Wixom, would appear to be
correct.® Of the processional crosses with a
rinceau cross around the central medallion,
only the early ones, this Cleveland cross and
the Metropolitan Museum cross (cat. no. 2s),
have hand-worked patterns with highly
individualized leaf forms.
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25. Processional Cross

Byzantine, first half of 11th century
Silver and silver gilt
60 X 45 cm (23% X 17% in.)

INSCRIBED: On the front medallions, IC XC

(Jesus Christ), MP ©Y (Mother of God), O A I O TIP
(John the Precursor), MIXAIA (Michael), TABPIA
(Gabriel); on the back medallions, 0 A ®AAEAEOC
(Saint Thalelaios), 0 A NIKOAAOC (Saint Nicholas),
0 A 10 0 XPOC(Saint John Chrysostom), OPIA
(Uriel), PA®IA (Raphael); on the foot, AEHCIC
AEWNT®C EITHCKOIION (supplication of Leo,
bishop)

CoNDITION: The sheaths and medallions are re-
assembled; portions of the original iron core survive;
the hemispherical finials are severely damaged, five
having only the lower hemisphere, and one is lost.

The Metropolitan Museum of Art, New York, N.Y.
Rogers Fund, 1993 (1993.163)

25. Back
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Processional crosses were widely used in
the Middle Byzantine era in imperial cere-
monies, military campaigns, and liturgical pro-
cessions (/itai), including those of the True
Cross, and as votive gifts.' The Metropolitan
Museum’s cross is unique among the elaborate-
ly decorated silver and silver-gilt processional
crosses that survive in being decorated on both
sides with finely wrought silver-gilt medallions.
The repoussé figures on each of the ten medal-
lions were filled with gypsum and their backs
capped with soldered-on disks of iron to
provide additional support. The eight silver
sheaths that form the arms of the cross were
then attached to the thin iron core with tin-
lead solder. On both sides a separately mod-
eled medallion at the center of the cross was

laid over the ends of the sheaths.?






The central medallion on the front of the
cross shows a bust of Christ with strong,
chiseled features; beyond the medallion extends
a rinceau cross in repoussé, composed of
hand-worked, freely drawn leaf patterns. In a
standard Deesis composition Christ is flanked
by the Virgin and John the Precursor (John
the Baptist), who turn toward the center and
raise their hands in supplication from the ends
of the crossarms. The archangel Michael,
above, wears an imperial loros. The archangel
Gabriel, below, wears an embroidered loros.
An elegantly wrought acanthus leaf decorates
the base of the cross. On the shimmering
silver ground of the back, the central image
1s of the now nearly forgotten Saint Thalelaios.
A late-third-century martyr, this physician
saint carries the symbols of his profession,
an elegant lancet and a surgical tool case.?
Flanking him are two saints widely revered
in the Middle Byzantine period, Nicholas
and John Chrysostom. Above is the archangel
Uriel'in imperial Joros, and at the base the
archangel Raphael in simpler dress. On the
foot an inscription identifies the cross as
the gift of a Bishop Leo. A number of crosses
are known with dedications to Leo in some
variation of the name, but none can be identi-
fied with this cross. The most closely con-
nected cross has hemispherical finials similar
to those seen here and is enclosed in a larger
silver cross of the tenth or early eleventh
century that was donated by an as yet unidenti-
fied Leon, a military figure in command of
all the Byzantine forces in the eastern part
of the empire.*

Related to the present cross is a group of
five crosses all similarly decorated with silver-
gilt medallions and ribbon-and-bead borders
on the front, but with niello decoration on
the back; they have been dated from the
eleventh through the thirteenth century
(cat. nos. 23, 24, 26, 27). They differ from the
Metropolitan Museum cross not only in the
use of niello but also in bearing elegant,
faceted finials (cat. no. 27 has lost its finials).
It is tempting to regard each finial pattern as
the product of a specific workshop, but so far
no evidence for this connection has been
established. The freely worked leaf designs
on the Metropolitan Museum cross are most
closely related to leaf patterns of the late tenth
to the early eleventh century, such as those on
the icon of Saint Michael in the Treasury of San
Marco in Venice and the icon of Saint Symeon
the Stylite in Georgia (cat. no. 233). Medallions
placed on both sides of a cross are known as
early as the tenth century (see cat. no. 23).
Taken together, the arrangement of the medal-
lions on the Metropolitan Museum cross,
the finely sculpted faces, and the leaf patterns

in the rinceau and on the foot, along with
the finials, suggest an early- to mid-eleventh-
century date for the work.

Neither the style nor the figures on the
present cross offer any hint as to the location
of the workshop in which it was made. It is
thought that processional crosses like this one
were dedicated to the saint whose image
appears in the center on the back and to sites
connected with him. Thalelaios, who occupies
that position on this cross, was a healing saint
widely known in the Middle Byzantine world,
his name being among those used in the litur-
gy for the purification of water.® He was mar-
tyred near the Mediterranean coast, at Aegae
(in modern Turkey), in 284. While his relics
were ultimately transferred to Constantinople,
there were other sites dedicated to him,
including a martyrium in Jerusalem that the
historian Prokopios of Caesarea noted in the
sixth century.” The inscription suggests that
the Metropolitan Museum cross was meant
as a votive gift, or supplication. The Deesis
on the front emphasizes the intercessory
intent of the gift of the cross. The image of a
physician saint may have been intended to
associate the present cross with healing, a
connection implied by passages in a homily
attributed to John Chrysostom: “Hail O
Cross, power for those who are ill”; “Hail O
Cross, the purification of sickness”® Thus it
is possible that the cross dedicated to Saint
Thalelaios was an offering related to an ill-
ness rather than to a specific site associated
with the saint. Certainly churches contained
crosses for many uses, as confirmed by the
records of the monastery founded near Edessa
(in present-day Syria) by Eustathios Boilas,
an eleventh-century dignitary.®

HCE

1. Washington, D.C., 1994, pp. 8-32.

2. Dandridge, “Gilding in Byzantium” (forthcoming).

3. Conybeare 1896, pp. 239-s55; Thurston and
Attwater 1956, vol. 2, p. 357.

4. Bouvier 1980, pp. n13-14; Djuric 1980, pp. 115-18;
L. Bouras 1980, pp. 119—22; Bank 1980, pp. 97-111.

5. Mango 1988, pp. 41-49; London, In Pursuit of the
Absolute, 1994, no. 260.

6. I wish to thank John Cotsonis for the reference to
the liturgy.

7. Delehaye 1933, pp. 165, 186.

8. Washington 1994, pp. 47, 53.

9. Mango 1988, p. 46; Washington 1994, p. 23.

LITERATURE: Annual Report 1992—93, p. 33.

64 THE GLORY OF BYZANTIUM

26. Processional Cross

Byzantine, late rith—early 12th century

Silver, silver gilt, niello, iron, and bronze

58 X 39 cm (22% X 15% in.); H. with support 73 cm
(30%in.)

INscrIBED: Front, on four medallions, IC XC
(Jesus Christ); MHP ©Y (Mother of God); O I» O
IIPOAPOMOC (John the Precursor); APX O TABPIIA
(Gabriel). Back, in the center, MHP ©Y (Mother of
God); above the Crucifixion, IC XC (Jesus Christ),
YA[OY] 0 YO[C] COY (Here is your son), YA[OY] I
M COY (Here is your mother), O YAIOC (The Sun), Y
CEAINI (The Moon); on the left arm, O XEPETICMOI
(The Annunciation), TABPIIA (Gabriel), MHP ©Y (The
Virgin); on the right arm, TA ATl TON ATION (The
Holy of Holies); at the base, + AABOYCA TPO®IN
Y OEOTOKOC EY XIPOC ANTEAOY (the Virgin
receiving food from the hand of an angel); below,

in a donor inscription, beside the image of the
monk, +AEYCIC T AA TOY ©Y KOCMA [MON]AX
(Supplication [Deesis] of the servant of God, Kosmas
the Monk)

CoNDITION: The cross is restored; the iron core and
bronze support survive; the sheathing of the left front
arm (with inscription for archangel), portions of the
sheathing on both back arms, and one finial are lost.

PROVENANCE: Said to have been found near
Eskigehir, Turkey; bought at Christie’s, London,
April 9, 1987, lot no. 97.

Musée National du Moyen Age et des Thermes de
’'Hotel de Cluny, Paris, France (CI. 23295)

The Cluny cross is a votive gift notable for
its donor portrait and extensive narrative
decoration, in niello, on the back. The front
of the cross is much like those of the other
four surviving silver and silver-gilt Middle
Byzantine processional crosses with niello
decoration that are regarded as belonging
to the same group: all have repoussé decora-
tion on the front consisting of a central medal-
lion from which rinceaux extend, forming a
cross, and four medallions at the ends of
the crossarms (see cat. nos. 23, 24, and 27 for
others of the group).' The rinceau pattern
on this example, a stiff, stamped version of the
complex design that adorns the Cleveland cross
(cat. no. 24), indicates that the Cluny cross is
one of the latest in date. Its central medallion is
an image not of Christ Pantokrator, as on the
other four crosses, but of the Virgin Orans. She
is flanked by busts of archangels on the side
arms, with Christ above and John the Baptist
below, a variation on the standard Deesis
iconography. The niello decoration on the
back also focuses on the Virgin. At the center
the Virgin stands holding the Christ Child
(the Virgin Hodegetria); above is the Cruci-
fixion with the Virgin and John the Theologian
in attendance. The left arm depicts the
Annunciation, with the archangel Gabriel
approaching the seated Virgin. On the right
arm and the foot are two scenes from the
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Protoevangelion of James, an apocryphal
second-century text on the life of the Virgin
that inspired much of the Marian imagery
during the Middle Byzantine era.”> The dam-
aged scene on the arm is of the Presentation
in the Temple: the Virgin and her parents,
Joachim and Anne, hands raised in supplica-
tion, approach the temple accompanied by a
pair of candle-bearing maidens. A portion of
the temple survives at the tip of the cross, but
the figure of Zacharias receiving the Virgin is
lost. At the base of the cross an angel descends
to feed the Virgin in the temple, as described
in the Protoevangelion.

The representation of these scenes as sep-
arate events is typical of a Byzantine tradition
that existed by the tenth century. By the twelfth
century the official imagery of Constantinople
had fused the scenes into a continuous narra-
tive. One of the earliest examples of this inno-
vation is found in the Menologion of Basil II
(cat. no. s55).3 The use of the older tradition on
the Cluny cross is evidence that the work was
produced in a center relatively untouched by
the artistic currents originating in the capital.
A similar cross with narrative scenes in niello
of the life of the prophet Elijah, now in the
Musée d’Art et d’Histoire, Geneva (inv. no.

AD 2560), is reported to have come from
Eskisehir in Turkey and provides a basis for the
attribution of the four crosses to that region.*
Jean-Pierre Caillet and Jannic Durand agree that
corruptions in spelling in the inscriptions sup-
port the attribution of these works to a provin-
cial center, as would be found in northeastern
Anatolia.* Nevertheless, it remains difficult to
confirm where any of these crosses were made
or dedicated. At the foot of the cross is an
image of the donor, the monk Kosmas, to-
gether with his dedicatory inscription —a rare
combination that proves that the cross is a
votive gift. Kosmas may have given the cross to
a church dedicated to the Virgin or to a chapel
in her name within a larger complex.®

HCE

1. Impovtant European Sculptures, 1987, p. 57; Caillet
1988, p. 216; Mango 1988, pp. 41-49; London, In
Pursuir of the Absolute, 1994, no. 259.

. Lafontaine-Dosogne 1975, pp. 163-65.

. Ibid., pp. 179-81.

. Bank 1980, p. 97; Mango 1988, pp. 41—-438.

. Caillet 1988, p. 216; Paris, Byzance, 1992, p. 329.

. Caillet 1988, p. 216; Mango 1988, pp. 43~44.

o SR NERVUR 8

LITERATURE: Important European Sculpture.r, 1987,
lot 97; Caillet 1988, pp. 208-17.

ExHIBITIONS: Paris, 1988-89, no. 11; Paris,
Byzance, 1992, n0. 243.

26. Back

RELIGIOUS ORGANIZATION 65



27. Processional Cross

Byzantine, late 1ith—early 12th century
Silver, silver gilt, niello, iron, and bronze
25.4 X 147 cm (10 X §% in.)

INSCRIBED: On the front, in Greek, Jesus Christ,
Mother of God, John the Precursor, Archangel
Michael, Archangel Gabriel; on the back, Archangel
Michael, Archangel Uriel, Archangel Raphael, Saint
Paul(?), Saint Niketas

CoNDITION: The finials are lost; only a portion
of the bronze tang survives.

PROVENANCE: Said to come from Eskigehir,
Turkey; formerly in the collection of Athanasios
Ghertsos, Zurich.

The George Ortiz Collection, Geneva, Switzerland
(260)

The front of this double-faced cross, finely
worked in repoussé and silver gilt, shows five
medallions arranged within a beaded ribbon
border. The bust of Christ at the center of
the cross is framed by a repoussé rinceau
cross with pointed ends and, together with
the Virgin and John the Baptist at the sides,
forms the Deesis. Above and below are the
archangels Michael and Gabriel. On the
severely simple ground of the back the images
are worked in silver gilt and niello. At the cen-
ter stands an imposing image of the arch-
angel Michael in an imperial Joros; his wings
are outspread and he is flanked by busts of
the archangels Uriel and Raphael. At the base
is a bust of Saint Niketas of Medikion hold-
ing a small martyr’s cross, and at the top a
full-length figure of Saint Paul (?) in military
dress and holding a sword.

Other Middle Byzantine processional
crosses with silver-gilt medallions on the front
and elaborate decorations on the back survive
in both complete and fragmentary states
(cat. nos. 23—26)." The sites of their production
and dedication remain uncertain. Several
crosses with niello decoration on the back
have been attributed to Eskisehir in Turkey,
although the question of a Constantinopolitan
origin for at least some of the group has again
recently been raised.> This cross, which has
lost its finials, is very like the Cluny cross
(cat. no. 26) in the faces on the medallions
and the pointed ends of the rinceau cross.
Because this work is smaller, its rinceau cross is
formed by a single row of leaf patterns rather
than a double row, as on the Cluny cross. Like
that cross, it should be considered a work of
the late eleventh or early twelfth century.

The Ortiz cross is similar both to the Cluny
cross and to a cross in Geneva in having a
large niello figure at the center on the back.
On the Cluny and Geneva crosses the images
of the Virgin and the prophet Elijah, respec-
tively, are surrounded by narrative events
from their lives.? While the standard decora-
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tion on the front of all three is a Deesis across
the horizontal arms with archangels at the
terminals of the vertical arms, the decoration
on the back is more individualized and is
thought to refer to the site — or to the saint—
to which the cross was dedicated. A site dedi-
cated to Saint Niketas (ca. 760—-824) may have
been the recipient of this cross.* Niketas was
famous for his role as a supporter of the use of
icons during the Iconoclastic controversy;
Iconophile saints are featured as well on the
Cleveland cross (cat. no. 24).° It is also pos-
sible that the cross was made for a site dedi-
cated to the archangel Michael, who appears
on both sides of the cross. Cross fragments
at Dumbarton Oaks, Washington, D.C., have
been associated with dedications to the
archangel, who was revered in the Middle
Byzantine era as the protector of the imperial
armies.® Saint Paul in military garb is a rare
image in Byzantine art.” HCE
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28. Paten

Byzantine (Constantinople?), late 9th—mid-1oth century
Agate, silver gilt, cloisonné enamel, and gemstones
DIAM. 12.3cm (4%in.)

CONDITION: There is limited loss of enamel on
the lower left of the central medallion and on the
three cloisonné-enamel plaques on the rim.

PROVENANCE: Dominican Convent, Madrid;
coliection of Adolphe Stoclet, Brussels.”

Musée du Louvre, Départment des Objets dArt,
Paris, France

The paten —a concave agate disk with a
medallion at its center and a broad, beaded
silver-gilt rim joined to the foot by three
bands —1s similar in shape to the large paten
in the Treasury of San Marco, Venice (cat.
no. 29).> The double beading on the borders
of the rim, moreover, brings to mind the
pearl-and-bead borders of the San Marco
work. The three red gemstones, three green
gemstones, and three floral cloisonné-enamel
plaques decorating the rim, like the three chal-
ices on the table in the medallion, are surely
meant as affirmations of the doctrine of the
Trinity, an issue of central importance in the
Middle Byzantine centuries.? Stylistically the
medallion has been closely linked to two works
of the late ninth or early tenth century, the

votive crown of Leo VI (r. 886—912) and the
Byzantine book cover with crucified Christ in
the Treasury of San Marco. Like this paten, they
have simply outlined figures and generously
spaced cloisons.* Klaus Wessel has suggested
that the three works are from the same work-
shop.’ The earliest connections to the cloison-
né enamels on the rim, with their delicately
interlaced trilobed floral motifs, are found
among the elaborate patterns on the interior
of the mid-tenth-century staurotheke (reli-
quary for a fragment of the True Cross) at
Limburg an der Lahn.® The small size of the
paten suggests it was meant for private rather
than public Eucharistic use.

The cloisonné-enamel medallion at the
center of the paten depicts the Last Supper,
the biblical prefigurement of the Eucharist.
A nimbed Christ sits to the left of the table
and points toward the apostle at the lower
right. The emphasis on the apostle’s bare feet
may be a reference to the Washing of the Feet,
identifying the figure, the only apostle shown
full-length, as Peter (John 13:6-9). The other
apostles, in half-length, radiate around the
table, with a dramatically long-armed Judas
facing Christ and reaching toward his sym-
bol, the fish. The use of the paten for the
offering of the bread —the body of Christ—
is emphasized at the center of the medallion
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by the large fish arranged on the lobed, sigma-
shaped table, an Early Christian tradition.”
Because the letters of the Greek word for
fish, IX®YC, were understood as an acronym
of “Jesus Christ, Son of God, Savior.” the
fish must here represent the Host served to
the congregation.
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29. Paten with Christ Blessing

Byzantine (Constantinople), 11th century
Alabaster, gold cloisonné enamel, silver gilt, rock
crystal, and pearls

DIAM. 34 cm (13% in.), H. 3.2 cm (1% in.)

INSCRIBED: +AABETE ®ATETE TOYTO M
ECTI TO C (Take, eat; this is my body
[Matt. 26:26])

Procuratoria di San Marco, Venice, Italy
(Hahnloser 49)

This liturgical paten was carved from a piece
of fine alabaster. Its interior surface is shaped
as a six-petaled flower. A central medallion in
gold enamel depicts Christ Pantokrator holding
the Gospels and blessing with his right hand.
The medallion border is made of four plaques,
probably to facilitate manufacture, and it bears
an inscription in blue enamel. This text, often
used on patens, is from the Eucharistic prayer
for the consecration of the bread and thus is
appropriate for the plate on which pieces of
consecrated bread are placed and carried.
The paten’s silver-gilt border is decorated
with rectangular and oval rock-crystal cabo-
chons. Reddish and blue metal foils are placed
under the cabochons to color them, and an
interesting pattern is created by these tints,
independent of the shapes. The sequence is
two reddish followed by one blue (a few are
missing). The blue cabochons alternate in
shape from oval to rectangular. There is also an
overall symmetry, a typical Byzantine feature
in decorative schemes. Thus each blue cabochon,
either oval or rectangular, is flanked by two
red ones of the opposite shape. A blue oval is
flanked by red rectangles, a blue rectangle by

red ovals. (At the top left, however, there is
only one red between two blues.) The design
seems straightforward, but in fact it is con-
trolled by a rhythmic order and a sophisticated
simplicity. The paten is supported by a silver-
gilt splayed circular foot which is attached to
the outer rim by three hinged meral bands.

Although there are conceptually similar
patens, especially an older example made from
a piece of agate with a central medallion of
the Last Supper (cat. no. 28), this alabaster
paten is distinguished by its simplicity and
severeness in decoration and by the high
quality of the work in stone as well as in metal.
The sophisticated approach to materials evi-
dent in this paten has made dating it difficult.
A date in the eleventh century might be
appropriate because of the fine detail in the
figure of the Pantokrator, especially in his
hands and drapery, and because of the inscrip-
tion of Christ’s name in small medallions on
either side of his head, a feature that is not
common before the eleventh century.
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30. Paten

Byzantine (Constantinople), mid-12th century
Silver, cast, hammered, engraved, and gilded
DIAM. 41.3 cm (16% in.)

INSCRIBED: On the tabula, IC XC (Jesus Christ);
flanking the cross, IAE O YOC COY (Here is your
son); IAOY H MHTHP COY (Here is your mother);
above the half-length angels, MIXAHA (Michael);
TABPIHA (Gabriel); encircling the Crucifixion scene,
AABETE ®ATETE TOYTO ECTIN TO CWMA MOY
TO YTIEP YM®ON KAWMENON EIC A®ECIN
AMAPTIWN (Take, eat, this is my body, which was
broken for you for the forgiveness of sins)

CoNDITION: There is a circular repair near the
center between Christ and Saint John, with two let-
ters of the inscription almost totally replaced.

PROVENANCE: Church of the Holy Apostles,
Constantinople; ! part of the booty from the sack of
Constantinople by the Fourth Crusade in 1204; Konrad
von Krosigk, bishop of Halberstadt (1202-8).

Domschatz, Halberstadt, Germany (36)

The center of this large paten is a recessed
octolobe on which the Crucifixion is repre-
sented. Christ stands on the suppedaneum
before the cross, his arms outstretched. His



head is only slightly bowed in the direction
of the Virgin, who, like Saint John the
Theologian, stands on a low mound at one
side of the cross. The Virgin gestures toward
her son, and John holds a hand to his face in
grief. Above, half-length winged figures of
the archangels Michael and Gabriel turn to
Christ with extended hands. Foliated vine
tendrils fill the interiors of the lobes outside
the surrounding inscription, which provides
the words of the Last Supper, taken from
Matthew 26:26—28, as quoted in the Liturgy
of Saint John Chrysostom, the fourth-century
bishop of Constantinople. The angled sides
of the lobes as well as the level rim continue
the rich decoration, with interruptions for
regularly spaced and inscribed medallion busts:
eight martyr saints occupy the slopes, and eight
episcopally robed Fathers of the Orthodox
Church the level rim.

Both the vine tendrils and the medallion
busts on this paten can be compared with
goldsmiths’ work of the period, some of the
most outstanding examples of which are the
silver crosses included here (cat. nos. 24-27).
As a group, these objects represent, artistically

and iconographically, Middle Byzantine gold-
smiths’ work of the greatest importance and
the highest level of quality. Similar decorative
elements are found in Middle Byzantine
ivory carvings (cat. nos. 79, 80, 159) and
illuminated manuscripts (cat. nos. 46, 60).

The original function of the paten is made
clear not only by the encircling inscription but
also by the imagery: the Crucifixion at the cen-
ter, witnessed by the Virgin; Saint John; the
archangels; the martyr saints, each of whom
clutches a small cross; and the Church Fathers,
who hold Gospel books. The large size of
this paten, like that of the example from the
Treasury of San Marco, Venice (cat. no. 29),
possibly is explained by the type of Eucharistic
bread used and/or by the number of com-
municants it was meant to serve.

Konrad von Krosigk, bishop of Halberstadt,
presented a number of reliquaries and other
works to the church in Halberstadt in 1208.
Most of this material was booty from the
Fourth Crusade’s sack of Constantinople in
1204. According to Bernhard Bischoff (1967),
there are references to the paten in the 1208
document of gift and to its use in the West

as the base for a reliquary for the head of Saint
Stephen the Protomartyr. Thus, as was the
case with many Byzantine objects brought to
the Latin West, this work was subject to
adaptive reuse in a new, European context;
the hole near the center, now patched, may
have had something to do with the paten’s
later function.

The question arises as to whether the paten
could have had any stylistic or iconographic
influence on objects produced in its new
Western home. The foliated rinceaux,? the
repoussé busts,? and the formal elements
of the Crucifixion already figured in the art
of northern Germany. For example, a com-
parison of the paten with a Lower Saxon
(Hildesheim?) Crucifixion miniature (cat.
no. 313) reveals striking stylistic similarities
in the delineation of the figures. Yet although
the manuscript illumination dates to about
11s0—-60 and is nearly contemporary with the
paten, the two works could not have had any
direct relationship because the paten did not
arrive in neighboring Halberstadt until 1208.
The Goslar Gospel Book, painted about
1230—40, is usually related to the Wolfenbiittel
“Model Book” (cat. no. 319). However, the
proportions, gesture, and clinging pleats of
the drapery of the Virgin Annunciate in the
Goslar Gospels* —as well as of the Virgin
Annunciate depicted on the cupboard doors
at Halberstadt, painted about 1230°—are
comparable to those of the Virgin on the
paten. It seems probable that the imagery on
the paten, along with that of other Byzantine
objects transported to Halberstadt at the same
time, may have been a catalyst in the byzantiniz-
ing trend in works of art created in the region in
the following decades.

WDW

1. See Riant 1875, p. 192.

2. See the back of the Lower Saxon bronze throne
from the Domvorhalle Goslar, of about 1060-80;
Speyer 1992, pp. 254~57, colorpl. p. 256.

3. See the Lower Saxon arm reliquary of silver gilt
and champlevé enamel over a wooden core from
the end of the twelfth century, now in the
Cleveland Museum of Art (30.739); Stuttgart
1977, vol. 1, no. 578, vol. 2, fig. 387.

4. See Stuttgart 1977, vol. 1, no. 766, vol. 2, fig. 560
(fol. 70v).

5. See Flemming et al. 1973, figs. 156 (color), 157;
Weitzmann, “Maleret.” 1978, pp. 258, 268, figs. 1, 2, 18.

L1TERATURE: Riant 1875, p. 192; Dalton, Byzantine
Art, 1911, p. 554, fig. 318; D. Rice 1959, no. 136, illus.;
Bischoff 1967, pp. 150, 152; Bank, “Argenterie,” 1970,
PP- 345—47; Flemming et al. 1973, pp. 240-42,
figs. 123—25; Berlin 1977, no. 111; Stuttgart 1977, vol. 1,
PP- 435—36, no. 567, vol. 2, fig. 370; Gauthier 1983,
no. 67, illus.; New York and Milan 1984, p. 151, illus.

EXHIBITION: Stuttgart 1977, no. §67.
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31. Chalice of Emperor Romanos

Byzantine (Constantinople), roth century
Sardonyx, silver gilt, gold cloisonné enamel, and
pearls

H. 22.5 cm (8% in.), DIAM. 14 cm (5% in.)

INSCRIBED: KYPIE BOHOEI PWMAN OPO®OA
[AECINOT (God help Romanos, the Orthodox
emperor)

Procuratoria di San Marco, Venice, Italy
(Hahnloser 41)

The exterior of this round sardonyx cup has a
shallow carved design of fifteen petals or lobes.
The space between the arched lobes is filled
with a dart. Each lobe encloses a smaller one
beneath it. Because of this carved pattern, rem-
iniscent of the classical egg-and-dart motif, it is
thought that the stone cup is not contempo-
rary with its silver-gilt mount but is instead a
Late Antique work that has been reused. The
imposing silver-gilt setting consists of a con-
ical foot with a flat base and of a wide band
with enamel plaques that frames the lip and
adds height to the stone cup. Top and bottom
are connected by four hinged metal bands.

On the lip band are fifteen rectangular
enamel plaques framed by strings of pearls.
This uneven number precludes the exact
symmetry typical of Byzantine decoration. The
present configuration is not correct. Originally
Christ and John the Baptist would have been
placed together diametrically opposite the
Virgin flanked by the two archangels. The
spaces between these two groups would
have been filled by symmetrically placed
enamels of Saints Peter and Paul, the Four
Evangelists (Matthew, Mark, Luke, and
John), and the Church Fathers (Gregory of
Nazianzos, Basil the Great, John Chrysostom,
and Nicholas).

This chalice is one of the few important
pieces that has an inscription giving the
patron’s name, clearly visible in blue enamel
letters on the base. This cup, a precious gift
from the emperor to an unidentified church,
asks God to help Romanos because of his cor-
rect observance of Christian dogma. Formulaic
petitions are common on offerings, but here
the emphasis on the emperor’s orthodoxy is
interesting. His ecclesiastical correctness in
relation to the Church is stressed rather than
simply his piety. Piety is expressed by the
term IIICTOC (pious), but here OPBOAOEOC
(orthodox) has been used as part of the
formula.

There is still debate about the identity of
the emperor. In technique and style the enam-
els resemble those of the renowned Limburg
Staurotheke, suggesting they were made in
the mid-tenth century. The two emperors who
are possible patrons are Romanos I Lekapenos

e =

i = I

El ————
ﬂ-.l--rrr..-.." P —

32

(r. 920—44) and Romanos II (r. 959-63).
Technical and stylistic differences over such a
short period cannot argue for one or the other
emperor. However, it may be that Romanos I
would be more likely to emphasize his
Orthodoxy, since his reign began in the year
when peace was restored within the Church
after a long controversy precipitated by the
un-Orthodox behavior of Leo VI (r. 886—912).
IK

LITERATURE: Brussels 1982, pp. 191-92; New York
and Milan 1984, p. 137.

EXHIBITIONS: Brussels 1982, no. E2; New York
and Milan 1984, no. 11.

32. Chalice with Eucharistic
Inscription

Byzantine, 1oth—11th century

Sardonyx, silver gilt, gold cloisonné enamel, stones,
and pearls

11.§ X 20 X IT cm (4%2 X 7% X 4% in.)

INSCRIBED: + IIIETE EE AYTOY ITANTEC
TOYTO ECTIN TO AIMA MOY TO THC KAINHC
ATA@HKHC (Drink from it, all of you; for this is my
blood of the new covenant [Matt. 26:27-28])

Procuratoria di San Marco, Venice, Irtaly
(Hahnloser 56)

The chalice consists of two parts. The body
is a large piece of reddish-brown sardonyx
cut into a truncated cone; it is polished on

e
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the outside but left rougher in the interior.
The silver-gilt mounts at the vessel’s rim and
base are connected by two handles. The foot
is decorated with a row of cabochons between
fine beaded borders. One cabochon is an
amethyst; the others are made of glass placed
against amethyst-colored foil. Two wide
handles are attached to the base by hinges.
Each of the handles is decorated with beaded
borders and five cabochons, one of which is
missing. At the top of each handle a tall
cylindrical bezel held a gem; both gems are
missing. The handles are attached to the cup
at the rim and the base by hinges. This type
of mount could be easily removed by taking
the pin out from each hinge. The silver-gilt
band around the rim consists of four green
enamel plaques framed by strands of small
pearls within beaded silver-gilt bands like
those on the base and handles. The inscrip-
tion, in white, is from the Eucharistic prayer
for the consecration of the wine and indicates
that the cup is a chalice. This use would not
have been confirmed by the vessel’s conical
shape, since this form was also seen in secular
contexts. The metal mount allows the chalice
to be dated to the Macedonian period (tenth
to eleventh century). This chalice is not of the
highest quality or material value but is note-
worthy for its simplicity, its severe lines, and
the dynamic curves of its handles.

1K

LITERATURE: New York and Milan 1984, pp. 156—58.

ExB1BITION: New York and Milan 1984, no. 1s.
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33. “Apostles” Pyxis

Byzantine (Constantinople), late roth—
early nith century

Ivory

H. 9.5 cm (3% in.), DIAM. 12.6 cm (5 in.)

ConbpiTioN: The only loss is a missing chip in the
rim at the edge of the base; the holes on the upper
and lower moldings, as well as the excavations and
greenish discolorations near them, are the former sites
of metal mounts and hinges; several horizontal marks
on the left knee of the Virgin and the right knee of the
apostle to her right may have been made in the ivory
prior to the carving of the figures; some prominent
areas, particularly several of the heads, are worn.

PROVENANCE: The dealers John Hewett,
London, and Mathias Komor, New York, until 1973.

The Cleveland Museum of Art, Cleveland, Ohio.
Purchase from the J. H. Wade Fund (73.4)

Christ as Pantokrator, the apostles, and the
Virgin Orans constitute a continuous frieze
of figures seated in high-backed chairs with
cushions on this pyxis. Christ and the Virgin
are a little larger than the other figures. The
apostles are divided on either side of Christ,
who appears in the center of the side opposite
the Virgin. Christ faces front and looks out-
ward, holding his right hand in blessing
above the sling of his mantle in an entirely
traditional manner; he has a codex in his left
hand. The apostles turn to one side or the
other and hold codices or 7otuli. The Virgin,
in a frontal pose, extends both hands upward
in a typical orans gesture, which also appears
in the Latin West, as in the Winchester Psalter
(cat. no. 312).

This ivory, in actuality a section of a small
elephant tusk, has a tapered lip that was
intended to dovetail into the missing lid. The
compositional and practical functions of both
the upper and the lower moldings—framing
the frieze of figures and providing for the
reception of the lid and the insertion of the
base in the interior—may be observed in
pagan and Christian pyxides from the fifth and
sixth centuries, as well as in the only other later
example, which dates from the early fifteenth
century.

The figural style and decorative details of
the “Apostles” Pyxis are quite different from
those of Early Byzantine pyxides. A compar-
ison with the ivories of the Triptych Group,
established by Adolph Goldschmidt and Kurt
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Weitzmann and assigned to the second half
of the tenth century,” reveals a large number
of compelling stylistic parallels and common
details of carving, despite the uniqueness of
the pyxis form in the Middle Byzantine period
and the absence of a series of seated figures
with this iconography on an ivory carving
from any period. The carving of the physiog-
nomies and the treatment of the upper parts of
the figures are similar to those of many of the
busts that appear on the wings of ivory trip-
tychs.? The falling and pleating of the lower
draperies on the “Apostles” Pyxis are stylistical-
ly allied with those of the standing figure of
Christ in several of the other ivory groups —
as, for example, the Romanos Group —and of
two of the apostles in the Last Judgment ivory
in London.# Lacking the elegance of works
by more accomplished carvers, all the figures
on the “Apostles” Pyxis seem squat. The heads
are large. The proportions may have resulted
partly from the effort to fit the series into the
available space and partly because the domi-
nant model for the carver was undoubtedly a
series of clearly definable busts.

The craftsmen of the Triptych Group were
less skilled than the artists of the Romanos
Group ivories. Weitzmann observed, in rela-
tion to the former, that “the organic struc-
ture of the bodies is not always sure, and
the treatment of the drapery and its folds is
rather sketchy”’ Writing about an ivory of
the Koimesis, Weitzmann could have been
referring to the “Apostles” Pyxis when he noted
that the artist “pays considerable attention
to the detailed carving of the heads, where
he clearly follows the better models of the
‘Romanos Group.”®

Care indeed was taken to differentiate
clearly each head on the pyxis. The physiog-
nomic types as well as the configuration of
the hands and of the draperies above the waist
follow the same conventions as many of the
busts on a reconstructed casket in Washington
that shows the Deesis with apostles and
saints and was published by Weitzmann as a
product of the Constantinopolitan workshop
responsible for the Triptych Group ivories.”
Weitzmann has demonstrated that the busts
on the Washington casket are partly based
on the inscribed —and thereby identifiable —
busts on another, even finer “apostles” cas-
ket in Florence,® a well-known work, which
Weitzmann assigned to the contemporane-
ous Romanos Group.® The details of Christ
and the two flanking figures on the “Apostles”
Pyxis correspond to representations on the
casket, allowing the identifications of the
pyxis figures on either side of Christ as Peter
and Paul. As on the caskets, Paul is shown
holding a codex. Similarly, all of the other

apostles on the pyxis, as on the two caskets,
bear roruli, save the Four Evangelists, who,
like Paul, hold books. While the apostles are
mostly depicted frontally on the caskets, on
the “Apostles” Pyxis those flanking Christ or
the Virgin turn inward. Otherwise, the apos-
tles on the pyxis turn toward one another, so
that with a single exception they face each
other in pairs.™

Nearly all of the apostles on the pyxis can
be identified unequivocally in comparison
with the two “apostle” caskets.” The arrange-
ment in relation to Christ shows him flanked
not only by Peter and Paul but also by the
Four Evangelists, two on each side. The Virgin
is surrounded by the two youthful and beard-
less apostles, Philip and Thomas, in accordance
with standard Byzantine iconography.

The distinct, upright character of the series
of chairs upon which these various holy figures
are seated is of special interest. Singly, the
chairs echo and simplify the more grandiose
examples upon which the figure of Christ
sits in ivory reliefs of the Romanos Group.™
As a series of contiguous rectangular chairs
or thrones, those on the pyxis may be part
of a continuing convention."

The iconographic program of Christ
Pantokrator, the apostles, and the Virgin
Orans represented on one level on the exterior
of a container has no exact parallels. However,
several earlier and contemporary Byzantine
works in other materials share the general con-
cept as well as the common problem-solving
effort in providing a cogent iconography in a
decoratively composed way for the exterior
surfaces of an ecclesiastical object in the
round. For example, several Middle Byzantine
enameled chalices in the Treasury of San Marco,
Venice, exhibit the single-level arrangement
while expanding the population of those
represented (cat. no. 31).'* A tenth-century
Georgian repoussé gold “chalice” is decorat-
ed with a continuous arcade, which includes
the enthroned Christ Pantokrator on one
side and the enthroned Virgin and Child on
the other, completed by a series of ten standing
apostles, five to a side, each identified by a
Georgian inscription.” The nimbed heads of
all the figures in the frieze encircling the chalice
are approximately on the same level. Also to
be considered are byzantinizing works pro-
duced in the West, such as the Late Ottonian
arcaded Gertrudis Altar, from Braunschweig,
of about 1040 (now in Cleveland), with a
standing and blessing cross-nimbed Christ
centered among standing and nimbed apostles
on the front and the Virgin Orans in the mid-
dle of the remaining apostles on the back.” An
enameled portable altar at Xanten, a Cologne
work of about 1160, most closely resembles
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the iconography of the pyxis by representing
the enthroned Christ and the seated Virgin in
the center of each of the long sides and dis-
tributing the seated apostles on either side
and on the two end panels.”” A silver-gilt
chalice in Fritzlar (cat. no. 297) —a Middle
Rhenish vessel from the late twelfth century—
omits both Christ and the Virgin but displays
a series of twelve seated and nimbed apostles
turning toward each other in pairs, a feature
that is reminiscent of the “Apostles” Pyxis.

The underlying system in these ecclesias-
tical containers,® whether Byzantine, Georgian,
Ottonian, or Romanesque, emphasizes and
proclaims the role of the Eucharist as a sacra-
ment of the Church. Of all the examples
indicated, the “Apostles” Pyxis is perhaps the
most self-contained and internally (icono-
graphically and compositionally) balanced.

The “Apostles” Pyxis must fall within the
time period assigned to the Triptych Group,
to which it has been attributed. This group
of ivories has been dated to the second half
of the tenth century, following Goldschmidt
and Weitzmann’s initial formulation of
the group. More recently Weitzmann has
reaffirmed this dating, citing the reuse of one
of the Koimesis plaques as the decoration on
an eleventh-century Western book cover.' He
further postulated the capital, Constantinople,
as the place of origin of the Triptych Group
because of its “close stylistic relationship to
the Romanos Group.” Similarly, the “Apostles™
Pyxis must share this same origin.

wWDW

. See Weitzmann 1972, pp. 77-82, no. 31, pls. L1I,
Lii1; Oikonomides 1977, pp. 329-37, figs. ra—f.
2. Goldschmidr and Weitzmann 1934, vol. 2, p. 18.
3. Ibid., nos. 131, 1554, 182, 183, 186, 187, pls. XLv111,
LIV, LXI, respectively. Other details, such as the
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decoration of the covers of the codices held by
Christ, Paul, and the evangelists, also have paral-
lels in several of the same ivories.

4. See, for example, ibid., nos. ss5 (Staatsbibliothek,
Berlin), 62 (Bodleian Library, Oxford), and 123
(Victoria and Albert Museum, London),
pls. XXIII, XXIV, XLV.

. Weitzmann 1972, p. 72.

. Ibid.

. Ibid., pp. 73—77, no. 30, pls. XLIV-XLIX.

. Goldschmidt and Weitzmann 1930, vol. 1,
1no. 99, pls. LvIII, LIX.

9. Weitzmann 1972, p. 76, pls. L, LI.

10. The first evangelist at Peter’s left faces Peter
instead of turning to the next figure, also an
evangelist.

11. Wixom, “Middle Byvzantine,” 1981, p. 4.

12. Goldschmidt and Weitzmann 1934, vol. 2,
1N0S. §4., $§, 61, 62, pls. XXIT-XXIV.

13. This is suggested by the later series in the twelfth-
century Pentecost mosaics in the Cappella
Palatina, Palermo (see Kitzinger 1949, pp. 275,
277-78, fig. 19), and in the thirteenth-century
byzantinizing Western mosaic on the dome of
the Baptistery in Florence (see Salmi 1930-31,
pp- 543-70, esp. pp. 55738, illus.; see Falke and
Lanvi 1943, pp. 133—34).

14. Hahnloser 1971, nos. 41 (Chalice of Romanos I
or II), 42, 43, 49, 50;.New York and Milan 1984,
nos. 11, 17.

. Chubinashvili 1959, pp. 150-58, pls. 86—91;
Amiranashvili 1971, p. 79, pls. 39, 40. Tam
indebted to Margarer Frazer for bringing this
chalice to my attention.

16. Falke et al. 1930, pp. 14, 105-6, no. s, pls. 11-14;
Milliken 1931, pp. 23-26, illus. pp. 31-33. One
end of the Gertrudis Altar shows Saint Michael
and the archangels; on the other, Constantine
and Helena are depicted with Sigismund and
Adelheid, flanking a central cross.

17. Falke and Frauberger 1904, p. 29, pl. 30.

18. The portable altars cited above contained relics.

19. Weitzmann 1972, p. 72.
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LITERATURE: Wixom, “Middle Byzantine,” 1981,
Pp- +3—+49, figs. 1a-d; Cutler 1994, pp. 69, 124,
fig. 72.

34. The Fieschi Morgan Staurotheke

Bvzantine (Constantinople), early oth century
Silver gilt, gold, cloisonné enamel, and niello
10.2 X 7.4 €M (4 X 24 111.)

INSCRIBED (including mistakes): At the center
top, in the #itulus, 1C (Jesus); at either side of Christ’s
head, IAT @ YWC COY » [AOY H MITIP C (Here is
vour son. . . . Here is vour mother. [John
19:26-27]); alongside the Virgin, OEOTOKC (Mother
of God); alongside John, HWANIC (John); on the bor-
der, clockwise from the upper left, 0 AF10C
AHMITPIOC « O ATIOC EYCTAOIOC « O ATI0C
AAYPENTIOC ¢ AOYKAC » MAPKOC ¢ QWMAC »
TAKOBOC « O ATIOC AAMTANOC « O ATTOC KOC-
MAC ¢ O AT10C I'PITOPIOC MOAA » BAPOOAOMEQ »
[OYAAC « CHM®N (Saint Demetrios, Saint

Eustathios, Saint Lawrence, Luke, Mark, Thomas,
James, Saint Damianos, Saint Kosmas, Saint Gregory
the Miracle-Worker, Bartholomew, Matthew, Jude,
Simon); around the sides, clockwise from upper left,
O ATIOC ANACTACIOC » O ATIOC NIKOAAOC » O
AT'TOC ITAAT®ON = O ATIOC OEOAOQPOC « O ATIOC
IPOKOPIOC « O ATIOC TEWPTIWC » O ATIOC
MEPKOYPHOC « O AFIOC EYTPATHWC « O ATIOC
NMANTEACYM®N ¢ O ATIOC ANAPEA « O AT'1OC
IWANIC ¢ O ATIOC IIAYAOC « O ATTOC IETPOC
(Saint Anastasios, Saint Nicholas, Saint Platon, Saint
Theodore, Saint Prokopios, Saint George, Saint
Merkourios, Saint Eustratios, Saint Panteleimon,
Saint Andrew, Saint John, Saint Paul, Saint Peter);
inside the lid, XAIPEC XAPITOM (Hail, full of grace!
[Luke 1:28]), H TENA (The Nativity), IAE O YOC
COY « [A0Y H MHP CP (Here is vour son. . . . Here
is vour mother. [John 19:26-271)

ConpiTtioN: Gilding has been lost through wear,
and an enamel plaque may be missing at the top,
where the lock is now found.

ProveENANCE: Collection of Pope Innocent IV
(Sinibaldo Fieschi); Collection of J. Pierpont Morgan.

The Metropolitan Museum of Art, New York, N.Y.
Gift of ]. Pierpont Morgan, 1917 (17.190.7152,b)

The Fieschi Morgan Staurotheke is a key work
both in the history of enameling and in the
development of reliquaries, although its
date and place of origin have been the sub-
ject of extensive debate. It is named for its
previous owners, Pope Innocent IV (Sinibaldo
Fieschi [1243-54]) and his family and

J. Pierpont Morgan. Its silver-gilt lid and
sides carry the busts of twenty-seven saints
surrounding the Crucifixion. Four more
scenes, the Annunciation, the Nativity, a
second Crucifixion, and the Anastasis, are
shown on the inside of the lid.

Marc Rosenberg, in his 1920s monographs
on enamel and niello, set the course for sub-
sequent scholarship, arguing—on the basis
of the colobium-clad Christ and the enamel-
er’s faulty Greek—for a pre-Iconoclast origin
in Syria or Palestine.’ This still represented the
majority view in the 1960s, when Klaus Wessel
and Elizabetta Lucchesi Palli published their
studies of Crucifixion and Resurrection icon-
ography;* accordingly, the reliquary was
included in the Metropolitan Museum’s
1977—78 exhibition “The Age of Spirituality”?
Meanwhile, arguing from the Anastasis
iconography, Anatole Frolow proposed a
post-Iconoclast Constantinopolitan origin,
a position taken up by L. Doncheva, and
the expanding number of comparable icono-
graphic examples began to weaken the
Rosenberg position.* The recent study by
Anna Kartsonis has decisively tipped the
scale, and her early-ninth-century dating has
been followed by David Buckton, although
he hesitates to declare a Constantinopolitan
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origin.* In spite of early Eastern occur-
rences, Kartsonis argues, the colobium con-
tinued in use through the ninth century in
Constantinople; the faulty orthography of the
enamel must be weighed against the very
elegant inscriptions of the niello scenes
inside; but most decisively, the Anastasis
inside the lid is based on the new iconogra-
phy of that subject, which was developed
in Constantinople about the vear 8oo. The
reliquary therefore stands at the very begin-
ning of the Byzantine tradition of cloisonné
enameling. The green-ground technique, the
iconography, the busts of saints, and even the
epigraphy find close parallels in other ninth-
century pieces, such as the book cover (cat.
no. 41) and the Crown of Leo VI (r. 886—912)
in the Treasury of San Marco, Venice.

The Fieschi Morgan Staurotheke belongs
to a class of objects referred to as historiated
reliquaries, which combine relics of sacred
persons, places, or things with representations
that explain the significance of the relics.
Reliquaries of the True Cross, called stauro-
thekai, constitute a special group, containing
the most sacred of all relics, wood from the
instrument of Christ’s death and of human-
kind’s salvation (see also cat. nos. 35, 37-40).
The Fieschi Morgan Staurotheke consolidates
in a little portable box the grand message of
salvation. On the cover the crucified Christ
stands erect and triumphant, his eyes wide
open. Sun and moon bear witness to his
miraculous death, flowers spring up on all
sides, and his powerful outstretched arms shel-
ter the nascent Church below (the figures of
the Virgin and John). The inscription is Christ’s
leave-taking, from John 19:26-27, in which he
extends his family to include his disciples. When
one opened the reliquary, one beheld not only
the precious wood itself, contained in silver
compartments, but the niello decoration of
the underside of the lid, expanding the mys-
tery of Christ’s work to four scenes of his
incarnation and resurrection. Christ descended
into humanity, into death, and into hell to
bring humanity back to life. The reliquary
was a guarantee of life itself.

TFM

1. Rosenberg 1922, pp. 32-35; Rosenberg 1924,
pp. $6-67.

. Wessel 1960; Palli 1062.

. Frazer 1979, pp. 634-36.

. Frolow, “Culte.” 1961, pp. 320-27; Doncheva 1976.
Kartsonis 1986, pp. 95—125; Buckton, “Bvzantine
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Enamel)” 1988, pp. 235~++.

LITERATURE: Frolow 1965, pp. 267-73, no. 160;
Wessel 1967, pp. +2—+4; Frazer 1979, pp. 634-36;
Kartsonis 1986, pp. 9+4-125.
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35. Staurotheke

Byzantine (Constantinople), 1oth century
Tempera on wood
27 X 12.4 X 3 cm (10% X 4% X 1% 1n.)

INSCRIBED: EITIEN O KC TOIC EAYTOY
MAG®HTAIC: TAYTA ENTEAAOMAI YMIN, INA
ATAITATE AAAHAOYC (The Lord said to his disci-
ples: “I am giving you these commands so that you
may love one another” [John 15:17])

35. Interior

PROVENANCE: Sancta Sanctorum, Vatican

Musco Sacro della Biblioteca Apostolica, Vatican
City (1898a,b)

This small wooden reliquary sheds light on
panel painting in tenth-century Byzantium.
It is interesting both for the expressiveness
of its imagery and for its tooled halos and

borders, a technical aspect considered rare
before the late Middle Ages. The painted-
panel medium is unexpectedly modest for a
staurotheke, that is, a reliquary for wood from
the True Cross. Both its form, a rectangular
box with a sliding lid, and its mode of lodging
the relic in a sunken patriarchal cross echo
features of cross reliquaries made of precious

. Sliding lid, inner face




metal. However, its rich but reticent material
and the content of its pictures suggest that this
reliquary was made originally to carry some
particular and even personal message. The
box had reached Rome by the twelfth century,
and it may have arrived there through some
interchange among the high princes of the
Greek and Latin Churches.

On the outer face of the lid the Crucifixion
is depicted in an exceptionally moving man-
ner, with Jesus dead and the Virgin bending
to embrace his pierced and bloody feet.
Robin Cormack has associated this motif
with the Good Friday sermon on the Virgin’s
Lament by the passionate ninth-century
homilist George of Nicomedeia.! The Good
Friday theme is taken up again on the lid’s
inner face, where a figure of John Chrysostom
holds an open book with Jesus’ admonition to
his disciples to love one another. This text was
the first reading in the morning office of Good
Friday. Thus the Cross’s emotive poignancy is
stressed, rather than its triumphant power.

The cavity for the relic is illuminated with
further pictures. In the uppermost interstices
Christ is opposite the Virgin, her humble
posture of supplication emphasized by her
placement not at his right side, as usual, but
at his left. Beneath them are two bust-length
archangels. They, in turn, are subtended by
Saint Peter, holding a martyr’s cross and
extending his hand as if in conciliatory speech,
and Saint Paul, displaying a book to him.
The proximity of Paul’s book to that of
John Chrysostom, one over the other when
the box is closed, suggests they are meant to
be one and the same, the Orthodox Church
in the persons of Paul and Chrysostom
offering an admonition through it to Peter’s
heirs in Rome. In opening the precious
box, the Roman recipient would at the same
time have opened God’s Scripture with its
Orthodox admonition not to wound the body
of Christ’s Church. The emotive intensity of
the Crucifixion, linked through the Good
Friday office with the text on Chrysostom’s
book, and the gathering of sainted ecclesiastics
around the relic of the reconciling Cross show
how flexible a medium of message-making
Byzantine art could be, for all its conventional-
ized language. AWC

1. Cormack 1977, pp. 151-53.

LITERATURE: Hyslop 1934, pp. 333—40; Frolow,
Relique, 1961, p. 487, no. 667; Cormack 1977,

pp- 151-53, figs. 34, 35; Cologne 1985, vol. 3, p. 87;
Cutler 1994, p. 25.

ExniBITION: Cologne 1985, no. Hil.

36. Front

36. Reliquary of Saint Demetrios

Byzantine, 1059-67
Silver gilt
H. I5 cm (5% in.), DIAM. IL§cm (4'%in.)

INscRIBED: On the panel with saints, 0 A
NECT®P (Saint Nestor), 0 A AOYIOC (Saint
Loupos); on the panel with the imperial couple,
K@ONCTANTI EN X 0@ HICTOC BACIA
AYTOKPAT PWME O AOYKAC (Constantine Doukas
in Christ the Lord pious Empress and Emperor of
the Romans), + EVAOKIA EN X® T® 6@ MTI BACI
PWME®N (Eudokia in Christ the Lord great Empress
of the Romans); on the side panels, + CA®HC HE®YKA
TOY KIBOPIOY TYIIOC/TOY AOTXONYKTOY
MAPTYPOC AHMHTPIOY/EX® AE XPICTON
EKTOC ECTHAWMENON/CTE®ONTA XEPCI THN
KAAHN ZYNOPIAA/O A AY ME TEYZAC IWANNHC
EK TENOYC/AYTOPEIANWN THN TYXHN MYC-
TOTPA®OC (I am a true image of the ciborium of
the lance-pierced martyr Demetrios. On the outside
1 have Christ inscribed [represented], who with his
hands crowns the fair couple. He who made me anew
is John of the family of the Autoreianoi, by profession
mystographos)

State Historical and Cultural Museum “Moscow
Kremlin” Moscow, Russian Federation (Mz. 1148)

This eight-sided silver-gilt container is shaped
like a ciborium. Its unequal sides are sepa-
rated by columns supporting open arches

36. Back

which have stylized acanthus leaves in their
spandrels. Within each arch there appears to
be an oil lamp standing on a tall base. Above
the arches there is an eight-sided conical roof.
The top piece (probably a cross) has been lost.
The four narrow sides are decorated with a
vine-and-palmette motif in low relief. One of
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the four wider sides serves as a door guarded
by two military saints who are identified by
inscriptions as Saint Nestor and Saint Loupos.
On the opposite side an imperial couple is
shown being crowned by a small figure of
Christ. Inscriptions give their names and titles:
the emperor Constantine X Doukas (r. 1059-67)
and his wife, Eudokia Makrembolitissa. His
rule was unusual in that he gave his wife a
role in state affairs because of his own failing
health. Here she holds the orb and has the
title Great Empress of the Romans. On the
other two wide panels is a continuous inscrip-
tion in lines of twelve-syllable verse, which
states that this object is a true copy of the
ciborium of Saint Demetrios, that on its exte-
rior Christ crowns a couple, and that its
patron was a certain John Autoreianos who
held a high office.

The ciborium “made anew” here can only
be the famous one of Saint Demetrios that
stood in his church in Thessalonike. The
original had only six sides, and because of
this discrepancy it has been suggested that
the present work may be a copy of a ciborium
of Saint Demetrios in Constantinople. This
is very unlikely, however. The Byzantine con-
cept of a true copy was far from what we mean
by this term today. To be called a copy, a
Byzantine object needed to recall the original
through only a few known features. For
example, a door with two military saints,
Saint Demetrios’s companions, on its exteri-
or must have been part of the original cibo-
rium, since it also appears on a number of
other reliquaries of Demetrios.

The ciborium contains a small rectangular
silver box that is affixed to its center. It has
the same shape as a few surviving small reli-
quaries that recall the empty sarcophagus
inside the ciborium. These reliquaries con-
tained the sweet-smelling myrrh and the blood
of Demetrios (his body, under the basilica,
exuded myrrh, which was gathered by the pil-
grims from a fountain in the crypt). André
Grabar has discussed a smail reliquary of this
type bearing traditional representations of
Saint Demetrios, now at the Great Lavra on
Mount Athos, the dimensions of which are
close to those of this little box. He suggests
that it should be considered the missing
reliquary originally kept inside the silver-gilt
ciborium. This Mount Athos reliquary (4.3 x
2.§ X 1.3 cm [1% X 1 X % in.]} has an inscription
that reads: TO CEIITON AIMA MAPTYPOC
AHMHTPIOY/CYNTETHPHTAI ENTAY®GA
OEIAN IIICTIN/BEBAIOYN IWANNOY
KAI ITOGON (Here is preserved the holy
blood of the martyr Demetrios, confirming
John’s faith and deep desire). If this small
box were added to the present work, the

reliquary would be complete — it would con-
tain a “sarcophagus” and an image of the
saint, which is now missing. The appear-
ance of the name of John as the patron adds
support to Grabar’s argument.

A question remains: why is the imperial
couple represented on this work and not on
the original ciborium? Until now it has been
argued that the figures are meant to proclaim
the contemporary imperial couple with an
official image instead of words. However, a
perhaps more pertinent explanation is sug-
gested here. Demetrios’s myrrh and blood
formed a wonder-working balm that could
cure sickness. The emperor Constantine
Doukas fell ill in the fall of 1066 and, recog-
nizing his diminished ability to rule, as the
intellectual Michael Psellos (ro18-?after 1081)
observed, “He entrusted all his duties to his wife,
Eudokia. In his opinion she was the wisest
woman of her time?” Could this reliquary, con-
taining the myrrh of Saint Demetrios, have
been a gift from John Autoreianos to the
imperial couple, and especially to the emperor,
with the hope that it would heal him? The

inscription on the Mount Athos container

certainly confirms its patron John’s faith and
desire for an unspecified benefaction.
1K

LITERATURE: A. Grabar 1950, pp. 3-28; Bank
1977, p. 308.
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37. Staurotheke

Byzantine (Constantinople), 975—1025

Silver gilt, enamel, and gemstones over wood

27 X 22 X § cm (10% X 8% X 2 in.)

INSCRIBED: [IJAE O YOC COY 1AOY H MHR COY
(Here is your son. . . . Here is your mother [John
19:26-27])

CoxnDITION: There is cracking and loss of enamel
on the center plaque; the gemstones at the top are
probably remounted; at the time of restoration the

order of the portrait medallions surrounding the
Crucifixion was disturbed.

PROVENANCE: Thought to have been acquired by
the Church of San Marco, Venice, between 1283 and
1325.

Procuratoria di San Marco, Venice, Italy
(Santuario 75)

This container for three pieces of the True
Cross consists of a rectangular box with a
sliding lid, a design much like that of Byzantine
ivory caskets. (For a discussion of staurothekai,
see cat. no. 38.) The sides and underside of
the metal-sheathed box are decorated in
relief. The back carries a gemmed cross resting
on a Sassanian palmette base; the inscription
IC XC NIKA (Jesus Christ conquers) appears
in the surrounding quadrants. Around the sides
of the box are inscribed portraits of Saints
Gregory of Nazianzos, Basil the Great, John
Chrysostom, Nicholas, Eustathios, Prokopios,
Theodore, George, Demetrios, and Niketas.
To signal its greater importance, the top of
the reliquary is decorated with enamel and
gemstones. In the center plaque Christ is
represented lifeless on the cross, with the last
words he addressed to the witnesses still
hanging in the air. Above the Virgin, who
raises her hands in supplication, is written,
“Here is your son” (John 19:26). Opposite
her stands Saint John the Theologian, clutch-
ing a book and bowing his head in sorrow;
above him the enamel worker placed the
words, “Here is your mother” (John 19:27).
Angels descend as the moon passes across
the sun.

The reliquary thus combines a narrative
depiction of the Crucifixion; the physical
evidence of its reality, within; and, with the
inscribed cross on the underside, a statement
of its significance: victory over death. The
inclusion of the physician Panteleimon among
the saints portrayed on the lid (the others are
John the Baptist, Peter, Paul, Thomas, and
John the Evangelist) may have been intended
to remind the viewer of the relic’s healing
power.

The figure style of the Crucifixion scene
and the treatment of the underside suggest a
date at the end of the tenth century or possi-
bly the beginning of the eleventh. JCA

38. Back

LITERATURE: Bank 1958, p. 214, fig. 4; Frolow,
Religue, 1961, pp. 485—86; Frolow 1965, pp. 126, 159;
Wessel 1967, p. 75; Hahnloser 1971, pp. 34-35,

pls. XXV, XXVI.

of the True Cross. Housed in the imperial
palace in Constantinople and displayed in
religious ceremonies only a few times a year,
the True Cross and its few surviving relics
were authenticated by the government and
their distribution was strictly controlled. On
rare occasions pieces of the relics of the True
Cross were donated by the emperors to reli-

ExHisITiOoNSs: Edinburgh 1958, no. 191; Athens
1964, NO. 464; Venice 1974, no. 65; New York and
Milan 1984, no. 13.

38. Staurotheke

Byzantine, late roth—early 11th century
Silver, silver gilt, paste, glass, and enamel
26.3 X 21.5 cm (10% x 8Y% in.) (folded)

ConpITioN: The original enamel medallions are
lost, as is most of the paste and glass decoration; there
are losses and damages to the internal cruciform com-
partments and the lower corners of the back cover.

PROVENANCE: Purchased from Bois, in Paris, in
1883; remained in the Museum of the Stieglitz School
of Art and Design in Saint Petersburg until 1925, when
it was transferred to the State Hermitage.

The State Hermitage, Saint Petersburg, Russian
Federation (W264)

One of the most important Byzantine relics,
and certainly the most prestigious, was that

38. Interior
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gious institutions and to important foreign
dignitaries, one of the highest distinctions
bestowed by the Byzantine rulers.

Relics of the True Cross were kept in
staurothekai, cases usually made of silver or
gold decorated with precious stones and
enamel. The Hermitage staurotheke is made
in the shape of a rectangular case. In the front,
two hinged doors swing open to reveal an
interior lid, which slides out from the bottom
to expose the compartment in which the piece
of the True Cross would have been placed. On
the exterior of the doors only the silver parti-
tions and the borders of the enamel decora-
tion survive; few traces of blue and brown glass
remain. Four medallions, one at the top and
one at the bottom of each door, mark the cor-
ners of a rectangle. The doors are framed by a
decorative band, while a lozenge frieze appears
along the top of the case. Most likely the bot-
tom section, now lost, bore the same ornamen-
tation, completing the balanced arrangement
of the design. The two small medallions placed
symmetrically on the doorjambs seem to have
originally contained enamels as well. A loop
handle is attached at the bottom of the case
to pull out the sliding lid, and a hinge at the
top allows the staurotheke to be suspended.
On the interior of the doors and the front

surface of the sliding lid the silver borders of

roundels and squares, arranged in a strictly
symmetrical pattern, are all that survive of
the decoration. On each of the doors inter-
twining bands divided in square compart-
ments enclose five pairs of roundels. Similarly,
the lid displays a large circle contained by a
square, with four smaller roundels marking
the panel’s corners.

Initially, the empty spaces in and around
the roundels of this triptych would have been
filled with enamel representations, while the
square openwork of the framing bands would
have been filled with multicolored glass,
creating a vibrant polychrome effect, as can
be seen in several objects in the exhibition
(cat. nos. 34, 107, 125, 236). The massive
thickness of the silver sheet from which this
reliquary was made hints at its former
splendor.

The less damaged back of the staurotheke
shows a single sheet of silver with repoussé
decoration. A central cross, embellished with
foliate designs and flanked by two palmettes
issuing from the bottom of its lower arm, is
framed by a foliate border similar to the
ornamentation within the cross. Roundels
containing the abbreviated letters of Christ’s
name flank the upper arm of the cross. A
foliate pattern shallower than that of the
border and cross serves as the background.
Iconographically, the cross on the back rep-

resents Christ, as the presence of his name
clearly indicates. The overall foliate patterns
of the decoration refer to paradise. Thus
Chirist is identified here as the wood of the
True Cross (preserved in this reliquary), the
only Christian path leading to paradise.*

The dating of the staurotheke must be
based solely on stylistic comparisons of the
repoussé decoration on its back and the square
openwork of its framing bands. Its close
resemblance to the reliquary of the convent at
Marienstein and to the center panels of the
Stavelot Triptych (cat. no. 301) points to a date
in the late tenth or early eleventh century.?

DK

1. For more on the relics of the True Cross, see
Frolow, Relique, 1961 and Frolow 1965.

2. Several other reliquaries and metalwork icons have
foliate crosses on the back; see Volbach, Staurotheca,
1969, pl. 4, 32—40.

3. The style of the Byzantine panels of the Stavelot
Triptych most closely resembles— in the use of
colored glass in square openwork bands, color
palette (alternating bands of light and dark blue
for the garments), and golden background —that
of objects daring from the second half of the tenth
century, such as the Limburg Staurotheke and the
icon of the bust of Saint Michael in the Treasury
of San Marco, Venice.

Li1TERATURE: Frolow, Religue, 1961; Frolow 1965;
Bank 1977, p. 307.
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39. The “Philotheos” Staurotheke

Byzantine, 12th century
Silver repouss¢, wooden core
20.§ X 17 cm (8% X 6% in.)

INscrIBED: On three of the four original border
panels, +ZOHPOPON MIEPYKE TOY CTAYPOY
ZYAON/EN WIIEP AYTOC ITPOCHATEIC XPICTOC
OEAWN/AIIACIN EBPABEYCE THN CWTHPIAN/
OHKHN IWANNHC AE TEYXEI NYN IT0O® (Life-
giving was the wood of the cross on which Christ
himself, willingly fastened, granted to everyone salva-
tion. John fashions now the case with deep desire)

ConpITION: The sliding top is missing.

PROVENANCE: Tradition names the patriarch
Philotheos (?) as the owner; brought to Constan-
tinople by the metropolitan Alexios in 1354.

State Historical and Cultural Museum “Moscow
Kremlin,” Moscow, Russian Federation (1141)

This rectangular staurotheke has lost its
original sliding lid, so that the interior is
exposed. This is covered with silver repoussé
in a low decorative relief consisting of ten-
drils, two medallions, and two figures. At the
center is a recess in the form of a cross that
once held a particle of the True Cross. Saint
Kosmas (left) and Saint Damianos (right),
identified by their inscriptions, stand under
the arms of the cross. In the medallions at the

top are the busts of Saint Kyros (left) and
Saint Panteleimon (right).



The choice of saints is unusual in this con-
text. Kosmas and Damianos take the places
traditionally occupied by the emperor
Constantine and his mother, Helena. Since
Kosmas and Damianos were medical saints,
their presence may emphasize the miraculous
healing powers of the relic.

The inscription is composed of four
dodecasyllabic verses. The last verse is divided
into two sections: the first starts with @HKH
on the lower left side, and the second with
AE on the lower right side, following the
verse just above. Four dots in the shape of a
diamond mark the point where each section
begins. Since the inscription mentions Christ
on the cross, the missing lid must have borne
a representation of the Crucifixion, a scene
that in any case is called for on a staurotheke.

This reliquary is known as the “Philotheos”
Staurotheke because it was, according to tra-
dition, once owned by a patriarch of that
name. He should not be confused with John,
its maker, the man named in the inscription,
who probably lived in Constantinople dur-
ing the twelfth century.

1K

LITERATURE: Frolow 1965; Volbach, Staurotheca,
1969, pp. 7ff.; A. Grabar 1975, pp. 77-78, fig. 103;
Bank 1977, no. 200.

40. The Esztergom Staurotheke

Byzantine (Constantinople), ca. 11501200

Silver gilt and enamel

35 % 25 cm (14X 9% in.)

CoNDITION: Restored in 1957.

PROVENANCE: $Said to be identifiable with a reli-
quary listed in the cathedral inventory of 1528;

bequeathed to the cathedral in the early seventeenth
century by Cardinal Kutassyi, primate of Hungary.

Cathedral Treasury, Esztergom, Hungary (64.3.1)

The Esztergom Staurotheke is a Byzantine
reliquary made to display a fragment of the
True Cross. The piece of wood is set in a cross-
shaped cavity at the center of a rectangle
divided by bands of enamel into three zones.
In the top zone angels gesture in grief and
shock, following poses found in scenes of the
Crucifixion. Episodes before and after the
Crucifixion are invoked in the lowest zone:
at the left a soldier and a Jew lead Christ to
Golgotha, and at the right Nicodemus, Joseph
of Arimathea, and the Virgin remove Christ’s
body from the cross as Saint John looks on,
wiping tears from his eyes. The frame, the style
of which suggests work of the thirteenth or
fourteenth century,' contains portraits of
(clockwise from top left) the Virgin, Christ, a

lost panel of John the Baptist, Saint Nicholas, a
second lost panel (possibly Saint George), and
Saints Theodore Teron, Demetrios, and Basil.
The reliquary was conceived as a devotional
icon that would lead the beholder through a
sequence of events in the Passion. Flanking
the cross are Saints Constantine and Helena.
Helena was said to have discovered the cross
of the Crucifixion and to have verified its
authenticity; she acts, in part, as a guarantor
of the relic. Opposite Helena stands her son,
Constantine the Great (r. 306—37), the founder
of Constantinople, whose vision of a cross
figures significantly in the rise of Christianity.
Constantine’s vision, which came to him in
a dream the night before his victory at the
Milvian Bridge on October 28, 312, was
taken in the Middle Ages as a promise of the
individual’s victory over sin and death.
Reliquaries made as icons span the tenth
through the twelfth century.* The Esztergom
Staurotheke may be dated to the second half
of the twelfth century on the basis of the tall,

thin proportions of the figures and the empha-
sis on affective imagery as the devotional
touchstone. The will of Cardinal Kutassyi, a
seventeenth-century primate of Hungary,
attributes it to the year 1190. Although docu-
mentation for the attribution is lost, the date
accords with the style as well as with what is
known of relations between Byzantium and
Hungary at that time.

JCA

1. Compare A. Grabar 1975, nos. 12, 17, 18.

2. See the examples at Limburg an der Lahn (Wessel
1967, no. 22); Pierpont Morgan Library, New York
(cat. no. 301); Bibliothéque Natonale, Paris,
Cabinet des Médailles, Schiumberger 6 (Daris,
Byzance, 1992, no. 182).

LITERATURE: Somogyi 1959; Beckwith 1961,

p- 111, fig. 139; Frolow, Religue, 1961, pp. 331-32;
Frolow 1965, fig. 41; Wessel 1967, pp. 158—63, item
49; Frazer, “Djumati,” 1970, p. 247, fig. 19; Cséfalvay
1992, pp. 28-29.

ExH1BITION: Cologne 1985, no. H33.
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MANUSCRIPTS

|

JEFFREY C. ANDERSON

he illuminated Byzantine manuscript has three

parts: the written text, the chapter titles and ini-

tials, and the decorative frames surrounding

the titles or tables. Illustration forms a fourth
component in a number of books. The opening leaves of
the hornilies by James the Monk (cat. no. 62) exemplify the
Byzantine approach to the creation of a beautiful manuscript.
A full-page miniature of the Ascension framed by a church
faces the first page with writing. At the top of the page of text,
above an impressive block of ornament, the scribe wrote the
simple designation “Homily One” Below the ornament the
gold title identifies the chapter (“Homily of James the Monk
on the Conception of the All-Holy Theotokos [literally,
“God-bearing”; Mother of God, an epithet of the Virgin
Mary]”), which begins with a historiated initial: an omicron
that frames the Virgin Mary holding the Christ Child. The
initial and the scene of the Ascension remind the reader that
the story of the Virgin Mary’s life centers on her role in the
Incarnation, bearing Christ and witnessing his last earthly
act following the Resurrection, his ascension into heaven.
Illuminated manuscripts like that of James’s homilies were a
medieval creation that flourished in centers throughout the
Byzantine Empire, but especially in Constantinople, from
the late ninth to the end of the twelfth century. Before about
the year 850 illuminated manuscripts are extremely rare, and
after about 1200 the absolute number of books illuminated
in Byzantium, as well as their proportion relative to all books
produced, drops. The significance of medieval Byzantine illu-
mination can be measured not only by its power over later
Byzantine artists and patrons, who often drew on medieval
works for models, but also by its influence on the arts of
Europe, Georgia, Armenia, and Rus’

The content of the books produced in handsome editions
changed little during the Middle Ages. Scribes and illu-
minators were most often called on for copies of the Bible,
collections of saints’ lives, and sermons. The thickness of
parchment and the use of larger, legible scripts resulted in the
Bible’s being treated in units, though copies of the entire text
are known (see cat. no. 42). The Byzantines were accustomed

The Monk Sabas Reads to the Emperor. Illustration from the Homilies
of John Chrysostom (cat. no. 143), fol. 1(2 bis)r

to collections such as the first eight books of the Old
Testament, the psalms combined with other biblical poetry,
and the major and minor prophets. Like the Old Testament,
the New Testament is known to have been made in single vol-
umes (see cat. no. 47), though it circulated far more frequent-
ly as two books, one containing the Four Gospels and the
other the Acts and Epistles. Each of these texts could be pro-
duced in a variety of formats, depending on how the patron

. intended the book to be used. Size often signaled a book’s

purpose even before it was opened. Pocket versions of the
Gospels and psalms were popular for private devotional read-
ing, whereas larger manuscripts tended to be made for use in
church. Personal copies as small as 2% by 3% inches might be
decorated with miniature icons that enhanced prayer and
meditation.' The Gospels of John II Komnenos and the tiny
psalter from the Vatopedi Monastery (cat. nos. 144, 241) are
two examples of such books for private use. Works to be read
publicly demanded a large format to accommodate bold writ-
ing. The eleventh-century portrait of the monk Sabas, shown
with the emperor as his audience, suggests how a large book
was used in church. Standing behind the lectern and holding
a candle for light, Sabas relied on the book’s oversize script
to enable him to read without stumbling or hesitation. Size
and use do not always correlate precisely. The Paris Psalter
(cat. no. 163) exemplifies the larger folio manuscript made for
private study. Its pages are masterpieces of calligraphy on
which the scribe nested the biblical text in a dense selection of
quotations from learned authorities written in a smaller hand
(see illus. on next page).

Readings from Scripture were the basis of the Byzantine
religious service. Both Old and New Testament manuscripts
produced for use in church had annotations and sometimes
tables to locate passages. The Gospel lectionary is a biblical -
version created solely for liturgical use. The Gospels were
divided by episodes and recombined into a single text that
was displayed on the altar and elevated during the service.
The importance of the lectionary, whose liturgical use magni-
fied it to a virtual symbol of Christ, attracted patrons who
commuissioned especially rich copies.> Examples include lav-
ishly illustrated works and those in which every page was
painstakingly written in the shape of a cross (cat. no. 61). Also
numbered among liturgical books are collections of sermons,
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Psalm 1: text surrounded by commentary. The Paris Psalter (cat. no. 163),
tol. 8

like those of John Chrysostom gathered in the Coislin homi-
liary read by the monk Sabas (see illus. on p. 82). Throughout
much of history public lectures, including church sermons,
generated enthusiasm in a wide audience. For the Byzantines
sermons were a source of entertainment as well as instruction.
Most collections were made for church use, some in extreme-
ly handsome versions intended for donation. Others, like
James the Monk’s Homilies on the Life of the Virgin, were
made for private reflection or possibly for reading in the small
groups the Byzantines called theaters (theatra).}

The Byzantines’ interest in books was not confined to texts
used in the liturgy or to copies of Scripture for private read-
ing. To them we owe nearly all our knowledge of classical
Greek poetry, drama, and philosophy. Histories, secular poet-
ry, and practical manuals on law, veterinary science, military
tactics, poisons, and medicinal plants were produced to meet
the needs of generals, physicians, and other professionals.
Many secular works —such as the tenth-century herbal in
the Morgan Library and the Madrid manuscript of the
Chronicle of John Skylitzes, a history copied and illustrated
in the West under Byzantine supervision—present a sober
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appearance (cat. nos. 161, 338). Their makers shunned decora-
tive bars, frames, and rich initials, and illustrations were
intended to clarify meaning.* Secular texts were, however,
sometimes produced in decorated editions when the patron
demanded it’ Any book made for the emperor or for a
wealthy client had to reflect the patron’s status. In a poem
written for the copy of sermons he commissioned, Abbot
Joseph of the Pantokrator Monastery used the language of
coinage and precious metals to call attention to the book’s
expensive materials, “the silvery white parchment splashed
with gold”¢ His opening dedication gives some impression
of the opulent use of gold on parchment characteristic of this
book.” The manuscript, destined to be a gift to Joseph’s
former monastery, heightens our awareness of how material
richness conveyed status. It is important to remember that
the distinction between religious and secular content was not
casily made in the Middle Ages. An eleventh-century saint’s
life tells that the monastic manual The Heavenly Ladder could
be found in the home of a pious Byzantine couple.? A copy of
the psalms made for the abbot of an important Constan-
tinopolitan monastery was illustrated to stress the abbot’s
role as administrator and to remind him of his pastoral
responsibilities (cat. no. 53). An eleventh-century Byzantine
general named Katakalon Kekaumenos distilled his life’s
experience into a long essay addressed to his son. For edifying
reading Kekaumenos recommended the Old Testament for its
wisdom, inspiration, and, we may be surprised to learn, the
practical information it contains, since “nearly the entire Old
Testament is warfare”® The general’s words inevitably call to
mind the Joshua Roll (cat. no. 162).

Patrons and makers created the impression of material rich-
ness in a number of ways, some traditional and others inno-
vative. Display scripts were executed in gold as early as the
sixth century. The title above the illustration at the start of the
eleventh-century Morgan Lectionary (cat. no. 60) —For the
Holy and Great Sunday of Easter”—was written in grand cap-
ital letters." Similarities like those between the dedication of
the Sinai Gregory and the nearly contemporary stone inscrip-
tion engraved for Isaac Komnenos (cat. no. 7) suggest that
medieval scribes occasionally sought to give their work some-
thing of the monumentality of public inscriptions. Book titles
were often framed or otherwise set off with ornament, a tech-
nique also known from a small number of early books and
one perhaps continued during the era of Iconoclasm (723-
843)." Iconoclast patrons intent on giving expression to their
piety and devotion may have encouraged the use of non-
figural decoration in books, just as they did in churches.”

Despite centuries of development, the illuminated book of
the Middle Ages stands apart owing to the extent of its deco-
ration and the care given to it. To the decorative repertoire
inherited from mosaics and sculpture, medieval illuminators
added patterns that referred to contemporary metalwork.



Ezekiel in the Valley of Dry Bones. Iflustration with a necklace frame from the Liturgical Homilies of Gregory of Nazianzos (cat. no. 63), fol. 438v




David Composing the Psalms. Illustration from the Paris Psalter,
(cat. no. 163), fol. v

A frame in a late-ninth-century collection of sermons heralds
the use of jewelry motifs. The necklace surrounding the
miniature is executed in trompe l'oeil, as if it had been casual-
ly dropped on the page (see illus. on preceding page).” Title
frames and initials found in tenth-century manuscripts recall
necklaces and bracelets made in gold with emeralds and sap-
phires.'* The miniature that opens the Morgan Lectionary
was framed with simulated enamel work. From about the
tenth century on, enamel work was used for expensive objects
of adornment— earrings, beads, necklaces—as well as for
icon frames and fittings.” The medieval manuscript page con-
veyed devotion through the display of wealth.

The illustration of a medieval book is difficult to character-
ize, since it can take many forms and serve many needs. The
most common illustration is the author portrait, known from
as early as the sixth century.” The medieval author usually sits
alone in his study, writing or pausing to reflect."” The author
nearly always turns away from the viewer toward the text on
the opposite page, so the portrait seems to be a glimpse into
the moment of creation. The moment is a medieval one. In
antiquity, when reading was done aloud and authors dictated
their works for secretaries to transcribe and professionals to
copy, the relationship between creativity and writing was
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weak. By the Middle Ages the two had been bonded. In part,
the change to silent reading inevitably shifted emphasis to the
written word, which came to be transcribed in a wide variety
of letter forms and calligraphic styles that were pleasing to the
eye. Perhaps more decisive was the growing influence of
Scripture. The evangelists and prophets were believed to have
written under divine inspiration. To see Matthew or Mark
write was to view the moment of transmission of God’s
word, and the evangelist portrait often stressed the solitary
nature of the act. A second type of author portrait was popu-
larized by eleventh-century illuminators; it showed the
author standing and declaiming his text to an audience. The
emphasis on performance was suited to liturgical books,
which were seen only by the reader who chanted the words to
the congregation assembled before him.

The other category of painted image is the narrative pic-
ture, one that tells a story. The Byzantines were masters of
narrative imagery, whicl they adapted to a wide variety of
illustrative, didactic, and devotional purposes. For the first
seventy-five years after the end of Iconoclasm in 843, the main
justification for introducing pictures into books was the need
to teach a lesson. Among the earliest Byzantine manuscripts
produced after 843 were the marginal psalters, which use nar-
rative episodes in juxtaposition with the psalm text to con-
demn the Iconoclast heresy and vilify its adherents (see
cat. nos. §2, 53, and illus. on p. 185). In the Bible made for Leo
Sakellarios, full-page miniatures stand before each of
the books and in some cases offer unexpected subjects. Moses
shown writing in Eden as a frontispiece to Genesis or the
Crucifixion depicted in the margin of a psalter startles the
reader.”® But on reflection such images often give fresh
insights that deepen the understanding of the text.

Most visual narratives began with an implied historicity.
Unlike Moses at the Creation, the scene depicted was one the
reader could assume someone in the past had witnessed (and
during the Iconoclastic debates an image’s close relationship
with its subject was a measure of its truthfulness). Although
such pictorial narrative can seem to be literal, rarely are pic-
tures the innocent equivalents of words. In the Joshua Roll
(cat. no. 162) the artist seems to intimate that the biblical
story can be identified with the contemporary Byzantine
army, and for this reason historians have suggested that the
roll presents an allegory of tenth-century events. Narrative
images can also make an unfamiliar story seem less distant.
The illustrations in the Madrid Skylitzes show the need of a
twelfth-century Norman ruler to visualize the events of
Byzantine history (see cat. no. 338 and illus. on pp. 6-19).
Similarly, the miniatures of the Menologion of Basil II (cat.
no. ss) satisfied a desire to see the saints and events related in
the often brief entries composed for daily reading.

One of the greatest achievements of medieval Byzantium
was its return to extended pictorial narration, including the



Moses Writing in Eden. Frontispiece to Genesis, from the Bible of Leo Sakellarios (cat. no. 42), fol. 1iv

creation of long cycles of images for the Old Testament as
well as the New.” Narrative images like those in the Leo Bible
and the Paris Psalter recall the grand manner of fifth- and
sixth-century painting. Those of the eleventh and twelfth
centuries, however, differ in appearance; works such as the
Theodore Psalter and the Madrid Skylitzes (cat. nos. 53, 338)
reveal patrons and illuminators who have drawn back from
the grand manner of earlier times in favor of flat figures paint-
ed against shallow, often blank backgrounds. To our eyes this
style is marked by an apparent antagonism of form and con-
tent: if the goal was to visualize exact moments in the past,
why was so abstract a manner of representation favored? The

antagonism can be resolved only by recognizing the demands
placed on the artist by the book format. In the Paris Psalter
and the Leo Bible the images were depicted on separate pages
and framed like casel paintings. Eleventh- and twelfth-centu-
ry narrative illustrations almost always share the page with
the text, which emphasizes a flat plane. By reducing the depth
of settings and the roundness of the figures, artists and scribes
successfully combined illustration with text and ornament.
The illustrated homilies of James the Monk (cat. no. 62)
exemplify the balance a gifted illuminator could strike
between calligraphy, rich ornament, and an emotionally
engaging narrative in pictures.
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41. Book Cover with Christ
Pantokrator (front) and the Virgin
Orans (back)

Byzantine (Constantinople), late roth—early 11th century
Silver gilt on wood, gold cloisonné enamel,

stones, and pearls

29 X 21 cm (11% X 8% in.)

Biblioteca Nazionale Marciana, Venice, Italy
(Ms. Lat. Cl. 1.100)

This sumptuous book cover, which long
contained a fourteenth-century Venetian evan-
gelary, is one of the many objects that pre-
sumably reached Venice during the Fourth
Crusade as booty from Constantinople.
Originally it covered a Byzantine manu-
script, most likely a Gospel book.

The front and back panels of the cover
have the same design. The central rectangu-
lar enamel panel depicts Christ standing on a
suppedaneum holding the Gospels in his left
arm and blessing with his right. In the corre-
sponding panel on the back the Virgin stands
with her hands in a praying position, express-
ing her role as intercessor for humankind.
Each wears a blue garment, has a turquoise
halo and a footstool, and is surrounded by
twelve enamel medallions depicting busts
of saints. These medallions are not in their
original arrangement, but their correct places
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41. Christ Pantokrator

can be surmised by the hierarchical system
the Byzantines used in multifigured images.
The John the Baptist medallion and the two
archangel medallions would have been at
the top of the Chirist side with Peter and Paul
in the row below. Then there are the Four
Evangelists (Matthew, Mark, Luke, John),
four Church Fathers (John Chrysostom,
Nicholas, Gregory of Nazianzos, Basil the
Great), six other apostles (Andrew, Philip,
Thomas, James, Bartholomew, Simon), two
prophets (Elijah, Zechariah), two female saints
(Anne, mother of the Virgin; Elizabeth,
mother of John the Baptist), and Joachim,
the Virgin’s father, who obviously belongs
on the side with the Virgin together with
the two prophets and the two female saints.
The eyes of the medallion figures do not look
inward toward the central figure, perhaps
because the focus of veneration is not the
central image, as is usual, but rather the
Gospel book itself. The outer border on both
sides is formed by a band of oval and rectan-
gular red (rubies?) and green (emeralds)
cabochons framed by rows of pearls strung
on a meta] wire and attached by a narrow
ring after each pearl. The rectangular enamel
plaques and the medallions are also framed
by the same rows of pearls. The white luster
of this characteristic Byzantine decorative
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41. Virgin Orans
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device accentuates the design, while adding
a precious material. The drapery of the central
figures, which shows a severe and controlled
linear style, allows the book cover to be dated
to the late tenth or early eleventh century.
IK

EXHIBITIONS: Venice 1974, no. 28; New York and
Milan 1984, no. 14.

42, Bible of Leo Sakellarios

Byzantine (Constantinople), ca. 940
Tempera and gold on vellum
41X 27 cm (16% X 10% in.)

INSCRIBED: At the top, H IANATTIA ®EOTOKOC
META TOY XY ITIPOCAEXOMENOI THN BIBAON
IMAPA AEONTOC ITPTAITIOCITOY MMATPIKIOY KAI
CAKEAAPIOY (The all-holy Mother of God with
Christ, receiving the Bible from Leo, praspositos,
patrikios, and sakellarios).

On the frame, AAAOI MEN AAAWC TH
ITANOABI® ®YCEI CIIENAOYN ¥YXHC TO AWPON
EM®PONW CXECEI ET'® AE AOIIION ECOAON
EYTEAEC 6YW EK IIICTEWC ITAHN THNAE THN
BIBAON 6 CYN TH TEKOYCH MHTPI KAI
GEOTOK® INPECBEIC MAAAIAC KAI NEAC TOYC
MMPOKPITOYC EIC ANTAMEI¥VIN TON EM®WN
ETKAHMAT®ON (While in a different way others
wisely dedicate to the all-blessed Nature the gift of
their souls in their condition, I for my part make
my noble but humble offering out of faith, only
this Bible, the preeminent ambassadors of the Old
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42. Leo Offering His Bible to the Virgin, fol. 2v

and New [Testaments] to God with the Mother who
gave birth, the God-bearer, in exchange for indict-
ments against me).

Within the miniature, beside the Virgin’s halo,
MHP @Y (Mother of God); beside Christ’s halo,
IC XC (Jesus Christ); behind Leo, AEWN [IATPIKIOC
MPAITMIOCITOC KAI CAKEAAPIOC [TPOC®EPWN
THN EEHKONTABIBAO THN YIIEPATIAN
@EOTOKON (Leo the patrikios, praipositos, and sakel-
larios oftering the sixty books to the all-holy Mother
of God).

ConDITION: Only the first volume (Genesis
through Psalms) of this two-volume Bible survives;

the eighteen full-page miniatures that were originally
frontispieces to individual books have been rebound
separately for conservation purposes; the miniature
on exhibit has suffered only minor, spotty flaking of
pigment.

Biblioteca Apostolica Vaticana, Vatican City
(Ms. Vat. Reg. gr. 1)

The first thing that strikes the viewer of this
manuscript is its extraordinary, full-folio size,
the largest in Byzantine book production.
Leo Patrikios, who commissioned and

AEsa iy

donated this Bible to a monastery of Saint
Nicholas, held the exalted office of sakellarios,
or treasurer of the realm, which of course
placed him in a position to commission a
manuscript of such exceptional size and beau-
ty. Leo took a personal interest in the produc-
tion of the book, dictating the specifications
of its preface miniatures by writing a series of
frame epigrams describing each subject. In his
inscription on this page he compares his offer-
ing to the Virgin with that of the monks of the
monastery that received the Bible as a gift, who
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offered to her their very souls. Leo’s beardless
face and gray hair identify him as a eunuch,
a desirable condition for a treasurer since it
implied freedom from family ambitions but
made him ineligible for monastic life. Dressed
in a clasped, gold-trimmed red cape, he offers
his tome to the Virgin, who in turn bows her
head, listening attentively to his prayer while
beckoning to her son to receive the offering.
The painter has set the action before a
cool, billowing sky and a classical exedra
draped with a tasseled red cloth. The figures
turn with grace, vividly conveying the two-
way transaction between Leo and Christ, their
lively faces modeled impressionistically in
warm hues. These Hellenistic characteristics of
Macedonian-period painting link the work to
both the Joshua Roll and the Paris Psalter
(cat. nos. 162, 163), tempting art historians
to describe them as a “renaissance” phenome-

L e

43. Virgin Orans, fol. 11

non. But unlike painters of the Renaissance,
Byzantine artists were interested in these
classical characteristics not in themselves
but as a means to create a sacred atmosphere.
Paintings were thus the medium for a com-
plex exegesis of the biblical message, explained
here from image to image in the frame epi-
grams. These exhibit considerable theological
sophistication, based on acquaintance both
with the teachings of the Church Fathers
and with the speculations of contemporary
Iconophile theologians.'

TFM

1. Olster 1994, pp. 419—58.
LITERATURE: Miniature della Bibbia, 1905, fasc. 15
Mango 1969, pp. 121-26; Mathews 1977, pp. 94-133;

Dufrenne and Canart 1988.

ExHisITION: Cologne 1992, no. 18.
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43. The Four Gospels

Byzantine (Constantinople), second half of gth cen-
tury and 12th century

Tempera and gold on vellum; 164 fols.

18.5 X 14.5 cm (7% X 5% in.)

CoNDITION: The twelfth-century headpieces have
suffered considerable loss of paint; the five inserted
leaves from a ninth-century manuscript have been
severely trimmed.

PROVENANCE: A note on folio 164v indicates that
the manuscript once belonged to the patriarch of
Kosinitza; Monastery of Saint Andrew on Mount
Athos until the early twentieth century; brought to
the United States by T. Whittemore; purchased

by R. Garrert in 1925, who gave it to the Princeton
University Library in 1942.

Manuscript Division, Department of Rare Books
and Special Collections, Princeton University
Libraries, Princeton, N.J. (Ms. Garrett 6)

The twelfth-century decoration of this provin-
cial manuscript comprises four headpieces
and ten canon tables. The chief artistic inter-
est, however, lies in the five inserted ninth-
century miniatures of Christ, the Virgin, and
Saints Mark, Luke, and John (fols. rov, 11r,
54V, 83V, 130v; a portrait of Matthew must
have completed the set). The miniatures
may have belonged originally to a Gospel
lectionary, which often included images of
Christ and the Virgin as well as the evange-
lists; an example is the tenth-century lec-
tionary in the Monastery of Saint Catherine
on Mount Sinai (gr. 204)." The inclusion
among the Garrett 6 miniatures of an image
of Christ holding a jeweled book followed
by one of the Virgin in prayer emphasizes
the idea of the Incarnation of Christ, the
Logos, through the Virgin, a primary theme
of Byzantine lectionaries.? The Virgin’s role
in the Incarnation is also indicated by the
inscription H ATIA ®EOTOKOC (Holy
Theotokos [God-Bearer]), which frames
her image. This title began to be used on
works of art in the late eighth century, after
the first period of Iconoclasm, as a way of
pointing to Christ’s human birth. The Virgin’s
more common title, MHP ©Y (Mother of
God), was inscribed under the arch at a
later date.? Similar uncial and minuscule
inscriptions exist in the other miniatures
of the manuscript as well.

Each figure in Garrett 6 is represented
standing on a jeweled pedestal against a
gold ground and framed by a lavishly deco-
rated arch resting on colored marble columns.
The Virgin’s garment is a rich purple, while
the evangelists are dressed in bright pastels.
Similar architecture frames the standing
figures of the Virgin, Christ, and the evan-
gelists in the Syriac Rabbula Gospels of 586,
suggesting the sort of tradition from which



44. The Evangelist Luke, fol. 128v

the Garrett portraits ultimately derive. This
tradition is also continued in Armenian
Gospel books such as the ninth-century
Ejmiatsin Gospels in the Matenadaran Library,
Erevan, Armenia (Ms. 229).* The Garrett 6
miniatures are most closely related to the
ninth-century marginal psalters. In the prefa-
tory portrait of David in the Khludov Psalter
(cat. no. s2) he is shown beneath an arch
very similar to those in Garrett 6. The bust
of Christ above David’s head has many fea-
tures in common with the heads of the figures
in the present work: the dark, crescent-shaped
shading under the eyes, the small red lips,
the straight, broad nose with dark shading
along one side and red along the other, and
the thin red lines beneath the perfectly arched

brows. Another marginal psalter, Pantokrator
61, in the Pantokrator Monastery on Mount
Athos, provides even closer comparisons.’
The two works have similar color schemes,
the same methods of modeling drapery —
either with double-line folds or with thick
lines framing expanses of white highlighted
in abstract patterns —and a shared use of
thin gold striations, which are especially
prominent on the figure of Christ but also
visible on the Virgin’s robe.

KC

1. Weitzmann and Galavaris 1990, vol. 1, pp. 42—46,
figs. 92-108.

2. Anderson 1992, p. 10.

3. Kalavrezou 1990, p. 168; Kartsonis 1986, p. 107.

4. Der Nersessian, Etudes, 1973, vol. 2, figs. 282, 288,
290.

5. For the Pantokrator manuscript, see Pelekanidis
etal. 1979, vol. 3, figs. 180-237.

LITERATURE: Weitzmann, in Vryonis 1978,
pp. 77-78; Weitzmann and Galavaris 1990, vol. 1,
pp. 42-46, figs. 92—108.

EXHIBITIONS: Princeton 1973, no. 1; Princeton
1986, no. 169.

44. The Four Gospels

Byzantine (Constantinople), ca. 925—50
Tempera on vellum; 259 fols.
23.5 X 18.5 cm (9% x 7Y in.)

PROVENANCE: In Greece, in the possession of an
archbishop of Thessaly, in 1526.

The Holy Monastery of Iveron, Mount Athos,
Greece (Cod. 1387; formerly 247)

This important copy of the Gospels includes
decorated canon tables, title pages, and four
portrait miniatures. Saint Luke and the
three other evangelists are presented standing
and holding their Gospel books, each figure
carefully differentiated by pose, gesture, and
portrait features. The youngest of the evan-
gelists, Luke traditionally was shown beard-
less, with a triangular face and luxuriant dark
hair. Standing portraits such as this one go
back to as early as the sixth century and the
evangelists on the episcopal throne made for
Maximian, archbishop of Ravenna. In illu-
mination, standing authors are much less
common than seated ones; sometimes their
use was prompted by a book’s tall, thin pro-
portions (cat. no. 47). Standing evangelists
were relatively popular in the tenth century,
when they appear in at least six other manu-
scripts. The pose of Luke in the Iveron man-
uscript compares closely with that of Luke
in a tenth-century copy of the Gospels in
Vienna (Osterreichische Bibliothek, Theol.
gr. 240), a manuscript in turn related to a
Gospel book now in Paris (Bibliotheque
Nationale, gr. 70)." Both the Vienna and the
Paris manuscripts are illustrated in a soft
but schematic manner, whereas the Iveron
evangelists are executed with linear preci-
sion and considerable detail. In style they
resemble miniatures in the Bible of Leo
Sakellarios, for which a date somewhere
between 925 and 944 has been suggested
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45. Saint Mark the Evangelist, fol. 93v

(cat. no. 42).2 The Iveron evangelists also
recall passages in the more heavily painted
Paris Psalter, produced for Constantine VII
Porphyrogennetos about the middle of the
tenth century (cat. no. 163). The scribe respon-
sible for the Iveron manuscript wrote in a
manner called minuscule bonletée, a delib-
erately rounded script used in the tenth
century for a number of manuscripts, including
the Paris Psalter.

JCA

1. Buberl and Gerstinger 1938, pp. 7-13, pl. 11; for
the Paris Gospels, see Ebersolt 1926, pl. xxx.
2. Mango 1969, pp. 121-26.

LITERATURE: Ebersolt 1926; Buberl and Gerst-
inger 1938; Mango 1969, pp. 121-26; Pelekanidis et al.
1975, p. 331, figs. 168—71; Agati 1992, pp. 85-86, pl. 45.

45. The Four Gospels

Byzantine (Constantinople), ca. 1075-1150
Tempera and gold on vellum; 26; fols.
35.5 X 26 cm (14 X 10% in.)

CoNDITION: There is some minor flaking of the
miniatures.

PROVENANCE: Atsome point after 1565, in the Holy
Trinity of Esoptron Monastery on the island of Chalke.

The Holy Monastery of Iveron, Mount Athos,
Greece (Cod. 2)

This copy of the four Gospels, from the Iveron
Monastery on Mount Athos, is handsomely
decorated with canon tables very much
like those of Scheide Ms. 70 (cat. no. 46);
the arcades are lavishly painted, and votive
crowns hang from capitals adorned with
birds and griffins. The Iveron Gospel book
also contains portraits of the Four Evangelists,
their presentation following conventions
widely used in Byzantine illumination. The
composition, which shows Saint Mark look-
ing out at the beholder as he pauses to pon-
der a passage or possibly to dip his pen into
the inkwell, is seen as early as the tenth cen-
tury. In many contemporary portraits the
author floats on a continuous gold back-
ground (see cat. nos. 44, 200, 253, 260).
The illuminator of the Iveron Gospels
added a pair of green marble columns just
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inside the frame. Above the columns a cur-
tain is held open by lion’s-head bosses and a
hook in the shape of a human hand. These
additions give the image a palatial setting,
locating the viewer outside a doorway
screened by drawn embroidered curtains.
The motif of a curtain rolled up and fas-
tened to allow the viewing of a sacred figure
would also have reminded the beholder of
encheiria, the rich cloths that served to
cover icons. In addition to creating an atmos-
phere both aristocratic and sacred, the inclu-
sion of columns and curtains contributes to
the scene’s pictorial interest; in this the Iveron
Gospel book is closely related to Coislin gr. 24,
a Gospel book in the Bibliotheque Nationale,
Paris. Not surprisingly, forerunners can be
found in tenth-century illumination (for
example, Cod. W 524 in the Walters Art
Gallery, Baltimore)," made during a ime of
keen interest in spatial complexity.

JCA

1. Baltimore 1947, no. 69;.

LITERATURE: Lampros 1900, p. 1; Pelekanidis
et al. 1975, pp. 295—96, figs. 7-10.



46. Canon table, fol. 6v

46. The Four Gospels

Byzantine (Constantinople), late 11th or early 12th
century

Tempera on vellum; 192 fols.

22 X 17 cm (8% X 6% in.)

PROVENANCE: Formerly Cod. 14 of the Anastasis
Church, Jerusalem; by 1915 Cod. 59 of the Monastery
of Saint Abraham, Jerusalem; in 1938 bought by
Maggs Brothers from Sotheby’s and sold in the same
year to John H. Scheide; in 1959 the Scheide Library
was deposited in the Princeton University Library.

Scheide Library, Princeton University Libraries,
Princeton, N.J. (Scheide Ms. 70)

This copy of the four Gospels contains exten-
sive ornament but no illustration. In addition
to four carefully executed headpieces and
initials marking the start of each Gospel, the
manuscript has elaborate canon tables which
constitute a concordance devised by the

fourth-century bishop Eusebios of Caesarea,
whose letter explaining their use was regularly
copied as a preface to the tables. Although
the canon tables need be no more than a
sequence of lists, they were often elabo-
rately executed. The letters written in gold
in the grids function as numbers that cor-
respond to passages marked in the margin
of each Gospel. After numbering the pas-
sages, Eusebios compiled ten tables. The
first shows the passages common to all the
Gospels; it is followed by three tables of
passages found in three of the Gospels;
five tables of parallel passages found in two
Gospels; and a final table, subdivided into
four, of passages that appear only once.
Although meant for reference at a time when
not even pages were numbered, let alone
chapters and verses, the Eusebian canons

would have provided help in the study of
the Gospels. Given a belief in the power of
numbers to express underlying truths about
the world, the tables may also have assumed
a mystical significance;" indeed, from early
on they were decorated with a degree of
care that far exceeded what was required for
their use as a reference tool. The tables in the
Scheide manuscript are heavily ornamented,
with votive crowns suspended from archi-
traves, eagles in the capitals, and other birds
and fountains above the tympana. The arches
are encased in dense, carefully executed
ornament. The exuberance of the work sug-
gests a date in the late eleventh or early
twelfth century.

JCA

1. Nordenfalk 1982, pp. 29-30.

LITERATURE: Papadopoulos-Kerameus 1897,
Pp. 213-14.

EXHIBITIONS: Princeton 1973, no. 33; Princeton
1986, NO. 174.

47. The New Testament

Byzantine (Constantinople), 1133
Tempera and gold on vellum; 280 fols.
22 X 18 cm (8% X 7% In.)

PROVENANCE: Once the property of the Dionysiou
Monastery (Cod. 8), Mount Athos; two leaves, with
illuminated canons removed before foliation, are
now in the Zographou Monastery, Mount Athos;
a third leaf, once fol. 134, was purchased by Paul
Kanellopoulos, Athens, and exhibited in 1964; about
1960 the manuscript left Mount Athos and was pur-
chased by Oscar Meyer, Los Angeles; subsequently
acquired by Peter Ludwig (and exhibited at the
Schniitgen Museum, Cologne), with whom it remained
until 1983.

The J. Paul Getty Museum, Los Angeles, Calif.
(83.MB.68 [Ms. Ludwig II 4])

On April 30, 1133, the scribe Theoktistos
finished copying this New Testament (except
for Revelation). Theoktistos may have been
a monk at the Monastery of the Prodromos-
Petra in Constantinople, which had a signifi-
cant scriptorium. In 1127 the same Theoktistos
wrote a collection of saints’ lives for the
month of November (Paris, gr. 1570), a vol-
ume decorated with a headpiece similar in
style to those in the present New Testament.
The Getty manuscript was illustrated with
individual portraits of the Four Evangelists
and a group portrait of the Twelve Apostles
(now in the Kanellopoulos Museum, Athens).
The proportions of the page may have con-
vinced the illuminator to depart from the
common type of the seated author and to
show the evangelists standing. Matthew,
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47. John the Evangelist, fol. 106v

Mark, and Luke hold their Gospels open
before them and seem to step forward. John
also holds his Gospel but stands stock-still,
his head turned to the hand of God, which
emerges from the heavens, making a gesture
of speech. The pose, like that of John listen-
ing to God and simultaneously dictating to
his disciple Prochoros (cat. no. 60), was
meant to remind the viewer that his Gospel,
unlike the others, was dictated by God. The
illuminator has depicted a massive figure;
the wide tonal range not only creates an
illusion of sculptural form but also lends

e | T
-

..

the portrait an air of dramatic intensity.
The manner of painting can be associated
with the Kokkinobaphos Master and the
Komnenian court of the second quarter
of the twelfth century (cat. nos. 48, 62, 144;
45, 49, 63, 64).

JjcA

LITERATURE: Lampros 1895, p. 319; Euw and
Plotzek 1979, pp. 159—63; Hunger and Kresten 1980,
pp- 188—92, 210-12; Buchthal 1982, p. 214, figs. 12-16;
Nelson 1987, pp. 53—78.

EXHIBITION: Athens 1964.
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48. Gospel Leaf with the Evangelist
Matthew

Byzantine (Constantinople), ca. 1125-50
Tempera and gold on vellum; single leaf
23X 15.2¢m (9 X 61in.)

PROVENANCE: Removed from the Great Lavra,
Mount Athos (Cod. A.44); purchased from Léon
Gruel by Henry Walters about 1931.

Walters Art Gallery, Baltimore, Md. (w. 530¢)

This leaf, cut from a Gospel book in the
Great Lavra of Mount Athos, depicts the
evangelist Matthew in the grip of divine
inspiration. Shown working outdoors, the
evangelist has momentarily stopped writing
to refill his pen from a well on the writing
stand. Matthew’s face and pose betray a
tremendous exertion: his body coils to pro-
pel his right arm forward, the drapery of his
robe buckles in thick slabs, and his features
tighten into an expression of concentrated
intensity. The emotionally powerful style
represents a marked departure from eleventh-
century taste as exemplified by works like
the Theodore Psalter (cat. no. s3). The roots
of this dynamic style lie in the patronage of
members of the Komnenian court, especially
the emperors John I and Manuel I. Frescoes
commissioned by John’s brother Isaac for
the Church of the Kosmosoteira at Viros,
as well as those underwritten by Alexios
Komnenos Angelos for Saint Panteleimon
at Nerezi, capture the same spirit. The illu-
minator responsible for the Matthew por-
trait was a favorite of court patrons; he also
painted the miniatures in the Homilies of
James the Monk and the Gospels of John II



(cat. nos. 62, 144). The richness of twelfth-
century court art is apparent even in the
artist’s materials — the heavy gold backgrounds
and thick layers of paint.

JCA

LiTERATURE: Clark 1937, p. 361; Nelson 1991,
pPp- 46-51, pls. 76, 80, 81.

ExHIBITIONS: Baltimore 1947, no. 718; Princeton
1973, NO. 36.

49. The Four Gospels

Byzantine (Constantinople), ca. 1125-50
Tempera and gold on vellum; 307 fols.
14.8 X 11 cm (5% X 4% in.)

ConDITION: The opening of John’s Gospel and
the miniature that preceded it, plus several other
pages of text, have been cut out or are lost.

PROVENANCE: Unknown.'

The Holy Monastery of Saint John the Theologian,
Patmos, Greece (Cod. 274)

This little Gospel book belongs to a group
of about a dozen twelfth-century illuminated
manuscripts, many of them Gospels, that are

related to one another in painting style and
iconography (see cat. nos. 45-51, 61-63). None
1s firmly dated, although works in this ani-
mated and colorful manner associated with
the Kokkinobaphos Master are found as early
as the 1120s (cat. nos. 48, 62, 144) and as late as
about 1200 in some Georgian manuscripts.
The Patmos Gospel book is one of the small-
est and earliest.? It lacks prefatory material,
such as canon tables, and like other manu-
scripts of this group was apparently made
for private, even lay, patrons.

Three of the four original miniatures have
survived, painted on fine thin parchment
ruled as for the text, with twenty-four hori-
zontal lines. Their iconography is somewhat
unusual: instead of occupying the whole
page preceding his Gospel, as is traditional,
Mark is here relegated to the lower half,
while the upper half illustrates the Baptism
of Christ. This not entirely successful com-
bination of portrait and feast scene recurs
elsewhere in the manuscript, and variants
are found in other Gospels of the group, an
indication of the growing influence of the
liturgy, with its cycle of readings and feasts,

L tﬂp-n“

49. Opening pages of the Gospel of Mark, fols. 93v—94r

even on works of art designed primarily for
private use.*

A square of floral ornament dominates the
page opposite, and below it are the opening
words of Mark’s Gospel, read aloud each
year on the Sunday preceding the feast of
the Baptism, as is noted in the upper margin
of the page. The initial 4 is unfigured, though
birds and fish, executed in gold, serve as ini-
tials elsewhere in the Gospel text.

v

NPS

1. An inventory of the Patmos library from the year
1200 lists three “small” Gospel books but describes
only their covers; see Astruc 1981, p. 22, illus. 54-59.

2, Saminskii 1989, pp. 184216 (English summary,

p. 269).

3. Itis most closely related to the Gospels of John 1T
Komnenos, Urb. gr. 2 (cat. no. 144}; to the Codex
Ebnerianus (Oxford, Bodleian Library, Ms. Auct.
T inf. I. 10); to Paris, Bibliotheque Nationale, gr. 75
(Paris, Byzance, 1992, no. 273); and to Oxford, Christ
Church, Wake gr. 32 (Hutter 1977-93, vol. 4 [1993],
no. 24), all thought to date from before the middle
of the twelfth century.

4. Other miniatures in this manuscript pair the
Nativity of Christ with Matthew (fol. sv), and the
Birth of John the Baptist with Luke (fol. 149v);
sec Meredith 1966, pp. 419-24.
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LITERATURE: Sakellion 1890, no. 274; ]acop}
1932-33, pp. 578, 583, figs. 129-35; Sparharakivs 1985,
PP. 23144, esp. pp. 236-37; Mouriki and Sevcenko
1988, pp. 288-89, 31013, figs. 20—24; Galavaris 1995,
Pp- 246-47, fig. 156.

EXHIBITION: Athens 1964, no. 31s.

50. The Four Gospels

Byzantine (Constantinople), ca. 1150-1225§
Tempera on vellum,; 239 fols.
19 X 15.6 cm (7% X 6% 1n.)

PROVENANCE: In the collection formed by Charles
Spencer, third earl of Sunderland, and increased by
his son Charles, third duke of Marlborough; kept

at Blenheim Palace (in a collection known as the
Sunderland Library); in 1872 the library was cata-
logued prior to its sale; in 1883 the Gospel book was
purchased by the dealer Bernard Quaritch, from
whom Robert Garrett bought it in 1902; given by
Garrett to Princeton University in 1942.

Manuscript Division, Department of Rare Books
and Special Collections, Princeton University
Libraries, Princeton, N.J. (Ms. Garrett 7)

so. Christ and the Virgin, fol. 178r

Sometime in the late twelfth or early thir-
teenth century a set of drawings was bound
into this rather undistinguished copy of the
four Gospels. The folds and stitching holes
on the drawings indicate that they were
taken from another book, one thought to
have been a bound sheaf of artists’ models.
Presumably, four sheets with portraits of the
evangelists were detached from their bind-
ing and interleaved in the present volume;
the sheet with Matthew has since been lost,
along with at least one gathering at the
beginning of the Gospel book.

On the back of the portrait of John is the
most significant drawing, an awkwardly
grouped pair of Christ and the Virgin. The
Virgin’s head and shoulders appear in the
corner above Christ, who is drawn follow-
ing the Pantokrator type. The two portraits,
though different in scale and orientation,
nevertheless suggest an ensemble that served
as an icon. In Byzantine art the Virgin’s role
as intercessor is most often expressed through
the Deesis, in which she and John the Baptist
flank Christ (cat. nos. 2426, 78-80, 82).

Examples of the Virgin and Christ alone, in
a manner similar to the composition of the
present drawing, are also known. Using the
formula “O Christ, help your servant? a
man named Nikolas prays for himself and
his household in the lines written at either
side of Christ’s head. At the bottom of the
page is the inscription “I am the light of the
world. Whoever follows me will never walk
in darkness but will have the light of life”
(John 8:12) — Christ’s response to the suppli-
cation. Whether created for use as an artist’s
model or not, the interleaved drawing served
as a devotional image of a kind popular in
Byzantine illumination from the second half
of the eleventh century onward, when minia-
tures began to take on the properties of icons.
JCA

LiTerRATURE: Clark 1937, pp. 73-75; Degenhart 1950,
p- 102; Piicht 1960, p. 411, fig. 10; Wixom 1992, p. 200,
fig. 19.

ExHIBITIONS: Baltimore 1947, no. 726; Athens
1964, no. 322; Princeton 1973, no. 41; Princeton 1986,
no. 174.

s1. The Raising of Lazarus, fol. r73v
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51. The Four Gospels

Byzantine, first half of 13th century
Tempera on parchment; 233 fols.
32.4 X 24 cm (12% X 9%4 in.)

Walters Art Gallery, Baltimore, Md. (w. 531)

In this Gospel book the pairs of miniatures
at each surviving Gospel opening are: the
Baptism and Saint Mark (sov-60r), the
Annunciation and Saint Luke (102v-103r),
the Raising of Lazarus and Saint John
(173v-174r). A fourth pair of miniatures and
perhaps a quire of canon tables were lost
with the beginning of Matthew; the book
as it exists now comprises the Gospels from
Matthew s:12 through John 21:17. The cus-
tom of prefacing each Gospel with paired
images of evangelist and feast scene goes
back to the tenth century but was especially
prevalent in the twelfth, when it was adopted
by numerous workshops, including that of
the so-called Kokkinobaphos Master, which
worked for the imperial family. The choice
of feast scenes is notably consistent, with
the Nativity before Matthew, the Baptism of
Christ before Mark, the Birth of the Baptist
or the Annunciation before Luke, and the
Anastasis before John. The origin of, or
rationale for, this roster of scenes remains
elusive, though the liturgy offers a range of
possible explanations. Its consistency makes
the choice of the Raising of Lazarus stand
out particularly strongly in this Gospel book,
a prominence reinforced by the scene’s strik-
ing beauty.

This Gospel book combines aspects of
the Kokkinobaphos Master’s work — the last
stylistically coherent group of manuscripts
known from Constantinople before the city
was sacked during the Fourth Crusade in
1204 — with classicizing features such as the
faces of the disciples in the Raising of Lazarus,
which point to the Palaiologan renaissance
art of the capital after its recovery by the
Byzantines in 1261. The half century that
stretches between these dates is among the
most obscure in all of Byzantine art. Though
the deep, saturated colors, glittering chrysog-
raphy, and iconographic freedom of the
miniatures all suggest that the Gospel book
was made sometime during this period, its
date, place of origin, and likely patron remain
a mystery. AWC

LITERATURE: Alpatov 1928, p. 75; Ricci and Wilson
1935-40, vol. 1, p. 758; Clark 1937, pp. 361-62; Buchthal,
“Byzantine Miniature,” 1961, pp. 131-32, pl. 6; D. Rice
1967, p. 89; D. Rice, Byzantine Painting, 1968, p. 40,

pl. 127; Belting 1970, p. s5; Princeton 1973, pp. 18, 41,
46, 64, 140, 158-61; Belting 1978, pp. 235-58, pls. 17, 21;
Carr 1987, pp. 75, 92, 123, 148, 163-64 1. I5; Storey 1994.

EXHIBITIONS: Boston 1940, no. 11; Baltimore
1947, no. 732; Princeton 1973, no. 44.
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52. Whitewashing Icons, fol. 67r

52. The Khludov Psalter

Byzantine (Constantinople), mid-gth century
Tempera on vellum; 169 fols.
19.5 X 15 cm (7% X §% in.)

State Historical Museum, Moscow, Russian
Federation (GIM 86795, OR Khlud. 129-d)

Among the many inscriptions dating from
the fifteenth to the seventeenth century on
various folios of the Khludov Psalter, two in
particular pertain to its history. Inscribed on
folio 3¢ in fifteenth-century cursive script is
the phrase, “The Lavra of Saint Anthanasios
founded in 6469 in the fourth year of the
indiction,” and on folio 169, “On July 21, 1648,
I, Nechtarios, consecrated this psalter in the
most holy church of the Monastery of the
All-Holy Trinity on the island of Chalce.”
The Khuldov Psalter was originally written
in the ninth century in fine, precise Greek

uncial script, in brown ink, with twenty-three
lines of text per page. In the twelth century
the faded ancient lettering had nearly van-
ished and was reinforced in miniscule script.
The early text was preserved on only a few
folios. Nine folios have been cut out in their

entirety and partial excisions (including minia-
tures) made from other folios, several of
which are torn and reveal some crumbling
of the parchment.

At present the manuscipt includes 209
marginal miniatures on 159 folios. These
illuminations, among the oldest examples
of the so-called monastic painting, offer an
illustrated commentary to the accompany-
ing text. Like the text, the miniatures were
painted over at a later date (between the
twelfth and thirteenth century, according to
Archbishop Amphilochios and Viktor Lazarev;
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in the fourteenth century, in the opinion of
M. B. Shchepkinii). The fragments of the
ninth-century paintings that remain reveal
that they were traced in ink with painstaking-
ly elaborated details . The palette of the mini-
atures —a light, transparent layer of bright
blue, rose, green, and red —and their free,
painterly character, which have much in com-
mon with ancient art, display a high level of art-
istic mastery. During the restoration, they were
covered with a dense layer of predominantly dark
blue, deep red, and green tones. MMC

Three psalters with marginal illustrations are
preserved from the ninth century: the Khludov
Dsalter, Mount Athos, Pantokrator 61, and
Paris, Bibliotheque Nationale, gr. 20. Quite
small, these manuscripts were produced for
private study in Constantinople not long
after the era of Iconoclasm ended in 843.

The illuminations of the psalter illustrate
the words of particular verses or represent
Old Testament stories alluded to in the Psalms,
still others provide a Christian interpreta-
tion of verses, often with scenes from the
New Testament. In many cases the images are
complete commentaries on religious and
political issues of the period directed toward
a small, erudite circle in Constantinople,
perhaps that of the patriarch Methodios I
(843—47). In the same period Byzantine
scribes and scholars also developed a system for
writing elaborate commentaries in the mar-
gins surrounding biblical or classical texts.

The illustration on folio 67r is the best
known in the manuscript, and rightly so,
since it provides an excellent entrée into this
work. The text, Psalm 68 (69), like many psalms,
implores God to save the psalmist from his
persecutors. The artist has followed the inter-
pretation of the text as referring to the suffer-
ing of Christ. Verse 18 (17), “for I am in
distress;” is accompanied by an image of Christ
praying that is inscribed “on the Passion of
the Lord,” indicating that this is Christ in
Gethsemane just before his arrest.

Verse 22 (21), “They gave me gall . . . [and]
vinegar” is illustrated with an image of Christ
tormented on the cross. His persecutors are
identifiable as Jews by their costumes and
caricatured faces. Below, two Iconoclasts
who whitewash an image of Christ mimic
their actions. The figure with wild, demonic
hair can be identified as John VII Gram-
matikos, patriarch of Constantinople
(8372—43) and the chief focus of Iconophile
ire. The inscriptions above, which read, along
the side of the page, “they [mixed] vinegar
and gall,” and below, “and they mixed water
and lime on his face,” emphasize the parallel.
Anti-Iconoclastic literature of the period also

condemns Iconoclasts by comparing them to
the Jews. This image also refutes the Iconoclasts
by presenting the Iconophile argument that
the suppression of Christ’s image was a denial
of his Passion — for how could Christ have
suffered had he assumed a body that could
not be circumscribed?

Also to be considered in this image is the
condemnation of the Jews. Caricatures are
seen throughout both this manuscript and the
Pantokrator psalter. This illustration addresses
the claim that the Jews were responsible
for Christ’s torment and death on the cross,
while at the same time it suggests that the
Iconoclasts themselves drew their inspiration
from the Jews — both common accusations
in the anti-Jewish rhetoric of the ninth cen-
tury. The same period also saw the develop-
ment of an anti-Muslim polemic in which
Muslims were condemned for denying the
reality of Christ’s crucifixion and, because

of their stance against religious figural imagery,
were similarly held responsible for the spread

of Iconoclasm. This one image may thus be
interpreted as an Iconophile refutation and
condemnation of Iconoclasts, Jews, and
Muslims. KC

LITERATURE: Scepkina 1977 (facsimile); Corrigan
1992 (with bibliography).

ExHiBITION: Utrecht 1996, no. 2.

53. The Theodore Psalter

Byzantine (Stoudios Monastery), Constantinople, 1066
Tempera and gold on vellum; 208 fols.

23.1X 19.8 cm (9% X 7% in.)

PROVENANCE: Collection of Henry Perigall
Borrell, Smyrna, who is said to have obtained it from
the archbishop of Chios; purchased by the British
Museum at Sotheby’s in 1853.

The British Library, Department of Manuscripts,
London, England (Add. Ms. 19352)

53. The Anointing of David, fol. 106r
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The psalter is named after its scribe, the priest
Theodore, who was born in the Cappadocian
city of Caesarea and emigrated to the capital,
where he became a monk at the celebrated
Stoudios Monastery. In 1066 he copied the
Psalms and the Odes for the use of the
monastery’s abbot, Michael. Theodore wrote
in a flowing but formal hand. The gold
initials, grand titles, and ornamented frames
create an ambience of luxury that speaks to
the status enjoyed by the abbot of a power-
ful monastery—an ambience underscored
by the portrayal of the abbot’s investiture by
Christ, which is modeled on an image often
used to depict the divine foundation of
imperial power (cat. nos. 138, 140, 144).

Scattered in the margins are the 435 minia-
tures that account for the manuscript’s fame.
These illustrations are inventive reworkings
of pictures in a lost manuscript made at
Stoudios during Theodore’s lifetime; the
source of the intermediary model was the
ninth-century Khludov Psalter (cat. no. 52).
Despite their ties, the two manuscripts belong
to different eras. By the eleventh century
the gritty historicism and unabashed corpo-
reality of the Khludov miniatures had given
way to an abstract, introspective style. Unlike
the Khludov, the Theodore Psalter is filled
with saints. Portrayed alone, in groups, or
as part of simple narratives, they were used
by Theodore to embody the virtues that
the monks, under Michael’s guidance, strove
to perfect: obedience, charity, chastity, and
so forth. Some of the stories warn of the threats
that city life posed for the Byzantine monk.
The anti-Iconoclastic polemic for which the
Khludov Psalter is justifiably famous is
employed here as a reminder to the Stoudite
monks of their role in fighting heresy and to
Abbot Michael of his responsibility for the
Orthodox belief of his monks.

Images of theological import were also
taken over from the earlier manuscript, as in
the illustration of Psalm 77:70 (78:70) in
which Samuel anoints David (“He chose his
servant David, and took him from the sheep-
folds), while the Virgin appears holding
Christ atop a mountain. The scene thus
recalls Christ’s descent from David (77:67-68
[78:67-68]): “He rejected the tent of Joseph,
he did not choose the tribe of Ephraim; but
he chose the tribe of Judah, Mount Zion,
which he loves”

Opening the psalter for inspiration, guid-
ance, and meditation or for use in a monastic
service, the abbot Michael would thus have
been confronted with figures that spoke to
him directly about his role in society.

JCA
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LITERATURE: Catalogue 1868, p. 225; Mariés 1950,
pp. 153-62; Dufrenne 1967, pp. 177-91; Der Nerses-
sian 1970; Cutler 1980-81, pp. 17-30; Walter 1086,
Ppp- 269-87; Anderson 1988, pp. 55~68; Walter 1988,
pp- 211-28.

ExH1siTIoN: London, Byzantium, 1994, no. 168.

54. Manuscript Leaf with Saint Peter
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Byzantine (Constantinople), 1084
Tempera and gold on vellum
16.2 X 10.8 cm (6% X 4% in.)

PROVENANCE: The leaf was originally fol. 254 in
Mount Athos, Pantokrator 49, and was purchased in

1950 from the V. G. Simkhovitch collection, New York;

the manuscript itself was removed from Mount
Athos after 1941; purchased in 1962 by Dumbarton

—
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Oaks, Washington, D.C., where it is now Ms. 3; two
other leaves are in, respectively, the Benaki Museum,
Athens, Protheke 34.1 (Benaki 66), and in the State
Tretyakov Gallery, Moscow, no. 258o.

The Cleveland Museum of Art, Cleveland, Ohio.
Purchase from the J. H. Wade Fund (50.154)

The leaf originally introduced the First
Epistle of Peter from a psalter and New
Testament manuscript at Dumbarton Oaks
(Ms. 3). The recto contains a framed portrait
of Peter holding a scroll and standing in
front of a draped wall. The text below com-
prises the first six verses of Peter’s epistle.
The IT of the first word, IIETPOC, is formed
by a crossbar supported by the standing fig-
ures of Christ and Peter, both identified by
inscriptions. Christ blesses Peter with an out-
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55. Symeon the Stylite the Elder, fol. 2r

stretched hand, while Peter makes a gesture
of respect and submission. The images on
the page do not so much illustrate the text
as introduce and support it. The architec-
tural background, which ultimately derives
from the scaenae frons of the Roman theater,
was used from the Late Antique period on in
representations of famous writers to enhance
their status. That Peter holds a scroll rather
than a book suggests a connection with the
prophets of the Old Testament, holy men
who spoke with the authority of God. And
in the initial letter, which introduces the
words “Peter, apostle of Jesus Christ,” Christ
gives Peter not only his blessing but also
the authority to speak on his behalf.

The manuscript from which the Cleveland
leaf was taken has Easter tables for the years
1084 to 1101, and so must have been made in
1084. Stylistically, it is closely related to other
manuscripts produced in Constantinople
about this time. This type of manuscript, an
illustrated combination psalter and New
Testament, became popular in the twelfth
century and is thought to have been devel-
oped for use in private study and devotion.
Such a use for the Cleveland miniature is
supported by the small size of its parent
manuscript and the inclusion of prefatory
texts to facilitate study as well as several
iconic devotional images of Christ and the
Virgin.! The notations at the bottom of

the leaf, added by a later hand, indicatc

the day of the liturgical year on which this

passage from the epistle should be read.
KC

1. Carr 1980, pp. 133-36.

LITERATURE: Der Nersessian 196s; Cutler 1983;
Lowden 1988, pp. 248-50; Nelson 1989; Lappa-
Zizica and Rizou-Couroupou 1991, p. 53, figs. 39, 40.

ExHIBITION: Princeton 1973, no. 21.

55. Menologion of Basil II

Byzantine (Constantinople), ca. 985
Tempera and gold on vellum; 272 fols.
36.5 X 28.5 cm (14% X 11% in.)

INSCRIBED: MHNI CENTEMBPI®®W A TOY OCIOY
NMPC HMWN CYME®WN TOY CTYAITOY (The first of
the month September, of our hosios father Symeon
the Stylite)

ConbpITiON: The codex has undergone numerous
rebindings during which the size of the folios was
reduced by cropping.

PROVENANCE: The codex was made in Constan-
tinople; while 979 has been established as the post
quem date, an eleventh-century dating cannot be
excluded; in the possession of a Genoese doctor
residing in Constantinople in the fourteenth century;
passed to the duke of Milan, Ludovico Sforza (il
Moro); donated by Cardinal Paolo Sfondrati to Pope
Paul V and entered the Vatican Library.

Biblioteca Apostolica Vaticana, Vatican City
(Vat. gr. 1613)

IO THE GLORY OF BYZANTIUM

One of the most famous Byzantine manu-
scripts is this menologion commissioned by or

- made for the emperor Basil II (r. 976-1025)."

Menologia were liturgical codices contain-
ing lives of the saints arranged according to
the calendar of the Church.? Each of the 430
miniatures in the 272 folios of this menolo-
gion occupies half a page, followed by a text
composed to fit exactly sixteen lines; pages
with paintings at the top alternate with pages
bearing images at the bottom. Fifteen minia-
tures lack text, and two lack both text and
title. The paintings include illustrations of the
Great Feasts of the liturgical year as well as a
variety of “prophets, martyrs, apostles, saints,
and angels;” as described in the prefatory poem
on page xiii. All scenes are staged in front of
elaborate architectural settings or exquisite
landscapes with gold-leaf backgrounds. In
most cases, representations of the saints vary
from images of martyrdom to figures in orans
positions, the selection depending on whether
the title of the page reads, respectively, “mar-
tyrdom” or “commemoration” The great
majority of paintings record acts of martyr-
dom and torture.

The miniature on folio 2r reproduced here
depicts Saint Symeon the Stylite the Elder,
whose commemoration opens the liturgical
year on September 1. The saint is shown on
his column in the middle of the composition,
raising his hands in an orans position. The



figures to the left of the column, dressed in
Arabic costume, seem to refer, as the text
below relates, to the many miracles of the
saint involving non-Christians. The monk
leaning on his staff in front of the monastery
to the right of the column alludes to the
passage describing Symeon’s stay in a mona-
stery. While both extensive and abbreviated
pictorial programs of Symeon’s life existed
during the Middle Byzantine period (one
extensive program, in the Panegyrikon
Esphigmenou 14, dates from the second half
of the eleventh century), this miniature
differs from those examples in the painter’s
attempt to adapt his composition to the
accompanying text.

The remarkably uniform style of the illu-
minations in the Menologion of Basil II is
the work of eight artists. Each miniature bears
the name of its artist: Pantoleon (79 paint-
ings), Nestor (71), Michael the Younger (67),
Michael of Blachernai (61), Symeon of
Blachernai (48), George (45), Symeon (32),
and Menas (27). The need for speedy execu-
tion may have dictated the distribution of
the sheets among the eight, who seem to
have labored simultaneously.?

This codex is not in fact a true menologion
but rather a version of the Synaxarion of
Constantinople. (A synaxarion contains short
daily commemorations from the lives of saints
who are recorded in the liturgical calendar of
the Church.) However, the present manuscript
has been considered the source of inspira-
tion for several illuminated (so-called imperial)
menologia, such as the Walters Ms. sa1, the
Moscow State Historical Museum Ms. gr. 183
(cat. no. 56), and the Benaki fragment.
Although a number of similarities exist

between the paintings of the Menologion
of Basil IT and the miniatures of the other
manuscripts, there is not sufficient evidence
to support the use of the menologion as a
direct model. The issue of models in Middle
Byzantine manuscript painting remains
unsettled, and little is known about artists’
formal training in this period. In addition,
any identification of sources for the menolo-
gion images at this time is mere conjecture.
As a liturgical codex, the menologion was
made for, and meant to be used at, specific
moments during Church services. Its lavish
decoration, however, does not appear to have
had any liturgical function; the overwhelm-
ing majority of synaxaria were not illumi-
nated. The prefatory poem states that one
of the miniatures’ functions was decorative;
they were meant to be admired by persons
who could gain access to such a luxurious
manuscript. Furthermore, as the end of the
same poem relates, the sumptuous depic-
tions of the various saints were considered
to be beneficial to the patron: “May he [the
emperor] find as his assistants in the reign, all
[saints] whom he pictured with colors, to be
allies in his battles, deliverers from hardships,
curers of illnesses, and in the Last Judgment
fervent.intercessors with the Lord?” In this
respect the miniatures share the talismanic
qualities of icons. The great number and
variety of saints painted in the Menologion of
Basil IT can be interpreted as an effort by the
emperor to secure for himself the help of as
many holy persons as possible. Numerous
deluxe objects from the Middle Byzantine
period, such as the Halberstadt Paten, the
Chalice of Emperor Romanos (without han-
dles), the Harbaville Triptych (cat. nos. 30,

31, 80), the San Marco icons of Saint Michael,
and the Psalter of Basil II, display a select
group of apostles, evangelists, and military
and healing saints who may have been chosen
for their prophylactic properties. Like the
menologion, these works appear to reflect
their aristocratic patrons’ néed for divine
protection. DK

1. For discussions on dating, sce Der Nersessian
1940—41, pp. 104-25, and 1. Sevienko 1972,
pp. 241-49. For information regarding the
provenance, see Menolggio, 1907, vol. 1.

2. ODB, vol. 2, pp. 1341-42.

3. L Sevéenko 1962, pp. 245-76.

LITERATURE: Menologio, 1907, vol. 1; Der

Nersessian 1940-41, pp- 104-25; L. Sevéenko 1962,
PP 245—76; L. Sevéenko 1972, pp. 241-49.

56. “Imperial” Menologion

Byzantine (Constantinople), 11th century
Tempera and gold on vellum; 269 fols.
31.6 X 24.4 cm (124 X 9% in.)

CONDITION: Fols. 25257 and 25962 arc sixteenth-
century replacements.

PROVENANGE: In the Kastamonitou Monastery
on Mount Athos in the sixteenth century; taken to
the Synodal Library in Moscow, probably in 16ss.

State Historical Museum, Moscow, Russian
Fedcration (GIM 80272 OR Sin gr. 183)

The miniature illustrated here is among
fifty-seven in the present menologion manu-
script. Fol. 211r prefaces the beginning of the
text of the Life of Saint Alexios Homo Dei,

§6. Martyrdom of Saint Alexios Homo Deli, fol. 211r
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or Man of God (celebrated March 17), though

what it illustrates is actually the end of the
story, the moment when the true identity
of Alexios is revealed. The dead saint, who
has the features of John the Baptist and is
clad in sackcloth, clasps a document that
reveals his aristocratic origins; the emperor
Honorius reaches reverently for the scroll.
To the right Alexios’s senator father tears his
beard in grief (Alexios, after flecing marriage
for an ascetic life in Syria, had been living
unrecognized in his father’s household in
Rome). A priest censes the corpse, while a
young courtier points sadly at the scene. With
its concentration on a single event, small
number of figures pressed to the foreground,
clearly readable action, and minimal but
telling setting, the miniature is a classic rep-
resentative of Byzantine hagiographical nar-
rative illustration.

The present work is one of several related
eleventh-century manuscripts of the lives of
the saints illustrated in this manner. The texts
in each of the volumes are followed by verse
invocations for the well-being of the emperor,
and the prayers, which always contain the
enigmatic acrostic MIXAHAII — thought,
albeit without clear evidence, to refer to the
emperor Michael IV Paphlagon (r. 1034—41) —
have led to these manuscripts’ being desig-
nated “imperial” menologia.

An imperial connection is also revealed by
the miniatures, which are very closely related
to those in an earlier imperial manuscript,
the Menologion of Basil IT (cat. no. 55)."
The fact that the miniatures of the Basil man-
uscript are here evoked a half century later,
in volumes of quite different content and
format (the texts are far longer than those in
the Basil Menologion),” indicates that the
earlier miniatures possessed a value in the
eleventh century that transcended their
function as illustrations for particular texts.

The evocation of miniatures from an ear-
lier imperial manuscript, the inclusion of
prayers that invoke each saint individually
on behalf of the emperor, and the attested
employment of these texts in contemporary
monastic liturgy all combine to suggest that
these menologia were designed for use in
one or another of the imperial monasteries
founded in Constantinople in the course of
the eleventh century.

v

NPS

1. Another illustrated volume, probably from an ear-
lier edition of the “Imperial” Menologion, is the
January Menologion now in the Walters Art Gallery,
Baltimore (Ms. gr. 521), and there are fragments of
still another edition in the Benaki Museurn, Athens
(Ms. gr. 71). Because the Basil Menologion con-
tains texts only for the months of September

I02

through February, the miniatures in the March
section of the Moscow manuscript cannot be com-
pared directly with its miniatures, although they
can legitimately be used to reconstruct miniatures
that must have adorned the beginning of the lost
second volume of the Menologion of Basil II,
covering the months of March through August.

2. The texts in the Basil Menologion are brief
synaxarion notices, never more than sixteen lines
long, while those in the “imperial” menologia are
extended vitae based for the most part on texts
composed by Symeon Metaphrastes in the tenth
century.

LITERATURE: LatySev 1911, fasc. 1, pp. 245-52
(text of the Alexios vita); Tréneff and Popoff 1911;
Der Nersessian, “Moskovskii Menologii,” 1973,

pp. 94—111; Spatharakis 1981, no. 307; N, Sevéenko
1993, PP. 43—64, €SP. PP. 44—45.
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57. Lectionary Leaf with the
Evangelist Mark

Byzantine (Constantinople), late 1oth—early 11th
century

Tempera and gold on vellum

26.5 X 19 cm (10% X 7% in.)

INSCRIBED: O AI'TOC MAPKO (Saint Mark)

ConpITioN: There is some minor flaking of the
miniature.

PROVENANCE: Removed from Athens, National
Library, Cod. 2552 (formerly Serres, Prodromos
Monastery 17) sometime after 1919; purchased from
Léon Gruel by Henry Walters.

Walters Art Gallery, Baltimore, Md. (w. 530a)

This single leaf originally was part of a lec-
tionary. An old photograph shows it facing



the beginning of the section of the lectionary
in which the readings from Mark predomi-
nate. The text, written in two columns and
introduced by a painted pi-shaped headpiece
enclosing the title, identifies the reading as
that from Mark, for the first Saturday of Lent
and the feast of the great martyr Theodore
Teron. In most lectionaries the decoration
consists of ornamental headpieces and por-
traits of the evangelists, arranged according
to the order of appearance of their texts in
the lectionary —John, Matthew, Luke, and
Mark. Elaborately illustrated lectionaries,
such as the Morgan Library codex M639
(cat. no. 60), are the exception.

The evangelist Mark is here shown as a
scribe, seated on a cushioned bench before a
desk with a lectern. On the lectern is the open
book that he is in the process of copying,
while some of his implements, an ink tray
and a compass, rest on the desk. Having
copied one line of text onto the parchment
in his lap, Mark pauses, his pen in one hand
and his chin resting in the other. He stares
out toward the viewer, his brow furrowed,
the intensity of his expression contrasting
with the calmness of his pose.

This portrait has traditionally been dated
to the very end of the tenth century and,
because of its high quality, attributed to

58A. The Evangelist Matthew

Constantinople. More recently, A. Marava-
Chatzinicolaou and C. Toufexi-Paschou have
argued that the manuscript’s ornament and
script place it in the first half of the eleventh
century.” Stylistically, the miniature may be
compared with portraits in the Menologion
of Basil I1, of about 1000-1018 (cat. no. 55),
with which it shares plasticity of form, sharp
fold patterns, and intense facial expression.
Indeed, it has many counterparts among
evangelist portraits of the late tenth and early
eleventh centuries. It has often been com-
pared, for example, to the portrait of Mark
in Vatican gr. 364, a late-tenth-century Gospel
book. The evangelist portraits in the Vatican
manuscript, however, have classical architec-
tural backgrounds incised into the gold leaf
(a feature found in a number of mid- to late-
tenth-century evangelist portraits), while the
Walters leaf has a plain gold background.
KC

1. Marava-Chatzinicolaou and Toufexi-Paschou 1978,
pp. 79-81.

LITERATURE: Marava-Chatzinicolaou and
Toufexi-Paschou 1978, pp. 79-81.

EXHIBITIONS: Princeton 1973, no. 8, figs. 12, 13
(with earlier references); Baltimore 1984, pl. 3.

58. Two Lectionary Leaves
A. The Evangelist Matthew

Byzantine (Constantinople), 1057-63
Tempera and gold leaf on vellum
29 X 22.5 cm (11% X 8% in.)

INSCRIBED: O A MAT®AIOC (Saint Matthew)

ConpiTioN: There is some flaking at the bottom
and the lower-right corner and considerable crop-
ping, especially at the top.

The Cleveland Museum of Art, Cleveland, Ohio.
Purchase from the J. H. Wade Fund (42.1512)

B. The Evangelist Luke
Byzantine (Constantinople), 1057-63
Tempera and gold leaf on vellum

29 X 22.5 cm (11% X 87 1n.)

INSCRIBED: O AFIOC AOYKAC (Saint Luke)

CoNDITION: There is some flaking on the saint’s
head and on the chair.

PROVENANCE: Originally belonged to a lectionary
that, according to its colophon, was presented to

the Holy Trinity Monastery at Chalke in 1063 by the
empress Katherine Komnene; remained at the library
of the Phanar School in Istanbul until the 1920s; pur-
chased by the Cleveland Museum of Art in 1942
from the D. G. Kelekian collection in New York.

The Cleveland Museum of Art, Cleveland, Ohio.
Purchase from the J. H. Wade Fund (42.1511)
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58B. The Evangelist Luke
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Both these miniature leaves were originally
part of a set of the Four Evangelists that
prefaced the four Gospels of the Holy
Trinity Monastery in Chalke." Evangelist
portraits were the most commonly illustrated
subject in Byzantine book illumination.
Functioning primarily as author portraits,
they either were gathered in the beginning
of the Gospel book or prefaced each Gospel
respectively, as is the case with these two
folios.

In the miniature of the evangelist Matthew,
the figure is seated on a gilded stool, his
feet supported by a footrest. He wears a
blue chiton and a light brown himation in
the classical manner of the philosopher.
Following the standard Byzantine iconog-
raphy, which presents Matthew and John as
older men and Luke and Mark as younger
adults, Matthew is depicted with short
white hair and beard. He holds a parchment
leaf with his left hand and leans slightly for-
ward to write the first word of his Gospel
with his right. An armoire with closed doors
stands in front of him; various writing
tools —a stylus sharpener, a knife, a clip
chain, and a glass bottle with black ink—sit
on top of it. An architectural framework
composed of two marble columns, capitals,
and an arch decorated with a trefoil pat-
tern encloses the painting. Matthew looks
across his work to the opposite page, where
the text of his Gospel would have been
written. The dexterous artist has painted
the face of the evangelist in great detail
with short, thin brushstrokes and has adroit-
ly created the silky texture of Matthew’s
garments with the application of white
highlighting. Less emphasis is given to the
depiction of the furniture.

Luke appears as a young man dressed in a
blue himation and a light pink chiton, also
in the classical manner of the philosopher.
He, too, leans slightly forward in the act of
writing the first words of his Gospel on a
piece of parchment held in his left hand.
Unlike Matthew, Luke focuses his glance on
the parchment leaf in front of him. He is
seated on a high-backed chair and rests his
feet on a footstool. Before him there is a
low armoire with closed doors; on top of
which his writing instruments — knife, com-
pass, stylus sharpener, and ink stand —are
displayed. Behind the armoire is a lectern
bearing a closed parchment scroll and two
glass bottles containing the ink for his writing:
black for the text, red for the inscriptions
and capital letters. The composition stands
against a gold background and is framed by
two ornate columns and capitals supporting
an arch that bears a foliate cross at its summit.

The multicolored decoration of the columns
and the foliate scroll of the arch evoke simi-
lar works in enamel and silver of the same
period, such as the reliquary of the True
Cross from Esztergom Cathedral, the reli-
quary of the True Cross from Monopoli,
and the scepter tip in the collection of La
Compagnie Stofer (cat. nos. 40, 110, 175),
demonstrating the familiarity of the creator of
this work with those media. The artist’s high
level of competence is evident in the careful
modeling of Luke’s face.” As in the miniature
of Matthew, the rendering of the furniture
is rather simplified; the modeling of the gar-
ments is characteristic of the linear style of
the eleventh century. The flowing brush-
strokes and the placement of the highlights
confirm the confident and experienced hand
of the artist.

Stylistic comparison of the two miniatures
suggests that they were painted by different
artists. While Luke’s face is modeled from a
greenish foundation, Matthew?’s is fashioned
from an ocher underpaint, giving his features
a lighter appearance. The distinct artists’ hands
and the compositional disparities between
the works are seen more clearly when the
images are viewed with the two other minia-
tures of the set.? The portraits of Matthew
and John share certain iconographic details
that vary in the miniatures of Luke and Mark.
The Matthew/John pair seem to have been
created for a larger codex, as they have been
cropped at the top, losing the upper edge of
their frames; the Luke/Mark pair remain
intact. The columns in the frames of the first
pair display variegated marble decoration,
whereas those in the second pair show an
enamel-like ornamentation. In addition, the
use of red for the inscriptions and a single
line to define the halos, the presence of a
lone glass bottle of black ink, and the evan-
gelists’ gaze toward the opposite page in
the first pair are replaced in the second by
the use of blue outlined with black for the
inscriptions and a double line for the halos,
the presence of two glass bottles containing
black and red ink, and the evangelists’ focus
on their writing. Nevertheless, both works
reflect the linear painting style of the second
half of the eleventh century, which retains a
strong taste for fully modeled figures, most
apparent in the faces.

The great popularity of evangelist portraits
in Byzantine illumination is due in part to
the large number of Gospel books produced
during this period and in part to the required
presence of the portraits as visual proof of
the authenticity of the Gospels. The primary
function of the evangelists as the transcribers
of the word of God emphasizes the divine

I04 THE GLORY OF BYZANTIUM

provenance of the Gospels; the limited selec-
tion of iconographic repertoire in these
works, in which the evangelists are shown
either in the process of writing or while paus-
ing to contemplate, reflects this sacred status.
From the twelfth century on, a new element
alluding to the Gospels’ divine source enters
the iconography, as can be seen in the por-
trait of the evangelist John in the Getty New
Testament (cat. no. 47), in which the hand
of God at the upper-left corner of the minia-
ture denotes the ultimate inspiration for

the Gospel’s author. DK

1. For information regarding provenance, sce Dichl
1922, pp. 243ff. Of the remainder of the set of
four, the miniature of the evangelist Mark was in
the Guerson collection in Paris, and the miniature
of the evangelist John seems to have been lost; see
Princeton 1973, pp. 85—86.

2. Although the practice of the master painter execut-
ing only the faces of figures in large commissions
of a workshop is not unusual in Byzantine minia-
ture painting of this period, there is no particular
evidence that such is the case in this portrait.

3. The miniatures of Mark and John are reproduced
in Diehl 1927, figs. 4, 6. The miniature of Mark is
also reproduced in Princeton 1973, p. 8s, fig. 23.

LITERATURE: Dichl 1922, pp. 243ff.; Diehl 1927,
Pp- 3-9; Princeton 1973, pp. 85-86.

ExHIBITIONS: Paris 1931, no. 63; (a) Baltimore
1947, no. 700; Seattle 1949; Milwaukee 1955; Oberlin
1957, no. 4; Athens 1964, no. 309; Princeton 1973, no.
13. (B) Baltimore 1947, no. 700; Seattle 1949; Kansas
City, 1954~-55; Oberlin 1957, no. 3; Berkeley 1963,

no. s; Athens 1964, no. 309; Princeton 1973, p. 86,
no. 14.

59. Lectionary

Byzantine (Constantinople), 10501100

Tempera and gold on vellum; 306 fols.

40 x 27 cm (15% X 10% in.)

ConpITioN: The codex has survived with mini-

mal flaking of the miniatures.

PROVENANCE: In the fifteenth century the manu-
script passed through the hands of two Greek priests,
one of whom, Thomas, was the son of a man named
George, referred to as the “exarch of Phouna”
(fol. 305v).

The Holy Monastery of Iveron, Mount Athos,
Greece (Cod. 1)

The Iveron lectionary is among the latest
books to be copied using the form of writ-
ing known as uncial —large, rounded block
letters evenly spaced on the page. A type of
writing used for books in antiquity, uncial
was replaced by cursive in the late ninth and
tenth centuries. While cursive continued to



59. The Baptism of Christ, fol. 247r

gain in popularity, scribes, recognizing the
formality inherent in uncial script, used it
for book titles and for transcriptions of the
text most sacred to the Byzantines, that of
the Gospel lectionary.

Produced in the eleventh century, the
Iveron lectionary is comparable in style to

other uncial lectionaries in Athens (National

Library, Cod. 5s9) and Oxford (Bodleian
Library, Canon. gr. 92). The large size of the
manuscript and its carefully executed script

suggest an expensive gift made in the hope of
securing divine favor. Six large miniatures
enhanced the book’s value. These were
devoted to important events marked by cele-
brations in the Church calendar: the Nativity,
the Baptism of Christ, the Presentation in
the Temple, the Transfiguration, the Anastasis,
and the Koimesis. A number of Gospel lec-
tionaries from the tenth (Saint Petersburg,
Cod. 21) through the eleventh (Parma,
Palatina Cod. s5) and twelfth (Mount

Athos, Skeuophylakion Lectionary of the
Great Lavra) centuries were similarly illus-
trated, though the illuminators never depicted
precisely the same events. The images resem-
ble icons, albeit icons of limited circulation,
as use of the manuscript was effectively
restricted to the priest who read it during
the service.

The illuminator’s style is characterized in
this depiction of the Baptism, in which pow-
erful figures dominate a rocky landscape:
John the Baptist standing over Christ as two
angels attend him, one bowing in reverence
as the other looks heavenward, calling our
attention to the descending dove.

JCA
LITERATURE: Lampros 1900, p. 1; Xyngopoulos

1932, pp. 6=7, pls. 1-11; Weitzmann 1969, pp. 419-20;
Pelekanidis et al. 1975, pp. 293-95, figs. 1-6.

60. The Morgan Lectionary

Byzantine (Constantinople), ca. 10s0-1100
Tempera and gold on vellum; 378 tols.
33.5 X 25.4 cm (13% X 10in.)

PROVENANCE: Said to have been in the library of
the Escorial in the early nineteenth century; in the
collection of John Dent; in 1827 purchased at the
Dent sale by William Beckford, who bequeathed his
library to his son-in-law Alexander, tenth duke of
Hamilton; in 1882 purchased at the Hamilton sale
by the German government for the royal library but
subsequently returned to Sotheby’s for resale, in
1889, to the dealer Nicholas Triibner; purchased
by the dealers Ellis and Elvey; in 1898 sold by W. J.
Leighton to Henry Yates Thompson; purchased by
J. Pierpont Morgan at the Thompson sale in 1919.

The Pierpont Morgan Library, New York, N.Y.
(Ms. M.639)

The Morgan Lectionary, containing the
Gospel readings used in the Orthodox ser-
vice, is one of a number of grand copies of
the lectionary text produced in medieval
Constantinople. The text was copied in a
bold hand to facilitate public performance,
the red notations above the words serving
to cue the priest as he sings the passage to
the congregation. The illustration includes
framed miniatures as well as historiated ini-
tials, some spilling into the margins. On the
first leaf John the Evangelist is shown dic-
tating the Gospel to his disciple Prochoros.
John stands in a rugged landscape, looking
in one direction but gesturing in another,

a complex pose meant to signal the evange-
list’s role as transmitter of God’s word. To
the left of the portrait is the Anastasis, Christ’s
descent into hell to free the righteous who
had died before the Crucifixion. As David,

MANUSCRIPTS 10§
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60. The Anastasis, and John with Prochoros, fol. r



Solomon, and Eve look on, Christ strides
over Satan and pulls Adam from a sarcopha-
gus; though defeated, Satan struggles to
retain his grip on Adam’s leg. Although this
theme is not described in the Bible, it had
come to be associated with Easter and
with Christ’s resurrection, and the passage
inscribed below the miniature (the first verses
of the Gospel of John) was read on Easter
Sunday. The elegantly proportioned figures
are rendered in fine brushstrokes and soft
shading; the border is composed of a wide
band of segmented ornament designed to
resemble an enameled icon frame. The
Morgan Lectionary has a close relative
in another lectionary in the collection of -
the Société de 'Histoire du Protestantisme
Frangais, Paris (no. 206).

JCA

LiTERATURE: Clark 1937, pp. 155—58; Weitzmann

1954, Pp. 358-73.

ExXHIBITIONS: Baltimore 1947, no. 70s; Princeton
1973, NO. 28.

61. The New York Cruciform
Lectionary

Byzantine (Constantinople), ca. 1125-s0
Tempera and gold on vellum; 293 fols.
34 X 23.8 cm (132 X 9% in.)

PROVENANCE: In the nincteenth century
belonged to the patriarchal church of Saint George
in the Cypresses, Istanbul; in 1925 purchased by the
Pierpont Morgan Library from the dealer Mitchell
Kennerley.

The Pierpont Morgan Library, New York, N.Y.
(Ms. M.692)

The text of the New York Cruciform
Lectionary is written in the shape of a cross,
a design that leaves a great deal of expensive
parchment empty in extravagant testimony
to the donor’s piety. The manuscript is one
of four such books, all lectionaries and all
made in twelfth-century Constantinople
within two generations. Facing the title page
is a portrait of the evangelist John, sitting in
his study with a copy of his Gospel lying
open on a stand. On the title page are words
written in gold capital letters: “On the Holy
and Great Sunday of Easter; Reading from
[the Gospel of ] John” (The Easter reading
follows, beginning on the back of the folio.)
Surrounding the inscription is a wide band
of carefully painted ornament that intro-
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61. Ornamental cross, fol. 2

duces the cross format followed through-
out the manuscript. Lush foliate candelabra
rise from the baseline, storks perch on the
arms of the cross, and smaller birds drink
from a fountain at the top. As was appro-
priate for the most sacred book used in the
service, the title frame has a monumental
vitality, associated by the Byzantines with the
life-giving aspect of the cross (cat. nos. 37, 38).
The work of the two artists responsible for
the portraits and narrative miniatures of the
lectionary was not completed. Although
most of the miniatures were finished, a
few remain as drawings, some having a
thin layer of colored wash.

JCA

LiTERATURE: Clark 1937, pp. 162-66; Anderson
1992.

EXHIBITIONS: Baltimore 1947, no. 717; Princeton
1973, nO. 35.

62. Homilies on the Life of the Virgin
by James the Monk

Byzantine (Constantinople), ca. 1125—50
Tempera and gold on vellum; 194 fols.
33X 23 cm (13 X 9 1n.)

ConpiTtioN: The original red binding has been
lost, and the manuscript is now in three volumes
with a modern binding.

PROVENANCE: Appears in the Vatican Library
inventory of 1475.

Biblioteca Apostolica Vaticana, Vatican City
(Ms, Vat. gr. 1162)

The sermons were written in the second quar-
ter of the twelfth century by a monk named
James, who belonged to the Monastery of
the Virgin of the Kokkinobaphos. James
served as the spiritual adviser and confidant
of Irene Sebastokratorissa, sister-in-law of
Emperor Manuel I Komnenos and one of
the most active literary patrons of the twelfth
century. It is likely that Irene’s support
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62. The Ascension, fol. 2v
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63. The Anastasis, fol. sr

allowed James to compose the homilies and
supervise their illustration. The complete
text survives in two deluxe versions, an earli-
er one in the Bibliotheque Nationale (Paris
gr. 1208) and the copy in the Vatican, made
a decade or so later. The versions are nearly
identical except that the Vatican edition was
produced in a generous quarto format, with
three additional miniatures and much grander
ornament at the start of each homily: Both
were illuminated by the artist responsible
for the Gospels of John II Komnenos
(cat. no. 144), who is known after this, his
grandest creation, as the Kokkinobaphos
Master. The opulence of his style and tech-
nique and the extraordinary richness of the
materials at his disposal are especially pro-
nounced in the Vatican copy of the homilies.
In six essays that follow the sermon for-
mat, James the Monk traces the life of the
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Virgin Mary; he begins with the story of
her aristocratic parents and ends with her
betrothal to a common tradesman. The homi-
lies may have been composed as didactic
texts that would use pictures to help convey
their message. In devising his cycle of minia-
tures, the Kokkinobaphos Master created
the longest visual biography of the Virgin
ever produced in Byzantium. He did so by
taking figures and groups from well-known
subjects such as the Annunciation and the
Baptism of Christ and recasting them in
new contexts and combinations. His princi-
pal source for such subjects was an illumi-
nated version of the apocryphal writing
known as the Protoevangelion of Saint James,
which also provided the author with the
skeleton for his narrative. The artist reimag-
ined the story of the Virgin’s early life as a
tale with the traits of a medieval romance.

He paid keen attention to states of mind,
especially anxiety, doubt, and fear but also joy
and exultation. In addition, the characters
move in recognizable worlds, differentiated
by concrete detail. Servants fill the aristocratic
household into which the Virgin was born;
they stand ready with trays and fans and
occasionally eavesdrop at doorways. It is a
world in which one was never alone, and it
is contrasted with the starkness of the house
of the workman Joseph. Other scenes are
set in the wilderness or in a space that can
be interpreted as a convent.

The frontispiece image unfolds in a church
to remind the reader of where the story of
the Virgin ultimately will end. The Virgin
and the disciples gather to witness Christ’s
ascension into heaven after the Crucifixion
and Resurrection. Isaiah and David stand in
the aisles holding scrolls inscribed with their
prophecies (Isa. 63:1 and Ps. 46:6). Above,
as if seated in a domed chamber, the disci-
ples meet at Pentecost. The first homily begins
on the facing page with an initial that encloses
the Virgin holding the infant Christ. Above
the initial the artist painted a rectangular
block of lush ornament to introduce one
of the central motifs of the cycle, the garden
of paradise. JCA

LITERATURE: Stornajolo 1910, pls. 1-82; Canart
and Peri 1970, pp. 547—48; Buonocore 1986, p. 875;
Anderson 1991, pp. 69—120; Ceresa 1991, pp. 368-69;
Hutter and Canart 1991; Lafontaine-Dosogne 1992,
pp. 196—201 and passim.

ExHIBITIONS: Vatican City 1975, no. 84; Cologne
1992, NO. 23.

63. The Liturgical Homilies of Saint
Gregory of Nazianzos

Byzantine (Constantinople), ca. 1150
Tempera and gold on vellum; 437 fols.
32.3 X 25.4 ¢cm (12% X 10 in.)

PROVENANCE: Brought to Mount Sinai from
Crete by the monk Germanos in 1550.

The Holy Monastery of Saint Catherine, Sinai,
Egypt (gr. 339)

The Sinai Gregory is one of the most impor-
tant illuminated manuscripts of the twelfth
century. Dedicatory inscriptions indicate
that it was made at the order of the monk
Joseph Hagioglykerites, one of the first abbots
to serve in the Monastery of the Pantokrator
in Constantinople, a house richly endowed
by Emperor John II Komnenos (r. 1118-43).
The manuscript’s intended recipient was the
Monastery of the Theotokos Pantanassa
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on the tiny island of Hagia Glykeria (Incir
Adasi), in the Sea of Marmara. A recently
discovered letter contains evidence suggest-
ing that Joseph had served as abbot of the
Theotokos Pantanassa before moving to
Constantinople and that the gift followed
the reconsecration of its church, in 1142,
after a rebuilding campaign.

The manuscript includes a collection of
sermons written by the fourth-century bishop
Saint Gregory of Nazianzos. Drawing on
Gregory’s extensive writings, medieval edi-
tors popularized selections of his sermons
on significant ecclesiastical themes and on
feasts such as Easter, Pentecost, and Epiphany.
In the eleventh and twelfth centuries a burst
of patronage resulted in a large number of
handsomely adorned editions of Gregory’s
selected sermons. Artists adorned the ser-
mons with portraits and scenes that related
either directly to content or to the feast day
celebrated. Except for a copy of Gregory’s
complete works made for Emperor Basil I
in the ninth century, the Sinai Gregory is the
grandest surviving edition of the sermons.
It is distinguished from the other editions
by the sheer number of illustrations. It would
appear that Abbot Joseph borrowed two
illustrated copies of the sermons and had his
illuminator combine them into one grand
book. In some cases both sources had the
same subject. Undaunted, the illuminator
placed one illustration above the sermon
and the other in the initial or in the margin.
The opening chapter, for example, is intended
for Easter, so the miniature in the headpiece is
decorated with the Anastasis, which as a sign
of the Resurrection had come to be associated
with Easter (cat. no. 60). A second depiction
of the Anastasis appears in the opening letter
of the same sermon, the alpha of the word
anastaseos ([day] of the Resurrection). Other
sermons show a similar duplication of imagery
without verbal prompting.

Facing the opening sermon on the oppo-
site folio sits its author (see illus. on pp. 4 and
109). Like an evangelist, Gregory writes in his
study. Christ appears from above, in a visual
equivalent of the epithet “mouthpiece of
God,” which recurs later in a metrical colop-
hon composed by the donor (fol. 437v).
Surrounding Gregory is a rich architectural
fantasy centering on a church, with the Virgin
and Child depicted in the apse. The frame
clearly derives from the frontispiece to the
Homilies of James the Monk (cat. no. 62).
The headpiece ornament surrounding the
Anastasis also borrows from the equivalent
pattern in the same work. Such parallels,
which extend to the historiated initials,

I1O

serve to align the work and its patron with the
art produced for members of the Komnenos
family. As abbot of an imperial monastery and
negotiator in ecclesiastical matters, Joseph
Hagioglykerites could justly consider him-
self a member of court society.

JCA

LITERATURE: Gardthausen 1886, pp. 72—73;
Galavaris 1969, pp. 255—58 and passim, figs. 377-79;
Noret 1978, pp. 156—61; Anderson 1979, pp. 167—-8s;
Harlfinger et al. 1983, pp. 46—48, pls. 114-16;
Weitzmann and Galavaris 1990, pp. 140-53, figs.
468-586, colorpls. xx1-xxv; Mango 1992, pp. 221-28.

64. Liturgical Roll

Byzantine (Constantinople), second quarter of 12th
century

Tempera and gold on vellum; 9 sheets glued together
§83.1 X 21.5 cm (18 ft. 9 in. X 8% in.)

CoNDITION: The upper edge of the first sheet of
parchment is damaged, and there is rubbing and
flaking of the upper section of the opening miniature
and of several initials.

PROVENANCE: Unknown.'

The Holy Monastery of Saint John the Theologian,
Patmos, Greece (Cod. 707 [Roll 1])

This roll, which is over eighteen feet long,
contains the “secret prayers” (those a priest
or bishop recites inaudibly in the sanctuary
during the Liturgy of Basil the Great and
the Liturgy of the Presanctified). Although
by the Middle Byzantine period the Liturgy
of John Chrysostom was in more common
use, that attributed to Basil the Great was
still used on certain occasions, especially
during Lent and Passion Week.

The roll, one of the most important of the
more than 150 rolls that survive from Byzantine
times, is composed of nine sheets of parch-
ment glued together and wound around a
wooden rod. During use, a roll such as this
must have been gradually rolled onto a sec-
ond rod, probably by a deacon or some
other attendant, as the liturgy progressed.?

The splendid opening miniature evokes
the architecture of a church. Reading from
the top down, we see five blue domes with
red drums pierced by windows, a bust of
the Virgin Orans in a concha or lunette, with
two barely visible angels in grisaille in the
gold-filled lunettes to either side of her (the
angel on the right has virtually disappeared),
and then a section of blue roof and a pale
green arcade, below which are five small gold
lunettes covered by a rolling blue roofline.

THE GLORY OF BYZANTIUM

The next section shows Saint Basil standing
behind an altar, holding a roll with both
hands, in a space that presumably represents
the sanctuary of a church. A paten with
asteriskos (frame for a cloth cover) and a
wine-filled chalice rest on the altar. Deacons
clad in white and waving liturgical fans flank
Basil. The figures stand beneath arches that
rest in part on a pair of knotted columns;
above is a wall of green porphyry, inset
with a large roundel of purplish-brown
porphyry.?

The aim here was not to represent any
particular church building but to depict an
ideal image of the sanctuary to which the
roll was being presented, and to suggest,
through the variegated marbles and golden
crosses, the most luxurious setting possible
for the recitation of the liturgical text that
follows. In this latter respect the opening
miniature is comparable to the canon tables
that introduce a Gospel book.

Below the “church” is a large carpet of
vegetal ornament, a form of headpiece that
traditionally prefaces the title and beginning
of a sacred text. The opening O of the words
“O God, our God;” the start of the prothesis
(offertory) prayer, contains an image of the
young Christ Emmanuel. Each subsequent
prayer begins with a different painted initial
(there are twenty-six in all): the first ones are
images of Christ, angels, and Saints Peter and
Paul; the rest are secular in tone, composed
of jumping deer, birds and snakes, and a
falconer.

Comparable architectural settings adorn the
frontispieces of several manuscripts dating
from about the middle of the twelfth century—
the Kokkinobaphos Group (cat. no. 62), the
Sinai Gregory (cat. no. 63), the Mclbourne
Gospels,* and a roll in Athens’ — though the
relative chronology of these manuscripts has
not yet been precisely determined. Despite
the rather soft modeling of some of the
figures in the Patmos initials and some
simplifications and ambiguities in the archi-
tectural forms, the script, initials, ornament,
and architecture all conform sufficiently to
mid-twelfth-century types to suggest that
the Patmos roll must date from roughly this
same period.®

v

NPS

1. An inventory of the Patmos library from the year
1200 lists four rolls containing the Liturgy of Basil
but gives no further information; see Astruc 1981,
p. 26, 1. 140.

2. See Gerstel 1994, pp. 195-204., and A. Grabar,
“Rouleau liturgique,” 1954, pp. 163—99. The text
continues onto the reverse of the roll, and a second
text, the Liturgy of the Presanctified, occupies what



space remains. The deacon’s responses were inserted
into the margins of the main text at a later date, as
were various individual prayers for remembrance.

3. Roundels in a contrasting marble are a feature of
twelfth-century church pavement design, as in
the church of the Monastery of Saint John the
Theologian on Patmos, for example; see C. Bouras,
in Kominis 1988, p. 49, fig. 17.

4. Melbourne, National Gallery, Ms. 710/5 (see
Buchthal, “Illuminated Byzantine Gospel,” 1961,
pp. 1-12; the manuscript is now thought to date
to about 1150).

5. Athens, National Library, gr. 2759 (see Kepetzis
1981; Spatharakis 1981, no. 323).

6. Close parallels for script and ornament occur in a
Gospel book of about 1139 in Oxford, Christ
Church, Wake, gr. 32 (Hutter 1977-93, vol. 4,
no. 24). Parallels for the initials occur in the Sinai
Gregory (cat. no. 63).

LITERATURE: Sakellion 1890, no. 707; Jacopi
193233, pl. 23, figs. 145—47; A. Grabar, “Rouleau
liturgique,” 1954, pp. 163-99, esp. pp. 167—68,
171-72, 179; Kepetzis 1981, vol. 2, pp. 253-72;
Mouriki and Sevéenko 1988, pp. 280-91, pp. 31415,
figs. 25-34; Galavaris 1995, p. 253, fig. 186.

EXHIBITION: Athens 1964, no. 359.

64. Saint Basil and Two Deacons in a Church
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IMAGERY

ANNEMARIE WEYL CARR

he most venerable church of the holy life-

giving Cross was renovated and painted through

the donation, expense, and great desire of the

most devout. . . ” Thus reads the dedication
above the western door of the little Church of the Holy
Cross near the village of Pelendria, Cyprus, now a United
Nations-designated world monument." The names of the
fourteenth-century donors have not survived, but there were
several of them, probably akin to those of the priest and vil-
lagers that still remain in the church, in a layer of paintings
dating to the twelfth century. The identities of these individ-
uals are not known. None were titled, and though their
means were clearly adequate to sustain a role in the village,
they were not sufficient to enable them to build their own
family churches, like those erected by the local gentry and
landed aristocrats. Among the fourteenth-century donors
were very probably the man named Basil and the priest’s wife,
Nengomia, memorialized in funerary portraits at the church’s
western end (see illus. on p. 117).> Group dedications by vil-
lage donors such as these are found in a number of Byzantine
churches, and they give us our most extensive image of
Byzantine popular art. Sometimes we find elements in the
paintings that respond to our expectation of popular
imagery, like the mooners that surprise us in the Mocking of
Christ in the Church of Saint Nicholas at Trianta Rédhos on
Crete.* But what is perhaps most striking about Byzantine
popular art is its bond with the imagery of the elite.

Popular art is generally perceived as reflecting confronta-
tion between classes, being an expression of those who do not
belong to the political or ecclesiastical elite. In Byzantium,
by contrast, the greatest volume of surviving nonelite art
employs the same vocabulary of images that we find in the art
of the elite. These are religious — indeed, sacred — images. Far
more than Byzantine secular imagery, which survives largely
in elite objects, Byzantine religious imagery ranges across a
broad social spectrum. It reflects a conception of the order of
things that proved remarkably durable and adaptable, travers-

The Koimesis. Fresco, 1106, Church of the Panagia Phorbiotissa,
Asinou, Cyprus. Photo: Foundation Anastasios G. Leventis

ing class boundaries. Thus, images of great visual and intel-
lectual sophistication found centuries-long lives in simple
homes and villages thousands of miles from the great centers
that had confected them. Conversely, images purported to
have come from remote villages were absorbed into the most
arcane rituals of courtly refinement.

The clearest examples of this mobility are the great images
of the Virgin Mary, images such as the Kykkotissa and the
Pelagonitissa—named after sites housing a miracle-working
cult icon of their type —which originated in high circles in
Constantinople and then went on to potent lives as venerated
icons in villages throughout the Orthodox world. An excel-
lent example of this process is offered by a twelfth-century
icon from Mount Sinai with the Virgin and Child surround-
ed by prophets (cat. no. 244). The image is striking for its
refined and courtly style and for the elaborate posture of the
Child. One learns from the many surrounding figures and
inscriptions that the posture, in which the Child strains away
from the Mother’s embrace, was invested with rich emotion-
al and intellectual content. The physical tenderness of Mother
and Child, displayed in a manner characteristic of the
twelfth-century courtly aesthetic, suggests that the image
originated in a center of high sophistication, probably
Constantinople.

Within a century and a half of its conception, however, we
find this very Virgin and Child in miracle-working icons
made far from any such center. About 1300 the most power-
ful may have been the icon known today as the Madonna
delle Vittorie, in the Piazza Armerina in Sicily* The posture
became especially widespread on Cyprus, where it is charac-
teristic of a number of miracle-working icons from the late
thirteenth century onward, including the lovely Panagia
Theoskepaste (Virgin Covered by God) at Kalopanagiotis
(see illus. on next page).® On Cyprus, icons with this pose
eventually acquired the name Kykkotissa, after the greatest
example there, the Panagia—that is, All-Holy [Mother of
God] — of Kykkos Monastery. The Cypriot image is distin-
guished by a heavy red and gold veil. Veil imagery in Byzantium
is complex, but the red and gold of the Kykkotissa’s veil seems
to be particular to Cyprus and may reflect one of the island’s
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The Virgin Theoskepaste. Icon, late 14th century, Church of the Virgin
Theoskepaste, Kalopanagiotis, Cyprus. Photo: Annemarie Weyl Carr

major medieval industries, the production of scarlet cloth and
gold thread, known in Western Europe as or de Chypre.

People like the donors at Pelendria surely had icons in their
homes: icons are cited repeatedly in Byzantine marriage doc-
uments as part of the dowry, and painted panel icons cost very
little.” Indeed, the great majority of the icons produced in
Byzantium must have been small panels for private use—
icons on the scale of the ivory panels in the present exhibi-
tion—and they must have existed in large numbers. Icons with
the pose we are tracing assuredly existed in Late Byzantine
homes, as they did centuries later when Magda Ohnefalsch-
Richter reported that “the observant traveler . . . discovers in
all the parts of [Cyprus], even in the smallest, but especially in
the homes of the wealthier villagers, that there is a small
holy room or even a holy concavity in the wall with one or
several images of the Panagia tou Kykkou [which] the Greek
villagers . . . make into a place of worship® Today the resi-
dents of Kalopanagiotis still refer to the icon of the Virgin
Theoskepaste as “our” Panagia.

If the Kykkotissa exemplifies an image forged in elite
circumstances that became the object of localized popular
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devotion, the image known as the Hodegetria perhaps
exemplifies the opposite, an image with popular roots that
was eventually canonized as the greatest miracle-working
icon of Constantinople. The icon known as the Hodegetria is
supposed by legend to have come from Palestine, and it does
indeed reflect a posture seen in simple desert sites in the Early
Christian period, with Mary gesturing to the Child cradled in
her left arm (see cat. nos. 72, 8s, 86, 307, 316).° The posture
then went on to become the image of choice in Byzantium’s
most elite circles. It is the pose that Mary assumes in the vast
majority of the ivory icons,” and in the person of the
Hodegetria the image came to stand for divine protection of
the emperor and his capital city." In Italy the Tuscan city-
states were among the early communities to adopt this pose
to signify the Virgin’s role as the sacred protector of the city
and of its political regime."

The adaptability of these and similar sacred portraits is
illustrated by a little lead seal that is now in the Fogg Art
Museum, Cambridge, Massachusetts.”® Like many similar
seals, it was used originally in a commercial role to seal some
kind of commodity. Bearing the bust of a saint named Sophia
on one side, it is inscribed on the other with the words Hagia
Sophia boethei ton echonta to (Saint Sophia, help the one who
bears it). It thus lent official validation to the commodity that
it sealed, but it could also function quite independently, as an
amulet for anyone who kept it. Thus it was at once commer-
cial and sacred, popular and official.

The mobility that characterized these sacred portraits must
also have characterized the images known as festival icons,
the staple narratives of Byzantine sacred imagery. These were
icons of events, episodes from the lives of Christ and the
Virgin that assumed particular significance in Orthodox
thought and ritual and that were brought to mind in annual
liturgies and in formulaic images. One such narrative is the
scene of the Koimesis (the “falling asleep” [in death]) of the
Virgin Mary; sec illus. on p. 112)."* The frequent appearance
of this image in the exhibition (see cat. nos., 93, 101, 102, 312A)
reflects its pervasiveness in Byzantine art. Its widespread pop-
ularity, however, cannot be explained by its biblical
significance, for the Virgin’s death is not recounted in the
Bible. Nor does it derive from some ancient and venerated
picture at the pilgrimage site of her tomb. It is, in fact, a late-
comer among the festival icons, entering the repertoire of
Byzantine images only in the late ninth century and finding a
place in the canonical core of festival scenes later still, in the
eleventh century. The event of Mary’s death had been virtually
obscured by the early Christians behind a panoply of super-
natural occurrences, including an angelic annunciation, the
miraculous appearance of Christ and the apostles, and the
Virgin’s mysterious bodily assumption into heaven.' Only
later did Byzantine thinkers begin to concern themselves with
her physical death and to wonder why God had imposed the
ordeal of death on his mother when he could have spared her.



Mary had to die, it was argued, in order to prove that Christ,
though of divine paternity, was born of a mortal. The issue of
Christ’s mortality assumed a central position in the era of
Iconoclasm (723-843), for Christ’s mortal, human body was
the sign that the divine could be imaged. The Koimesis
became the final, irrefutable proof of that mortality. It is this
significance that seems to have propelled the scene into
prominence. As such, the theme of the Koimesis clearly
bespeaks an elite theological origin, and much of its image,
too, reflects this origin.

The earliest-known images of the Koimesis appear in the
tenth century, on ivory icons carved for the devotions of the
wealthy in the Byzantine capital.'® An antique composition is
used, very like the lament on the archaic Greek Dipylon Vase
in the National Archaeological Museum in Athens. When the
image makes its appearance, then, it appears fully developed,
in an elite context, with an ancient Greek image.

As a lament, however, the Virgin’s Koimesis is paradoxical,
for in it Christ materializes to take his mother’s spirit directly
to eternal bliss in paradise, holding high her childlike soul.
The theologians who wrote about the event elaborated on its
paradoxical character, often in distinctly misogynist terms
that use the paradox of the female body’s attaining purity to
concretize the deeper paradox of a mortal assumed into sanc-
tity.”” The same quality of paradox is built visually into the
image. In ancient images of lament the mourners are female;
the space of death is women’s space in Greek and Byzantine
antiquity.”® In the image of the Koimesis, however, the
mourners are male —they are the apostles —and women are
excluded. The apostles, moreover, mourn with studied
reserve. Only Paul, who arrived late and is shown at the foot
of the Virgin’s bier, is supposed to have spoken with emotion
of the sight that greeted him.' Byzantine ecclesiastics were
unfriendly to the demonstrative lamentations that women
customarily performed in Greek and Byzantine funeral ritu-
als, and the apostles stand as a decorous reproach to the
extravagant rituals of wailing, the tearing of hair and clothes,
and the scratching of the face that we know characterized real
laments in Byzantium, as they had in ancient Greece.> In real
laments, moreover, the deceased was dressed elaborately in
fine, new clothes. Especially if she was an unmarried woman,
she was dressed in bridal clothes, her wedding wreath on her
head.* The Virgin, by contrast, is dressed with scrupulous
modesty. In these respects, the image of the Koimesis is not a
lament at all but rather an arrogantly high-minded paradox of
a lament, expressing the teachings of the theological elite.
Much the same intellectuality is felt in the places the Koimesis
came to occupy in religious cycles. In mural painting it is
either paired with the Nativity, bracketing the mortality of
Christ, or placed opposite the sanctuary, with Christ lifting
up the infant soul of his mother to heaven answering the
apsidal image of the mother bringing the infant God down to
earth. In panel painting it takes its place at the end of the

sequence of festival icons, balancing the Annunciation at
the beginning and in essence wrapping the story of the
Incarnation in the body of Mary.

If elite theology drew attention to the Koimesis, however,
it cannot account for its popularity. The scene exercised a
powerful hold on the imagination of medieval viewers,
Byzantine and non-Byzantine alike. Its frequent appearance
on personal icons, in church cycles, and in the art of areas
influenced by Byzantium; its mounting popularity even as the
intellectual conditions of Iconoclasm faded into the past; its
tenacity as an ascendant Mariolatry obscured the Virgin’s
death once again behind an ebullient elaboration of the
events of her bodily assumption—all demand a broader
explanation. This may emerge if we compare the image of
the Koimesis with the images of the Virgin’s death before the
tenth century. These are few, but all of them focus on the
miraculous character of Mary’s death—on the angelic an-
nunciation, the arrival of the apostles, and the appearance of
Christ to his mother.?> None focuses on the quintessentially
human aspect, the death itself. This the Koimesis does, pre-
senting the central moment, when the mortal struggle ends,
giving the signal for the lament.>

A Monk Gives Up His Spirit to a Rescuing Angel. Illustration from a
devotional psalter, Byzantine, ca. 1313. Mount Athos, Greece, Dionysiou
65, fol. 11v. Photo: Patriarchal Institute of Patristic Studies, Vlatadon
Monastery, Thessalonike
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Nikephoros Presents His Church to the Virgin. Fresco, 1106 (repainted 1350—75), Church of the Panagia Phorbiotissa, Asinou, Cyprus.
Photo: Foundation Anastasios G. Leventis

The decades of the late ninth century, which forged the
image of Mary’s Koimesis, were also witness to the produc-
tion of many vitae of contemporary saints, which recount in
detail the deaths of their subjects. Remarkably, detail after
detail coincides with the image of the Koimesis: the saint
arranges her or his body on the bier and dies as if slipping into
sleep;*+ mourners assemble from all over the region, men and
women alike;* they are arranged at either side of the bier,
for the funeral hymns were sung antiphonally, one group
answering another;*® they touch the body —as Paul does—
or, if they do not touch it physically, they touch it with the
power of sight, as the apostles of the Koimesis do with their
conspicuous stares;*” angels gather close around the body—
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an angel, two angels, or sometimes entire hosts —in order to
protect the emerging soul from the demonic angels who are
poised to snatch it;?® a close relative or several in turn give a
kiss of farewell, as John does in the Koimesis.? Like Mary’s
life, those of the saints were paradoxical, wholly exceptional
yet serving as models for ordinary Christians. Their deaths,
too, were both extraordinary and models of the blessed
demise for which Christians anxiously prayed. Mary’s
Koimesis is the visual counterpart of these verbal accounts.
Once formulated in the Koimesis, the image of Christian
lament migrated into other contexts. Saints are described as
dying in a similar setting; Gregory of Nazianzos’s sermon on
the death of Saint Basil the Great, for example, illustrated



Funerary portrait of Nengomia. Fresco, 1350—75, Church of the Holy
Cross, Pelendria, Cyprus. Photo: Stelios Petris

through the ninth century with a picture of Basil’s funeral
procession, is illustrated thereafter with an image that resem-
bles Mary’s Koimesis.** More humble souls, too, like the ner-
vous monk in the devotional psalter, Dionysiou 65, at Mount
Athos (see illus. on p. 115), are shown at death in a composi-
tion that echoes the Koimesis. Moreover, elements of real
laments begin to appear in scenes of the Koimesis, as in the
late-tenth-century sermon on the Koimesis by John
Geometres. The apostles strain decorum with their laments;
holy women cluster behind them, forming antiphonal
groups; the closest press kisses to Mary’s body, while those
farther away grasp her with their gaze; and Mary is referred to
as Christ’s bride in the “golden-woven robes” of the bride in
Psalm 45.3" In the late twelfth century such elements begin to
appear in the visual arts. Lamenting women join the men,
first at a distance and then closer to the bier; some lift their
hands, others clutch at clothes and hair; and angels crowd in
ever-greater numbers around the Virgin’s soul.?* The scene
itself had, in turn, taken its canonical place within the church
building, on the western wall above the portal leading to the
narthex, where funeral rites were held.

Probably from the twelfth century onward, the deaths of
rulers were also depicted in compositions that resemble the
Koimesis.?* The message of the Koimesis was not, however,
the exclusive privilege of the few. In churches like that in
Pelendria, too, its immediacy was developed. A particularly
telling view of this is offered by the Church of the Panagia
Phorbiotissa, in Asinou, Cyprus, founded by the local aristo-
crat Nikephoros the Strong in 1099 and decorated with paint-
ings in 1106. The western wall offers one of the most powerful
surviving versions of the Koimesis from Byzantium, where it
looms above the door (see illus. on p. 112). Over the other
door, in the south wall, Nikephoros installed his own image,
presenting his church to Mary and so gaining access to
Christ. Behind Nikephoros stands the smaller image of a
woman, Gephyra, presumably Nikephoros’s daughter. She is
richly dressed and wears a wedding diadem; her inscription
tells us that she fell asleep (ekoimethei) in 1099. Just as Mary’s
spirit rises to Christ in her Koimesis over the west door, so
Gephyra’s rises to him in her commemoration over the south
door. Like Mary, she had a good end (ekoimethei). Much the
same, in turn, can be said of Basil and Nengomia in
Pelendria. Accompanied by the inscription ekoimethei, their
kneeling portraits stand at the western end of the church’s
north wall, just opposite the image of Mary’s Koimesis.
Between them runs the dedicatory inscription, clearly linking
the two.

Just before recounting her death, the Vita of the late-ninth-
century saint Irene of Chrysobalanton relates how Irene fore-
told the death of a young man who had come to visit her.3
Asked how she had known of his imminent demise, Irene
explained that she had seen behind him a man with a sickle in
his hand and others who stood by counting up his days on
their fingers. The sickle-bearer immediately brings to mind
the popular pagan figure Charos, Death’s harvester.” Far
more than the Koimesis, his image would seem to arise from
the imagination of the people. Yet if Irene actually knew him
from a painted image, it was surely an elite one, for it is only
rarely, in the elegant devotional manuscripts of the elite, that
such nontraditional subjects actually survive in Byzantine art.

Perhaps a more reliable picture of the Byzantine popular
artistic imagination is offered by glazed pottery, the “china”
of wealthy households (see pp. 254—57). Few of these bear
figural images, though a cluster found in southern Russia dis-
plays splendid mounted warriors and a lion-wrestler who is
probably neither Samson nor David but Digenes Akritas, the
Byzantine epic hero.? In form the figures are strongly akin to
those known in religious art. And, indeed, forms found in
religious art, whether they originated there or were intro-
duced into it, became integral to the visual imagination,
which points to one of the distinctive aspects of Byzantium —
its creation of a body of imagery that crossed boundaries of
class and clan and bound peoples together through the forms
of their imagination.
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65. Icon with Saint Nicholas and
Busts of Saints

Byzantine (Constantinople?), late roth—carly r1th
century

Tempera and gold on wood

43 X 33.1¢m (16% X 13 1n.)

ConpiTIOoN: There are cracks reaching from the
upper and lower borders into the center panel; some
flaking of the paint has occurred.

The Holy Monastery of Saint Catherine, Sinai, Egypt

This portrait of Saint Nicholas, who was
bishop of Myra on the southern coast of
Asia Minor in the fourth century, is one of
the earliest in existence. The saint’s features
have not yet been standardized: he is rounder
faced and darker haired here than in other
portraits, particularly those of later periods,
which depict an aging, more ascetic figure
with a high forehead (cat. nos. 10, 15, 25,
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306, 320). Saint Nicholas gazes off to the
right, which reduces his contact with the
beholder but adds to the vigor of the image;
some of this same intensity can be found in the
miniatures in the lectionary Sinai 204, of about
1000, although the tight, clean silhouette of
the icon figure suggests a slightly later date.
Nicholas’s role as a bishop is emphasized by
his prominent insignia— the omophorion
adorned with huge crosses and the Gospel
book to which he gestures.

On a raised border around the portrait
are small painted busts in roundels of spe-
cially polished gold. The figure of Christ,
the source of Nicholas’s authority, appears
directly above him. Flanking Christ are the
apostles Peter and Paul; military saints occupy
the sides of the panel; and across the bottom
are three anargyroi, medical saints who served
without pay (see, for example, cat. nos. 15, 69,
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103, 249, 330)." Such a strict ranking of the
saints by professional category can be found
in ivories dating from as early as the tenth
century (see cat. nos. 79, 80).

This is perhaps the earliest surviving
example of an icon frame adorned with
painted busts, although enamel roundels
occupy this position on some metal icon
revetments (see cat. no. 234 ). While these
framing saints serve to situate Nicholas
firmly in the heavenly band, his great size
compared to theirs celebrates his individuali-
ty and the importance of his own particular
ecclesiastical role as a bishop.

The back of the icon is adorned with
alternating rows of red and blue-black con-
necting circles. NPS

1. On the left border are Saints Demetrios and
Theodore; on the right, Saints George and
Prokopios; across the bottom, Saints Kosmas,
Panteleimon, and Damianos.

LiTERATURE: Weitzmann 1976, vol. 1, pp. 101-2,
no. B 61, pls. XXXVIII, CXX-Cxx11; Galavaris 1990,

p- 98, and fig. 15, p. 146; Anderson, “Byzantine Panel
Portrait,” 1995, p. 30, fig. 2.

66. Icon with the Miracle at Chonai

Byzantine (Constantinople), second half of 12th
century

Tempera and gold on wood

37.5 X 30.7 cm (14% X 12% in.)

ConpriTioN: There are several vertical cracks; a

section of the lower border is damaged.

The Holy Monastery of Saint Catherine, Sinai, Eygpt

The icon illustrates a miracle performed by
the archangel Michael, who saved a shrine
at Chonai (near ancient Kolossai in Phrygia)
from being inundated by floodwaters released
on it by jealous pagans. The event, a para-
digm for timely relief from on high, was cel-
ebrated annually on September 6.

Here the hermit Archippos stands before
the door of a church, a structure reminiscent
of the domed edifices depicted in the Kok-
kinobaphos manuscripts (cat. no. 62), and
beseeches the angel for help. With his long
red lance Michael has cleaved a hole in the
carth to swallow up the waters and prevent
them from rising higher than the marble
steps. The two figures are divided by the pil-
lar of water, and they are contrasted in size,
costume, and pose — the angel active and
colorful, the earthbound monk an ascetic



66. Front

wraith, the very image of a supplicant.
Virtually all other landscape and narrative
detail has been eliminated, thereby trans-
forming a mere record of the event into an
appropriate image for its annual liturgical
commemoration. The small size of the icon
suggests it was a proskynesis icon, designed
to be publicly displayed on the day of the
feast.

An inscription, no longer legible, ran
across the upper border. Painted on the
back of the icon is a large three-barred red
cross on steps, set against horizontal rows
of wavy black lines.

NPS

LITERATURE: Sotiriou and Sotiriou 1956—58,
vol. 1, fig. 65, vol. 2, pp. 79—81; Weitzmann, Icon,
1978, pp. 36, 82, pl. 22; Mouriki 198081, p. 114;
Mouriki 1990, p. 107, and fig. 23, p. 154; Belting
1994, pp. 272-73, ﬁg. 166.

66. Back

67. Two Icons from a Templon Beam

A. The Transfiguration

Byzantine (Mount Athos), first half of 12th century
Tempera on wood

23.2 X 23.7 ¢cm (9% X 9% in.)

The State Hermitage, Saint Petersburg, Russian
Federation (1-7)

B. The Raising of Lazarus

Byzantine (Mount Athos), first half of 12th century
Tempera on wood

215 X 24 cm (8% X 9% in.)

Byzantine Museum, Athens, Greece (T2739)

These icons are juxtaposed here for the first
time in a museum exhibition. They were
recognized in 1965 by Manoles Chatzidakis
as members of the same twelfth-century
ensemble,” assuredly a sequence of scenes
adorning a templon beam (the horizontal
entablature crowning the screen that divid-
ed the sanctuary and the public space of a
Byzantine church). As both panels came from
Mount Athos, they must have been part of a
templon in a church there. Their firm mon-
umentality and expressively modeled faces
indicate a date in the first half of the twelfth

. century, making them one of the carliest

surviving portions of a templon complex
with panel paintings. Given their deft execu-
tion, their red grounds must have been cho-
sen deliberately rather than out of poverty
as a substitute for gold.

The templon is the ancestor of what today
is known as the iconostasis, a wall of perma-
nently fixed icons. The templon, by con-
trast, is a columniated screen of wood or
stone whose intercolumniations and entabla-
ture offered a housing for movable panels
that could be shifted with the season or taken
out for processional use. Only gradually,
apparently, did painted-panel icons come
to be gathered on the templon. This paral-
leled the equally gradual subjection of the
icon —initially a private and stubbornly
unofficial genre —to the control of official
liturgical themes and functions. This process
has been traced with particular clarity by
Kurt Weitzmann on the basis of the icons
preserved at Mount Sinai (see cat. no. 248).”
The templon’s entablature beam seems to
have been the first site for the display of
panels. While sculpted rinceaux that housed
medallions with the busts of holy figures
can be found on beams dating from as early
as the sixth century, movable panels began to
appear only in the tenth. It has been sug-
gested that some very large ivory plaques
were made for display along templon beams
and that enamel plaques clothed the beams
of many wealthy Constantinopolitan
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churches.? Thus it may be that modest
wooden panels moved into a context creat-
ed for them by images in more opulent
materials. By the twelfth century, however,
wooden panels seem to have assumed a cus-
tomary place on the templon, and by this

120

time they had evolved certain standardized
thematic patterns rooted in official liturgical
usage.

The two panels seen here reflect one of
these patterns: the sequence of scenes known
as the Twelve Great Feasts, or dodekaorton,
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dedicated to moments of theophany in the
lives of Christ and his mother that were cel-
ebrated in major feasts of the Church year.
One would imagine these two scenes taking
their place among other, similar panels with
further feast scenes. Other beams showed
the Great Deesis — that is, Christ flanked
by the intercessory figures of the Virgin,
John the Baptist, the apostles, and angels—
or scenes from the life of a popular saint.
AWC

1. M. Chatzidakis 19646, pp. 386, 388.
2. Weitzmann, “Icon Programs,” 1984, pp. 63-116.
3. Weitzmann et al. 1982, pp. 6, 11.

LiTERATURE: (A) M. Chatzidakis 1964~65, pp. 386,
pl. 87a; M. Chatzidakis 1976, p. 173, pl. xxx11, 2;
Weitzmann et al. 1982, p. 154. (B)Wulff and Alpatov
1925, Pp. 72, 74, 263—64, pl. 27; Kondakov 1928-33,
vol. 3, pp. 96—98, pl. 11; M. Chatzidakis 1964—6s, p. 388,
pl. 87¢; Lazarev 1967, p. 203, pl. 330; M. Chatzidakis
1976, p. 173; Moscow 1977, vol. 2, p. 29, no. 472.

EXHIBITIONS: Athens 1986, no. 74; London,
From Byzantium, 1987, no. 7; Baltimore 1988, no. 8.

68. Two Fragments of an Epistyle

A. Icon with the Pentecost
Byzantine (Mount Athos), 12th century
Egg tempera over gesso on wood

32 X 18.5 X 3 cm (12% X 7Y% X 1% in.)

The State Hermitage, Saint Petersburg, Russian
Federation (I-6)

B. Icon with the Anastasis

Byzantine (Mount Athos), late 12th century
Egg tempera over gesso on wood

31.5 X 18 X 3 cm (12% X 7% X 1%4in.)

The State Hermitage, Saint Petersburg, Russian
Federation (I-8)

These icons were taken by Petr Sevast’ianov
from the Great Lavra on Mount Athos before
1860. They were painted on a single panel,
later sawed into pieces, with two other icons
that remain at the monastery — one depicting
the Epiphany, and the other the Koimesis;
the four icons once constituted a coherent
epistyle. Similar epistyles of the Middle
Byzantine period survive in monasteries on
Athos and on Mount Sinai, as well as in
several museum collections. Such epistyles
usually depicted the Great Feasts and were
sometimes executed by more than one painter.
The Hermitage’s icons are the work of two
different artists.

In both iconography and painting tech-
nique the icon with the Pentecost (A) is
rather conservative and traditional. Portraitlike
individuality is combined with stereotypical
elements. The apostles have an impressionistic,
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unfinished quality, with sketchily outlined
facial features and spots of red color on their
cheeks; they gaze out through searching
eyes beneath dark, raised brows. The same
quality is seen also in the miniature of the
Twwelve Apostles of 1113 in the Kanellopoulos
Museum, Athens, and in the apostles in the
frescoes of 1195 in the Dmitrievskii (Saint
Demetrios) Cathedral in Vladimir.

The icon with the Anastasis (B) is more
unusual and artistically more interesting.
Christ is shown in frontal view, displaying
his stigmata. This is a rare compositional
type, called “hymnological” or “dogmatic,”
and categorized as the third type in Anna
Kartsonis’s classification. Linked with litur-
gical psalters and the Easter Canon of John
of Damascus, the type is known in only a
few works of the ninth to the thirteenth cen-
tury, among which icon B is distinguished
by virtue of the location of Adam and Eve:

6818

rather than flanking Christ, they stand togeth-
er to his right. This placement is found again
only in a twelfth-century miniature in the
Homilies of Gregory of Nazianzos (Paris,
Cod. gr. 550, fol. 5a) and in an epistyle in the
Chapel of the Virgin in the Monastery of
Saint Catherine, on Mount Sinai, which was
executed in a Crusader workshop in the mid-
thirteenth century but was based on Byzantine
models of the Komnenian period. Another
rare aspect of the iconography of icon B—
the combining of the Last Judgment with
the Anastasis—was inspired by liturgical poet-
ry and by the texts for the Holy Saturday
and Easter services.

Gold, with its many allusions, plays an
important role in the artistic structure of the
icon. For the Byzantines gold was the image
of light as truth and glory and thereby an
image of divine powers, a sense conveyed here
by the gold ground that surrounds Christ,

enveloping him in a cloud of unnatural color
and elevating him above the domain of mun-
dane life. The ground replaces the usual gold
mandorla found, for example, in the minia-
ture of the Second Coming in the Melitene
Gospel (Erevan, Matenadaran, M. 10675)
of 1267-68, where the Armenian artist T‘oros
Roslin drew on Constantinopolitan models
of the Komnenian period. In the New
Testament gold is linked with the notion of
purification through suffering, an idea that
resonates with the subject of the Anastasis
icon. Gold is also a fixed metaphor for vir-
ginity and purity and an absolute metaphor
for God: “God is light and in him there is
no darkness at all” (1 John 1:5). Thus, Christ’s
chiton is gold, symbolizing his incorrupt-
ibility and regality.

The Anastasis artist used various tech-
niques in rendering the faces of the figures,
a practice often encountered in Byzantine
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painting. Christ’s face is softly painted, the
colors applied in thin; translucent layers,
producing a surreal effect, as if light emanates
from the surface of the work. In the faces of
Adam and Eve and the other Old Testament
figures, however, the colors are thickly
applied, giving them a heightened energy
and an enameled quality. The faces gleam
like precious enamel and lend the figures a
color-saturated materiality that embodies
the fundamental theme of the icon: resurrec-
tion and the triumph of eternal life over
death. The rich symphony of glowing color
and light arouses a profound aesthetic
response in the believer.

Byzantine culture of the tenth to the twelfth
century accorded art a significant and active
role in promoting Christian doctrine, an
attitude articulated in an ekphrasis written
in 1199-1203 by Nicholas Mesarites. The
Anastasis icon reflects this characteristic
aspiration of Byzantine aesthetics and illus-
trates Mesarites’ thesis about the phenome-
nal and noumenal levels of religious art. For
Mesarites and the twelfth-century Byzantine
culture he represented, the phenomenal lev-
el was of interest only for its hidden mean-
ing, as an encoded sign or a symbol of a specific
religious tenet; painting was an expression
of theological ideas and tendencies. Thus
we may see in the Hermitage Anastasis a
reflection of the discussions held at the Local
Council of 1156—57 in Constantinople con-
cerning Christ’s sacrifice on the Cross.

Despite the unique artistic features it dis-
plays, the icon group from the Great Lavra
typifies Komnenian art of the second half of
the twelfth century. The Great Lavra icons
have stylistic affinities and share techniques
of modeling form with Queen Melisende’s
Psalter of 1131-43 (cat. no. 259), in which
white highlights play an active role; with the
miniatures in a manuscript at the Pantel-
eimon Monastery, Mount Athos (Cod. 25),
whose modeling and highlighted folds of
garments create volume and movement; and
with the miniatures in a menologion in the
Dionysiou Monastery, Mount Athos, in which
highlights are used in a similar manner. The
rendering of the countenance of Christ recalls
the execution of the Virgin’s face in the
Hermitage’s twelfth-century icon with the
Virgin and Child on a throne surrounded by
the prophets, and the energetic, enamel-like
painting of the apostles’ and prophets’ faces
is closely comparable to that in the icon with
the angels worshiping the Cross from the
Tretyakov Gallery, Moscow, which Gerol'd
Vzdornov dates to the late twelfth century.

The most likely date for the Great Lavra
epistyle is the second half of the twelfth
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century, since the theological content of the
Anastasis places it near mid-century while
artistic parallels place it toward the end of
the century. The icon evidently was painted
on Mount Athos; its structural complexity
would make an assignment to a provincial
school implausible and argues instead for a
classification as a monastic painting.

YuP

LITERATURE: Prokhorov 1879, p. 52, no. 67;
Pokrovskii 1892, p. 199; Sychev 1916, p. 8; Wulff and
Alpatoff 1925, pp. 72, 74, 263, 264., pl. 27; Smirnov
1928, pp. 9, 27; Kondakov 1931, vol. 3, pp. 96-98,
fig. 11; Lazarev 1947-48, vol. 1, pp. 126, 324, vol. 2,
pl. 203; Bank 1961, pp. 123, 126, 129, illus. 96; Bank
1966, nos. 231, 232; M. Chatzidakis, “Icones;” 1966,

p- 388, fig. 876; Lazarev 1967, pp. 205, 258, pl. 330;
M. Chatzidakis 1976, pp. 172—73; Bank 1977, no. 233;
Moscow 1977, vol. 2, no. 472, p. 29; Bank 1985, no. 232;
Lazarev 1986, illus. 330; Afonskie drevnosti 1992, pp. 23,
48, no. 2; Zalesskaya and Piatnitsky 1993, pp. 255—58,
fig. 376.

EXHIBITION: Moscow 1977, no. 473a, b.

69. Icon with the Military Saints
George, Theodore, and Demetrios

Byzantine (Constantinople), late 11th—early 12th
century

Egg tempera over gesso on wood

28.5 X 36 X 2.3 cm (11% X 14%X 7% in.)

The State Hermitage, Saint Petersburg, Russian
Federation (I-183)

This icon was brought from Mount
Athos to Saint Petersburg in 1860 by Petr
Sevast’ianov. It was restored several times
during the Middle Ages. The nature of the
restorations may be gleaned from a verse
of the poem “On the Icon of Three Warriors
Restored by Andronikos Kamateros” (Cod.
Marc. gr. 524): “Wanting the warriors’ fea-
tures to appear younger, I scrape away the
wrinkles of old age from their representa-
tions.” Certain details and contours of the
figures were marred in the course of the
repairs, and the gesso along the edges and
the outer rim was completely replaced. Before
the restoration carried out in 1964 by the
Hermitage, the warriors stood against a
turquoise-blue ground with white inscrip-
tions — both apparently dating from the Late
Byzantine period. This led scholars who
considered the icon to be a work of the twelfth
century to find it comparable to the frescoes
of 1199 from the Spasa na Nereditse Church
(Church of the Savior), near Novgorod, and
assign it to a provincial school. Opinion did
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not change even after the 1964 restoration,
which brought the icon to its present state.
Examination under a microscope, however,
has revealed intricate, miniature-like paint-
ing of a very high standard. A complex tech-
nique was used in rendering the warriors’
faces, creating an optical system rich in
painterly effects. As a result, the icon appears to
illuminate itself and the countenances seem
to shine with a divine inner light. This con-
ception of light is echoed in the writings of
Symeon the Theologian (949:-1022), whose
ideas were well known in Constantinople in
the eleventh century. Here, the exalted spiri-
tuality of Symeon’s hymns harmonizes with
the subtle sensuousness of Hellenistic tradi-
tions, the warriors combining spiritual and
corporeal perfection.

The icon, certainly the artistic equal of
the sophisticated works produced at the impe-
rial court, is now believed to have been
painted in Constantinople. Comparison with
other works indicates that it dates from the
late eleventh to the early twelfth century, or
possibly the first quarter of the twelfth. In a
lectionary of the same period in the Dionysiou
Monastery, Mount Athos (no. 587), and fres-
coes of Saint Theodore, for example, at the
Monastery of Hosios Loukas, Phokis, the
military saints have similar silhouettes and
faces and identical elements of weaponry and
clothing. The idealized faces in the present
work, with their refined nobility, show affini-
ties with the countenances in the eleventh-
century frescoes in the Veljusa and Vodoca
Monasteries in Macedonia, and in the
Cathedral of Sviata Sofiia (Saint Sophia),
Kiev. Typological and stylistic analogues
from the late eleventh and early twelfth cen-
turies include a lectionary in the National
Library, Athens (Cod. 190); the fresco of
Saints Philip, Akindynos, and George in
the Panagia Protothrone in Khalka, on
Naxos; and, in particular, the icon with
Saint George in the Uspens’kii Cathedral
(Cathedral of the Dormition) in the Moscow
Kremlin. Among works from the early
twelfth century that reveal parallels of this
order are the mosaics, dating to 1108, for-
merly in the cathedral of the Mykhailivs’kyi
Zolotoverkhyi Monastery (Saint Michael of
the Golden Domes), Kiev, especially the
representation of Saint Demetrios; the mosaic
of 1118 of Emperor John II Komnenos in
Hagia Sophia, Constantinople; and, to a
limited degree, the mosaic icon of the Virgin
in the Hilandar Monastery, Mount Athos,
which recently was redated by Otto Demus
to the first half of the twelfth century.

The cult of the military saints was espe-
cially popular among Byzantium’s warrior



aristocracy. Soldiers took portable icons
showing military saints with them on cam-
paigns and before battle prayed for the
intercession of the holy figures they de-
picted. In a panegyric (Paris, Cod. gr. 1189)
the twelfth-century monastic writer and
saint Neophytos Enkleistos refers to Saints
George, Theodore, and Demetrios as com-
rades-in-arms and cohorts. According to
Tudebod’s chronicle of the siege of Antioch,
in 1098 these three saints led a heavenly
legion to the aid of the Christians. The three
also appear on one example from a small
cache of steatite icons of military saints found
in Khersones, in the Crimea (cat. no. 203),
where they evidently were left behind by
imperial soldiers. Portable icons of military
saints were revered family treasures, passed
from one generation to the next. Highly
prized, they were adorned with precious
frames. Tiny holes in the surface of this icon
are evidence that it too was once surround-
ed by such a frame. YuP

L1TERATURE: Prokhorov 1879, p. 50, no. 11;

N. Likhachev 1898 and 1902, p. 13; Sychev 1916, p. 8;
Smirnov 1928, p. 27; Kondakov 1931, vol. 3, p. 1013
Lazarev 1947-48, vol. 1, p. 126, vol. 2, pl. 204;
Lazarev 1967, pp. 205, 258; Bank 1977, no. 242;
Moscow 1977, vol. 2, no. 471, p. 28; Bank 1985,

no. 240; Lazarev 1986, p. 98; Golubev 1988,

Pp. 262—64.
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70. Icon with Saint George

Byzantine (Constantinople?), second half of 12th
century

Gesso and egg tempera on wood

107 X 71 cm (42% X 28 in.)

ProOVENANCE: Church of Saint Andrew, Kastoria,
Greece.

Archaeological Museum, Veroia, Greece (332)

This important and very beautiful two-sided
icon bears a depiction of the military saint
George on the front. While the icon was
found in the sixteenth-century Church of
Saint Andrew, in Kastoria, it was probably
originally located in one of the two earlier
churches in the vicinity, the parish church of
Saint George, which has been dated to the
fourteenth century, or the Church of Saint
George Archon Grammatikos, parts of which
date to the Middle Byzantine period.

On the back of the panel is a representa-
tion of Saint Andrew composed of two lay-
ers of paint, one from the beginning of the
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fourteeth century and the other from the
eighteenth; perhaps further investigation
will reveal an even earlier layer of paint. The
icon has a border on both sides. The saint’s
unflinching yet peaceful gaze, the accom-
plished painting style, and in particular the
technical expertise displayed strongly sug-
gest that the icon is the work of an artist who
was well aware of the Orthodox theological
and stylistic issues that prevailed during the
Komnenian period. Both the overall style
and the specific details argue for a date some-
time between that of the frescoes in the
Monastery of the Theotokos Kosmosoteira
in Bera (present-day Pherrai), Thrace (short-
ly after 1152), and those in the Basilica of the
Anargyroi in Kastoria (ca. 1180). The icon thus
reflects the dissemination of the ecumenical
Komnenian style, which would make a
Constantinopolitan provenance very likely.

TP
(Cat. no. 70 was originally published in
Byzantines eikones: tés Beroias [ Athens,
1995].)

71. Icon with the Virgin Eleousa

Byzantine, Jate 12th century
Gesso and egg tempera on wood
114 X 70 cm (44 7% X 27% In.)

Byzantine Museum, Athens, Greece (T137/1136BM)

Discovered in 1966 beneath a seventeenth-
century painting, this powerful icon joins a
group of complex, emotionally charged
compositions of the twelfth century show-
ing the Virgin and Child. The type is called
the Virgin with the Playing Child by Viktor
Lazarev," and the Virgin Eleousa (having
pity [on mortals]) by others, and such icons
are currently interpreted as visual counter-
parts to the hymns and sermons that con-
cern the piercing love and the poignant
sadness inherent in the Virgin’s relation to
her son.? Characteristic are the intimate
proximity of the faces, the tender play of
touching gestures, the serpentine posture
of the Child —akin to the serpentine twist
of Gabriel in a contemporary icon of the
Annunciation (cat. no. 246) — the emphasis
on the Child’s naked, straining arms and
legs, and the garments that gather in exag-
gerated coils, as if asserting a symbolic role.
The Child’s pose, with head thrown back,
limbs bared, and legs crossed — the bare sole
of his left foot was originally seen beneath
the Virgin’s hand — resembles his posture as
the Anapeson, symbol of Christ’s death; the
image of the Child thus posed and lovingly
folded in Mary’s caress creates a moving

interplay of themes of life and death similar
to that conveyed in the contemporary
double-sided icon from Kastoria (cat. no. 72).
With minor variations this composition lived
on in the famous miracle-working icon known
as the Pelagonitissa.? Its composition resem-
bles as well those of other works that gained
great renown as miracle-working images: an
icon of the Virgin Kykkotissa (cat. no. 244) and
the Virgin of Vladimir (see illus. on p. 284),
members of the same twelfth-century group
of expressive Mother and Child icons. They
exemplify the profound hold of Byzantium’s
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expressive twelfth-century icons upon the

religious imagination. AWC
1. Lazarev 1938, pp. 42—46.

2. H. Maguire 1981, pp. 102-3.

3. Hadermann-Misguich 1983, p. 12.

LITERATURE: Sotiriou 1955, p. 19, no. 137, pl. xx1;
Sotiriou 1962, p. 20, no. 137, pl. x1x; M. Chatzidakis,
“Chronika;” 1966, pp. 17-18, pl. 9a,b; M. Chatzidakis,
“Chronika,” 1967, p. 17; M. Chatzidakis, “Chronika,”
1970, p. 17, pl. 13a,b; M. Chatzidakis 1972, p. 122, pl. 43;
Pallas 1975-76, p. 177, pl. 22; M. Chatzidakis 1976,
pp. 185-86, pl. xxxv111, 22; Hadermann-Misguich
1983, pp. 11-12, pl. 2.
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72. Double-Sided Icon with the Virgin
Hodegetria (front) and the Man of
Sorrows (back)

Byzantine, second half of 12th century
Tempera on wood
115 X 77.5 cm (45% % 30% in.)

Byzantine Museum, Kastoria, Greece (457)

Manoles Chatzidakis was the first to recog-
nize this double-sided icon as a homoge-
neous work, with both of its faces painted
in the second half of the twelfth century.
Building on that attribution, Hans Belting
was able to show that the much-studied
devotional image on the back of the icon—
known to the West as the Man of Sorrows —
was in fact a Byzantine creation of the late
eleventh century.' The Kastoria icon is the
earliest surviving panel painting to display
the Man of Sorrows. Known in Greek as
the Akra Tapeinosis (Utmost Humiliation),
the image is the greatest example of a type
that emerged in the decades around 1100
and that Belting, drawing on the language
of Byzantine ekphrasis, called the “living
icon”: the icon designed to be so persua-

72. Back

sive that it compelled a deep emotional
response.

Byzantium’s “living icons,” especially
those devoted to the themes of Christ’s
suffering and the Virgin Mary’s poignant
maternity, generated many of the most
potent and influential devotional images
that emerged later in the medieval West.
The present icon engages both of these
themes. The Virgin on the front assumes
one of her standard poses, known as the
Hodegetria, in which she gestures with her
right arm toward her infant son, who sits at
her left. Exceptionally, however, her face is
both young and marked by a worried frown.
In Byzantium, where Mary spoke more
often to the imagination as the Mother of
God than as the Virgin, she is usually shown
as maternal and even mature. Sermons like
those of the ninth-century homilist George
of Nicomedeia, however, had played on
Mary’s delight in her infant son, and these
homilies, incorporated into the offices of
elite private monasteries in the later eleventh
century, may have helped to generate the
artistic imagery of a youthful Mary. In
George’s texts this young mother is juxtaposed

with the anguished mother of the Passion,
who embraces her dead son while remem-
bering how joyously she had caressed him
when he was a child. The Hodegetria’s anx-
ious frown on the Kastoria icon seems to
indicate the same double awareness: the
Virgin looks beyond the infant in her arms
to the suffering Christ on the back of the
icon.

The Christ on the back appears at first to
be dead on the cross; his head — startlingly
reminiscent of those of the great thirteenth-
century Italian crucifixes — falls to one side
with closed eyes. His arms, however, are at
his side, as if he were laid out for burial. Yet
the cross rises behind him, bearing the same
label —BACIAEYC THC AOEHC (King of
Glory) — that accompanies the Christ
enthroned amid the cherubim on the icon
with the Virgin and prophets from Sinai
(cat. no. 244). Christ is, then, erect yet dead,
in glory and yet utterly debased. It is around
this paradox that Belting built his interpre-
tation of the image as the portrait icon of
Christ in the interval between Crucifixion
and Resurrection, when he enters death by
descending into hell to liberate the faithful.

POPULAR
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He is, as the Good Friday offices say, H ZwH
EN TA®W (life in very death). His lips bespeak
this juxtaposition, the lower one stony and
gray as if in death, the upper one flushed
with the most vital pink.

To Belting, the Man of Sorrows was cre-
ated as the feast icon for Good Friday, to be
displayed and perhaps even incorporated as
a participant in the reenactive Good Friday
offices. Surviving versions seem to have been
designed to fill a number of further func-
tions as talismans, private devotional panels,
and funerary icons laid on the body of a dead
person. The Kastoria icon displays damage
at its base caused by the use of a pole to
support it at some time, indicating that it
was carried in processions. Processional
use would permit viewers to appreciate the
powerful dialogue between the images on
the front and back of this icon.

AWC

1. Belting 1994.
LITERATURE: M. Chatzidakis 1976, pp. 184-8s,
pl. xoxxv11, pp. 20-21; Belting 1994, pp. 262-65,

fig. 163; Carr, “Originality,” 1995, p. 121, pls. 10.1, 10.2.

ExHI1BITIONS: London, From Byzantium, 1987,
no. 8; Baltimore 1988, no. 9.

73. Icon with Christ Brought to
the Cross

Byzantine (Cyprus), last quarter of 12th century
Tempera, silver leaf, and ocher glaze on wood
primed with cloth, gesso, and yellow bole

112 X 83.6 cm (44-% X 327% in.)

INSCRIBED: Below the cross, IC XC EAKOMENOC
T CTPON (Jesus Christ Being Dragged to the
Cross); above the Virgin, MP @Y (Mother of God);
above Saint John, O AI'10C I® O ®EOAOTOC (Saint
John the Theologian); on the cross, 0 BIAEYC T
AOZH (The King of Glory)

CoNDITION: There are minor areas of paint loss,
as well as modern restorations in some areas. On the
back a second image of the Virgin and Child was
painted in 1866 (there is no evidence that the work
was originally intended to be a double-faced icon)."
PrROVENANCE: Chapel of the Holy Cross,
Pelendria, Cyprus.

The Holy Bishopric of Limassol, Limassol, Cyprus

Christ is shown here standing on the hill of
Golgotha at the foot of the cross, dressed in
a purple tunic and bearing a delicate blue-
gray crown of thorns, which contrasts with
his elaborately gemmed halo. A young official

73

gestures toward the cross as he leads the
bound Christ forward, and a crowd of armed
soldiers gathers.

At the right Saint John the Theologian
comforts the Virgin. An unidentified Jewish
man points toward the cross while he raises
his left hand in a gesture of speech. Below,

a small male figure secures the cross in

the ground, while above fly two angels con-
torted in emphatic expressions of grief and
sorrow. Two mounds at the foot of the cross
symbolize the hill of Golgotha, and the sar-
cophagus in the background alludes to the
death and entombment of Christ. A yellow-
ocher background completes the composi-
tion. The use of ocher glaze over a silver-leaf
ground, a more economical means than the
application of gold leaf of effecting a gold-
like surface, is perhaps an indication of the
patron’s economic status (for this technique,
see also cat. no. 74).

The Ascent of Christ on the Cross was a
scene rarely selected for representation. No
examples dating to before the eleventh cen-
tury are known. This icon’s Cypriot origin,
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in a territory far from the center of Byzantium,
may indicate that the depiction of Christ’s
ascent was a more widespread practice than
the small number of surviving examples
indicates. One of the earliest such represen-
tations is found in an Armenian manuscript
(Erevan, Matenadaran 10780, fol. 125v),
which suggests that the iconography devel-
oped in the East and spread to medieval Italy
rather than developing first in the West, as
had been proposed.?

Unusual features of this Cypriot image are
the absence of the ladder and the tunic that
Christ wears rather than the loincloth, his
more characteristic garb in Middle Byzantine
scenes of the Passion (see, for example, cat.
nos. 92, 245). The painful contemplation of
the impending Crucifixion is emphasized
rather than the Ascent itself; Christ does not
climb the ladder appearing willing to suffer,
as described in literature dating to before
the twelfth century, but instead shows reluc-
tance and fear. The composition reflects
the significant shift that occurred during
the twelfth century in the expression of the



Passion both in liturgical drama and in art,
with an increasing emphasis placed on Christ’s
vulnerability.? STB

1. Sophocleous 1994, p. 79.
2. Derbes 1995, p. 111.
3. Ibid., pp. 110-15.

Li1TERATURE: Derbes 1980; Papageorgiou 1991,

PP- 23—25, no. 14; Sophocleous 1994, p. 78; Derbes
1995, pp. 110-31.

74. Icon with the Anastasis

Byzantine (Cyprus), last quarter of 12th century
Tempera, silver leaf, and ocher glaze on wood
primed with cloth, gesso, and yellow(?) bole

39 X 29.1 cm (15% X 11%2 1n.)

Inscr1BED: Flanking Christ, below the upper
edge of the frame, H ANA/CTACHC (The Anastasis )

CONDITION: Areas of paint loss are found across
the surface, particularly in the lower portion of the icon
and along the rectangular frame; bowing of the
wooden panels is also evident. Restored in 1982~86.

PROVENANCE: Monastery of the Panagia
Amasgou, Monagri, Cyprus.
The Holy Bishopric of Limassol, Limassol, Cyprus

Christ, wearing a purple tunic with flowing
blue mantle and carrying a patriarchal cross,
tramples on the gates of hell. With his right
hand he reaches back to draw the aged Adam
from his sarcophagus, while Eve raises her
hands in supplication. At the right the Old
Testament kings David and Solomon stand
within a sarcophagus, while Saint John
Prodromos (John the Baptist) stands behind
them, in both gesture and pose mirroring
Eve on the opposite side.

The icon represents one of the major
iconographic types of the Anastasis (see also
cat. nos. 63, 68, 93, 115, 230, 254). The earli-
‘est surviving examples of this type are dated
to the early eleventh century,' with this
Cypriot icon attesting to the spread of the
iconographic formula to all corners of the
empire by the middle of the century.”

To the Orthodox Christian the Anastasis
signified the promise of salvation, achieved
through the death and resurrection of Christ.
The role of Christ as savior is emphasized in
this iconographic type by the presence of his
human ancestors David and Solomon, who
bear witness to his humanity, and by refer-
ences to the Passion, including the cross he
holds and the presence of John Prodromos,
prophet and precursor of Christ.?

Contemplation of Christ’s resurrection
figured prominently in the Orthodox litur-
gy. The Anastasis was commemorated both
in the weekly celebration of the Eucharist and
in the annual celebration of the Resurrection,
during the feast of Easter,* and an image of
the Anastasis such as this would have received
special veneration on these occasions. The
icon’s provenance in the Monastery of the
Panagia Amasgou and its relatively large
size’ suggest that it was intended for venera-
tion within a church setting. There the icon
could have been displayed on a proskyne-
tarion (icon stand) or incorporated in an
iconostasis. STB

1. Weitzmann 1960, p. 99; Kartsonis 1986,
pp. 204-s5.

2. Kartsonis 1986, p. 213.

3. Ibid., pp. 204-26.

4. Ibid., pp. 227-36.

s. Corrigan 1995, pp. 45—62.

LITERATURE: Weitzmann 1960, pp. 98-107;
Kartsonis 1986; Sophocleous 1994, p. 78; Corrigan
1995, PP. 45-62.

75. Icon with the Virgin and Child
(front) and Saint James the Persian
(back)

Byzantine (Cyprus), late 12th century

Tempera and gold leaf on wood, with relief orna-
ments in gesso

99.8 X 75.5 cm (39% x 29% in.)

ConprTtion: The icon originally had a pole, now
cut away; the lower portion of the front is damaged;
the background color of the back is lost; and the
raised, gilded ornaments are later additions; restored
by Archimandrite Dionysios.

PrOVENANCE: Church of the Panagia Theoskepaste,
Paphos, Cyprus.
The Holy Bishopric of Paphos, Paphos, Cyprus

In the last few decades, scholars, most prom-
inently Doula Mouriki, have identified a
large and distinctive group of icons made on
Cyprus in the late twelfth and the thirteenth
century.? Although the largest number be-
long to the period after Cyprus came under
the control of the Latin Lusignan dynasty,
both the icons and the frescoes with which
they are associated remain close to Byzantine
POPULAR
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75. Front

prototypes. Made for the use of both Latin
and Greek patrons, the icons share elements
with works that have been identified with
Crusader patronage, as well as with exam-
ples in the West. The importance of Cypriot
painting in the Mediterranean basin during
the thirteenth century looms larger as schol-
arship progresses.>

This panel once formed the back of a pro-
cessional icon, with the image of Saint James
the Persian on the reverse.* Damaged at its
base by that arrangement and changed over
time, the Virgin and Child remains an im-
portant example of Cypriot icon painting.
Although the original position of the hands is
uncertain, the image is undoubtedly a varia-
tion of the Cypriot type usually called the
Kykkotissa, in which the Virgin often wears
the additional veil over her maphorion. The
type is Constantinopolitan in origin but was
the subject of particular devotion on Cyprus in
honor of a miracle-working image in the
monastery at Kykkos. Similarly characteristic
of Cypriot icons are the relief decoration of
the background and the halo of the Virgin.
And although conservators consider these
elements to be later additions, they believe
the original halo was gilded stucco.® While
both the second veil and the use of relief

128

75. Back

occur most often in images of the thirteenth
century and later, this icon has been assigned
to the late twelfth century. This date is sup-
ported by the similarity of the Virgin’s face
to that of a Virgin Eleousa from Nicosia,
which is thought to have been made in the
late twelfth century.” Both images sustain
the impression that Cypriot painters com-
bined the motifs and practices of local custom
with those of Byzantine Komnenian paint-
ing from the capital in the creation of a dis-
tinctive Cypriot style.®

The figure on the back of the icon has been
identified as Saint James the Persian® based
on his representation as a military saint wear-
ing a Persian or Phrygian cap, as well as on
the pseudo-Kufic script on his shield. Saint
James the Persian—who is also known as
Saint James Intercisus (the Dismembered),
recalling his martyrdom, and whose feast
is celebrated on November 27— is promi-
nent in the Western Church as well as in
the Eastern Church, where he receives a
full office. Nevertheless, his image is rare.
Hippolyte Delehaye reports that James’s
name appears at only three sites on Cyprus
in contrast to that of Saint George, which
is found at sixty-seven.™ It is quite likely,
therefore, that this icon was commissioned
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by a single individual. However, the subject
would have been attractive for either a pri-
vate or an institutional patron. In this con-
text, it is worth noting that Saint James
was an apostatized martyr, a member of the
fifth-century Persian court who hid his
Christianity during a time of persecution
to protect his life and career. After he re-
affirmed his Christian faith, he was martyred
by having his limbs cut off slowly.” Saint
James would have b