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Patriarch’s Statement

T® "Evtipotdte %xvQle Philippe de Montebello, Té€xve Tig
Nudv Metouotnroc &v Kugle, dyamntd, yaow xai
gignvnv magd Oeod

‘H érowalopévn Exdeotg “Byzantium: Faith and Power
(1261-1557)" T00 Mntgomoltizod Movoeiov Téxvng Tig
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BARTHOLOMEW BY THE MERCY OF GOD
ARCHBISHOP OF CONSTANTINOPLE, NEW ROME,
AND ECUMENICAL PATRIARCH

The Esteemed Mr. Philippe de Montebello, our Modesty’s
beloved son in the Lord: Grace and peace from God.

The exhibition “Byzantium: Faith and Power (1261-1557),” in
progress at The Metropolitan Museum of Art in New York,
undoubtedly will constitute a historical landmark for the
Museum and will contribute greatly to enhance the culture of
the New World.

The love shown for the Byzantine world and its art by the
Metropolitan Museum has been previously manifested particu-
larly by the exhibition “Glory of Byzantium.” This new exhibition
in progress will augment the previous one, focusing interest in
the Palaiologan period and the first century of Ottoman rule.

The period from 1261 to 1557 is characterized by the territo-
rial shrinkage of the Byzantine Empire and the fall of the
Queen of Cities, Constantinople, as well as Thessalonike.
During those difficult and trying hours, the fervor of faith in
Christ escalated to new heights, and the pious people of the
Empire, more than ever before, placed their hope in God’s assis-
tance and in the protection of the Most-Holy Theotokos, the
Mother of God, the Directress and their All-Blessed Champion
General. For consolation during these times of great affliction,
they took refuge in the Most-Holy and Comforting Mother of
our Lord. In order to draw strength they looked upon their
Crucified Lord and reflected upon the anticipated Resurrection
that follows the Cross. Inevitably, therefore, the art of those
days was characterized by sorrow and yet by hope.

In ecclesiastical terminology we use the term “bright-
sadness.” This refers to a mixed emotion of joy, over the antici-
pated help from God and salvation, and sorrow, for the suffering
of life and sin. This bright-sadness accurately characterizes the

later period of Byzantine ecclesiastical art, iconography, music,
and architecture. Likewise, it influenced the art during the
Ottoman Empire and especially during its first century. All the
works of art during this period reflect the character of steadfast
faith in Christ, which was literally anchored in His mercy, love,
and power to subdue the hostile enemies. The Soldier Saints—
George, Demetrios, the Theodores, and others— were the
most beloved Saints of the Byzantines during those difficult
years. They inspired optimism and comfort by the mere thought
that they were present, supporters of the faithful who were
undergoing danger and tribulation. Almost every city and town
has a church dedicated to a Soldier Saint, and especially to Saint
George, as well as to the Theotokos, for she was the Champion
General of the faithful. Faith in the person of the Theotokos,
the Saints, the holy icons, the churches, the ecclesiastical
melodies, and the Lamentations before the Lord’s Epitaphios
were principally created and cultivated at that time. They were
the strength, shelter, consolation, and spiritual reinforcement of
a nation, which was in danger and later in bondage.

We, therefore, wholeheartedly congratulate the administra-
tion of The Metropolitan Museum of Art for its wonderful ini-
tiative. We pray that the exhibition will be crowned with
utmost success during these times when most people seek
strength to encounter and overcome the existential problems
and the agony in the face of many personal, social, ethnic, cul-
tural, and worldwide difficulties. Qur prayer is that they may
find faith in higher values and ideals than those that are being
offered by the world marketplace. Indeed, The Metropolitan
Museum of Art, through its exhibition “Byzantium: Faith and
Power (1261-1557),” offers that “which is needful.”

January 10, 2004
Your fervent supplicant before God, B(artholomew)
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Sponsors’ Statements

Alpha Bank is proud to have been associated with the exhibition
“The Glory of Byzantium,” held in 1997, and is delighted with the
opportunity to contribute toward the realization of the present
exhibition, “Byzantium: Faith and Power (1261-1557),” which pre-
sents Byzantium, its art and culture, at the dawn of Humanism.

This exhibition expresses the spirit of rebirth, which flourished
in the arts and letters in the period after the restoration of
Constantinople as the capital of the Byzantine Empire in 1261. This
revival emerged almost as a response to the crisis that affected the
empire. What was born is a forceful art, imbued with the spirit of
renewal. It is characterized by a realistic portrayal of figures that at
the same time display their inner religious sensibilities. The exhibi-
tion reflects the spread of the influence of this artistic and intellec-
tual trend throughout the Byzantine sphere and beyond.

As Byzantine concepts of painting, iconography, and scholar-
ship were fundamental to the cultural development of the whole
of Europe during these centuries, the exhibition presents the
impact of Byzantine art on the developing Italian Renaissance and on
other centers of European artistic and intellectual activity.

The works assembled on this occasion represent a period of
significant artistic expression within the empire and establish
Byzantium as a driving force in the artistic exchange with the
West.

The exhibition is organized during a significant year for Greece,
the host country of the Olympic Games. Alpha Bank, as Sponsor
of the Games, is honored to participate in a venture which
promotes one of the singular constituents of our national
heritage.

Yannis S. Costopoulos
Chairman and Managing Director
Alpha Bank



It is a great pleasure for the J. E Costopoulos Foundation to
contribute—together with other important Greek foundations and
Alpha Bank—to this most significant exhibition of The Metropolitan
Museum of Art. “Byzantium: Faith and Power (1261-1557)" begins
with the restoration of the Byzantine Empire in 1261 by Michael
VIII Palaiologos and ends in 1557, more than a century after its final
fall to the Ottoman Turks. The re-establishment of a weakened
empire under the Palaiologan dynasty produced vibrant new
developments in the arts, literature, and philosophy that reflected
the currents of the times. Byzantine culture of that period greatly
influenced its Christian neighbors, as well as provided a major link
between the concepts of Greek antiquity and the Renaissance.

Anastasia S. Costopoulos
Vice-President
The . E. Costopoulos Foundation

The A. G. Leventis Foundation is honored to participate in the
exhibition “Byzantium: Faith and Power (1261-1557)"—a celebra-
tion of the great artistic achievements that marked the last cen-
turies of the Byzantine world.

Our foundation’s special ties with Cyprus serve to increase our
interest in this groundbreaking exhibition. During this period,
Cyprus was under Frankish and later Venetian rule, and the
Orthodox Church of Cyprus was subjected to the Latin Hierarchy.
Orthodox art nevertheless flourished on the island, and Cyprus
therefore presents an ideal field for study of the interaction of
Byzantine culture with its powerful Christian neighbors.

For twenty-five years the A. G. Leventis Foundation has worked
to preserve the cultural heritage of the Hellenic world and to stim-
ulate and broaden international awareness of its importance. Thus,
the Metropolitan Museum’s continuing effort to make Byzantine
art available and accessible to the widest possible audience falls
well within our objectives. We believe that the series of three exhi-
bitions mounted at the Metropolitan Museum over the last
twenty-seven years has played an integral part in encouraging
greater understanding of the Byzantine world.

Anastasios P. Leventis
Chairman
A. G. Leventis Foundation

The Stavros S. Niarchos Foundation supports charitable activities
in four primary program areas: social welfare, education, health
and medicine, and arts and culture. We are particularly proud to
sponsor “Byzantium: Faith and Power (1261-1557).” This masterful
exhibition is fully representative of our interest in supporting proj-
ects that promote, maintain, and preserve Hellenic heritage and
that offer opportunities for those inside and outside of Greece to
benefit from such efforts. As an international foundation we take
note that the more than 350 works of art in the exhibition come
from some thirty countries. We commend the resulting global col-
laboration fostered by The Metropolitan Museum of Art and are
confident that it will inspire all who view it.

Dennis Weatherstone

Chairman
The Stavros S. Niarchos Foundation

SPONSORS’ STATEMENTS ix



Director’s Foreword

When the city of Constantinople fell in 1204 to the Fourth
Crusade, nearly nine hundred years of Byzantium’s artistic and
cultural traditions were abruptly terminated. The long-established
power and patronage of the imperial center were dispersed to
regional outposts, including Nicaea (Iznik), Trebizond (Trabzon),
Thessalonike, Epiros, and Mistra. As the triumphant Byzantine
general Michael VIII Palaiologos entered a re-claimed Constantinople
on August 15, 1261, carrying aloft the famed icon of the Virgin
Hodegetria, the city’s eternal protector, he initiated an artistic and
intellectual flowering in the “Empire of the Romans”™—the basileia
ton Rhomaion—and among its East Christian rivals that would
endure for nearly 300 years.

The Metropolitan Museum of Art proudly presents “Byzantium:
Faith and Power (1261-1557),” the first major museum exhibition to
concentrate solely on the great resurgence of the Palaiologan
period and the subsequent appropriation of this culture by rival
claimants to power. More than 350 masterpieces of Byzantine art
from some thirty nations are brought together for this exhibition.
These extraordinary works, some seen only rarely and others never
shown outside the churches and monasteries that have preserved
them through succeeding centuries, are among these nations’
most cherished artistic treasures. Splendid frescoes, textiles, gilded
metalwork, mosaics, elaborately decorated manuscripts, and rich
liturgical objects from throughout the world of Byzantium, as well
as major works from European and Islamic traditions that reflect
their influence, demonstrate the unique cross-cultural fertilization
that occurred during the Late Byzantine era. In addition, forty
magnificent icons from the Holy Monastery of Saint Catherine in
the Sinai join others from leading institutions across the world in a
remarkable display of these compelling religious images.

“Byzantium: Faith and Power (1261-1557)” unfolds at the
Metropolitan as the third wing of a “triptych” of exhibitions dedi-
cated to a fuller understanding of the art of the Byzantine Empire,
whose cultural and political influence spanned more than a millen-
nium. In the late 1970s the Museum explored the early centuries of
Byzantium'’s history in “Age of Spirituality.” In 1997 the landmark
presentation “The Glory of Byzantium” focused on the art and
culture of the Middle Byzantine era (843~1261) through a notable
array of works lent from major cultural and religious institutions
around the world and from the extensive collections of the
Metropolitan Museum itself. “Byzantium: Faith and Power (1261
1557)” now seeks to enhance public appreciation of the exceptional
artistic accomplishments of an era too often considered primarily
in terms of political decline. .

A truly extraordinary collaboration among institutions and pri-
vate lenders from an unprecedented number of countries, some of
which have never before lent works of art to museums in the United
States, has made this exhibition possible. We are extremely grateful

for this remarkable level of international cooperation, extending
over a wide geographical nexus that reaches through Greece, the
Balkans, and Asia Minor to Russia in the north and Egypt in the
south. This generous response flows from important relationships
forged during the Metropolitan’s two previous Byzantine art exhi-
bitions, as well as from new associations. We are particularly hon-
ored by the exceptional support offered by Greece. Mistra, in the
Peloponnese, was the last outpost of the basileia ton Rhomaion to
fall to the Ottomans. Like many other Greek monasteries and cul-
tural centers, such as Thessalonike, it produced profoundly moving
religious art and at the same time encouraged a revival of classical
learning that inspired the Renaissance in Italy. We are also fortu-
nate once again to have the Holy Monastery of Saint Catherine,
Sinai, Egypt, as an invaluable partner in this notable endeavor.

As always for an exhibition of this scope, the number of people
to whom we wish to extend our appreciation and gratitude is so
great that a more comprehensive list of acknowledgments follows.
In brief, however, I would like to thank Mahrukh Tarapor,
Associate Director for Exhibitions, for her exceptional diplomacy
and perseverance in securing critical loans and for opening new
areas of cooperation among international partners. I would also
like to applaud Helen C. Evans, Curator of Early Christian and
Byzantine Art, for establishing the intellectual and scholarly foun-
dation of the exhibition and its accompanying catalogue. She
assembled an outstanding curatorial team, headed by her Research
Associate Sarah Brooks, which has worked tirelessly to make the
exhibition a success. John O’Neill, Editor in Chief and General
Manager of Publications, and his staff have produced a handsome
catalogue that constitutes a noteworthy contribution to the field of
Byzantine studies. It will enhance the viewing experience and extend
the impact of the exhibition beyond its bounds of time and place.
For the many national and international visitors expected to see
the exhibition in person, Michael Batista and Sophia Geronimus of
the Museum’s Design Department have created a stunning display.

Finally, I must note that it would be impossible to realize an
exhibition of this scale and complexity without generous financial
backing. The Museum is most grateful to Alpha Bank and its chair-
man, Yannis S. Costopoulos, for their outstanding support of the
exhibition. We are also indebted to the J. E Costopoulos Foundation,
the A. G. Leventis Foundation, and the Stavros S. Niarchos
Foundation for their important contributions to the project. In
addition, we would like to acknowledge the kind assistance pro-
vided by the National Endowment for the Arts and The Prospect
Hill Foundation. We would also like to recognize the Federal
Council of the Arts and the Humanities for granting an indemnity
for this project.

Philippe de Montebello
Director, The Metropolitan Museum of Art
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and generous support of the exhibition.
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this exhibition like a benediction, our debt is incalculable. Father
Daniel has offered access to the Monastery’s collections and his
own brilliant technical skills in preparing the objects for the exhibi-
tion. Father John, as always, has understood our efforts and assisted
on many different fronts when needed. Father Justin has provided
information and technological links that have been greatly appreci-
ated. Nicholas Pickwoad, Saint Catherine Foundation, London,
has offered detailed information on the state of manuscripts in its
collection. Nikolaos Vadis, Representative of Saint Catherine’s
Monastery of Sinai, has coordinated administrative and loan pro-
cedures. The Museum wishes to acknowledge its debt to all the
Fathers, which extends far beyond the Monastery’s participation in
this exhibition. Their support and interest has been an inspiration
to the Museum’s efforts to present the greatness of Byzantine cul-
ture and its faith to an international audience.

The Museum'’s exhibition team also recognizes with gratitude
and affection the welcome offered to us on our many visits to the



Holy Monastery by others associated with the site, especially Moussa
Boulos, General Manager, The Saint Catherine Monastery Guest
House, and drivers Salem and Hussein Massaoud Farrag.

In France, in Bourg-en-Bresse: Marie-Anne Sarda, Conservateur
en Chef, Musée de Brou and Monastére Royal de Brou, Magali
Philippe, Curator, Musée de Brou; in Cambrai: Vénérable Pére
Frangois Garnier, Archevéque de Cambrai, Caroline Biencourt,
Félicien Machelart, Archevéché de Cambrai, Archiviste Adjointe,
Philippe Hertel, Jacques Philippon, Monuments Historiques,
Direction Régionale des Affaires Culturelles de Lille; in Laon:
Pére Alain Bosquet, Presbytére de la Cathédrale, Antoine Lefevre,
Maire de la Ville de Laon, Pierre Yves Corbel, Conservateur des
Monuments Historiques, Jean Michel Brioist, Conservateur Régional
des Monuments Historiques, Direction Régionale des Affaires
Culturelles de Picardie, Amiens, and Alain Jacquot, Trésorier,
Association Amis de la Cathédrale et de Saint-Martin de Laon. In
Paris: Wanda Diebolt, Directrice, Direction de I’Architecture et du
Patrimoine; Colette di Matteo, Conservateur Général du Patrimoine,
Inspection Générale de 1'Architecture et du Patrimoine; Jean-Noél
Jeanneney, Président, Agnés Saal, Directrice Générale, Michel
Amandry, Directeur, Département des Monnaies, Médailles et
Antiques, Sylviane Dailleau, Délégation a la Diffusion Culturelle,
Service des Expositions Extérieures, Monique Cohen, Directeur,
Christian Forstel, Conservateur de la Section Grecque, Département
des Manuscrits, Bruno Blasselle, Directeur, Dani¢le Muzerelle,
Conservateur des Manuscripts, Bibliothéque de I'Arsenal,
Bibliothéque Nationale de France; Odile Dupont, Directeur des
Bibliothéques, Martin Morard, Conservateur, Responsable des
Fonds Anciens, Nicole Soulier, Conservateur, Bibliothéque de Fels,
L'Institut Catholique de Paris; and Elvire de Maintenant, Christie’s.
At the Musée du Louvre, Henri Loyrette, Président-Directeur,
Daniel Alcouffe, Conservateur Général Chargé du Département
des Objets d’Art, Jannic Durand, Conservateur en Chef, Département
des Objets d’Art, Alain Pasquier, Conservateur Général Chargé du
Département des Antiquités Grecques, Etrusques et Romaines,
Frangoise Viatte, Conservateur Général du Patrimoine, Chargé du
Département des Arts Graphiques, Dominique Cordelliner,
Bernadette Py, Département des Arts Graphiques; Viviane Huchard,
Conservateur Général, Directeur, Xavier Dectot, Curator, Musée
National du Moyen Age, Thermes et Hétel de Cluny; in Strasbourg;
Philippe Lorentz, Professor, University of Strasbourg; and Marie
Monfort, Independent Scholar.

We would also like to thank for her advice and assistance Uté
Collinet, Secrétaire Général, Réunion des Musées Nationaux.

In Germany, in Berlin: Hein-Thomas Schulze Altcappenberg,
Director, Holm Bevers, Curator, Kupferstichkabinett; Arne
Effenberger, Director, Gabriele Mietke, Archeologist, Skulpturen-
sammlung und Museum fiir Byzantinische Kunst, Staatliche
Museen zu Berlin Preussischer Kulturbesitz; in Frankfurt: Bodo
Brinkmann, Curator, Stidelsches Kunstinstitut; in Munich:
Ludwig Wamser, Director, Rupert Gebhard, Stellvertretender
Director, Archiologische Staatssammlung, Museum fiir Vor- und
Friihgeschichte; in Weimar: Rolf Bothe, Director, Kunstsammlungen
zu Weimar; Jochen KlauB}, Keeper of the Collection, and Lothar
Ehrlich, Stiftung Weimarer Klassik, Goethe-Nationalmuseum.
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In Greece, in Athens: special appreciation for the support given
by the Hellenic Ministry of Culture to the exhibition must be
offered to His Excellency Evangelos Venizelos, Minister of
Culture; Lina Mendoni, Secretary General, Ministry of Culture;
Lazaros Kolonas, General Director of Antiquities and Cultural
Heritage; and Nicoletta Divari-Valakou, Director, Directorate of
Museums, Exhibitions, and BEducational Programs. In particular,
we are grateful to the exceptional team of Isidoros Kakouris,
Director, Directorate of Byzantine and Post-Byzantine Monuments,
Suzanna Choulia-Kapeloni, Head, and Jenny Albani, Architect and
Art Historian, Department of Exhibitions and Museological
Research, Directorate of Museums, Exhibitions, and Educational
Programs, who negotiated and secured the many loans from
Greece on our behalf. The exhibition has benefitted greatly from
their advice and early involvement. We also wish to thank their
staffs, especially Ioanna Christoforaki and Alexandra Alevizou.

Our gratitude also goes to George Andreadis, the Rena Andreadis
Collection; Angelos Delivorrias, Director, Irini Yeroulanou, Deputy
Director, Anna Ballian, Curator, Anastasia Drandrakis, Curator,
Benaki Museum; Despina Evgenidou, Director, Numismatic
Museum; Dimitrios Konstantios, Director, Byzantine and Christian
Museum; and K. Skambavias, Director, Paul and Alexandra
Kanellopoulos Museum, for their assistance. In Thessalonike, our
appreciation goes to Anastasia Tourta, Director, Museum of
Byzantine Culture.

We also wish to thank the ephors and their staffs in the follow-
ing ephorates for their support: Alkestis Choremi, Ephor, First
Ephorate of Classical and Prehistorical Antiquities; Charalambos
Pennas, Ephor, Second Ephorate of Byzantine Antiquities; Emilia
Bakourou, Ephor, Fifth Ephorate of Byzantine Antiquities; Lazaros
Deriziotis, Emeritus Ephor, Seventh Ephorate of Byzantine
Antiquities; Frangiska Kephallonitou, Ephor, Eighth Ephorate of
Byzantine Antiquities; Charalambos Bakirtzis, Ephor, Ninth
Ephorate of Byzantine Antiquities; Ioannis-Immanuel Tavlakis,
Ephor, Tenth Ephorate of Byzantine Antiquities; Antonios
Petkos, Ephor, and Melina Paissidou, Archaeologist, Eleventh
Ephorate of Byzantine Antiquities.

In addition, we wish to acknowledge the support of Father
Thomas Synodinos, Protopresbyter, Chancellor of the Archdiocese
of Athens; His Eminence Metropolitan of Stagi and Meteora,
Serapheim; The Very Reverend Abbot of The Holy Monastery of
the Transfiguration (Great Meteoron), Athanassios Anastassiou;
The Very Reverend Abbot of the Holy Monastery of Saint John the
Theologian of Patmos, Antipas; His Beatitude Professor Panteleimon
Rodopoulos, Bishop of Tiroloi and Serention, Abbot of the Holy
Monastery of Vlatadon, Thessalonike; and His Excellency
Nicolaos Printezis, Catholic Archbishop of Naxos-Tinos. His
Excellency Archbishop Paul Fouad Tabet, Apostolic Nuncio to
Greece from the Vatican, must also be thanked for his support.

We recall with gratitude the time given to us and the interest
shown in our exhibition by His Beatitude Archimandrite Vassilios,
Abbot of The Holy Monastery of Iveron. We also thank His
Beatitude Archimandrite Petros, Abbot of the Holy Monastery of
Dionysiou, His Beatitude Archimandrite Prodromos, Abbot of the
Holy Monastery of the Great Lavra, His Beatitude Archimandrite



Moysis, Abbot of the Holy Monastery of Hilandar, His Beatitude
Archimandrite Christodoulos, Abbot of the Holy Monastery of
Koutloumousiou, and His Beatitude Archimandrite Ephraim, Abbot,
and Father Arsenios of the Holy Monastery of Vatopedi.

We feel greatly indebted to the many friends in Athens
who offered hospitality in abundance and help as the exhibition
demanded, and especially to the following: Dimitris Athanassoulis,
Sixth Ephorate of Byzantine Antiquities; Charalambos Bouras,
Professor, Athens Technical University; Dimitris Dondos; Antonios
Fotopoulos; Nada and Stephanos Geroulanos; Hara Kiosse; Stratis
E. Stratigis; The Honorable and Mrs. Tzannis Tzannetakis; Amilia
and Marinos Yeroulanos, and Evangelos Zournatzis. Ruth Burkes
and Nikos Kalathas also assisted in our efforts.

To Yannis Costopoulos, Chairman and Managing Director, Alpha
Bank, and a trustee of the Metropolitan Museum, we offer our
heartfelt thanks for the focused intellectual interest that he has
brought to bear on the exhibition’s goals and his timely support of
its needs. Hector Verikyos, Manager, Secretariat Division, Alpha
Bank, as colleage and friend, has been consistently generous with
both advice and assistance.

We also wish to thank Anastasia Costopoulos, Vice-President,
The J. E Costopoulos Foundation; Costas Drakopoulos, President,
The Stavros S. Niarchos Foundation; and Anastasios P. Leventis,
Chairman, A. G. Leventis Foundation, for their understanding and
support of our efforts.

In Italy, in Bologna: we acknowledge the assistance provided by
Domenica A. Valentino, Soprintendente, Sopritendenza per i Beni
Architettori; Cristiana Morigi Govi, Museo Civico Archeologico di
Bologna; Massimo Medica, Responsible dei Musei Civici d’Arte
Antica di Bologna; in Florence: Antonio Paolucci, Soprintendente
Polo Museale Fiorentino; Franca Arduini, Direttore, Anna Rita
Fantoni, Biblioteca Medicea Laurenziana; Annamaria Petrioli
Tofani, Gabinetto Disegni e Stampe degli Uffizi; Anna Mitrano,
President of the Board of Directors, Patrizio Osticresi, Opera di
Santa Maria del Fiore; in Padua: Monsignor Antonio Miazzi,
Presidente Capitolo, Cattedrale di Padova; Monsignor Claudio
Bellinati, Direttore, Biblioteca Capitolare; Don Pierantonio Gios,
Direttore della Biblioteca del Seminario Maggiore, Seminario
Vescovile di Padua; in Perugia: Francesca Abbozzo, Soprintendenza
per i Beni Architettonici e per il Paesaggio, per il Patrimonio
Storico, Artistico e Demoetnoantropologico per 'Umbria; Paola
Gonnellini, Sezione del Patrimonio Librario e Archivistico, Regione
Umbria; Don Giovanni Battista Tiacci, Direttore per il Ufficio per i
Beni Culturali Ecclesiastici, Vittoria Garibaldi, Direttrice della
Galleria Nazionale dell'Umbria Soprintendente per i Beni
Architettonici e per il Paesaggio, per il Patrimonio Storico,
Artistico e Demoetnoantropologico dell'Umbria; in Pisa: Maria
Giulia Burresi, Direttrice Musei di San Matteo e di Palazzo Reale;
Guglielmo Maria Malchiodi, Direttore della Soprintendenza per i
Beni Architettonici e per il Paesaggio, per il Patrimonio Storico,
Artistico e Demoetnoantropologico di Pisa, Livorno, Lucca e
Massa; in Rome: Grazia Benini, Dirigente, Servicio IV Promozione
del Patrimonio, Don Simone Fioraso, Superiore della Comunita del
Monastero Annesso alla Basilica di Santa Croce in Gerusalemme e
Parroco della Basilica di Santa Croce in Gerusalemme, Luigi

Rinaldi, Sindaco di Sassoferrato; in Siena: Anna Maria Guidicci,
Soprintendenza per i Beni Artistici, Storici di Siena a Grosseto,
Enrico Toti, Il Conservatore, Istituzione del Comune di Siena, Santa
Maria della Scala; Bruno Santi, Soprintendente, Soprintendenza ai
Beni e Storici di Siena; in Venice: Giovanna Nepi Scire, Soprinten-
denza ai Beni Artistici di Venezia; Giorgio Rossini, Soprintendente,
Soprintendenza per i Beni Architettonici, per il Paesaggioae e per il
Patrimonio Storico, Artistico, e Demoetnoantropologico a Venezia
e a Laguna, Ministerio per i Beni e Le Attivitd Cultura; Chryssa
Maltezou, Istituto Ellenico di Studi Bizantini e Postbizantini di
Venezia; Giorgio Orsoni, Primo Procuratore di San Marco,
Procuratoria di San Marco; Monsignor Antonio Meneguolo,
Archdeacon and Patriarchal Delegate for the Basilica of San Marco,
Lucio Cilia, Rettore, Santa Maria della Salute; and Marino Zorzi,
Directtore, Biblioteca Nazionale Marciana.

Finally, for Italy, special thanks must be given to Daniel Berger,
Annie Coulson, Michelangelo Lupo, Tracy McClure, and the late
Leonardo Mondadori.

In Lebanon, in Antelias: His Holiness Aram I, Catholicos of the
Great House of Cilicia, Armenian Catholicosate of Cilicia, has
offered his strong endorsement of the exhibition. We must also
thank Agop Ateshian, Committee President, Cilicia Museum;
Bishop Nareg Alemezian, Father Housig, and Ziad J. Jamous for
their assistance. Archbishop Oshagan Choloyan, Prelate, The
Armenian Apostolic Church, Eastern United States of America,
and Antranig Sarkissian of New York are owed much gratitude for
their efforts on behalf of Armenian participation in this exhibition

In FYR-Macedonia: special appreciation goes to His Excellency
Blagoja Stefanovski, Minister of Culture, for his efforts on behalf
of loans to the exhibition, as well as to Melpomeni Korneti,
Deputy Minister of Culture, and Olivra Trajkova, Assistant to the
Minister of Culture. Also to be thanked are Bojan Ivanov, Act-
ing Director, the Museum of Macedonia in Skopje, and Pasko
Kuzman, Director, The Museum of Ohrid. The efforts of Gligor
Tashkovich and Stephanie Tashkovich in New York to facilitate
these loans are deeply appreciated.

In the Netherlands, in Amsterdam: we acknowledge D. M. Schut,
Librarian, and W. Heijting, Keeper, and Jos van Heel, Assistant
Curator, Department of Manuscripts and Early Printed Books,
Library of the Vrije Universiteit; A. van der Lem, Universiteits-
bibliotheek; in the Hague: Mr. Fritz Duparc, Director, The
Mauritshuis; in Leiden: Charles van den Heuvel, Curator Collection
Bodel Nigenhuis, Leiden Library; in Maastricht: Robert Noortman;
and in Ijsselstei: Anne Margreet As-Vijvers, Independent Scholar.

In Romania: Ioan Opris, Secretary of State for Culture,
Ministerul Culturii si al Cultelor, has been most generous in his
support of our exhibition. Appreciation is also due Anca Paunescu,
Head of the Medieval Department, The National Museum of the
History of Romania. We especially appreciate the willingness of
L.PS. Pimen, Arhiepiscop al Sucevei si Radautilor, to lend to the
exhibition from the Holy Monastery of Putna.

In Russia, in Moscow: our thanks go to His Excellency Mikhail
E. Shwydkoi, Minister of Culture of the Russian Federation; Elena
Jurievna Gagarina, Director General, State Museums of the
Moscow Kremlin; Zelfira I. Tregulova, Deputy Director, Olga I.
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Mironova, Deputy Director, Elena Morshakova, Head of the
Department, Armory Chamber, Moscow Kremlin Museums; Irina
Antonova, Director; State Pushkin Museum of Fine Arts; K. G.
Levykin, Director, Tamara Igoumnova, Deputy Director, The
State Historical Museum; Mr. Valentin Rodionov, Director
General, Ekaterina Selezneva, Chief Curator, Tatiana Gubanowa,
Head of the Department of International Relations and Overseas
Exhibitions, Nadezhda G. Bekenyova, Head of the Russian Icons
Department, State Tret’iakov Gallery; in Novgorod: Nicolay N.
Grinev, General Director, Tatiana Kazarmtchikova, Vice Director,
Natalia Gormina, Vice Director and Chief Curator, and Natalia
Solodkova, Interpreter, Novgorod Integrated Museum-Reservation.

In Saint Petersburg: Vladimir Nikolaevich Zaitzev, Director
General, Elena Nebogatikova, Deputy Director, Ljudmyla Butchina,
Head, Pavel Medvedev, Curator, The Manuscript Department, The
National Library of Russia; Mikhail Piotrovsky, Director, Olga
Ilmenkova, Head of the Loan Agreement Department, Yuri
Piatnitsky, Curator of the Byzantine Icons Collection, The State
Hermitage Museum; Vladimir Gusev, Director, Evgenia Petrova,
Deputy Director for Science, Irina D. Solov’eva, Head of the
Ancient Russian Art Department, and Marina Panteleymon, Head
of External Relations Department, The State Russian Museum.

- We are grateful to Vega Solana and most especially to our
trustee Patti Cadby Birch for their efforts on our behalf in Moscow.

In Saudi Arabia, in Riyadh: Sheikh Rifaat Sheikh El-Ard has gen-
erously furthered our exploration of the connections between the
Byzantine world and Islamic art.

In Serbia and Montenegro, in Belgrade: His Excellency Branislav
Leci¢, Minister of Culture, Jovan Despotovi¢, Assistant Minister of
Culture; Nada Seferovi¢, Department for the Protection of Cultural
Heritage, Ministry of Culture and Public Information, Republic of
Serbia; Nikola Tasi¢, Member of the Serbian Academy of Science
and Art; Tatjana Cvjeti¢anin, Acting Director, and Branka Ivani¢,
Curator, The National Museum.

We wish to thank the Holy Synod of the Serbian Orthodox
Church, and most especially Slobodan Mileusnié, Director of the
Museum of the Serbian Orthodox Church and Secretary of the
Holy Synod, for their support of the exhibition.

The assistance of Academician Gojko Suboti¢ in Belgrade and
Slobodan Curéi¢, Professor, Princeton University, New Jersey, was
instrumental in establishing the professional connections that led
to Serbia’s partidpation in the exhibition.

In Spain, in Cuenca: Monsefior Ramén del Hoyo Lépez, Bishop
of Cuenca; Miguel Angel Albares Albares, Vicario General; Vicente
Malabia Martinez, Delegado Diocesano de Patrimonio, Obispado
de Cuenca; Santos Saiz Gémez, Presidente del Cabildo, Di6cesis
de Cuenca; Fdo. Le6n Chicote Pzoz, Secretario Capitular; Francisco
Medina Hernandez, Director, Museo Diocesano; in Valencia:
Ramoén Serra de Alzaga.

In Madrid, we wish especially to thank the Duke of San Carlos,
Presidente del Consejo de Administracién, Patrimonio Nacional,
and Juan March Delgado, Presidente, and José Capa Eiriz, Director
de Exposiciones, Fundacién Juan March. In addition, Placido
Arango’s special support of The Holy Monastery of Saint Catherine
is gratefully acknowledged.
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In Sweden, in Stockholm: Hans Henrik Brummer, Director
General, Torsten Gunnarsson, Director of Collections, and Lillie
Johansson, Nationalmuseum.

In Switzerland, in Basel: Bernhard Mendes Biirgi, Director, Bernd
Lindemann, Curator, and Charlotte Gutzwiller, Offentliche Kunst-
sammlungen, Kunstmuseum, und Museum fiir Gegenwartskunst.

Also, in Switzerland, we acknowledge especially the timely and
effective assistance of Léonard Gianadda, President, Fondation
Pierre Gianadda, Martigny, in the securing of critical loans. We also
appreciate the keen interest in our efforts of Mrs. Maria Embiricos.

In Syria, in Aleppo: Georges Antaki, through his collection,
offered valuable insight into the connection between the Islamic
and Byzantine worlds.

In Turkey, in Ankara: Nadir Avci, Director General for Cultural
Heritage and Museums, Niliifer Ertan, Directorate General for
Cultural Heritage and Museums, Ministry of Culture and Tourism;
in Istanbul, the staff of the Istanbul Archaeological Museum; Filiz
Cagman, Director, The Topkap: Palace Museum; and in Konya:
Erol Erdogan, Director, Ince Minareli Medrese Miizesi.

We wish to express our sincere appreciation to Alpay Pasinli,
former Deputy Undersecretary, Ministry of Culture and Tourism,
for his longstanding interest in Turkey’s participation in this
exhibition. Thanks also go to The Honorable O. Faruk Logoglu,
Ambassador of the Republic of Turkey to the United States, for his
assistance with the loans from Turkey.

It is our exceptional honor to thank His All-Holiness Bartholomew;
Archbishop of Constantinople, New Rome, and Ecumenical
Patriarch, for his support of this exhibition and our previous
efforts on behalf of Byzantium at the Museum, including the 1997
exhibition “The Glory of Byzantium” and the opening in 2000 of
the Mary and Michael Jaharis Galleries of Byzantine Art. We
would also like to thank His Eminence Metropolitan Dimitrios of
Sebasteia, Director of the Private Patriarchal Office, and The
Reverend Deacon Neophytos, Deacon to the Ecumenical Patriarch,
as well as Father Pavlos Politis, who first brought to our attention
the superb processional icon in the Patriarchate.

In the United Kingdom, appreciation for their efforts must
be extended, in Banbury: to Oliver Lane, Upton House; in
Colchester: Peter Berridge, Director, Colchester Castle Museum,
Anne-Maria Bojko, Collections Manager, Colchester Museums,
Museum Resource Centre; in London: Lynne Brindley, Chief
Executive, Pamela J. Porter, Loans Curator, Scot McKendrick,
Curator of Classical, Byzantine, and Biblical Manuscripts,
Department of Manuscripts, The British Library; Neil MacGregor,
Director, Leslie Webster, Keeper, Department of Prehistory and
Europe, The British Museum; Mark Jones, Director, Paul
Williamson, Chief Curator of the Sculpture Collection, Linda
Parry, Acting Chief Curator, and Linda Woolley, Assistant Curator,
Textiles and Dress Department, The Victoria and Albert Museum.

The Metropolitan Museum is particularly grateful to Edmée
Leventis and Louisa Leventis Williamson, both longtime friends of
this institution, for their understanding of, and commitment to,
the exhibition. ‘

In Edinburgh: our appreciation is extended to Sheila Cannell,
Acting Librarian, John Scally, Director of Special Collections,



Arnott Wilson, University Archivist, Special Collections, Collections
Division, Edinburgh University Library, The University of Edinburgh.

In the United States, in Baltimore: Gary Vikan, Director, The
Walters Art Museum; in Boston: Malcolm Rogers, Ann and
Graham Gund Director, George Shackelford, Chair, Ronni Baer,
Mrs. Russell W. Baker Senior Curator of Paintings, Art of Europe
Department, Museum of Fine Arts; Marjorie B. Cohn, Acting
Director, Carl A. Weyerhaeuser Curator of Fine Prints, David G.
Mitten, Ancient Art Department, Harvard University Art
Museums; in Chicago: James N. Wood, Director and President,
Larry }. Feinberg, Patrick G. and Shirley W. Ryan Curator, Adrienne L.
Jeske, Collection Manager and Research Assistant, Department of
European Painting, Suzanne Folds McCullagh, Anne Vogt Fuller
and Marion Titus Searle Curator of Earlier Prints and Drawings,
The Art Institute of Chicago; Alice D. Schreyer, Director of Special
Collections, Regenstein Library, University of Chicago; in Cleveland:
Katharine Lee Reid, Director, The Cleveland Museum of Art; in
Houston: Peter C. Marzio, Director, The Museum of Fine Arts; in
Kansas City: Marc Wilson, Director and CEO, lan Kennedy, Curator,
Burton Dunbar, Adjunct Curator, The Nelson-Atkins Museum of
Art; Scott Heffley, Paintings Conservator, Dena Woodall, Research
Assistant, The Nelson-Atkins Museum of Art; in Los Angeles:
Deborah Gribbon, Director, Thomas Kren, Curator of Manuscripts,
Scott Schafer, Curator of Painting and Acting Curator of Sculpture,
and Elizabeth Morrison, Assistant Curator of Manuscripts, J. Paul
Getty Museum.

In New York: Hester Diamond; Peter van Alfen, Deputy Director,
Michael Bates, Curator, Elena Stolyarik, Collections Manager, The
American Numismatic Society; Anne L. Poulet, Director, Samuel
Sachs II, former Director, Colin Bailey, Chief Curator, The Frick
Collection; Charles E. Pierce, Jr., Director, William M. Voelkle,
Curator, Roger Wieck, Curator, Medieval and Renaissance
Manuscripts, The Pierpont Morgan Library; in Oberlin: Katherine
Solender, The Acting John G.W. Cowles Director, Stephen Borys,
Curator of Western Art, The Allen Memorial Art Museum,
Oberlin College; in Philadelphia: Anne d’Harnoncourt, Director,
Amy P. Dowe, Associate Director for Outgoing Loans, Philadelphia
Museum of Art; in Toledo: Don Bacigalupi, Acting Director,
Dr. Roger Berkowitz, former Director, Toledo Museum of Art; in
Washington, D.C.: Earl A. Powell III, Director, Nicholas Penny,
Senior Curator of Sculpture, David Brown, Curator of Italian
Renaissance Painting, The National Gallery of Art; Edward L.
Keenan, Director, Alice-Mary Talbot, Director of Byzantine
Studies, Susan Boyd, Curator, Stephen Zwirn, Assistant Curator,
Marta Zlotnick, Curatorial Assistant, The Byzantine Collection,
Dumbarton Oaks; Lorie Nierenberg, Assistant Legal Advisor, and
Julie Simpson, Attorney Advisor, U.S. Department of State, and
Alice M. Whelihan, Indemnity Administrator, National Endowment
for the Arts.

Others in New York who have offered special insight and assis-
tance in many ways are Stephen K. Scher and John C. Weber.

Archbishop Demetrios, Primate of the Greek Orthodox
Archdiocese of America, has unfailing extended his encourage-
ment. Our trustee Mary Jaharis and her husband Michael have fol-
lowed the exhibition through its various stages, always offering

critical assistance as needed. Father Alex Karloutsos has aided in
our relations with the Ecumenical Patriarchate.

At the Vatican, we are grateful for the help given by Cardinal
Francesco Marchisano, Arciprete di San Pietro, Tesoro di Basilica
di San Pietro; Francesco Buranelli, Director, Monumenti, Musei e
Gallerie Pontifice; and Cristina Carlo-Stella, Pontificia Commissione
per i Beni Culturali della Chiesa; we must also thank Giovanni
Morello for his efforts on our behalf.

At the Metropolitan Museum, the exhibition would not have
been possible without the outstanding leadership and enthusiastic
encouragement of Philippe de Montebello, Director. We also
appreciate the generous loans and intellectual interchange provided
by Peter Barnet, Michel David-Weill Curator in Charge, Medieval
Art and The Cloisters; Everett Fahy, John Pope-Hennessy Chairman,
European Paintings; George Goldner, Drue Heinz Chairman,
Drawings and Prints; Julie Jones, Curator in Charge, Arts of Africa,
Oceania, and the Americas; Stuart Pyhrr, Arthur Ochs Sulzberger
Curator in Charge, Arms and Armor; Ken Soehner, Arthur K.
Watson Chief Librarian, Thomas J. Watson Library. Many mem-
bers of the curatorial staff have also offered their services, includ-
ing Donald LaRocca, Curator, Arms and Armor, Alisa LaGamma,
Associate Curator, Arts of Africa, Oceania, and the Americas; Colta
Ives, Curator, Maya Levy, Research Assistant, Drawings and Prints;
James Allen, Curator, Egyptian Art; Stefano Carboni, Curator,
Islamic Art; Keith Christiansen, Jayne Wrightsman Curator, Walter
Liedtke, Curator, and, most especially, Maryan W. Ainsworth,
Curator, European Paintings. The entire staff of the Department
of Medieval Art and The Cloisters has been of great help, espe-
cially Barbara Drake Boehm, Curator, Julien Chapuis, Associate
Curator, Melanie Holcomb, Assistant Curator, Christine E.
Brennan, Collections Information Coordinator, Robert Theo
Margelony, Assistant for Administration, and Thomas C. Vinton,
Principal Departmental Technician.

In the Museum’s conservation departments, we would like to
acknowledge the assistance of Florica Zaharia, Acting Conservator
in Charge, Kathrin Colburn, Associate Conservator, Textile
Conservation; Hubert von Sonnenburg, Sherman Fairchild
Chairman, George Bisacca, Charlotte Hale, and Dorothy Mahon,
Conservators, Paintings Conservation; Marjorie Shelley, Sherman
Fairchild Conservator in Charge, Margaret Lawson, Associate
Conservator, Paper Conservation; Larry Becker, Conservator in
Charge, Pete Dandridge and Jack Soultainian Jr., Conservators,
Objects Conservation.

Also at the Metropolitan, we thank David E. McKinney, President;
Emily K. Rafferty, Senior Vice President for External Affairs, and
her staff, especially Nina NcN. Diefenbach, Deputy Vice President
for External Affairs and Chief Development Officer; Whitney
Wilson Donhauser, Deputy Chief Officer for Development and
External Affairs, Christine Scornavacca, Deputy Chief Development
Officer for Government and Foundation Giving; Claire Gylphé,
Senior Development Officer for Special Events, and Terri Constant,
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NOTE TO THE READER

The many languages used by the catalogue were transliterated as far as possible accord-
ing to the systems established for foreign languages in The Oxford Dictionary of
Byzantium. In most other cases the Library of Congress transliteration systems were
followed. As often as possible inscriptions on works have been included in the cata-
logue entries in their original languages. The languages of inscriptions in Greek and
Latin are not identified; other languages are recognized. When a translation of the
inscription is all that is in the text, the original language, including Greek and Latin, is
identified.
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‘Byzantium: ‘Faith and ‘Power (1261-1557)

HELEN C. EVANS

The emperor entered the holy building, the temple of Divine Wisdom,
in order that he might hand over the cathedra to the prelate. And finally
there assembled with the emperor all the notables of the archons and

the entire multitude. Then the emperor, taking the arm of the patriarch,

said, “Take your throne now, O lord, and enjoy it, that of which you

were so long deprived.”

n 1261 the citizens of Constantinople, New Rome, wel-

comed the restoration of political and religious power to

those who were of their own culture (cat. 6). From its
founding in A.D. 330, the great city, located at the Bosporos
where Europe and Asia meet, had been the capital of the
basileia ton Rhomaion, the empire of the Romans. When the city
fell in 1204 to the Fourth Crusade, nearly nine hundred years of
artistic and cultural traditions were abruptly terminated.
Baldwin [ of Flanders (1172—1205/6) became the first ruler of
the Latin Empire, and Thomas Morosini (1170/75-1211), sup-
ported by the Venetians, was installed as the first Latin patriarch
in the sixth-century Church of Hagia Sophia (fig. 1.2; cat. 298).
The long-established power and patronage of the imperial cen-
ter were dispersed to regional outposts, including Nicaea
(Iznik), Trebizond (Trabzon), Thessalonike, Epiros, and Mistra.?
When the empire’s traditional authority and its church were
restored to power in 1261, there occurred an artistic and cultural
flowering that would endure for more than a century after the
final fall of the empire, in 1453, to the Ottoman Turks.

In 1557 the name of the empire, basileia ton Rhomaion, was
replaced with the term Byzantium, by which the state is still
known today. The German scholar Hieronymus Wolf (1516—
1580), librarian and secretary for the Fugger family in Augsburg,
created the Latin neuter word Byzantium from Byzantion,
the name of the ancient Greek town near whose site
Constantinople was founded.? In doing so, he recognized the
many centuries that the culture of Constantinople had been

Fig. 1.1. Manuel II Palaiologos (cat. 1, detail). Tempera, gold, and ink on
parchment, Constantinople, 1309—11. Bibliothéque Nationale de France,
Département des Manuscrits, Paris

—GEORGE AKROPOLITES

(1217-1282), Historia

closely allied with its Hellenistic, or Greek, origins.* The new
name also reflected the fact that Wolf’s generation understood
“Rome” to be the first capital of the Roman Empire, the Rome
of Italy, which by the sixteenth century not only had religious
power as the See of Saint Peter, the head of the Catholic
Church, but also had newly regained political power. While use
of the appellation Byzantium acknowledged that the memory
of the basileia ton Rhomaion as a political power ruled from
Constantinople was largely lost, the state’s original name sur-
vives today through its faith—in the title of the ecumenical
patriarch, “Archbishop of Constantinople, New Rome.””

This exhibition explores the artistic and intellectual
flourishing that occurred between 1261 and 1557 both within the
empire and among its Bastern Christian rivals, who sought

Fig. 1.2. Hagia Sophia, Constantinople, 532—37. Photo: Thomas F Mathews



Fig. 1.3. Deesis in the south gallery of Hagia Sophia. Mosaic, Constantinople,
late 13th century. Photo: Thomas E Mathews

through their adoption of the faith, art, and culture of the
empire to prove that they were heirs to its power. The faith of
Byzantium’s church connected the empire and its rivals during
its last centuries, maintaining a position of authority for
Constantinople even after the state’s political fortunes dimin-
ished and were destroyed. In the early sixteenth century, that
authority was vividly evoked by Filofei, abbot of the Eleazer
Monastery in Pskov, when he wrote to the Russian czar Vasily III
(r. 1505—33) that with the fall of Constantinople, Moscow was
the new, and final, Rome.’ Far beyond the borders of the
Orthodox world, other political entities also sought to be the
New Rome. The Ottomans identified themselves as its heir
by virtue of their conquest of Constantinople and wished to
reunite the imperium by capturing the Old Rome in Italy.
Western rulers, by embracing the learning of the scholars of
the Byzantine Empire, their texts, and the images of its church,
facilitated the development of the Renaissance while ensuring
that they too could claim to be the inheritors of the greatness
of the empire’s past.

In 1261 Michael VIII Palaiologos (r. 1259—82) announced his
reconquest of Constantinople by entering the city carrying the
icon known as the Virgin Hodegetria, which had long been
considered the protector of the city (see the essay by Alice-Mary
Talbot in this publication). Michael had come to power
in Nicaea, the capital of the empire-in-exile during the Latin
interregnum. His new dynasty, the Palaiologoi, would rule
Constantinople until its fall to the Ottoman Turks in 1453
(cat. 12).” The icon of the Virgin would remain the defender of
the city throughout that time. Many other cities of the Orthodox
world would consider copies or variants of the image to be their
protectors, and icons representing the Triumph of Orthodoxy
would often display the Hodegetria image (cats. 78, 79, 195). The
power attributed to the icon would also be seen in the many
copies of it found, and painted, far beyond the borders of the
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empire in the Latin-speaking West (see the essays by Anne
Derbes and Amy Neff and by Maryan W. Ainsworth in this pub-
lication and cats. 77, 86, 287, 303, and 342).> When the last of the
Palaiologoi fell with the city in 1453, the Virgin Hodegetria was
among the first works to be destroyed by the Ottomans.’

sought to reestablish
Constantinople’s role as the preeminent capital of the Christian
East. Churches that had been taken over for the Latin rite were
returned to Orthodox use and decorated for liturgical use and
burials (see the essays by Slobodan Curéi¢ and Sarah Brooks in
this publication and cats. 49, 50, 53-57). At Hagia Sophia, with
the Latin patriarch departed, a magnificent mosaic of the
Deesis was installed in the south aisle of the church’s gallery
(fig. 1.3), possibly for the coronation of Michael VIIL™ This
monumental image movingly displays the standard Byzantine
theme of Christ between the Virgin and John the Forerunner
(the Baptist), who raise their hands toward him in the Byzantine
prayer gesture on behalf of mankind. The gracefully modeled

From 1261 the Palaiologoi

figures recall the classical images of earlier eras of Byzantine
greatness. Manuscripts produced throughout the Byzantine
sphere during the empire’s last centuries also often contain
images that evoke past glory (see the essay by John Lowden in
this publication and cats. 159-161, 165). The revived patronage of
the arts under the Palaiologoi led to the increasing popularity of
relatively new media, such as miniature mosaic and large steatite
icons (see the essay by Arne Effenberger in this publication and
the catalogue entries that accompany it, including cats. 129,
130, 133, 136, 137, 140, 143), and to the development of new styles.
Most exceptional among these styles is a figure type in which
voluminous folds of fabric envelop often apparently weightless
bodies (for examples, see cats. 103, 109, 163, 164, I66—170, 204).

As the new dynasty sought to regain control of imperial
lands, the empire’s weakened condition encouraged rivals for
power. The complex interweaving of political currents between
1261 and 1557 cannot be fully addressed in this brief essay,
as Greeks, Cypriots, Serbs, Bulgarians, Romanians, Russians,
Wallachians, Moravians, Armenians, Venetians, Genoese, Pisans,
Franks, Germans, Seljuks, Mongols, Mamliiks, Ottomans, and
others jostled for power in ever-changing military, trade, and
marital alliances within the borders of the earlier, more exten-
sive Byzantine world.” Through these rivalries every region of
the imperial sphere was constantly receiving, and dispersing,
new and often varied artistic and intellectual stimuli. In the thir-
teenth century, several Orthodox centers sought to achieve for
themselves the imperial and ecclesiastical authority of
Constantinople, as did a number of small Latin-ruled states.
Each encouraged the arts, to ensure that its capital appropri-
ately reflected its ruler’s ambitions. Nicaea, in Asia Minor,
where the first Ecumenical Council of the Christian Church
was called by the emperor Constantine the Great in 325, suc-
ceeded in becoming the capital in exile after 1204. Nicaea fell to
Osman, the founder of the Ottoman Turkish state, in 1331, but
Trebizond, an important port on the Black Sea, remained under



the rule of a branch of an earlier imperial dynasty, the Komnenoi,
until 1461 (cats. 12, 32, 74, 256).”

After Constantinople, the second city of the empire was
Thessalonike, in Greece, a major trading center critical to
the ambitions of all who wished to control the Balkans.
Thessalonike was protected by the late-third-century martyr
Saint Demetrios, who was widely venerated in the Byzantine
world (cats. 21, 121, 125, 139, 141, 142). The city’s wealth and ambi-
tion are reflected in the numerous churches built there during
the empire’s last centuries and in its extensive patronage of the
arts (see the essay by Slobodan Curéi¢ in this publication and,
among others, cats. 12E, 121, 12, 36, 45, 47, 82, 84, 85, 102, II5,
120, 187). Thessalonike sought to remain loyal to Constantinople
and to the great Orthodox monastic center of Mount Athos but
was dominated at various times both directly and indirectly by
the Serbian state, the Venetians, and the Catalans; yet it would
be 1430 before it was overtaken by the emerging Ottoman
Empire. The despotate of Epiros in central Greece flourished
briefly as an independent Orthodox rival to Constantinople
before falling to a succession of conquerors, including Serbs,
Italians, and ultimately the Ottoman Turks in the mid-fifteenth
century (cats. 9, 16, 34, 35, 42).” On the western shore of the
Peloponnesos in the south of Greece, the Frankish Crusader
principality of Achaia would rival its Greek neighbors into the
late fourteenth century. To its east, the Frankish Crusader state
established in the Morea fell to forces loyal to Constantinople in
1262. From Mistra, the capital, the Byzantines ruled the region
until 1460. After 1383 Mistra was ruled by a member of the
Palaiologos family in Constantinople, and it was thus the
last vestige of the basileia ton Rhomaion to fall to the Ottomans
(fig. 1.4; cats. 18, 19, 33, 3739, 48)."

settlement of Mistra, Greece,
13th to 15th century.
Photo: Velissarios Voutsas

Fig. 1.5. John VI Kantakouzenos as emperor and monk, from the
Theological Works of John VI Kantakouzenos (cat. 171, fol. 123v). Tempera,
gold, and ink on parchment, Constantinople, 1370—75. Bibliothéque
Nationale de France, Département des Manuscrits, Paris
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Pebples of the Byzantine sphere, who had been under the

authority of Constantinople or its church, increasingly sought
to supplant the power and prestige of Byzantium during the
empire’s last centuries. Rulers of Georgia, Armenian Cilicia,
Bulgaria, and Serbia began to be portrayed wearing the loros,
the long cloth draped around the body, once the exclusive pre-
rogative of the emperor in Constantinople and of the
archangels of heaven when depicted in imperial dress (figs. 1.1,
1.5; cats. 1, 5, I3, 27, 83).” By 1200 the ruler of the Armenian king-
dom of Cilicia had received a king’s crown from the West."
Stefan Nemahja the First-Crowned (r. 1217—27) received a crown
for Serbia in 1217 through Pope Honorius III (r. 1216—27).” The
authority of these royal titles forced the Byzantine court to be
aware of the new rank of these states, thus ensuring recogni-
tion of their greater independence. Cults that developed around
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Fig. 1.6. Katholikon of the Holy Monastery of Rousanou,
Meteora, Greece, 1545. Photo: Slobodan Cur&i¢

local saints, including Saint John of Rila (cat. 114) in Bulgaria,
Saint Nino in Georgia, and Saint Sava (cat. 119) in Serbia, were
often encouraged, to further the autonomy of these new states.
Saint Sava (1175-1235), brother of the Serbian king Stefan
Nemanja the First-Crowned and the first autocephalous arch-
bishop of Serbia, was thus promoted as the protector of his
family’s dynasty, the Nemanjids, and of the state it controlled.”

The Second Bulgarian Empire, which began in 1188 when
the state regained its independence from Byzantium, would be
most powerful when allied with Nicaea before the restoration
of Byzantine rule to Constantinople. The continuing ambitions
of the state are clearly evident in the donor portrait of Czar
Ivan Alexander (r. 1331-71), a great patron of the arts, and his
family, in his Gospels of 1356 (cat. 27); they are depicted standing
proudly in Byzantine imperial dress. While the Bulgarian state



was threatened to its northwest by the ambitions of Hungary
and to its west by Serbia, it would last until 1393, when it was
overwhelmed by the tide of Turkish forces flowing from the
east (cats. 10, II, 117, 120, 126, 188)."

A civil war in Byzantium between 1341 and 1347 elevated the
able leader John VI Kantakouzenos (r. 1347-54) to the imperial
throne (figs. 1.5, 1.11). At the same time, the chaos of the
conflicting alliances of the period encouraged Serbian expan-
sion (cat. 13, 17, 20, 23, 40, 41, 43, 59, 61, 76, 122, 158, 179, 182,
185, 189). King Stefan Uro$ II Milutin (r. 1282-1321) extended his
rule to the south, conquering much of Macedonia. Stefan Uro$
IV Dusan (r. 1331-55) subsequently consolidated Serbian power
so successfully that he was crowned at Skopje in 1346 as
“basileus and autokrator of Serbia and Romania” in Greek, and
in Slavic “czar of the Serbs and Greeks” (cat. 92). In 1334 he had
acquired Ohrid, which had previously been fought over by
Byzantium, the Bulgarian state, and the despotate of Epiros
(cats. 99, 111, 153, 154).”°

In 1348 loannina in Epiros came under the unpopular Serbian
rule of Thomas Preljubovié (r. 1366/ 67-84), extending Serbian
influence to the monasteries at Meteora in Greece (fig. 1.6;
cats. 24, 110).” Most Serbian-dominated territory, after putting
up strong resistance, succumbed to the Ottoman Turks in the
1390s. The Battle of Kosovo (at Kosovo Polje, the Field of
Blackbirds) in 1389, during which Prince Lazar fell (cat. 193),
sealed Serbia’s fate as a vassal state of the Ottomans. Yet even
under the Ottomans, Serbia remained for a time a powerful
minor state, for its silver mines made it wealthy (cat. 26). In 1557
one of the greatest of the grand viziers of the Ottoman court,
Sokollu Mehmed Pasha, of Serbian origin, assisted in the
revival of the Serbian patriarchate (cats. 65, 254).” Christians in
other parts of regions once under Serbian control would not
lose all their wealth either, as indicated by the elegant sixteenth-
century enkolpion of Arsenios, metropolitan of Serres, a town
that was taken by the Ottomans in 1383 (cats. 22, 25, 149).”

Northeast of Byzantium, Georgia developed increasingly
close ties to the Komnenian dynasty that ruled Trebizond to
the west (fig. 1.7), while falling under Islamic influence from its
east. Through its church, Georgia maintained contacts with the
Orthodox world (cats. 75, 175, 228, 256).** South of Byzantium,
the rulers of the kingdom of Armenian Cilicia on the border
with Syria became more and more influential in the thirteenth
century, as they controlled major trade routes to China through
their alliance with the Mongols (cats. 30, 71, 72, 156, 173, 174).
Even as Armenia’s power declined in the fourteenth century, its
port city of Ayas (present-day Yumurtalik) continued to be one
of the important routes to the East.” From there, Marco Polo
set forth in about 1270 on his voyage to China, following a path
already established by the mendicant order of Franciscans.”

In this era of intense competition for power, the Church
increasingly became the force that united the disparate peoples
of the Byzantine sphere. In the East the Church had always
encouraged the use of native languages for the liturgy. As

early as the fifth century, the Armenians and Georgians had
developed their own alphabets for the translation of religious
texts.” In the mid-ninth century, Saint Constantine (Cyril) the
Philosopher (826/7-869) developed the Glagolitic alphabet
and the literary language Church Slavonic to assist in the con-
version of the Slavs.”® Even as Orthodox states that rivaled
Byzantium for power established their own church hierarchies,
they remained under the authority of the ecumenical patriarch
in Constantinople.* All the Orthodox churches were included
in the prayers offered by the ecumenical patriarch in Hagia
Sophia. In turn the leaders of these churches included the patri-
arch in their prayers and displayed their connection to the
ecumenical patriarch in Constantinople through their patron-
age of the arts.

Thus it is not surprising that there are stylistic and icono-
graphic similarities among the church buildings, icons, manu-
scripts, vestments, and other works of art produced by the
rivals for power within the Byzantine sphere. The exaggerat-
edly volumetric figures typical of Palaiologan paintings are
found not only in works produced in Constantinople (cats. 73,

Fig. 1.7. Two-sided icon with the Trapezuntine emperor Alexios III
Komnenos and Saint John the Forerunner (front). Tempera on wood,

1349-90. The Holy Monastery of Dionysiou, Mount Athos, Greece.
Photo: Velissarios Voutsas

INTRODUCTION 9



103, 109, 112, I71) but also in images from throughout the
Orthodox world (cats. 99, 111, 117, 124, 164, 166—168, 237, 3I7).
Even in Armenian Cilicia, where the Armenian church had
long been independent of Constantinople, the new Palaiologan
style of painting can be found, especially in works for the royal
court.” Icons and their elaborate metal revetments or covers,
liturgical objects, and ecclesiastical textiles would often be
related stylistically and theologically across the Byzantine
sphere, from Cyprus and Crete to Russia, the emerging
Orthodox power in the north (see the essays by Anna Ballian,
Annemarie Weyl Carr, Jannic Durand, and Warren Woodfin in
this publication and accompanying catalogue entries, including
cats. 4, 60, 62—67, 70, 125, 150—155, 157, 177, 178, 180, 181, 183—186,
190, 191, 199).

The Rus’ had been converted to Orthodox Christianity in
their capital at Kiev, now in Ukraine, in 988. When that city fell
to the Mongols in 1240, political and religious power moved
north, where a number of important small political powers
developed. Russia’s first native-born saints, Boris and Gleb,
princes of Kievan Rus’, would be among the saints seen as pro-
tectors of these states and their rulers (cats. 28, 155). Among the
new centers of power were Novgorod (fig. 1.8), with ties to
the West through its Baltic trade routes (cats. 66, 67, 79, 191),
and Pskov (cat. 46). The transfer of the metropolitan Peter, the
ranking prelate of the Russian church, from Vladimir to
Moscow in 1326 and the victory of Prince Dmitri Donskoy
(r. 1359—89) over the Tatars (Mongols from the East) at the Battle
of Kulikovo in 1380 made Moscow increasingly the dominant
state in the north (cats. 87, 88, 192). In the mid-fourteenth cen-
tury, Moscow sent money to aid in the restoration of the great
Church of Hagia Sophia after a devastating earthquake; with
awe Russian pilgrims to Constantinople described its grandeur.
By the end of the century, however, Czar Vasily I (r. 1389-1425)
considered the Byzantine emperor a man without a state and
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Fig. 1.8. View of the merchants’
city, medieval Novgorod, Russia.
Photo: Bruce White

Fig. 1.9. The Virgin of Vladimir. Tempera on panel, Kievan Rus), 11th to
12th century. State Tret’iakov Gallery, Moscow. Photo: Bruce White



Fig. 1.10. View of the Docheiariou
Monastery, Mount Athos, Greece,
1083—1108

sought to remove him from the prayers of the Russian Church.

With reluctance Vasily yielded to the urgings of the ecumenical
patriarch Antonios IV (r. 1389-90, 1391-97) and allowed the
emperor’s name to remain. A continuing desire to possess the
authority of Constantinople would result in the marriage of
Czar Ivan III (r. 1462—1505) to Sophia Palaiologina, niece of the
last Byzantine emperor, in 1472, thus providing Moscow with a
legal claim by marriage to rule the New Rome.”

With the conversion of Rus’, Byzantine icons were trans-
ported north. Among the most famous of these is the Virgin of
Vladimir (fig. 1.9), which, having been taken from Kiev to
Suzdal’ and Vladimir, was moved to Moscow in 1395 to success-
fully protect it from the ravages of the Turko-Mongol ruler
Timur (Tamerlane; 1336—1405). The miracle-working powers of
this and other icons would inspire many copies, as well as
uniquely Russian variants on their themes (cats. 86, 88, 89, 101,
104, 106, 123). In addition, Byzantine artists, such as Theophanes
(Feofan) the Greek, went north to work; their images influenced
later generations of Russian artists, among them Andrei Rublev
(cat. 113). He in turn inspired other artists, like Dionysius, who
worked at many sites including the important late-fourteenth-
century monastery of Saint Cyril of Belozersk (see the discus-
sion preceding cat. 196 as well as cats. 105, 108, 144, 167, 196—200).
However, even as Russia was developing its own traditions, its
church remained strongly influenced by movements within the
Orthodox Church, especially hesychasm (“quietude”; a move-
ment whose followers sought communion with God through
contemplation), which reached the land through Mount Athos
and via refugees from the Balkans.

As Byzantine rule from Constantinople increasingly disinte-
grated into intense competition for the mantle of its power
among its various constituencies, one of the most important
unifying factors for the Orthodox world was Mount Athos, the
Holy Mountain, west of Constantinople in the north of Greece

(figs. 1.7, 1.10, 3.6; cats. 81, 109, 118, 168, 170). Anchorite monks,
who pursued lives of individual asceticism, began assembling
there about 800. Cenobitic monasticism (a type of communal
monastic life followed by Orthodox monks) arrived there by the
mid-tenth century (cats. 31, 80). Emperor Nikephoros II Phokas
(r. 963—69) established the Great Lavra, the peninsula’s preemi-
nent monastery, in 963. The Holy Mountain remained under
imperial control until 1312, when it was made subordinate to
the ecumenical patriarch in Constantinople, the most stable
element in the empire.*

By the end of the fourteenth century, many of the penin-
sula’s other most important monasteries were in existence.
Iveron, a Georgian monastery that came to be shared with the
Greeks, was a significant center of cultural interchange between
the two peoples (cat. 175).® Zographou, dedicated to Saint
George, was under the control of Bulgarian monks from the
thirteenth century; it would be patronized extensively by Czar
Ivan Alexander (cat. 1).* Later, Stephan the Great of Moldavia
(r. 1457-1504), whose Orthodox state had achieved independ-
ence from Hungary about 1360, would be a major patron of
Zographou during his country’s era of greatest artistic achieve-
ment (for two of his gifts, see cats. 69, 194).” Vatopedi, with
Iveron the second most important of the peninsula’s monaster-
ies, would briefly house Gregory Palamas (1296-1359), who
would become a fervent defender of hesychasm (cat. 135).”

Stefan I Nemanja, founder of the Nemanjid dynasty of Serbia,
revived the Hilandar Monastery at Mount Athos in 1198-99,
and he retired there as the monk Symeon (d. 1199). His son
Sava, who was to become the patron saint of the Serbs, also
lived there. Under the generous patronage of the Nemanjid
dynasty, the monastery would become a notable center of reli-
gious art and architecture (see the essay by Slobodan Curéi¢ in
this publication).” Monks from Rus’ revived Panteleemon in
the twelfth century. It would be one of the important links in

INTRODUCTION I



Russia’s intellectual and artistic exchange with Byzantium
(cats. 81, 118).” The joint rule of the peninsula by the monasteries
ensured that these communities were aware of each other’s
theological positions and artistic patronage. Their many prop-
erties off the peninsula also ensured the transfer of these ideas
and images far beyond the Holy Mountain. As the region
increasingly fell under the domination of the Ottomans, the
monasteries of Mount Athos continued to be vital centers of
religious life, with many monasteries established in the late
fourteenth or early fifteenth century, including the Pantokrator,
Dionysiou, and Gregoriou monasteries.”

The role of Mount Athos as a center of the Orthodox world
was enhanced when the Holy Mountain became the defender
of hesychasm. The monk Gregory (1255-1337), originally of the
Monastery of Saint Catherine at Sinai, Egypt, is among those
said to have brought the Jesus prayer (“Lord Jesus Christ, Son of
God, have mercy on me”) to Mount Athos, where it became
widely popular. The writings of Gregory Palamas a generation
later were the major defense of hesychasm against Barlaam of
Calabria (1290-1348), a southern Italian, Greek-speaking monk
strongly opposed to the contemplative movement. Palamas, as
archbishop of Thessalonike (1347-59), participated in the synod of
1351 called by Emperor John VI Kantakouzenos, which endorsed
hesychasm (fig. 1.11). Hesychasts believed that ceaseless repeti-
tion of the Jesus prayer while using special breathing tech-
niques enabled one to have a vision of the light that surrounded
Christ on Mount Tabor at the Transfiguration (Matthew 17:1-8,
Mark 9:2-8, Luke 9:28~36). This vision is perhaps best repro-
duced in the Transfiguration image in Kantakouzenos’s theo-
logical works (cat. 171).*

During the last centuries of the Byzantine Empire, the
Monastery of Saint Catherine at the foot of Mount Sinai was
also a major intellectual and artistic center housing outstanding
works by Orthodox artists (see the essay by Archbishop
Damianos in this publication and cats. 201-242). Pilgrims are
recorded coming to the site—where Moses is thought to have
seen God in the Burning Bush and to have received the tablets
of the Law, the Ten Commandments—as early as the fourth
century. With the rise of Islam in the mid-seventh century, the
monastery was no longer under imperial control, but it remained
a major force in the Byzantine sphere, producing important
Orthodox theologians like Saint John Klimax (cat. 239). The
monastery at Sinai was also famous as the site where the
remains of Saint Catherine of Alexandria were carried by
angels (cat. 201).* Depictions of her arrival at Sinai are found in
Western art (cats. 296, 297) and on tombstones as far east as
China during the era covered by our exhibition (fig. 1.12).#*

Throughout the Crusader period and beyond, Western pil-
grims joined the Orthodox faithful at the Monastery of Saint
Catherine. The change of -the monastery’s previous name to
honor Saint Catherine may be related to the popularity of the
saint among Western pilgrims (see cat. 296). Among the icons
at Sinai are ones datable to the late thirteenth century that
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Fig, 1.11. John VI Kantakouzenos presiding over the Council of Constan-
tinople in 1351, from the Theological Works of John VI Kantakouzenos (cat. 171,
fol. 5v). Tempera, gold, and ink on parchment, Constantinople, ca. 1370—75.
Bibliothéque Nationale de France, Département des Manuscrits, Paris

closely resemble contemporary Crusader and Italian images
(including cats. 216, 223, 224, 229, 233, 288). These Crusader
icons, as they are called, certainly exemplify one of the means
by which images moved back and forth between the Orthodox
and the Catholic worlds; specific works taken from Sinai are
also known to have influenced the Church in the West. Most
important is the mosaic icon of Christ as the Man of Sorrows
that was transported to Rome in the late fourteenth century,
where it became a highly venerated image (cat. 131). Variations
on the Byzantine-inspired depiction of the dead Christ as the
Man of Sorrows ultimately were widely produced not only in
the West but also in Russia (cats. 97, 98, 329—332).

Other works attributed to Sinai demonstrate Byzantine con-
nections to the Islamic world. One, an amulet roll displaying
the story of Abgar, king of Edessa, receiving a towel displaying
the face of Christ (cats. 218, 265), is written in Greek and Arabic.
The towel, one of the important relics of Constantinople, was
also a significant image in Russian and Western art (see the
essay by Maryan W. Ainsworth in this publication and cats. 95,
333, 335). Christian communities long within the Islamic sphere,
such as the Copts, the Syrians, the Ethiopians, and the Armenians
in Greater Armenia, perpetuated traditional Christian iconog-



raphy in their art, while adding motifs, and at times formats,
that reflected the Islamic styles around them (see the essay by
Thelma K. Thomas in this publication and cats. 68, 116, 259—264,
266, 267, 269—271, 278). By the late fifteenth century, the combi-
nation of Byzantine and Islamic forms extended even into royal
dress, as seen on the epitaphios of the wife of the Moldavian
ruler Stephan the Great, where she is shown in a Byzantine-
inspired crown and an Ottoman-patterned garment (cat. 29).
Islamic states in turn adapted motifs and images from the
Christian minorities within their borders for use in Islamic con-
texts, including scenes from the life of Christ as models for rep-
resentations of the life of the Prophet (cats. 244, 245, 257, 258).”
The concluding centuries of Orthodox rule in Constantinople
were marked by the loss of more and more Christian territory
to the Islamic rule of the Seljuks, Mongols, and Turks of the
East. When Constantinople ultimately fell on May 29, 1453, to
the Ottoman ruler Mehmed II (r. 1451-81) (cat. 247), it was said
that the skies wept.* With the defeat, the basileia ton Rhomaion
as a Christian state ended. The great Church of Hagia Sophia
became a mosque (cats. 246, 248, 249). Earlier, the Seljuks had
recognized the importance of their conquest of territories of
the basileia ton Rhomaion by naming their new state carved from
those lands the Sultanate of Rim (the Romans) (see the essay
by Scott Redford in this publication and cat. 243).” Now the
Ottomans too sought to recognize their state as the continua-
tion of the basileia ton Rhomaion. Mehmed II maintained the
official name of the city as Constantinople.* The son of a
Christian woman, he is known to have collected icons and
relics.” He had himself depicted in the style of a Roman
emperor on medals that continued the tradition established
with Pisanello’s representation of John VIII Palaiologos (cats.
321, 322). Mehmed also sought out Byzantine texts and scholars,
including Kritoboulos of Imbros, who wrote a History of the
Mehmed Congqueror (cat. 251). Some who served him, like the
Palaiologos Chars Murad, would convert to Islam.* Into the
reign of Siileyman the Magnificent (r. 1520~66), there would
still be discussion of reestablishing one rule over the
Mediterranean basin by reuniting the two Romes. In 1531 Paolo

Fig. 1.12. The Martyrdom of Saint Catherine, detail of a gravestone of

Katerina Vilionis. Carved stone rubbing, Yangzhou, China, 1342. By per-
mission of the Ricci Institute for Chinese-Western Cultural History,
University of San Francisco

Giovio wrote that Siileyman wished to be recognized as a legit-
imate successor of Constantine the Great, who had transferred
the capital of the Roman Empire to Constantinople.” Yet
Siileyman would do little to preserve the monuments of New
Rome (cats. 253, 328).

The new Ottoman rulers did not destroy the Orthodox
Church but increasingly isolated it as they sought to pacify
those they had conquered. In Thessalonike, which was taken by
the Ottomans in 1430, the church dedicated to the city’s martyr-
saint Demetrios was not converted into a mosque until 1490.”
The Pantokrator mosaic in the dome of Hagia Sophia in
Constantinople remained on view into the seventeenth cen-
tury.” Soon after the conquest, in 1454, Mehmed II installed as
patriarch of the Orthodox Church the notable theologian
Gennadios II Scholarios (1400/05-1472), who had been enslaved
during the sack of Constantinople. The Church was made a
department of state and also the representative of the Orthodox
Christian community. Gennadios, who attended the Council of
Ferrara-Florence of 1438-39, came strongly to oppose union
with the Western Church. The contemporary historian Doukas
(ca. 1400—ca. 1462) quoted Gennadios as allying himself with
Grand Duke Loukas Notaras (1. 1449-53), who is supposed to
have said, as the Turkish army massed before the walls of
Constantinople prior to its fall, “It would be better to see the
turban of the Turks reigning in the center of the City than the
Latin mitre.”” Despite limited official recognition, however, the
Orthodox Church became more and more impoverished, as
state taxes now supported the building of mosques. Further,
Christians within the Ottoman Empire could be executed for
not behaving properly to their conquerors, as recorded in a
colophon in a Byzantine psalter (cat. 255).>

The Byzantine objection to the Latin tiara had its source in
the centuries of tension between the Church of Rome and that of
Constantinople.” As a result of the conquest of Constantinople
by the Fourth Crusade and the rule of the city by the Latin
Kingdom until 1261, many of the city’s greatest relics were taken
to the West. The relic of the Holy Blood treasured in Bruges, in
Flanders, is thought to have been sent by the first Latin emperor
of Constantinople, Baldwin of Flanders, to his daughter Jeanne,
countess of Flanders.”® The most precious Byzantine relics, kept
in the Holy Chapel of the imperial palace, were acquired by King
Louis IX of France (r. 1226—70; canonized 1297) from his cousin
Baldwin II of Courtenay (r. 1228-61), the last of the Latin rulers
(cat. 272). When the relics of Christ’s Passion—the Crown of
Thorns, the holy sponge and the lance, and portions of the True
Cross—arrived in Paris in 1241, Louis built the luminous Sainte-
Chapelle (Holy Chapel) to provide them with a setting surpassing
that in which they had been housed in Constantinople.” Other
relics and icons taken to the West were also given special honor,
and in some cases they inspired copies by Western artists (see
the essays by Anne Derbes and Amy Neff and by Maryan W.
Ainsworth in this publication and cats. 95, 127, 131, 132, 138, 282,
289, 302, 312, 329341, 343, 345, 346, 350—355).
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Fig. 1.13. Altar cloth with scenes from the Life and Martyrdom of Saint
Lawrence. Silk embroidered with polychrome silk threads, ca. 1261.
Galleria di Palazzo Bianco, Genoa

The fall of the Latin Kingdom did not mean the end of
Byzantine contacts with the Church of Rome. Some of the
Crusader states or their Latin churches remained active in
the East (cats. 273, 300). The Lusignan dynasty successfully
ruled Cyprus into the fifteenth century (cat. 91).” Long after
Constantinople was restored to Orthodox rule, there would be
claimants to the Latin emperor’s rights and to the Latin patriar-
chate of Constantinople (cat. 298).” The mendicant orders of
the Franciscans and the Dominicans came to the East in the
early thirteenth century. Ordered by Pope Innocent IV to seek
to convert the Mongols, they remained a significant force in the
region for centuries, taking Byzantine images back to the West
and introducing Western images in the East (see the essay by
Anne Derbes and Amy Neff in this publication and cats. 275,
276, 278—281, 283, 290—295, 311, 344.2).6°

Councils of Union were sought between various of the
Eastern Christian churches and Rome during these centuries,
usually in an attempt in the East to obtain military support
from the West against the increasing threat of various Islamic
states. In 1254, through the efforts of the Franciscans, the
Armenians of Cilicia agreed to union with Rome. Images
related to Franciscan texts soon appeared in Cilician manu-
scripts produced at the Armenian patriarchate at Hromkla on
the Euphrates River (cat. 173).* In 1274 Emperor Michael VIII
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Palaiologos consented to union with Rome at the Second
Council of Lyons. While the union was not a success, it is said
to have enabled Michael VIII to thwart the king of Sicily’s ambi-
tion to take Constantinople (cats. 282, 284, 285).%

Emperor John VIII Palaiologos journeyed to Ferrara and
Florence with an immense retinue in 1438—39 to sign papers of
union in the hope of military aid against the Ottomans. His
impressive figure and the accomplishments of those who
accompanied him inspired Renaissance artists and scholars in
the West (cats. 318—321, 323). The Islamic motifs embellishing
the Byzantine emperor’s wardrobe, noted in drawings by
Pisanello, may reflect the fact that by that date he had been
forced to become a vassal of the Ottomans (cat. 318).* In the
end, this union, too, was a failure. John's citizens and other
Orthodox peoples, including the Russians, intensely rejected it,
and the desired military support from the West was not forth-
coming.* Yet even with the failure of efforts for union of the
two churches and with the fall of the empire, the Orthodox
Church continued to be aware of religious debates in the West.
As the issue of the legitimacy of images raged in Europe during
the Reformation (see cat. 348), the monks of Mount Athos
made their own statement in support of icons. For the first
time, images of the Triumph of Orthodoxy, the church feast
celebrating restoration of the veneration of icons, appeared as
part of the decoration of various sites on the Holy Mountain.®

In the same period, Italian mercantile city-states, including
Venice, Pisa, and Genoa, came to dominate the commercial life
of the eastern Mediterranean (cats. 299, 304—306). Among the
first acts of Emperor Michael VIII Palaiologos in the 1260s was
renewal of a trade agreement with Genoa, and one of his gifts
to the Genoese was a handsome altar cloth depicting the mar-
tyrdom of Saint Lawrence (fig. 1.13).* After centuries in which
the empire’s coinage had set the standard for Mediterranean
commerce, Venice’s coinage was now the most valued (cat. 313).
In 1204 Venice acquired Crete, where a cosmopolitan Byzantine-
Italian culture developed. Icon painters worked in both the
Byzantine and Western iconographic traditions and styles,
according to the specific commission (see the essays by Maria
Georgopoulou and Maryan W. Ainsworth in this publication and
cats. 94, 121, 125, 247, 250, 308).” After the fall of Constantinople,
Crete continued to be an important artistic and intellectual
center, producing such painters as Michael Damaskenos and
Domenikos Theotokopoulos, who as El Greco (the Greek)
would achieve fame in Italy and Spain (cats. 241, 242, 309, 310).
Venice housed refugees from the Byzantine Empire, who found
a protector there in Anna Palaiologina Notaras, daughter of
Grand Duke Loukas Notaras, who was executed by the Turks
after the fall of Constantinople (cat. 307).%®

During the final centuries of the empire and beyond its fall,
learned figures, rulers, priests, merchants—both Christian and
Muslim—recognized the importance of the manuscripts
housed in Byzantine collections and sought to preserve them
(see the essay by Robert S. Nelson in this publication and



cats. 176, 326, 327).% In the fourteenth century, major libraries of
texts were known at many sites within the empire, among them
the Chora Monastery in Constantinople, supported by the
scholar and statesman Theodore Metochites (1270-1332), who
spent time there.”” Demetrios Kydones (ca. 1324-1398) trans-
lated into Greek the writings of Saint Augustine and Saint
Thomas Aquinas, making these great authors of the Latin
Church widely available in the East.” In the late fourteenth
century, there was a revival of classical learning in Mistra. One
of its leading figures, George Gemistos Plethon (1360-1452),
encouraged a new interest in the classical philosophers, espe-
cially Plato, and formulated a revival of worship of ancient
Hellenistic gods. Plethon accompanied Emperor John VIII
Palaiologos to the Council of Ferrara-Florence, where his
lectures on Plato are thought to have inspired Cosimo
de’ Medici’s founding of the Platonic Academy. Plethon’s inter-
est in classical learning had its greatest impact on the West
through his students, especially Bessarion (ca. 1403-1472), a
native of Trebizond, who would leave the Orthodox Church to
become a cardinal of the Church of Rome, twice a candidate
for pope, and titular Latin patriarch of Constantinople from
1463 (cats. 324, 325).” These men increasingly came to describe
themselves and their world using not only the traditional term
“Roman” but also “Hellene,” which had long been considered a
pejorative characterization of an unsophisticated, often pagan,
person. In the fourteenth century Theodore Metochites wrote
of citizens of Byzantium as being “participants in, and the suc-
cessor to, the race and language [of the ancient] Greeks.”
Plethon, at the end of imperial rule, addressed the emperor,
saying, “We, whom you lead and rule, are Hellenes in race, as
our language and traditional education testify.””

As the empire had, from its founding, an unbroken tradition
of learning through the study of the classics, its last centuries
did not represent a renaissance (rebirth) of classical knowledge.
Rather, the era is characterized by exportation to the West of
this knowledge and of the Greek language and texts in which it
was contained. Men like Manuel Chrysoloras were both teach-
ers of Greek and ambassadors of the empire to European
courts (cat. 314). The manuscripts that reached the West were
not limited to classical writings from the ancient past but also

included scientific works long studied in Byzantium that would
be important for the development of medicine in Italy and
France (cats. 2, 315, 316).”

In the arts, Italian and other European sources were most
interested in Byzantine works that could be considered con-
nected to the earliest history of the Church. Depictions of the
Virgin and Child were especially prized for their presumed asso-
ciation with the images of the Holy Family believed to have been
painted from life by Saint Luke. One image associated with the
legend was Constantinople’s icon of the Virgin Hodegetria,
which represents an early iconographic tradition (see the essay
by Maryan W. Ainsworth in this publication).” Those who
acquired these images were rarely aware of, or interested in,
their more recent history within the traditions of Orthodox
iconography as it is understood by the modern art historian.
Thus a fourteenth-century miniature mosaic with an intimate
portrait of the Virgin and Child of an iconographic type dating
back to no earlier than the Middle Byzantine period is carefully
identified by a Latin inscription in a fifteenth-century hand as
the image painted by Saint Luke that led to the conversion of
Saint Catherine of Alexandria (cat. 128).7°

Three dates define the centuries covered in this exhibition:
1261, 1453, and 1557. In 1261 the capital of the empire of the
Romans, Constantinople, was returned to Orthodox hands. In
1453 the great city and thus its state fell to the Ottoman Turks,
who made Constantinople the capital of their own new empire.
Under Ottoman rule, the city also came to be called Istanbul (a
corruption of the Greek phrase “to the city”). In 1557 memory
of the power of the basileia ton Rhomaion was transformed, as a
new name—Byzantium—was given to the state. While its citi-
zens did not know the state by this name during the era repre-
sented by the exhibition, the name effectively evokes a key
characteristic of the empire’s closing centuries, its return to the
Greek roots of the city where its capital had been established.
This new name acknowledged the classical heritage upon
which the state had been built, although it did not recognize
the empire’s political power as claimant to the authority of the
Roman Empire. As the Byzantine Empire lost its power, its art
and faith flourished—a lasting monument to its citizens,
whether “Romans” or “Hellenes.”
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Revival and Decline: Voices from the
‘Byzantine Capital

ALICE-MARY TALBOT

REvivaL OF POwER: THE RESTORATION OF
CONSTANTINOPLE

The emperor [Michael VIII] entered the Golden Gate [of
Constantinople] in a godly rather than an imperial manner. For
he walked on foot, with the icon of the Mother of God preceding
him . . . and the throng of Romans was filled with good cheer and
gladness and boundless joy; and everyone was leaping about and
rejoicing and scarcely believing in the outcome on account of the
unexpected nature of the event.'

—GEORGE AKROPOLITES
thirteenth-century statesman and historian

hus was witnessed the ineffable joy of the Byzantines

upon the ceremonial entry of the emperor Michael VIII

Palaiologos (r. 1259-82) into Constantinople (fig. 2.2;
cat. 6). The date was August 15, 1261, the feast day of the
Dormition of the Virgin, which followed by a few weeks the
unanticipated recovery of the imperial capital from the Latins.
An oppressive heat wave did little to dampen the spirits of the
populace as they welcomed Michael after fifty-seven years of
foreign occupation, initiated by the conquest and devastation of
the Fourth Crusade (1204).

Without delay Michael set about the restoration of the
depopulated city, many of whose buildings had been destroyed
by fire or damaged by years of neglect and deferred mainte-
nance.” He repaired the fortification walls (fig. 2.1) and refur-
bished the imperial palaces and Cathedral of Hagia Sophia
(fig. 1.2). He even sponsored the reconstruction of a mosque for

Fig. 2.1. Map of Constantinople (cat. 250). Cristoforo Buondelmonti,
colored ink on vellum, 1420. Biblioteca Nazionale Marciana, Venice

the use of Muslim merchants and envoys. The Mamlik sultan
Baybars I (r. 1260-77) subsequently sent gifts to furnish and
beautify the mosque, including rush mats, golden chandeliers,
embroidered curtains, censers, carpets, aloes wood, amber, and
rose water.’

Private patrons shared in the work of reconstruction, in an
attempt to restore the capital to its magnificence of old and to
ensure the salvation of their souls through sponsorship of
church construction and donations of liturgical vessels, vest-
ments, and books. These members of the imperial family and
nobility, whose wealth was primarily based on rural properties
and other forms of real estate, commissioned works of art and
architecture of extraordinary quality, resulting in what has been
termed by some scholars the “Palaiologan renaissance.”
Preeminent among such aristocratic patrons was Theodore
Metochites (1270-1332), a statesman and scholar who paid for
the renovation of the monastic Church of the Chora in
Constantinople (fig. 2.3), including installation of new mosaic
programs in the two narthexes and a funerary chapel covered
with superb fresco painting appropriately relating to the
Resurrection of Christ and the Last Judgment (see fig. 3.18). As
he wrote in a letter, “This monastery [of Chora] has meant
more than anything in the world to me; it is so now and will be
in the time to come. It was a work of noble love for things good

Fig. 2.2. Seal of
Michael VIII holding
the Icon of the Virgin
with the Christ Child
medallion at her chest,
obverse (cat. 6). Lead,
1261-62. Numismatic

Museum, Athens
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and beautiful, and assured a truly secure profit and wealth for
the soul.”* ,

Metochites also amassed luxury furnishings and adornments
for his house and household that attest to his wealth; in a
poem he boasted of “lovely golden-bound works of pearls and
gems . . . rings and girdles . . . mantles woven with golden
knots, with beauteous golden stitchwork . . . with fastening
closures . . . which had pearls and gems. So much for feminine
attire. In addition there were yet other uses of gold and silver as
precious vessels for meat and drink, also silver hand basins and
like ones for the feet.”>

THE CONTINUING LURE OF CONSTANTINOPLE

The body of the church [of Hagia Sophia] is the loftiest, most rich,
and most beautiful that can be seen in the whole world . . . so
great is the edifice, and the wonderful works in the church are
so numerous, that they take a long time to see.

[The Tree of Jesse at the Peribleptos church] was figured in mosaic;
and was so wonderful, so rich, and so well drawn, that it surpassed
all the other works.®

—RUY GONZALEZ DE CLAVIJO,
Castilian envoy to Constantinople in 1403

The revived capital, given a second lease on life, continued to
draw visitors from all directions of the compass. Constantinople’s
greatest attractions were its churches and relics. Although
much of the fabric of the city was in decay, many of its famous
ecclesiastical bilildings, some a millennium old, were still
resplendent and dazzled visitors with their golden ceilings and
rich decoration of marble and mosaic. The Spanish traveler
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Fig. 2.3. Theodore Metochites
presenting a model of the
Church of the Chora to Christ,
from the inner narthex, Church
of the Chora. Mosaic, Chora
Monastery (Kariye Camii), Con-
stantinople, 1316—21. Dumbarton
Oaks Photo and Fieldwork
Archives, Washington, D.C.
Photo: Carroll Wales

]

Pero Tafur commented in 1437/38 that “the circuit [of Hagia
Sophia, originally built in the sixth century] is for the most part
badly kept, but the church itself is in such fine state that it
seems to-day to have only just been finished” (see cat. 246).
Visitors were awed by the vast interior spaces and soaring dome
of Hagia Sophia (fig. 2.4), as well as by the green and red stone
columns and the meticulous workmanship of the mosaics
found in other churches.

Now in the monastery at Mangana are all the Savior’s Passion
relics: the purple robe, the blood, the spear, the reed, the sponge,
and part of [His] beard. There is a multitude of holy relics in
this monastery.
—ALEXANDER THE CLERK,
Russian pilgrim to Constantinople
in the late fourteenth century

For pilgrims, especially those from Rus’, it was the extraordi-
nary array of relics that warranted a journey to Byzantium.
Despite the pillaging of the Fourth Crusade, many precious
relics of Christ’s Passion remained to be seen in Constantinople,
as well as the arm bone of Saint John the Baptist, the robe and
girdle of the Virgin Mary, and the relics of countless other
saints, so that it took many days to visit all the shrines of the city.
As Stephen of Novgorod commented in the mid-fourteenth
century, “Entering Constantinople is like [entering] a great for-
est; it is impossible to get around without a good guide, and if
you attempt to get around stingily or cheaply you will not be
able to see or kiss a single saint unless it happens to be the holi-
day of that saint when [you can] see and kiss [the relics].”*
People were drawn to Constantinople for other reasons, too:
for trade, diplomacy, and scholarly endeavors. Because of its



ideal geographic location at the crossroads between Europe and
Asia, between the Black and the Aegean seas, Constantinople
continued to play a major role in international trade, although
commerce was now primarily in the hands of Italians rather
than Greeks. Ambassadors still came to seek an audience with
the emperor, and a few scholars made their way to the imperial
city to learn Greek or in search of manuscripts.

CONSTANTINOPLE: CROSSROAD OF CULTURES

[The suburb of Pera] is reserved for the Christians of the Franks
dwelling there. They are of different kinds, including Genoese,
Venetians, men of Rome and people of France.”
—IBN BATTUTA,
fourteenth-century Arab traveler to
Constantinople

[Pera] is a place of much traffic in goods brought from the Black
Sea, as well as from the West, and from Syria and Egypt, so that
everyone is wealthy."
—PERO TAFUR,
fifteenth-century Spanish traveler

It was not only visitors from abroad who gave Constantinople
such a cosmopolitan flavor in the Palaiologan period; the city
itself was home to a diverse ethnic population in addition to its
core of Greeks. From the mid-thirteenth century, Pera (also
called Galata), across the Golden Horn, was a Genoese colony
inhabited primarily by merchants engaged in international
trade. It was also the site of at least fifteen Latin churches and
monasteries, including houses belonging to the Benedictine,

" Franciscan, and Dominican orders. The Venetian and Pisan
quarters, similarly dominated by merchants, were located along
the south shore of the Golden Horn directly opposite Galata;
they had their own churches, warehouses, and quays. Smaller
colonies of Provengal, Spanish, Florentine, and Ragusan mer-
chants and businessmen are also attested in the capital.

Along with its countless Christian churches, Constantinople
supported a synagogue and a mosque. Jews, who were engaged
in silk production and tanning as well as commerce, worked
within the city limits but were often forced to reside in the sub-
urbs or in the Latin quarters. At the time of the Fourth Crusade
the two existing mosques in the city had been burned; one of
these, as noted above, was rebuilt by Michael VIII for the use of
the Muslim population. The Byzantine patriarch, however,
became aggrieved by the presence of a Muslim house of wor-
ship in the capital: early in the fourteenth century he com-
plained that although the Turks would not even allow the striking
of a wooden sounding board as a call to prayer in the cities that
they had conquered, in Constantinople Muslims “openly climb
‘up on high [to the top of the minaret], as is the custom in their
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land, and shout forth their abominable mysteries.

s IMHEAN

Fig. 2.4. Interior of Hagia Sophia (view to the east). Constantinople,
532—37. Photo: Thomas F. Mathews

THE IMPERIAL COURT:
INTERMARRIAGE AND TRAVEL
The city’s cosmopolitan nature was further reflected at the
Byzantine court, especially in the costume of its officials, as can
be seen in the portrait of Metochites from the narthex of the
Chora Monastery church, in which he is resplendent in a caftan
woven with a foliate pattern and oriental-style headdress (see
fig. 2.3). The historian Nikephoros Gregoras records the varied
origins of the garments of courtiers under Andronikos III
(r. 1328—41): “Thus these [head coverings of the courtiers] were
varied in form and strange and according to the whim of each.
For some wore Latin [headgear], some [wore head coverings]
similar to those of the Bulgarians and Serbs, others [wore head
coverings] coming from Syria and Phoenicia, and others yet
other [types], as each person saw fit. They had the same habit
with regard to their garments” (cat. 2).”

A prime reason for the international character of the impe-
rial court was intermarriage between the ruling families of
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Fig. 2.5. Manuel II Palaiologos with his wife and children. Tempera on
vellum, 1403—5. Musée du Louvre, Paris (Ms. Ivories As3, frontispiece)

Byzantium and its neighbors, a common phenomenon in the
thirteenth to the fifteenth century. It was in fact the-norm: of
the eleven last rulers of Byzantium, eight wed foreign women.*
The result was a strong dilution of “Greek blood” in the impe-
rial family, so that the two final Byzantine emperors, John VIII
(r. 1425—48) and Constantine XI (r. 1449—53) Palaiologos, can be
considered only one-sixteenth Greek. This pattern was indicative
of Byzantium’s diminished position in the medieval world; the
emperors of the Palaiologan dynasty (fig. 2.5), impoverished,
politically weakened, and desperately seeking to stave off the
threat of the Serbs and the Turks, among others, were forced to
make diplomatic unions to strengthen treaties with potential
allies or to avert attacks by enemies. Perusal of the genealogical
table of the Palaiologos family reveals betrothals of crown
princes and emperors to women from Italy, Armenia, Germany,
Bulgaria, Serbia, and Russia. Their brothers and younger sons
occasionally married women from the Italian nobility, but more
often it was their sisters and daughters who were “sacrificed”
for the good of the state, sent far away to what must often have
been unsuitable and loveless matches.

One of the most egregious of such cases was the marriage
of Simonis, the five-year-old daughter of Andronikos II, to
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Fig. 2.6. Stefan Uro3 II Milutin. Fresco, Gra¢anica Monastery,
Kosovo (Serbia), ca. 1322. Photo: Slobodan Cur&i¢

the forty-year-old Stefan Uro$ II Milutin, kral of Serbia, in
1299 (fig. 2.6). The historian George Pachymeres tells us that
Andronikos justified this arrangement as necessary to achieve
peace with the Serbs: “He did not attribute it to a personal
desire nor to the benefit which would result therefrom for him;
this was by no means the case, especially since he himself was
seriously aggrieved by abandoning a little girl whom he loved
from the bottom of his heart, to whom he and her mother were
attached, . . . abandoning her, once snatched from his arms, to a
barbarian who had no attractive feature and did not even have
significant power . . . indeed peace obtains many results that the
sword does not achieve, and the treaties which follow upon mar-
riages, because they are very solid and firm, end up accomplish-
ing that which battles and war have never achieved.””

The Mongol khans of the Golden Horde in southern Russia
and the Ilkhanids of Persia (usually heathen and polygamous)
had lower status than the Christian rulers of the West and the
Balkans and hence had to settle for marital alliances with the
illegitimate daughters of Byzantine emperors.” Maria, daugh-
ter of Michael VIII by an unknown mistress, was sent off to
Persia in 1265, for example, to marry the Ilkhanid khan
Hilagu.” As Pachymeres reports, “Embassies were sent as well



to distant rulers, [including] one to the chief of the Tatars,
Hialagu. . . . To Hiillagu [Michael VIII] gave in marriage . . . his
. And . . . [the] archimandrite of
the Pantokrator monastery escorted the young girl together
with a great and splendid display and all sorts of riches. He
brought along a tent chapel of sturdy silken cloth, embroidered
in gold with the figures of saints . . . as well as precious holy ves-

illegitimate daughter Maria. . .

sels for the celebration of the holy eucharist. Thus the [marital]
alliance was prepared in magnificent fashion, although Halagu
died before they arrived, and after her arrival the girl was later
married to his son Abaga, his successor to the rule.”” In this
way the Ilkhanid court, which tended to be pro-Christian,
became familiar with Byzantine eucharistic vessels and textiles;
certainly Maria must have brought with her a few sacred books,
such as the four Gospels and a psalter. Just as Simonis came
back to the Byzantine capital after she was widowed, so too
Maria returned to Constantinople upon her husband’s death in
1282 and founded a nunnery, which took the name Panagiotissa,
or “of the Mongols.” It is usually assumed that the nun Melane
depicted in the Deesis mosaic in the esonarthex of the Chora
church, described in the inscription as “lady of the Mongols,” is
to be identified with this Maria (fig. 2.7).”

These matrimonial arrangements involved considerable
gift exchange, initially on the part of the imperial ambassadors
who negotiated the marriage and later at the time of the
wedding ceremony. The Arab traveler Ibn Battata, who visited
Constantinople in 1332, was a beneficiary of such presents,
receiving Byzantine coins and garments. He came to the imperial
city with the retinue of a Byzantine princess married to a khan

of the Golden Horde who was returning home in order to
give birth.* He received from the princess “three hundred
dinars in the gold of the country [i.e., Byzantine hyperpyra; see
cat. 12b] . . . two thousand Venetian dirhams, a length of woollen
cloth. .., ten robes of silk, linen and wool, and two horses.”*

Among the new developments of the Palaiologan era was a
series of European journeys by Byzantine emperors that
exposed them to Western medieval culture. During the acme of
Byzantine power, no emperor would have deigned to travel to
the West; he remained in his palace in Constantinople to
receive visits by Western kings or their envoys, or he embarked
on military campaigns. But with the decline of Byzantine
power, three Palaiologan rulers found it necessary to go to
Europe. Their motivations differed: John V (r. 1341-91) went to
Rome in 1369 to mark his personal conversion to Catholicism;
Manuel II (r. 1391-1425) went to Italy, Paris, and London
between 1399 and 1402 to seek military allies against the
Turks; and John VIII went to the Council of Ferrara-Florence
in 1438-39 to participate in negotiations for the Union of
Churches, which he hoped might lead to an allied defense of
Constantinople against the Ottoman foe that was pressing hard
against the Byzantine capital (fig. 2.8; cats. 318—321).

Manuel II, who had a literary bent, took advantage of his
trip to Paris to learn about French art and architecture. He
noted his inspiration in a letter: “Now that we have arrived in
France, my hand has begun to move . . . and has started to
write, but really it would seem to attempt an unending task, if
it sought to enumerate every detail.”* He penned a description
of a tapestry of spring that he saw in the Louvre, and he visited

Fig. 2.7. The Nun Melane (Maria of the Mongols), from the inner narthex
Deesis, Church of the Chora. Mosaic, Chora Monastery (Kariye Camii),
Constantinople, 1316—21. Dumbarton Oaks Photo and Fieldwork Archives,
Washington, D.C. Photo: Carroll Wales

Fig. 2.8. Medallion of John VIII Palaiologos (cat. 321). Pisanello, cast
bronze, Ferrara, ca. 1438—39. Bibliothéque Nationale de France, Cabinet
des Médailles, Paris
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Saint-Denis, outside Paris. Upon his return to Constantinople
he commissioned the painting of a frontispiece depicting the
imperial family (see fig. 2.5) to be added to a manuscript of the
writings of Pseudo-Dionysios the Areopagite.” In 1408 the
Byzantine ambassador Manuel Chrysoloras brought the book
as a gift to the abbey of Saint-Denis (cat. 314). The manuscript
includes Chrysoloras’s autograph dedication, which reads:
“This book was sent by his Highness the King and Emperor
of the Romans Lord Manuel Palaiologos to the Monastery of
St. Dionysios in Paris in France or Galatia from Constantinople
with me, Manuel Chrysoloras, dispatched as ambassador by the
said king. In the year of the Creation of the Universe 6916, of
the Incarnation of the Lord 1408. The said king came formerly
to Paris four years before.”* The manuscript was a most suit-
able present, aimed to replace the rather small and plain eighth-
century uncial copy of the works of Pseudo-Dionysios
(Bibliothéque Nationale de France, Paris, Ms. gr. 437) that the
emperor had seen on his trip to Paris and that had been the
gift of the emperor Michael II (r. 820-29) to Louis the Pious
some six centuries earlier, in 827. In return King Charles VI
(r. 1380—1422) lavishly bestowed on Manuel and his retinue “an
immense quantity of gold . . . gemstones, silken fabrics, and
precious vessels.”*

EconoMic AND PoLiTicAL DECLINE

The two cities [of suburban Pera and Constantinople] are close to
Turkish territory; no more than three miles separates the latter
from one of the angles of Constantinople. Turks come daily to take
part in the markets that are held in the two cities. . . .

Though the city is so large, it is not all well peopled, for in
the middle of it there are many enclosures, where there are
corn [i.e., wheat] fields and fruit gardens.”

—RUY GONZALEZ DE CLAVIJO

The city [of Constantinople] is sparsely populated. . . . The
inhabitants are not well clad, but sad and poor, showing the
hardship of their lot.”

—PERO TAFUR

Despite the efforts of the Palaiologan emperors, the recovery of
the capital led to only a temporary reprieve for the Byzantine
Empire, as it continued to face aggressive enemies on its bor-
ders, particularly Serbs and Turks, and progressively lost terri-
tory. By 1350, one hundred years before its capital fell to the
Ottomans, it was reduced to three discrete areas: Constantinople
and Thrace, with the Bulgarian frontier only one hundred miles
distant from the capital; the region of Thessalonike, engulfed
by the Serbian empire of Stefan Dusan; and a portion of the
Peloponnesos (or Morea) centered on Mistra and surrounded
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by the Frankish principality of Achaia. Anatolia (or Asia
Minor), separated from Constantinople by the mile-wide
Bosporus, was under Turkish control, and the islands of the
Aegean were held mostly by Venice and Genoa. The remnants
of the Byzantine state were in close geographical proximity to
neighbors who might alternate between peaceful alliances and
hostility (fig. 2.9).

Constantinople itself was a city in decline, still severely
depopulated, with inhabited neighborhoods separated by wheat
fields and vineyards; according to the celebrated fourteenth-
century traveler Ibn Battiita, there were thirteen villages within
the city walls.*® Many of its palaces and churches were in ruins,
and the imperial court struggled to maintain the complex and
lavish ceremonial of times past. At the wedding reception of
John V Palaiologos in 1347, the historian Nikephoros Gregoras
reported: “The palace was so poor that there was in it no cup or
goblet of gold or silver; some were of pewter, and all the rest of
clay . . . at that [wedding] festival most of the imperial diaderns
and garb showed only the semblance of gold and jewels; [in
reality] they were of leather and were but gilded . . . or of glass
which reflected in different colors; only seldom, here and there,
were precious stones having a genuine charm and the brilliance
of pearls. . . . To such a degree the ancient prosperity and
brilliance of the Roman [i.e., Byzantine] Empire had fallén,
entirely gone out and perished, that, not without shame, I tell
you this story.”*

Just before the fall of the capital to the Turks, the Spanish
traveler Pero Tafur commented: “The Emperor’s state is as
splendid as ever, for nothing is omitted from the ancient cere-
monies, but, properly regarded, he is like a bishop without a
See.”® Another telltale sign of the hard times on which the
empire had fallen was the coinage, now heavily debased and
poorly struck; the gold hyperpyron, for centuries the dollar of
the Mediterranean world, ceased to be made after the middle
of the fourteenth century (fig. 2.10).

ATTITUDES TOWARD DECLINE

Yea, even if, by the permission of God, the nations [i.e., the Turks]
now encircle the government and the residence of the emperor, the
emperor has still to this day the same appointment [as] . . .
basileus and autokrator of the Romans—to wit, of all Christians;
the name of the emperor is recited in all places by all patriarchs,
metropolitans, and bishops, wherever men have the name of
Christians.”
—PATRIARCH ANTONIOS IV
letter to Grand Prince Basil I of Moscow,
probably 1393

Although Byzantine territory was steadily shrinking and the
emperor increasingly beleaguered in his capital, the patriarch of
Constantinople, who was termed ecumenical patriarch and
claimed spiritual authority over most Orthodox believers, held
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Fig. 2.9. Map of the Late Byzantine Empire. Map: Anandaroop Roy

Fig. 2.10. Hyperpyra showing the
Virgin Orans rising over the city walls
of Constantinople, obverse, and
Emperor Andronikos II Palaiologos
in proskynesis before Christ, reverse
(cat. 12B). Gold, 1282—-94. Dumbarton
Oaks, Washington, D.C.

jurisdiction over a much larger region than did the emperor,
including as far away as Muscovy. And even at the end of the
fourteenth century, the patriarch Antonios IV could write a letter
to Grand Prince Basil I of Moscow, rebuking him for his failure
to commemorate the name of the Byzantine emperor during
church services: “My son, you are wrong in saying, “We have a
church but not an emperor.” It is not possible for Christians to
have a church and not to have an empire.”* It would seem that
some Byzantines were failing to face up to the reality of their
dire situation. Other observers, like Alexios Makrembolites in
the mid-fourteenth century, were all too aware of the empire’s

moribund condition: “[In the past] our Empire and her religion
were at their height and we had in our possession the farthest
reaches of the earth. Now no territory of a province is left to
us . . . now it is we who are enslaved by all those peoples who
were then under our sway.”®

No one expressed the plight of the Byzantines more
poignantly than the young emperor Manuel II (see figs. 1.1, 2.5),
who as a vassal of the Ottoman sultan was forced to accom-
pany the armies of Bayezid I on campaigns in Asia Minor, help-
ing his enemy to increase his power. A number of the letters he
wrote during the winter campaign of 1390—91 survive; they
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Fig. 2.11. The Ottoman capital of
Constantinople, from Melchior
Lorck’s Prospect of Constantinople
(cat. 249). Tempera on vellum,
brown paper with green and red
watercolors, 1559. Universiteits-
bibliotheek, Leiden, Netherlands

Fig. 2.12. View of the Late Byzantine
city of Mistra, Greece, from the north.
Photo: Velissarios Voutsas
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offer rare insights into Manuel’s painful experiences as he saw
firsthand the ruins of the famed Roman cities of old: “I have
marched with the Romans from our own land to wage war
with the Scythians [i.e., Tatars?} in the land of the Scythians and
to command troops for our enemies. . . . Most of these cities [in
Anatolia] now lie in ruins, a pitiable spectacle for the people
whose ancestors once possessed them. But not even the names
have survived, since they were destroyed so long ago.”* A sym-
pathetic friend replied to his lament: “The most bitter and
difficult of all [is] your living together with barbarians. . . . For
you to have to live with these people . . . , you a religious man
from way back . . . a lover, as well as a craftsman of Hellenic
writing . . . this, I think, is a burden not even the mythical Atlas
could bear. . . . But even more than that, for an emperor of the
Romans to see cities, which had of old been peopled by the
Romans, now under the lordship of the barbarians, cities which
have cast off the name given by their settlers and exchanged it
for ruins, who would not be dejected in spirit and fill his eyes
with tears?”®

THE END OF THE EMPIRE

When the Romans saw the huge army of Turks massed against
the City, [Loukas Notaras, the grand duke] dared to say against
the Latins, “It would be better to see the turban of the Turks
reigning in the center of the City than the Latin mitre.” The
Constantinopolitans, in their despair, had been saying, “Would
that the City were delivered into the hands of the Latins, who call
upon Christ and the Theotokos [Virgin Mary], and not thrown
into the clutches of the infidel.”*

—DOUKAS,
mid-fifteenth century historian

During the Palaiologan era there were two main schools of
thought about how best to preserve the empire. Some advocated
a policy of rapprochement with the West, through intermarriage
and union of the Orthodox and Roman churches, in an attempt
to secure the assistance of Western military power against the
Turks. Others, ardent anti-Unionists, argued that it was better
to maintain loyalty to Orthodoxy even if it meant submitting to
Turkish rule. During the two final centuries of Byzantium, the
Orthodox Church twice agreed to recognize the primacy of
the papacy, first at the Union of Lyons in 1274 and a second time
at the Council of Ferrara-Florence in 1438—39. On both occa-
sions the emperor and patriarch who agreed to the union
underestimated the passionate devotion of the Byzantine
masses to Orthodoxy; in each instance the union was short-
lived, and large-scale military aid never materialized.

The City was desolate, lying dead, naked, soundless, having nei-
ther form nor beauty.”
—DOUKAS

Constantinople fell to the Ottoman Turks on May 29, 1453
(fig. 2.11; cat. 247), and the sole remaining Byzantine outpost,
Mistra (fig. 2.12), surrendered to Mehmed II almost exactly
seven years later, on May 31, 1460. The power of empire was
no more, yet the faith and culture of the so-called Byzantine
commonwealth would continue to the present day. Indeed, it
could be argued that Byzantium lives on, especially in the
monasteries of Athos, Meteora, and Sinai. The spirituality of
Byzantine Orthodoxy would sustain the Christians of the
Balkans throughout the long centuries of Ottoman domination,
until the emergence of independent states in the nineteenth
and twentieth centuries.
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1, fol. 6r

1. Funeral Oration of Manuel II
Palaiologos for His Brothe
Theodore '

Constantinople, 1409-11

Tempera, gold, and ink on parchment

24.5X16.5 cm (9% x 6% in.)

InscriBep: MANOTHA EN XPIEZT® T OEW
ITIIZTOZ BAZIAEYZ KAI AYTOKPAT®WP
POMAIWN O ITAAAIOAOI'OX (Manuel faithful
in Christ, emperor and autocrat of the _Romans)
PROVENANCE: Jean Du Tillet, baron de la Bussiére;
after 1653, at the convent of the Jacobins of Rue
Saint-Honoré, Paris; entered the Bibliothéque
Nationale de France after the French Revolution.
Conpition: The original binding was restored

in 2001.

Bibliothéque Nationale de France, Département des
Manuscrits, Paris (Supplément grec 309)

The funeral oration, written by Manuel IT
Palaiologos (r. 1391-1425) before the autumn
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of 1409, pays homage to the emperor’s
younger brother, Theodore, the despot of
Morea, who died in June 1407.” This manuscript
is unique among the seven extant versions of
this text, as it bears a portrait of its author,
inserted on folio ér, between the prefatory
passages and the opening of the oration itself.
The illumination represents the emperor in
majesty, garbed with the insignia of his rank:
the imperial crown or stemma, decorated
with hanging ornaments called prependoulia;
the scepter surmounted by a cross, the symbol
of his faith; and the akakia, the purple silk
pouch filled with earth, a token of humility
that the emperor displays in his left hand.
This representation is identical to that found
in a manuscript of the works of the Pseudo-
Dionysios the Areopagite, now at the Louvre
(Art Objects, MR 416), which is slightly earlier
in date. A short message from the emperor

to his deceased brother appears in the left

margin of the page with the portrait. Two
versified paraphrases from this text message,
one in iambic meter and the other in hexame-
ters, are inscribed at the top and bottom of
the page. They are attributed to two members
of Manuel’s court: the officials Mathew
Chrysocephalos and Demetrios Magistros.

Copied personally by the hand of the future
cardinal Isidore of Kiev, who played an impor-
tant role in the distribution and perhaps
even the editing of the funeral oration, the
manuscript still preserves its original binding,
the decoration of which enables us to connect
it with a group of similar bindings linked with
the Palaiologos family. In light of the infor-
mation furnished by the correspondence of
Manuel II, it can be affirmed that the Paris
manuscript is the official example of the
oration brought by Isidore of Kiev to the
court at Mistra before June 1411.
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REFERENCES: Bordier 1883, pp. 281-82; Paris 1958,

P. 33, no. 52; Athens 1964, p. 346, no. 369; Belting 1970,
Pp. 75-76; Spatharakis 1976, pp. 233-34; Paris 1992-93,
P. 465, no. 357; Paris 200Ic, p. 28, no. 46.

2. Works of Hippocrates

Constantinople, ca. 1338 (text),

1341—45 (illuminations)

Paper (text), parchment (illuminations); 344 fols.
42X 31 cm (16% x 1274 in.)

INscriBeD: On fol. 1ov, O ITTTIOKPATHE KQOZX
(Hippocrates of Cos); on fol. 11, METATZ AOYZE O
ATIOKAYKOZX (The Grand Duke Apokaukos)
PROVENANCE: Seraglio Library, Istanbul; entered
the Bibliothéque Royale in 1688.

ConpitioN: The manuscript has been repaired
on numerous occasions, most recently in 2001; the
pictures on fols. rov~11 are fragile from multiple
folds, with the background detaching in many spots.
Bibliothéque Nationale de France, Département des
Manuscrits, Paris (cod. grec 2144)

This volume contains most of the treatises
attributed to the father of medicine,
Hippocrates of Cos (fifth—fourth century
B.C.). An examination of the watermark indi-
cates that the text was copied around 1338.
At the beginning of the manuscript, between
the Hippocratic Lexicon by Galen and the

Life of Hippocrates by the Pseudo-Soranas, a
parchment bifolio was inserted, upon which
was painted the portrait of the author and
the owner of the volume; both were por-
trayed against a full-page gold background.
On the left page (fol. 10v), Hippocrates
displays the book of Aphorisms, the first



2, fols. 1ov-nir

lines of which—“Life is short, art long,
opportunity fleeting”—he has just written.
He is dressed in a blue robe embroidered
with gold and a red cloak, part of which
forms a hood for his head. This dress con-
forms to information found in Pseudo-
Soranos, according to whom most ancient
portraits represented Hippocrates with his
head covered."

Facing Hippocrates on folio 11r is Alexios
Apokaukos, the donor; the title of “Grand
Duke” that appears in the inscription above
the figure serves as a terminus post quem,
enabling us to date the illumination between
November 1341, the date when Apokaukos
assumed this title, and June 1345, the date of
his death.” Apokaukos wears his formal state
dress, notably the red and gold hat called a
skanarikon, which bears an image of the
emperor, an attribute particular to the rank
of grand duke.? With his left hand he gestures
to a lectern supporting an open book, in
which appears the above-mentioned passage
from the Aphorisms. The book is held open
by a youth standing in the background;
this figure is probably a personification of
medicine, rather than a portrayal of either
of Apokaukos’s two sons.

A fifty-verse dodecasyllabic eulogy prais-
ing medicine and Apokaukos is arranged
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around the figure of Hippocrates on the left.* 3. Gospel Book

On the right, in response to this panegyric, a
similar eulogy of sixty-five dodecasyllables®
surrounds the portrait of the grand duke;
it praises Hippocrates, while stressing
Apokaukos’s personal passion for medicine.
This dialogue is directly linked to the
portraits, indicating that these verses were
specifically composed to appear in the
borders of these sumptuous illuminations.
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5. Ibid., p. 778.
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PP- 39—40, no. 64; Athens 1964, p. 344, nO. 365; Belting
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Constantinople, mid-14th century; miniatures added,
Venice, third quarter of the 16th century

Tempera and ink on parchment; 386 fols.

17.8 X 13.8 cm (7 X 5% in.)

INscrIBED: In the left margin of fol. 385v, 'O 800A0g
X(g1o70)0 T00 B(£0)0 Anpfrorog Maratordyos;
(The servant of Christ the Lord, Demetrios
Palaiologos)

PROVENANCE: Imperial Public Library (now
National Library of Russia), Saint Petersburg,
acquired before 1848.

Conbition: Buckled leaves have caused some
flaking in most of the miniatures. Conservation
treatment was carried out in 1968 by G. Z. Bykova.
National Library of Russia, Saint Petersburg

(Ms. gr. 118)

This kneeling figure, placed at the end of the
Gospel of John (fol. 385v), is usually consid-
ered a portrait of the last despot of Morea
(deposed 1460, died 1470). However, the sitter
wears Venetian dress' and is more likely iden-
tified as a later Demetrios Palaiologos, merce-
nary warrior (stradioto) and knight (cavaliere)
of the Republic of Saint Mark. His father
hailed from Zakynthos or the Peloponnesos
and later settled in Venice, where he was a
distinguished member of the local Greek
confraternity.* Demetrios recorded his testa-
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3, fol. 385v

ment in September 1570 and probably died
soon thereafter
The portrait’s author also painted New

Testament scenes on folios 1r, 21, 3v, 21r—v, 22v,

23T, 123V, 125V, 126T, 191V, 194V, 302V, 3031, and
386r—v. Although he occasionally followed
Byzantine iconography, his style is essentially
a form of Italian Mannerism. Greek artists
in sixteenth-century Venice could work in
both the traditional Byzantine and the
new Italian styles of painting. The present
miniatures can be associated with such
“bilingual” workshops,* for example, that of
Markos Vathas/Marco Batha (1498-1578).°

A second painter, his style almost
unaffected by Western influences, added
to the manuscript an icon of Saints
Constantine and Helen (fol. 1v) and an (evi-
dently fictitious) portrait of Emperor
Michael VIII Palaiologos (fol. 22r), as well
as a pair of imperial emblems: an armillary
surmounted by a cross (fol. 2v) and a dou-
ble-headed eagle bearing the Palaiologan
monogram (fol. 3r). It is not clear where this
artist worked, but his miniatures were proba-
bly also commissioned by Demetrios, who
was aware of bearing a royal family name
(in his testament, he claimed to have come
from Constantinople).®
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The lettering of the Saint Petersburg
Gospel Book must predate the accompanying
illustrations, since it resembles that of manu-
scripts copied about 1330—60 at the Hodegon
Monastery in the Byzantine capital.” Originally,
an evangelist portrait, a headpiece, and an
initial before each Gospel formed the book’s
only decoration (fols. 23v—24r, 126v-127r1,
195V—196r, 303v—304r). The miniatures were
modeled upon those in an eleventh-century
lectionary, now Vatican Cod. gr. 1156.°

Miniature styles in the first half of the
fourteenth century are exemplified by efforts
to bring movement, painterly freedom, spatial
depth, and architectural structures into the
composition. A close link with Hellenism,
however, makes the style of this time deeply
retrospective, both in form and in spirit. The
multilayered history of the Saint Petersburg
Gospel Book shows how the Byzantine past
could be reused and revitalized, both before
and after 1453. GRP and PM

1. Molmenti 1973, vol. 2, pp. 3046, repr. pp. 19, 295, 300;
see also M. Chatzidakis 1962, pls. 8-9, 55.

2. Kolyva 1973, pp. 139—40, 160—61.

3. Mauroeide 1976, p. 106; see also M. Chatzidakis 1962, p. 14.

4. See esp. London 1996, pp. 11217, no. 25.

5. Hunger 1972; Constantoudaki-Kitromilides 2002,

pp. 577-81 and n. 47.

6. Kolyva 1973, p. 139.

7. See esp. Turyn 1980, pl. 81; Spatharakis 1981, fig. 466,
no. 260.

8. Vatican 2000, pp. 244—48, no. 54.

REFERENCES: Treu 1966, pp. 71-73 (with bibl.);

V. Likhacheva 1969; Leningrad—Moscow 1975-77,
vol. 2, p. 60, no. 514 (with bibl.); Spatharakis 1976,

pp- 90-91, figs. 59-60; V. Likhacheva 1977a, pls. 56-62
(with bibl.); Spatharakis 1980-81; Fonkich 1989;
Galavaris 1991.

4. Reveted Icon with the Virgin
Hodegetria

Cover (thringion), Constantinople, late 13th—early
14th century; painting, Dionysius (?)," Moscow, last
quarter of the 1s5th century
Cover, silver, worked in repoussé, with filigree deco-
ration; painting, tempera over gesso on wood panel
40x32 cm (15% x 12% in.)
INscrIBED: On the inner panel, in Greek, on two
roundels to the left and right of the Virgin’s nimbus,
“Mother of God”; on two rectangular plaques, to the
left of the Virgin’s head, “Hodegetria”; above
Christ’s head, “Jesus Christ”; at the upper edges,
“Archangels Michael” “Gabriel”; on the frame, above
the Virgin’s head, “Hetoimasia”; on the left side,
“Saint Peter,” “Saint John the Theologian,” “Saint
Luke,” “Saint Cosmas”; on the right side, “Saint
Paul,” “Saint Matthew,” “Saint Mark,” “Saint
Damien”; below Christ’s foot, “Saint Panteleemon”;
in the lower corners, on the left, “the servant of God
Christ, Constantine Akropolites”; on the right,
“Maria Komnene Tornikina Akropolitissa”
PROVENANCE: Supposedly a donation of Sophia,
daughter of Foma (Thomas) Palaiologos to the
Trinity—Saint Sergius Monastery, Moscow.
Conbprrion: The thringion is deformed, with tears
and with losses on the nimbus of the Virgin and on
the corners; three circular rosettes are completely
lost, and another has partial losses. There are minor
abrasions on the surface of the painting that partally
reveal the gesso under the clothing of both figures.
State Tret’iakov Gallery, Moscow (22722, OS 118)
In 1906 Nikodim P. Kondakov identified the
donors represented here as the Byzantine
courtier the great logothete Constantine
Akropolites and his spouse, Maria Komnene
Tornikina Akropolitissa. Citing studies by
Ducange, he noted that Maria was the daugh-
ter of the prefect of the Peloponnesos and
his spouse, Theodora, who was a member of
the Tornikes family. Because of her mother’s
lineage, Maria was called Palaiologina.” The
identification of the donors and the style con-
firms the date of the thringion that enframes
the icon to the late thirteenth or early fourteenth
century, as is frequently cited in the literature.?
In contrast, the icon has only recently
become the subject of particular study. Its
Hodgetria pose is based on the most sacred
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icon, one that was formerly preserved at

the Hodegon Monastery in Constantinople
and first venerated in Russia during the
pre-Mongol period. According to tradition,

a copy of the Hodegon icon was brought to
Russia by the Greek princess Anna, daughter
of the emperor Constantine IX Monomachos
(r. 1042—55), who became the wife of the
Chernigov prince Vsevolod Yaroslavich.
Their son, Vladimir Monomach, the prince
of Smolensk, Kiev, and Pereyaslavl’, inherited
the icon, which was eventually placed in the
Dormition Cathedral there, where it was
called the Hodegetria of Smolensk. After
being housed in Moscow for some time, the
icon was returned to Smolensk in 1456, being
carried in a farewell procession reminiscent
of those that bore the original Hodegetria in
Constantinople. During the fifteenth century
in Moscow, a special devotional cult arose dedi-
cated to the Smolensk Hodegetria. Among the
copies created of this holy icon were those by
Dionysius and the painters in his circle. In
1482 Dionysius restored a Greek Hodegetria
that had been brought to Russia in 1381 by
Dionysios, the archbishop of Suzdal, and
was damaged by a fire at the Resurrection
Monastery of the Moscow Kremlin. One of
the Russian Chronicles mentions that this icon
was an exact copy of the Constantinopolitan
miracle-working icon”

This icon, with its Byzantine thringion/riza,
can be compared to Greek icons of the four-
teenth to fifteenth centuries in its iconogra-
phy (the frontality of the figures and the
presence of archangels in the upper corners).
At the same time, it also possess traits of
those copies of the Smolensk Hodegetria
revered in Russia, which were also reminis-
cent of the Hodegetria of 1482.

A technical examination of the image has
resulted in a clarification of the relationship
between the thringion and the painting. The
panel is limewood of a later date with charac-
teristics of Moscow icons from the fifteenth
century. It is probable that its original icon
either was greatly damaged or simply disinte-
grated. The new icon was painted specifically
to fit the old thringion; the particular icono-
graphic details of the original image of the
Hodegetria could be determined by the silhou-
ette outlined by the frame. The figures of the
Akropolites donors preserved on the frame
probably indicate that the icon had a special
significance for the commissioner of the new
icon, who probably was their descendant.

The icon was given to the Trinity—Saint
Sergius Monastery, the most important one in
Moscow, which was under the special patron-
age of the city’s grand princes. According to
the monastery inventory of 1641, this icon was
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one of the most venerated images, and as such
was located behind the right kleros, on the wall
of the cathedral, immediately beside the relics
of the monastery’s founder, Blessed Sergius of
Radonezh.® It may have been a gift of Sophia,
daughter of Foma (Thomas) Palaiologos,” des-
pot of Morea until 1460. The original icon in
the riza most likely belonged to a Peloponnesos
female aristocrat and made its way into the
hands of her relative Sophia, the daughter of
the last Morean Palaiologos, who brought it
to Moscow in 1472 as part of her dowry.

Sophia is known to have prayed for an
heir at the Trinity—Saint Sergius Monastery,
asking the Blessed Sergius, patron of the
reigning family of Moscow, for his assistance.
In 1479 she had a son, the future Grand Prince
Vasily III, who was declared the heir of the
Moscow throne only in 1502, after extensive
dynastic and court upheavals.? The riza
of the family icon may have been used to
assert the continuity between the power of
the grand princes and that of the Byzantine
emperors, and thus may have served as a
validation of Vasily’s right to the throne.®
It is not accidental that this was an image of
the Hodegetria, the patroness of the state
and the ruling family.

In light of the hypothesis that the House
of the Great Princes of Moscow was involved
in the commissioning of the new icon, it
seems reasonable to assume that the painter
would be Dionysius, the most famous icon
painter of the last quarter of the fifteenth
century. And the icon is indeed characteristic
of his style.”” The painting, especially that of
the faces, employs shades of light olive
ground and golden hues delicately touched
with ocher, both typical of Dionysius.”

EG

1. Auribution made in Guseva 1999, pp. 105-9; Guseva
2002, pp. 58—60. Until 1919, when the thringion was
removed to restore the painting, the dating of
the painting was only approximate. Some scholars
thought that it was contemporary with the thringion
(Likhachev 1906, 1911), others that it was a sixteenth-
to seventeenth-century replacement of the original
(Kondakov 1914-15). After the cleaning, the painting
was attributed to a “Russian Master Painter,” with a
broad period dating from the fourteenth to the six-
teenth century (Olsuf’ev, Svirin, Bank, Antonova).
Antonova, Popov, and Guseva attributed the painting
to the Moscow School.

. Kondakov 1906, pp. 81-83 n. 2.

Bruk and Iovleva 1995, vol. 1, no. 166 (with bibl.).

Guseva 1999; nos. 1, Dionisii 2002, nos. 4-5, 39, 41, 45.

Guseva 1982; Lidov 2000, no. 86 (with bibl.); Dionisii

MR

- 2002, no. 1 (with bibl.).

. Olsuf’ev 1929, pp. 97-98.

Guseva 1999, pp. 105-9, fig. 8.

Shchepkina 1954.

Records indicate that Sophia Palaiologos made dona-
tions to the Trinity—Saint Sergius Monastery, possibly
upon the birth of Vasily and upon his receiving the ttle
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of grand prince. This is one of the two poruch (liturgi-
cal vestment to cover the wrists of the priest during
celebration of the Mass) with an image of the
Annundiation (Vasily Ill was born on the second day
after the Annunciation, the feast of the archangel
Gabriel, and his second name was Gabriel); see
Manushina 1983, no. 27. Another gift is a fabric with an
image of the Cross of Golgotha, and the family’s
patron saints, with an inscription dating it to 1499 (the
year of Vasily III's accession; in the text Sophia is called
the Princess Tsargrad [Constantinople]); see Maiasova
1968, p. 122; Maiasova 1971, pp. 21—22, pls. 29-30.
10. Guseva 1999, pp. 105-9, ﬁg. 8; Guseva 2002, pp. 58—60.
. Analysis of the pigments by the conservator T. M.
Mosunova (publication forthcoming) confirms the
painting is similar in materials and characteristics to
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works securely attributed to Dionysius.

REFERENCES: Bruk and Iovleva 1995, vol. 1, no. 166,
p. 219 (repr.) (with complete bibl.); Guseva 1999,
pp- 105-9, fig. 8; Guseva 2002, pp. 58—60.

5. Pyxis with Royal Figures,
Musicians, and Dancers

Byzantine (Thessalonike?), 1403—4 (?)

Ivory

Height 3 cm (1%s in.); diameter 4.2 cm (1% in.)
InscriBeD: I® (John); ANAP (Andronikos); e1p
(Irene); M (Manuel)

ProvENANCE: Stroganoff collection, Rome; Mr. and
Mrs. Robert Woods Bliss, Washington, D.C.
ConprTtion: The surface of the figures is rubbed;
the lower left leg of the syrinx (?) player is missing;
the box is split into halves (with vertical breaks
behind the peacock’s head and in front of the
harpist); and a chip is missing from the lid.
Dumbarton Oaks, Washington, D.C. (36.24)

A frieze of sixteen figures encircles this small
box, beginning with a kneeling figure offering
the model of a city—with a peacock below
it—to an emperor. This emperor introduces
two groups, each consisting of a long-bearded
emperor and an empress flanking a youth.
These formally posed, frontal figures with
crowns are followed by musicians, including
drummer, flautist, harpist, two trumpeters,
lute player, and syrinx (?) player, and two
dancers, one with arms akimbo and another
with a scarf behind her head. This last
performer is half-hidden behind the first,
kneeling figure.

The pyxis is deeply carved, and its thin
wall is now broken into halves and held
together by a metal ring at the top; traces of
copper oxide at the bottom suggest a similar
ring was used here, too. The lid is slightly
domed and has incised concentric circles; one
circle contains twenty-four smaller circles,
and twenty of these, as well as the central
umbo, retain their gilt-wax insets.
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Four of the imperial figures are identified
by abbreviations. Several theories have been
proposed as to who they represent and for
what occasion the pyxis was made. Nicolas
Oikonomidés’ interpretation, which follows,
is the most recent and the most convincing.'

Receiving the city is Emperor John VII
Palaiologos (r. 1403-8), accompanied by his
wife, Irene, and son Andronikos. John’s co-
emperor is his uncle, Manuel II (r. 1391-1425).
Though at times estranged, the rulers
reached an entente in 1403: Manuel would
rule from Constantinople and John from
Thessalonike as “emperor of all Thessaly.”
Thessalonike had just been returned to
Byzantium by the Turks, and Constantinople
to Manuel by John, who had served as
regent during Manuel’s four-year absence
in Europe—the elder emperor had tried to
raise funds for the defense of the empire
agaist the Turks. The depiction of their sons
crowned as emperors alludes to a policy of
alternating dynastic succession.

As the new ruler, John symbolically receives
his capital city while musicians and dancers
enliven the festivities. Kurt Weitzmann inter-
preted the musicians as based on historical
precedent, like images in the manuscript of
John Skylitzes in Madrid,” while Oikonomidés
placed more emphasis on the association of
the musicians and dancers with the Psalms
and King David.* The imagery could have
borrowed from both sources.

The representation of two imperial
families side by side is unique.* Moreover,
the depiction of imperial figures in conjunc-
tion with animated performers is rare in
Byzantine art. Examples that do exist, such
as those on the late-fourth-century Obelisk
base of Theodosius in Constantinople’ or

in eleventh-century frescoes in Saint Sophia,
Kiev,® are fundamentally different in ceremo-
nial meaning and composition.

The imagery on this pyxis represents the
optimistic scheme for power-sharing between
John VII and Manuel II, which seems to have
been an attempt to settle the ambitions of
nephew and uncle as well as to offset the vul-
nerability of the Byzantine Empire in the face
of Turkish expansion. The carver has shown
the formality of the new imperial order and
the celebrations that would have accompa-
nied its establishment. Fatefully, this political
maneuver was short-lived, with John VII
dying in 1408 and the empire itself conquered
within a half century. sz

-

. Oikonomidés 1977. Barlier interpretations are those of
A. Grabar 1960 and Weitzmann 1972a.

Weitzmann 19724, p. 80, figs. 45-46.

Oikonomideés 1977, pp. 336—37.

Imperial families in similar paratactic arrangements

PO

are known, but divine patrons are present in each
case; see the Barberini Psalter, ca. 105967, Vat. Gr. 372,
fol. sr; the Slavonic Tetraevangelion, dated 1356, British
Library, Add. 39627, fol. 3r; and the Works of Dionysios
the Areopagite, dated 1408, Louvre, Ms. Ivoires 100,
fol. 2r, illustrated in Spatharakis 1976, figs. 7, 39, 93,
respectively. The manuscript in Paris represents
Manuel II with his family.

5. See A. Grabar 1960, fig. 21.

6. See ibid,, figs. 22—-23.

REFERENCES: Paris 1931, no. 141; Boston 1940,
no. 122; A. Grabar 1960; Weitzmann 19722, no. 31;
Oikonomidés 1977; Cutler 1994, p. 284 n. 121;
Cutler 1995, p. 225.

6. Seal of Michael VIII Palaiologos

Byzantine, 126162

Lead

Diameter 4.7 cm (1 7 in.); weight 475 g

Obverse: The emperor, standing frontally, wears a
crown with prependoulia, a loros, and a divetesion.
Above his head he holds with both hands an icon of
the Virgin Blachernitissa, who holds a portrait of the
Christ Child.

Reverse: A metric verse of nine lines in twelve-syl-
labic, iambic trimeter.

INscrIBED: On the obverse, on either side of the
emperor (left), MI / EN XQ TQ ©Q / TIICTOC /
BACIAEV / CKAI AV/[TJOKPAT / [Q]P
PQ/MEQN [AOYIK / [AC]; (right), ATT / EAOC /
KOMNI[H] / NOCOIT/ AAAIO / AOTOC / KAIN
/EOC K/ QNCTI[A] / NTI[N]/ [OC] (Michael, in
Christ the Lord, faithful king and emperor of the
Romans, Doukas Angelos Komnenos Palaiologos
and New Constantine [dotted circle]); to the left and
right of the Virgin’s feet, MP ©[ V] (Mother of God).
On the reverse, TOIC AGETO[V]/ CI THN
AIKHN TOV CE / KPETOV O NVN KPATVNE(I]
/ TQ XPONQ BEBVCMEN / ON O MIXAHA TO
©AVMA / TQN BACIAEQN [101 / NH ©C TA
TPQT[A] KAI KPICIC KA’ (Immediate punish-
ment and judgment of offense are for those who vio-
late the decisions of the Sekreton, which, after being
gagged for a time, is now strengthened by Michael,
the wonder of Emperors)

ProvENANCE: Formerly in the Zakos Collection.
Numismatic Museum, Athens (2032/1998. B.E. 728)

On August 15, 1261, the feast day celebrating
the Koimesis of the Virgin, Emperor Michael
VIII Palaiologos (r. 1259—82) entered the capital
of the shattered Byzantine state through the
Golden Gate, bound for Hagia Sophia. At
the head of the procession accompanying
Michael was the palladium of the empire, the
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icon of the Theotokos of the Hodegon
Monastery, a symbol of the divine power that
according to the emperor made possible the
reconquest of Constantinople. The “New
Constantine,” as Michael was called in rhetor-
ical texts and encomiums, then proceeded to
legitimize his newly established dynasty, the
Palaiologan, the longest lived and final dynasty
of Byzantium. Michael took diplomatic steps
intended to reestablish Byzantium’s impor-
tance to the western European world, and he
undertook the expensive work of restoring
public and ecclesiastical structures.

This lead seal was made soon after the
recapture of Constantinople as part of
Michael’s reorganization of the government.
One of his first moves was to reinstitute the
Sekreton, the highest royal court, which had
ceased to function during the Latin occupa-
tion (1204—61). The seal must have been issued
as soon as the Sekreton started to function
again and was most probably used to stamp
the document drawn up either for the foun-
dation of the office or for the appointment of
the First Secretarial Judge.

The iconography is unique not only in the
numismatic and sigillographic tradition but
also in Byzantine art in general. The represen-
tation of the emperor holding an icon of the

32 ByzanTiuM: FAITH AND POWER

Virgin over his head is a clear reference to
Michael’s triumphal procession into
Constantinople. However, the Virgin on
the seal is depicted in the iconographic pose
known as the Blachernitissa, not in the
Hodegetria pose. The most likely explana-
tion is that the emperor was attempting to
connect the newly reinstated Sekreton with
the Virgin named after the Blachernai, the
imperial palace. YN

1. The reading of the last word of the metric
inscription, apparently incorrect, is suggested here
for the first time. It is in accordance with the
meter and corresponds to the shape of the lead
seal.

REFERENCES: Laurent 1932, no. 723, pp. 59—60;
Konstantopoulos 1933; Lemerle 1948; Lemerle
1949; Geanakoplos 1959; Laurent 1963-81, vol. 2,
no. 824, pp. 435-36 (with bibl.); Zacos and Veglery
1972, vol. 1, nos. 2756 bis, pp. 1579-81 (with bibl.);
Macrides 1980; Nicol 1993; Macrides 1994;
Gounaridés 1999; Touratsoglou 2001, pp. 120—2I.

7A—F. Seals

7A. Lead Seal of Theodora
Doukaina Palaiologina, Wife of
Michael VIII

Constantinople, 125982

Lead

Diameter 3.8 cm (1% in.)

INscriBED: On the obverse, sigla at left and right of
the Virgin's head, MHP-8V (Mj(t)g ©(£0)0;
Mother of God); on the reverse, in a column at left
and right of the empress, ©E|OA®W|PAEV|CEBE
|JATHIAVIY |...” A¥|KAIINAH|TTAAA|OA|T
(@e0dipa edoePfeatdrn adyod[ota] Aobxaiva
7 oAaftJoA[o]y[iva]; Theodora Doukaina
Palaiologina, most pious augusta)

ConpiTioN: On the obverse the specimen is bent in
the center and the face of the Virgin has suffered
some metal loss.

Arthur M. Sackler Museum, Harvard University,
Cambridge, Massachusetts, Bequest of Thomas
Whittemore (1951.31.5.1701)

7B. Lead Seal of Andronikos II
Palaiologos

Constantinople, 12821328

Lead

Diameter 3 cm (1% in.)

INScRIBED: On the obverse, traces at right of the

figure of Christ, XC ['I(nood)g] X(o1otd)c; on the
reverse, traces in the column at left and right of
emperor, . . . [APOJMI|KOCA-II (fAv]dgdvixog
S[eondtng 6] M[aA(arordyoc]; Andronikos
Palaiologos, despotes)

ConprTioN: The impression is strong, but the seal
was made using a blank that was too small to receive
the full circumference of the dies.

Dumbarton Oaks, Washington, D.C. (58.106.644)

7C. Lead Seal of Irene Komnene
Doukaina Palaiologina, Wife of
Andronikos II

Constantinople, 1285-1317

Lead

Diameter 2.9 cm (175 in.)

INscRIBED: On the obverse, sigla at left and right of
the Virgin's head, MHP-BV (M7(th)e ©(c0)0;
Mother of God); on the reverse, in the column at left
and right of empress, +| .IPH| NIEV| CEBE|
CTATH| AVI'Y¥ | CTA-+| KO| MNH| NHAY|
KENA| HITAA| AIOA.| TIN| A ([Elvgfvnt -
evoeBestdrn adyodoto Kopvnv Aovxeva 1
IMoAoror[o]yiva; Irene Komnene Doukaina
Palaiologina, most pious augusta)

ConbpiTioN: There is wear on the high points.
Dumbarton Oaks, Washington, D.C. (55.1.4362)

7D. Lead Seal of Constantine,
Despotes, Son of Andronikos II
Palaiologos

Constantinople, 12921322

Lead

Diameter 3.7 cm (1% in.)

INscrIBED: On the obverse, in the column at left
and right of Constantine, +| K®| NTA| NTI| NOC|
AECTI| OTIC-+| [TIOP| ®VPOI'| ENNHT| OCAY
KA| CKOMNH| NOCOTIA| AAIOA| OIO|C
(Kovotavtivog deomdtng moggugoyévvnrog
Aovrag Kopvnvos 6 Tlaharordyog; Constantine
Komnenos Palaiologos, despotes, born in the pur-
ple); on the reverse, in eight lines, +C®PAT] 1C| 0X
CKAI®VAA| KTHPKAICKEITHAN|
AKTOITAIAOCAECTI| OT ¥ KWNTANTINY |
KAITIOP®VPANG.| CAOVKAITAAA.| OAOTOV
(Zpoayic 6 X(QLoTo)g %0l QUANKTTQ X0L OXERT
avaxtémardog deondrov Kevotavrivov xal
nogguavi[od]g Aovxa Mara[t]oAdyov; Christ
is the seal and protector and refuge of Constantine
Doukas Palaiologos, despotes, a royal child, of purple
bloom)

ProveNaNcEe: Formerly in the Pierce collection.
Conprtion: The object is in virtually mint
condition.

Dumbarton Oaks, Washington, D.C. (47.17.4293)
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7E. Lead Seal of Anna
Palaiologina (Anna of Savoy),
Wife of Andronikos III

Constantinople, 1341-47

Lead

Diameter 2.8 cm (174 in.)

INscrIBED: On the obverse, sigla at left and right of
the Virgin's head, MHP-OV (M(tn)g ©(g0)0;
Mother of God); on the reverse, in the column

at left and right of empress, ANN| AEVCE| BETA|
THAVT] ¥..-~AVTOK| .ATOP,| CCA...| €... |

A...| ..| .. CAvva edoePeotdrn adyod[otal
avtox[glatég[ilosa [Popléfov 1y Mo
[AeoAroyiva]; Anna Palaiologina most pious augusta,
autokratorissa of the Romans)

ConpiITION: The reverse has suffered partial
corrosion.

Dumbarton Oaks, Washington, D.C. (8.106.638)

7F. Lead Seal of David Komnenos
of Trebizond

Trebizond, 1204—14

Lead

Diameter 3.9 cm (1% in.)

INscRIBED: On the obverse, in the column at left
and right of King David, AAA| BAC| ..EV| .~OITP|
O®H| TH| C (Ax(B1)3 Boo[rlev(c] 6 moophTng;
King David the Prophet); on the reverse, six lines,

preceded by a cross and followed by decoration,

+| AAABACIAEV| AC®AAECEIPA|
DWNKVPOC| AAAKOMNHNOV| BACIAEKTO|
NOVTINY| -~ (Aa(Bi)d Booired, Goporig
veopdv x0gog Aa(Bi)d Kopvnvod Baciiexydvou
yivov; King David, may you be the unfailing
confirmation of the decrees of David Komnenos,
descendant of emperors)

ConpitioN: The flan is slightly bent, and the
obverse has suffered a gouge at the left.

Arthur M. Sackler Museum, Harvard University,
Cambridge, Massachusetts, Bequest of Thomas
Whittemore (1951.31.5.1706)

In his Treatise on the Dignities and Offices, com-
piled in the middle of the fourteenth century,
Pseudo-Kodinos states that the emperor used
a wax seal when he wrote to his mother, wife,
or son. The matrix (or boulloterion) was kept
by an official called the parakoimomenos
(literally, the chamberlain) of the seal. He
goes on to say that the emperor employed

a lead seal when communicating with
despotai, the patriarch, and other persons

of rank." He might have added that lead

seals were also employed by empresses, as
witness here, for example, the lead seals of
Theodora Doukaina Palaiologina, wife of
Michael VIII (cat. 74), and Anna of Savoy,
wife of Andronikos III (cat. 78). On occasion,
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emperors sealed in gold. Gold seals survive,
for instance, of Michael VIII Palaiologos
(r. 1259—-82), John V Palaiologos (r. 1341-47;
1354—91), and John VIII Palaiologos (see cat. 8).*
In earlier centuries only the Byzantine emperor
used a gold seal, but over time numerous
rulers adopted the practice, such as Frederick
Barbarossa (r. 1155—90), Leo II of Armenia
(r. 1199-1219), and Charles I, king of Sicily
(r. 1266-85).% The rarest of seals is the silver seal,
used by rulers of Epiros and the Peloponnesos
during the thirteenth and fourteenth centuries.*
In order to seal in lead, two pieces of equip-
ment were required: a blank and a boulloterion.
Blanks were cast in molds, often of slate. The
molds were fashioned with grooves into which
wires were set. After lead was poured into the
mold and the metal began to cool, the wire
was removed, resulting in a disk with a channel
running through its interior. The boulloterion
was a plierslike instrument made of iron, with
heads resembling two punches. On the inner
face of each punch was carved in negative the
owner’s choice of decoration, such as a figure
or an inscription. Since lead seals were used
to validate the signature on a document, a
hole was made at the bottom of a document.
A thin cord was drawn through the hole, each
end of which was tied and then threaded
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through a blank’s channel. Finally the blank
was placed between the heads of a boullote-
rion and pressure was applied to the handles.
As a result, the dies were impressed into the
metal, and, with the collapse of the channel,
cord and blank were securely joined together.’
In the eleventh and twelfth centuries there
is some correspondence between coins and
imperial lead seals with regard to their overall
design, as well as details of iconography. Later,
the two genres part company. For example,
on hyperpyra of Emperor Andronikos II
(r. 1282-1328) (Dumbarton Qaks, 220 and 224),
the obverse bears a depiction of the Virgin
within the walls of Constantinople, and the
reverse features a representation of the
emperor kneeling before Christ. On seals, in
contrast, the obverse is decorated with a
representation of Christ standing and holding
a book, while on the reverse the emperor is
shown full length, facing the viewer and
holding the labarum, a Christian military
standard and symbol of regal power. On
imperial seals figures are stiff and, as such,
exhibit the same rigidity of posture and
gestures they had shown for nearly a thou-
sand years. The choice of iconography is
also conservative. In the eleventh and twelfth
centuries, imperial seals regularly bear a
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depiction of Christ. In the later centuries,
Christ is favored among emperors, while
their consorts prefer the Virgin. Thus we
find the Virgin enthroned, holding the infant
Christ, on the seals of Theodora (cat. 7a),
Irene, wife of Andronikos II (cat. 7¢), and
Anna, wife of Andronikos III (cat. 78). The
chancery sought to maintain as much as pos-
sible the illusion of timelessness: Palaiologan
seals have, on balance, the same figure style
and iconography as seals had had for cen-
turies, and reflect the same high standards of
epigraphy. The same cannot be said of coins.
On the obverse side of a coin of Andronikos II
(Dumbarton Oaks, 5, 220), the Virgin's sigla,
identifying her as “Mother of God,” is absent;
but no such gaucherie mars, for example, the
seal of Empress Theodora (cat. 7a), on which,
to the left and right of the Virgin's head, the
Virgin’s identifying label appears in bold relief.
Whereas coins often have either misspellings
or names with odd forms, inscriptions on
imperial seals are usually orthographically
correct, a reflection of the cultivation and
education of the officials who supervised the
issuance of state documents and who zeal-
ously protected the empire’s image.

Some seals are in late die state or are
corroded. In these instances, such as the
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seal of Anna Palaiologina (cat. 7E), it is
difficult to judge the quality of die carving,
but no such problem presents itself with
regard to the seal of Constantine, the son

of Andronikos II (cat. 7p). Here we are con-
fronted with the imprint of an exquisitely
carved die on which all the details of costume
are sharply defined, including the shape of
Constantine’s hat (called a skiadion) and the
jeweled lozenges that ornament his chlamys.
It is also clear that the figure is beardless,
suggesting that the seal was issued about
1292, the year Constantine (born in 1277)

was bethrothed and raised to the despotate.
The refinement of this seal contrasts with
the seal of David Komnenos (cat. 7¥), the
younger brother of Alexios I of Trebizond

(r. 1204—22). David and Alexios were reared

at the court of Queen Thamar of Georgia
and were in Georgia when the Latins seized
Constantinople. With Thamar’s help, the

two brothers led an army of Georgians

into Trebizond, where they established a
Byzantine successor state in 1204. David died
in 1214 while resisting a Seljuk siege at the
Pontian port of Sinope. On the obverse of
his seal we see King David dressed in imperial
costume and holding in his right hand a
scepter. The left may be holding an akakia,



although, since David was a prophet, the
object may also be a scroll. The depiction is
awkward, but the letters on the reverse are
neatly carved, and their arrangement reflects
the literary touches that Byzantine aristocrats
tended to esteem the most. The two-verse
inscription is in dodecasyllabic meter.®

JN

. Verpeaux 1966, pp. 175-76.

. See Martini 1984, nos. 10, 18, 22—23.

. Ibid., nos. 1, 8, 11.

. A silver seal is illustrated in Oikonomidés 198s, p. 6, no. 9.

. For illustrations of molds, blanks, and a boulloterion,
see ibid., pp. 4-8.

6. The inscription on the reverse of Constantine’s seal

consists of three verses, also in dodecasyllabic meter.

WA W R

REFERENCES: (74) unpublished, but for similar speci-
mens, see Zacos and Veglery 1972, no. 122; (78) ibid.,
no. 124a; (7¢) unpublished, but for similar specimens,
see ibid., no. 125; (7p) ibid., no. 2758a; Oikonomidés
1985, no. 45; (7E) Zacos and Veglery 1972, no. 127b;
(78) ibid., no. 2754a.

8. Gold Seal of John VIII
Palaiologos

Constantinople, 142548

Two thin disk-shaped sheets of gold, joined by a
binding substance, probably wax

Diameter 3.8 cm (1% in.)

INscRrIBED: On the obverse, sigla at left and right of
Christ’s head, TC-XC (I(nood)g X(oiot)g; Jesus
Christ); in the field at the left, the letter @ is super-
imposed on an M or an @ in a ligature with the let-
ter I'. In either case the meaning is unknown. On the
reverse, in a column at the left and right of the
emperor, I®] EHXWAVT®| KPA| TWP-O| TT1A|
AAI| O] AO| IO| C (lm(dvvne) &év X(oroT)d
avtaxgdtag 6 Iaratordyog; John Palaiologos, in
Christ, autokrator)

ProveNaNcE: Formerly in the Bertelé collection.

Conpirion: The seal is virtually mint state.
Dumbarton Oaks, Washington, D.C. (56.23.2909)

In John’s reign (1425-48) the standard coin was
the silver stavraton (see cat. 12p), with which
our gold seal stands in stark contrast. During
this reign Byzantium underwent the loss of
Thessalonike to the Turks in 1430 and the
subjugation of the Morea by the Turks in
1446, while attempts to unify the Eastern and
Western churches ended in failure. Yet even as
the power of Byzantium waned, the imperial
chancery maintained the traditional standards,
projecting to its public a courtly world of dig-
nity, majesty, and splendor. On the stavraton
Christ and the emperor are mere stick figures;
in the process of simplification even the
emperor’s symbols of power have been elimi-
nated. On the gold seal, however, we can
discern a distinct face with a long beard, a
crown surmounted by a cross, and a jeweled
gown. The emperor holds in his right hand
a sceptered cross and in his left an akakia.
Andronikos II Palaiologos (r. 1282-1328)
was the last Byzantine emperor to strike large
quantities of gold coinage. In that reign and
in prior times, the weight of a gold seal corre-
sponded to a unit of gold coinage. Since gold
coinage had ceased to be issued by John’s
reign, we are unsure what this seal’s weight
(6.6 g) signifies. It may be that it equals one
and a half solidi. The seal has the same matri-
ces as a gold seal of 1433, preserved in the
Vatican.” JN

1. For an illustration of the Vatican gold seal of John VIII,
see Dworschak 1936, pl. 1 (opposite p. 288), and Martini
1984, NO. 22.

REFERENCES: Grierson 1966, pp. 252—53; Zacos and
Veglery 1972, no. 128 bis.
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9. Gold Seal of Thomas,
Despot of Epiros

Epiros (northwestern Greece), ca. 1313—18

Two disk-shaped sheets of gold, with the one of
larger circumference folded over the edge of the
smaller

Diameter 3.27 cm (17 in.)

INscRIBED: On the obverse, at left and right of Saint
Michael, AP| X-Ml| X (Agx(dyyerog) Muy(afh);
Archangel Michael). On the reverse, in a column at
left and right of Thomas’s head, X| PI-K.| PI¥
(x(e)i@ K[v]giov; Hand of the Lord); in a column
at the left and right, ATTE| AOTO| NOV| C®P|
A-TICM| A| ©WM| AAE]| CTIO| T% (Ayyeloydvou
opEGyopo Owud deomdTov; Seal of Thomas,
despot, member of the Angelos family)
PROVENANCE: Acquired by the British Museum

in 1862.

ConprTioN: Besides a loss of metal and slight dis-
coloration at the top, there is also a small crack at
the bottom.

The Trustees of the British Museum, London
(M&LA 62,7-29,1)

After the fall of Constantinople in 1204 to

the Latins, Michael I Komnenos Doukas

(r. 1205-15) founded a government-in-exile in
Epiros. In 1224, his brother Theodore wrested
control of Thessalonike from the Latins and
was crowned emperor there. The adoption
of this title placed the overlords of Epiros in
contention with the Vatatzes, the rulers of
Nicaea, and in 1242 John III Vatatzes forced
Theodore’s son, John Komnenos Doukas, to
adopt instead the designation despotes, the
title that is found on this seal. Its owner,
Thomas, was born about 1288-89. He was
the son of Nikephoros I Komnenos Doukas,
ruler of Epiros (r. ca. 1266/8—ca. 1296/8) and
Anna Palaiologina Kantakouzene. The
inscription on the reverse directly mentions
his descent from the Angeloi family, of which
the presence of the archangel Michael as a
decorative motif on the obverse is an indirect
reminder. In 1307 Thomas married Anna
Palaiologina, the granddaughter of Emperor
Andronikos II, and until 1313 harmonious rela-
tions prevailed between the despotate of Epiros
and the imperial court of Constantinople.
Thomas ended his career as a rebel against
imperial authority, however, and died in 1318
at the hands of his nephew Nicolas Orsini.”
Werner Seibt dates the seal to the period
1313—-18, when Epiros and Constantinople
were moving toward open conflict. The right
to use a gold seal belonged exclusively to the
emperor. Its use by anyone else constituted an
act of defiance, a deliberate affront that is com-
pounded here by the fact that the figure of
Thomas is shown wearing imperial clothes and
holding the symbols of imperial office, namely

INTRODUCTION 35



LAia ok

a scepter in the right hand and in the left an

akakia (here, the pipe-shaped object terminat-
ing in a knob at each end). In this portrayal of
Thomas we see the art of fourteenth-century
political propaganda. IN

1. Thomas's life is discussed in Nicol 1957 (rpt.), pp. 63—80.

REFERENCES: Buckton 1994b, no. 214; Seibt 1994,
pp- 71-76, pl. 60.

36 ByzaNTiuM: FAiTH AND POWER

10. Gold Seal of Czar
Constantine Asen

Bulgarian (Tarnovgrad), after 1268

Gold, approx. 10 carats

Diameter 3.8 cm (1% in.); weight 7.57 g

INscRrIBED: In relief, in old Bulgarian, on the
obverse, “Archangel Michael”; on the reverse,
“Constantine Asen, in Christ God loyal Czar and
Autocrat of the Bulgarians”

PrROVENANCE: The findspot is unknown. The

seal was bought in Istanbul. The collection of the
Institute of Archaeology with Museum in Sofia
contains another seal (inv. 98) with the same prove-
nance. It is made of the same material, but

its diameter (3.4 cm) is smaller.

ConpitioN: The seal is in a good state of preserva-
tion. The details in the representations are sharp,
especially on the obverse. The reverse die of the seal
is less worn than is the obverse. The object has never
been subjected to restoration or conservation.
Institute of Archaeology with Museum at the
Bulgarian Academy of Sciences, Department of
Numismatics, Sofia (97)

The whole field of the obverse is occupied by
the full-length figure of the archangel Michael,
nimbate and with long-feathered outspread
wings. Michael, dressed in a chiton, cuirass,
and chlamys, faces forward while standing on
a suppadaneum. The sword in his right hand
extends over the right shoulder; from the left
hip hangs the sheath. This detailed representa-
tion is very expressive. On the reverse, the czar
is shown standing on a suppadaneum and
facing forward. The figure is contained within
an oval frame around which runs the inscrip-
tion. He is dressed in a divetesion and wears

a loros with its end thrown over his left hand.
Prependoulia hang from his crown on both
sides of the head. The czar holds a labarum
in his right hand and the akakia in his left.
The reverse pattern resembles known types
of seals belonging to the early Latin emperors
in Constantinople.” A similar lead seal, with

a diameter of 4.2 cm (1% in.), is kept in the
Athens Numismatic Museum,” while another
lead example in the same collection depicts
the archangel Michael and the emperor, with
certain iconographical differences.’

Images of Czar Constantine Asen
(r. 1257—77) survive in excellent wall paintings
from 1259 in the Boyana Church, near Sofia.
The donor’s inscription there lays stress on
the kinship of the local sebastocrator Kaloyan
with Bulgarian and Serbian rulers.* Conflicts
between the Asen ruling dynasty of Bulgaria
and the aristocracy brought to the throne the
boyar Constantine Tich, grandson of Serbian
king Stephan I and son of the boyar Tich from
Skopje. The czar is depicted in the Boyana
wall paintings together with his wife, Irene,
daughter of the Nicaean emperor Theodore I
Laskaris and granddaughter on her mother’s
side of the Bulgarian czar Ivan Asen II. Having
received a kind of legitimacy through his first
marriage, the new Bulgarian czar Constantine
adopted the family name Asen. His second
wife, Maria, was also a Byzantine princess—a
niece of Emperor Michael VIII Palaiologos.
Most probably since that date the representa-
tion of the archangel Michael, the personal
protector of the Byzantine emperor, began
to appear on the seals of Constantine Asen.
The low-grade gold used for the seal’s lamellae
is a reflection of the troubled situation in
the country during the twenty-year reign of
Constantine, due to repeated Tatar invasions
and internecine wars.”

The authenticity of the seal has been ques-
tioned in the past,’ but recent studies and new
discoveries have confirmed its authenticity.

MV

1. Iurukova and Penchev 1990, p. 54.

2. Konstantopoulos 1930, p. 285a; Gerasimov 1960,
Pp- 65-68, pl. IV.2, fig, 2.

3. lurukova and Penchev 1990, pp. 163-68, no. 190.
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4. A. Grabar 1924.
5. Tordanov 2001, p. 117, no. 159.
6. Gerasimov 1970, pp. 37-38, fig. 5a.

REFERENCES: Mushmov 1924, no. 247; Gerasimov

194041, pp. 66—73; Gerasimov 1970, pp. 37-38, ﬁg‘ 5a;
Paris 1980, p. 182, no. 395; lurukova and Penchev 1990,
Pp- 52-56, pl. 111, 24a-b; fordanov 2001, p. I77, NO. 159.

II. Lead Seal of Patriarch
Vissarion

Bulgarian (Tarnovgrad [Veliko Tarnovo}), mid-13th
century, maybe 1246 (?)

Lead

4x37x.2cm (1% x1% x s in.); weight 2075 g
INscrIBED: Four lines in old Bulgarian, on the
reverse, “Vissarion, by the grace of God, Patriarch of
the Bulgarians”

PROVENANCE: The seal is a stray find from the
village of Belene, in the Veliko Tarnovo region (on
the Danube River).

ConbpitioN: The seal is in a good state of preserva-
tion. The surface of the relief on the obverse is
slightly worn, but the details are still clear. The
inscription is legible.

Institute of Archaeology with Museum at the
Bulgarian Academy of Sciences, Department of
Numismatics, Sofia (110)

The entire field of the obverse is occupied by
a relief scene depicting Christ’s Ascension.
An encircling ring of dots is partially preserved
along the rim. The composition is symmetri-
cally arranged on both sides of the vertical axis.
The two major figures, around which the rest
of the participants in the scene are grouped,
are represented one above the other: Christ
enthroned within an oval compartment
(mandorla), and the standing Virgin, her hands
over her breast. The mandorla is supported by
two flying angels. Beneath them, on either side
of the Virgin, are the twelve disciples, in two
groups of two rows. With their bodies slightly
turned, they gaze up at the divine image.

The iconography of the scene on the
obverse and the high quality of the engraving
give much support to the suggestion that the
matrix of the seal was manufactured in the
old Bulgarian capital, Tarnovgrad, and that
the scene itself reproduced a famous icon
kept most probably in the patriarch’s church,
which is known to have been devoted to the
Ascension. The remains of that church and
of the patriarch’s residence, which have been
precisely localized and archaeologically stud-
ied, were situated on the uppermost part of
Tsarevets Hill (Czar’s City) in Tarnovo, just
next to the ruins of the czar’s palace. Judging
by another known specimen—the seal of
patriarch Symeon from the 1340s, the scene

represented here seems to have been used as a
particular symbol of the Bulgarian patriarchs
during the Middle Ages.

The lead seal of Patriarch Vissarion is a
rare sphragistic survival, one of the few
known seals of heads of the Bulgarian church
in the Middle Ages. At the same time, the
identification of the personality of the patri-
arch is still a matter of scholarly discussion.
His name is not attested in the preserved doc-
uments. Not long ago graffiti mentioning his
death were discovered in the Saints Peter and
Paul Church in Veliko Tarnovo. They read:
“Patriarch Vissarion passed on in the month
September.”? Unfortunately, the year is not
recorded. The time of Vissarion’s patriarchate
is differently specified in the scholarly litera-
ture, ranging from the second decade to the
middle of the thirteenth century. The lack of
official records has given rise to different
hypotheses. One suggests a conflict between
the head of the Bulgarian church and the
Bulgarian czar Ivan Asen II (r. 1218—41), possi-
bly over opposition of the former to the czar’s
numerous marriages. Another theory con-
cerns the patriarch’s support for union with

Rome,” which has been put forward by I. L
Tordanov, who dates the seal to 1246.
According to fordanov, the patriarch’s adher-
ence to Uniatism led to his non-inclusion in
official documents of the Orthodox Church.
The absence of the formula “of all the
Bulgarians” in the patriarch’s title, which
became obligatory from the time of Patriarch
Basilius I (1246-56) on, is another argument in
favor of this suggested dating of the seal.®

MV

-

. Gerasimov 1964, pp. 45—49; lurukova and Penchev 1990,
p- 66.
. Tordanov 2001, p. 3L

N

. Ovcharov and Hadzhiev 1991, pp. 24-27.

w

. Iurukova and Penchev 1990, p. 68; Giuzelev 1972, p. 81;
Andreev 1994, p. 58.

Gerasimov 1964, pp. 46—47; Ovcharov and Hadzhiev
1991, PP. 24—27.

Tordanov 2001, p. 131.
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REFERENCES: Gerasimov 1952, pp. 95100, fig. 2;
Gerasimov 1964, pp. 45—49; Paris 1980, no. 396;
TIurukova and Penchev 1990, pp. 65-68; Totev 1999,
Ppp- 613-14; Rome 2000, p. 190, no. 67; Tordanov 2001,
PP 130-31.

I2A—P. Byzantine Coins

12A. Gold Hyperpyron of
Michael VIII Palaiologos

Byzantine (Constantinople), 1261-82

Maximum diameter 26 mm (1 in.); weight 4.14 g
Obverse

Inscrizen: [MP]® (Mother of God)

Bust of the Virgin Orans, rising over the city walls of
Constantinople.

Reverse

Inscrisep: X/M/ATI/T (Despot Michael
Palaiologos); above, M ([Archangel] Michael); in cen-
ter, XC (Christ); on right, O/TIA/A (Palaiologos)
Archangel Michael presenting the kneeling emperor
to Christ, seated on a low throne and holding a scroll
in his left hand.

Dumbarton Oaks, Washington, D.C. (48.17.3592)

12B. Gold Hyperpyron of
Andronikos II Palaiologos

Byzantine (Constantinople), 128294

Maximum diameter 23 mm (75 in.); weight 3.77 g
Obverse

Bust of the Virgin Orans, rising over the city walls of
Constantinople.
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Reverse

InscriBep: +/.AP/NIKOC/XOT/©001/
IPOC/ACIA (Andronikos, in Christ the Lord,

[the sanctified emperor]); on the right, IC/XC

(Jesus Christ)

Haloed emperor kneeling in proskynesis before
standing Christ, who places his right hand on the
emperor’s head and holds the Gospels in his left hand.
Dumbarton Oaks, Washington, D.C. (60.88.4454)

12C. Silver Basilikon of »
Andronikos IT and Michael IX
Palaiologos

Byzantine (Constantinople), 130420 or later
Mazimum diameter 21 mm (% in.); weight 2.12 g
Obverse

Inscrisep: IC XC (Jesus Christ)

Christ seated on a high throne.

Reverse

InscriBep: VTIOKPATO-PECPOMAION
(Emperors of Rome)

Andronikos II, bearded, standing to the right of his
son Michael IX. Between them the royal pair hold a
labarum.

Dumbarton Oaks, Washington, D.C. (48.17.3631)

I2D. Silver Stavraton of John V
Palaiologos

Byzantine (Constantinople), 1354—76

Maximum diameter 28 mm (17s in.); weight 8.6 g
Obverse

InscriBED: IC XC (Jesus Christ)

Bust of Christ, holding the Gospels in his left hand.
Reverse

INscRIBED: In concentric circles, + 1()...ECITO...0
TTAAEOAQOI'OC - ©VXAPITIB ACIACC TON
POM®N (Despot John Palaiologos, by the grace of
God, emperor of the Romans)

Bust of haloed emperor.

Dumbarton Oaks, Washington, D.C. (60.125.1674)

I2E. Silver Half-Stavraton of
Manuel II Palaiologos

Byzantine (Constantinople), 1391-95

Maximum diameter 19 mm (% in.); weight 3.48 g
Obverse

Saint Demetrios on horseback, with sword raised in
right hand.

Reverse

INscrIBED: In circle, +M...ITICTOCB ACIA.
(Manuel . . . faithful emperor)

Bust of haloed emperor with Palaiologan mono-
gram to his right.

Dumbarton Oaks, Washington, D.C. (56.23.4743)



I2F. Silver Stavraton of John VIII
Palaiologos

Byzantine (Constantinople), 1425-48

Weight 7.12 g

Obverse

Inscrisep: IC XC (Jesus Christ)

Bust of Christ, gesturing with his right hand and
holding the Gospels in his left hand.

Reverse

INscRIBED: In concentric circles, ..ECII..
OITAAEOAOT ../OVXAPITIB
ACIAEVCTOVPOME (Despot [John] Palaiologos,
by the grace of God, emperor of the Romans)
Bust of haloed emperor.

Dumbarton Oaks, Washington, D.C. (60.88.5531)

12G. Silver Half-Stavraton of
Constantine XI Dragases

Byzantine (Constantinople), 1449-53

Mazximum diameter 17 mm (% in.); weight 3.27 g
Obverse

INscriBED: IC XC (Jesus Christ)

Bust of Christ, gesturing with his right hand and
holding the Gospels in his left hand.

Reverse

InscrIBED: In concentric circles, ... THCOITAA...
(Despot [Constantine] Palaiologos)

Bust of haloed emperor.

Dumbarton Oaks, Washington, D.C. (90.2.2)

12H. Copper Assarion of
Andronikos II and Michael IX
Palaiologos

Byzantine (probably Constantinople),
1294-1320 or later

Weight 155 g

Obverse

INscriBED: Palaiologan monogram, [TAAT
(Palaiologos)

Reverse

INsCRIBED: In circle, +A...POMAIWN (Emperors
of the Romans)

Half-length figures of Andronikos and his son
Michael, holding between them a labarum.
Dumbarton Oaks, Washington, D.C. (93.3.11)

121. Copper Assarion of John V
Palaiologos and Anna of Savoy

Byzantine (Thessalonike), 1352—65

Maximum diameter 16 mm (% in.); weight 1.09 g
Obverse

Emperor standing, holding a labarum in his right
hand and an akakia in his left hand. Left of emperor,
8 (B), a symbol of the royal dynasty.

LRI, IR

INTRODUCTION 39



40

ByzaNTiUM: FAITH AND POWER

[Py T

- . 1
Eig, 1
s TTTTLL

Reverse

Anna standing, holding a model of the city of
Thessalonike in her right hand and a scepter in her
left hand.

Dumbarton Oaks, Washington, D.C. (60.125.1690)

12J. Copper Assarion of John V
Palaiologos

Byzantine (Thessalonike), ca. 1365-76

Mazximum diameter 18 mm (% in.); weight 1.58 g
Obverse

Emperor, haloed, stands on the left, holding a
scepter and gesturing with a small cross in his left
hand toward a structure, perhaps the shrine of
Saint Demetrios.

Reverse

A group of soldiers (one visible) thrust their spears
into Saint Demetrios’s side. The saint, seated, sumps
forward with his hand raised.

Dumbarton Oaks, Washington, D.C. (67.34)

I12K. Billon Politikon, probably of
John V Palaiologos

Byzantine (probably Constantinople), ca. 1340-60
Mazximum diameter 17 mm (% in.); weight .83 g
Obverse

InscriBeD: +TTIOAITIKOM (the city, or, the public)
Square cross at center.

Reverse

Large castle or gates of a city, with a cross surmount-
ing the uppermost tower.

Dumbarton Oaks, Washington, D.C. (58.160)

12L. Billon Politikon, probably of
John V Palaiologos

Byzantine (probably Constantinople), ca. 134060
Maximum diameter 14 mm (% in.); weight .41 g
Obverse

INscriBeD: +IL... IKOM (the city, or, the public)
Square cross at center.

Reverse

Double-headed eagle with wings spread.
Dumbarton Oaks, Washington, D.C. (70.4)

12M. Copper Tornesion of
Andronikos IV

Byzantine (probably Constantinople), 1376—79
Mazimum diameter 18 mm (% in.); weight 2.09 g
Obverse

InscriBep: +AMAPONIKO ...I (Andronikos
[Despot]); at center, Palaiologan monogram, ITAAT
(Palaiologos)



Reverse

Saint Demetrios and emperor, both haloed, riding on
horseback. The emperor rests a long cross over his
right shoulder.

Dumbarton Oaks, Washington, D.C. (60.88.4755)

I2N. Silver Asper of John II
Komnenos of Trebizond

Byzantine (Trebizond), 1280-97

Mazximum diameter 23 mm (7 in.); weight2.3 g
Obverse

InscriseD: @/EV/T/E/NI/O/C (Saint Eugenios)
Saint Bugenios standing, with a long cross in his
right hand, gesturing with his left hand.

Reverse

INscriBeD: I0/O/K/OMN/N/O/C (John
Komnenos)

Emperor standing, holding cruciform globe in his
left hand and labarum in his right hand.
Dumbarton Oaks, Washington, D.C. (60.88.4938)

12 0. Silver Grosh of Ivan
Alexander and Michael Asan

Bulgarian, 1331-71

Obverse

Weight1.8 g

Inscrisep: IC XC (Jesus Christ)

Christ with both arms raised in benediction, mono-
grams to his left and right.

Reverse

InscriBeED: Not legible (usually shorthand for the
rulers’ names)

Ivan and Michael standing side by side, holding a
banner between them and each holding a long cross
over his shoulder.

The American Numismatic Society, New York
(0000.999.53384)

12P. Silver Denga of Pskov

Russian (Pskov), ca. 1510

Weight .7 g

Obverse

Bust portrait of crowned duke with sword raised
in his right hand. The letter K appears to his right.
Reverse

INscRrRIBED: In Russian, peisra [TekoBRekAR

(coin of Pskov)

The American Numismatic Society, New York
(1956.163.1744)

Coins of the Late Byzantine world offer a
unique window into the affairs of the
empire and its neighbors. They reveal the
great faith invested in saints and holy pow-
ers charged with the protection of particular
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dynasties, regions, or cities. They also show
a tension between the will to preserve the
grand traditions of the Byzantine economy
and the need to adapt to a complicated
new world.

Although history remembers the first
Palaiologan emperor for his aggressive
pragmatism, and in particular for his conces-
sions to the pope, Michael VIII's coins paint
a different picture of the emperor (r. 1259~82).
He is shown kneeling—a first in coin iconog-
raphy—with his namesake archangel Michael
behind, commending him to Christ who sits
enthroned before the emperor (cat. 124).
Subsequent rulers followed Michael VIIl in
his humility before the empire’s heavenly
protectors, especially his deeply devout son
Andronikos II (r. 1282-1328), who was some-
times depicted in full proskynesis before
Christ (cat. 128).

This new representation of the relationship
between the earthly and heavenly ruler on
coin reverses was coupled with an equally
significant iconographic innovation on the
‘obverse. There a new icon type showed the
Virgin, with arms raised, rising over a cityscape
of Constantinople—a city for many centuries
entrusted to her care. By depicting the city,
the coin reveals an immediacy and specificity
in representations of Byzantine faith that
characterizes many other coins of the period.
The coins of the splinter state of Trebizond
stopped emulating traditional types and instead
called upon a local patron saint, Eugenios,
to protect his specific region (cat. 12n). In
Thessalonike surviving coins speak to the
special faith there in Saint Demetrios, who
appears on many copper coins minted in the
region, as well as on a silver coin celebrating
his martyrdom and his miracle-working
shrine (cat. 12j). Other small-denomination
coins incorporated symbols of political
power specifically associated with the ruling
dynasty—the Palaiologan monogram (cats.
12E, 12H, 12M), the double-headed eagle (cat.
121)—or the city itself, whether shown in iso-
lation (cat. 12K) or in the hands of a local
ruler, like the empress Anna of Savoy (r.
1341-65), who took on the administration of
Thessalonike (cat. 12 1).

The inventiveness of Late Byzantine
coinage did little, however, to mask its gen-
eral decline in quality and international
significance. With Byzantium'’s share in global
economics on the wane, its coins too—the
symbols of that economic power—ebbed in
prestige and influence. As high-quality gold
coins came to dominate western European
currencies, the Byzantine hyperpyron could
not keep pace, and by the mid-fourteenth
century it had declined to the point that
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production of gold coinage was stopped alto-
gether. Instead, Byzantium and its neighbors
shifted to a silver standard, based on the
basilikon coin (cat. 12c), first developed under
Andronikos If and modeled on the Venetian
grosso (see cat. 313). Serbian coins replicated
the grosso in their design (see cat. 13), while
Bulgarian coins, like their Byzantine counter-
parts, preserved as far as possible a traditional
Byzantine iconography in this new format
(cat. 12 0). Under John V (r. 1341-91) the basi-
likon was superseded by the stavraton coin
(cats. 12D-12G), a heavier and thus more valu-
able coin than the basilikon, but of a much
cruder design. Further north, in Russia, by
the fifteenth century principalities were
experimenting in silver coinages of their own,
animated both with symbols unique to partic-
ular dynasties and with those emerging from
Russia’s long-standing place in a Byzantine
world (cat. 12p). The political unification of
Russia and the gradual development of a
unified coinage were under way by the turn
of the sixteenth century. RH

REFERENCES: Bertelé 1937; Metcalf 1965; Bendall
and Donald 1979; Grierson 1999, nos. 10, 12 (cat. 124
reverse, obverse); 220, 224 (cat. 128 obverse, reverse);
302 (cat. 12H obverse); 517, 524 (cat. 12C obverse,
reverse); 70I (cat. 12H reverse); 1212 (cat. 12K); 1216,
1217 (cat. 12L obverse, reverse); 1229 (cat. 12 1); 1233,
1239 (cat. 12D obverse, reverse); 1251 (cat. 12J); 1258,
1259 (cat. 12M obverse, reverse); 1311 (cat. I12E); I611,
1613 (cat. 12F obverse, reverse); 1788 (cat. 12G).

13A—D. Serbian Coins

13A. Dinar of Stefan Uros I1
Milutin

Serbia, 1282~1321

Silver

Obverse

Diameter 20 mm (% in.)

InscriBED: IC-XC (Jesus Christ). Sigla: R-

Christ, nimbate, seated on a backed throne facing
the viewer, confers blessings with his right hand and
holds the Gospel in his left.

Reverse

Diameter 21 mm (75 in.)

InscriBeD: VROSIVS—R/E/X-S STEFAN (King
Urosius—Saint Stephen). Sigla: -V

Two figures stand facing front: King Milutin, on the
left, and Saint Stephen, nimbate, on the right.
Between them they support a tall double cross. The
king holds an akakia in his left hand; Saint Stephen
holds a Gospel book in his left hand.

PROVENANCE: From the Dobriste hoard, Serbia.
ConbITION: Very good.

National Museum, Belgrade (O.1106/1, O.1106/2)

“De cruce” dinars issued by King Stefan
Uro$ II Milutin (r. 1282-1321) belonged to an
already developed monetary production in
Serbia, where seven silver mines existed at
the beginning of the fourteenth century.
The exploitation of this precious metal led
directly to the minting of silver dinars in
Serbia during the reign of Stefan IV
Dragutin (r. 1276-82) in about 1276, predating
the appearance of the Bulgarian grosso and
the Byzantine basilikon. All these coins were
modeled after the Venetian grosso, which
because of the Republic’s trading power
spread to the eastern Mediterranean and
the interior of the Balkan Peninsula in the
thirteenth century. The first Serbian dinars
were fairly direct copies of the Venetian
coin. But instead of Saint Mark, the protector
of Venice, Serbian dinars featured an image
of Saint Stephen, protector of the ruling
Nemanjid dynasty. An image of Christ on
the obverse, paired with one on the reverse
of Saint Stephen handing the king a flag (on
th9/ first issues) or a double cross (on later
issues), carried a clear political message,
highlighting as it did the connection
between Christ’s heavenly power and the
king’s earthly rule. These representations
had been appropriated from Byzantine coin
iconography: the image of the enthroned
Christ appeared on coins starting with the
rule of Basil I (r. 867—86), while a representa-
tion of the archangel Michael handing a
labarum to the emperor was found on coins
beginning in the epoch of Michael IV

(r. 1034—41). The representation of the
enthroned Christ on one side of the coin
and the ruler alone or accompanied by a
saint on the other became a canon, which
most coin issues in Serbia followed during
the royal period. At the same time, images
based on Western iconography were intro-
duced by central European mint masters.
The most conspicuous instance is a coin
issued by King Milutin with a representation
of the Virgin as queen on the obverse and
the enthroned ruler holding an upright
sword and a lance with a flag on the reverse.

Vi

REFERENCES: Ljubié 1875; Metcalf 1979; Ivanisevi¢
2001.
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13B. Dinar of Stefan Uro$ IV
Dusan

Serbia, Novo Brdo mint (?), 1346—55

Silver

Obverse

Diameter 21 mm (% in.)

InscriBED: IC XC (Jesus Christ)

Christ, nimbate, seated on a backed throne facing
the viewer, confers blessings with his right hand and
holds the Gospel in his left.

PRrOVENANCE: From the Debar hoard, Serbia.
Reverse

Diameter 20 mm (% in.)

INscrIBED: In Slavonic, C(Te)d(an)w u(a)p (Emperor
Stephen); mark, N-O

A frontal standing figure of the emperor is flanked
by two angels who are crowning him. The emperor
is holding a cross or a double-cross scepter in his
right hand and an akakia in his left.

ProVENANCE: From the Ki¢evo hoard, Serbia
ConbpitioN: Both sides are in very good condition.
National Museum, Belgrade (O. 1104/1, O. 461)

Due to the large quantity and high quality of
silver ore in medieval Serbian mines, the
monetary reform in the imperial period
(1346-55) of Dusan’s rule triggered a large
production of silver dinars. Executed in a
high-quality technique by mold masters, the
silver dinars, through the strictly marked issue
program, reflected the politics of the newly
created empire that developed under the
strong impact of Byzantine state ideology
and culture. The coins largely contributed to
the popularization of this ideology. In the
service of political ideas “coronation dinars”
appeared (cat. 13B), struck in a most represen-
tative fashion in the Novo Brdo mint, as one
of the first imperial issues, in honor of Dusan’s
coronation as emperor in Skopje in 1346.
Confirmed by numerous finds, this issue,
in all probability the first imperial one, con-
tained silver of higher quality than the
coinage of the previous period and can be
classified as one of the main monetary units
of the Serbian empire. It introduced a new
iconographic program in Serbian coinage,
with the central placement of the Serbian
emperor as a Byzantine basileus, depicted in
full attire and with insignia that, according to
legend, were conferred by God on the
emperor of the Romanoi for the solemn coro-
nation ceremony. The symbolic elements of
Dusan’s dinars include, on one side, a lavishly
decorated stemma with orphanos and pearl
prependoulia, a stately divetesion adorned
with a loros, a scepter with cross and pearls,
two floating angels, and the imperial title,
and, on the other side, the enthroned Christ.
The coins were placed in the service of the
cult that, through the mediation of God,
were to justify Duan’s title of “Emperor and
Autocrator of Serbia and Byzantium,” which
he obtained without the consent of the
Byzantine emperor or the blessings of the
patriarch in Constantinople. Although worthy
of Byzantine imperial representation, Dusan’s
image was not appropriated from Byzantine
coins, but from Serbian fresco painting of the
Nemanjid lineage. VR

REeFERENCES: Ljubié¢ 1875; Metcalf 1979; Radi¢ 2000;
IvaniSevié¢ 2001; Vujadin Ivanidevi¢ and Vesna Radi¢,
“Kovnica srpskog srednjovekovnog novca u Novom
Brdu” (Serbian Medieval Mint at Novo Brdo), in Novo
Brdo (Belgrade, forthcoming).
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13C. Dinar of Stefan Uros IV
Dusan

Serbia, Novo Brdo mint (?), 134655

Silver

Obverse

Diameter 22 mm (7 in.)

INscriBED: IC XC (Jesus Christ)

A bust of Christ with a nimbus, facing the viewer,
confers blessings with his right hand and holds an
akakia in his left.

Reverse

Diameter 21.5 mm (7 in.)

INscriBED: In Slavonic, C(Te)d(an)s y(a)p (Emperor
Stephen); mark, N-O

The crowned emperor, riding to the right, holds a
cross scepter in the right and an akakia in the left
hand.

ProVvENANCE: From the Uro$evac hoard, Serbia.
Conpirion: Both sides are in very good condition.
National Museum, Belgrade (0. 779/1, O. 779/2)

The appearance of a new, massive issue of sil-
ver dinars featuring the emperor on horse-
back was the result of the development of the
monetary system and the increased use of
coins within the territory of DuSan’s empire.
A high percentage of silver in these coins,
similar to that in the major monetary types
from the period of the proclamation of the
empire in 1346, links their appearance to this
event. Historical circumstances associated
with battles, great victories, and the consider-
able extension of the Serbian territory, first at
the expense of Bulgaria, and subsequently of
Byzantium, must have been connected with
the decision to mint this monetary unit.
Dusan’s representations on coins can be
divided into two iconographic categories. The
first is ceremonial and is illustrated by sym-
bolic scenes of the splendor of court cere-
monies. The other is military. The depiction
of the emperor on horseback, as here, is
indicative of the pronouncedly bellicose spirit
of the young empire and of a royal ideology
that combines the triumphal symbolism of
Byzantine emperors with Dusan’s representa-
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tion as a military leader. This is attested by
every single detail of the representation, ren-
dered through the precise work of the die-
cutter: the ruler-victor in the splendor of the
crown and the divetesion of the Byzantine
emperor, with a scepter in his hand, rides a
horse in rich harness that seems simultane-
ously to gallop and to rear in triumph. This
issue can be distinguished from similar numis-
matic representations on Bulgarian or
Byzantine coins by its later date, the remark-
able quality of execution, and a new type of
obverse—Christ the Pantokrator.” Its obvi-
ously Eastern model, with its victory symbol-
ism, links Dusan’s coins in a broader sense
with triumphal scenes from Byzantine impe-
rial iconography that are also present on
imperial flags from the Palaiologan period.”

VR

1. Mushmov 1924, pp. 91, 94-95; Grierson 1982, p. 300;
Grierson 1999, pt. 1, p. 185.
2. Marjanovi¢-Dusani¢ 1994, p. 132.

REFERENCES: Ljubi¢ 1875; Metcalf 1979; Radi¢ 2000;
Ivani$evié 2001; Vujadin Ivani¥evi¢ and Vesna Radi¢,
“Kovnica srpskog srednjovekovnog novca u Novom
Brdu” (Serbian Medieval Mint at Novo Brdo), in Novo
Brdo (Belgrade, forthcoming).

13D. Dinar of Ugljesa

Serbia, 1365-71

Silver

Diameter 20 mm (% in.)

Obverse

INscriBED: IC-XC (Jesus Christ). Sigla: I-A
Christ, nimbate, seated on a backed throne facing
the viewer, confers blessings with his right hand and
holds the Gospel in his left.

Reverse

InscriBep: +MONITA-D-ESPOT IOA (Coin of
Despot Jovan)

Double-headed eagle with wings spread.
Conpition: Very good.

National Museum, Belgrade (I112/124)

After the Serbian empire disintegrated in 1371,
the society became fendalized; the change was
reflected in coinage, as numerous coins of
local rulers appeared. This process had in fact
begun earlier, with the coins issued by King
Vukasin (r. 1365—71) and his brother Despot
Ugljesa, two influential feudal lords in the time
of Emperor Stefan Uros V (r. 1355-71). While
most feudal coins perpetuated old icono-
graphic formulas, certain issues of Ugljesa
were enriched with new representations
influenced by models from two sources,
Byzantium and western Europe.

The double-headed eagle with spread wings
seen on this coin originated in Byzantium,
where it appeared in the twelfth century on
textiles, sculptural decoration, and other types
of works, but only rarely on the coins of the
Palaiologoi. It was an insignia of the despot’s
rule.” The device appeared in Serbian coinage
of later epochs only on the issues of Uglje3a,
Despot Stefan Lazarevi¢ (r. 1389-1427), and
Despot Purad Brankovi€ (r. 1427-56). The motif
had made its appearance in Serbia in the early
thirteenth century and was frequently depicted
there on royal attire and as an ornament on
clothes, flags, stamps, shields, religious artifacts,
vessels made of precious metals, rings, and dec-
orative sculpture. The double-headed eagle was
also a favorite motif in the Western world,
where it was often placed on coins and became
a symbol of the Holy Roman Empire in the
late Middle Ages. vi

1. Marjanovi¢-Dusanic¢ 1994, pp. 116—17.

REFERENCES: Ljubi¢ 1875; Metcalf 1979; Ivanifevié
200L.

14. Signet Ring of Konstantinos
Mastounis

Thessalonike, 13th century

Gold and niello

Maximum diameter 2.6 ¢cm (1 in.)

InscriBEp: KQTANTHNOY ZOPATHEMA
TTEAH MAXTOYNH (Kovotavtivov o@edyiopa
nédes Maotolvrg; the seal of Konstantinos
Mastounis)

ProveNaNCE: Formerly in the collection of the
duke Alexei Lobanov-Rostovsky; to the State
Hermitage Museum, 1897.

ConpiTion: The surface of the bezel and hoop is
worn down through rubbing; there are considerable
losses of niello.

State Hermitage Museum, Saint Petersburg (® 122)

The Greek inscription, engraved in reverse,
indicates that the ring served as the seal of its
owner, Konstantinos Mastounis. The inscrip-
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tion’s paleography, the hexagonal shape of
the bezel, and the decoration of the hoop are
characteristic of rings from the thirteenth
and fourteenth centuries,” while the ring’s
fluted hoop and shoulders suggest further
parallels with a number of well-known four-
teenth-century Serbian rings.” The stylized
lion heads that decorate the ends of the hoop,
found frequently in rings originating in the
Near East, are attributed to the thirteenth and
fourteenth centuries.?

Unusual for a fourteenth-century signet
ring is the design on the bezel. A retrograde
inscription written in five lines of continuous
text is found where a cross-monogram bearing
the owner’s name in the center and surrounded
by an inscription indicating his status might
be expected.* The bezel of Konstantinos
Mastounis’s ring is in some respects almost
identical to that on the ring of Michael
Zorianos in the Metropolitan Museum, made
about 1300.” Both are similar to a group of
rings in the Stathatos Collection, Athens, said
to have been found near Thessalonike
in a hoard containing twelfth-century coins
from the reigns of Isaac II Angelos (1185-95)
and Alexios III Angelos (1195-1203).°

A thirteenth-century date and Thessalonike
origin for Mastounis’s ring seems plausible,
given its resemblance to the Stathatos rings.
The patronymic indicates that Konstantinos
was a member of this well-known
Thessalonikian family” At the end of the
twelfth century two members of this family
were mentioned in the colophon of a Gospel
book kept in the monastery church of
Megali Panagia (now Nea Panagia):® llarion
Mastounis, who was the founder of the
monastery as well as its abbot, and his son,
the monk Gerasimos, who was the patron
of the Gospel book.® Konstantinos Mastounis,
the owner of the Hermitage ring, may have
been their relative. VNZ

1. See Bank 1980 concerning paleography, in particular
the ligatures I'H and HM, which are typical for
Late Byzantine script, as is the straight crossbar in
the letter M.

. Radojkovi¢ 1969, figs. 42—45, 48, 52, 54.

. Content 1987, nos. 38—44, pp. 77-83.

Zalesskaya 1994, pp. 95-98; Athens 1985-86, nos. 213,

215, 221, Pp. 194—98.

Evans et al. 2001, p. 54.
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Coche de la Ferté 1957, pp. 40-41.
Kissas 1986, pp. 113-14.
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Kourkoutidou-Nikolaidou and Tourta 1997, pp. 34-35,
fig. 29.
P. Papageorgiou 1897, p. 542.

v

REFERENCES: Bank 1980; Kissas 1986, pp- 113-14;
Kourkoutidou-Nikolaidou and Tourta 1997,
PP- 34-35.

15. Signet Ring of Manuel

Probably Mistra, 14th century

Gold and niello

Diameter 2.65 cm (1 in.)

Inscrisep: M, N, H, A (monogram for Movoufii
[Manuel])

PROVENANCE: Bequeathed to the British Museum
by Sir Augustus Wollaston Franks in 1897.
ConpiTion: The condition is good, although the
ring shows signs of wear.

The Trustees of the British Museum, London
(M&LA AF 271)

This ring is difficult to date with precision, as
parallels for the shape of the hoop and bezel
can be found on rings ranging in date from
the thirteenth to the fifteenth century." O. M.
Dalton read the monogram on the bezel as
“Manuel,”* and perhaps this example can

be identified with Manuel Il Palaiologos

(r. 1391-1425).” Only four gold signet rings
naming Palaiologoi survive. They have on their
bezels the double-headed eagle, which was used
as the Palaiologan emblem, or monograms
associated with the family, including the
Palaiologan patronymic or the device formed
by the appearance of two confronted Bs.*

In the construction and decoration of this
ring’s hoop and shoulders, but not the bezel,
Manuel’s ring can be compared with the gold
ring from the Stathatos Collection in Athens.’
The latter is said to have been found near
Thessalonike, its possible place of origin,
since its ornamentation was characteristic of
jewelry made in Macedonia and Epiros. On
the other hand, rings with an octagonal bezel
and fluted shoulders were widespread in
western Europe in the last quarter of the
fourteenth to the first half of the fifteenth
century, as attested by a gilded bronze ring
now in the British Museum. It has on one
shoulder a crown above three fleurs-de-lys,
and on the other a tiara above two crossed
papal keys. According to Dalton, the British
Museum ring was made for one of the French
popes.® Additionally, the design of the bezel
of Manuel’s ring can be compared to rings
found in Constantinople and attributed to
workshops of the capital, including the ring
of a Palaiologos, protonobilissimos and sebas-
tos, from the Dumbarton Oaks Collection in
Washington, D.C.7

Besides this Constantinopolitan associa-
tion, Manuel’s ring is similar to an example
from the Benaki Museum, Athens, bearing a
cross-monogram encircled by the patronym
of the owner: TOY EYMOP®OIIOYAOY.*
The Eumorphopouloi were a noble family of
Mistra, the capital of the Morean despotate in
the Peloponnesos.

The mixture of different elements in the
design of this piece is easily explained if the
ring belonged to the despot of Morea,
Manuel Kantakouzenos (r. 1349—80). The dec-
orative art of Morea displayed the multicul-
tural features one might expect from the
influence of both Byzantine and western
European traditions. The capital, Mistra, was
founded on the territory of the former
French principality, and Manuel’s wife,
Isabelle, originated from the royal house of
the Lusignans.” Thus Manuel Kantakouzenos
may have been the owner of the ring and

n
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used this massive jewel as his personal signet.
If these assumptions are correct, the ring can
be dated to the fourteenth century.

VNZ

Buckton 1994b, no. 215, p. 199.

Dalton 1901, no. 171, p. 27.

Dalton 1912, no. 94, p. 16.

Zalesskaya 2003.

Coche de la Ferté 1957, pp. 40-41, fig. 30.

Buckton 1994b, p. 199.

Ross 1965, no. 129, pp. 90-91; the title sebastos is men-
tioned for only one member of the Palaiologos family:
Andronikos Komnenos Branas Doukas Angelos
Palaiologos, the nephew of Michael VIII, who died
sometime after 1310.

. Athens 198586, no. 215, p. 196.

Nicol 1993, pp- 339-43.
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REEFERENCES: Dalton 1901, no. 171, p. 27; Dalton
1912, NO. 94, p. 16; Buckron 1994b, no. 215, p. 199;
Zalesskaya 2003.

16. Signet Ring of Michael
Zorianos

Byzantine, ca. 1300

Gold

Diameter 2.3 cm (7 in.)

INscrIBED: In reverse, *COA/THC MI/XAHA
TO/V ZWPI/ANOYV (Seal of Michael Zorianos)
The Metropolitan Museum of Art, New York,
Rogers Fund, 1918 (18.145.42)

The hexagonal shape and lettering style of
this heavy gold signet ring suggest that it
belonged to an aristocrat of the Late Byzantine
period. The letters are carved in reverse so
that the owner’s name, Michael Zorianos,
appears properly in wax impressions.
Around the year 1300 a certain Michael
Zorianos was the highest-ranking general in
the despotate of Epiros, a Byzantine state in
central Greece that emerged in opposition to
the Latin rulers of Constantinople (1204—6r1)
and strove to preserve its independence after
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the Palaiologan recovery of the capital.
Zorianos was widely known for his learned
writings and his local patronage. His name is
preserved as a founding patron of the Church
of the Taxiarches in the town of Mokista, and
a small village in the Phokida region of
Greece still proudly bears the name Zorianos.
It is impossible to know whether it was this
famous Michael Zorianos or a lesser-known
aristocrat of the same name who used this
ring to seal his documents. RH

17. Queen Theodora’s Ring

Until 1322

Cast gold and niello

23x23cm (% x 7 in.)

INscRIBED: In Slavonic, # Kto ra nocw notozn #¥
E(o)rs (He who wears it may God help him)
PrROVENANCE: Tomb of Queen Theodora, Banjska
Monastery, Kosovo. The ring was found in 1915,
together with another gold ring ornamented with
an engraved semiprecious stone from antiquity. Both
rings were held privately until 1926, when the ring
of Queen Theodora was presented as a gift to the
National Museum. The other remained in the private
collection of the heir of the collector Lj. Nedeljkovi¢.
ConbpiTioN: Along the edge of the head is a scratch
of 0.2 mm; besides a hole on the shoulder, there are
small convexities on the edge of the ring.

National Museum, Belgrade (342)

The ring, cast in one piece, has a head featuring
a double-headed eagle and a pronounced
cylindrical neck with an inscription executed
in niello. The motto of the inscription relates
both to the protective quality attributed to the
ring and to the protective character ascribed
to the representation of the double-headed
eagle. For states in the Byzantine cultural
sphere, the acceptance of the double-headed
eagle, a sign of the Byzantine imperial house
and a symbol of Byzantium, confirmed their
affiliation with the family of Orthodox lands."
As an emblematic token of the royal sphere,
the double-headed eagle appeared on all
official materials.”

The Romanesque-Gothic stylization of
the niello ornamentation of the entire surface
of the ring includes fantastic zoomorphic
compositions surrounded by a stylized
vegetal design. The ambivalent stylistic
orientation, equally open to Eastern and
Western influences, is characteristic of the
entire range of medieval Serbian art and
is especially noticeable on objects commis-
sioned by rulers or members of royal houses.
In architecture, this phenomenon was part of
the building program.? The form, style, and
wording of the inscription and the ornamen-
tation of this ring were widespread at the

end of the thirteenth and in the fourteenth
century throughout Serbia. Other examples
exhibiting the same exquisite technique of
craftsmanship and aesthetic criteria indicate a
source that can be associated with workshops
in Kosovo.* The ceremonial decorativeness
of this ring, in addition to other imperial

features, is in accordance with the high

status of Queen Theodora, daughter of the
Bulgarian emperor Smilac (r. 1292—98) and
married to the Serbian king Stefan Uros III
Decdanski (r. 1322—31). The mother of the most
powerful Serbian ruler, Stefan Uro$ IV Dusan
(r. 1331-55), died in 1332 and was buried in the
north chapel of the Church of Saint Stephen,
the patron saint of the dynasty, in Banjska
Monastery in Kosovo.’ BI

1. Ostrogorski 1970, pp. 238—-62; Obolensky rggr1,
Pp- 283-323; E. Uspenskii 2000, p. 764.

2. Solovjev 1958, pp. 116-51.

3. Kora¢ and Suput 1998, pp. 340-42.

4. Radojkovi¢ 1969, pp. 107-32; Milo$evi¢ 1990, nos. 82—88.

5. Sima Cirkovi¢, “Vladavina Stefana Urosa Il
Detanskog,” in Srejovi¢ et al. 1994, vol. 2, p. 501;
Gordana Babi¢, “Razgranjavanje umemicke delatnosti i
pojave stilske raznorodnosti,” in ibid., vol. 2, pp. 654—55.

REFERENCES: MiloSevié 1990, no. 77 (with earlier
bibl.); Ivani¢ 1998, p. 26, fig. 8.



18. Earrings

Byzantine (Mistra)

Silver gilt

Height (with hook) 2.2 cm (75 in.)

InscriBED: [TAAI (monogram of the Palaiologoi)
PROVENANCE: Mistra Archaeological Site.
Conpition: The earrings have been preserved
complete.

Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (1421, 1428)

Each of these crescent-shaped earrings is
formed of two thin, curved plates with a broad,
semicircular hook bolted to them. The ends
of the hook are flattened where the bolts pierce
them. The decoration on one side comprises
a medallion with an engraved monogram of
the Palaiologoi composed of the Greek letters
IT, A, A, andT, and beneath it, two sprouts
terminating in trefoils. On the other side,
within a medallion and also surrounded by
blossoming tendrils, is seen the emblem of
the Palaiologoi: two intertwined broken lines
that resemble facing Bs.

Both the monogram and the double-B
emblem often appear on Late Byzantine coins,
sculpture, textiles, and jewelry, usually together
with other symbols of the Palaiologan dynasty
such as two intersecting staffs, a “Solomon’s
knot,” a swastika, or a two-headed eagle.

The pieces seen here belong to a group of
earrings that were found in Mistra during
excavations in 1952. Each is decorated with a
Palaiologan monogram and one of the above-
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mentioned symbols. Since they bear such
emblems, the earrings must have belonged to
members of the Palaiologos family, which
after 1384 governed the despotate of Morea.
Their uniformity and relatively large number
suggest that all of the earrings in the group
were produced in a local workshop.

AM

REFERENCE: Kalamara and Mexia 2001, pp. 166-67,
no. 23.

19. Nine Medallions

Greece, 14th to the first half of the 15th century
Silver gilt

Diameter 1.5 cm (% in.)

PROVENANCE: Probably from a grave; purchased in
Athens.

Conprtion: Five of the medallions are intact, four
are damaged.

Benaki Museum, Athens (nos. 1786-1794)

The function of these small round medallions
is uncertain, though it likely related to cloth-
ing." It has been suggested that they were
intended to be sewn on Palaiologan gar-
ments,” but the lack of holes in one and the
purely decorative arrangement of the holes in
another make this suggestion questionable.
The repoussé decoration, however, has strong
links to the Palaiologan family. Seven of the
medallions display an eight-lobed rosette sur-
rounding a double-headed eagle or a rampant
lion in profile, with three holes around the
edge. The eighth is edged by a circular band
surrounding a cruciform motif; its rounded
arms have chevrons in the interstices, and
there are seventeen holes, one in each of the
compartments created by the linear decora-
tion. The ninth has a similar circular band,
but no holes; it contains a ligature of the
name Palaiologos in a form often found on
personal objects of members of that family.?

The linear form of the cruciform motif
also suggests a connection with a group of
emblems—crossed staffs, intersecting angles,
and swastikas—that belong to the imperial
Palaiologan family.* It should probably be
considered a variation of a well-known
Palaiologan emblem, the cross symbol with
the Greek letter B repeated four times,’ par-
ticularly since an integral part of that design
often consists of a number of dots, here
replaced by holes.

Double-headed eagles and rampant lions
are also associated with a form of heraldry
that originated in the Palaiologan era, possi-
bly as a result of contacts with the Latin
West. These symbols often function as impe-

@ @ @
@ @ @

19

rial emblems,® but occasionally they are
depicted in such a way as to suggest actual
escutcheons,” which are sometimes con-
nected with a ligature of the name of an
emperor or other high-ranking official.* Their
inclusion within eight-lobed rosettes, here as
well as on the wedding ring of Constantine XI
Palaiologos, despot of Morea and later
emperor (. 1449-53),” indicates the steady
maturation of Byzantine heraldry,® while
also supporting the theory that the medal-
lions have some connection with the
despotate of Morea. PK

1. Small metal decorative motifs can be found on a belt
from Venice dating from the second half of the four-
teenth century; see Phillips 1996, p. 67, fig. 51.

»

Segall 1938, p. 146, pl. 45; Athens 1985-86, pp. 196, 197,
no. 217.

3. Makridis 1931, pp. 333-37, fig. 8; Millet 1947, pp. 7881,
pl. 162; Kalamara and Mexia 2001, pp. 166, 167, no. 23,
Pp. 180-82, no. 28.

C. Mango and Hawkins 1968, p. 181; Kalamara and
Mexia 2001, pp. 180-82, no. 28; Athens 2001~2, p. 123,
no. 48; Millet 1947, pp. 78-81, pl. 162.

. Svordnos 1899, pp. 395-97, ﬁgs. 52-61.

. Gerola 1931a, pp. 380—82; Solovjev 1935, pp. 119—33, 163,
164.

>

SN W

7. Firath 1990, pl. 29, no. 78+ Kalamara and Mexia 2001,
PP. 162, 163, no. 17; C. Mango 1965, pp. 334, 335 n. 91,
Mouriki 19873, p. 212, figs. 7-8; Solovjev 1935, pp. 134,
135; Spieser 1972, pp. 133-35, fig. 41, no. 21.

8. Makridis 1931; Millet 1910, pls. 56.5-6, 56.8; Kalamara
and Mexia 2001, pp. 180-82, no. 28; Pazaras 1988, p. 35,
pl. 25, no. 36.

9. Athens 20012, p. 123, no. 48.

10. Byzantine imperial emblems at first had no special
backgrounds or borders like those that form an inte-
gral part of Western escutcheons.

REFERENCES: Segall 1938, p. 146, pl. 45; Athens
198586, pp. 196, 197, NO. 217; Athens 2001-2, no. 50.
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20. Cup of Stefan Uro$ IV Dusan

Serbia, 134555

Silver gilt, cast and carved

Height 3.7 cm (1% in.), diameter 18.1 cm (775 in.)
INscrIBED: In Slavonic, + Crenanb y(a)ph w XpHere
6AA(T0)BephHH (Stephen, Emperor faithful in Christ)
PROVENANCE: Found in a cavity of the narthex wall
of the Church of Saint Nicholas, Drenovo village,
Tikves region, Macedonia, together with a silver ring
bearing the engraved name Radoslav; in the National
Museum in Belgrade from about 1936.

Conprrion: The gilt is rubbed off in places; 5.2 cm
(2 in.) of the rim of the handle is missing. The field
of the ornamental decoration of the handle is also

damaged; next to the damaged area is a hole measur- ‘

ing 1 mm in diameter.
National Museum, Belgrade (2001)

The cup belongs to the table vessels used by
royalty or by secular and ecclesiastic digni-
taries in medieval Serbia. Cups of identical
shape, for both drinking and eating, are found
in all social circles in almost all epochs,’
though several features indicate that this cup
may have been made for a monarch’s table.
The placement of the short handle gives the
outline of the cup an air of elegance, most
frequently associated with luxury goods,”
which the figure of the heraldic double-
headed eagle engraved in the center of the
medallion shares. We also know that Stefan
Uros IV Dusan, the ruler whose name is writ-
ten around the central medallion, commis-
sioned thirty-three silver cups in Venice.? In
the inventory of a subsequent Serbian ruler,
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the despot Djurdje Brankovi¢, mention is
made of fifty-five silver cups with the despot’s
emblem.* In a map by the Italian cartogra-
pher Angelino Dulcerto of 1339, a double-
headed eagle, representing the Serbian state,
appears on the flag placed next to the sign of
Dugan’s capital at that time, Skopje.’

The dedicatory prayer of the Serbian ruler
in the central composition is typical of the
luxurious works given to feudal lords. The
ring bearing the name of Radoslav, found
with the cup, suggests that the lord who
received this royal sign of approval was
among those close to Stefan Dusan.® As the
stylization of the king’s name is thought to be
related to the dialect spoken in the southwest-
ern regions of Serbia, the cup may have been
manufactured in Kotor, a town under the
control of the rulers of Serbia.”

BI

-

. Cvjeticanin 1995, fig. 9; Kondi¢ 1995, fig. 1c; Beckwith
1958, p. 20, fig. 13; Andersson 1983, pp. 35-45, NOs. 20—26;
Vattai 1956, pl. 11, fig. 2, pl. 12, fig. 1; Vasi¢ 1953, p. 130,
fig. 2.

Geneva 1988, n0s. 90-91.

Radojkovi¢ 1969, p. 116.

Spremi¢ 1994, p. 258.

Srejovi€ 1991, p. 31.

On Lord Radoslav, founder of the Church of the
Presentation of the Virgin in 1331 in the village of
Kuteviste near Skopje, see Dordevi¢ 1994, pp. 131-34.
7. Radojkovi¢ 1965-66, pp. 67-69.

LU S o

REFERENCES: ('brovic'-Ljubi.nkovié et al. 1969,
no. 129 (with earlier bibl.); Radojkovi¢ 1977a, vol. 1,
Pp- 89, 73 (repr.); Jevtovi¢ et al. 1985, no. 140.
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2I1. Bowl with Ligature of the
Name of Saint Demetrios

Thessalonike, 14th century

Lead-glazed earthenware

Height 6.2 cm (2% in.); diameter 11 cmn (4% in.); base
diameter 4.8 cm (1% in.)

ConpitioN: The bowl is almost intact; there is
some loss of slip and glaze on the rim.

Museum of Byzantine Culture, Thessalonike,
Greece (BK 4432/5)

The vessel is made of red clay. It has a low stem
foot and a hemispherical body ending in a sim-
ple lip. Both interior and exterior are covered
with a layer of white slip and, except for the
base, a coat of colorless glaze. Inside the bowl,
the ligature of the name Demetrios is engraved
in the center, and there are marks left by a tri-
pod stilt used to stack vessels during firing.
Vases engraved (sgraffito) or impressed
with the ligature of the name Demetrios
have been found in significant numbers in
Thessalonike and were probably used in
connection with the ayiasma, or holy oil, in the
Basilica of Saint Demetrios in Thessalonike."
Monograms and ligatures of other names
besides Demetrios, such as Theodoros or
Theodoroi, Theodora, Michael, and George,
are found on the interiors of vessels, mainly
bowls.” These objects too are very probably
associated with places of pilgrimage and the
sanctification of ayiasma.? DP-B

1. Sotiriou 1952, p. 238, pl. 95; Bakirtzis 2002, p. 186,
fig. 5.

2. D. T. Rice 1930, pp. 74-79; Kuzev 1974, pp. 157-58.

3. Papanikola-Bakirtzi 1987.

REFERENCES: Mauropoulou-Tsioumé 198sb, pp.
285-87, fig. 2, pl. 9; Thessalonike 1986, p. 78, IV 17.4;
Papanikola-Bakirtzi 1999, p. 82, no. 88; Thessalonike
20012, P. 186, nO. 206; Madrid 20033, p. 66, no. 23.

20, detail



22. Plate with Bird Decoration

Serres (eastern Macedonia), late 13th—14th century
Lead-glazed earthenware

Height 5.5 cm (275 in.); rim diameter 20 cm (77 in.);
base diameter 8.8 cm (3% in.)

ConpITION: The plate has been reassembled from
fragments; missing parts are filled with plaster and
painted. The glaze and the slip are chipped off in
many places.

Tokos Mansion, Kavala, Greece (SS1/51)

The vessel is made of fine red clay. The body
is shallow, the rim narrow and horizontal, the
base low and flaring. The plate’s interior and
rim are covered with a layer of white slip,
through which the design is engraved with a
line of medium thickness. The main motif of
the decoration is a large, impressive bird,
which faces right. It has tall, strong legs with
large curved talons, a wing that extends hori-
zontally, and a long tail that curls over at the
end. The plumage is indicated by groups of

parallel lines going in various directions. A
spear-shaped tree stands in front of the bird,
and another is above its tail. Below the tail is a
small medallion with a trefoil. A pair of lines
encircles this composition on the plate’s cen-
tral field. On a band around the rim, regularly
spaced disks alternate with groups of parallel
curved lines. Yellow-brown and green
splashes enhance the sgraffito pattern, and a
colorless lead glaze covers the entire top sur-
face and lip.

22, side view
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The plate is a product of the ceramics
workshops of Serres, in eastern Macedonia."
The type of clay, the characteristic bird deco-
ration, the vessel’s rather shallow body and
narrow horizontal rim, and the bright yellow-
brown and green colors are all typical features
of those workshops’ production during the
late thirteenth and fourteenth centuries.”

DP-B

1. Urbana 1992.
2. Papanikola-Bakirtzi 2003, pp. 57-58.

REFERENCES: Urbana 1992, no. 1; Papanikola-Bakirtzi
1999, p. 225; Thessalonike 2001-2, p. 335, no. 374.

23. Icon with Saints Peter and
Paul, with Donor Portrait of
Serbian Queen Mother Helena

Serbian, late 13th century

Tempera, canvas on poplar wood

49 X 74 cm (19%6 X 2075 in.)

INscRIBED: In Slavonic, c(ae)Tn MeTph; c(e)TH
ITagkAR (Saint Peter; Saint Paul)

Conbprrion: The overpainted icon was restored to
its present condition in 1941. Prior to the restoration,
the two figures on the lower half of the icon, now
identified as Milutin and Dragutin, were identified as
Constantine the Great and Pope Sylvester.

The Vatican Treasury, Vatican City

This icon illustrates the complex intertwining
of the cultures of the Mediterranean basin
during the Late Byzantine period. Originating
in Serbia, the panel, which is executed in a
style influenced by Byzantine painting, was
ultimately presented to the pope in Italy.
Divided into two registers, the icon is an
image within an image. Above, Christ
blesses the apostles Peter and Paul, dressed
in the traditional Byzantine chiton and
himation. Below, in an archway visually
distinct from the rest of the icon, Queen
Helena of Anjou, a Roman Catholic, bows in
supplication to a figure dressed as a Roman
bishop, most likely Saint Nicholas of Bari, a
popular Byzantine saint whose cult spread
to the West when his relics were translated to
Bari, in southern Italy, in 1087." Her sons—
Milutin, the reigning king of Serbia, and
Dragutin, who abdicated the throne to his
brother in 1282—stand on either side of
the archway, hands raised in supplication to the
saints above.

Helena commissioned the panel, which
was sent to Italy as a gift for Pope Nicholas IV
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The artist was no doubt familiar with
Byzantine painting, particularly that of the
Komnenian period, which is suggested by
the heavy use of line to create volume in the
saints’ heads and bodies.? The dress of the
Serbian rulers, based on Byzantine imperial
costume, is further evidence of the influence
of Byzantine culture on Serbia, which greatly
increased under Milutin.* The artist took
great care to place Helena’s devotion to the
Roman Catholic Church, an act of piety that
is the primary focus of the image, in a sepa-
rate space. The supplicatory gestures of her
sons are directed toward the apostles above,
identified by Cyrillic characters, thus making
clear their allegiance to the Serbian Church.

BR
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Belting 1994, p. 337. While Belting identifies the figure
as Saint Nicholas of Bari, Manolis Chatzidakis and
Gordana Babi¢ identify him as Pope Nicholas IV; see
Weitzmann et al. 1982, p. 140.

2. Queen Helena was a well-known patron of the arts.
She donated large sums to a number of foundations,
including her mausoleum church at Gradac. Her biog-
rapher, Danilo IJ, archbishop of Serbia, records that
Helena presented to the church icons in gold frames set
with pearls and precious stones and containing many
relics, as well as curtains of cloth-of-gold, books, and
liturgical vessels. See Weitzmann et al. 1982, p. 140.

3. Chatzidakis and Babi¢ (in ibid.) suggest that the painter
was a Greek artist living along the Serbian coast.

4. Oxford Dictionary of Byz:an:tiuin, s.v. “Stefan Uro3 11
Milutin.” .

REFERENCES: Anichini 1941; Volbach 1941; Weitz-
mann et al. 1982, P 140; Weitzmann 1983b, p- 26;
Belting 1994, p. 337, fig. 206.
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24A—C. Three Icons with Portraits
of Maria Angelina Doukaina
Palaiologina

Maria Angelina Doukaina Palaiologina

(d. 1394) was the daughter of the Serbian
emperor of Thessaly, Symeon Uros
Palaiologos, and was married as a twelve-
year-old in 1361 to the future despot of
Ioannina, Thomas Preljubovié (r. 1366/67-84).
She is known from three surviving icons,

all of personal scale and bearing her portrait.
Two—the remarkable panel with the
Doubting Saint Thomas (cat. 244) and an icon
with the Virgin and Child (cat. 24B)—remain
at Meteora, of which Maria’s brother Ioasaph
was the second founder and abbot. The third
icon (cat. 24¢) is in Cuenca Cathedral.

24A. Icon with the Doubting
of Thomas

Between 1367 and 1384

Tempera on wood

38x31.8 cm (15 x 127 in.)

ConbprtioN: The icon is in stable condition.
The Holy Monastery of the Transfiguration,
Meteora, Greece

The Gospel scene takes place in front of

an elaborate architectural setting typical of
Palaiologan painting. Christ, the central
figure, bends his body to the left, in a pose
possibly unique in Palaiologan art. He
blesses with his left hand, which forms an
arch, while he uncovers his wounded side
with his right. The apostle Thomas, depicted
below Christ’s right hand, rushes toward him
ready to touch the wound. The two figures
behind the apostle have been identified as
Maria Angelina Doukaina Palaiologina and her
husband Thomas Preljubovi¢. Five apostles
are depicted behind Maria at the left of the
icon, and another five at the right. Judas, as
the Gospels narrate, is missing.

It has been suggested that Maria Palaio-
logina and her husband gave this icon, along
with other precious objects, as a gift to her
brother Ioasaph at the Monastery of the
Transfiguration in Meteora. The incorpora-
tion of the royal couple into the group of the
apostles is a unique iconographic element.
Later, during the sixteenth century and after-
ward, we find similar representations in icons
from Cyprus, whereas the Cretan painters of
this era depict the donors at the side of the
icon and in smaller scale. LD

REFERENCES: Xyngopoulos 196465, pp. 53—67;
M. Chatzidakis and Sofianos 1990, p. 53.

24B. Icon with the Virgin and
Child

Ioannina or Meteora (?), between 1367 and 1384

30X 20.5 cm (15% x 11% in.)

Tempera on wood

Inscrizen: MAPIA H EYZEBEXTATH
BAZIAIEZA AITEAINA KOMNHNH AOYKENA
H ITAAAIOAOTINA (Maria the most pious
empress Angelina Komnene Doukaina Palaiologina)
ConbprrioN: Portions of the icon’s surface have
been badly abraded, as seen in the faces of the Virgin

and the Christ Child, as well as in portions of the
frame with medallions.

The Holy Monastery of the Transfiguration,
Meteora, Greece

The central composition depicts the Virgin,
wearing a black maphorion and a blue hima-
tion and standing on a pillow; she holds
with her left hand the Christ Child. At the
feet of the Virgin, in smaller scale, the
donor of the icon kneels, identified by the
inscription above her as Maria Angelina
Doukaina Palaiologina, daughter of Symeon
Uros Palaiologos, whose kingdom was
centered in Trikala in Thessaly. In 1361 Maria
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married Thomas Preljubovié, future despot
of Ioannina. This icon was part of a
significant gift from Maria to her brother
Ioasaph, second founder and abbot of the
Monastery of the Transfiguration in Meteora
(see also cat. 244).

On the frame, fourteen saints are depicted
in bust length: Theodore Teron, Theodore
Stratelates, Anna, and Prokopios on the upper
border; Pelagia, Kosmas, Damianos, and
Panteleemon on the lower border. On the
left border, from top to bottom, are Artemios,
Bustratios, and Barbara; on the right, Nicholas
the Younger, Gourias, and Samonas. The
images of Saints Theodore Teron and
Artemios have been completely destroyed.
On the lower portion of each bust there is a
small slot in which the relics of the pictured
saints would have been placed. These slots
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would originally have been covered by the
cloth of the icon, which was later cut when the
relics were removed.

This icon served as a model for the
Cuenca diptych (cat. 24¢). LD

REFERENCES: Veés 191112, pp. 177-85, fig. 1;

Cirac Estopafian 1943; Xyngopoulos 1957a, pp. 10-21;
Xyngopoulos 196465, pp. 53—67; S. Radojdi¢ 1962, pls. 50-51;
Athens 1964, pl. 211; M. Chatzidakis and Sofianos 1990, p.
33, pl. 55.

24C. Cuenca Diptych

Meteora (?) or Constantinople (?), 1382—84

Tempera and gold on wood; silver gilt; 939 pearls
and 67 gemstones; red velvet on exterior

38.5 x 27,5 cm (1575 X 107 in.)

INscrIBED: Over the portraits at the feet of the
Virgin and Christ, MAPIA BACIAICA ATEA[N]A

AOYKENA TTAAAIOAO(TINA] (Maria Empress
Angelina Doukaina Palaiologina) and @QMAC
[AECITIOTHC KOMNHNOC O ITA[AAIOAOTOC]
(Thomas Despot Komnenos Palaiologos); Mary and
Christ have their sigla, M[HTTHP ©[EO]Y (Mother
of God) and ITHCOY]C X[PICTO]C (Jesus Christ).
Identifying the saints around the Virgin’s panel,
clockwise from upper left, O AI'TOC ©EOAQPOC
O THPQN (Saint Theodore Teron, the Recruit);

O ATTOC ©EOAQPOC O CTPATHAATHC

(Saint Theodore Stratelates, the General); H ATTA
ANNA H M[HTJHP THC ©[EOTOK]OY

(Saint Anna, Mother of the Theotokos); O ATTIOC
ITPQKOITIOC (Saint Prokopios); O AT'TOC NIKO-
AAOC O NEOC (Saint Nicholas the Younger); O
ATTOCT'OYPIAC O OMOAOITIT[HC] (Saint
Gourias the Homologite); O ATTOC CAMONAC
(Saint Samonas); O A'IOC ITANTEAEHM[ONOC]
(Saint Panteleemon); O AT'TOC AAMIANOC (Saint
Damianos); O AI'TOC KOCMAC (Saint Kosmas);
H AI'TA ITEAATHA (Saint Pelagia); H AT'IA BAP-
BAPA (Saint Barbara); O ATIOC EUCTPATIOC
(Saint Eustratios); O ATIOC APTEMIOC (Saint
Artemios). Identifying the saints around the

Christ panel, clockwise from upper left, O ATIOC
ANAPEAC (Saint Andrew); O ATTOC AOYKAC
(Saint Luke); O ATTOC GQMAC (Saint Thomas);
O ATTOC BAPOOAOMEOC (Saint Bartholomew);
O ATTOC BACIAIOC (Saint Basil); O ATTOC
ANTIPAC (Saint Antipas); O ATIOC [TAYAOC O
OMOAOTTTHC (Saint Paul the Homologite); O
ATTOC ©EOAQPOC O CIKEOTIC (Saint
Theodore Sykeotes); O AI'TOC CTEPANOC O
NEOC (Saint Stephen the Younger); in Stephen’s
hand is a scroll on which appears a text assigned to
the saint in the painting manual Hermeneia, compiled
by the monk Dionysios of Phourna, E{ T1g 00
nooxvvel Tov Kbglov fudv ‘Incodv Xoiotov
TEQLYQUITTOV &V £ixdVL, €11 Gvdbnpa (If one
does not venerate our Lord Jesus Christ inscribed in
icons, let him be anathema);’ O ATTOC CTE®PANOC
O ITPQTOMAPTYC (Saint Stephen, the First
Martyr); O ATIOC AAYPENTIOC (Saint Lawrence);
O ATTOC EAEYOEPIOC (Saint Eleutherios); O
ATTOC CITYPIAQN (Saint Spyridon); O ATIOC
IQ[ANNHC] O EAEHMON (Saint John Eleemon)
ProveENANCE: Esau Buondelmonti, second husband
of the empress Maria Palaiologina, may have sent
the diptych to Italy, where it was in Genoa in the
possession of the Spinola-Castagnola family by 1430;
it probably reached Spain in the seventeenth century
through the marriage of Jerénimo Castagnola to
Maria Henriquez of Cuenca; it passed to his son
Jean Francisco Castagnola Henriquez, then, in turn,
to his son Juan Domingo Spinola-Castagnola
Henriquez, who willed it to the Cathedral Chapter
in Cuenca, 1718.

ConbpirtioN: Aside from the deliberate erasure of
Thomas Preljubovi¢’s form, some faces are rubbed,
and the initial wide variety of gemstones—including,
according to Juan Domingo Spinola-Castagnola’s will,
rubies, cut gems, sapphires, garnets, and turquoises—
has been more uniformly replaced (15 of an original
954 pearls and 245 of the original 312 gems were lost).
Nonetheless, the work remains remarkably intact
and splendid.

Diocesan Museum, Cuenca, Spain



The third icon of the group is this diptych,
which depicts Maria Angelina Doukaina
Palaiologina (see cats. 244, 24B) at Mary’s feet
and her husband Thomas Preljubovi¢ at
Christ’s. Thomas’s portrait was deliberately
defaced, presumably following his assassina-
tion as a hated ruler, so that the work can be
dated between his official confirmation as
despot in 1382 and his demise in 1384.

Such personal icons of lay patrons survive
only from the Late Byzantine period, and
Maria’s are exceptionally interesting in their

L., Fileree

number, splendor, and innovation. Most strik-
ing here are the quality of the painting, the
gorgeous prodigality of the revetment, and
the incorporation of relics. Precious metals
were used to make icons and, increasingly in
Late Byzantium, to enrich and protect
painted icons. The figures here glitter with
highlights and gold in a deliberate response
to their gleaming surrounds. Relics were far
more rarely incorporated in icons; only two
other examples are known.” Akin in size, style,
and high quality to the Triumph of Orthodoxy

I
¥
|
|
1
|
| =
1

icon (cat. 78), Maria’s icons are of uncertain
origin, although the selection of relics suggests
that these were acquired in Constantinople ?

AWC

1. Deciphered in Cirac Estopafian 1943, vol. 1, p. 21.
2. [bid.
3. Ibid.

REFERENCES: Paris 1931 (not catalogued); Cirac
Estopafian 1943, vol. 1, pp. 1-59; S. Radoj¢ic¢ 1962,
pls. 50—51; Athens 1964, pp. 259—60, no. 212;
Xyngopoulos 1964—65; Beckwith 1970, p. 152, pl. 287;

INTRODUCTION 53



Bermejo Diez 1980, pl. T-1; Cutler and Nesbitt 1986,
Pp. 311—12; Oxford Dictionary of Byzantium (New York,
1991), vol. 3, p. 2078; Martinez Saez 1997; Toledo 1999,
Pp- 32-34, fig. 17; Athens 2000—2001a, pp. 320-21,

no. 30; Vassilaki 2001, p. 137.

25. The Gospels of Jakov of
Serres

Serbia (Serres), 1354

Kallist “Rasoder,” scribe

Tempera and gold on parchment; 302 fols.
31x22.5cm (127 x 87 in.)

PROVENANCE: Acquired by the Hon. Robert Curzon
(1810-1873) at the Monastery of Saint Paul, Mount
Athos, August 1837, together with the Gospels of
Czar Ivan Alexander (cat. 27); in the possession of
the Curzon family until 1917, when it was
bequeathed to the British Museum by Curzon’s
daughter Darea, Baroness Zouche.

ConpiTION: The volume is in stable condition.
The British Library, Department of Manuscripts,
London (Add. Ms. 39626)

This copy of the four Gospels in Serbian
Church Slavonic is one of the finest books
produced within the Serbian empire of Stefan
Uro$ IV Dusan (r. 1331-55), which dominated
the Balkans in the middle of the fourteenth
century. The remarkable portrait of the
book’s sponsor, painted on an inserted leaf
(fol. 292), has been described as “among the
most outstanding in Byzantine art.”” According
to a prolix colophon that follows the portrait
(fol. 293r—v),” the volume was copied in 1354
by Kallist “Rasoder” (“with torn monastic
habit”)? at the Metropolitan Church of Saint
Theodore in the Macedonian city of Serres.*
Together with an inscription on the portrait,
the colophon identifies the person responsi-
ble for the manuscript’s production as Jakov
(fl. 1345-65), a protégé of Stefan Dusan and a
man of considerable cultural attainment,
who became the first Serbian metropolitan
of Serres.’

Two further inscriptions that accompany
the portrait® establish the image as a sort of
visual colophon in which Jakov offers up and
dedicates his book to Christ. The Gospel
book itself is portrayed lying on the lectern
before Jakov, immediately below the hovering
figure of Christ. Jakov’s offering is made in
advance of the judgment of his soul and in the
hope of its purification and eternal salvation.
The depiction appears to derive from a
Byzantine rather than Serbian model. Jakov’s
face, which is painted with much greater
finesse than any other part of the book,”
forms a clear focal point of the miniature.
The individual features most probably reflect
those of the metropolitan himself.

SMcK
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25, fol. 292

-

. Spatharakis 1976, p. 89.

Reproduced in L. Stojanovi¢ 1982—88, vol. 1, no. 103,
vol. 3, no. s544.

. On this term, see Gavrilovi¢ 2000, p. 136 n. 3.

Although the colophon is dated only by the year,

A.M. 6863 (A.D. 1354—55), its mention of the archbishop
Joanikije of Pe¢, who died on September 3, 1354, nar-
rows down the dating of the manuscript.

. On Jakov, see Ostrogorski 1968.

Transcribed and translated in Gavrilovi¢ 2000, p. 136.

7. Apart from the figure of Christ, most of the miniature
is painted with a heavy, broad brush over clumsily
applied gold leaf. The decorative elements of the head-
pieces and initials in the rest of the volume are painted
with a more delicate sense of line than are the heavily
modeled palmettes of the portrait.

»
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REFERENCES: British Museum 1933, p. 99; Harisijadis
1964; Spatharakis 1976, pp. 89—90, figs. 57-58;
Walter 1976; Sofia 1977-78, no. 3; Maksimovié 1983,
Pp. 102—3, pls. 14—18; Cleminson 1988, no. 77;
Gavrilovi¢ 2000.

26. Novo Brdo Mining Law

Serbia, 16th century

Tempera on paper; 27 leaves

10x28Ccm (4 X 11in.)

INscrIBED: In Serbian, at the end of the book, a his-
torical note transcribed from the original Mining
Law, written by Despot Stefan Lazarevi¢ in the first
person singular, in the manner characteristic of char-
ters: “All the aforementioned concerning the Law of
Novo Brdo has reached my rule as it was before me,

in the time of the former holy lords and Serbian
kings, and during the lifetime and rule of my parent,
the holy prince Lazar. It was my will to renew and
confirm such rule, to remain constant and invariable
in the course of all days of my life and unaltered
during my rule, to God’s request. I plead the one
whom God pleases to select as heir to the throne
after us, that this [which was issued] with a golden
seal remain unchanged, as I did not change, but only
confirmed what had been written and commanded
by emperors and lords before me. I therefore rein-
force this document with a golden seal of my lord-
ship so as to confirm it. In the place of Nekudi, in
the year 6920 [1412), indict 13, the month of January
29.” The end sheets at the beginning and the end of
the codex feature several short notices in Serbian,
bearing witness to the history of the book in the
eighteenth century.

PROVENANCE: After World War II, Mrs. Hodevar,
wife of the Yugoslav ambassador Dr. Franc Hogevar,
purchased the manuscript in Vienna at an auction of
objects of art and antiquities. Holevar presented the
manuscript as a gift to the Serbian Academy of
Sciences on April 11, 1959. It is not known how the
manuscript reached the auction.

ConpiTtioN: The manuscript is mainly in a good
state of preservation. On its arrival at the Archives of
the Serbian Academy of Sciences and Arts, it under-
went conservation, and its leather covers were par-
tially restored.

The Archives of the Serbian Academy of Sciences
and Arts, Belgrade (465)

Novo Brdo, about forty kilometers east of
Pristina (Kosovo, Serbia), was the largest min-
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derail of fol.

ing and marketplace settlement during
Serbian rule at the end of the fourteenth and
the beginning of the fifteenth century. Despot
Stefan Lazarevié (r. 1389—27) entrusted in 1412
the task of composing a law for the Novo Brdo
mines to twenty-four miners from different
parts of Serbia, but not from that mine. It
guaranteed privileges to miners and security
in all mining activities. It survives in this copy
dating to the third quarter of the sixteenth
century, which contains miniatures copied
from the original and also a text in Serbian
Slavonic with many vernacular elements.

Of an unusual format, the codex is bound
in leather covers with a folding on the right-
hand side, characteristic of Turkish manu-
scripts. The Islamic influence is observable in
the treatment of pages, especially in the verti-
cal rectangle, drawn in gold, in which the text
is inscribed. On the reverse page of the third
leaf is a miniature. Each of the five figures in
the four rows wears a different cap and attire.

56 ByzaNTiuM: FAITH AND POWER

e

Nikola Radoj¢i¢, the manuscript’s editor,
believes that “they represent a mining judicial
board, as it was precisely described in the
Czech law for miners.”” Judging by the attire,
all members of the judicial board were secu-
lar figures. The caps on their heads, for instance,
are encountered in fifteenth-century minia-
tures in the illustrated novel of Alexander the
Great (the Alexander Romance). Red and blue
colors and gold were applied in the titles and
initials of the text of the law; and logical and
syntactic units in the text are framed by bor-
ders composed of large red points.

PT

1. Lazarevi¢ 1962.

REFERENCES: Lazarevié 1962; Jovi¢ 1968-69;
Jovanovic-Stipéevic¢ 1973, no. 215; Steininger 1975;
Lazarevi¢ 1979; Jovanovié¢-Stipcevi¢ 1980, no. 30;
Badurina et al. 1983, p. 43, fig. 125; Jovanovié 1988,
pp. 38—40.

27. The Gospels of Czar Ivan
Alexander

Bulgaria (Tiirnovo), 1355-56

‘Tempera and gold on parchment; 286 fols.

33.5X 24 cm (1374 X 9% in.)

PrOVENANCE: Purchased out of pledge by Voivod
Alexander of Moldavia (r. 1402~32); owned by the
Monastery of Saint Paul, Mount Athos, by the early
seventeenth century, when the hierodeacon Gabriel
made a copy to be sent to Romania; acquired by the
Hon. Robert Curzon (1810-1873) at the Monastery of
Saint Paul, August 1837, together with the Gospels of
Jakov of Serres (cat. 25); in the possession of the
,Curzon family until 1917, when it was bequeathed to
the British Museum by Curzon’s daughter Darea,
Baroness Zouche.

ConprTioN: The menologion and synaxarion at the
end of the volume (fols. 276—283v) are later additions.
The British Library, Department of Manuscripts,
London (Add. Ms. 39627)

The present copy of the Four Gospels in
Bulgarized Church Slavonic is the most cele-
brated work of art produced in Bulgaria
before it fell to the Turks in 1393.

At the opening of the manuscript (fols.
2v-3r) is an imposing double-page portrait
of Czar Ivan Alexander and his family receiv-
ing God’s blessing." This image, which is
rendered in the tradition of Byzantine imperial
portraits, reflects both the artistic heritage of
the artist and the imperial ambitions of the
czar. Together with a further 366 illuminated
miniatures that illustrate each of the Gospels,
this portrait was probably based closely on
an earlier Byzantine Gospels. The frieze format
and subjects of the miniatures are certainly
very close to those of a Gospel book produced
in the eleventh century at the Stoudios
Monastery in Constantinople (Bibliothéque
Nationale, Paris, cod. grec 74).” Five further
depictions of the czar, at the end of each
Gospel (fols. 86v, 134v, 212v, and 272v) and
between Abraham and the Virgin Mary in a
large miniature of the Last Judgment (fol. 124),
replace those of an abbot in the Stoudios
manuscript.

As in the case of the only other illustrated
Bulgarian manuscripts that survive from the
fourteenth century;’ the present manuscript was
most probably produced in Ivan Alexander’s
capital, Tlirnovo. The artists who illuminated
the Gospels remain anonymous and of uncer-
tain origin. Well trained in the Byzantine tra-
dition of book illumination, they adhered
closely to Byzantine models. According to a
long inscription at its conclusion by the scribe
Simeon (fols. 274—275), the Gospel book was
created “not simply for the outward beauty of
its decoration . . . [but] primarily to express
the inner Divine Word, the revelation and the

sacred vision.” SMcK
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. Inscriptions identify the portraits as of the czar and his
second wife, Theodora; their two sons, Ivan Shishman
and Ivan Asan,; their three daughters; and the despot

Konstantin, husband of their eldest daughter, Kera
JIu.II:l l.'Tli'd-ﬂ”!"f-‘T“ﬂII faonn irnen Thamara.

ot o || T J"‘? i IT.I‘II L H.ﬁ. |j,_-| Wik 2. On the attribution to the Stoudios Monastery, see
Hutter 1997, pp. 202-3.
- HANTEAME] Pl
-1 WA AT AAA A .}l ' A - 3. For these two manuscripts, see Filov 1927 and Dzhurova
l‘l‘lll,_ﬁ.tqlul.ﬂ P R FTTTRFS 1) ST ) 1990.
T

RErERENCES: Der Nersessian 1927; British Museum
1933, pp. 99—101; Filov 1934; Spatharakis 1976, pp. 6770,
ﬁgs. 30, 32, 34-35, 37—40; Sofia 1977-78, no. 4;
Zhivkova 1980; Cleminson 1988, no. 78.

28. Icon with Saints Boris
and Gleb

Moscow, mid-14th century

Primed canvas on two wood boards joined with two

(recent) insert struts, tempera

142.5 X 94.3 cm (5678 X 3775 in.)

ProVENANCE: Collection of the brothers M. O. and

| G. O. Chirikov, restorers and icon painters (Moscow);
collection of Nikolai P. Likhachev (Saint Petersburg);

| entered the State Russian Museum, 1913.
ConpiTtion: There is loss of pigments and priming,

| especially along the edges and in the background;

L el | 27, fol. 124r restorers’ insertions and retouches throughout;
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losses and abrasion of the gilding in the back-
ground, along the edges, and on the saints’ clothing.
The inscriptions are recent. Overpainting removed
in the workshop of G. O. and M. O. Chirikov
(Moscow); second cleaning by S. 1. Golubev in the
State Russian Museum Restoration Workshop,
1979-87.

State Russian Museum, Saint Petersburg (2117) -

The holy martyrs Boris and Gleb, portrayed
in this icon, were sons of Prince Vladimir I,
known as the baptizer of Rus’. They were
treacherously murdered in 1015 by their elder
half brother (or cousin) Svjatopolk. The
iconography of the two saints took shape
soon after their canonization, which probably
occurred after 1037.

The cult of Boris and Gleb was established
in Rus’ under the auspices of their brother
Iaroslav the Wise, grand prince of Kiev. The
first churches dedicated to the martyrs were
built in the central region of Kievan Rus’,
close to the locations of their deaths, around
Pereslavl’ and Smolensk. The growth of their
cult in Kiev was furthered by the translation
of their relics to Vyshgorod, on the city’s
outskirts, and their interment at the Church
of Saint Basil. Images of the two were
placed next to the tombs. The oldest churches
dedicated to Saints Boris and Gleb were
built in Vyshgorod (rebuilt in stone in 1115),
at Kideksha near Vladimir (ca. 1152), and in
Smolensk (end of the twelfth century). In the
course of the fourteenth century, numerous
Boris and Gleb churches were erected in
Novgorod.

In this icon the princes are depicted
frontally, in full length, dressed as martyrs and
with cross and sword in hand. This iconogra-
phy grew out of hagiographic and liturgical
texts that emphasized the martyrial aspect of
the saints” cult and their princely rank.
Medieval texts praise the two as defenders of
the Russian land against the infidels: “You are
our weapon, you double-bladed swords,
defense and bulwark of the Russian land!”
Thus, the saints are represented in princely
attire, wearing tunics with embroidered
hems, sashes, fur-rimmed hats, and ermine-
lined cloaks, and holding swords. Similar
iconography was known not only in Rus’

(on the twelfth- to thirteenth-century icon

in the Museum of Russian Art, Kiev, and the
one in the Moscow State Historical Museum,
originally from the Zverin Monastery in
Novgorod and datable to ca. 1399) but also in
Byzantium. In 1200 the future Novgorodian
archbishop Dobrynia I. Andreikovich saw in
Constantinople an icon of Saints Boris and
Gleb. The spread of Boris and Gleb’s iconog-
raphy in the Byzantine commonwealth was
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facilitated by the international contacts of early
Rus’, including foreign marriages. Chronicles,
for example, mention that the mother of
Saints Boris and Gleb was Bulgarian.

This icon was formerly part of the most
notable icon collection in fin-de-siécle Russia,
that of the historian and paleographer Nikolai P.
Likhachev (1862-1936). In the inventory that
he compiled of his icons, Likhachev defined
this one as unique and dated it to the thir-
teenth century. Modern scholars have attrib-
uted the icon to, variously, a mid-fourteenth-
century Moscow workshop (S. I. Golubey,

V. K. Laurina); artists from Vladimir-Suzdal’
(Viktor Lazarev); and artists from Rostov
(Engelina Smirnova). NP

RerereNcEs: Petr I. Neradovskii, “Boris i Gleb® iz
sobraniia N. P. Likhacheva,” in Makovskii 1914, vol. 1,
Pp. 63—78; Nikolai N. Punin, “Zametki o ikonakh iz
sobraniia N. P. Likhacheva,” in ibid., pp. 36, 37, 62—65,
68; Skvortsov 1914; Sychev 1916, pp. 17-19; Kondakov

1927, pp. 62—65; Kondakov 192833, vol. 3, pp. 114-19;
Schweinfurth 1930, pp. 293—300; Ainalov 1933, pp.
72—73, pl. 353; Golubev and Laurina 1987; Klimanov
1993, pp. 130—31, no. 337, Lazarev 1997,

PP- 246, 380, no. 84.



29. Epitaphios with Maria of
Mangop

Romania, ca. 1476

Colored silks embroidered with polychrome silks
and gold threads

188 X 102 cm (74 X 40%s in.)

InscriBeD: Around the edge, forming a border,
worked in gold wire and silk embroidery in old
Church Slavonic, # Cb erTh NOKPOBL FPOEA PARRI
EW/5KiA EAATOY'RCTHEOH H XPHCTONIOBHEOH rOCNOKAH
Iw(anHa) CTedana BOEROALI / FOLMOAAPA ZEMAH
HOAAABLKOH / (HApIH, WKE H NPECTABHCA KB BEYHLIM
WEHTBAEH B ART(€) SilfiE Me(ce)ua A(e)keBpia 418D
n(apac)k(eBbi)a va(c) £ Aue (This is the cover of the
tomb of the servant of God, the pious and Christ-
loving lady of John Stephen, voivode of the Land
of Moldavia, Maria, who passed away to [her] eternal
dwelling in the year 1476, on the 19th [day] of

the month of December, Friday, at the fifth hour of
the day)

PrOVENANCE: The Holy Monastery of Putna,
Romania.

ConbpITioN: The epitaphios has recently been
restored.

Muzcul Minastirii, Putna, Romania

In the upper left and lower right corners of
the epitaphios are medallions containing the
imperial symbol of the double-headed eagle.
In the upper right corner is the monogram of
Maria of Mangop, and, in the lower left cor-
ner, the Byzantine imperial Palaiologos family
monogram. Maria of Mangop was the second
wife of Stephan the Great (r. 1457-1504), one
of Moldavia’s most notable rulers. Tradition
holds that she was an embroideress. On

the epitaphios, her oval face is depicted in a
schematized drawing with closed eyes under
arched eyebrows, a small mouth, sharp chin,
and hair parted in the middle. On her head
she wears a crown decorated with two regis-
ters of red and blue precious stones. Above
them a band of white stones supports five
fleurons, each adorned with two precious
stones and topped by a third. To the sides

of her head, four strands of alternating oval
stones and small round pearls hang to her
shoulders. These strands partially cover her
earrings, whose triangular frames each hold a
red stone in the middle. From the frames
hang three strands of red and blue stones
fixed with small pearls. Under the chin, from
the ears down, Maria’s neck is covered with a
net worked by gold wires.

The princess is dressed in a long robe of a
worked blue and gray fabric that is decorated
with pomegranates arranged on large fan-
shaped leaves. The high collar is closed in the
middle with a series of buttons and button-
holes, which continue on the collar’s rim.
Medallions, embroidered on the collar’s face,
are decorated with swastikas containing a red

stone in the middle. Over the shoulders is a
fur pelerine closed with oval buttons. The
robe was lined with red silk and had two open-
ings for the hands. It was embroidered, at the
openings and at the hem, with a gold lace. The
robe is buttoned with oval buttons its entire
length, as are the openings. Under the robe
the princess wears a shirt of delicate fabric
with long sleeves ending in embroidered cuffs.
The figure is placed within a niche topped
by a tricusped arch that is supported by a pair
of columns, each composed of three slender
shafts. The face of the arch is decorated with
an interlace alternating the monogram of
Maria of Mangop, swastikas, and geometrical
motifs inscribed in medallions. This section is
framed with a continuous creeping stem, a

characteristic pattern in the era of Stephan
the Great.

Drawing its inspiration from traditional
Byzantine embroidery, this textile is one of
the remarkable and original works of the
Romanian Middle Ages, combining sensibility
and fantasy with wide-ranging humanist inspi-
ration. The unique work is considered a mas-
terpiece that reflects the greatest phase of
magnificence in Moldavian-style embroidery,
during an era of internal political, social, and
cultural stability in Moldavian society under

the reign of Stephan the Great.
AP
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REFERENCES: Bréhier 1936, p. 103, pl. 95; Millet
1939—41, vol. 2, Pp- 7881, pls. 162-163; Berza 1958,
Pp. 288-90, figs. 202—203; Musicescu 1962; Johnstone
1967, p. 112, nos. 79—80; Volbach and Lafontaine-
Dosogne 1968, . 285, pl. 276; Musicescu and
Dobjanschi 1985, pp. 15-16, 36, no. 16.

30A, B. The Marshal Oshin
Gospels

304. The Manuscript of the Gospels

Kostandin, scribe; illuminator unknown; written in
Armenian

Cilician Armenia (Sis), 1274

Colored inks, ink, and gold on vellum; 320 fols.

27.5 X 20.5 cm (10738 x 8% in.)

INscrIBED: In Armenian, in part on the dedicatory
pages on fols. 6v—7, Executed for the great Armenian
Marshal Oshin, son of the Prince of Princes,
Kostandin, Lord of Lambron . . . [who] had the
Holy Gospels copied by the celebrated scribe
Kostandin . . . and had it made more beautiful by
means of golden paintings and placed in a chest.
Then he offered it to the church, as he could find no
better gift to God. This manuscript was finished in
the metropolitan city of Sis, under the auspices of
the churches of the Holy Cross and of the Holy
Archangels, in the year of the Armenians 723 [1274].
ProveNaNce: Purchased, with leaves missing, by

304, fol. 6v
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J. P. Morgan from Mrs. John D. Rockefeller, Jr., 1928
Conbpitron: The manuscript is missing a number of
illuminations. Two evangelist portraits, part of the
McLean Bequest, are in the Fitzwilliam Museum,
Cambridge, England. The donor portrait (see B) has
recently been acquired by the Pierpont Morgan
Library.

The Pierpont Morgan Library, New York (Ms. M. 740)

30B. The Donor Portrait

Cilician Armenia (Sis), 1274

Colored inks and gold on vellum

22.5X 15.3 cm (876 x 6 in.), trimmed

INSCRIBED: In Armenian, now fragmentary because
of damage to the upper and lower border of the
image; above, [Hovan]nes [arch]bishop of Cilicia;
Mother of God take in your care . . . ; below, Oshin
and with him . . . [Kostand]in and Het‘um
PROVENANCE: Feron-Stoclet collection, before 1956.
Conprrion: The leaf was cut from the Marshal
Oshin Gospels, at some point folded in four (the
folds are visible), trimmed, and glued to a board,
now removed.

The Pierpont Morgan Library, New York (Ms. M. 111x),
purchased in 1998 with funds from: The Manoogian
Simone Foundation; the L. W. Frohlich Charitable
Trust in memory of L. W. Frolich and Thomas R.
Burns, in recognition of their interest in and con-
tributions to the arts of the written word; The Hagop
Kevorkian Fund; the Fellows Acquisition Fund;

Kaloust P. and Emma Sogoian; Antranig and
Varsenne Sarkissian; an anonymous donor, in mem-
ory of Sirarpie Der Nersessian; and the Institut de
Recherche sur les Miniatures Armeno-Byzantines

The Cilician kingdom, on the northeast coast
of the Mediterranean, was established in

the twelfth century by Armenians forced by
the Byzantine state from their homelands on
the empire’s eastern frontier. In the thirteenth
century its rulers, the Het “umids of Bardzrberd,
and their predecessors, the Rubenids, brought
the kingdom into prominence as an interme-
diary between Byzantium, the Crusaders from
the Latin West, and the new power in the East,
the Mongols.” Connections between these
peoples flourished at Sis, the kingdom'’s capital,
where Marshal Oshin’s niece, Queen Keran,
ruled with her husband, King Levon II1.?

The elegantly wrought and richly gilded
dedicatory pages of the Marshal Oshin
Gospels are among the finest produced in
Cilicia. The brilliantly gilded and dramatically
colored birds, trees, and vegetative patterns of
the decorations are drawn from motifs long
known in Byzantine art. Their use at Sis was
inspired by their presence in manuscripts pro-
duced at the Armenian scriptorium at

3
-1?"'"' e

e -~
Vg

a5




Hromkla, a town on the Euphrates River
where the patriarchate of the Armenian
Church had moved under threat from the
Seljuks in 1151.% At Sis the illuminator created
attenuated, emotionally intense variations of
the calm, harmonious images seen in the
mid-thirteenth-century manuscripts produced
at Hromkla by the greatest Armenian painter,
T“oros Roslin (cat. 173).” The illuminator at Sis
also added decorative details, like the polylobed
arch outlining the harpy over the dedicatory
text, that may have been inspired by Cilicia’s
important political alliance with the Mongols.®

The donor portrait, now reunited with the
manuscript from which it was cut, is one of
two Armenian donor portraits in which
members of the royal family kneel under the
protective mantle of the Virgin of Mercy.
Archbishop Hovannes, uncle of King Levon
111, is shown standing erect and gesturing to
the kneeling marshal and his two sons,
Kostandin and Het“um, whom he presents to
the enthroned Virgin and Christ Child.” The
close connections of the royal family to the
West through intermarriage with the rulers
of many of the Crusader states, including
those of Antioch, Jerusalem, and Cyprus, are
reflected in the kneeling pose and fur-lined
robes of the marshal and his sons as well as in
the fleurs-de-lys on Archbishop Hovannes’s
vestments.® The appearance of the Virgin of
Mercy in the donor portrait, however, should
be specifically related to the presence of the
Franciscan order in Sis. In 1254 the Armenians
had signed papers of union with the Church
of Rome through the efforts of the Franciscans
sent to the East by Pope Innocent IV By 1289
there would be a Franciscan convent in the city,
and by 1294 King Het“um I1, Marshal Oshin’s
great-nephew; would rule from there both as
king and as a Franciscan monk." Sirarpie Der
Nersessian noted that the pose of the Virgin of
Mercy in the donor portrait was probably
inspired by a Western model, as it is most
similar to Duccio’s Madonna of the Franciscans
in Siena dated to about 1280. In Duccio’s
work, three members of the order kneel
beneath the protectively outstretched mantle
of a seated image of the Virgin." As Thomas
Mathews has noted, the theme of monastic
humility was transformed by the Armenian
illuminator into a statement on the Virgin’s
role as the protector of the court aristocracy
of Armenian Cilicia.”

The scriptorium at Sis reached its peak in
the late thirteenth century, the era in which
Hovannes was both chancellor of the realm
and archbishop (1275-89).” Among the major
manuscripts produced there was the Gospel
book of Queen Keran of 1272 (Armenian
Patriarchate, Jerusalem, Cathedral of Saint

James, Ms. 2563), in which the royal family
appears dressed in the imperial garb of the
Byzantine court, a clear reference to the ambi-
tion of this dynasty to be the greatest Christian
power in the East.” The scribe Kostandin
who created this manuscript may well have
been the Kostandin who was the scribe of the
Queen Keran Gospels. HCE

1. Merian 1998—2000, p. 417.

2. Evans 200I.

3. Der Nersessian 1993, vol. 1, p. 93.

4. Evans 1990, p. 18.

5. See Der Nersessian 1973b, figs. 43—44, for the more
harmonious motifs and formats from Hfomkla as seen
in the Gospels of T*oros the Priest (cat. 173) that inspired
the dedicatory page decorations in the Marshal Oshin
Gospels.

6. Soucek 1998, pp. 116-18.

7. Der Nersessian 1993, vol. 1, pp. 158—59, vol. 2, figs. 646
(the Morgan leaf) and 647 (Prince Vasak and his sons,
Armenian Patriarchate, Jerusalem, Cathedral of Saint
James, Ms. 2568).

8. Evans 1997, pp. 492—96; Der Nersessian 1993, vol. 1,

p. 159.

9. Evans 1998, pp. 106—7.

10. Evans 1990, pp. 44-—46.

11. Der Nersessian 1993, vol. 1, p. 159, who makes no refer-
ence to the possible role of the Franciscans in the
introduction of the image.

12. Mathews 1998b, pp. 168—70.

s e WA T

13. Evans in New York-Baltimore 1994, p. 80.
14. Der Nersessian 1993, vol. 2, fig. 641.

REFERENCES: Evans 1990; Der Nersessian 1993;
Helen C. Evans, “Cilician Manuscript Illumination:
The Twelfth, Thirteenth and Fourteenth Centuries,”
and “Gospels (‘Marshal Oshin Gospels’),” in New
York-Baltimore 1994, no. 64, pp. 193—94 (with previ-
ous bibl.); Evans 1997; Evans 1998; Mathews 1998b;
Soucek 1998; Merian 1998—2000; Evans 2001.

31. Barlaam and Ioasaph

Byzantine, 14th century

Tempera and ink on parchment

23.5 X 18.5 cm (974 x 77/ in.)

PROVENANCE: Monastery of Chalke, Constantinople;
bought for the Bibliothéque Royale by Frangois
Sevin, 1729.

ConbirioN: The binding is Oriental (sixteenth or
seventeenth century); the folios are out of order; and
the illuminations are covered by varnish.
Bibliothéque Nationale de France, Département des
Manuscrits, Paris (cod. grec 1128)

The story of Barlaam and Ioasaph is a
Christian adaptation of legendary Indian ele-
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ments that are enriched by long biblical cita-
tions. This frequently illustrated tale relates
the edifying story of the Indian king Abenner
and of his son Ioasaph, who are converted to
Christianity thanks to the intervention of the
hermit Barlaam. The text enjoyed widespread
popularity during the Middle Ages, from
Armenia to the Latin West." Associated with
John of Damascus, the Greek version was
closely modeled upon a Georgian prototype
and was transmitted in five different recen-
sions and one hundred manuscripts.

Among the Greek illuminated examples,
this one contains the most abundant cycle of
miniatures: 210 illustrations were inserted into
the text, in the form of unframed friezes. The
drawings are of rather simple workmanship
and are painted directly onto the parchment.
A manuscript at Christ Church, Oxford (gr.
62), is closely related to this one but not iden-
tical, as some miniatures in the Paris codex do
not appear in the Oxford manuscript, and vice
versa. Both were probably based on a now-
lost prototype that was even more richly dec-
orated and that probably dates from the
beginning of the Palaiologan dynasty.”

‘The miniature on folio 182v of the Paris
manuscript, according to the inscription
there, illustrates two successive episodes relat-
ing to the final part of the story, in which
Ioasaph abandons the royal status that he
inherited after the death of Abenner and goes
in search of the hermit Barlaam, who taught
him the Christian faith. In the first scene,
Ioasaph offers his royal dress to a poor man,
retaining only the rags that Barlaam had
given him; in the second, he inquires of
desert hermits, depicted in their caves, where
Barlaam can be found. The composition and
inscription here are very different from the
illustrations in earlier (that is, pre-Palaiolgan)
known texts of the Barlaam and Ioasaph
story. The Paris manuscript and its lost proto-
type must have been relatively close in date. ®
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1. Klaus Wessel, “Barlaam und Joasaph,” in Reallexikon zur
byzantinischen Kunst (Stuttgart, 1963-), vol. 1, pp. 496—507.

2. Hutter 1977~, vol. 4.1, pp. 150-73.

3. See ibid. and Der Nersessian 1937.

REFERENCES: Bordier 1883, pp. 246—63; Der
Nersessian 1937; Paris 1958, pp. 48—50, no. 86; Belting
1970, p. 19; Paris 1992—93, p. 458, no. 352; Paris 2001c,
P- 25, 1O. 40.
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32. The Alexander Romance

Trebizond, mid- to late 4th century

Tempera, gold, and ink on bombycine paper; 193 fols.
Overall 33.4 X 24.6 x 8.5 cm (138 x 9% x 3% in.)
INscrIBED: On fol. 143v, in Turkish, ‘H 8¢ Kav3dxn
dxovoaca mept "Aletdvdpou drag xeipotrar
Tovg TnMxobTOoLG BacAgis, Emepde (oypdpov
GreAfsiv xpueieg xai T6 dpolepa AaPeiv
*AreEdvdpov (Having heard how Alexander sub-
dued such great kings, Kondake sent an artist to go
secretly and procure a likeness of Alexander);" below,
in Turkish, “The queen was frightened of Alexander
and sent him a gift. She asked an artist to make a
good image of Alexander”; upper left, “This is the
artist who made the image of Alexander.”*

Hellenic Institute of Byzantine and Post-Byzantine
Studies, Venice (Codex 5)

The Alexander Romance, the legendary story
of Alexander the Great, became the most
popular secular tale of the Byzantine world
and was translated into eleven languages.
The book’s 250 miniatures demonstrate

that a Byzantine emperor living in the
successor kingdom of Trebizond, probably
Alexios IIT Komnenos (r. 1349-90), owned

the codex.? Alexander served as a role

model for Byzantine emperors, particularly
Trapezuntine emperors who had to fight
enemies from the East, such as the Turks,
just as Alexander fought the Persians.

On folio 143v; Queen Kondake is shown
commissioning an artist to secretly paint a
portrait of Alexander, whom she greatly
admired. This illumination highlights the
fourteenth-century Trapezuntine context in
several ways. The dress depicted borrows
from many cultures and is evidence of the
multi-ethnic population of Trebizond: the
turbans, commonplace among Byzantines,
were originally borrowed from their
Georgian, Armenian, and Islamic neighbors;
Queen Kondake enthroned on the bottom
register and Alexander at the top are dressed
in Byzantine imperial dress, including the
fan-shaped hats that became popular at the
Constantinopolitan court during the twelfth
century; the artist’s hat probably demon-
strates the influence of the Latin West.* The
explanatory Turkish inscriptions on folio 143v
suggest that the book fell into Turkish hands
shortly after Trebizond fell to the Turks in
1461. Finally, notations in a Georgian script
on several folios indicate that at least one,
if not all, of the three artists who painted
the illuminations was a Georgian speaker:



Trebizond not only bordered Georgia but
also had a large Georgian-speaking popula-
tion known as Laz? JB

-

. Text and translation in Trahoulia 1997, p. 99 n. 8, quot-
ing Xyngopoulos 1966, p. 51.

. Turkish translated in Trahoulia 1997, p. 225.

3. First proposed by Gallagher 1979.

4. On turbans, see Ball 2001. On the courtly hats, see

Y

Hilsdale 2003, Appendix 11, “Vatican Greek Manuscript
1851: Dating Difficulties.” The last hat is probably the
one described by Choniates, who identified it as Latin;
see Choniates 1984, p. 232.

5. Trahoulia 1997, p. 98.

RErFERENCES: Kakoulidou 1971; Gallagher 1979;
Galavaris 1995, nos. 227—28; Trahoulia 1997; Chrysa
Maltezou, “The Alexander Romance,” in Athens
2001-2, Pp. 48-51, NO. 8.

33. The Book of Job, with Catenae

Mistra, 1361-62

Tempera and ink on paper; 247 fols.

39 x28 cm (15% x 11 in.)

PROVENANCE: Library of Charles-Maurice Le Tellier,
archbishop of Reims; given to the Bibliothéque Royale
by Le Tellier, 1700.

ConpiTiON: Pages are mutilated in the margins and
covered with water stains; the volume was restored
during the 1960s.
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Bibliothéque Nationale de France, Département des
Manuscrits, Paris (cod. grec 135)

The Book of Job is one of the biblical texts
that was most often illustrated in the Greek
world: there are a dozen illuminated exam-
ples, dating from between the eighth and the
fourteenth century, in which the images are
completely surrounded by exegetical catenae.’
Within this group, the Paris volume occupies
a unique position: its nearly two hundred
miniatures stand out because of their Western
style, which is without equivalent in Byzantine
illumination. The signature on the last folio
indicates that the text was copied between
1361 and 1362 by Manuel Tzykandeles, a scribe
active at Mistra between 1362 and 1372. He
worked, notably for the emperor John VI
Kantakouzenos (r. 1347-54) after his abdica-
tion and also for the emperor’s son Manuel
Kantakouzenos, despot of Morea (1349—-80).
Though in all probability the manuscript
was copied at Mistra, Tzykandeles was not
responsible for the illustrations. In a volume
of Plutarch that was entirely copied and illus-
trated by Tzykandeles, also in 1361-62, the
decoration is clearly Byzantine.” The images
in the Paris manuscript, by contrast, are
Western in their style, although the anony-
mous illuminator followed the corpus of

illustrations appropriate to Byzantine versions
of the Book of Job, which date to as early as
the pre-Iconoclastic period. Therefore, it
appears that a Western artist was working
from a Byzantine model.

The miniature on folio 18v illustrates
Job 1:13, the feast of the seven sons and three
daughters of Job. This image of the patri-
arch’s good fortune includes abundant realis-
tic details and picturesque elements. The
opposite image, on folio 19r, represents the
capture of the oxen and the massacre of Job’s
servants (1:14-15). The contrast between the
two scenes highlights the abrupt descent into
misfortune described in the biblical text on
which the surrounding commentary of
Polychronius of Apamea, fifth-century
bishop, is based. CF

1. Klaus Wessel, “Hiob,” in Reallexikon zur byzantinischen
Kunst (Stuttgart, 1963-), vol. 3, pp. 123-52.

2. The manuscript is preserved in two parts, one in the
Bodleian Library, Oxford (Ms. Canon. gr. 83), the other
in the Biblioteca Ambrosiana, Milan (D538); see
Hutter 1977, vol. 3.1, pp. 251-52; Turyn 1972, vol. 1,

Pp- 220-31.

REFERENCES: Paris 1958, p. 50, no. 87; Athens 1964,
Pp. 3045, no. 292; Belting 1970, pp. 16, 38, 98;
Spatharakis 1981, p. 65, no. 264; Paris 1992-93, p. 460,
no. 354; Paris 2001c, p. 25, no. 38; Velmans 2001,

pp- 337-65.
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Religious Settings of the Late Byzantine Sphere

SLOBODAN CURCIC

eligious architecture and monumental art (mosaics,

fresco paintings, architectural sculpture) constitute the

most palpable remains of Byzantine spirituality.
Paradoxically, in their reliance on these strictly visual, physical
means, the Byzantines communicated not only their deepest
spiritual sensibilities but also their most sophisticated theologi-
cal thoughts regarding the structure of the heavenly kingdom
upon which their own empire was believed to have been mod-
eled. The concept of the Church as a representation of
“Heaven on Earth” was formulated in Byzantine thought as
early as the seventh century and acquired a subtly articulated
expression by the eighth. It remained the basis for understand-
ing church architecture and art throughout the Byzantine era,
notwithstanding the implementation over the centuries of vari-
ous modifications pertaining to the building form, its functions,
and its decorative program.

Within the history of Byzantine art, which embraces more
than eleven hundred years of creative output, the period
encompassed by this exhibition arguably constitutes its least
understood chapter. This is especially true of church architec-
ture, which is generally perceived as an “epilogue” or “nostalgic
eclecticism” in contrast to Byzantium’s far more accomplished
prior achievements.* Byzantine monumental painting has fared
slightly better, although a satisfactory comprehensive study of
it has yet to be produced.’ The problem is all the more glaring
if one bears in mind that more monuments survive from
this time than from any other phase of Byzantine history. Yet
the aim of this essay is not to attempt a critical review of the
historiography on the subject nor to try to rectify in a few pages
of text past misconceptions and omissions. The following
discussion, however, does hope to highlight some key aspects of
religious settings in the Late Byzantine world by exploring a
select number of examples.

Fig. 3.1. Manasija (Resava) Monastery, Serbia and Montenegro, 1407-18.
Photo: Bruce White

“Religious setting,” as defined here, should be considered as
referring to the broadest contextual understanding of Late
Byzantine religious art. This involves, above all, the church
building as a three-dimensional form with its own exterior
aesthetic characteristics; the church as an interior space in
which various specific religious functions take place; wall
paintings that cover all church interior walls and vaulting
surfaces and whose own arrangement relates to the functional
layout of the architecture; church furniture (including altar
tables, iconostasis screens, thrones, and tombs) and other works
of religious art that, together, once constituted entities of
which each component was considered to be an inseparable
part. This microcosmic reading of Byzantine art and architec-
ture, we believe, approximates how such entities were viewed
and understood by the Byzantines themselves. At the same
time, we must contend with the fact that, notwithstanding the
fair rate of survival of individual buildings, essentially nowhere
in the territories of the erstwhile Byzantine Empire has a single
such entity survived in its complete original form. Our task is
thus doubly difficult. It requires that we look at individual
components of such entities, not only outside their original
settings but also often substantially removed from each other in
time and space. Combining these elements mentally into a new
“virtual” entity, we can begin to appreciate the vision expressed
by the Byzantines in their churches.

Late Byzantine art has generally been viewed as a form of
rebirth of artistic production following a hiatus of nearly six
decades brought about by the Latin conquest of Constantinople
in 1204. Often labeled the “Palaiologan Renaissance” (after the
last Byzantine imperial dynasty), this era has also been under-
stood to have ended in 1453, with the fall of Constantinople to
the Ottoman Turks. Not all of these concepts are universally
accepted. For our purposes the period in question will be
referred to simply as Late Byzantine, and its chronological
limits will not be set as rigidly as in the past.

Indeed, the dates 1261 and 1453 have true relevance solely in
the context of the city of Constantinople itself, historically
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speaking the major if not exactly the exclusive generator of cul-
tural developments and artistic trends in the Byzantine world.
The role of Constantinople in Late Byzantine art has been
greatly exaggerated. Modern studies have begun to remove lay-
ers of romanticized preconceptions and to focus on aspects of
grim realities in the Byzantine capital under the Palaiologan
emperors.* New construction after 1261, at least on the basis of
what has survived, suggests that repairing, rebuilding, or, at
best, enlarging existing complexes appears to reflect most accu-
rately the limited means of patrons (aristocratic and imperial)
in Late Byzantine Constantinople.’ The largest church building
programs of the fourteenth century, for example, were the but-
tressing of Hagia Sophia under Andronikos II, after 1317, and
the rebuilding of its dome and eastern semidome after the dev-
astating earthquake of 1346.°

Constantinopolitan buildings constructed after 1261 display
limited stylistic coherence.” The surviving churches have been
divided into roughly two groups—those built until circa 1300
and those built between about 1300 and 1330, when architectural
activity appears to have substantially come to an end. The old-
est extant Late Byzantine church building in the capital-—the
south church of the famous Lips Monastery (the present Fenari
Isa Camii; fig. 3.2)—was commissioned by Empress Theodora,
wife of Michael VIII (r. 1250-82).® The building, begun some-
what before 1282 and dedicated to Saint John the Forerunner,

was intended to accommodate imperial burials. A cluster of
churches thus created appears to have emulated the complex
of churches in Constantinople at the Pantokrator Monastery
founded by John II Komnenos (r. 1118—43), itself including a
dynastic mausoleum. Although practically nothing of the inte-
rior of the Church of Saint John has survived, its rich exterior
articulation and the decorative vocabulary seem to hark back to
some of the Komnenian buildings.’

Very different in architectural character is the Parekklesion
of Hagia Maria Pammakaristos (the present Fethiye Camii), a
small three-domed chapel attached, like the Church of Saint
John the Forerunner at the Lips Monastery, to an older church
as part of a remodeling carried out around 1310 (fig. 3.3)."° The
chapel was built by an aristocratic lady, Maria, as a mausoleum
for her deceased husband, Michael Doukas Glabas Tarchaneiotes,
and other family members. The south facade of the chapel is
elaborately articulated with windows, a multitude of niches, a
pair of decorative disks, and an inscription executed in brick
just below the roof eaves. Another long inscription, in fact an
epigram commemorating the foundation of the building, was
carved on the underside of a marble stringcourse, so as to ren-
der it legible from the ground.” The decorative vocabulary also
includes a single ogee arch, a stylistic element absorbed much
earlier into Byzantine architecture, possibly from the Islamic
world. The building technique of the Parekklesion of the

Fig. 3.2. The south church of the Lips Monastery (Fenari Isa Camii),
Constantinople, begun before 1282. Photo: Slobodan Curi¢

Fig. 3.3. Parekklesion of Hagia Maria Pammakaristos (Fethiye Camii),
Constantinople, 1310. Photo: Slobodan Curéi¢
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Pammakaristos displays a conservative preference for a tech-
nique that became common in Constantinople as early as circa
400—a regular, colorful banding created by the alternation of
several courses of small stones with several courses of brick.

Comparable stylistic features and building technique appear
on a number of other churches built during the first decades of
the fourteenth century in the Byzantine capital and elsewhere,
where they are presumed to have been exported by the builders
and artisans from Constantinople. Among several locations
where such phenomena have been noted, the most remarkable
is undoubtedly Nesebiir (Byzantine Mesembria), Bulgaria.™
This small town on the Black Sea coast repeatedly changed
hands between the Bulgarians and the Byzantines during the
thirteenth and fourteenth centuries, from which time several of
its churches survive. Most of them have lost all of their interior
decoration, and none of them are dated securely. The extraor-
dinary Saint John Aleiturgetos survives as an impressive ruin
(fig. 3.4).” The architectural articulation and the decorative
vocabulary visible on the exterior of this building display a
polychromatic virtuosity that has earned it, the other churches
of Nesebiir, and, by extension, Late Byzantine architecture in
general a reputation for indulging in decorative excess.” While
the external wall patterning of Late Byzantine church architec-
ture continues to fascinate the modern viewer and to provide
an aesthetic standard by which architecture of the period is
judged, it has been questioned whether that type of facing was
the desired aesthetic choice in Late Byzantine times.” A consid-
erable number of contemporaneous churches from Crete and
Peloponnesos in the south to Bulgaria, Macedonia, and Serbia
in the north are known to have been externally plastered,
commonly with the emulation of the building opus applied in
paint to the plaster surface. Thus an important aspect of
Byzantine architectural aesthetics continues to elude us, possi-
bly having been misinterpreted in scholarship on the basis of
past erroneous assumptions.

The last decades of the thirteenth and the first decades of
the fourteenth century saw the emergence of the region
of Macedonia as the hub of major Byzantine architectural
activity—in stark contrast to the preceding century, which was
marked by an almost total lack of building activity in the
region. Macedonia, with its main urban centers, Thessalonike
foremost among them, generated a major new demand for
builders that had to be imported from elsewhere. Where
exactly these builders may have come from has not been stud-
ied adequately.® Some of them must have come from Asia
Minor, following the abandonment of Nicaea as the imperial
capital in 1261. Others undoubtedly came from Epiros, where
the volume of building drastically declined toward the end
of the thirteenth century. The significance of Epiros for the
development of Late Byzantine architecture cannot be overesti-
mated, in part because of a fairly large number of monuments
that have survived.” Their greatest concentration is in and
around the provincial capital of Arta. Among these none is

Fig. 3.4. Saint John Aleiturgetos, Nesebtir, Bulgaria (Byzantine
Mesembria), 13th to 14th century. Photo: Slobodan Curdi¢

more impressive than the Church of the Panagia Paregoretissa,
built in 1284-96 by Nikephoros I Komnenos Doukas and his
wife, Anna Palaiologina (fig. 3.5).” The hulky mass of this curious
building, evolved in the course of construction, reveals a blend
of highly conservative as well as highly innovative features, also
combining, as it does, the aesthetic attitudes of Byzantium with
those of the Latin West.” The rich decorative patterning of its
exterior reflects a method of building established locally in the
course of the thirteenth century.

The demand for builders in Macedonia was driven by a num-
ber of factors, most important among these probably being
fortification construction in the northern areas of the region
contested by the Serbs and the Byzantines.”” A monument of
great significance, although still inadequately understood in
this context, is the katholikon of Hilandar (Chelandari)
Monastery on Mount Athos (fig. 3.6).” Built under the auspices
of the Serbian king Stefan Uro$ II Milutin (r. 1282-1321), some-
time between 1300 and 1316, this church followed the estab-
lished planning formula for Athonite katholikai while
incorporating many characteristics of Constantinopolitan
Komnenian architecture. Neither the identity nor the origins of
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Fig. 3.5. Panagia Paregoretissa, Arta, Greece, 1284-96. Photo: Velissarios
Voutsas

its builders are known, complicating the task of unraveling its
genesis and understanding its impact.

Several Late Byzantine churches in Thessalonike have been
preserved. Their architecture and fresco decoration make them of
prime importance for the study of this period. Unfortunately,
not one of them is securely dated, and for most of them even
the original dedication is disputed.” Unquestionably the finest
and best known among these is the Church of the Holy Apostles
(fig. 3.7).” Built as the katholikon of a major urban monastery
for the ecumenical patriarch Niphon (r. 1310-14), who was prob-
ably also responsible for the mosaic decorative program in the
naos, its construction date has recently been challenged.* The
building, one of two five-domed churches in Thessalonike
(the other is Hagia Aikaterini), shows idiosyncrasies of planning
and exterior decoration. Aspects of both, including several
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of its architectural elements, may be tied to Constantinople,
believed to be the source of its unknown builders. The last
major building in Thessalonike, the katholikon of an unknown
monastery now dedicated to Prophetes Elias (Prophet Elijah),
was built ca. 1360—70.” The model for this structure was clearly
adopted from Mount Athos, where the formula for planning
large katholikai with lateral apses had been in place for cen-
turies. The church incorporates four small domed chapels, each
nestled between the large projecting apses on the east as well as
the north and the south sides. Preceding the church is a spacious
narthex, characteristic of later Byzantine monastic churches on
Mount Athos and elsewhere.*

During the last decade of the thirteenth century, Ohrid,
Byzantine Achrida (in the present-day FYR-Macedonia), which
had been the center of an autocephalous Byzantine archbish-
opric since the reconquest of Macedonia in the eleventh cen-
tury, became a lively construction site equal to Thessalonike.
No monument of this period in Ohrid is better preserved and
more important than the Church of Bogorodica Periblepta
(Theotokos Peribleptos), now known as Saint Kliment (Clement)
(fig. 3.8).” The prominently situated cross-in-square Church of
Theotokos Peribleptos was a private monastic foundation,
commissioned and built sometime before 1295 by the Byzantine
megas hetaireiarches (semi-military official) Progonos Sgouros,
a relative of the Byzantine emperor Andronikos II (r. 1282-1328).
The well-preserved building reveals architectural characteristics
that have been unmistakably linked to Epiros.*® The walls of
the church were built in standard cloisonné technique, with
extensive use of brick for arches and niches, where decorative
designs abound. Among these, the meander and diaper patterns
and the recessed sawtooth brick bands stand out as the clearest
indicators of the Epirote origins of its builders. While the

Fig. 3.6. Katholikon of Hilandar
(Chelandari) Monastery, Mount
Athos, Greece, 1300-1316. Photo:
Slobodan Curdi¢



Fig. 3.7. Church of the Holy Apostles, Thessalonike, Greece, ca. 1310-14.
Photo: Velissarios Voutsas

names of the builders remain unknown, the frescoes that cover
the church’s interior walls were the work of two attested
artists, Michael Astrapas and Eutychios,” whose signatures and
monograms appear in several places on the frescoes. The interior
of the building contains one of the earliest and best-preserved
Late Byzantine fresco programs, which fully reflects the general
stylistic and programmatic characteristics of monumental
painting of the period (fig. 3.9). Beyond its compositional
framework inherited from the Middle Byzantine tradition, the
fresco program of the Theotokos Peribleptos reveals its Late
Byzantine idiosyncrasies.”” Multiplication of individual scenes
and the consequential multiplication of individual figures in
each composition, as well as the increase in the number of
horizontal zones of paintings in church interiors, are the most
palpable traits of this new stage of Byzantine religious art.

Fig. 3.8. Saint Kliment (Theotokos Peribleptos), Ohrid, before 1295.
Photo: Bruce White

Fig. 3.9. Interior view of Saint Kliment
(Theotokos Peribleptos), Ohrid. Michael
Astrapas and Eutychios, frescoes, before 1295.
Photo: Bruce White
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Fig. 3.10. Mother of God of Zaum Monastery, Ohrid, 1361. Photo:
Slobodan Curéié

By about 1300 Ohrid had become one of the most vigorous
centers of architectural and artistic activity in the Balkans. The
volume of construction and fresco decoration continued well
into the fifteenth century, resulting in the establishment of local
workshops, whose activities have been noted in part.* Persistence
of the established Epirote mode of construction in Ohrid is
apparent as late as 1361 in a fine monastic church dedicated to
the Mother of God of Zaum (Sveta Bogorodica Zahumska), on
the eastern shore of Lake Ohrid (fig. 3.10).” Notable on this
building are the cloisonné technique, the meander and diaper
patterns, and the distinctive detailing of the dome drum,
including the recessed sawtooth bands that frame the window
niches. All are directly related to the same features on the
Theotokos Peribleptos, built nearly seven decades earlier.

A very different approach in overall design, if not in detail,
marked the enlargement of the Cathedral Church of Ohrid,
Sveta Sofija (Hagia Sophia). Commissioned by Archbishop
Gregorids in 1313/ 14, the construction consisted of the addition
of a huge, two-storied exonarthex, wider than the original
eleventh-century church to which it was added. Flanked by two

Fig. 3.11. Sveta Sofija (Hagia Sophia), Ohrid, 1313. Photo: Bruce White
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domed, towerlike forms, the exterior facade was marked
by superimposed open arcades, blind niches, an abundance of'
decorative patterns, and a monumental inscription commemo-
rating the occasion of its construction (figs. 3.11, 3.12). Here one
is confronted with a grand propaganda statement, alluding to
the imperial power behind that of the archbishop-donor. The
ostentatious scheme was clearly designed to relate to an urban
setting—a street or a square—of which nothing remains. A
belfry that once rose above the inner narthex must have added
to its impressive character. That feature was dismantled when
the Ottomans took Ohrid and converted the cathedral into a
mosque.”? Destruction of church belfries was a corollary of the
Ottoman prohibition of the use of bells, few of which belonging
to the medieval period have survived (cat. 76).

One may gain an idea of what such a monumental urban
church, including an open exonarthex and a belfry, may have
looked like by turning to the Cathedral Church of Bogorodica
Ljeviska (Mother of God Ljeviska) in Prizren (present-day
Kosovo, Serbia; fig. 3.13).* Rebuilt by the Serbian king Stefan
Uro$ II Milutin over the remains of an eleventh-century
Byzantine basilica, the church introduced the five-domed
scheme into Serbian church architecture. Its tall axial belfry is
one of the few such features in all of Late Byzantine architecture
that have been spared drastic Ottoman interventions.
Bogorodica Ljeviska shares with the Cathedral of Ohrid the use
of a monumental inscription that decorates its exterior, in this
case appearing on the main apse (fig. 3.14). The use of exterior
brick inscriptions, it should be noted, was a practice also
directly related to thirteenth-century Epiros. Here the Serbian
king used it not only to record the occasion of the building of
an important church but also to refer to his holy royal lineage,
and to his familial ties to the Byzantine emperor.

Soon after his marriage to Simonis, daughter of Emperor
Andronikos II, in 1299, King Milutin was ready to compete
openly, in matters of patronage of architecture and the arts,
with his father-in-law, the Byzantine emperor. It would not be

Fig. 3.12. Sveta Sofija (Hagia Sophia), Ohrid, 1313. Photo: Bruce White



Fig. 3.13. Bogorodica Ljeviska (Mother of God Ljeviska), Prizren
(Kosovo), 13067

inaccurate to state that the best achievements in Byzantine
architecture and monumental painting between 1300 and 1321,
on the basis of what has survived, were accomplished under the
auspices of the Serbian monarch. The single most impressive
church building executed under Milutin’s auspices in the Late
Byzantine style is the Church of the Dormition at Gracanica
Monastery (Kosovo, Serbia) (fig. 3.15).” Related to the architecture
of Thessalonike (especially the Church of the Holy Apostles),
this building exceeds its presumed models in the sophistication
of its planning and the formal integration of its component
parts, resulting in a pronounced accentuation of its verticality.
Notwithstanding its modest appearance, one of the most
remarkable monuments of the era is the smallest of the
churches commissioned by King Milutin. Popularly known as
the “King’s Church,” it is actually dedicated to Saints Joachim
and Anna (parents of the Virgin Mary).” It was conceived as a
parekklesion, or special chapel, situated within the courtyard of
the venerable Studenica Monastery (Serbia), whose katholikon
dedicated to the Mother of God (Bogorodica) was built by the
king’s great-grandfather, Stefan Nemanja, during the last
decades of the twelfth century. Sainted after his death in 1199,
Nemanja became the first national saint of the Serbs, Saint
Symeon (see cat. 119), whose relics are kept in his church in an
elevated reliquary standing before the iconostasis. Thus the
Church of the Mother of God is not only the monastic katho-
likon but also a pilgrimage church and a national shrine of prime
importance. Milutin’s selection of the site for the Church of
Saints Joachim and Anna, therefore, was by no means accidental.
The King’s Church is, essentially, a compact cubical mass
crowned by a single dome elevated on an octagonal drum
(fig. 3.16). The exterior of its protruding three-sided altar apse
bears a lengthy two-line inscription incised with great precision
into white marble blocks, its letters originally highlighted in red
paint. In location, intent, and spirit, if not in material, this
arrangement echoes the design at Bogorodica Ljeviska.” At the
King’s Church the inscription cites the date of construction

Fig. 3.14. Inscription, Bogorodica Ljeviska, Prizren (Kosovo), 1306-7.
Photo: Slobodan Curéi¢

Fig. 3.15. Church of the Dormition, Gra¢anica Monastery, Kosovo,

ca. 1311. Photo: Slobodan Curdi¢
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(1313/14), gives the king’s full title, and enumerates his dynastic
lineage, in juxtaposition with the dedication of the church to
Christ’s ancestors Joachim and Anna. Inside is one of the most
sophisticated Late Byzantine fresco programs; though imperfectly
preserved, it can be fully understood. Within a tiny interior
space it presents a paradigmatic articulation of the Byzantine
view of the Christian universe. The fresco program also shows
the donor, King Milutin, in the full regalia of a Byzantine
emperor (see Manuel I on the Funeral Oration, cat. 1, fig. 1.1),
with a model of the church in his hands and his wife, Byzantine
princess Simonis, by his side (fig. 3.17). Appropriating the
Byzantine notion of the emperor as Christ’s vicar on earth,
Milutin had himself portrayed as a descendant of a saintly royal
family, through whom, by Divine Will, he rules over his realm.
The direct juxtaposition of the king’s own ancestry with that of
Christ, the dedication of the church to Christ’s forebears, and
the location of the church next to that built by Milutin’s great-
grandfather, Stefan Nemanja, Saint Symeon, delivered a potent
ideological message,® adopted from Byzantine imperial ideology
and iconography but carried considerably further. Although we
do not know the name of the architect of the King’s Church,
we do know that its principal painter was Michael Astrapas,
one of the team of two artists responsible for painting the
Theotokos Peribleptos in Ohrid.*

Milutin’s competitive spirit must have reached a high point
in the construction of his mausoleum church of Saint Stefan
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(Stephen) at Banjska Monastery (Kosovo, Serbia). Unfortunately,
this large resplendent church, deliberately modeled after the
main church of the Studenica Monastery and finished about
1316-17, is preserved only in ruins.*” Nothing survives of its inte-
rior decoration save for fragments of its decorative sculpture,
among which is an impressive high-relief sculpture of the
enthroned Mother of God that once graced the tympanum
above its main interior portal (cat. 41). This sculpture signals
unmistakably two important phenomena: first, it reflects Serbia’s
dual cultural exposure between Byzantium, to the south, and
the Latin West, through its coastal region on the Adriatic;
second, it reveals a slowly developing inclination on the part of
the Orthodox Church, during the Late Byzantine era, to accept
three-dimensional representations of holy persons.

The construction of special churches and chapels for funerary
purposes increased tremendously in the Late Byzantine period.
Nowhere is it possible to gain a better impression of the culture’s
preoccupation with death and the afterlife than in the funereal
arrangements preserved in the church complex of the Chora
Monastery (the present Kariye Camii) in Constantinople.”
Under Theodore Metochites, a distinguished writer and states-
men in the service of Emperor Andronikos II, the restoration
of the ruined Middle Byzantine monastery was completed in
1316—21. The main church was enlarged by peripheral additions
including a substantial parekklesion along its south flank
(fig. 3.18). One of the finest buildings constructed in the city

Fig. 3.16. Church of Saints Joachim and Anna, Studenica Monastery, Serbia and
Montenegro, 1313-14. Photo: Slobodan Curdi¢

Fig. 3.17. Fresco depicting King Stefan Uros$ II Milutin holding a model of the
church and standing with his wife, Simonis, 1313-14. Church of Saints Joachim
and Anna, Studenica Monastery. Photo: Bruce White




after the reconquest of 1261, the chapel was internally embel-
lished with resplendent mosaics, frescoes, and sculptural
decoration. With the exception of liturgical installations,
removed at the time of its conversion into a mosque, much of
the chapel’s interior decoration has been preserved. The long
axis is dominated by a monumental depiction of the Anastasis
(Resurrection) in the conch of the apse, while a saucer dome
directly in front of it is given over to an elaborate representation
of the Last Judgment.** The large dome elevated upon a tall drum
over the main bay of the elongated chapel is crowned by the
image of the Mother of God and a Christ Child in a medallion;
this space, normally reserved for the representation of Christ as
a Heavenly Ruler, is here given over to his mother in her role as
the caretaker of the souls of departed Christian believers. The
entire fresco program, both in overall conception as well as in
details, departs from the standard program insofar as it reflects
the particular functional requirements of the space for which it
was created, underscored by the presence of large arcosolia,
monumental arched tombs, framed by richly carved marble
panels that line the longitudinal walls at ground level.®

The fresco program in the funerary chapel created by
Theodore Metochites was designed for a wealthy aristocrat. No
comparable imperial funerary settings have been preserved in
Byzantium. The closest one can come to imagining imperial
funerary settings is in the royal mausoleum at the Church of
the Pantokrator at the Decani Monastery (Kosovo, Serbia),
built in 1327-35 by King Milutin’s son Stefan Uro$ III Decanski
(r. 1322—31) and his grandson Stefan Dusan (r. 1332-55). Among
the largest, best preserved, and most impressive of the surviv-
ing Orthodox Christian churches not only in Serbia but in the
entire Balkan Peninsula, Dedani, like Banjska, reveals its
reliance in terms of architectural style and sculptural decora-
tion on Studenica Monastery and on Serbia’s continuing links
with the Adriatic littoral. As recorded in an inscription, the
church was built by a Franciscan, one Vita (Vitus), from the
coastal town of Kotor (fig. 3.19). In addition to its overtly
Western—Romanesque and Gothic—architectural style, the
building is unparalleled for its frescoed interior, with hundreds
of compositions, thousands of individual figures, and several
different programmatic cycles. Interior furnishings include, in
their original state, the stone iconostasis together with its icons,
the royal and episcopal thrones in the naos, and the huge
bronze choros suspended by chains from the base of the dome
(see cat. 60 for a lamp related in form). Also preserved in the
church are the tombs of King Stefan Uro$ III Deéanski and his
second wife, Maria Palaiologina.® Stefan Decanski died in 1331
and was sainted in 1343. At that time his completely intact body
was exhumed, placed in a special wooden reliquary (cat. 59),
and prominently displayed against the church iconostasis,
directly below the posthumous portrait showing him with the
model of his church. The royal burial and the treatment of the
king’s relics after the proclamation of his sainthood followed
clearly established principles.*

Fig. 3.18. Interior of the Parekklesion. Monastery of the Chora,
Constantinople, with frescoes, 1316—21. Photo: Robert Ousterhout

Tombs belonging to high-ranking royal subjects are situated
in the north aisle of the spacious narthex. All of them face an
unusual composition on the east wall in which aspects of the
Divine and the Heavenly Liturgy are ingeniously combined
(fig. 3.20). The body of Christ is here depicted as that of an adult
man displayed on an altar table symbolizing his tomb. In both
form and symbolic content this fresco is unmistakably linked to
the so-called epitaphioi (cats. 188—or1), liturgical cloths that
became popular in Late Byzantine art.”

The eastern bay of the corresponding south aisle of the
narthex accommodates a baptismal font in front of a monu-
mental fresco depicting the Nemanjid Dynastic Tree (fig. 3.21).%
Depiction of this composition in Serbian art illustrates the ulti-
mate juxtaposition of faith and royal ideology. Here the royal
dynastic tree has been given the form of the Tree of Jesse (Christ’s
family lineage), graphically underscoring the divine origins of
the Serbian ruling family, from its “root”-—Nemanja/Saint
Symeon, at the bottom—to its ultimate “fruit”—the current
ruler Stefan DuSan—at the top. It was no coincidence that at
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Decani the composition depicting the Tree of Jesse, as the
literal blueprint for the Nemanjid Dynasty Tree, was placed
back-to-back, on the opposite side of the very same wall.

The curious juxtaposition of Western and Byzantine styles
in the church at Decani and other buildings in Serbia, though
especially pronounced in that cultural context, was not unknown
in Byzantium itself. Various manifestations of this have been
noted and studied.” Western features entered Byzantine art on
very selective bases, most often on the exteriors of church
buildings and in secular architecture. The city of Mistra, initiated
and fortified by the Franks, passed into Byzantine hands in 1262
and remained the regional capital until 1460.%° Its architecture,
particularly its secular buildings, reveals a continuing affinity for
Western stylistic features. The churches of Mistra, on the other
hand, were overtly conservative in design and in their manner of
construction. The monastic Church of the Hagioi Theodoroi,
built ca. 1290-95, is the last known example of the so-called
octagon domed type (fig. 3.22). Likewise, the nearby katholikon
of the Brontocheion Monastery, the Church of the Hodegetria,
built about 1310 and distinguished by its juxtaposition of a basilica
with a cross-in-square scheme, has been linked to much earlier
prototypes. The katholikon of the Pantanassa Monastery, built
and painted around 142830, by contrast, displays a particular
affinity to Late Gothic style, adapting it to the older scheme of
the Church of the Hodegetria (fig. 3.23).” It is arguably the last
major church building constructed in what was left of the
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Byzantine Empire before its final collapse. Based on a locally
established design scheme known as the “Mistra type,” its
architecture is markedly conservative with the exception of
the eastern end, where aesthetic experiments with Gothic
architectural and sculptural forms are pronounced. Some
Western stylistic characteristics have also been noted in its
fresco decoration, whose program otherwise relies heavily on
the established local tradition.”

The architecture in Serbia, from about 1370 until its fall to
the Ottomans in 1459, was similarly experimental—though on a
far more extensive scale. During this time of adverse political
circumstances, a remarkable flurry of building activity took place.
Labeled the “Morava School” and declared a “national style” by
Gabriel Millet, it awaits a proper assessment from aesthetic and
other points of view.® The katholikon of Ravanica Monastery
(Serbia), built in the 1370s, may be considered the inaugural
statement of this style, which drew its characteristics from
Mount Athos, from Serbian architecture itself of the 1340s and
13508, and from other still unclear sources (fig. 3.24).>* The
appearance of lateral apses along the flanks of the Ravanica
church clearly suggests the growing importance of the Athonite
monastic formula, juxtaposed here with the five-domed church
scheme. The most perplexing aspects of this architecture,
however, are its sculptural elements, whose sheer quantity,
exuberance, and variety of motifs have defied explanation.
Evident on a large number of buildings, from Lazarica in

Fig, 3.19. Portal with inscription. Church of the Pantokrator, De¢ani Monastery,
Kosovo, 1327-35. Photo: Slobodan Curéié

Fig. 3.20. East wall showing a fresco with the dead Christ. Church of the Pantokrator,
Decani Monastery, Kosovo, 1335~55. Photo: Branislav Strugar
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Fig. 3.21. Fresco of the Nemanjid Dynastic Tree. Church of the
Pantokrator, De¢ani Monastery, Kosovo, 1327-35. Photo: Branislav Strugar

Kruevac to Naupara, Rudenica, Veluée, Ljubostinja, and
Milentija, the style of decoration displays affinities with Armenia
and Georgia, the world of Islam, and even Venice and the West.
Its persistence into the fifteenth century, on church facades such
as that of Kaleni¢ Monastery (built 1413-17), reveals the vitality of
this new medium, which in its later stages began to incorporate
human and animal forms, often related to mythological themes
presumably drawn from manuscript illuminations (fig. 3.25).

In the waning years of Serbia’s independence, the imminent
threat of Ottoman forces prompted major efforts in fortification
architecture. Nor did this security-related phenomenon bypass
religious settings.” The Manasija (Resava) Monastery in Serbia,
for example, incorporates a system of massive walls, ten towers,
and a huge donjon, all built in 140718 (fig. 3.1). Endowed by the
Serbian despot Stefan Lazarevi¢, the strongly defended
Manasija became not only his final resting place but also the last
major center of cultural activity in Serbia before its fall to the
Ottomans in 1459.%

Concurrent with the trend toward such heavily fortified
religious establishments, a new form of monasticism was on
the rise throughout the Balkans. Secking new, secure places for

Fig. 3.22. Church of the Hagioi Theodori, Mistra, Greece, 1290-1295.
Photo: Velissarios Voutsas

survival, monks built their monasteries in highly inaccessible
places, drawing their inspiration from the oldest forms of
monasticism, especially in Palestine, Cappadocia, and else-
where.” Situated within a large natural cave on the south shore
of Lake Prespa (Greece), a small monastic establishment of
about 1410, with its tiny Church of the Virgin Eleousa (Virgin of
Tenderness), is one of dozens of such settlements (fig. 3.26).*

Fig. 3.23. Katholikon of the Pantanassa Monastery, Mistra, Greece, 1428.
Photo: Velissarios Voutsas
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Fig. 3.24. Katholikon of Ravanica Monastery, Serbia and Montenegro,
ca. 1370. Photo: Slobodan Curéi¢

Its seclusion, modesty, and humility are characteristic of these
compounds, which nonetheless maintain the essential aesthetic
standards of a “religious setting.”

Following the Ottoman conquest, building activity among
Christian communities in most areas of the Balkans at first
declined sharply or ceased completely. During the second quarter
of the sixteenth century, as Ottoman control over the area stabi-
lized and their empire reached the zenith of its power, this
began to change. A limited revival of building activity occurred
in certain Christian areas, notably monastic enclaves such as
those of Mount Athos and Meteora.® Thus, the katholikon
of Koutloumousiou Monastery, built in 1540, in most respects
follows the venerable Athonite tradition that began six centuries
earlier (fig. 3.27).% Built a few years later, certainly by 1545, the
katholikon of Rousanou Monastery in Meteora likewise
adopted the Athonite formula featuring a cross-in-square
domed naos with symmetrically disposed lateral apses (fig. 1.6).
While the architecture reveals relatively modest means, the set-
ting, predicated, like that of several other Meteora monasteries,
on security concerns, added a remarkable new dimension to
the centuries-old paradigm of the Church as a representation of
“Heaven on Earth.”®

While some fairly impressive architectural and artistic
achievements, such as the katholikai of Koutloumousiou and
Rousanou monasteries, took place in the Balkans during the
first half of the sixteenth century, they were certainly exceptions
rather than the rule. By that time, a new Christian empire was
forming under the leadership of Moscow. The slow process of
liberation from Mongol rule during the second half of the
fifteenth century witnessed some critical developments for the
future of Russian culture. Among these, one of the more
important events was certainly the marriage of Prince Ivan III
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(r. 1440-1505) to Sophia Palaiologina in 1472. With it, a new
wave ‘of Byzantine influence in Russia began, just when
Byzantium and the last remnants of its sphere of influence in
the Balkans had ceased to exist. The eventual proclamation of
the new empire in 1547, by Ivan’s grandson Ivan IV, culminated
in the political and cultural transformation of Moscow into the
“Third Rome.”® Although the origins of the term itself have
been disputed on historical grounds, the physical metamorpho-
sis of the Moscow Kremlin from a timber fort into a mighty
brick fortress with multiple large stone churches within its walls
bespeaks the essence of this symbolic transformation in no
uncertain terms. The rise of Moscow was paralleled by the rise
of one of the greatest Russian monasteries—the Troitse-
Sergieva Lavra (Trinity—Saint Sergius Monastery)—north of
Moscow. One of its several churches—the Church of the
Descent of the Holy Spirit—sums up the Russian role in the
post-Byzantine context (fig. 3.28). Built in 1476, the church was
based on the centuries-old Byzantine cross-in-square plan, long
since at home in Russia.® Rising much higher than would a
comparable Byzantine church, the main body of the building is
topped by ogee-shaped gables, a motif of disputable origins but
certainly known in Late Byzantine architecture, as we have
seen. Crowning the structure is a dome, curiously elevated to
an enormous height atop an attenuated drum, itself supported
by eight massive piers with eight huge arches accommodating
a bell within each arcade. The juxtaposition of a belfry with a

Fig. 3.25. Church of Kaleni¢ Monastery, Serbia and Montenegro, 1413-17.
Photo: Bruce White



Fig. 3.26. Church of the Virgin Eleousa, Lake Prespa, Greece, ca. 1410.
Photo: Slobodan Curi¢

dome, one of many idiosyncrasies of Russian church architec-
ture, coincided with the disappearance of bells in Christian
lands under Ottoman control.* By about 1500, the notion of
“Byzantine religious settings” acquired new dimensions in
Russia within the framework of its own appropriation of
Byzantine faith and power.

Fig. 3.27. Katholikon of the Holy Monastery of Koutloumousiou, Mount

Athos, Greece, 1540. Photo: Velissarios Voutsas
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Fig. 3.28. Church of the Descent of the Holy Spirit, Trinity—Saint Sergius

Monastery, Moscow, 1476. Photo: Slobodan Curéié
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34A,B. Ceramic Icons

34A. The Crucifixion

Church of Saint Basil, Arta, end of the 13th century
Glazed earthenware

41x38 X 4 cm (163 X 15X 1% in.)

INscrIBED: Over the cross, in low relief, IC XC.
(Jesus Christ). The Virgin and John the Evangelist
are identified by inscriptions in low relief in green:
MP @Y and .

PROVENANCE: From the Church of Saint Basil, Arta.
Conprrion: The icon is preserved in relatively good
condition. The Crucifixion is missing a small part
from its lower border as well as part of the face of
Christ.

Archaeological Collection of the Paregoretissa, Arta,
Greece (313)

348. The Three Hierarchs

Church of Saint Basil, Arta, end of the 13th century
Glazed earthenware

42x39x 4 cm (16%: X 15% x 1% in.)

INSCRIBED: Across the top, in Greek, the names of
the three hierarchs, Saint Gregory, Saint Basil, John
Chrysostom.

PrROVENANCE: From the Church of Saint Basil, Arta.
ConpITION: Much of the center section of the
Three Hierarchs icon is lost, including the head of
the central image. Otherwise, the icon is relatively
well preserved.

Archaeological Collection of the Paregoretissa, Arta,
Greece (314)

The icons once constituted part of the exte-
rior decoration of the Church of Saint Basil in
the city of Arta, where they were set into the
wall on either side of the window of the east-
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348

ern pediment of the church (see fig. 34.1)." On
the right and left sides of the main church
there are two parekklesia dedicated to Saint
George and Saint John Chrysostom.

The iconography of the Crucifixion (A)
shows the influence of Western, mainly
Italian, art. The composition occupies a broad
frame. The cross stands upon a rock—a sum-
mary rendering of the Mount of Golgotha—
with a small open cave below in which is
shown the large skull of Adam. The crucified
Christ and the flanking figures of the Virgin
and John the Evangelist are worked in low
relief. Christ turns to the right, with his arms
extended horizontally and the palms of
the hands open. In this schematic rendering,

Christ’s body is held erect with the thighs
together and the feet nailed to the platform
of the cross. A grayish loincloth covers
Christ’s thighs. The haloed heads of the
Virgin and John droop in intense grief at
the Savior’s death.

The icon of the Three Hierarchs (B)
shows the Church Fathers in the Byzantine
iconographic tradition, in full-length frontal
poses and wearing richly decorated vest-
ments. Incised halos, which are colored,
enframe their heads.” The wide band above
them identifies the three popular saints as
Gregory, Basil, and John Chrysostom. The
figures are set in a raised-relief frame that is
thinner on the top and bottom and wider on

Fig. 34.1. Original loca-
tion of the two ceramic
icons, east facade,
Church of Saint Basil,
Arta, Greece. Photo:
Sarah Brooks



the sides. The relief is well made; in particu-
lar, the faces of the saints have been rendered
with characteristic detail. The garments have
loose, thick folds, while the decorative details
are indicated with color.

Both icons were made in the majolica
technique. The figures, produced independ-
ently (perhaps from a cast), were placed
before baking upon the background of the
icons. In the Crucifixion the frame, the cross,
the hill upon which the figures stand, and
the garment of the Virgin are in green, while
John's cloak is dark red. The background
of the icon is white, as are also the skull of
Adam and the exposed flesh of the figures. A
colorless glaze covers the icon, though it is
not uniform over the entire surface. On the
Three Hierarchs icon off-white, green, gray,
and dark red have been used to color the
relief figures, and a colorless glaze seals the
icon’s surface.

According to one view, these icons are the
work either of an Italian craftsperson, one
who was familiar with Italian ceramic arts
and who must have worked in Arta, or of a
Byzantine artisan who spent time in Italy? A
recent argument has shown that these earth-
enware icons were part of a larger group,
most of which are now lost, thought to be
from a workshop in Arta, and which are the
work of either an Italian artist or a Byzantine
artist with Western artistic education.* Until
recently the examples from Arta constituted
the only examples of earthenware icons that
were set into a Byzantine church. Recently,

a third icon was found, in the Church of

the Entrance of the Virgin in the village of
Palaiokatouna (Aitoloakarnania prefecture),
with a representation of the Crucifixion,
which nevertheless follows Byzantine icono-
graphic prototypes.’ The icons must be dated
to the end of the thirteenth century, though
initially they were dated to the second half of
the fifteenth century and had been connected
to Orsini and Tocco, western rulers of the
despotate of Epiros.®

Today the two icons are on display in the
Byzantine Museum of Ioannina. Faithful
reproductions now fill their original positions
on the exterior of the church in Arta.
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and Tsouris 1993, p. 254 passim; Papadopoulou 2002,
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35. Panel with Griffin Relief

Byzantine (Greece), end of the 13th century

Marble with red mastic inlay

Height 33 cm (13 in.), length 36 cm (145 in.), maxi-
mum width 3 cm (1% in.)

PROVENANCE: From Arta, possibly the Church

of Saint Theodora or the Church of the Panagia
Paregoretissa.

Conpition: The panel is preserved in good condi-
tion, with a break along the length of its upper side
and in the bottom left corner. The reverse is roughly
worked. There is slight thinning of the bottom part
of the panel. The griffin’s tail and wings have been
restored.

Archaeological Collection of the Paregoretissa, Arta,
Greece (60)

The marble panel is decorated with a winged
griffin, facing to the right, whose body is
articulated by thin incised lines, as are the
details of its head. The image is inscribed
within a circle, which is itself contained
within a square frame; four knots mark the
points where the circular and square frames
meet. Vegetal motifs decorate the spaces
between the circular and square frames,

and stylized buds appear near the front feet
of the griffin.

The theme of the winged griffo-lion
(a mythical creature with a feline body and
the head and tail of a bird) was a favorite in
Byzantine art. Originally of Eastern prove-
nance, the motif was particularly popular
in Middle Byzantine sculpture, especially
during the eleventh and twelfth centuries."
It is also frequently seen in the Byzantine
sculpture produced at Arta, most notably
on column capitals, parapets, and other
architectural elements.

The present work has been rendered in
a standard relief technique, involving an
abstract image, an irregularly carved back-
ground, and a perfectly smooth decorated
area. Traces of an inlaid red substance
remain in many places on the background
of the slab. The inlay technique was com-
mon in the eastern Mediterranean by the
second and third centuries. Its earliest
known appearances in Middle Byzantine
architecture are limited to the Monastery of
Livos, Constantinople, and the Church of
the Panagia at Hosios Loukas, Phokis.”
That the same technique seems to have
been employed in Arta during the Late
Byzantine period is indicated by such exam-
ples as the surviving turrets from the tem-
plon barrier of the Church of Saint
Theodora and the arch with the donor’s
inscription in the Paregoretissa.

The precise site in Arta where the
panel comes from is not known. Another
panel, with an image of an eagle, presents
a close parallel in design and is of rela-
tively similar dimensions. According to
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Anastasios Orlandos, the two slabs may have
constituted a single rectangular parapet that
covered one of the oblong openings, either
to the prothesis or to the diakonikon, in the
templon barrier at the Church of Saint
Theodora. An earlier hypothesis was that
the slab originated from the decoration of
the Church of the Panagia Paregoretissa.’

VNP

1. For this decorative theme, its long iconographic tradi- .
tion, and its symbolic characteristics, see L. Bouras 1983;
Pazaras 1988, pp. 94-95, and Curdi¢ 1995, P. 597-

2. L. Bouras 1980, p. 50.

3. Orlandos 1973-74, p. 121.

REFERENCES: Orlandos 1963, p. 100, fig. 109;
Orlandos 197374, pls. 45b, 46a; A. Grabar 1976,
pl. 128; Athens 1985-86, no. 13, p. 28.

36A,B. Pair of Capitals

Veroia, first quarter of the 14th century

Marble

36A. Height 28 cm (11 in.), entablature 37 x 37 cm
(147 x 147% in.), diameter of ring 20 cm (77 in.)
368. Height 26 cm (10% in.), entablature 37 x 37 cm
(147 x 14% in.), diameter of ring 20 ¢m (7% in.)
ProveNaNce: Old Veroia Cathedral pulpit, Veroia,
Greece.

ConpITION: (A) The capital is generally in good
condition; the entablature is slightly damaged.

(B) The capital is in very good condition; the edges
are slightly damaged.

Turkish Baths’ Collection, Veroia, Greece (552 [['3]
and 553 [T'4])

The decoration of these two capitals is related
yet distinctive. The body of the cauldron-
shaped capital (A), with its undecorated
entablature and ring, is covered with low-relief
decoration consisting of narrow interlaced
bands that form lozenge-shaped panels
incorporating crosshatched diminutive
blossoming vine scrolls or inverted larger buds
in heart-shaped frames. The triangular forms
on the upper part of the body, underneath the
entablature, are decorated with flowers bearing
lancelike petals. The cauldron-shaped capital
(B) also has an undecorated entablature and
ring. The body is covered with low-relief
decoration that consists of a narrow interlaced
band that forms elliptical pointed panels, which
include inverted and fragmented blossoms.
Crosshatched buds decorate the space between
the panels.

The champlevé technique and the
arabesque interlacing that form the floral
motifs identify these capitals as part of a
group of pieces with Islamic features that are
found in Macedonia, Mount Athos, Thessaly,
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and mainland Greece." The stylistic similari-
ties among those sculptures with regard to
technique and ornamentation hint at the
possibility of a common origin in the same
workshop, which has been dated to the late
thirteenth to early fourteenth century.

The two capitals belong to a group of four
that supported the ciborium of the pulpit of
the Old Veroia Cathedral. They date to the first
quarter of the fourteenth century, probably
between 1300 and 1317, the period to which
the construction of the pulpit is attributed.?
They present many stylistic similarities to
the capitals from the pulpit of Saint Sophia
at Ohrid,* dated to 1317.° The construction of

the pulpit of Veroia during the years 13001317

is connected to the reconstruction of the
cathedral and the repainting of the church®
at the beginning of the fourteenth century.

FK

1. Pieces of sculpture of this group are located in Achris
(Church of Saint Sophia); Thessalonike (Vlatadon
Monastery); Mount Athos (Hilandar Monastery);
Trikkala (Porta Panagia); Mount Pelion (Bishopry
of Ano Volos, Nea Petra Monastery, and Aghios
Lavrentios Monastery); Chalkis (tombstone from the
collection of the Chalkis Mosque); Oropos (Temple
of the Assumption of the Virgin Mary); and Athens
(Sklavou Mauroeidé 1999, nos. 287-89, pp. 204-5).

2. Thessalonike is considered to be the workshop’s
location.

3. See Pazaras 1994, pp. 251-54 and tabl. 65, where the rele-
vant bibliography is to be found.

4. Pazaras 198s, fig. 3; A. Grabar 1976, no. 156, pp. 14950,
pl. 138.

5. Pazaras 1994, pp. 253-54.

6. Tsigaridas 1984, p. 86.

REFERENCE: Pazaras 1994, p. 251.



istra, which was founded and pros-
pered during the last centuries of
Byzantium, was the capital of the
despotate of the Morea in the Peloponnesos.
The city continued to feel the strong political,
cultural, and religious influence of Constan-
tinople until the end of the empire.
According to historical sources, Mistra was
founded on a hill at the foot of the Taygetos
mountain range about 1249, when the Frankish
prince William II Villehardouin built a castle
there as part of his program to consolidate
and extend his acquisitions in the Peloponnesos.
In 1262, however, the citadel was relinquished to

37. Fragment of an Epistyle

Byzantine (Mistra), shortly before 1296

Marble

61.2 X 18.6 X 14.7 cm (2478 X 7% X 5% in.)

Inscrizep: O @EIOC OYTOC ANETHI'EPTAI
AOMOC: TWN GECAWPWN-AANITHA
IMAXWMI®W- EXEIN MONAX[OIC] () (This holy
Church of [Saints) Theodores was established by the
monks Daniel and Pachomios)

ProvENANCE: From the templon of the Church of
the Saints Theodore, Vrontochion Monastery,
Mistra; found in a 1935 excavation.

ConbitioN: The extant epistyle is in good condition.
Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (1211)

This fragment made up the left portion

of an epistyle that originally decorated the
templon of the Church of the Saints
Theodore at the Vrontochion Monastery,
Mistra. According to its inscription, the church
was under the patronage of the monks
Daniel and Pachomios, who successively
served as the abbots of the monastery. These
facts, and the fact that the church was erected

the Byzantines along with other fortresses at
important strategic locations on the penin-
sula. Soon afterward, the residents of Byzantine
Lakedaimon (ancient Sparta) began to move
to the area below the citadel. By 1349 the
fortified Byzantine settlement of Mistra had
become the capital of Morea, ruled by mem-
bers of two great imperial families, namely the
Kantakouzenoi (1349-83) and the Palaiologoi
(1383—1460). The infusion of artists and writ-
ers from Constantinople gave the city a new,
dynamic character that was fostered by the
leadership of enlightened rulers, scholars, and
churchmen. Among the numerous buildings in

this energetic community were beautiful
churches with fine paintings and grandiose,
heavily fortified palaces.

During the two centuries of its existence,
until it surrendered to the Ottomans in 1460,
Mistra became an important center of
Byzantine art that sustained a direct relation-
ship with Constantinople as well as close con-
nections with western Europe. After the
breakdown of the Byzantine world, various
scholars from the city found refuge in the West,
and their Hellenic training and cultural tradi-
tions contributed greatly to the humanist
EMB

movement in Europe.

Fig. 37.1. Former site of
the inscribed templon
beam, sanctuary of the
Church of the Saints
Theodore, Vrontochion
Monastery, Mistra,
Greece. Photo:
Velissarios Voutsas
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just before 1296, are corroborated by other
historical sources."

The front side of the epistyle is decorated
with carved geometric and floral motifs located
under the molding bearing the inscription.
On the left, two nearly identical decorative
units consist of a two-forked vine motif
that forms schematized pseudo-Kufic with
flowering ends. To the right of the vine motif
is acircle with an intertwined vine-scroll bor-
der enclosing a star-shaped design. The four
cavities between the rays of the star are
arranged in the shape of a cross and must
have been filled with some type of material.
A rhombus formed of scrolling vines on the
far right border most probably defined the
center of the epistyle, which in its complete
form would have had on its right half a mir-
ror image of the same designs as those surviv-
ing on the left.

The carving here is rendered in low relief
and additionally worked with a drill, in a tech-
nique reminiscent of miniature cloisonné
work. It is likely to have been done by a local
craftsman, who had a tendency toward asym-
metry and a weak sense of compositional
organization.

Despite the Eastern origins of such designs,
the carving remains well within the spirit
of Byzantine motifs introduced into Middle
Byzantine sculpture,” possibly through a
workshop connected to the important monas-
tic center of Hosios Loukas of Steiriotes.
Pseudo-Kufic motifs appear in Greek sculp-
tures during the Palaiologan period, such as
those in the Taxiarches Church, Lokrida;
Saint John Kynegos in Attica; the Hilandar
Monastery, Mount Athos; and the sarcopha-
gus of Anna Maliasene from Pylio, Thessaly?

The ambitious scholar Pachomios, a
major ecclesiastical figure in Mistra, rose to
the rank of Great Protosynkelos of the
Peloponnesos while maintaining strong ties
with imperial circles in Constantinople.
With the aid of imperial grants, in 1310/11 he
built a second, grander church, that of the
Theotokos Hodegetria (Aphendiko) at the
same monastery, which became an important
religious center and a site of intellectual and

artistic flowering.* EMB

1. Lambros 1907, pp. 160ff; Zakythinos 1953 (rpt.), pp. 2961F.

2. Ornate pseudo-Kufic elements in Middle Byzantine
Greek sculptures include those from Saint Loukas,
Aliveri; the Peribleptos at the Politika of Euboia; and
the Church of the Panagia of Hosios Loukas, Phokis.
Orlandos 1951, pp. 131-35; G. Miles 1964, p. 26, pl. 40;
L. Bouras 1980, pp. 112—14, pl. sa-b.

3. Orlandos 1929, pp. 367-68; G. Miles 1964, pl. 42; Pazaras
1994, pp. 1491F., pls. 2a-b, 6; Pazaras 1988, no. 45.

4. Zakythinos 1953 (rpt.), pp. 295-97; Millet 1899,
PP. 100-118; Z&siou 1909, Pp. 453—60, 541~56; Millet 1910,
pl. 99.1. In the southwest chapel of the Hodegetria
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Church in the same monastery, there are paintings of
the four chrysobulls of the Palaiologan emperors
Andronikos II and Michael IX, with which Pachomios
would have ensured the funding of the “royal and
patriarchal monastery.” In the northwest chapel are
the tomb of Pachomios and a portrait showing him
offering a model of thie church to the Theotokos
underneath a Deesis scene. Zakythinos 1953 (rpt.),

pp. 295-97.

REFERENCES: Orlandos 1936a, pls. 3—4; M. Chat-
zidakis 1987, pp. 47~48; Kalopissi-Verti 1992, no. 27,
pp- 80-81.

38. Carved Marble Slab

Mistra, late 13th—early 14th century

Gray-veined white marble with traces of pigment on
the decorated side

30.6 X 41.5X 6.4 cm (1578 X 16%5 x 2% in.)
PROVENANCE: Mistra Archaeological Site.
ConpITiON: The slab has been preserved complete,
with small losses on the decorated side and chipping
along the edges.

Museum of Mistra, Fifth Ephorate of Byzantine
Antiquit:ies, Mistras, Greece (1154)

The frame running along the edges of this
richly decorated slab is filled with heart-
shaped multileaf palmettes and, between
them, stems terminating in two leaves on the
outside, and in droplike shapes on the inside.
The center is occupied by a geometric pattern
composed of an interlocked square and circle,
with a second, smaller square inscribed

within the first one. Among the circle and the
squares are four spindle-shaped figures that
jointly form a star-shaped motif. The corners
of the inner square are occupied by four small
undecorated medallions, arranged in the
form of a cross. The composition is com-
pleted by vegetal (acanthus) and geometric
(small pointed triangles) ornament.

Strongly symmetrical decoration densely
fills all available space on the slab. The carver
used his drill sparingly: while the geometric
figures are rendered in low relief, the carving
of the vegetal ornament is even shallower,
almost engraved. The graphic quality is
thus emphasized at the expense of depth,
and the effect is more two-dimensional
than sculptural.

The Islamic element of intricate, inter-
twining geometric figures seen in this slab
has been noted and explained as the imitation
of Seljuk models." However, the central
geometric motif occurs (with small changes)
in both Middle and Late Byzantine sculpture
and enjoyed a long-standing popularity, as
demonstrated by a number of examples
from the art of both the East (Armenia)
and the West (Italy).

The decoration’s organization and execu-
tion, as well as certain details in the rendering
of the vegetal patterns, are rerminiscent of an
inscribed chancel beam from the Church of
the Saints Theodore in Mistra, dated shortly
before 1296. This slab can probably be dated to
approximately the same period. Two fragments

38



from a similar slab are in the collection of the
Museum of Mistra. On those objects, only
part of the central geometric pattern and the
frame with vegetal decoration are preserved.
AM

1. T. Talbot Rice, “Analysis of the Decoration in the
Seljukid Style,” in D. T. Rice 1968b, p. 79, pl. 23. E (by
oversight, the Mistra slab is dated there to 1154). Also,
a group of Late Byzantine sculptures with intricate
geometric interlace and vegetal ornament, betraying
Islamic influence, has been published in Pazaras 1994.

REFERENCES: Athens 1964, p. 132, no. 11; Athens
1985-86, p. 29, NO. 14.

39A,B. Two Fragments of an
Epistyle

Byzantine (Mistra), 1sth century

Marble

30A:30.5 X I7 X 23.5 cm (12 X 6% X 9'4 in.); 398: 93.5 X
73.5 X 14 cm (3675 X 29 X 5% in.)

PROVENANCE: Pantanassa Monastery, Mistra.
ConpiTioN: The fragments are in good condition.
Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (A: 1165, B: 1168)

In fragment A, an eagle with open wings turns
to the left as it balances on an archaic-style
anthemion. The closed Gospel book the bird
grasps refers to its role as the symbol of Saint
John the Evangelist, an iconography developed
in the Barly Byzantine period. The curving
body and wings give a strong plasticity to
this deeply carved relief, and the freedom of
movement lends grandeur to the figure.
Gentle, slightly embossed branches with long
flowery ends decorate the background.

In fragment B, a lion with opulent mane
and raised tail turns its head to the right, in

394

Fig. 39.1. Former location
of the sculpted templon,
sanctuary of the Church of
the Virgin Pantanassa,
Mistra, Greece. Photo:
Velissarios Voutsas

the opposite direction of its tense body, as it
steps on the leaves of a thorny bush. The
leaves emerging from the background at a slant
have been carved with a drill in the technique
of concave sculpting, developed in the Middle
Byzantine period. The background is densely
covered with a palmlike plant having slightly
embossed, winding offshoots that end in long
semi-anthemia and trefoils. The lion, like the
eagle, is a symbol of one of the evangelists,
Saint Mark.

Both parts of this epistyle from the
Pantanassa Monastery in Mistra display
iconographic elements of the Byzantine
tradition. They differ, however, from other
examples of indigenous art from Mistra, in
their attempt at realistically rendering the

398

animal figures, in their intense plasticity, and
in their effort at a naturalistic depiction of
the vegetation—all of which are elements
from Gothic art of the West. Dated to the
fifteenth century, they were found in the area of
the Pantanassa Monastery and are attributed
to the same place. Yet they can be understood
only by taking into consideration the close
relations of Mistra’s ruling class with western
Europe, especially Italy, where groundbreaking
stylistic achievements in sculpture took place
as early as the thirteenth century.

The Pantanassa Monastery,” built about
1428, constitutes the last great undertaking
of the Late Byzantine period in Mistra. An
inscription in the church names as the founder
John Phrangopoulos, who was a high official
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in the despotate of the Morea. The monastery
church, a masterpiece of architectural compo-
sition, copies the grand Church of the Virgin
Hodegetria at Mistra. Western influences are
also clearly evident, however, espedially in
the apses of the sanctuary and the bell tower.
The remarkable paintings in the gallery

(ca. 1430) are defined by a profound eclecticism,
drawing inspiration from the great examples
of Late Byzantine painting from both the
Hodegetria (ca. 1320) and the Peribleptos (third
quarter of the fourteenth century) at Mistra.

EMB

1. M. Chatzidakis 1987, pp. 95-107; Sinos 1999, pp. 437, 515;
Mouriki 1991b.

REFERENCES: Millet 1910, pl. 58.9; Xyngopoulos
- 1919, Pp. 43—45, Pl. 1; Athens 1964, no. 12, p. 92;
Athens 1985-86, no. 19 (pl.), p. 32.

40. Rosette

Byzantine (Serbia), Church of Saint Stefan, Milentija
Monastery, ca. 1400

Stone

Diameter 148 cm (5874 in.)

ProveNaNce: Church of Saint Stefan, Milentija
Monastery.

National Museum, Belgrade

As independent decorative units Morava
rosettes had a prominent place in the archi-
tectural decoration of Serbian churches in
the late Middle Ages. Relief ornamentation
is significant both in terms of its extent and
in the formation of particular architectural
entities, and contributed to the consistency
of the Morava architectural style in building
construction. Such embellishment remained
subordinated to architecture, however, even
when it transformed the shapes of details,
such as capitals and reveals.”

This rosette was part of the architectural
decoration of the Church of Saint Stefan,
Milentija Monastery. Only the church’s walls,
measuring between two and two and a half
meters (about six and a half to eight feet) in
height, have survived to the present day,
together with a great number of smaller and
larger pieces of relief.” A remarkably rich
repertoire of geometric, vegetal, and zoomor-
phic motifs, all of unusually deep relief—they
measure more than one centimeter (over one-
half inch), while the average depth of relief
on Morava-style churches barely reaches half
a centimeter (less than one-quarter inch)—as
well as an exquisite carving technique assure
the special status of these reliefs. This grand
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40, before restoration

and sturdy piece is an exceptional example
of the Morava school of medieval sculpture
(see the essay by Slobodan Curéi¢ in this
publication).’

The central perforated surface of the
rosette from the church is encircled by
a rinceau and by an outer frame. The orna-
mental composition of the central portion
includes a patera from which stretch braided
bands that initially form the arms of a cross
but that then continue to radiate over the
surface to form eight intertwined ornaments.
A circle in the center “ties” all these loops in
place. Between the eight interlaced orna-
ments are palmettes, a new motif in Morava
stone-carving decoration. The outermost
frame of the rosette is filled with a relief
design composed of an encircling plaided
band, suggesting heart shapes. At the center
of each is a small rosette.

The sculptor of the rosette demonstrated
a skillful mastery of both technique and
material: the natural connection of the stone
base and the sculpted ornament is undis-
turbed, while the ornaments are rendered
with plasticity and volume. The rhythmical
repetition of the same forms suggests move-
ment and inner dynamism; the original
coloring of the background of the relief
gives a strong impression of depth. M§

1. Kora¢ 1996, pp. 389—91.
2. Tomié 1972, pp. 249-50.
3. Suput 1989b, pp. 73-74.

REFERENCES: Maksimovi¢ 1972; Tomié 1972,
fig. 2; Katani¢ 1988, pp. 230-36; §uput 1989b; Koraé
1996; Risti¢ 1996, pp. 178—80, 22I.

41. Sculpture of the Virgin
and Child

Byzantine (Serbia), 1312-16

Marble

106 X 67.5 cm (41% x 26% in.)

ProveNANCE: Church of Saint Stefan, Banjska
Monastery.

Sokolica Monastery, Kosovo

This sculpture of the Virgin and Child
formed part of the former lavish sculptural
decoration of the mausoleum church of King
Stefan Uros 11 Milutin (r. 1282-1321), which
was dedicated to Saint Stefan, the patron saint
of the Nemanjid dynasty. It is also known as
“the Sokolica Virgin,” after the nearby village
and the small church to which it was trans-
ferred, probably in the sixteenth century. At
present, the sculpture is situated in the bema.
Together with two figures of angels lost
long ago, this marble sculpture of the Virgin
and Child constituted the main theme of the
portal linking the narthex with the naos.” Like
the entire architectural ornamentation of the
katholikon of Banjska Monastery, it was mod-
eled after the stone decoration of the Church
of the Virgin at Studenica Monastery, the pro-



totype for King Milutin’s mausoleum church.

The creator of the Banjska sculpture was con-

sistent in following the theme of the seated
Virgin with the Child in the lunette of the

main Studenica portal, which was itself wide-

spread in Byzantine art and inspired by older
models.” In carving and style, however, the
frontal figure of the enthroned Virgin and
infant Christ, who confers blessings with his
right hand and holds a scroll in his left, differs
from its Studenica counterpart. This work
was executed in high relief, almost as a full
sculpture. The two symmetrically arranged
figures are strictly frontal, showing no move-
ment, with the heads slightly tilting back and
the gazes fixed. Both figures are short and
broad. The faulty proportions of some parts
of the body are conspicuous: low brows,
small protruding eyes, full puffed-up cheeks.

The shallow, carved lines of the drapery folds
leave the impression of a stiff drawing. The
volumes of the heads and hands are modeled
softly and with such sculptural skill that they
echo works in ivory. The large, broad-backed
throne with a round cushion on the seat is
embellished with a relief design of entwined
and braided geometric and vegetal motifs.
The reliefs are shallowly carved, in the char-
acteristic Byzantine stone-carving technique
of the late epoch.’ The sculpture was colored,
but only random traces of red and blue sur-
vive on the Virgin’s cloak, on the throne, and
on the arm of the cross on Christ’s nimbus,
on which the letters IC and X are also visible.
Master masons acquainted with
Romanesque architecture and knowledgeable
about Byzantine art were engaged for the
construction and architectural decoration of

the lunette on the church portal. The sculp-
ture of the Virgin with Child from Banjska
Monastery clearly points to their aspiration to
create a work close in spirit to Byzantine art,
that is, to the artistic conceptions of the
epoch of its founder, King Milutin.

1. Suput 1970, pp. 41-43.
2. Maksimovi¢ 1971, pp. 64—65.
3. Suput 1976, pp. 48-54.

REFERENCES: §uput 1970, Pp. 42—43, 44—45,

figs. 2-3; Maksimovié 1971, pp. 96-98, fig. 164; Suput
1976, p. 47, fig. 1; §uput 2003.
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42. Fresco Fragment with Scene
of Judas’s Betrayal

Voulgareli, Arta, Greece, 1295/96

Fresco

48 x 85 cm (187 x 337 in.)

PROVENANCE: From the Church of the Holy Virgin,
or Red Church, Voulgareli, Arta.

ConpiTioN: There are extensive losses to the origi-
nal composition; the fragment is in a moderately
good state of preservation.

Byzantine Museum, loannina, Greece (488)

Only the heads of the two central figures,
Christ and Judas, are well preserved in this
fragment from a wall painting that originally
depicted the Betrayal of Christ. The cross-
nimbed head of Christ, turned in a three-
quarter pose, projects an austere calmness;
the youthful face of Judas, who kisses Christ,
is rendered with a similar tenderness. Framing
the two are the faces of members of the crowd
present at the arrest of Christ, including a
single soldier. Broad green lines model the
forms over a pale surface, emphasizing the
outlines of the faces and tracing their details.
The fresco fragment comes from the “Red
Church” in the village of Voulgareli, Arta,’
whose wall paintings, although preserved in
only a fragmentary state, nonetheless exem-
plify the artistic tendencies prevalent in the
despotate of Epiros at the end of the thirteenth
century.” The partially preserved inscription
above the western door of the church indicates
that the painting of the frescoes was paid for by
one Theodoros Tsimiskis and his wife, Maria.?

8 ByzanTiuM: FAITH AND POWER

The work was done during the ninth indiction
of the rule of Nikephoros I Komnenos Doukas
(r. 1266/68-1296/98) and Anna Palaiologina,
which is thought to correspond to either
1281 or 1295/96 in the Byzantine imperial cal-
endar. Until recently it was believed that the
church was painted in 1281, but because of
new evidence that the despot Nikephoros,
mentioned in the inscription, died between
1296 and 1208, the wall paintings of the Red
Church must now be dated to 1295/96.*

VNP

1. For the church, see Orlandos 1927, p. 153; Hallensleben
1975, pp- 304-16; Tsouris 1988, Pp. 37-39, 193-94, 197,
Papadopoulou 2002, p. 118.

2. For the wall paintings, see Orlandos 1927, p. 160;
Vokotopoulos 1997, p. 231.

3. Theodoros Tsimiskis and his wife, Maria, are depicted
in the narthex of the church, to the left of the Virgin.
On the right side, as named in the inscription, are repre-
sentations of Theodoros’s brother John Tsimiskis and
his wife, Anna (see Orlandos 1927, p. 160; Papadopoulou
2002, P. 121, fig. 143). The Tsimiskis family is not men-
tioned in other sources. According to one interpretation,
Theodoros was the protostrator of the army of the
despot Nikephoros I and fought with him in the battle of
Berat in 1281, when the Byzantine army of Michael VIII
Palaiologos defeated Nikephoros and his ally Charles I of
Anjou, king of Naples (see Nicol 1957, p. 241).

4. Nicol 1981, p. 251; Tsouris 1988, p. 197; Papadopoulou
2002, p. 125.

REFERENCES: Athens 1976b, no. 45, p-38; Athens
198586, n0. 48, p. 52.

43. Fresco Fragment with an
Apostle

Byzantine (Serbia), before 1276

Fresco

41.5 X 53 cm (163 X 207 in.)

ProveNaNcE: Gradac Monastery, the main church
dedicated to the Annunciation. The figure of the
apostle was part of the Pentecost composition,
placed on the vault between the area under the
dome and the western part of the church. Owing to
extensive damage, it was removed from the wall in
1947 and given to the National Museum, Belgrade.
ConbpirioN: The greater part of the apostle’s
head and a portion of his left hand are preserved.
The paint on the face is well preserved, although
three long thin cracks cross the face and forehead;
smaller cracks cover the entire fragment, which
was conserved in 1948 by Franjo Herman.

National Museum, Belgrade (283)

This fragment of an image of an apostle from
Gradac Monastery possesses a classical beauty
and three-dimensional plasticity in the render-
ing of the figure that make the work one of
the finest examples of late-thirteenth-century
Byzantine art." Stylistically, monumental
Serbian art of the thirteenth century was
closely related to contemporary developments
in Byzantine art, including the preference for
volumetric images derived from classicizing
models.” Serbian rulers and ecclesiastical
dignitaries engaged the finest of Byzantine
artists and workshops to decorate their
churches, as this fragment shows.? The new
wealth of the state was made visible by the
extensive use of gold for the backgrounds and
other details of the wall paintings decorating
the mausoleums of the Serbian rulers of the
thirteenth century and later.* It is possible that
the ocher ground of the Gradac fresco was
originally covered in gold leaf; no traces survive..
The Gradac Monastery was founded by
Queen Helena and her husband, King Stefan
Uros I (r. 1243-76), as their mausoleum.’ Queen
Helena was buried in the royal crypt after her
death on February 8, 1314.° Little is known
about her except that she was a member of the
Western Anjou family” Her husband, a very
skillful ruler, is famous for consolidating the
economic and political power of Serbia.® She
was the mother of his successors, kings
Dragutin (r. 1276-82) and Milutin (r. 1282-1321)
(see cat. 23). After her husband’s death, she
governed the autonomous territory in the
littoral for almost three decades.’ The political
and cultural life of the country was under her
powerful influence, and she was highly
esteemed by her contemporaries.”® She died as
anun.” Helena is the only Serbian queen about
whom a vita (life) was written but not a service;

in it she is called “blessed” and not “saint.”**
Sp



1. The interior paintings of the church, which was aban-
doned at the end of the seventeenth century, suffered
extensively over the long period the building lacked a
roof. Remnants of the original decoration survived
only in the sheltered parts of the church, and the
humidity caused the color values to change. For the
original arrangement of the wall paintings, see
Boskovi¢ and Nenadovi¢ 1951, pp. 5-9; for the fresco
drawings, see Zivkovi¢ 1969, pp. 119—27. Conservation
and restoration work on the monastery was done from
1962 to 1975 (Kandi¢ 1982, pp. 43—50). For the results of
the archaeological excavations at the site, see Jurisi¢
1989. The monastery again became a convent in 1991.
In its interior arrangement, Gradac’s church is related
to the churches of the so-called Raska school of the
first half of the thirteenth century (Kandi¢ 1982, pp.
12-29). Its exterior differs from this group, as it is
strongly influenced by the Gothic style, probably a
reflection of the Western origins of the founder,
Queen Helena (Canak Medi¢ 1995, pp. 119—21). On the
paintings of Gradac, see Puri¢ 1967b, p. 149; Puri¢
1974b, pp. 41-43, 198—99; Kandi¢ 1982, pp. 20—42. The
program of the wall paintings is inspired by the tradi-
tions of thirteenth-century Serbian art, especially the
program of the Studenica Monastery, established by
Stefan (Symeon) Nemanja, founder of the Nemanjid
dynasty, as a mausoleum for himself and his sons

»

v

(Puri¢ 1967b, p. 161; D. Popovié 1992, pp. 84-85).

Some themes have received particular attention

by researchers; see Puri¢ 1967a; Duric 1967b,

Pp. 164—65; Puri¢ 1974b, no. 42; Babié 1975.
Thirteenth-century Serbian art, with the paintings of
Sopocani Monastery representing its summit, has been
the subject of numerous studies, among them -Duri¢
1967b; on the stylistic similarities between Sopocani
and Gradac, see ibid., p. 149; Puri¢ 1974b, pp. 42—43.
Byzantine masters from Constantinople are mentioned
by medieval sources that describe the construction and
painting of Zi¢a Monastery about 1220 (the frescoes
are now almost completely destroyed); see Puri¢
1967b, pp. 154-55; Todi¢ 2000). The exceptional

quality of the paintings suggests that masters from
Constantinople decorated the Sopo¢ani Monastery
and perhaps Gradac as well; on the origin of the
masters working in Serbia during the thirteenth
century, see Duric 1967b, pp. 148—58.

Purié 1967b, p. 152, n. 32; S. Radojdi¢ 1977. On medieval
ideas about the symbolism of gold, see Averintsev 1973.

. The only medieval source for the establishment and

building of the monastery is the Life of Queen Helena
by Archbishop Danilo II (r. 1324-37); see Danilo II 1935,
pp. 58-61. In it, only Queen Helena is mentioned as the
founder. However, the painted portrait of the founders
on the south wall of the church’s western bay shows
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both Uro3 I and Helena. As it is obvious that Uro$ I
participated in the erection of the monastery, it must
date to the period before his overthrow and death in
1276 (Boskovi¢ and Nenadovi¢ 1951, p. 1; Puri¢ 1974b,
Pp- 198-99, n. 42). The discrepancy in the identification
of the donors can be explained by the discovery during
the conservation process that the original work on the
church stopped at two meters. It is probable that the
royal pair began the building of their future mau-
soleum together but that it was completed by Queen
Helena alone, after the death of her husband (Kandi¢
1982, pp. 10, 12).

. A detailed description of her death and funeral was left

by a participant in the events, the future archbishop
Danilo II (Danilo II 1935, pp. 64—71). On the monastery’s
mausoleum-like character and the grave sites in it, see
D. Popovi¢ 1992, pp. 79-88; on the plan to bury Uros I
in Gradac as well, see ibid., p. 81 (he was buried in
Sopocani Monastery).

For the origin of Helena Anzujska (Anjou), see
Suboti¢ 1958, p. 131, nn. 1, 2. She married King Uro3 [
about 1250 (Srejovic et al. 1994, vol. 1, pp. 347-48,

n. 16). The question of whether she converted from
Catholicism to Orthodoxy when she married remains
unresolved (Suboti¢ 1958, p. 132).

. On economic and political conditions in Serbia

during the rule of Uro3 I, see Srejovic et al. 1994,
vol. 1, pp. 34156, 36970 (with bibl.).

. Concerning the territories that Queen Helena was

given to govern, it can be no coincidence that the
majority of the population was Catholic; see Besi¢

et al. 1967—, vol. 2, part 1, pp. 46-50.

Although the chronicle of her life discusses only her
gifts to the Orthodox Church (Danilo 11 1935, pp. 51, 53),
sufficient documents exist to show clearly that she
helped the Catholic Church too (Suboti¢ 1958; Srejovié
et al. 1994, vol. 1, pp. 402—5). The importance of her
reputation among contemporaries is shown by the
insistence of Byzantine negotiators that Helena be
present at the forthcoming wedding of her son King
Milutin and Byzantine princess Simonida (Ostrogorski
et al. 1955-86, vol. 6, pp. 54, n. 108, 114, 124, 127, NN. 70,
83—84, 89).

. She became a nun in the Monastery of Saint Nicholas

at Skadar (Danilo I1 1935, p. 64), but it is not known
whether the monastery was Catholic or Orthodox
(Suboti¢ 1958, p. 144).

Danilo 11 left a very detailed description of the illness
and death of Queen Helena (Danilo II 1935, pp. 66—71).
Three years after her death, her relics were removed
and placed in a precious container in the church (ibid.,
pp. 75-76). It is not known when the relics were taken
from the church or where they are now (Pavlovi¢ 1965,
PP- 85-88).

REFERENCES: Bokovi¢ and Nenadovi¢ 1951; Purié
1967b, pp. 149, 161; éorovié—Ljubinkovic’ et al. 1969,

no. 4, p. 38; Zivkovi¢ 19069; Puri¢ 1974b, PP. 41-43,
198-99 (with bibl.); Belgrade 1980, no. 6, p. 28.
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44. Fresco Fragment with the
Head of a Military Saint

Byzantine (Pyrgos, Euboea, Greece), end of the 13th
century

Fresco

48 X 42.3 cm (18”8 x 16% in.)

ProvENANCE: Church of Saint Nicholas, Pyrgos.
Byzantine and Christian Museum, Athens

This fragment portraying the head of a mili-
tary saint was removed from the northern wall
of the single-naved Church of Saint Nicholas
at Pyrgos. The saint with his adolescent facial
features is depicted in vivid contrapposto as he
turns his head to the left. He wears elaborate
armor with a red cuirass rimmed with pearls
and holds a spear; his head is crowned with

a pearl diadem that is typical for the iconog-
raphy of military saints. His beardless face
framed by rich curly hair, arched brown-red
eyebrows, bulging eyes, and rather elongated
aquiline nose all emphasize his youthfulness.
The decoration of his halo with the red band
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patterned with repeated white crosses is remi-
niscent of the cloisonné enamel technique.
The figure is characterized by its rare
beauty and sorrowful glance gazing toward
infinity. The saint’s expression exudes ten-
derness, modesty, and nobility. Bare flesh is
rendered in warm tones of ocher with broad
green strokes. The decoration of the halo, the
unusual bulging of the eyes, and the reddish
color of the hair reflect the influence of
Western art. This fragment’s close stylistic
relation to the paintings of the well-dated
churches of Euboea, such as Aghios Demetrios
in Makrychori (1302—3), allows us to date the
fragment to the end of the thirteenth century.

AK

REFERENCES: Liapés 1971, p. 115, pls. 81-84;
Emmanuel-Geroussi 1985, pp. 21-22; Athens 1985-86,
no. 50; Florence 1986, no. 17.

45. Virgin of the Annunciation

Byzantine (Kastoria), end of the 1sth century
Fresco

36 X32 cm (1475 x 12% in.)

PrROVENANCE: Church of Saint Spyridon, Kastoria.
Byzantine Museum, Kastoria (PM. 24/95)

The head is a fragment of a fresco scene of
the Annunciation from the Church of Saint
Spyridon, Kastoria. This church was demol-
ished before 1938 and, according to Anastasios
Orlandos, the frescoes were transferred to the
museum of the city.'

The depiction of the face and details of the
technique connect the fresco directly to the
Virgin of a “royal door” of an iconostasis from
Kastoria® that has been attributed to a local
workshop, active at the end of the fifteenth
century. Surprisingly for this era, works from
this workshop are found throughout not only
the area of greater Macedonia and Thessaly,
but also the entire Balkan Peninsula. They
are characterized by a revival of the painterly
tradition of the second half of the fourteenth
century, combined with elements of everyday
life, the textile traditions of the East, and
Italian painting of the fourteenth and
fifteenth centuries.?

Besides the frescoes of the Church of
Saint Spyridon, frescoes in other churches
of the city are attributed to the artists of
this workshop, including Saint Nicholas of
the Nun of Good Deeds, dated 1485/ 86;
Saint Nicholas of Lady Theologina; and
Saint Nicholas of Magaleio, dated 1505.

The same workshop is thought to have
produced portable icons that are in churches
of Kastoria and those of villages in the

province of Kastoria.* ENT

1. Orlandos 1938, p. 188.
2. Livieratou 1999, no. 2, pp. 64—6s; Tsigaridas 2002, p. 21,
fig. 8.

3. Tsigaridas 1992b, pp. 165-72.
4. Tsigaridas 1995, pp. 351-52.

REFERENCES: Orlandos 1938, p. 188, fig. 125;
Tsigaridas 1995, pp. 351-52, fig. 5.15.
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46. Fragment of a Fresco
with Saint Catherine and an
Unknown Martyr

Russia (Pskov), second half of the 14th century
Fresco

130 X 189 cm (515 x 74%s in.)

PROVENANCE: Found on the west wall of church
no. 9 in the Dovmontov gorod in Pskov, 1977;
dismantled and transported to the Hermitage for
restoration.

Conpirion: First conserved in situ during the
excavation, the fresco was thoroughly restored

in 1978—79 at the Hermitage studio, headed by

L. P. Gagen.

State Hermitage Museum, Saint Petersburg (B2324)

Since 1954 a Hermitage archaeological expedi-
tion has been working in Pskov, one of the
ancient cities of Russia. The most interesting
excavations are at Dovmontov gorod (urban
district), an area named after Prince Dovmont
(r. 1266-99), in the center of the city near the
Pskov kremlin (citadel). A number of stone
churches were erected there from the twelfth
to the sixteenth century. Although most sur-
vive only as ruins, three are better preserved
because they were covered with earth as part
of the construction of a ground fortification
built in 1701 at the order of Peter the Great.
Their vaults and upper parts were destroyed,
but parts of the walls of each church sur-
vived, some to five meters in height. Beautiful
frescoes were found in the central church,
which Vasilii Beletskii, who headed the
Hermitage archaeological expedition,

identified as the Church of the Protection of
the Mother of God, described in the chroni-
cles as having been built in 1352 and recon-
structed in 1398. Other scholars identify the
building as the Nativity Church, which the
chronicles say was built in 1387-88 and deco-
rated soon afterward. However, identification
of the church is not yet confirmed.

All of the more than 150 square meters of
frescoes found by the Hermitage expedition
were dismantled and taken to the museum.
Among them are standing figures of four
martyrs arranged in pairs. On one panel Saint
Barbara appears with her white kerchief and
diadem, but the identity of the figure in royal
dress is less certain. She was first identified
by Beletskii as Czarina Alexandra, and
then, more probably, as Saint Catherine of
Alexandria. In the Byzantine and Old Russian
traditions there are numerous combinations
of martyr-saints shown with Saints Barbara
and Catherine. In Pskov, however, the local
tradition typically showed Saint Barbara with
Saint Paraskeva, or else Saint Barbara with
Saints Paraskeva and Uliana." Saint Catherine
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usually appeared in Pskov icons with Saint
Anastasia. Thus, identifying the martyr-saints
in the Hermitage frescoes as Saint Barbara
and Saint Uliana on one panel and as Saint
Catherine and Saint Paraskeva on the present
panel is quite possible, though not absolutely
certain. With no inscriptions on the frescoes,
the identity of the saints remains open.

The frescoes from the Church of the
Protection (or Nativity) are outstanding
examples of the old style of Pskov painting,
At present, because of the continuing debate
about the identity of the church, they can
only be dated with certainty to the second
half of the fourteenth century; I would sug-
gest dating them to the 1350s. The somber,
severe colors and individualized images of the
saints are most typical of the artistic tradition
of the Pskov region. Russian church decora-
tions of the fourteenth and fifteenth centuries,
including those of Pskov, were strongly
influenced by the hesychast movement in
Byzantine theology and by the Byzantine
practice of using color to express religious
ideas; Russian painters used colors to express
hesychasm’s mystical ideas in both monu-
mental painting and icons. The red-brown
and gray-violet colors that dominate here
create an atmosphere of strict asceticism,
aloneness, and silence.

YP

1. Alpatov and Rodnikova 1991, nos. L4, 17-19, 26, 30, 36,
71-72.

REFERENCES: Beletskii 1980, p. 237; Sheinina 1980;
Beletskii 1986, pp. 123-26, pls. XLIX~LI; Beletskii
1988, pp. 110-12; Sheinina 1988, pp. 114-32, fig. 36;
Beletskii 1991, p. 52, no. 113; Gordin 2000, p. 16; Saint
Petersburg 2000, no. S-28.
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47. Fresco with the Ascension
of Christ

Byzantine (Veroia), late 14th—early 15th century
Fresco

o1 X 184 cm (3573 x 72% in.)

INscriBED: By Christ’s arms, IC XC (Jesus Christ)
PrROVENANCE: Removed from the Church of Hagia
Photida (Photeine) in Veroia, Greece, when it was
torn down in 1939.

Conprtion: Conservation of the fresco has been
carried out by K. Kapetanos.

Byzantine and Christian Museum, Athens

This image once formed the upper portion of
a larger Ascension composition in the Church
of Hagia Photida (Photeine) in Veroia. It
belongs to the first and oldest phase of fres-
coes in the church, which for the most part
featured scenes from the Great Feasts. The
building’s form, a three-aisled basilica,
explains the triangular shape of the work,
which adorned the upper register of the east
wall. At the center, the ascending Christ is
shown with a nimbed halo and seated in a
relaxed pose on a rainbow of concentric cir-
cles within a circular mandorla. Clad in a red
chiton and a reddish orange himation with
off-white highlights, he extends his hands in a
gesture of blessing. Two animated angels
with outstretched wings support this repre-
sentation of Christ being carried to heaven in
glory. Their youthful faces are framed by
curly brown hair. Their red and blue gar-
ments fall in linear folds, and their shoes are
decorated with pearls.

The iconographic type follows prototypes
well established during the Palaiologan
period, although here they are executed in a
simplified manner. A stylistic analysis of the
entire fresco program reveals that two
painters worked in the church, although both

shared a common anticlassical tendency. In
the scene of the Ascension, this is especially
notable in the execution of the two angels.
The skin shades of the angel on the right are
worked in thin rose and white brushstrokes
that provide articulation to the flesh; the
facial features are painted with strong lines
and intense shadows. Palaiologan art’s prefer-
ence for massive figures is well exemplified by
the angel’s wide face, thick neck, and angular
body in dynamic movement. In contrast, the
angel on the left has a delicate, melancholy
countenance. His flesh, painted in olive green
shades with rosy tones, is flatter. The thin
oval face possesses a classical beauty that sug-
gests nobility of spirit; the hairstyle is painted
in a decorative, almost calligraphic manner.
This variety of styles, reflected here in a sin-
gle scene from one fresco; the range of col-
ors; the monumental, simple, and compact ‘
composition; and the anticlassical treatment
of the figures characterize Macedonian art at
the end of the fourteenth and the beginning
of the fifteenth century. AK

REFERENCES: Tsigaridas 1992a, pp. 58-59; Papazotos
1994; Tsigaridas 1997b, pp. 85-86; Tsigaridas 1999,
Pp. 155-73, figs. 114-17; Athens 20002001, pp. 26-28.



48A-E, Fresco Fragments from
Mistra

In addition to large churches, there were a
substantial number of smaller, private
chapels,’ most of them single nave and
vaulted. Extant inscriptions mention that
these were founded by members of emi-
nent or wealthy families,” who are some-
times also known from literary sources. It
was customary, especially during the Late
Byzantine period, to build these structures
for private worship and as burial places for
members of the founders’ families, who
gained status as a result.’ A few paintings
have survived in situ from the now-derelict
chapels, and fragments of their frescoes are
in the collection of the Museum of Mistra.

EMB

1. Drandakis 1952; Drandakis 1955; Sinos 1999, pp. 453—72.
2. Millet 1906, pp. 459—62; Drandakis 1958.
3. Laiou 1991, pp. 289-90.

48A. Fragment of a Fresco from
an Anastasis

Byzantine (Mistra), 13th century

Fresco

28.2X45.2X1Cm (n'/s x 17% x V6 in.)
PROVENANCE: Excavated from the chapel in the
citadel, Mistra, 1952.

ConpitioN: The fragment is in relatively

good condition.

Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (1499)

This fragment of a fresco was found in 1952
in the south and oldest aisle of the twin chapel
that survives semiruined in the citadel of
Mistra.* It is from an Anastasis, or Descent of
Christ into Hell. The head of a king, who has
been identified as David, is to the right, and to
the left there is a portion of a pink garment
with gold striations worn by the risen Christ;
the vertical staff of the Cross is in front of
him. Between the figures are parts of a rocky
landscape in pink and possibly parts of
Christ’s aureole in white.

David, looking at the observer although
turned to the right, wears an imperial crown
with prependoulia and is surrounded by a
pink halo. His face and strong neck are ren-
dered with sienna and ocher-yellow highlights,
and his features with a chestnut color; his hair
and beard are formed by fine white lines. The
faces of both figures are immobile and simpli-
fied. In particular, the depiction of Christin a
restrained posture and with the Cross before
him are links with older iconographic tradi-
tions, as well as with other examples from the

Peloponnesos area, such as those from the
Monastery of the Zoodochos Pege (Samarina)
in Messenia (late twelfth—early thirteenth
century),’ from the Evangelistria at Geraki
(early thirteenth century),* and from the
Palaiomonastero at Brondama in Lakonia
(1201).° Conversely, most Palaiologan monu-
mental examples show Christ in an intensely
emotional pose as he retrieves Adam and Eve.
This fresco quite possibly comes from the
dome of the south chapel, where the scenes
of the dodekaorton would have been placed
during the first phase of the twin church’s
decoration. Its iconographic features also point
toward an early date, making this image one
of the oldest examples of painting in the area
of Mistra. EMB

1. Drandakis 1952, pp. 517-19, pls. 19, 20; Drandakis 1955,
Pp- 164—66, pl. 16.

2. Sinos 1999, pp. 453-57, pl. 5.

3. Grigoriadou-Cabagnols 1970, pl. 3, p. 181.

4. Moutsopoulos and Démétrokallés 1981, pl. 200.

5. Drandakis 1988, p. 181.

REFERENCE: Drandakis 1955, pp. 164—66, pl. 16.

48B. Fragment of a Fresco with
the Head of an Angel

Byzantine (Mistra), last quarter of the 13th century
Fresco

10.6 X 16.2 X 1.1 cm (476 X 6% x %6 in.)
PROVENANCE: Excavated from Chapel 1, Kato
Chora, Mistra, 1952.

ConpiTION: The fragment is in relatively good
condition.

Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (1556)

In 1952 excavations revealed fragments of wall
paintings in a semiruined single-nave chapel’
located northeast of the Pantanassa in the
Kato Chora at Mistra. Of particular interest is
the fragmentary head of a youthful angel
turned three-quarters to the left, with a halo
and a hair ribbon that waves off to the side.
The face has wide cheeks, fleshy nostrils,
and round eyes with an intense expression. It
is worked in dark tones of sienna on a green
ground with a few white highlights. A wide
chestnut-red line defines the face, the nose,
and the eyes and forms the hair. As a result,
the countenance appears realistic, almost
commonplace, with no traces of noble
beauty, delicacy, or intellectuality. It is similar
in style to eighteen figures of angels painted
in the vestry of the cathedral of Mistra and
dated between 1272 and 1285, early in the dec-
oration of the cathedral.” This style, charac-
terized as an “anticlassical current” with

Western “romantic influences,”” has been
associated with similar works from
Constantinople (Saint Euphemia),* from
Greek areas, and from the greater Balkan
region.’ EMB
1. Drandakis 1952, pp. 504-6, pls. 7-9.

2. M. Chatzidakis 1977-79, pp. 158-62, pls. 47, 48.

3. Lazarev 1967, p. 380.

4. Naumann and Belting 1966.

5. M. Chatzidakis 197779, pp. 166ff.

48C. Fragment of a Fresco with
the Head of an Angel

Byzantine (Mistra), first half of the 14th century
Fresco

1.6 X 9.8 X2 cm (4%x 376 x % in.)
PrOVENANCE: Excavated from Chapel 2, Kato
Chora, Mistra, 1952.

Conprrion: The fragment is in good condition.
Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (154)

During the 1952 excavations at Mistra, this
fragment of a fresco with a youthful figure in
profile was found in Chapel 2 of the Kato
Chora,’ adjacent to the previously mentioned
Chapel 1 (see cat. 488). This figure with a gen-
tle, comely face is identified as an angel by his
appearance and by the ribbon in his hair. The
face is compoded of ocher colored with peach
tones at the cheeks and green at the side. A
chestnut line defines the face, as well as the
lips, eyes, and hair. Highlights applied to the
forehead, nose, lips, and the eye give the face
a distinctive radiance. The harmonious col-
ors, the calligraphic contours, and the intense
gaze all combine to render a figure of excep-
tional beauty.

The present work has great stylistic simi-
larities with one of the angels depicted in the
Chapel of the Chrysobulls in the Church of
the Virgin Hodegetria in Mistra (1312/13-22).
The latter bears a direct resemblance to
Constantinopolitan art, for the abbot
Pachomios had it decorated by a group of
craftsmen from the capital, who brought to
Mistra the classicizing tradition that distin-
guished art in their city during the first
decades of the fourteenth century’?

EMB

1. Drandakis 1952, pp. 506-8, pls. 11-12.

2. M. Chatzidakis 1987, pl. 40; Kalamara and Mexia 2001,
pl. 170.

3. Underwood 1966-75, vol. 3, pp. 380, 452.

REFERENCE: Athens 1964, p. 182, nO. 153.
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48D. Fragment of a Fresco with
the Virgin from a Nativity

Byzantine (Mistra), first half of the 14th century
Fresco

15%25.1%1.8 cm (575 X 97 x % in.)

PROVENANCE: Excavated from the Chapel of Saint
Paraskeue, Epano Chora, Mistra, 1952.
ConbpiTioN: The fragment is in relatively good
condition.

Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (1497)

The Chapel of Saint Paraskeue at the Epano
Chora dates from the fourteenth century, and
evidence indicates that it was built in more than
one stage. In 1952, during the cleaning of works
at the semiruined chapel, graves were found
both inside and outside of the structure.
Detached fragments of its frescoes were also
retrieved, including this one with a youthful
female figure, of which only the upper part of
the body survives.” The soft face has been ren-
dered in pale ocher with a green shadow at its
side and few white highlights, while its features
are drawn with a chestnut line. The eyes are
big and almond-shaped, the lips are small, the
nose thin and well proportioned, and the chin
rounded. The figure is turned to the right,
and the head slightly bent, surrounded by a
halo. She wears a purple maphorion, a head-
dress, and a deep blue tunic, the latter gar-
ment commonly associated with the Virgin.
This fragment has been seen as a represen-
tation of the Nativity: the rose-colored back-
ground, for instance, is obviously part of the
bedding on which the Virgin lies in more
Palaiologan depictions. In addition, the
figure’s tranquil and tender look is typical of
portrayals of the Virgin at the Nativity. Her
turning toward the cradle of the Infant follows
the iconographic style of the Middle Byzantine
years and is also seen in Late Byzantine exam-
ples such as that in Saint Nicholas, near
Platsa, in the Messeniac Mani (second quarter
of the fourteenth century).” The same style is
characteristic of Constantinopolitan paintings
from the first half of the fourteenth century.

EMB
1. Millet 1910, pl. 6.2; Drandakis 1952, pp. 515-16; Sinos
1999, pp. 46970, pl. 5.

2. Mouriki 1975, pl. 30.

REFERENCE: Drandakis 1955, p. 167, pl. 17a.
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48E. Fragment of a Fresco with
Heads of the Apostles

Byzantine (Mistra), after 1366

Fresco

26.6X26.6x2.8 cm (10% x 10% x 1/ in.)
PROVENANCE: Probably from the Chapel of Ai-
Giannakes, Mistra.

Conpition: The fragment is in good condition.
Museum of Mistra, Fifth Ephorate of Byzantine
Antiquities, Mistras, Greece (1363)

This fresco depicts the heads of three male
figures with halos, two of whom are ton-
sured; next to them survive traces of other
halos and possibly two more figures. Behind
them in the dark sky-blue background is the
letter M, which also contributes to their
identification as apostles. Higher up, there are
traces of a possible building in greenish col-
ors. The manner in which perspective is used
in depicting the apostles is characteristic of
paintings of the Palaiologan period. The face
on the left has been painted with free brush-
strokes in datk-colored ocher flesh tones with
green shadows; the features and the hair are
in chestnut-red, with white highlights as well
as thin chestnut-yellow and white lines. The
face with its white spot in the eyes, pointed
nose, and protruding upper lip represents an
anticlassical tradition that aims at realism. The

figure on the right has more dramatic features.

An intense frown creates circular shapes on
the cheeks, and there are dark circles around
the eyes. Again, the artist’s goal is not beauty
but intense emotionality. The same is true of
the forehead and the hair of the apostle who
is distinguished by the letter M.
Iconographically, the fragment bears
direct parallels to the depiction of the apos-
tles in the scene of the Doubting of Thomas
from the Chapel of Ai-Giannakes in Mistra.
The similarities include the presence of halos,
the letter M (the initial of the name of one of
the apostles), and the manner in which the
tonsures are depicted.” Stylistically, the frag-
ment reflects the general trend emanating
from Constantinople throughout the four-
teenth century and dominating the areas
under imperial influence.” Notable examples
include works in the church at Ivanovo,
Bulgaria (ca. 1363) and the Transfiguration in
Novgorod (1378), a work of Theophanes the
Greek from Constantinople.* In Mistra, as

previously noted, this style can be found in
the Church of the Virgin Hodegetria, in the
frescoes of the main church and in those of
the south chapel of a bit later,” as well as in
those of the Chapel of Ai-Giannakes (after
1366), which are more severe in manner than
the paintings in the Hodegetria.’

That the apostles in this fragment are so
similar to those in the Doubting of Thomas
at Ai-Giannakes indisputably supports their
attribution to the painter of that scene.
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Sculpture and the Late ‘Byzantine Tomb

SARAH BROOKS

n the Late Byzantine period, as during the empire’s earlier

years, a central concern of the faithful was commemoration

of the dead. While the traditions of commemoration were
age-old, the impact of observances surrounding death on the
arts of the church increased dramatically in the empire’s final
centuries. More and more of the church interior, and frequently
of its exterior as well," was given over to the building of tomb
monuments (figs. 4.2, 4.3). Around these commemorative
tombs, themselves highly decorated, monumental cycles focusing
on themes of salvation and the Last Judgment were executed in
fresco and mosaic (figs. 3.18, 4.4).

While the spirituality of this era surely favored the active
sponsoring of tomb monuments, so did the economic situation
of the empire. What might be called the “burial economy” of
Late Byzantium closely mirrored economic conditions in these
centuries. Church foundations—including urban cathedrals and
monasteries in both the city and the countryside—struggled to
meet their fiscal obligations with ever-shrinking revenues. The
situation was the result of many factors, including the seizure of
income-generating landholdings by Crusader and Turkish
armies and a dwindling of the number of wealthy donors. In
the face of such difficulties, patrons desiring tombs offered the
church an essential means of sustenance. These donors were
required to contribute cash as well as property in exchange for
the right to such observances as burial within the church, the
building of a decorated tomb, or the offering of commemorative
prayers for the deceased.

The details of exchanges arranged between tomb patron
and church administration were recorded and can be read in
surviving texts—principally monastic foundation documents,
or typika. One of our richest sources is the typikon for the
Constantinopolitan Convent of the Virgin of Certain Hope
(Panagia Bebaia Elpis), of which the buildings are no longer

Fig. 4.1. Detail of the marble sarcophagus representing the despotissa of
Bpiros, Theodora (d. 1270), and her son Nikephoros (fig. 4.7). Narthex
of the Church of Saint Theodora, Arta, Greece. Photo: Velissarios Voutsas

extant. Among the exchanges the typikon records are ones
relating to Theodore Doukas Mouzakios, a relative of the
convent’s foundress. In exchange for his burial at the convent,
Theodore donated an icon of the fifth-century hermit Saint
Onouphrios and 100 hyperpyra, or gold coins (see cat. 124, B).
To endow commemorative services in Theodore’s memory,
his daughter donated 200 hyperpyra earmarked for repair of
the nuns’ cells.* A different patron, John Palaiologos, paid for
a lamp to be continually lit at his tomb by giving the convent a
vineyard and a house, both revenue-generating properties.’ In
such arrangements, money and properties were exchanged for
funerary rights, to the benefit of both tomb patron and church.

The most elaborate type of tomb sponsored by Late Byzantine
patrons was principally a sarcophagus, or stone casket, set within
a wall niche framed by sculpture. The niche frequently bore a
fresco or mosaic depiction of the deceased with his or her family,
often shown in conversation with the saints, Christ, and the
Virgin. A niche tomb at the Chora Monastery in Constantinople
contains a fresco and mosaic composition within the niche
representing Michael Tornikes and his wife flanking the
Virgin and Child; the area above the niche was faced with
sculptures representing Christ and the archangels; and a now-lost
sarcophagus stood inside the niche (figs. 4.2, 4.3).*

In addition to presenting permanent, monumental installa-
tions of sculpture and wall decoration, tombs also harbored a
range of portable artworks that could be moved in and out
throughout the church year. Among them were icons on wood
panels rendered in miniature mosaic or tempera and often further
adorned with silver or silver-gilt revetments.’ Surviving epigrams
indicate that these reveted icons placed at the tomb sometimes
contained portraits of the deceased. (On reveted icons, see the
essay by Jannic Durand in this publication; for a revetment with
donor portraits, see cat. 4.)6

Funeral orations were composed to be recited at the graveside
during the funeral or on the anniversary of a death (fig. 4.4).
One such text survives in a deluxe manuscript with a portrait of
the author (cat. 1). The oration was composed by the emperor
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Fig 4.2. Reconstruction drawing of the tomb of Michael

Tornikes (d. ca. 1328) and his wife. South Parekklesion,
Chora Monastery, Constantinople. Drawing by
Archeographics.com
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Fig 4.3. Tomb of Michael Tornikes
(d. ca. 1328) and his wife. South
Parekklesion, Chora Monastery,
Constantinople. Photo: Sarah Brooks
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Fig 4.4. View to the west, south funerary chapel, ca. 1322—ca. 1366. Church
of the Virgin Hodegetria, Vrontochion Monastery, Mistra, Greece.
Photo: Velissarios Voutsas

Fig 4.5. Tomb of Theodore I
Palaiologos (d. June 24, 1407),
despot of Mistra. Northwest
chapel, Church of the Virgin
Hodegetria, Vrontochion
Monastery, Mistra, Greece

Manuel II Palaiologos (r. 1391-1425) to commemorate his
brother, the despot Theodore 1 of Morea (d. June 24, 1407),
whose niche tomb still stands in the intimate funerary chapel
established by the local abbot, Pachomios, in the Church of the
Virgin Hodegetria at Mistra (fig. 4.5). It is before this painted
and sculpted tomb that the emperor planned to recite his
brother’s eulogy on the anniversary of Theodore’s death.”

To draw attention to the tomb and highlight its decoration,
oil lamps were suspended over the sarcophagus and tall candle-
stands were set on the floor before the tomb. How such lamps
and candles were maintained is described in the typikon, men-
tioned above, that records John Palaiologos’s offer of gifts of
property to assure the lighting of his tomb. Since the burning
of incense was an important part of the funeral rite and of
ongoing commemorations for the dead, incense burners also
played a role in the tomb’s decoration (cats. 64, 65). In northern
territories neighboring Byzantium, evidence has been found for
the use of embroidered silk textiles to decorate the tomb as
well, including silks bearing portraits of the deceased (cat. 29).
Many of these diverse types of portable artworks—icons,
manuscripts, censers, and candlestands with burning tapers—are
represented in an icon depicting the funeral and open-air burial
of Saint Ephraim of Syros (fig. 4.6). The same rites observed for
Ephraim would have taken place at the tombs of emperors,
members of the court and clergy, monastics, and everyday men
and women of Late Byzantium.

For the present exhibition, a number of sculptures used in
the decoration of Late Byzantine tombs have been brought
together. Sarcophagi, the most prevalent objects of sculpture
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associated with the tombs, were placed against the interior
walls of the church® or set in niches either protruding from or
built into the church’s interior or exterior walls (figs. 4.2, 4.3).
The form of most Late Byzantine sarcophagi departs
significantly from the-traditional, monolithic type of casket
having a solid stone body and a separate lid. Common in pagan
antiquity and the first centuries of the Byzantine Empire, that
older, thick-walled type could be used to contain the corpse
above ground. Its airtight seal protected the surrounding
environment from the body’s decomposition. However, the

Fig 4.6. Icon with the Dormition
of Saint Ephraim the Syrian
(cat. 80, detail).

Photo: Velissarios Voutsas

sarcophagus type most common from the thirteenth to the
fifteenth century was assembled from separate stone panels,
some taken from earlier monuments and recarved, some newly
quarried. It can be hypothesized that the reasons for this
abandonment of the monolithic sarcophagus were largely
economic. Less stone was required for a composite sarcophagus,
and a great deal of older building material was available for
reworking and reuse. But the change to a multipaneled casket
necessitated a new burial practice: now the body had to
be placed in a sealed space beneath the church floor, where

Fig 4.7. Marble sarcophagus representing the despotissa of Epiros, Theodora (d. 1270), and her son Nikephoros below the hand of God, flanked by angels.
Narthex of the Church of Saint Theodora, Arta, Greece. Photo: Velissarios Voutsas
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decomposition could safely occur. Thus, the function of
Late Byzantine pseudosarcophagi was entirely symbolic. The
casket alluded to the body that rested beneath the building’s
paving stones.’

The iconography of Late Byzantine sarcophagi covers a
wide range of motifs. Decorative elements carved on casket
walls and lids, along with funerary inscriptions, include the
cross; floral and geometric forms such as interlaced medallions,
scrolling vines, and trees; and animals, among them mythical
griffins (cat. 58), lions, and birds (including single- and double-
headed eagles), shown standing in profile or locked in combat.”
But a new subject appears in addition to these traditional
themes: the human figure, not seen on sarcophagi since the
Early Byzantine period, so far as is known from extant examples
(fig. 4.7)." Representations of humans, including portraits of the
deceased and of the saints, Christ, and the Virgin, reappear at
this time in a range of sculpture types, especially ones associated
with the tomb.”

The prominence of the human figure in Byzantine sculpture
of the thirteenth to the fifteenth century has been variously
explained. Certainly Byzantium’s enduring interest in ancient
forms and styles, inspired by the Greco-Roman sculptures pre-
served within Byzantine territories, is a factor.” In addition,
Hans Belting has suggested that Byzantine sculptors who after
the 1261 reconquest participated in the rebuilding and restoration
of much earlier churches and monuments in Constantinople
drew their inspiration from the classicizing, figural sculptures of
Byzantium’s first golden age (for example, the carved base
made circa 390 for Emperor Theodosius I to adorn the obelisk
of Thutmose Il brought from Egypt to Constantinople and still
displayed in its Hippodrome).*

A third influence came from the Romanesque and Gothic
sculptural traditions, new styles developed in the Latin West

that were brought by Crusaders to territories around the eastern
Mediterranean during the eleventh, twelfth, and thirteenth
centuries.” Thus, a grounding in the empire’s long-standing
artistic traditions, specific references to the Byzantine past, and
contact with the artistic developments of western Europe can
all be said to have contributed to the revival of figural imagery
in Late Byzantine sculpture, especially for tomb monuments.
Important examples of Late Byzantine figural sarcophagus
sculpture survive from Constantinople, Veroia (Greece), and
Arta (Greece). Most of these are horizontal panels that formed
the front of the sarcophagus. A sarcophagus frontal from
Constantinople represents two angels holding a central wreath
that encircles a chrismon; a lower register carries decorative
carving of crosses and scrollwork (fig. 4.8). Angels, the heavenly
guardians of Christ and the Virgin, are a common subject in
Late Byzantine tomb sculpture. This carving emulates with
remarkable success the composition and carving style of fourth-
century sarcophagi, confirming that Early Byzantine models
could serve as important sources for Late Byzantine sculptors.
Narrative scenes associated with Christ’s death and salvation
were a further source of inspiration to the carvers of Late
Byzantine sarcophagi. Fragments surviving in Veroia originally
formed a pyramidal sarcophagus lid depicting the Anastasis, in
which Christ breaks the gates of Hades and descends to resurrect
from their own tombs all those who believed in Christ before
his Incarnation (see cat. 8).” The fragmentary reliefs found in
the Stoudios Monastery, Constantinople, one of the Byzantine
churches restored under the Palaiologoi, depict the Virgin’s
Lamentation over the dead body of Christ as it lies arrayed
before burial, a subject inspired by the Gospels.” These two
christological scenes were no doubt selected because of the
typological connections each establishes between Christ’s death
or resurrection and the hope for salvation of the individual

Fig 4.8. Marble sarcophagus with two angels flanking a chrismon. Istanbul Archaeological Museum (5798). Photo: Thomas F. Mathews, Dumbarton
Oaks Photo and Fieldwork Archives, Washington, D.C.
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Fig 4.9. Detail of the sculpted marble frontal for the tomb of Theodore
Metochites (d. 1332). South Parekklesion, Chora Monastery,
Constantinople. Photo: Sarah Brooks

commemorated by the sarcophagus. Parallel subjects, among
them the Last Judgment, are frequently depicted in the frescoes
and mosaics surrounding Late Byzantine tombs; these mural
images would have reinforced and mirrored the imagery deco-
rating the sarcophagus.

A portrait of the deceased was another subject that decorated
sarcophagi. A fragmentary panel from the Lips Monastery in
Constantinople (see fig. 3.2) preserves the remnants of a funerary
portrait of the nun Maria Palaiologina (cat. 49). On what
remains, the figure of Maria is visible from the waist down; she

9

wears the monastic schema, or mantle, over a long tunic. Titos
Papamastorakés’ convincing reconstruction of the complete
panel has the central inscription flanked on the left by Maria
and on the right by the Virgin and Christ Child, to whom Maria’s
prayer, phrased as if spoken in her own voice, is addressed.
Composed in poetic meter and finely carved in elegant
Palaiologan script, the prayer expresses hope for the Virgin’s
intercession, sought by the Christian faithful, and the mercy of
Christ at the soul’s judgment. Such inscriptions, attesting to the
secular and spiritual accomplishments of the deceased
and offering prayers on his or her behalf, were an important
component of the decorative program and often appeared on
sarcophagi or on sculptures framing a tomb.”

In Arta, the capital of the independent Byzantine despotate
of Bpiros (ca. 1205-1338) situated in western Greece, is the only
surviving Late Byzantine sarcophagus with portraits of the
Byzantine ruling family (fig. 4.7). Beneath a central arch the
hand of God reaches down from heaven to bless the despotissa
Theodora (d. 1270), wife of the despot Michael II Komnenos
Doukas, and a young boy, probably her son, Nikephorbs. Each
wears traditional imperial garments, including a Byzantine-
style crown, a long divetesion (tunic), and a gemmed loros, or
stole, over the caftan, and each carries the royal scepter.
Flanking the despotissa and her son are two portrait busts of
angels also carrying scepters. Similarly placed angels appear
in other tomb monuments (cat. 514, B), often identified by
inscriptions as the archangels Gabriel and Michael. The
archangels are present at the tomb because of their status in the

Fig 4.10. Fragmentary marble archivolt with bust figures from the Lips Monastery (Fenar Isa Camii), Constantinople, late 13th or early uth century.

Istanbul Archaeological Museum (4570). Photo: Bruce White
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celestial hierarchy and especially because of Michael’s role as
the soul’s guide during its gradual separation from the body
after death and at the Last Judgment.”

While the sculpted sarcophagus might be displayed
independently against the flat wall of the church, in the most
elaborate Late Byzantine burials it served as the centerpiece of
a much larger decorative program. In such funerary ensembles,
sculptural reliefs framed the three-dimensional space of the
rounded niche, or arcosolium, containing the sarcophagus
(figs. 4.2, 4.3). Arcosolia are found in churches throughout the
Late Byzantine sphere, including those in Trebizond, Nicaea,
Ephesus, Constantinople, Mistra, Mount Athos, Thessalonike,
Veroia, and Gracanica.”

A pagan burial form adopted for Christian use in the Early
Byzantine period, the arcosolium had its greatest impact on
“built” (masonry) church architecture during the Late Byzantine
centuries.” It provided an organized visual focus within the
architecturally complex and richly painted spaces of the Late
Byzantine church. Late Byzantine builders and the church
communities they served were willing to incorporate new
chapels outfitted with arcosolia into the church; alternatively,
existing church narthexes (vestibules) and open-air porches
attached to the church were converted to incorporate new
burial niches. Through these two means, new building and
conversion, additional tombs and the much-needed funds
provided by their patrons were realized.™

Sculpture was the single most important element setting off
the arcosolium from its surroundings. Against the church’s
smooth expanse of wall covered in colorful fresco or mosaic,
three-dimensional relief sculpture provided an important visual
break. Typically, a sculpted facade surmounted the tomb arch.
It included the archivolt, a narrow molding that framed the
niche’s rounded opening; the two spandrels, near-triangular
corner areas above the arch; and the cornice, a horizontal molding
across the top of the protruding niche block. Below the spandrels,
slender colonnettes resting on the church floor flanked the
niche opening; they were topped by capitals carrying figural
and decorative sculpture and often above them, impost blocks
supporting the arch. Sheltered at the heart of this elaborate
three-dimensional frame was the sarcophagus, which rested
beneath a painted composition often representing the deceased
with saints or scenes associated with the life and death of Christ.

Two of the most impressive carved facades of the Late
Byzantine period still frame the early-fourteenth-century tomb
niches for which they were designed in the south funerary chapel
of the Chora Monastery. One of these crisp and densely carved
marble facings, on the north wall, decorates the niche tomb of
Theodore Metochites (d. 1332), who restored the monastery in
the Late Byzantine period (fig. 4.9). The arcosolium on the
opposite wall commemorates the megas konostaulos, or imperial
grand constable, Michael Tornikes (d. ca. 1328), a political ally of
Metochites (figs. 4.2, 4.3).” Tornikes’ tomb is the only arcosolium

to preserve a carved funerary epigram in situ; it has been
attributed by Thor Sevéenko to the famed court poet Manuel
Philes (ca. 1275-1345).%

'The facade designs of the two niches are similar: in each, a
central bust portrait of Christ, blessing with his right hand and
bearing a scroll in his left, is flanked by busts of the archangels
Michael and Gabriel in the spandrels. Lush scrolling vines that
emerge from cornucopias in the spandrels surround these
figures. The solitary image of Christ at the highest point of the
arcosolium suggests Christ’s role as the celestial judge of human-
kind. In the arcosolium for Metochites, as in many such tombs,
the image of Christ is employed repeatedly, appearing in the
sculpted facade, on the sarcophagus, and painted on the niche’s
back wall, emphasizing the manifold aspects of Christ and espe-
cially his roles as the judge and savior of humanity.

These two tomb facades are also significant for the traces of
polychrome pigments they preserve; Tornikes’ tomb also retains
significant gilding on its carved surfaces. From this evidence,
and the paint that survives on other examples of Late Byzantine
sculpture including nave capitals, relief icons, and architectural
sculptures (cat. 40), it can be hypothesized that coloration and
even gilding of marble carvings were widespread practices in
the Late Byzantine period.” The use of color in Byzantine
sculpture is a subject that has not yet been thoroughly explored.
Carolyn Connor has found that small-scale carvings in ivory
and steatite (soapstone) dating to the Middle Byzantine period
also appear to preserve traces of medieval paint and gilding.*®
Thus in both the Middle and Late Byzantine centuries we find
evidence for the blending of the arts of painting and sculpture,
suggesting a closer alliance between the two than may have
been understood before.

The Chora tomb facades offer an opportune starting point
for a discussion of the stylistic characteristics of Late Byzantine
sculpture, particularly tomb sculpture. Relief sculpture, ranging
from very shallow to extremely high relief, is common, while
stone sculpture in the round is extremely rare.” Strains of
abstraction and naturalism coexist: although overall compositions
of animal, floral, vegetal, and geometric motifs are characterized
by a greater intricacy and a sense of pattern in the overall compo-
sition, the details can be fairly naturalistic (cats. 37, 38, 394, B, 58).
Reliefs representing the human figure tend to resemble parallel
images in monumental and miniature painting. While compared
with Middle Byzantine sculptures there is also a strong impulse
toward a naturalistic, three-dimensional rendering of the
human body, Constantinopolitan figural sculpture of the late
thirteenth and early fourteenth centuries tends toward elements
of abstraction—elongated faces; round, full brows; emphatic
eyes; and heavy eyelids (cats. 54, 55). The same stylistic features
appear in contemporary fresco paintings in Constantinople and
provincial centers influenced by Constantinople, such as Mistra
(cat. 48). Thus a common artistic taste is often evidenced in the
sculptural and the painted arts.
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= / Fig 4.11. Reconstruction drawing of the tomb of the despot

Demetrios Palaiologos (d. after 1340) and his wife. Inner
narthex, Chora Monastery, Constantinople. Drawing by
Archeographics.com

Fig 4.12. Detail of sculpted capital
and reused impost block, tomb of
the despot Demetrios Palaiologos
(d. after 1340) and his wife. Inner
narthex, Chora Monastery,
Constantinople. Photo: Robert
Ousterhout, Dumbarton Oaks
Photo and Fieldwork Archives,
Washington, D.C.
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The two Chora tomb facades provide the artistic context for
a large group of fragmentary reliefs now in museum collections
that, judging from their relative scale, design, and shared
iconography, were once part of similar arcosolium facades.
Spandrel reliefs are perhaps the most common surviving
Constantinopolitan sculptures that can be associated with
now-lost tomb facades; two such examples are spandrel figures
of archangels wearing the loros, set in circular medallions
surrounded by vine scrolls, that were discovered in Istanbul and
are preserved in the Istanbul Archaeological Museum (cat. 514, B).
An exceptional group of reliefs forming a single archivolt and
presenting busts of the Twelve Apostles flanking a bust of Christ
was excavated in the Lips Monastery, the Constantinopolitan
convent of the empress Theodora (fig. 4.10), where a number of
niche tombs are attested; the dimensions of the reconstructed
archivolt would have been compatible with its incorporation in
a tomb for a Palaiologos family member buried there.”

The carved tomb facade above the arch opening was com-
plemented below by two paired colonnettes placed on the left
and right sides of the niche. Each colonnette was topped by a
carved capital, and sometimes an impost block was added
above the capital to make the transition between it and the
arch. While no colonnettes survive in an existing tomb,
the Chora Monastery again provides our best examples of
capitals still in situ. In the Chora Monastery, an arcosolium
commemorating the despot Demetrios Palaiologos (d. after
1340) and his wife was inserted into the north end of the
church’s inner narthex, representing a conversion of this space
for burial use (fig. 4.11).* The opening of the tomb niche was
framed by colonnettes (now lost) supporting capitals, each
sculpted with a bust on three sides. Represented are an Old
Testament prophet, Saint John Prodromos (Saint John the
Baptist), and four military saints. The only saint identified by

carved inscription is the military saint Demetrios (fig. 4.12), the
name-saint of the deceased.

These figural capitals in situ in the niche tomb of the despot
Demetrios and his wife provide a context for similar sculpted
capitals that survive as isolated fragments. Examples are capitals
with busts of military saints in the Istanbul Archaeological
Museum (cat. 55) and the Cluny Museum, Paris (cat. 54), as well
as The Metropolitan Museum of Art’s capital with a bust of the
archangel Michael (cat. 50). Bust figures such as these would
have occupied the same zone as the painted images of saints
that commonly adorned the lowest wall surfaces of a church.
The decorative scheme of a church interior called for images of
saints at the level of the church visitor, narrative scenes in the
vaulting above, and a crowning figure of Christ or of the Virgin
and Child in the highest area, the church dome.

Above the carved capitals of Demetrios’s tomb are two reused
impost blocks decorated with spiky acanthus. @ystein Hjort has
dated them to the tenth or early eleventh century, along with
two architrave panels set directly above the impost blocks and
extending into the niche interior that were also reused in the
decoration of the tomb.* Here is one example of the wholesale
reuse of earlier Byzantine carvings in a Late Byzantine tomb.

This tomb’s combination of older reused reliefs with newly
carved sculpture and a contemporary mosaic composition
illustrates the diverse range of artistic sources and materials
employed in Late Byzantine tomb decoration and underlines
the difficult economic conditions influencing their design.
The funds, properties, and art objects contributed to church
institutions by tomb patrons during the period from the thir-
teenth to the fifteenth century allowed these communities not
only to endure but in many cases to flourish. Late Byzantine
tomb sculptures that have survived offer important testimony
to these sustaining endowments.
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49. Two Fragments from a Tomb
Monument for the Nun Maria
Palaiologina

Byzantine (Constantinople), late 13th—early 14th
century
Marble
47X455%x33cm (18% x 177 x 1/ in); 21X 27.5 %
3.3 cm (8% x 1078 X 174 in.)
. G VOuQ®vog EEv éxomt /. . . %TOV
EuBardv T@ vouele . . . / (vie)Bfev Eoxov ol
100 0D Tdpov TaP(ov), / (t)dpov, TO TEVB(S),
TV v xatotxiav / (Beé) x (ov) oo vuxtig
TNV ®Avny £x Saxgiwv, / dc dgtov £ab(lovoa)
../ EmEa xAavbud Ty xa . . . / ‘Qodie
meocAaBod pe X(QLoT)E vougie, / Ty prrouev
Evtevty giadedeypévo(c), / dvort(ov) Miiv Thv
vonthyv nactdda, / Evéucov fudc dugiov Bsiov
Yéuov / xal TdEov €ig 10 TayUa THY
Sortupdv(ev). / Mararordyov Tadta Buydtne
ybpw / Mot ceBacth xai povayt Magia.'
(. . - Receive me, Christ, [my] handsome bride-
groom; / heeding the intercession of Thy mother, /
open for us the spiritual bridal chamber. / Clothe us
in the garment of divine marriage, / and place us in
the ranks of your [fellow] banqueters. / I, the nun
Maria, faithful sebaste / and daughter of a
Palaiologos, write these words.)*
PROVENANCE: A stray find in 1917 in the environs of
the Column of Arcadius, Istanbul, and commonly
artributed to the Monastery of Constantine Lips
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(Fenari Isa Camii), Istanbul.
Istanbul Archaeological Museum (4020)

This sculpted relief portrait survives only in
two fragments, representing the lower part of
the figure of the deceased, the nun Maria

Palaiologina, who is identified by the ele-
gantly carved epigram. While scholars have
disagreed as to whether the surviving figure
should be identified as the deceased or the
Virgin, most favor the opinion that it repre-
sents the nun. Titos Papamastorakés has
offered a convincing reconstruction for the
complete composition: a central inscription is
flanked on the left by Maria, her arms likely
raised in a gesture of entreaty, or deesis, and
on the right the Virgin and Christ Child, to
whom her prayer is addressed (fig. 49.1).°
This inscribed funerary panel remains one
of the most important sculptural finds associ-
ated with the imperial tombs in the
Constantinopolitan convent restored about
1281 by the Palaiologan empress Theodora
Palaiologina, widow of Michael VIII
Palaiologos (see fig. 3.2). The convent was
known in the Late Byzantine period as the
Monastery of Constantine Lips, the name of
the first structure on the site, which dated to
the tenth century.* Theodora envisioned it as
a spiritual home for her female family mem-
bers and built a second church, dedicated to
Saint John the Baptist, to join another, dedi-
cated to the Virgin. Maria, it can be assumed,
was a relative of the empress who lived in the
convent, where her tomb was erected and she
was laid to rest. The remarkable survival not
only of such sculptures from the convent’s
tomb monuments but also of its two
churches and its foundation document
(typikon), drawn up by Theodora,’ adds
significant historical context to this stray

sculptural find. STB

1. Greek transcription from Firath 1990, no. 115, p. 67.
2. English translation in Talbot 1999, pp. 80—8I.
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Fig. 49.1. Reconstruction drawing after Papamastorakés 1996-97,

fig. 14 (by Archeographics.com)



. Papamastorakes 1996-97, fig. 14.

. For the monastery’s history and recent bibliography, see
Kidonopoulos 1994, pp. 86—87 (n.1.1.38); see also the
forthcoming architectural study on the monastery by

PN

Vasileios Marinis, “The Monastery tou Libos:
Architecture, Sculpture, and Liturgical Planning in
Middle and Late Byzantine Constantinople,” Ph.D.
diss., University of Illinois, Urbana-Champaign.

5. Alice-Mary Talbot, “Lips: Typikon of Theodora
Palaiologina for the Convent of Lips in
Constantinople,” in Thomas and Hero 2000,

Pp- 1254-86 (analysis and English translation); Delehaye
1921, pp. 10636 (Greek text).

REFERENCES: Delehaye 1921, pp. 106-36; Buckler
1924; A. Grabar 1976, pp. 127—39, no. 128; Trapp
1976-96, vol. 9, p. 74, no. 21392; Firatl 1990, no. 115,
p. 67; Papamastorakés 1996-97, fig. 14; Talbot 1999,
pp. 80-81; Yalgin 1999, p. 364, fig. 23; Thomas and
Hero 2000, pp. 1254—86.

50. Capital with Bust of the
Archangel Michael

Byzantine (Constantinople), late 13th—early 14th
century

Marble

25.4 X I7.1 X 10.6 cm (10 X 6% X 475 in.)

INscriBeD: On the capital’s abacus, MHX/AH(A)
(Michael)

PROVENANCE: Said to have been found in the vicin-
ity of the Constantinopolitan Monastery of the
Virgin Peribleptos (now the Sulumanastir).
ConbpITION: There are losses in the acanthus leaves,
which serve as the capital’s base. The archangel’s
face has suffered minor abrasions and losses, particu-
larly on its left side, in the nose, lips, and chin.

The Metropolitan Museum of Art, New York,
Purchase, Gifts of J. Pierpont Morgan, George
Blumenthal and Messrs. Duveen Brothers, by
exchange; Bequests of George Blumenthal and Anne
D. Thompson, The Collection of Michael Dreicer,
Bequest of Michael Dreicer, and Theodore M. Davis
Collection, Bequest of Theodore M. Davis, by
exchange; Rogers Fund and Mr. and Mrs. Maxime L.
Hermanos Gift, 1983 (1983.167)

Carved capitals such as this, representing the
archangel Michael, could be seen in a number
of contexts in the interior of Late Byzantine
churches: as decoration of the templon bar-
rier (cat. 394,B) or the ciborium over the altar
(cat. 364,B); as part of the sculpted frame for
an icon; or on the carved facades of niche
tombs (figs. 4.11, 4.12). The archangel’s three-
quarter pose, turning to the viewer’s right,
coupled with the capital’s narrow proportions
and beveled, undecorated reverse, suggests
that it most likely adorned the left border of
an icon’s sculpted frame or the carved facade
for a niche tomb, the latter a context in which
angels commonly appear (cat. 51; figs. 4.2, 4.3,
4.7, 4.8, 4.9).

Michael is arrayed with the traditional
attributes and dress of the archangels, the

50, side

guardians of heaven. He wears a fillet in his
hair and a broad, gemmed loros (or stole)
over a wide-sleeved divetesion, with a mantle
draped over his shoulders that falls down his
left front side. He carries a trilobed scepter in
his right hand, while in his left hand he holds
an orb with cross, symbolizing the divine
cosmos. The Metropolitan’s capital is notable
for the sensitive handling of Michael's features
as well as the unusually deep carving of

the archangel’s nimbus and wings, the latter

sculpted nearly in the round as they arch
behind the torso. Helen Evans has made sty-
listic comparisons between this capital and
Constantinopolitan sculptures from the

late thirteenth and early fourteenth centuries,
including works from the Pammakaristos
Monastery (Fethiye Camii), thus establishing
its connection to workshops serving the
most important aristocratic foundations of
the period.” Said to have been found in the
environs of the Peribleptos Monastery, the cap-
ital may have been sculpted to decorate this
Middle Byzantine foundation, restored in the
late 1200s by the first Palaiologan emperor,
Michael VIII (r. 1250—82), after his reconquest of
Constantinople.” STB

-

. New York 1999, no. 108, pp. 92~93. On the Pammakaristos
Monastery, see Belting et al. 1978; Kidonopoulos 1994,
pp. 80-86.

. On the Peribleptos Monastery during the Palajologan

N

period, see Kidonopoulos 1994, no. 1.1.41, pp. 91-93.

REFERENCES: Metropolitan Museum of Art, Notable
Acquisitions, 198384 (New York, 1984), pp. 13-14;
New York 1999, no. 108, pp. 92-93; Evans et al. 2001,
p-58.
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5IA, B. Fragmentary Arch
Spandrels from Two Tomb Facades

51a. The Archangel Michael

Constantinople, 1300-50

Marble

45X 45X 9 cm (17%4 x 17% x 3% in.)

InscriBep: O AP(XAITEAOZY) MH(XHA) (the
archangel Michael)

ProvENANCE: Found in Istanbul’s Unkapam region
(which includes the Pantokrator Monastery and
extends north of the Aqueduct of Valens); entered
the collection of the Istanbul Archaeological
Museum in 1928.

ConpitioN: There are losses to the bottom and
right borders, and damage to the highest areas of
relief, including the face and right hand of the
archangel.

Istanbul Archaeological Museum (4268)

51B. An Angel

Constantinople, late 13th or early 14th century
Marble

65X 78 X 10.5 cm (2573 X 30% X 473 in.)
ConpiTioN: The archangel’s head appears to have
been purposefully damaged; areas of loss are also
found in the decorative border of the archivolt.
Istanbul Afchaeological Museum (84.26a,b)

Sculpted facades were added to the most
elaborate tomb niches of the Late Byzantine
period, framing the frescoed or mosaic tomb
composition with its carved sarcophagus.
Such sculpted facades included spandrel carv-
ings such as these, located in the corners of
the arch. Bust figures of paired angels set
within scrolling vines, sometimes framed by
medallions, are among the most common
figures to appear in spandrel carvings, as in
the two sculpted facades surviving in the
Church of Christ in Chora, Constantinople
(see figs. 4.2, 4.3, 4.9).

Of these two winged angels, one (A),
found in Istanbul, is identified by carved
inscription as the archangel Michael. He
is nimbed and his hairlocks are tied by a
fillet with streaming ends. Michael wears a
divetesion and over it the loros, the gemmed
stole worn by both Byzantine emperors and
archangels, symbolizing their parallel status in
the heavenly and earthly courts. In Michael’s
left hand is an orb with cross symbolizing the
divine cosmos. In its original context, the
archangel Michael in the left spandrel would
have been seen gesturing with his left hand
toward the arch’s center, where most likely a
figure of Christ would have been set; he
would have been complemented in the right
spandrel by a figure of the archangel Gabriel,
in reverse gestures. The remains of the deeply
cut acanthus border once framing the arch
opening are characteristic of Palaiologan
carving in Istanbul and can be found in simi-
lar monuments, including those from the
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Church of Christ in Chora (figs. 4.2, 4.3, 4.9)
and Hagia Euphemia in the Hippodrome.'
One particularly notable feature of the
relief is the fleur-de-lys decorating the span-
drel’s upper left corner, a design element that
is found in Constantinopolitan painted depic-
tions of textile patterns but that is less
common in sculpture, as compared with
sculptures found in the Frankish-influenced
Peloponnesos (Greece).” Firath has suggested
that the fleur-de-lys as well as the design of
the angel’s nimbus and the handling of the

acanthus border relate the spandrel to a panel
found in the Constantinopolitan Church

of the Panagia Mouchliotissa, suggesting a
possible workshop connection or origin for
this carving?

It is likely that the second relief carving (B)
was also incorporated within a sculpted tomb
facade. It is very close in its overall design to the
previous spandrel, found in Constantinople’s
Unkapan region (cat. 514), as well as to other
carvings today in the Istanbul Archaeological
Museumn* and to the surviving Chora reliefs




of archangels. Represented in very high relief
is the bust figure of an angel (now defaced)
wearing a voluminous himation (mantle) over
a tunic. The angel is nimbed, and his two wings
twist behind his torso, conforming to the trian-
gular space of the spandrel. The angel’s left
hand is raised, with the palm held vertical, a
sign of address, while the right hand grasps the
hem of his himation. The high level of carving
evident in both spandrels suggests an attribu-
tion to one of the leading sculpture workshops
of the Palaiologan capital. STB

-

. For the Chora examples, see Hjort 1979, pp. 249-55. On
the Palajologan archivolt from the Church of Hagia
Euphemia in the Hippodrome, see Naumann and
Belting 1966, p. 85, fig. 28.

. See, for example, carvings decorating the Church of the

N

Virgin Peribleptos and the Virgin Pantanassa Monastery
in Mistra (Greece): Kalamara and Mexia 2001, figs.
174—175 (Peribleptos), 176 (Pantanassa).

@

Firath 1990, no. 276, p. 139. On the Mouchliotissa
Church, see Mathews 1976, no. 37, pp. 366—75.

4. Yalgin 1999, pp. 362—63, figs. 11—13. For the Chora exam-
ples, see Hjort 1979, PP 249-55.

REFERENCES: Firath 1990, no. 276, p. 139, pl. 86/276;
Yalgin 1999, pp. 362—63, fig. 14.

52. Relief Depicting the
Archangel Michael

Byzantine (Nicaea?), 13th or 14th century

Marble

41X 34X 6 cm (1675 x 13% x 2% in.)

InscriBep: O AP(XAITEAOZ) MH(XHA) (the
archangel Michael)

ProvENANCE: Found in Iznik (Byzantine Nicaea);
entered the Istanbul Archaeological Museum in 1927.
Conprtion: There are losses to the lower left cor-
ner and to part of the lower right corner of the
panel; surface abrasion has damaged the angel’s face
and the upper portion of the scepter he carries.
Istanbul Archaeological Museum (4208)

This fragmentary relief represents the
archangel Michael in three-quarter pose,
turned to the right, framed by slender
colonnettes topped by capitals. Wearing a
tunic and himation, Michael carries a cross-
tipped scepter in his right hand. He supports
an orb surmounted by a cross and inscribed
with the monogram of Christ, X(Qio70g) in
his left hand, which is wrapped in the end of
his mantle. A labeling inscription above the
figure’s head confirms his identity as Michael,
the leader of the heavenly host. Judging from
the figure’s three-quarter pose and the fram-
ing colonnettes, André Grabar has proposed
that the sculpture may have been part of a
larger composition such as a Deesis program,
with each figure framed by colonnettes. At
the center of the Deesis arrangement would

be seen the frontal image of Christ, flanked
by the Virgin and John the Baptist; the
archangel Michael would appear next on the
left, and the archangel Gabriel on the right.”
The style of carving differs from that char-
acteristic of Late Byzantine sculptures attrib-
uted to nearby Constantinople. Instead of a
naturalistic, plastic rendering of the figure,
typical of Constantinople (cats. 50, 514,B), this
panel found in Iznik is carved with a great
emphasis on line and pattern, as seen for
example in the parallel locks of Michael’s
hair and the thick folds of his garments. Such
stylistic features have lead Grabar to suggest
that Late Byzantine icon painting had a
strong influence on the sculptor of this relief.”

STB

1. A. Grabar 1976, pp. 12729, no. 163, p. 154, pl. 141.

2. The relief’s style has also produced divergent datings
for the piece. Firath 1990, no. 135, p. 80, and Lange 1964,
no. 35, p. 103, fig. 35, have argued for a Middle Byzantine
dating, while A. Grabar 1976, pp. 127—29, no. 163, p. 154,
pl. 141, assigns it to the Late Byzantine period.

L Y

G L

REFERENCES: Lange 1964, no. 35, p. 103, fig. 35;
A. Grabar 1976, pp. 127-29, 1n0. 163, p. 154, pl. 141;
Firath 1990, no. 135, p. 8o.

53. Fragment of a Marble
Sculpture of an Apostle

Constantinople, early 14th century

Marble

Height 17.7 cm (7 in.)

PrROVENANCE: Found in 1934 in Istanbul’s Laleli
region, near the Monastery of the Myrelaion
(Bodrum Camii).

ConprtioN: The surviving fragment is in good
condition with the exception of small losses, including
damage to the figure’s nose.
Skulpturensammlung und Museum fiir
Byzantinische Kunst, Berlin (10020)

This head of a bearded male figure is all that
remains of what was most likely a bust

image of a mature saint, possibly an apostle.
In its complete form, such a bust would have
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measured conservatively 30 to 4o centimeters
in height, suggesting its placement in a
sculpted templon program (cat. 52) or as one
figure decorating a carved capital (cats. 54, 55).
The discovery of the piece in the environs

of the Constantinopolitan Church of the
Myrelaion, an imperial monastery of the tenth
century restored in the Palaiologan period by
at least 1315, suggests its possible association
with this foundation.”

The Berlin relief, carved in unusually high
relief, is one of three marble carvings in the
exhibition (see also cats. 54, 55) stylistically
connected with a Constantinopolitan sculp-
tural atelier working at major Palaiologan
buildings, including the Pammakaristos
Monastery (the Fethiye Camii) (see fig. 3.3).
The stylistic features common to these
three associated carvings include the face’s
elongated form, the exaggerated shape of
the eyes, the often summary execution of the
figure’s hair and beard, and the presence
of unfinished surfaces, where the sculptor’s
toolmarks still remain.” This association
with a sculptural workshop connected to
the Parnmakaristos, a foundation restored
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by the artistocratic patrons Michael Glabas
Tarchaneiotes and his wife, Maria, provides
a tentative dating for the Berlin sculpture in
the early 1300s and also connects it with the
highest levels of patronage in the Palaiologan
capital? STB

1. Hunger and Kresten 1981, p. 172, n. 10; on the history of
the Myrelaion during the Late Byzantine period, see
Striker 1981; Kidonopoulos 1994, pp. 55-56 (n. 1.1.24).

2. Effenberger and Severin 1992, no. 149, p. 249.

3. Istanbul Archaeological Museum, inv. 71.148
(Pammakaristos epistyle panel depicting a beardless
saint) and 71.147 (Pammakaristos capital with military
saints); Yal¢in 1999, pp. 360—61. On the Pammakaristos
Monastery, see Belting et al. 1978; Kidonopoulos 1994,
Pp. 80-86. The Late Byzantine dating for the Berlin
piece, first suggested by Effenberger, conflicts with an
earlier assignment of the piece to the fifth century; this
debate is not surprising in light of the Palaiologan emu-
lation of Early Byzantine carving styles, seen in other
sculpted works of the period. See Effenberger and
Severin 1992, no. 149, p. 249; Berlin 1977, no. 4, p. 29, fig.
3 (fifth-century dating). On the Palaiologan emulation
of Early Byzantine sculptural styles, see Belting 1972b,
Pp. 89-93; A. Grabar 1976, pp. 18—20.

REFERENCES: Berlin 1977, no. 4, p. 29, fig. 3;
Effenberger and Severin 1992, no. 149, p. 249.

54. Capital with Three Military
Saints and the Living Cross

Byzantine, Constantinople (?), 14th century

Marble

41 X 26 cm (1673 X 1074 in.)

PROVENANCE: Gift to the Cluny from Baron Taylor
in 1844; recorded in a Cluny inventory as originating
in an unidentified church in the vicinity ef the
Monument of Lysicrates, Athens.

Conprrion: The cross design on the low-relief face
of the capital has been purposefully defaced; there
are abrasions to the figures’ faces and other high-
relief areas.

Musée National du Moyen Age, Thermes et Hétel
de Cluny, Paris (Cl. 1456)

Although noted in an early museum inven-
tory as originating in Athens, style and
iconography suggest that the Cluny capital
was sculpted in Constantinople by a work-
shop producing early-fourteenth-century
carvings (including cats. 53, 55) for major
imperial and aristocratic foundations of the
Palaiologan capital. The Cluny work has been
directly related to sculptures found in the
Pammakaristos complex (see fig. 3.2), includ-
ing an early-fourteenth-century epistyle panel
and a carved capital with busts of military
saints, which share such common characteris-
tics as the figures’ round, chubby faces and
the overall strong contrast between light and
shadow.’

While the carving has been proposed as an
iconostasis or ciborium element,” the capital’s
large dimensions, the deep carving of three of
its sides, and the low-relief sculpting of its
fourth face suggest that this capital and its
supporting column were most likely set close
to the wall of a tomb niche, resembling two
extant capitals in the Chora Monastery (see
figs. 4.11, 4.12). In such a context the three
saints’ busts would have been highly visible,
while the fourth side with flowering cross
would have been viewed either obliquely or
not at all. STB

=

. Istanbul Archaeological Museum, inv. 71.148
(Pammakaristos epistyle panel depicting a beardless
saint) and 71.147 (Pammakaristos capital with military
saints); Yal¢in 1999, pp. 360—61. On the Pammakaristos
Monastery, see Belting et al. 1978; Kidonopoulos 1994,
pp. 80-86.

2. Paris 199293, no. 322, p. 433.

REFBRENCES: A. Grabar 1976, no. 135, p. 136; Brussels
1982, no. SC. 14, p. 88; Firath 1990; Paris 199293, no.
322, p. 433; Yalcin 1999, p. 361, fig. 6.
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55. Four-Sided Capital Decorated
with Busts of Military Saints

Constantinople, early 1300s

Proconnesian marble

34.5X16 cm (137 x 6% in.)

PRrOVENANCE: Said to have been found in 1905
during construction on the grounds of the Istanbul
Archaeological Museum.

ConpirioN: Besides loss of one upper corner, there
is some abrasion or mutilation of the figures’ faces.
Istanbul Archaeological Museum (1573)

Four unidentified military saints—three
youthful and one mature—are represented in
bust form on the faces of the capital, below
its flat listel. Depicted frontally with nimbus,
each soldier saint wears the chlamys, or mili-
tary cloak, fastened by round fibulae over the
military cuirass. Armed with either a sword
grasped at the hilt or a spear, each saint raises
a hand with palm open as if to address the
viewer. In iconography and style, the Istanbul
capital is closely related to a capital in the
Cluny museum (cat. 54) and to a group of
early-fourteenth-century sculptures produced
in Constantinople, including those once
decorating the Pammakaristos Monastery
(Fethiye Camii)." The high-relief carving of
all four sides of the capital suggests its use in
a ciborium, or another context where all of
its faces would have been extremely visible.

STB

1. Istanbul Archaeological Museum, inv. 71.148
(Pammakaristos epistyle panel depicting a beardless
saint) and 71.147 (Pammakaristos capital with military
saints); Yal¢in 1999, pp. 360-61. On the Pammakaristos
Monastery, see Belting et al. 1978; Kidonopoulos 1994,
pp- 80-86.
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REFERENCES: A. Grabar 1976, pp. 127-39, no. 140,
pp. 137-38, pl. 109c—d; Firath 1990, no. 238, p. 125;
Yalgin 1999, pp. 360~61, fig. 5.

56A, B. Capitals with Monograms
of Alexios Apokaukos

Constantinople, 1321-28

Marble

56A: I7 X 32.5 X 22 cm (6% x 12% x 8% in.)

568B: 28 X 21 X 2I.5 ¢m (11 X 874 x 8% in.)
InscriBED: On 564, AA(E)Z(1)O(C);

on 568, AII(O)K(AY)X(OC);
T(A)P(A)K(ODM(W)M(E)N(OC) (Alexios
Apokaukos, parakoimomenos)

ProVENANCE: Discovered in the church in
Selymbria (Silivri), west of Istanbul, founded by
Alexios Apokaukos.

Conpition: The capitals are overall in good condi-
tion, with slight surface abrasions and small losses.
Istanbul Archaeological Museum (1235¢,h)

Decorating these capitals are foliate medal-
lions enframing the monograms of Alexios
Apokaukos, parakoimomenos (officer of the
imperial bedchamber) under the emperor
Andronikos II Palaiologos (r. 1282-1328).
Apokaukos distinguished himself as a success-
ful politician who survived several tumultuous
regime changes in the Palaiologan capital
and, at the same time, managed to amass
considerable personal wealth despite the
empire’s financial difficulties. From 1321 to
1328 Apokaukos held the imperial office of
parakoimomenos; in 1328 he assumed the
new title of mesazon (“prime minister”)
under the succeeding emperor, Andronikos III
Palaiologos. Thus the titles of office recorded
in these monograms confirm the capital’s
dating to this earlier period of Apokaukos’s
career. A manuscript in the exhibition, with
a portrait of Apokaukos wearing his court
attire (cat. 2), represents a second work com-
missioned by this official, dating from his
later career as megas doux, from 134z to his
death in 1345.

While these two capitals identify
Apokaukos by his personal and family name, -

as well as his court title, carved monograms
on two additional capitals from the same
group (also from the Istanbul Archaeological
Museum) make clear that Apokaukos served
as ktetor, or restorer, of the monument for
which they were commissioned. Semavi Eyice
has convincingly argued that this monument
is to be identified as the church in Selymbria
founded by Alexios Apokaukos (later known as  Rppgrences: Mendel 1912-14, pp. 56063,

the Mosque of Mehmed II) where the capitals nos. 761-68; A. Grabar 1976, no. 136, p. 136, pl. 114;
may have been incorporated in an iconostasis. Yalgin 1999, p. 363, fig. 17.

-

. Trapp 1976-96, vol. 1, pp. 109-10, no. 1180; “Alexios
Apokaukos,” in Oxford Dictionary of Byzantium
(Oxford, 1991), pp. 134-35.

Byice 1964, 86-91, fig. 2; Eyice 1978, figs. 9~12.

»

STB
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57. Capital with Monogram

Constantinople, late 13th or 14th century

Marble

23X19X 17 cm (9 X 7% X 6% in.)

InscriBep: TEHCAN (?)

Provenance: Gift of Monsignor Gabriel,

grand vicar of the Ecumenical Patriarchate of
Istanbul, in 1886.

Musée du Louvre, Départment des antiquités
grecques, étrusques et romaines, Paris, M.N.C, 1150
(MA 3055)

The capital’s narrow trapezoidal design sug-
gests the form of an abstracted Corinthian
capital, with volutes at its corners, flowering
acanthus foliage on its reverse and two short
sides, and the addition of two classicizing
flower buds at the center of the capital’s listel,
or top molding. A cruciform monogram
framed by a medallion, which is sculpted on
the capital’s primary face, remains to be con-
vincingly understood. The decoration of
architectural sculpture with a patron’s name
and titles, abbreviated in the form of such
monograms, is a tradition that dates to the
Early Byzantine centuries and that continued
into the Late Byzantine period (cat. 56).
Given the absence of religious iconogra-
phy in the decoration, it is impossible to
confirm whether the capital was displayed in
a secular or an ecclesiastical building. It may
have been used in the decoration of an aris-
tocratic palace or other domestic structure, or
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it may have decorated a wide range of church
spaces. The slender proportions, low-relief
carving, and limited decoration of the Louvre
capital suggest several church contexts out-
side the sanctuary: in the decoration of the
iconostasis facing west (for a patron’s inscrip-
tion on the templon beam, see cat. 37); in a
window or portico opening, with the mono-
gram facing the church interior or exterior;’
or in the sculpted frame for a niche tomb.”
Less likely is the capital’s incorporation in
decorating a ciborium, given that mono-
grams appear less frequently within the
church sanctuary. STB

1. Parallels can be found in the nave of the Church of the
Chora Monastery (Constantinople), in the painted
monograms of Theodore Metochites (1270—1332) that
adorn sculpted window capitals, as well as in the nave
and exterior window capitals of Mistra’s Pantanassa
Church, which also bear the name and titles of the
church’s founder: John Phrangopoulbs, the protostrator
(1428/29-1443) and katholikos mesazon under Mistra’s
despot Theodore II Palaiologos (r. 1407-43). See
Ousterhout 1987, figs. 54, 55; Millet 1899, pp. 137-38;
Millet 1906, pp. 462-66.

. For the display of monograms in Late Byzantine tomb

[

decoration, see for example the painted monograms of
Manuel Laskaris Chatzikis, framed by medallions,
adorning his tomb in Mistra’s Pantanassa Church;
Millet 1899, pp. 138-39; Brooks 2002, pp. 353-54.

REFERENCES: Louvre 1896, no. 3055; Paris 1992—93,
no. 321, p. 432.

58. Relief Depicting a Griffin

Central Greece or the Balkans (?), ca. 12501300
Marble

50.5 X 5L.5 X 6.5 cm (23%8 x 20% x 2% in.)
PrOVENANCE: From a private collection.

The Meuopolitan Museum of Art, New York,
Purchase, Rogers Fund and Jeannette and Jonathan
Rosen Gift, 2000 (2000.81)

The face of the marble panel is completely
covered with crisply executed, low-relief dec-
orative motifs centered on a winged griffin
enclosed in a medallion set within a square.
The details of the griffin’s body are incised
onto the relatively flat relief carving of the
body. Holding a small disk in its beak—possi-
bly a pear, or an eyeball from its prey’'—the
griffin turns its maned head back over its
shoulder, while its long tail curls under the
legs and across the body to merge into the
background’s foliate design. The griffin’s
wings are defined as tiers of abstract, feather-
like motifs. Surrounding the image within the
roundel is a variety of foliate patterns. Each
interstice outside the medallion repeats a
symmetrical leaf pattern flanking an ovoid
form, possibly meant to be a pomegranate.
The square frame for the central medallion is
formed from a basket-weave pattern likely
inspired by textile designs, and at the center
of each side is a cross set within a small
medallion. The sides and reverse of the panel
are roughly carved and are not meant to be
displayed.®

The griffin, a mythical beast of ancient
Near Eastern and Greco-Roman antiquity,
was represented throughout the history of
Byzantine art down to its final centuries.
Formed from a lion’s body, an eagle’s head
and wings, and often with a serpent’s tail, the
composite figure of the griffin appeared in
both Byzantine secular and religious contexts.
In scenes drawn from the Alexander Romance
(for the only illustrated Byzantine version of
this popular secular narrative, see cat. 32),
pairs of griffins support the chariot in which
the Hellenistic-Greek king Alexander the
Great makes his ascent to the heavens to sur-
vey his vast kingdom.? Griffins, as single
figures or in pairs, are found commonly in
Middle and Late Byzantine church contexts,
in panels forming sculpted door frames or the
templon barrier (cat. 35),* in facade decora-
tion,’ and in the carved walls of burial sar-
cophagi. Three sarcophagus panels from
Thessaly (Greece) offer the closest compar-
isons to the Metropolitan’s griffin in terms of
style, iconography, and scale: the front and
back panels from the inscribed sarcophagus of
Anna Maliasenos (d. before 1276), preserved in



Ano Volos and Portaria Peliou; and a second,
fragmentary sarcophagus panel, also found
today in Portaria Peliou, likely sculpted about
the same time. These comparative carvings
represent like figures of the rampant griffin
framed by a medallion, executed in a similar,
crisp carving style; they suggest that the
Metropolitan griffin was possibly sculpted for
a tomb context in the region of Thessaly dur-
ing the late thirteenth century. In a tomb set-
ting, the griffin evoked the longtime Christian
theme of the triumph of good over evil,

specifically Christianity’s triumph over the
devil; this struggle was long cast in the sym-
bolic form of animal contests between a

dominant animal (here the griffin) and a
weaker prey.® STB

1. For Middle and Late Byzantine representations of the
griffin in combat, holding the eye of its prey or remov-
ing it, see New York 1997, no. 185, p. 263; Pazaras 1988,
P. 44, NO. 52, pls. 4041

2. I wish to thank Dr. Helen Evans for her generous dis-
cussion of this piece with me.

3. On sculpted representations of griffins drawing the
chariot of Alexander, see for example A. Grabar 1976,
no. 72, pl. 52; Millet 1910, pl. 49.2.
4. See, for example, New York 1997, no. 24, pp. 36-37;
A. Grabar 1976, nos. 44, 46, pls. 20, 24.

. Curdi¢ 1995, figs. 1-6.

. Pazaras 1988, pp. 38—40, no. 45a-b (the sarcophagus of
Anna Maliasenos), p. 40, no. 46a (anonymous sarcopha-

o W

gus in Portaria Peliou), and pp. 94-95, on the meaning
of griffins in funerary contexts.

REFERENCES: A. Grabar 1976; Pazaras 1988; Evans et
al. 2001, pp. 58-59.
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59. Shrine of King Stefan
Uros$ III Deéanski

Serbia, De¢ani Monastery, ca. 1343

Wood, pigment, leather, silver

193 X 63 X 43 cm (76 X 24% x 1675 in.)

ConprTioN: The shrine is well preserved, though
the colored layer has partially vanished. Only scant
fragments have survived of the leather foundation,
wood carving, and silver fittings. It was restored in
1984-8s at the National Museum in Belgrade.
Treasury of Decani Monastery, Kosovo (D 2)

This unique example of a surviving reliquary
of a Serbian medieval ruler takes the shape

114 ByzantiuM: FaiTH AND POWER

of a rectangular coffin, with a cover featuring
slanting sides. It is carved in wood, and

applied ornamentation covers all visible sides.

The decorations are arranged in fields filled
with designs in shallow relief. In addition to
the dominant vegetal and ornamental inter-
lace, stylized representations of lions and
panthers are also present. The whole shrine
was originally radiantly colored, and the
background areas were lined with leather
and sheathed with silver sheets.” As with
other Byzantine funerary monuments,

the motifs and the opulent execution are
meant to suggest the paradise in which the
deceased abides.

LA e i

The shrine, the most representative type
of medieval reliquary, represents a cult
object of the highest rank. Placed next to
the iconostasis, of monumental dimensions
and constantly exposed to the veneration of
the faithful, it played a key role in the forma-
tion of the sacral topography of the church
interior. After King Stefan Uro$ III Deéanski
(r. 1322-31) was pronounced a saint, about
1343, his body was transferred from the tomb
in the southwest part of the church to the
shrine.” The new, saintly status of Deéanski
was emphasized by a commemorative fresco
portrait, which was painted on a pilaster
above the shrine. The iconography of the




portrait and the accompanying inscription
allude not only to the king’s status as founder
of this church—he is portrayed holding a
model of the church—but also to his capacity
as a sanctified ruler of the Serbian dynasty.’
This combination—as saint and king—

is unique in the Orthodox world. The

Dedani shrine continues to be venerated

to the present day. DP

1. Corovié-Ljubinkovi¢ 1965, pp. 54-58; Sakota 1984,
PP 296-97, figs. 19, 20; Canak Medi¢ 1985, p. 4, fig. 3.

2. D. Popovi¢ 1992, pp. 104-8, fig. 39.

3.-Dordevic 1983, pp. 35—42; Suboti¢ 1997, pp. 193-95.

REFERENCES: (jorovié-Ljubinkovic’ 1965, pp. 54-58;
Pordevid 1983; Sakota 1984, pp. 296-97; Canak Medi¢
1985, p. 14; D. Popovié 1992, pp. 103-8; Subotic¢ 1997,
PP. 193-95.

ToMB SCULPTURE

115



'y
| ST |

Ay r
u :'I a i‘ﬁﬂ""

)
-.-..-_1*;:53!;:

W o
ML e

; -,."r-l: II.-"l
I‘-I-!!‘rlt‘*" .JL

'L oo w0 IE-"‘I..
!*‘:‘i;i ‘::3;--*#. '-.:-: By
L4

L)
N i 1M .';-P l;’

1Y
L} ‘.I-,."*"l“#.. < HE

> ':!_-_ r‘# il
W, i Y YO

e Lty Eii ] Eiigw o




Liturgical Implements

ANNA BALLIAN

he requirements of the liturgy did not change materially

in the Late Byzantine period; accordingly, sacred imple-

ments retained the basic forms demanded by liturgical
practices and by the symbolic and ideological content of the
Divine Eucharist. Whereas a fair number of silver objects survive
from the Early and Middle Byzantine periods, derived mainly
from sixth- and seventh-century Syrian hoards and the treasuries
of churches in the West," examples of precious church silver
from the late period are strictly limited in quantity. The scarcity
of silver and gold objects, both religious and secular, may be
attributed to the shortage of raw materials at the time—silver
was not mined in the Late Byzantine empire—and to the
constant political and economic crises, a consequence of civil
wars, the shrinkage of the empire, and the Ottoman conquests.
The imperial coinage may be regarded as the true mirror of the
age—devalued, lacking in artistic merit, and made from alloys
with a low precious-metal content (cat. 12).* But all this does
not mean that Late Byzantine society had no silver objects at its
disposal. Many were melted down and recycled to meet the
demands of the state for cash. In the first half of the fourteenth
century the Palaiologan emperors repeatedly had recourse to
these measures and, once the imperial treasury was bare, John
VI Kantakouzenos (r. 1347-54) was forced to appeal to the finer
feelings of the entire population of Constantinople, including
the merchants, artisans, and lower classes.” The disappearance
of precious vessels is a phenomenon also found in Serbia,
where remarkable advances in mining were made beginning in
the mid-thirteenth century, when Saxons were invited to work
in the mines (cat. 26). Silver was widely used in the royal house-
hold and the religious foundations, and although relatively few
examples survive to reflect this wealth of precious metal, they
are sufficient to indicate the common background of Byzantine
and Serbian silverwork.* The frontiers between Serbia and

Fig. 5.1. Munich Choros (cat. 60, detail). Cast copper alloy, 13th—14th
century. Archiologische Staatssammlung Miinchen-Museum fiir Vor-
und Friihgeschichte, Munich

Byzantium were fluid and flexible, and their religious and artistic
affinities outweighed their differences. We know that Serbian
silver was exported by way of Ragusa (Dubrovnik) to Venice
and western Europe, and there are indications that it spread
farther south; for example, gifts of silver were made to Athonite
monasteries by Serbian rulers, and a Serbian bowl is mentioned
in a will made by Theodore Sarantenos in 1326.°

The few examples of Late Byzantine vasa sacra known to us
date from the mid-fourteenth century and later, when the civil
war had come to an end and the empire was fragmented among
local rulers. Nothing that survives corresponds to the high-level
commissions known to have been made by members of the
imperial court and aristocratic families in Constantinople during
the reign of Michael VIII Palaiologos (1259—82) and, especially,
that of Andronikos II (1282—1328). Historical sources tell us that
the aristocrats of Late Byzantine society amassed their wealth
in the form of gold and silver objects and endowed monastic
and ecclesiastical foundations with costly liturgical vessels.® Of
these patrons John VI Kantakouzenos is the best known. He
mentions that before the civil war his property included a large
quantity of silver and gold that he was forced to sell. This was
presumably in the form of ingots, since he subsequently says
that he also had to dispose of his household table service,
amounting to more than two hundred silver articles.” Indeed, in
1347, after the civil war, he was reduced to dining off tin and
ceramic ware; shortly afterward, at his second coronation in
Constantinople, the regalia was made from gilded leather and
glass stones.®

The loss of all but a few Late Byzantine liturgical implements
is partly compensated by painted representations of the rites of
the liturgy in the sanctuary and on the domes of churches,
which at this period overflow with liturgical themes. Depictions
of the Communion of the Apostles, the Celestial Liturgy, and
the Melismos (Breaking of the Bread) give a leading role to the
chalice and the paten, and on occasion the asteriskos and
the Gospel lectionary, thus linking the symbolic rituals in heaven
with those taking place in the sanctuary of the church. In the
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Fig. 5.28. Detail of the inscription on the foot of the chalice of Manuel
Kantakouzenos Palaiologos. Photo after The Holy and Great Monastery of
Vatopedi, Mount Athos, 1988, p. 477

Celestial Liturgy the procession of the holy gifts of wine and
bread is depicted theatrically, with the parade of angel deacons
and priests bearing the sacred vessels in strict hierarchical order:
the censer, the candlesticks, and the rhipidia (liturgical fans)
open and close the procession, escorting the chalice and the
paten with its asteriskos, both covered by their protecting veils.’

Late Byzantine liturgical vessels are mainly to be found in
monastic treasuries, and the surviving examples fall into two
main categories: those that retain and develop Middle Byzantine
forms and those with an obviously Western appearance. The
latter group includes the only surviving Late Byzantine vasa
sacra, the chalices of Manuel Kantakouzenos (figs. 5.24, 5.28),
son of the emperor John Kantakouzenos and despot of Morea
(r. 1349-80), and of Thomas Preljubovi¢, Serbian despot of
Ioannina (r. 1366/ 67—84), and two patens associated with the lat-
ter, now in the Vatopedi and Great Lavra monasteries on
Mount Athos (fig. 5.3).” The presence of Western and Western-
style objects in Late Byzantine society is attested in both writ-
ten sources and wall paintings. Typical Gothic forms make their
appearance in painting before the mid-fourteenth century in
objects such as censers with Gothic turrets and footed oval ves-
sels with openwork circles in their base.” The 1396 inventory of
the Cathedral of Hagia Sophia in Constantinople registers
four pairs of candelabra, one of which is Venetian and made of
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Fig. 5.2a. Chalice of Manuel
Kantakouzenos Palaiologos. Silver gilt
and jasper, mid- to late 14th century. The
Holy Monastery of Vatopedi, Mount
Athos, Greece. Photo: Velissarios Voutsas

silver gilt.” As early as 1300, in the Church of Saint John
Chrysostom in Geraki, Greece, the rhipidia in the representation
of the Melismos are depicted with a disk apparently bordered
with Gothic crockets,” while among the objects bequeathed in
1326 by Theodore Sarantenos was a “large chelantion with
shields,” that is, a container in the form of a ship, which may
have resembled the precious Gothic nefs and navettes belonging
to the rulers of France and Burgundy, or perhaps simpler
objects such as the navicella incense-holder in the Treasury of
San Marco in Venice.” And we can obtain some idea of the
Serbian bowl that also formed part of Sarantenos’s estate from
several published examples that display Western forms and the
Gothic practice of attaching to the base a separate disk—



known as a print—which is often enameled and ornamented
with depictions of real and fantastic animals.”

The direct appropriation and adoption of Italian artistic forms
was only to be expected in the second half of the fourteenth
century, a period when in other areas, such as the economy,
Byzantium served as the hinterland for the Italian market and
as a consumer of Western, and especially Venetian, products.
Venice had now overtaken Constantinople in the exportation of
prestige luxury artifacts as well as in artistic innovation.” The
Byzantine or byzantinizing character of the iconography of
Venetian works obviously facilitated the adoption of new
trends. The dominance of Italian models was a process in
which the network of Italian colonies and merchants played a
part. Liturgical objects were undoubtedly imported for use in
Latin churches and were also produced in the silversmiths’
workshops of Venetian colonies, such as those which must have
existed in Constantinople, and are attested in Scutari (modern
Uskiidar), Ragusa, and Candia (Iréklion), the native city of the
Cretan goldsmiths who are recorded in Ragusan archives in
the 1360s.” Yet the offerings of Manuel Kantakouzenos and
Thomas Preljubovi¢ are not merely examples of the luxury mer-
cantile products that circulated in the eastern Mediterranean
but are also indicative of the tastes and orientations of the
ruling classes in Byzantine society. These had repercussions
transcending the conventional boundaries of historical eras:
after the Ottoman conquest church silver is also characterized
by the appropriation of Western forms and by a parallel
adherence to Byzantine or byzantinizing iconography.

An examination of the chalice of Manuel Kantakouzenos
(fig. 5.24) thus reveals many features that originated in Western
art: a Gothic polygonal stem with a knop, an octagonal foot, a
hatched background on the inscription and the knop,® and
dragon-shaped handles almost identical to those in a group of
Venetian works, one of which is housed in the same treasury in
Vatopedi Monastery.” The practice of setting a hard-stone bowl
in silver is found equally in the West and the East, but the shape
is Western, though not common in a chalice.*” Byzantine
characteristics include the iconography of the hierarchs on the
foot of the chalice and the foliate ornamentation with delicate,
fleshy palmettes and fabulous beasts. Yet such animals, placed
within foliate decoration, are an exceptionally common motif
in both East and West: the Veneto-Byzantine version can be
seen on the base of a pair of early-fourteenth-century Venetian
candlesticks that are modeled on Byzantine examples such as
those in the basilica of San Giorgio Maggiore in Venice.”

The Veneto-Byzantine style of the chalice immediately sug-
gests a provenance in Venice, but the Venetian community in
Constantinople must also have contained highly qualified artisans
specializing in luxury products, whether Greeks, Latins, or nat-
uralized Venetians.” Emperor John VI Kantakouzenos himself
could even have played an intermediary role when in 1361, hav-
ing taken orders as the monk Ioasaph, he left Constantinople to

Fig. 5.3. Paten of Thomas Preljubovi¢. Silver gilt, enamel, pearls, and
semiprecious stones, second half of the 14th century. The Holy Monastery
of Vatopedi, Mount Athos, Greece. Photo: Velissarios Voutsas

visit his son Manuel in Morea.” There is also a third possibility.
At a more local level, in the Peloponnesos, the architectural
decoration of the Monastery of the Peribleptos at Mistra displays
Western influences linked with the figure of Isabelle de Lusignan,
wife of Manuel and daughter of the first Cypriot Lusignan king
of Armenian Cilicia. The visit of her cousin Peter I of Cyprus
to the Peloponnesos in 1368 and her own journey to Cyprus in
1372—73 must have brought Isabelle into contact with the appro-
priate models and with craftsmen competent to execute her
husband’s commission. Indeed, the only other chalice we know
of with Venetian-type dragon-shaped handles, a considerably
later work dating from 1501, actually comes from Cyprus.”

The jeweled chalice and patens offered by Thomas Preljubovi¢
(fig. 5.3) are dominated by Western features, of which the three-
dimensional statuette of Christ and the basse-taille ename] are
totally foreign to Byzantine art. Yet translucent enamel with its
characteristic mauve coloring, introduced to Venice by Sienese
enamelers shortly before 1325,* is here used to reproduce
Byzantine iconographic material. The enameled Lamentation
on the Vatopedi paten has all the features of the Byzantine
threnos (lament), including the relic of the stone of unction”—
even though the inscription describes it as a Deposition—while
the engraved Man of Sorrows on the paten in the Great Lavra is
a Byzantine subject (see cat. 131), though also widely popular
in the West.* Particularly revealing is the chalice, which has a
typically Italian shape: a six-lobed foot with star points between
the lobes, a knop with projecting bosses, a ring with donor’s
inscription, a leaf-shaped calyx, and a bell-shaped bowl.* The
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plaquettes on the foot displaying identical angels with delicate
Italian facial features appear oddly out of keeping and seem bet-
ter suited as ornaments for a processional cross.* Venetian
art—and especially the works of 1342—45 in the Pala d’'Oro—is
responsible for the technique of setting the stones in projecting
bases, the piercing of the pearls with a pin,* and the foliate orna-
mentation en réserve on the enamel.* The striking use of pearls
to frame the enameled medallions, even on the foot, is taken
from precious Venetian rock-crystal objects, in which miniatures
are similarly framed with pearls.” On the Cuenca Diptych
(cat. 24), a gift by the same despot and his wife, Maria Angelina,
the pearls frame the figures of Christ and the Virgin in the same
manner, although the style of the metalwork revetment and the
sparse use of champlevé enamel indicate an entirely different
workshop from that of the Preljubovi¢ chalice and patens.

The medallions on the foot of the chalice epitomize the
liturgical themes found on the walls of the sanctuary in Late
Byzantine churches and the areas adjoining it: Christ the High
Priest, with the inscription “OQN" on his halo, is surrounded
by the hierarchs who officiate with him, Saints John Chrysostom
and Basil the Great,* while the Virgin, with her hands in a gesture
_ of supplication, as in apse murals, is flanked by Saints Cyril and
Athanasios. Next come the portrait heads of the Twelve Apostles
on the stem, as on Italian chalices, and the pairs of angels facing
each other on the bowl, as in the Celestial Liturgy. But the most
unusual feature of the chalice is the cover, which is decorated
with enameled angels, edged by a jeweled crown with fleur-
de-lys,” and surmounted by a statuette of Christ enthroned.
The full-length figure of the enthroned Christ making a gesture
of blessing with both hands, as here, instead of holding the
Gospel, is not common in Byzantine art, while the throne is the
only example in fourteenth-century Byzantine or Italian
iconography in which the back is visible.* Inside the cover, the
image of the supplicating Virgin is enameled on a square
plaquette, as found on the inside covers of secular Western
goblets.” We know of no other Byzantine chalice with a cover,
and the statuette on top gives the impression of being more
suited to the lid of @ monstrance-reliquary® The iconography
of the cover may recall representations found in the Byzantine
dome, but the crown has a triumphalist character, which is
probably linked with the personality of the donor. It certainly
fits the image of Preljubovi¢ as an autocratic, all-powerful
despot that emerges from the Chronicle of Ioannina, justified
at the time by the lack of centralized authority in both Serbia
and Byzantium. We may therefore speculate that the chalice
was made before 1382, when, albeit only formally, Preljubovi¢
was compelled to recognize Manuel II as his overlord.” The
place of manufacture, however, remains conjectural, as at this
time Thessalonike, which was the nearest large artistic center,
had no major Venetian colony and represented an outpost of
Byzantine art rather than a channel for Venetian influences.*
The unique use of the so-called maniera greca in enamels of
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Western technique points rather to Venice or alternatively to a
Venetian colony on the periphery, such as Ragusa. Indeed, the
traditional areas of contact between Venice and the Serbian
rulers were the cities of the Dalmatian coast, in particular
Ragusa, which housed artisans of differing artistic backgrounds
working in the mainstream of Venetian art.*

No contemporary texts mention a link between Preljubovié¢
and Vatopedi or his gift to this Athonite monastery of the chal-
ice and the paten, but we know that he had associations with
the Great Lavra monastery, where the second paten is housed,
and to which in 1375 he presented the Church of the Gavaliotissa
in Vodena (Edessa), together with its icons and sacred vessels.*
On the other hand, John Uro$ Doukas Palaiologos, the brother
of Maria Angelina, Preljubovi¢’s wife, and emperor of Thessaly
(who subsequently became a monk), did have connections with
Vatopedi, where, after fleeing from Ottoman-occupied Thessaly
and Meteora in 1394, he took refuge until 1401, acquiring adel-
phata (fellowships) in exchange for money and a gold cross.” In
a document dated 1386 Maria Angelina had formally entrusted
to the custody and protection of her brother certain church
vessels—a cross and a krateter together with two patens—
which she had originally deposited with him immediately after
Preljubovié¢’s murder in 1384.* The word “krateter” is found
again in Athonite documents of the first half of the eighteenth
century, where it is used to describe the Venetian chalice-reliquary
with the dragon-shaped handles at Vatopedi.” The suggestion
that John Uro3 Palaiologos presented to Vatopedi this Venetian
work and possibly Preljubovié’s other gifts as well would
accord with the regular practice among contemporary rulers
and aristocrats of making endowments to a specific monastic
foundation to which they eventually planned to withdraw.
Indeed, a sixteenth-century text confirms that the sacred artifacts
which Maria Angelina gave to her brother had previously been
presented by Preljubovi¢ to the Ioannina Monastery.*

In the document of 1386 mentioned above, Maria Angelina
interestingly describes the two patens as the “sacred dish” (agios
diskos) and the “dish of sacred offering” (diskos agias anaphoras).”
The “sacred dish” is the main liturgical vessel on which the
bread of the Eucharist is placed, while the “dish of sacred
offering” is presumably the paten for the antidoron, similar to
one mentioned in the 1396 register of Hagia Sophia.** From this
dish the faithful receive a particle of blessed bread that has not
been used in the Divine Eucharist. No antidoron patens survive
from Byzantine times, but the distinction between these two
patens, common in the post-Byzantine period, seems to have
already existed in the fourteenth century.*

The Vatopedi Monastery also houses an inscribed asteriskos
(fig. 5.4) surmounted by a dove,” possibly intended for use with
Preljubovié’s paten, although if so, its feet would, curiously,
have had to stand on the paten’s delicate enamel plaquettes.”
The sixth-century asteriskos from the Sion Treasure is the only
other example that survives from Byzantine times.” The name



“asteriskos” (little star) derives from the star of Bethlehem, which
hovered over the newborn Christ according to the Gospel passage
that is inscribed on the feet of this example (Matthew 2:9—10).
The priest reads this passage during the prothesis as he places
the asteriskos on a paten with the particles of consecrated bread,
so that they do not come into contact with the protecting veil
when carried in procession from the prothesis table to the altar.

The other surviving examples of Late Byzantine liturgical
objects are Gospel book covers, processional crosses, rhipidia or
flabella, and lighting devices and censers. In these, a strong
Western influence is either absent or assimilated into the
Byzantine tradition, which is apparent not only in their iconog-
raphy but also in their form.

The Gospel lectionary is the basic text for the reading of the
Divine Liturgy, but its processional role when carried from the
prothesis table to the altar and the regular practice of providing
it with a silver-gilt cover places it in a category of its own
among sacred objects. These covers either are made from a single
sheet of metal or consist of variously shaped metal fittings
whose terminology we know from Middle Byzantine monastic
inventories (see cat. 156 and fig. 5.5).” The fittings were nailed to
the leather or fabric binding, as in the case of the red and gold
woven textile on the Gospel presented by Maria Komnene
Palaiologina to the Virgin of Chora and described in a poem
attributed to Manuel Philes.** Gammata or gammatia (corner

pieces in the shape of the Greek letter gamma) were a favorite
form of ornamentation for quadrilateral surfaces,” while boulai

(roundels) and amygdalia (bosses) had a practical use in protecting
the leather bindings since the books were shelved horizontally.
The iconography of book covers is closely connected with that
of the frontispiece of manuscripts, following a tradition that
began in late antiquity. But Late Byzantine single-sheet covers,
such as those in Venice (cat. 157), in Sofia (originating from the
Church of Saint Clement in Ohrid), and the Protaton Monastery
on Mount Athos, are strikingly reminiscent of portable icons
whose silver revetments contain medallions with busts of saints
and/or plaquettes with dodekaorton (Great Feasts) scenes,
placed in a hierarchical order related to the iconography of the
sanctuary and the neighboring areas of the church.* Thus,
Manuel Philes’ poem on the silver-gilt book cover in the
Monastery of Philokala mentions hammered images of feasts
popular in painting, that is, the dodekaorton cycle.” The shift
toward models taken from wall painting accompanied the decline
of manuscript miniatures from the twelfth century onward and
the growth in importance of painting in the formulation of
liturgical themes, which were employed in church decoration
with ever-increasing emphasis (for a related cover with feast
scenes, see cat. 158).*

Typical Middle Byzantine processional crosses with a heavy
metal core and trapezoidal arms terminating in finials survived
in Georgia® and in Asia Minor and the Aegean Islands until
the seventeenth century, though the latter have crude stamped
decoration and clearly represent the end of a tradition.” The
earliest known processional crosses of Italian type date from

Fig. 5.4. Asteriskos. Silver gilt, second
half of the 14th century. The Holy
Monastery of Vatopedi, Mount Athos,
Greece. Photo: Velissarios Voutsas
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Fig. 5.5. Silver-gilt Gospel cover. The Holy Monastery of Dionysiou,
Mount Athos, Greece. Photo: Velissarios Voutsas

the fifteenth to the sixteenth century and have arms terminating
in trilobes or quadrilobes and a wood instead of a metal core.”
But in Late Byzantine wall paintings, crosses of the Golgotha
type predominate, with two or three horizontal arms. This type
is represented in depictions of the Resurrection and is associated
with the crosses containing wood from the True Cross that
were enclosed in box-shaped staurotheke-reliquaries. A wall
painting (ca. 1376—81) in the Monastery of Saint Demetrios at
Markov near Skopje contains a representation of the Little
Entrance with the high priest at the front of the procession
holding a jeweled processional cross with three arms.® The
upper arm represents an extension of the titulus (inscription
nailed above Christ’s head), while, increasingly in this later
period, there is a third arm underneath, straight or slanting,*
which has its origins in the footrest. The crosses at the Vatopedi,
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B
Fig. 5.6. Cross of Helena Palaiologina Dragas$. Silver and wood, 15th cen-

tury. The Holy Monastery of Dionysiou, Mount Athos, Greece. Photo:
Velissarios Voutsas

Protaton, and Dionysiou monasteries on Mount Athos and at
Lefkara on Cyprus conform to this shape, but they appear to
have had differing functions. The first two are respectively 106
centimeters (41% inches) and 146 centimeters (57% inches) tall,
while the height of the last two is 36.2 centimeters (1474 inches).
The size and weight of those at Vatopedi and Lefkara suggest
that they were not intended for processional use, and indeed
they are recorded as being placed, respectively, on the altar and
on a proskynetarion stand incorporated in the templon.” The
inscription on the Protaton cross links it with the ceremonies of
the Elevation and the Veneration of the Cross on September 14
and on the third Sunday in Lent; it appears that a group of
twelfth- to fourteenth-century Russian crosses had a similar
function.* The cross of Helena Palaiologina Draga3 (d. 1450),
wife of Manuel II, at Dionysiou (fig. 5.6) contains on one side a



representation of the Crucifixion and on the other the Baptism
of Christ.” We know of no other Byzantine crosses with the
Baptism, though from the late fifteenth to the early sixteenth
century onward the Baptism became a standard central subject
for carved wooden eulogia crosses, used for the benediction rit-
uals of the Church.*® The small plaquettes depicting christological
scenes on Palajologina’s cross prefigure the densely populated
miniature representations on these wood crosses, which continue
the Palaiologan tradition of small-scale carving.

Rhipidia are the liturgical fans symbolic of the tetramorph
(four-faced) cherubim who fly around God’s throne; in Late
Byzantine painting they are shown containing depictions either
of cherubim or of six-winged seraphim.® This tradition is
followed in the filigree rhipidia associated with Stephan the
Great, ruler of Moldavia between 1457 and 1504 (cat. 69), and in

Fig. 5.7. Cast-bronze polykandelon. Metsovo Museum, Metsovo, Greece;
Evanelos Averoff-Tossizza Foundation. Photo: E. Georgouleas

Fig. 5.8. Detail of fig. 5.7. Photo: E. Georgouleas

the later rhipidia in Banja Monastery (cat. 70), which are made
from heavy metal disks. The filigree technique provided a
solution to the problem of supporting the weight of the disks
on a hollow cylindrical handle, but comparable devices were
probably in use earlier: the depiction of the Celestial Liturgy
(1345—-49) in the Church of Christ Pantokrator at Dedani
Monastery shows the rhipidia as dotted and pierced, with a
cross in the center, which may be indicative of some special
technique.”” The problem of supporting the disks is implied in
Silvester Syropoulos’s account of how three Byzantine rhipidia
with damaged supports were recycled as a patriarchal divam-
boulon (candlestick with two holders), with which the Byzantine
delegation could impress the Council of Ferrara-Florence
(1438-39).” Rhipidia made from metal disks allowed for more
complex iconography. A pair of fourteenth-century Russian

LiTurGgicaL IMPLEMENTS 123



examples depict Christ surrounded, in one case, by the suppli-
cating Virgin and Saint John, together with angels, and, in the
other, by the Four Evangelists.” Sixteenth-century Georgian
rhipidia show angels and the heavenly hosts in a representation
of the Celestial Liturgy, while in others from the metropolitan
church at Serres and the nearby Prodromos Monastery the dis-
position of the angels and the seraphim around the enthroned
Christ and the Christ Emmanuel resembles that on the dome.”
Other liturgical implements essential to the functioning of
the Church were censers and lighting devices, which survive
from the Late Byzantine period in the form of objects made from
copper alloys (cats. 64, 65). The most common type are cast
katzia (standing censers) with an openwork handle decorated
with stylized foliate motifs and birds or animals. These are
known from several examples, one unearthed in a tomb in
Mistra and another in Kosovo, as well as others now housed
in museums and monastic treasuries.” The cast-openwork
technique and the bird and animal decoration link these katzia
with Byzantine lighting devices such as chandeliers (see cat. 60),
a candelabrum in the Decani Monastery, and a polykandelon
(a hanging holder for oil lamps) in the Metsovo Museum (figs. 5.7,
5.8).” Workshops making cast-metal objects for the market
must have existed in the metal-producing areas of Serbia and large
centers such as Constantinople and Thessalonike—and possibly
in Serres as well, where there are indications that metalworking
was carried on.” The production of openwork polykandela and
lamps is, of course, a much older tradition,” but the animal
themes are probably associated with thirteenth-century Islamic
art. The animals in openwork circles on the polykandelon in
the museum at Metsovo and on a katzion in the British Museum
are strikingly reminiscent of the moving animals in so-called
arrested position found on Islamic pottery from Rakka, in
northern Syria.” Two thirteenth-century objects from the
Mevlevi Convent in Ikonion, a lighting device and a spherical
censer, have similar ornamentation with openwork animals.”
These artistic exchanges occurred against a background of the
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recently Islamicized Seljuk Anatolia and the small states of
northern Syria and Mesopotamia where Byzantine and Islamic
culture still coexisted.

Similarities and reciprocal influences have also been noted in
the foliate background of thirteenth- and fourteenth-century
Islamic and Georgian metalwork,” though this observation
would appear to be applicable to Byzantine metalwork generally.
Typical Byzantine foliate scrolls with comma-shaped leaves
enclosing rounded multipetaled Byzantine palmettes® are also
found in Islamic metalwork.*® In some cases the arabesque quality
of Byzantine foliate decoration betrays its Islamic provenance
or its awareness of Islamic design. A Gospel cover in Iveron
Monastery on Mount Athos consists of openwork plaquettes,
probably in second use, with genuinely Islamic spiral arabesques,
comma-shaped leaves, and small rings linking the strips of
foliage.® These rings recall the similarly decorated metalwork
made for Badr al-Din Lu’lu, lord of Mosul in the first half of the
thirteenth century, and they continue to be employed in Islamic
art throughout the thirteenth and fourteenth centuries.* They
can also be found on two icons in the monastery at Vatopedi: on
the frame of a fourteenth-century mosaic icon of the Crucifixion
and on the lower half of the revetment of an icon of Peter and
Paul (1417).%

Fifteenth-century Byzantine works, such as the icon revetment
at Vatopedi and the cross at Dionysiou Monastery, clearly demon-
strate the transition to a new form of background decoration
and foreshadow the adoption of Ottoman ornamentation in
church silver. This transition need not have been a difficult one.
Typical examples of the conversion to the Ottoman decorative
style are the late fifteenth- and sixteenth-century small bowls
produced in the Balkans; they are adorned with animals or saints
amid Ottoman foliate design and have an attached print in the
center, as found on earlier Serbian bowls.* By the late sixteenth
century, vessels such as the chalice of Patriarch Theoleptos
(cat. 271), though retaining a Late Gothic shape, had adopted
the full repertoire of Ottoman ornamentation.



60. Choros

Byzantine, 13th-14th century

Cast copper alloy

Height (without hangings) approx. 465 cm

(183 in.); diameter 350 cm (138 in.)

ConpirrioN: This lamp was assembled from a col-
lection of 1,105 pieces that are believed to have con-
stituted the components of the lighting equipment
in a particular church.

Archidologische Staatssammlung Miinchen-Museum
fiir Vor- und Frithgeschichte, Munich

The term “choros” refers to the circular
space below the dome and, by extension,
the circular lighting devices of Middle and
Late Byzantine churches that hang from the

'~ 2

Fig. 60.2. Choros installed in the church nave of the Monastery of
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cornice of the dome (figs. 60.1, 60.2)." The
suspension chains of this chandelier are metal
straps linked together by disks, and they ter-
mijnate in a cross composed of four disks. To
these crosses are attached twelve horizontal
openwork strips—some shorter, some
longer—decorated with strikingly stylized
fabulous beasts, each with its front leg raised.
In each large strip two sphinxes, face-to-face,
flank a double-headed eagle and a quadruped
of which the head and part of the body are
visible. Attached to the top of the strips are
four or six pricket candleholders, placed sym-
metrically on either side of a foliate cross.
From the lower part of the disks hang, succes-
sively, an openwork chain, a cross whose hori-
zontal arms terminate in small hands holding

>
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Fig. 60.1. Detail, openwork strip, the Munich Choros

Xeropotamou, Mount Athos, Greece. Photo: Father Danie]

candlesticks, and a polykandelon, or small
chandelier with multiple lampholders. The
various sections are held together by single or
double dragon-headed hooks.

The stylized beasts in this lamp recall those
on a polykandelon in the Metsovo Museum
and on a katzion (standing censer) in the
British Museum, both groups of which display
affiliations with the animals of thirteenth-
century Islamic art.* Further examples of
choroi, some intact and some fragmentary,
can be found in churches in Serbia; dated
examples are no earlier than the second half
of the fourteenth century?® A choros in
the Deani Monastery (cat. 61), extensively
restored in 1397 but still in its original location,
has horizontal openwork strips decorated
with stylized fabulous beasts wedged between
passages of foliate ornament, like those found
in later, Ottoman-ornamented examples on
Mount Athos.* The summary detail and rough
workmanship of the pieces that constitute
the present example suggest a standardized
product, unlike the above-mentioned Serbian
choroi, at least two of which—from Dedani
Monastery (Kosovo) and Markov Monastery
near Skopje—were commissioned by royal

patrons. AB

1. L. Bouras 1982, pp. 480—81.

2. Athens 2000—2001b, pp. 90-93, no. 153; for the latter, see
Buckton 1994b, p. 201, no. 217. For Islamic parallels, see
my essay on liturgical implements in this publication.

3. Todorovié 1978.

4. Suboti¢ 1998b, pp. 79, 238, pls. 79, 1o1. For choroi on
Mount Athos, see Thessalonike 1997, pp. 37273,
no. 9.67; examples similar to this one may be found in
the Koutloumousiou and Dionysiou monasteries.

REFERENCES: Munich 199899, pp. 97-100, no. 98;
Paderborn 2001-2, p. 59, fig. 7.
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6IA, B. Medallions from a Hanging
Lamp (Choros)

Serbia, 1365~71

Cast bronze

20 X 16.3 cm (77/s X 6% in.)

INscriBED: From top to bottom, in Slavonic, &b
X(puct)a B(or)a BA(a)ro/EEephH KpaAh / BARLALIHHL
(King Vukasin, Faithful in Christ God)
PROVENANCE: Marko’s Monastery.

Conprrion: The medallion with the king’s name is
not damaged.

National Museum, Belgrade (2194)

These cast-bronze medallions were part of
the choros in the Church of Saint Demetrios
(finished 1371), Marko’s Monastery, near
Skopje. Its three-line inscription contains the
abbreviated name of the church’s founder,
King Vuka$in Mrnjavéevié, rendered in an
appliqué, or pierced, technique in the Old
Church Slavonic alphabet. Vukasin, who was
proclaimed king in 1365, was killed on
September 26, 1371, together w1th his brother,
Despot Jovan Ugljesa, at the Battle of the
Marica. These dates allow an approximate
determination of the time of the production
of the lamp.

The medallion bearing the king’s name
was brought to the National Museum in
Belgrade in 1871, while the other parts of the
monumental chandelier were transferred to
Sofia in 1908. An identical medallion is treas-
ured at the Archaeological Musenm in
Istanbul. The lamB of which such medallions
formed a part hung under the central dome

of the church. For a reconstructed example of

the original symmetrical arrangement of

such a hanging lamp, with chains, medallions,

and horizontal linking bars, see the previous
entry (cat. 60).

126 ByzanTium: FAITH AND POWER

DrT

62. The Baptism of Christ

Old Riazan’ (?), 13th century

Hammered and mercury-gilded copper, varnish,
gold amalgam

32.7 X 25.9 cm (max.) (1278 x 10% in.)

INscRriBED: In Slavonic, Kp(e)y(e)nme I'(ocmoxm)a
nawero, Iw(anu), I(ucoy)r X(pucto)es (The
Baptism of Our Lord, John, Jesus Christ)
PROVENANCE: This chance find from the vicinity of
the Old Riazan’ ruins entered the museum in 1909.
ConbprtioN: There are losses and cracks along the
edges of the plaque; of the thirty-four pierced holes
for attaching the plaque to its base (the door), fifteen
have damaged the drawing.

State Historical Museum, Moscow (45547, 2137/ 1)

62

The plaque depicts Christ’s baptism by Saint
John. In the center of the composition is the
figure of Jesus, standing in the River Jordan.
The river’s waves are depicted schematically,
with zigzagging lines. John the Baptist stands
on the shore and stretches his right hand over
Christ’s head. Venerating angels approach from
the opposite shore. Above Christ is a small
half-circle, representing heaven, whence the
Holy Spirit, in the shape of a dove, descends
upon him along a thick shaft of light. Rocky
mountains rise in the background on either
side. Beside Christ’s legs are fish and the Cross
of Calvary.

In early Russian churches, plaques like this
one would cover either the front doors or the
so-called royal doors on the iconostasis in
front of the altar. Nails with decorated heads
fastened the plaques to the wood, while the
joints between the plaques were hidden with
ornamented strips of copper. The images
were executed by means of a mercury
gilding. The copper was first covered with a
composite varnish that became black upon
heating. The design was scratched upon the
surface and washed with an acidic solvent, for
example cranberry solution, to remove
oxides. The scratches were then filled with a
specially prepared amalgam, a mixture of
gold and mercury, and the plaque was heated.
At this point the mercury would evaporate,
while the gold would stick firmly to the cop-
per surface and form shining outlines against
the surrounding mat black background.”



This gilding technique was known in the
West as well as among the Byzantines.

From Byzantium it came to Rus’,” where it
became widespread, especially for making
copper church doors. The tradition of cover-
ing church doors with images and ornament
was also brought to Rus’ from Byzantium.
Structurally, early Russian cathedral doors go
back to Byzantine prototypes: they consist of
two wooden wings, upon which the plaques
are lined in several registers.?

The present plaque bears an unmistakable
stylistic similarity to the Baptism plaque from
the so-called Basil doors, which were made
in Novgorod in 1336.* An attribution of this
plaque to a fourteenth-century Novgorodian
workshop is precluded, however, by its archaic
iconography and by differences in composition
(for example, the figures here are not as
strongly elongated, and the three angels are
more closely grouped together). An earlier,
thirteenth-century date, the work of a local
Riazan” workshop, is more likely’ The pale-
ography of the inscription also confirms
the plaque’s thirteenth-century dating.® In the
twelfth and thirteenth centuries, Old Riazan’
was known as a large center of crafts and
commerce, and its jewelers produced highly
refined works that count as masterpieces of
early Russian decorative art.” In 1237 the city
was sacked and burned by the Mongols, never
again to regain its former prosperity. While in
the twelfth and thirteenth centuries the art
of mercury gilding was evidently known in
all the major towns of Rus’, such as Kiey,
Novgorod, Riazan’, and Suzdal’, in the four-
teenth century it continued only in Novgorod,
which had escaped destruction in the Mongol
invasion.® Irs

. Mishukov 1945, pp. 113-14.

. Nikolaeva 1997, p. 172.

. Sterligova 1996a, p. 254.

. Lazarev 2000.

. Porfiridov in Sterligova 1996a, p. 289 and n. 27.
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. Otchet Rossiiskogo Istoricheskogo muzeia za 1909 (Moscow,
1910), p. 17.
. Mongait 1967, pp. 11-15.
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. Rybakov 1948, p. 330.

REFERENCES: Otchet Rossiiskogo Istoricheskogo

muzeia za 1909 (Moscow, 1910), p. 17, fig. 4; Mishukov
1945; Rybakov 1948, pp. 325-30; Lazarev 1953; Mongait
1967, pp. 11, 21, fig. 7; Schleswig-Wiesbaden 1988-89,
Pp. 208, 389, no. 287; Sterligova 1996a, pp. 254,
284—90; Nikolaeva 1997, pp. 172-73.

63. Iconostasis Doors with the
Annunciation and the Four
Evangelists

Rus’ (Novgorod), 1330s-50s

Wood, red copper, gilding

136 X 93 cm (5372 X 36% in.)

INscRriBED: In the panel with the related image, in
Slavonic, M(ut)up ©(e)8, dpx(arrens) Iagpurs
(Mother of God, Archangel Gabriel), [a]rno(c)
[Iw](aun) o eeororors; in the book, in Greek, 0 v
o)L MV @ A0Y0g #(aL) 0 A0YOg MV TROG TOV (Saint
John the Theologian, In the beginning was the Word
and the Word was with . . . [John 1:1]), in Slavonic,
arnocs A8kac (Saint Luke), Matoxi; on the scroll, Peve
I'(ocnom)u: Tpotriomoy oy TEEE AAH H XOTHIIPArO
OTHEEZAMTH HE OBPATH, MKO PEVENO tecTh: Bnzalo[Ou]
(Matthew, The Lord said: “Give to everyone who
begs from you, and do not refuse anyone who wants

to borrow from you. For it is said: "You shall love. .
. [Matthew 5:42—43], Hagro @ arkwes (Saint Mark)
PROVENANCE: Originally may have formed part of
the central iconostasis of the Cathedral of Saint
Sophia in Novgorod; removed in the course of its
later refurbishing;” the gates subsequently discovered
in a village near Novgorod, probably Kresttsy;
acquired by Nikolai P. Likhachev, Saint Petersburg,
for his collection in 1898; entered the State Russian
Museum in 1913.

ConpiTIoN: The two lowermost plaques and the
insert struts at the base are lost; the background on
all plaques is markedly worn,; there is partial loss of
gilding, especially on the frame.

State Russian Museum, Saint Petersburg (3383)

The two doors bear an image of the
Annunciation in the top two panels, with the
Four Evangelists below, depicted on plaques
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of gold on copper, placed on a wood base.
When the doors are closed, the opening is
concealed by a rounded vertical lip attached
to the doors’ right wing.

The “Likhachev doors” are a rare monu-
ment of early Russian culture. Fire gilding
(using gold amalgamated with mercury), the
technique in which they were executed, was
known in western Europe, Byzantium, and,
even before the Mongol conquest, in Rus’.
The shape goes back to Byzantine altar doors
with a semicircular top. In terms of structure,
they belong to the Byzantino-Romanesque
tradition, with the figural plaques being set
within a densely ornamented framework.
The ornament’s patterns combine the
Byzantine tradition of plant ornament with
animal imagery—here, griffins and leop-
ards—that is characteristic of western
European Romanesque art.” The palmette-
based vine-scroll pattern that runs along the
doors’ upper edge is indigenously Russian
and known since pre-Mongol times. In their
symbolic aspect, the images relate to the con-
ception of altar doors as “gates to paradise.”
The griffins and leopards have an apotropaic
significance. The griffin, moreover, symboli-
cally stood for Christ, while in pre-Mongol
Rus’ leopards were a favorite heraldic device.

The figure style, with its full modeling and
complex, sometimes dynamically tense poses,
is related to Palaiologan art. Similar peculiari-
ties are found in the evangelist portraits of a
mid-fourteenth-century Novgorodian Gospel
book (State Historical Museum, Moscow, Ms.
Xnyn. 30) that obviously served as a model
for the masters of the Likhachev doors.? The
Byzantine origins of the doors’ imagery are
also indicated by the inscriptions, which pres-
ent a mixture of Russian and Greek.* In terms
of architectural background, treatment of
drapery, and composition, the doors are close
to the so-called Basil doors commissioned in
1335—36 by the Novgorod archbishop Basil for
the Cathedral of Saint Sophia in Novgorod.
The Likhachev doors were evidently made in
the same archiepiscopal workshop soon after
the Basil ones, in the 13305—50s. Textual
sources point to the Cathedral of Saint Sophia
as their original location.

SB
1. Sterligova 1996a, pp. 325-26.
2. See Uvarov 1910, pt. 1, pp. 5861, pls. 117, 119, 121I.
3. Popova 1980, pp. 211, 218, 248, 249.
4. On the paleography of the inscriptions, see Sobolevskii
in Makovskii 1914, pp. 58—61.

REFERENCES: A. I. Sobolevskii, “Mednye vrata,” in
Makovskii 1914, pp. 58—61; Gal'nbek 1928; Mishukov
1945; Popova 1980, pp. 211, 218, 248, 249; Pleshanova and
Likhacheva 1685, pp. 15, 196, figs. 19—21, no. 33 (with
bibl.); Klimanov 1993, pp. 193—94, no. 434; Sterligova
19963, pp. 32126 (with bibl.); Aosta 1997, pp. 98—99.
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64. Handle of a Standing Censer
(Katzion)

Constantinople (Therapeia?), early 14th century

Cast bronze with engraved decorative detail

28.6 X 21 cm (1174 x 874 in.)

INnscriBED: In background to left and right of the
Virgin and Child, MHP €EOY H OEPATTIOTHCA
and IC XC (Mother of God the Healer, Jesus Christ)
Conprrion: Conservation of the object was con-
ducted by M. Lykiardopoulou in 1981.

Benaki Museum, Athens (11402)

All that survives of this bronze standing censer
is the ogee-shaped handle with a depiction of
the Virgin Hodegetria (holding the Christ Child
on her left arm). The background is decorated
with incised foliate scrolls terminating in three-
or five-lobed palmettes and half-palmettes.
Enclosed by these vegetal motifs are undeco-
rated areas engraved with the inscriptions. The
image has affiliations with late-thirteenth-
and early-fourteenth-century metalwork and
sculpted objects.'

The handle belongs to a type of standing
censer known as a katzion or katsion, which
is mentioned in monastic typika from as
early as the eleventh century.” Such censers
are often depicted in representations of the
Dormition of the Virgin or the death of saints.
For this reason they have been associated with
funeral rites,” and indeed an openwork katzion
was found in a tomb in Mistra.* But standing
censers also appear in scenes of processions
involving icons, which may imply a wider
ritual usage.’

Until the late post-Byzantine era, the
broad area of the handle as a rule contained a
representation of the patron saint of the
church in which the vessel was to be used.®
Accordingly, the image and the inscription on

(]

the present work suggest a provenance of a
church dedicated to the Virgin Therapiotissa.
A text of 1394 in the Acta Patriarcharum men-
tions the theft of silver—presumably the
revetment—from the venerable icon of the
Virgin Therapiotissa.” This confirms the exis-
tence of a devotional icon of that name
which is reproduced in the katzion, but the
locations of this icon and of the church in
which it was housed remain to be established.
In the first publication of the censer, G. P
Veglery mentioned that the handle was found
“a few years ago” at Therapeia, a northern
suburb of Constantinople.8 However,
according to a reliable source—the Russian
pilgrim Stephen of Novgorod, writing in
1348/49°—there was a Church of the Virgin
Therapiotissa, presumably a pilgrimage
shrine, in the first regio of Constantinople,
close to the Church of Saint Irene and the
Hodegon Monastery, an area where a large
number of small churches and monasteries
are recorded from 1261 onward.” AD

1. Athens 2000-2001a, NO. 42.

2. Gautier 1981, p. 91, col. 1222.

3. Xyngopoulos 1930, pp. 129-30.

4. Drandakis 1952, p. 504, fig. 10.

5. See, for example, the fresco illustrating the twenty-
third strophe of the Akathistos Hymn in the Markov
Monastery, near Skopje, ca. 1375 (N. Sevienko 1995,
fig. 6).

. Ikonomaki-Papadopoulos 1980, p. 20.

7. Miklosich and Miiller 1860-90, vol. 2, p. 203;

Oikonomidés 1991, p. 39.

8. Veglery 1909-10, p. 327.

9. L. Seveenko 1953, Pp- 168-72; Majeska 1984, p. 17.

10. Majeska 1981; Majeska 2002, p. 104.
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pp- 68-69; Brussels 1982, no. Br. 29; Athens 1994,
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Athens 2000—2001a, PPp- 362—63, nO. 42.

65. Standing Censer with
Military Saints

Byzantine, second half of the 13th century
Copper sheet with traces of zinc and silver,
originally gilt, champlevé enamel

5x32cm (2x12% in.)

InscriBED: A(yrog) OEOAWPOZ, A(yioc)
AHMHTPIOZ (Saint Theodore, Saint Demetrios)
Conpition: The lid and a hollow tube once
inserted in the handle are lost; the green and blue
opaque enamel was randomly applied and is now
damaged in places.

Benaki Museum, Athens (11469)

This standing censer, or katzion, has a shal-
low bowl with enameled almond-shaped
recessions on the rim and a low conical base
attached by a screw. The broad handle is



made of two sheets of copper, which are held
together by thirteen round-headed pins; it ter-
minates in a small stylized leaf pierced with a
hole to which a hollow tube—an extension of
the handle—was once attached.” A raised
band incised with a rope pattern surrounds
part of the bowl and the medallion in which
stand the military saints Theodore and
Demetrios. The same technique of incision
was used for the details of the saints figures,
which are reserved against the enameled
background. The iconography of the military
saints follows the conventions of Middle
Byzantine portrayals, which continued into
the Late Byzantine period.” We know of two
other similarly shaped katzia (both now lost),
which suggest that censers of this type were a
specific form of luxury church vessel.*

The copper alloy has been described as
brass, but this appears to be incorrect as the zinc
content is small and accidental, arising from
the copper ore. A similar use of almost pure
copper occurred in the Limoges enamel work-
shops; it was described by Theophilus in his
treatises on artists” techniques as necessary
when the metal was to be embossed and gilded?
The Benaki Museum katzion has many tech-
nical features in common with Limoges
champlevé products that are similarly gilt and
made from a copper sheet in which shallow
areas are dug out and filled with enamel.® The
foliate scrolls on the enameled background are
reminiscent stylistically of Limoges medallions
made after the 1220s, which display similar
simple foliage, including a suggestion of the
ground for the figures to stand on.’

The champlevé technique was used in
Middle Byzantine enameled inscriptions, but
beginning in the thirteenth century it seems
to be more widely found on silver icon revet-
ments and Gospel covers® and on copper-alloy
objects such as a pair of candlesticks in the
Abegg-Stiftung, Riggisberg, Switzerland; a
candlestick in the Transfiguration Monastery
at Meteora; and the icon of Saint Theodore of
Bathysryax in the State Hermitage Museum,
Saint Petersburg.’ It is probably no coincidence
that Byzantine enameled copper artifacts
began to appear in the thirteenth century at
the same time as Limoges enamels spread to
the Crusader East: examples of the latter are
still to be found in monasteries in Sinai and
Mount Athos and have also been located in
Novgorod and Prizren.”
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Pp. 45—47; Thessalonike 1997, no. 9.32. The so-called

shield of Saint Merkourios in the Pantokrator

Monastery, Mount Athos, is probably a Mosan enamel

(I owe this information to Dr. Elisabeth Taburet-

Delahaye).

I

o

REFERENCES: L. Bouras 1981, pp. 67-68; Fotopoulos
and Delivorrias 1997, pls. 426, 428.

66. Panagiarion by Master Ivan

Rus’ (Novgorod), 1435

Gilt and enameled silver and copper

Height 30 cm (117 in.), diameter (of plates) 22.5 cm
(87s in.), diameter (of base) 25 cm (975 in.)
INscrIBED: In Slavonic, on the outside of the upper
plate, B ART(€) 5-HOE B-LOTHOE MA-E, INAHK(TA) 4,
#(e)e(e)Ya eaT(S)EpA Al A(€)Hb, HA BZABHIKEHLE
v(€)eTHoro Kp(e)sTa CTBOPEHA ERIL(T) NONATHIA TH(sT)
NOBEAKHLEM NpeB(sp(eIn(a)ro apyuen(v)ck(o)na
Reanroro Hogaropos(a) Ba(ansl)us Goyendtia npH
BEAHKOMT KH(51)ZB BacnAw® Bacnanegny(e) Beem Poyeu,
nph kn(s1)z3s FOprs doyreensesny(e), npH NoaAHHKE
Beanror(o) Hogaropopa(a) Bopner FOpuernv(e), npn
ThicauksoM anTgen Bacnakerny(e), a MarTepn HEaWE.

Agnuns [cryptography for AMuHE] (In the year 6
thousand 9 hundred and 45, the 14th of the indiction,
on the 14th day of the month of September, the feast
of the Elevation of the Holy Cross, the present pana-
giarion was made at the behest of the right reverend
archbishop of Novgorod the Great, the lord
Euthymius, at the time of Grand Prince Vasilii
Vasil’evich of All Rus’, of Prince lurii Lugven’evich,
of the posadnik of Novgorod the Great Boris
Tur’evich, [and] of the tysiatskii Dmitrii Vasil'evich,
by Master Ivan. Amen.); on the inside of the upper
plate, Ea(aro)e(no)gens ec(i1), X(pu)e(T)e E(0)>xe nawk
H3KE NPEMFAPBIA AOBLA MEHEL HHZNOFAABE [MMB]
A(Y)xb C(BS)ThiN B TEM BREEASHAM SACBHES.
Y(e)A(0Be)KOAKEYE tAABA TOES (Blessed art Thou, O
Christ our God, Who hast shown forth the fishermen
as supremely wise by sending down upon them the
Holy Spirit, and through them didst draw the world
into Thy net. O Befriender of man, glory be to Thee);
on the inside of the lower plate, Yeensuuy Xepygn(m)
1 CAABHEILINIO BO ICTHHY CEpAGHME, BEZO IcTABHNM B(0)ra
Caoga posxnuio cyuyio B(oropoay)uy T4 BeAnyases
{More honourable than the Cherubim, and beyond
compare more glorious than the Seraphim, thee
who without corruption gavest birth to God the
Word, the very Theotokos, thee do we magnify)
PROVENANCE: Sacristy of the Cathedral of Saint
Sophia, Novgorod.

ConpitioN: The lower plate is partly separated
from the body of the vessel. The rim of the upper
plate shows insignificant loss of the filigree orna-
ment. Besides breaks in the angels’ wings and
insignificant deformation of the base, there are
traces of nail punctures on the petals of the base.
The piece was restored in 1977 at the State Research
Institute for Restoration, Moscow. Cracks were
soldered, angels’ wings restored, separated details
reattached, angels’ halos reconstructed, and figures
from the Ascension scene secured.

Novgorod Inccgrated Museum-Reservation, Russian
Federation (268)

This silver-gilt panagiarion is a unique
example of a special type of liturgical vessel.
It was used at the Cathedral of Saint Sophia,
Novgorod, when carrying the bread conse-
crated to the Virgin to the chambers of the
higher orders of clergy, where the ritual of
Panagia, or the Elevation of the Virgin’s
Bread, took place. This ritual, known in Rus’
from the twelfth century, was accompanied
by special psalms at the meals of archbishops,
czars, and patriarchs.

The iconographic program of the pana-
giarion is directly related to the contents
of the prayers delivered at the Panagia ritual.
A scene of the Ascension made from cast
figures decorates the top plate. The two-line
surrounding inscription, chiseled in uncial
letters, records that the vessel was created in
1435 by master silversmith Ivan and provides
the name of the donor, Archbishop Evfimii.'
Stylized vegetal filigree decorates the rim
of the plate. Chiseled images of the Trinity
and the Virgin Orans, with identifying inscrip-
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tions, are represented on the inner surfaces
of the brightly gilded plates, and liturgical
inscriptions on the hatching background
frame the compositions.

Two silver plates forming the panagiarion
rest on an unusually high tubular foot sup-
ported by an eight-lobed base. The foot is
embellished with the cast figures of four
caryatid-like angels standing on the backs of
lions, whose raised arms appear to support
the plates. The angels’ wings are chased, and
their halos are adorned by filigree correspon-
ding to the filigree ornament on the plate.
Their diamond-shaped breast ornaments,
waistbands, eyes, and brows preserve traces
of dark green enamel. The folds of their
clothes are highly stylized. Many of these
elements represent specific characteristics of
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the art of Novgorod, while the whole is
infused with profound liturgical meaning as
the heavenly angels hold aloft this symbol
of the Virgin.

The copper-plated foot consists of three
parts: at the bottom a rosette of eight petals
or lobes, in the middle an octagonal band
decorated with chiseled circles arranged
in diamond-shaped patterns, and at the top
a surrounding band of cast fleurs-de-lys,
resembling the crowns of western European
monarchs. The panagiarion from the Cathedral
of Saint Sophia is the oldest object of this
type” showing such Western influence.

It represents the skill of Master Ivan of
Novgorod, who created a style that blended
Byzantine and local traditions with Late
Romanesque and Gothic motifs. NG

1. Evfimii II, archbishop of Novgorod (1429-58), was well
known for his opposition to the growing power of
Moscow. Works from the so-called Evfimii workshops
are among the finest examples of Novgorod's artistic
production.

2. In the seventeenth century, the panagiarion was copied
by a Moscow silversmith, possibly by order of the czar.
The copy is now in the Oruzheinaia Palata (Arsenal) in
the Moscow Kremlin.

REFERENCES: Stroganov et al. 184953, pt. 1,

Pp- 84—87; P. Solov’ev 1858, pp. 207—9; Makarii 1860,
Pp-. 208-10; 1. Tolstoi and Kondakov 188991, vol. 6,
Pp. 160—62; Anisimov 1911; Pokrovskii 1912, pp. 70-82;
Nekrasov 1924, pp. 80—81; Rybakov 1948, pp. 629, 654;
Nikolaeva 1971, pp. 39—41; Ryndina 1978, p. 201;
Sterligova 1996a, pp. 171-77.

67. Lindogoshch Cross

Iakov Fedosov

Rus’ (Novgorod), 1359

Carved pine, tempera

216 X 149 cm (85 X 58% in.)

INscriBED: Carved on the foot of the cross, in
Slavnoic, f ABT(€) SW3Z NAKK(T) B1/NOLTABAEND EI(C)
kp(e)ern eu(n)./T'(ocmomm I(m)e(yce) X(pucr)e
nomu(y)n Eca Xp(M)EThIAHK / HA EOAKOMT MESTH
MOAAYIALA TOBE/EEPOI0, Y(IC)ThiMb C(E)pALEME H
pagoms [sc. (cT)paxoms] 6(0)/[x]Inms. Momozn
NOCTABHEWHME KP(€)eTD tH(M)/AIOATOWHYAME H MNE
nanucaBwems / [...Jma [...] ec pparcer [...]
egBmAppMA/CC+]...] ppO (This cross was erected in
the year 6867, the 12th year of the indiction. Lord
Jesus Christ, have mercy upon all Christians who
pray to you in all places with faith, good heart, and
[fear] of God. Help the Liudgoshchians who
erected this cross and me who wrote [this], f...ml...ss
rriksst...vvvmlrrml ss+ ...rrth); carved next to the
saints’ images, +C(BS)Thit CEMEONE CTOANLHHED
naseronw[.]a [.]e[..Je (Saint Symeon the Stylite
standing...); +C(BS)TAI EEZMBZANHKA H YIOAOTEOPALA
R[o3b]ma # damuians gp(a)ua (The holy anargyroi
and miracle-workers Kosmas and Damianos, physi-
cians); +C(Bs)ThiH TepAcHMT EMAETE TPOLTR OT ALEA HZ
HO'R, & NGHAX B N¥cThio (Saint Gerasimus, havin_g
come to the desert, takes the thorn out of the lféﬁ’s
foot); +C(Bst)Tuin (Peaops THPOHE WEAT BB FAAAMZH
NOREAH ZMHIA, A BA(ATOCTIO)EHAT HIHKAHAT H Op8KLIE
AaAR (Saint Theodore, having been blessed and given
arms by [the Archangel} Michael, goes into the well
and defeats the dragon); +C(Bst)Thmn 0[e]aopa BeAeTR
m(a)r(e)ps HZb KAapA[3]a wT ZMHa (Saint Theodore
delivers [his] mother from the dragon in the well).
Painted, aop, dagp (Florus, Laurus). Scratched, It
Xt (Jesus Christ)

ProveENANCE: Commissioned in 1359 by the inhabi-
tants of Liudgoshch Street in Novgorod for the
Church of Saints Florus and Laurus in that street.
Conpition: Some of the small Greek crosses are
lost; the added piece with the painted figure of the
archangel in the upper part of the cross is late eigh-
teenth century (?). The cross was restored in 1947—49.
Novgorod Integrated Museum-Reservation, Russian
Federation (144)



The Liudogoshch Cross is one of the oldest
surviving monumental commemorative
crosses in Russia. This unique example of Old
Russian wood carving has a complex

ornamental shape formed as if by bending
branches around four circular spaces. The
shape has analogies in the fourteenth-century
stone crosses in Novgorod (for example,
the Cross of Archbishop Alekseev from
the Sofiiskii [Saint Sophia] Cathedral in
Novgorod, dating to the 1380s). The shape,
ornamentation, and choice of images
decorating the cross are meant to associate
it with the Old Testament tree of life, the
sacrifice of Christ, and the triumph of life
over death.

The front of the cross is decorated with
eighteen medallions with figurative composi-

tions and images of saints. Some of them,
such as the centrally placed Crucifixion and
the Deesis, are traditional for these crosses.

In the upper part of the cross the image of
Christ rising from the tomb embodies the
concept of the Resurrection. In other medal-
lions there are scenes from the apocryphal
vitae of Samson, Saint Theodore of Tyre, and
Saint Gerasimus. Among the images of the
saints are a number of those particularly ven-
erated in Novgorod, including Saints Florus
and Laurus, for whose church the cross was
made. Other saints represented include the
prophet Elijah, Symeon the Stylite, the patron
saints of soldiers George, Theodore
Stratelates, and the archangel Michael, and
the healing saints Kosmas and Damianos.
Around the medallions, the background is

filled with heart-shaped and spiral scrolls and
braiding in the complex shape of the
Golgotha cross.

The contents of the scenes and the style
of the carved images of the Liudogoshch
Cross are somewhat archaic for their time,
and they more closely resemble the sculpture
of Novgorod from the first half of the four-
teenth century. According to the inscription
on the lower part of the Liudogoshch Cross,
it was commissioned in 1359 by the residents
of Liudgoshch Street in Novgorod for the
Church of Saints Florus and Laurus. Boris
Rybakov interpreted the last two lines of the
inscription as the enciphered name of the
carver, lakov, son of Fedos." Anna Ryndina,
following I. A. Shliapkin, believes, however,
that they are an acronym of a prayer to the
Holy Cross.” JK

1. Rybakov 1964, pp. 43—44.
2. Shliapkin 1906, p. 36; Ryndina 2000, p. 242.

REFERENCES: Makarii 1860, pp. 129-30; Shliapkin
1906, pp. 12, 24-25, 36; Alpatov and Brunov 1932,
vol. 1, pp. 281-82; Sobolev 1934b, p. 138; Nekrasov 1937,
p- 208; Lazarev 1947, p. 98; Rybakov 1948, p. 676;
Rybakov 1964, pl. 51, pp. 43-44; Lazarev and Mneva
1989; Ryndina 2000.
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68. Processional Cross

Ethiopian (Tigray region), 16th century

‘Wood, tin

457 x21.6 cm (18 x 8% in.)

PROVENANCE: Robert McCarthy, New York; private
collection, France.

Conbprtion: The cross’is in excellent condition.
The Metropolitan Museum of Art, New York,
Rogers Fund, 1999 (1999.103)

This cross was created in the region that is
now the modern province of Tigray, near the
Red Sea, the birthplace of Ethiopia’s earliest
kingdom and of Christianity in Africa. Works
in wood are especially rare within the rela-
tively small corpus of Ethiopian Christian art
that predates the seventeenth century. Most
of the earliest surviving Ethiopian proces-
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sional crosses are cast in bronze or silver. A
hollow shaft at their base allows them to be
mounted on a tall staff and raised when car-
ried in liturgical processions. In that context
the work’s negative space is accented against
a celestial backdrop. Commissioned by
Ethiopian royalty in the hope of securing sal-
vation, such works were presented to impor-
tant monasteries.

Underlying this exceptional object’s
aesthetic is a technically accomplished fusion
of wood sculpture and metalwork inspired
by Byzantine and Islamic design. The highly
unusual interplay of materials affords rich
tonal contrasts, and the solidly carved wood
structure is skillfully integrated with the
finely inscribed inlays. The French scholar
Jacques Mercier has suggested this work
may relate to the Gunda Gunde Monastery,

near the Red Sea in the Tigray region,

and has attributed it to the monk Ezana.’
According to Mercier, Ezana belonged to the
Stephanites, an order that was excommuni-
cated from Ethiopia for refusing to recognize
royal authority. While in exile in Egypt, Ezana
is said to have completed training as a crafts-
man and to have developed skills necessary
to carve wood crosses in ebony and enhance
them with marquetry techniques. In light of
his talent, about 1480 Ezana was summoned
to the court by the Ethiopian king Naod and
his order’s excommunication was revoked.

In the Ethiopian Church, wood crosses
are perceived as having been sanctified by
Christ’s blood, which has conferred upon
them infinite power to heal and to bless.”
They are ultimately emblematic of triumph,
in light of their association with resurrection.
Foliate and organic interlace designs, as seen
here, visually reinforce this idea of the cross
as a life-giving force. It has been suggested
that such interlace patterns were adapted in
this medium from those used in manuscript
illumination. AL

1. Mercier in Walters 2001, pp. 56-57.
2. Mercier 1997, p. 71.

REFERENCES: Mercier 1997, p. 69, no. 31, fig. 63;
Metropolitan Museum of Art, Recent Acquisitions: A
Selection, 1998—1999 (New York, 1999), p. 70; Walters
2001, p. 57, fig. 20.

69. Rhipidion

Transylvania (Sibiu-Hermannstadt), 1468

Gilt silver

InscriBeD: In Slavonic, “John Stephen the Voivode,
by the grace of God ruler of the land of Moldavia,
made this rhipidion. To the church of Saint [and]
great among martyrs George, in the monastery

of Zographou, in Mount Athos. 7976 July 30, in

that year”’

ProvENANCE: From the Monastery of Zographou,
Mount Athos.

ConbpITion: Some of the twisted wire has been
lost.

The Holy Monastery of Saint John the Theologian,
Patmos, Greece

This luxurious rhipidion, or liturgical fan, is
one of a pair now housed at Patmos.”
According to their inscriptions, both were
given originally by Stephen the Great, prince
of Moldavia (r. 1457-1504), to the Athonite
Zographou Monastery in 1468. Prince
Stephen donated a similar pair to the Putna
Monastery in Romania.?

The use of a rhipidion in the liturgy is
attested as early as the fourth century, in the
Apostolic Constitutions, which provides for



deacons to stand on each side of the altar
table carrying rhipidia made of fine skin,
peacock feathers, or linen in order to keep
insects from falling into the chalice.* As in
other instances, a purely practical action
promptly acquired symbolic meaning in the
liturgy, and the rhipidia came to be identified
with seraphim or cherubim.® Interestingly,
the earliest surviving metal rhipidia, from the
Kaper Koraon Treasure (577), have a border
decorated with peacock feathers, while a
cherub occupies the central space.’ That the
term hexapteryga (six-winged), a common
epithet for seraphim, was also later applied to
thipidia underlines their symbolic function.”
In a similar fashion the present work bears five
circular repoussé plaques decorated with
seraphim. The central one, which is the largest,
also includes symbols of the evangelists.

This rhipidion is an impressive example
of superb metalwork. Its intricate decorative
patterns, created with the use of twisted wire
set in panels of flat wire, testify to the ability
and creativity of the artists. The rhipidia
from Putna, and therefore those from
Patmos, have been attributed to a workshop
in Sibiu-Hermannstadt, Trams.ylvamia.‘i

VNM

1. S. Papadopoulos 1966, p. 93, no. 250, with amendments
by Yota [konomaki-Papadopoulos, “Church Silver,” in
Kominis 1988, p. 371 n. 5.

N

. Ikonomaki-Papadopoulos in Kominis 1988, p. 224, fig. 1;
see also Pallas 1954.

Tafrali 1925, pp. 14-15, no. 33, pl. 9; Nicolescu 1973, p. 55,
no. 86, fig. 106.

»

Metzger 1985—87, Book VIIL12.11-15. See also the amus-
ing story related by John Moschos, in PG, vol. 87c¢, cols.
3079-84.

>

5. “The rhipidia lead the way [during the Great Entrance]
in the place of cherubs and seraphims” (Patriarch
Sophronios, in PG, vol. 87, I1I, col. 4001). “[TThe repre-
sentation in the rhipidia, which are in the likeness of
the seraphims”; “The rhipidia and the deacons signify
the six-winged seraphims and the many-eyed cherubs”
(both quotes from the Historia ecclesiastica of Patriarch
Germanos, in PG, vol. 98, cols. 4204, 432D; for an
English translation of this work, see Germanos 1984).
See also Nikolaos of Andida, in PG, vol. 145, col. 441B.
It therefore appears that rhipidia were used early on
in the Great Entrance procession. The theologian
Theodore of Mopsuestia interprets symbolically the
action of the deacons but not that of the rhipidia
themselves, while also citing the practical reason,
namely the keeping away of birds; see Tonneau and
Devreesse 1949, pp. 507-9: Homily XV.27.

6. Baltimore 1986, pp. 147-54, NOS. 31-32.

7. Ibid., p. 154.

8. Frolow 1947, pp. 134-35.

70. Rhipidion

Serbia, 155060

Silver gilt and enamel

46.4 X 35.5 cm (1874 x 14 in.)

INscrIBED: On the disk of the rhipidion are Old
Serbian inscriptions in the Cyrillic alphabet, “It is per-
mitted to venerate the Virgin as truth, always blessed
and the absolutely blameless mother of our God,
more honorable than the cherubim, and incompara-
bly more glorious than the seraphim; We sing to
Thee, we bless Thee, we thank Thee the Lord of the
seraphim; We pray to Thee, our Lord. Holy, holy,
holy is the Lord Sabaoth, heaven and earth are filled
with His glory. Praise the Lord in the heavens.
Blessed [is he who comes in the name of the Lord];
Only is holy, you alone are holy one, you alone are
the Lord Jesus Christ in the glory of God the Father.
On the enamel rosettes are abbreviations for The
light of Christ illuminates all. On the handle of the
rhipidion, These rhipidia are supplication of
Makarije, the Archbishop of Pec¢ and all Serbian
lands, to the church of Saint Nicholas in Banja, in
the years 1559/60”

ProveNaNcE: This rhipidion was discovered in 1974
in the church of Banja Monastery during excavations
conducted by the Republic Institute for Monument
Protection, Belgrade. It was part of the collection of
minor art objects, dating from the fifteenth to seven-
teenth century, that belonged to the monastery
treasury, buried beneath the church floor 280 years
earlier.

ConpiTION: Before being buried, the rhipidion had
begun to crack and was fastened by silver rivets; a
tassel was missing. After excavation, it was restored,
along with other finds, in 1975.

Banja Monastery near Priboj, Serbia, on temporary
loan to the Museum of the Serbian Orthodox
Church, Belgrade (39a)

The rhipidion consists of a disk with a hollow
cylindrical handle. The latter serves as a
socket for a long pole. In addition to calli-
graphic inscriptions containing texts from the
liturgy of Saint john Chrysostom, both sides
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of the disk are embellished with five round
medallions, which form a crosslike arrange-
ment, and three enamel rosettes. Six-winged
seraphim are engraved on four of the medal-
lions, while the central medallion includes
floral motifs. Two snakes, with wide-open
jaws, grasp the handle of the rhipidion, while
a frieze with leafy tendrils and buds runs par-
allel to the encircling lines of the inscriptions.
Placed over the entire front surface of the
object are tassles that create gentle sound and
light effects when the rhipidion is moved.
The artistic power of the rhipidion is
achieved by the skillful arrangement of its
diverse elements: the organic relationship of
the calligraphic inscriptions, the seraphs in
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the spirit of Orthodox iconography, the floral
band, and the central medallion showing the
influence of Turkish-Persian motifs, all have
been welded into a harmonious entity. Such a
stylistic symbiosis is characteristic of Serbian
decorative art, especially of the second half of
the sixteenth century.

Initially, rhipidia were in the shape of a fan
made of peacock’s feathers, parchment, or
fabrics and were used for keeping insects and
dirt away from sacramental elements (com-
munion bread and wine) on the occasion of
the Bucharist. Later, rhipidia, always in a pair,
were manufactured of precious metals, prima-
rily with images of seraphim and cherubim.
They thus symbolize the wings of celestial

powers circulating around the holy offering
and are carried in solemn processions and in
liturgical services.

The archbishop Makarije Sokolovi¢,
the donor of the rhipidia, was a significant
sixteenth-century ecclesiastic dignitary. His
renewal of the autonomy of the Serbian
Church in 1557 led to the flourishing of art in
the sixteenth and seventeenth centuries. He
was a generous benefactor, and the rhipidia
are his earliest dated gift to a church. The
rhipidia from Banja, besides being among
the oldest surviving examples of their kind in
Serbia and Montenegro, belong to the most
exquisitely executed ones.

Mi§
REFERENCES: Madrid 1981, p. 48, no. 72, fig. 72;
Sakota 1981, pp. 30-46, figs. 7-10, pl. 1.

71. Reliquary Triptych of the
Skevra Monastery '

Armenian Cilicia (Skevra Monastery), 1293

Silver gilt on wood

Closed 65 x 35 x 7.5 cm (257 x 13% x 3 in.); open 65 x
69.5% 7.5 cm (25% x27% x3in.)

INnscriBeD: The inscription in verse says that the
reliquary was made in 1293 to the order of Kostandin
Katholikos, the abbot of the Skevra Monastery, who
enclosed in it the relics kept by him and who dedicated
it to the monastery’s Church of the Holy Savior.
PROVENANCE: In 1882 in the Dominican Monastery
of Santa Croce, Piemonte, Italy; Alexander Bazilevsky,
Paris; in 1885 entered the imperial Hermitage,
Saint Petersburg.

ConprrioN: The silver plaques have been attached
to a new wood frame. The wings do not close
tightly; they overlap. Many plaques have been lost.
There are fragments of later additions on the upper
part of the central piece (the busts of Peter and Paul)
and in the figure of Saint Gregory the Illuminator.
State Hermitage Museum, Saint Petersburg (AR-1572)

Armenian reliquaries are most commonly in
triptych form. Attached to the wood base of
this example are gilt-silver plaques with
repoussé images of biblical figures, New
Testament saints, and historical personages.
Depicted full-length on the exterior, on the
closed wings, are figures of the principal
saints of the Armenian Church: Saint
Gregory the Illuminator and Saint Thaddeus,
the apostle of Armenia; medallions contain
the images of Apostles Paul and Peter, Saint
Eustratios and Saint ‘Vardan, general at the
Battle of Avarayr in 451. Represented inside,
in the center and on the open wings, is the
Crucifixion, surrounded by four medallions
with the images of Saint John the Baptist,
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Saint Stephen, King David, and the Armenian
king Het “um II. Hammered on each of the
narrow sides are ten medallions with half-
length images of apostles, prophets, and
fathers of the Church.

Certain techniques of the reliquary’s deco-
ration bring it close to a number of Byzantine
works of the eleventh and twelfth centuries
as well as to earlier Cilician monuments, such
as a gilt-silver Gospel cover made in the year
1255 for Katholikos Kostandin.” These tech-
niques include contrasting the fully modeled
figures against the smooth gold background,
allowing them room within a relatively free
space that is not overloaded with details, and
treating the large raised inscriptions as part of
the general composition. Though in its com-
position and repoussé technique, the Cilician

Gospel cover is more restrained and monu-
mental than this reliquary triptych, in both
works the artists relied on common Byzantine
models, reworking them in accordance with
the style of the time.

When Katholikos Kostandin’s reliquary
arrived at the imperial Hermitage in 1885, it
had lost many silver fragments. The central
plaque that had covered the relics was missing,
leaving them exposed and making it difficult
to exhibit the piece in the museum. In 1900 it
was restored: the old wood base was replaced
by a new one and the hammered silver
plaques were attached to it. The center sec-
tion containing the relics was removed and
brought in solemn celebration to the Winter
Palace Cathedral. After the revolution it lan-
guished in the depositories of the Oriental

Department of the Hermitage, but in 1990 it
was found and attributed.” On July 12, 2000,
the anniversary of the consecration of the
Armenian Church of Saint Catherine in Saint
Petersburg, the Hermitage presented the holy
relics in the ancient wood center section to
the church. AAM

1. Mashtots Institute of Ancient Manuscripts, the
Matenadaran, Yerevan, inv. 7690.
2. Mirzoian 1996, pls. 1-3.

REFERENCES: Carriére 1883, pls. 1, 2; Promis 1883,
PP. 125-30, pls. 1-5; Der Nersessian 1964, pp. 121-34,
143—47, pls. 1-7, figs. 1—9; Kakovkin 1969, figs. 1-6;
Mirzoian 1996.
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72. Arm Reliquary of
Saint Nicholas

Armenian Cilicia, 1325 (or 1315)"

Silver sheet, partially gilt, with filigree and gem-
stones on the window

Height 47.5 cm (18% in.)

INscRIBED: On the wrist, in Armenian, “I, Kostandin
katholikos, received this right [arm] of Saint
Nicholas with desire of heart and gave order to
make this [case for it] for my commemoration at the
See of Saint Gregory during the reign of Oshin and
his son Levon in the year 774 [1325]”; on the gilded
band above the filigree window, in Armenian, “[This]
relic of Saint Gregory was separated by order of
Lord Theodoros, katholikos”; on the part of the fore-
arm in modern silver, dating from the restoration in
1926 is copied an earlier, now lost, inscription refer-
ring to the right arm of Saint Stephen presented by
Bishop Sahak in 628 (1179).> The base of the reli-
quary is covered with a roughly contemporary silver
sheet bearing the symbol of Saint Luke and the
inscription “S{anjC[tu]S LUCAS”

ProVENANCE: From the Treasury of the Monastery
of Saint Sofia at Sis, Armenian Cilicia; taken to
Antelias, Lebanon, with other church treasures of
the Armenians when they departed Turkey in the
early twentieth century.

The Armenian Catholicosate of the Great House of
Cilica, Antelias, Lebanon

The realistic form of reliquaries that are shaped
like parts of the human body, as exemplified
by this arm reliquary, originates in the Latin
West.” But the iconography of Saint Nicholas

71, inscription on back of central panel



and the use of a medallion with his bust to
indicate its contents are Byzantine.* The spread
of the cult of Saint Nicholas in Armenjan
Cilicia is associated with its prominence in both
Byzantium and the Latin West during the
eleventh century.’ The oldest known repre-
sentation of the saint on Armenian silver is
found on the reliquary-triptych of 1293 from
Skevra Monastery (cat. 71), which is associated
with the celebrated Franciscan monk King
Het“um IL° The reliquary here was made in
1325, during the reign (1320-29) of Oshin of
Korykos, who had effectively usurped power
from his young nephew and son-in-law,
Levon IV (r. 1320—42), thus inciting the anger
of the local barons.” It was probably intended
to function as an instrument of political pro-
paganda through its inscription asserting the
legitimacy of Oshin and of his adherent, the
katholikos Kostandin IV (r. 1322-26); at a
later date, together with reliquaries of the
right arms of Saints Gregory the Illuminator
and Silvester, it was similarly used in support
of the authority of the katholikoi of Cilicia.?

The reliquary owes its present form to its
reconstruction in 1926 from various fragments
of the original case and from other, now lost,
reliquaries. Most of these fragments can be
identified in a photograph of 1915, although
they were then arranged differently. Among
them are the filigree window for viewing the
relics, the inscription of Katholikos Theodore,
and the interconnected medallions enclosing
winged griffins, which the earlier photograph
shows covering the arm—a form of decoration
imitating the episcopal fabrics found on Latin
reliquaries.

AB

1. The reading of the date on the inscription is difficult.
Father Housig believes that the correct translation dates
the arm to 1315.

2. Kiwlésérean 1939, cols. 1325—28. The wrist of the reli-
quary with the first inscription and the hand with the
medallion of Saint Nicholas are made from the same
sheet of metal and are thus contemporary. The second
inscription, on the band above the filigree window,
comes from a reliquary containing the right arm of
Saint Gregory; the case was split into parts by order of
Katholikos Theodore II Kiliketsi (r. 1382-92) and pre-
sumably incorporated—at least one part—into this
Saint Nicholas reliquary. Katholikos Theodore is known
to have been murdered by the Mamliiks. In regard to
the third inscription, both the reliquary of Saint
Stephen and the name Bishop Sahak are unknown in
the literature. On the particular significance and the
symbolism of the possession of the right arm of Saint
Gregory the Illuminator by the Armenian Church, see
Kiwlésérean 1939, cols. 1276-93.

3. Hahnloser 1965-71, vol. 2, nos. 145-48, pls. 128~129;
Codroipo 1992, p. 60, fig. 1I-10; Lasko 1994, figs. 292—293;
Hahn 1997, fig. 7. On Byzantine arm relics and reliquar-
ies, see Kalavrezou-Maxeiner 1997.

4. New York 1997, no. 332; on the facial features of Saint
Nicholas, see N. Sevéenko 1999, figs. 1, 3, 20.

5. N. Seveenko 1983, pp. 23-24.

6. Der Nersessian 1973a, vol. 1, p. 710.
7. Mutafian 1993, pp. 80-82.

8. Ballian in Athens 2002, pp. 83-87.

REFERENCES: Kiwlésérean 1939, cols. 1325—28; Halle
2000, pp. 16, 91; Anna Ballian, “The Treasury of the
Monastery of St. Sophia at Sis,” in Athens 2002,

Pp. 87-93.

73. Reliquary Box with Scenes
from the Life of John the Baptist

Byzantine, 14th century

Tempera and gold on wood

9Xx235%9.9cm (3% x 9% x 4in.)

ConbpitioN: The box has significant paint loss
along the edges and scattered scratches on the
figural decoration. Most of the identifying inscrip-
tions have been lost.

Cleveland Museum of Art, Gift of Bruce Ferrini in
memory of Robert P. Bergman (1999.229.a-b)

As the precursor of Christ, John the Baptist
holds a revered place in the Christian tradition.
The long sides of this painted wood box illus-
trate four of the most significant moments in
the saint’s life—the visitation between his
mother, Elizabeth, and the Virgin Mary and
the annunciation of his coming birth to his
father, Zacharias; John’s nativity; his baptism
of Christ; and his martyrdom by beheading.
On each side, an intricate arabesque separates
the scenes.

Numerous relics are associated with John
the Baptist, who was one of the most popular
saints in Byzantium. The most celebrated are
remains of the saint’s arms and head.
Pilgrims” accounts report that such relics
were adorned with a silver or gold band,
often with an identifying inscription. When
not on view, the relics were kept in small
boxes." The size and rectangular shape of this
box in the Cleveland Museum of Art, which
are similar to those of a reliquary (now lost)
containing the left forearm and hand of John
the Baptist, which arrived in Perpignan in
1323, suggest that it may once have housed a
relic of the saint.

Despite the physical similarities between
the two boxes, their decoration differed dra-
matically. The cover of the Perpignan reli-
quary was painted in iconic style with a
winged John the Baptist, who held an open
book in front of his chest with his right hand
and in his left his head on a salver; the rest of
the box was given over to a lengthy prayer, in
Greek, dedicated to the saint.* In contrast, the
Cleveland box has no votive or dedicatory
inscription, and the painting style and compo-
sition are evocative of monumental rather
than iconic painting. Both features are
unusual within the context of Late Byzantine
reliquaries.

BR

1. For a discussion of the relics of John the Baptist and
the importance of the saint and his relics in imperial
ceremony, see Kalavrezou-Maxeiner 1997, pp. 67-79.

2. For the Perpignan reliquary, see Favreau and Michaud
1986, pp. 110-12, ﬁgs. 85—87; Paris 1992-93, no. 367, p. 477.
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74. Trebizond Casket

Byzantine (Trebizond), 1420-40

Sitver gilt, niello

28x14x9cm (11 x5% x3% in.)

INscrIBED: In two engraved and nielloed bands

of text on the casket’s exterior, YRETG pév od mtht-
avteg aipdrov xboeis | pdruges HPMcate Tav-
oBeveotatag | Todg Tiig dag dxAveic oTOAOVG
Aéyw, | 1O Aapndy edToxMpa Toarelovvriay |
medtabrov Evyéviov dua 8§ Axdiav |
OvaA[Alegravév Te odv Kavidie. | Kol thv
GpoP(Mv 1év duetofitav ndévev | 6 Xoiotos
avtog EoTiv Vi mogéxwv: [xai yag §idwot
ToUG 6TEQGVOLG 6Elag | Eye & 6 TdAag mAnu-
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peAnudrov yépov | budc pecitog tiig &ufig
cotnolag | T QUYELY TV xatadixny 8EAev.
(You, O martyrs, unshrinking from the shedding of
blood/fought most all-powerfully in battle;/I speak
of the enduring pillars of the East,/the splendid
blessing of Trebizond,/Eugenios, the first martyr,
together with Aquilas/and Valerianus and
Canidius./And Christ himself bestows upon you/the
reward for your countless sufferings; / For worthily
he bestows the [martyrs’] crowns./And ], the one
wretched, abounding in sins, and/wishing to escape
condemnation, /elect you [as] the mediators for my
salvation); in five engraved labels, one flanking each
figure, on the casket’s lid, (HZOY)Z X(PIZTO)Z,
(Jesus Christ); O AT(IOX) AKYAAZ, (Saint Aquilas);

O AI'(I0Z) EYTENIOZ O TPAIIEZOYNTIZ,
(Saint Eugenios of Trebizond); O AI'(IOX)
KANIAIOZ, (Saint Canidius); O AT'(IOX)
OYAAEPIANOE, (Saint Valerianus)

PROVENANCE: Listed (as no. 15) in the 1634 inventory
of the Treasury of San Marco, Venice.

Conprrion: The small rings around the exterior of
the cover probably secured a strand of small pearls.
Procuratoria di San Marco, Venice (33)

The figural decoration on the cover of this
small but elegant casket and the twelve-line
Greek inscription in jambic trimeter adorning
its sides laud the four martyrs of Trebizond,



the last Byzantine city to fall to the Turks,
in 1461. The inscription also calls upon them
to act as heavenly intercessors. With hands
outstretched in supplication, the four saints—
Aquilas, Eugenios of Trebizond, Canidius, and
Valerianus—converge on Christ, who distrib-
utes the crown of martyrdom. Architectural
details selected from the delicate arcade
framing the figures, such as the foliate capitals
and twisted-rope columns, are used on the
sides to create highly decorative registers that
offset the two wide bands on which the
engraved and nielloed inscription appears.
This casket, almost certainly intended to
house relics of the four martyrs, is a testa-
ment to the cult of Eugenios, which enjoyed
popularity from the sixth century to the fall of
the city. We know that the relics of the saint,
a native of Trebizond, and his three compan-
ions from surrounding Chaldian villages were
displayed in a special room in the Church of
Saint Eugenios in silver caskets set with jew-
els. Among the four martyrs, Eugenios was
paid special reverence, and his relics played an
important role in Trapezuntine life. Carried
in processions, they were believed to ward off
invasion and to perform healing miracles.”
Eugenios’s significance as the patron saint of
Trebizond is reflected in the casket’s inscrip-
tion, which celebrates him as the city’s first
martyr, and on the cover, which identifies
Trebizond as his home.

74

. wp

Little is known of the circumstances
surrounding the reliquary’s creation, but its
dedication to the martyrs of Trebizond sug-
gests that it was made there or, if elsewhere,
then for a patron with strong ties to the
city, such as the scholar-statesman Cardinal
Bessarion (ca. 1403-1472).” Although there
is no definitive proof of this connection,
hypothesized by André Grabar and generally
accepted, dating the casket between 1420 and
1440 does not rule out a link with Bessarion.?

BR

1. For a detailed discussion of the cult of Eugenios and his
companions, see Rosengvist 1996, pp. 21-36, 64—-87.

2. Hahnloser 1965-71, vol. 2, no. 33, pp. 3940, pl. 31.

3. Venice 1994b, no. 69, pp. 455-56.

REFERENCES: Braun 1940, p. 154, pl. 20, fig. 66;
Hahnloser 196571, vol. 1, o1 n. 13, vol. 2, no. 33,

'Pp- 39—40, pl. 31; Gallo 1967, p. 314, no. 15, pl. 30,

figs. 52-53; Venice 1974, no. 113; New York 1984,

no. 28, pp. 201-3 (with bibl.); Venice 1994b, no. 69,
Pp- 455-56; Talbot 1999, pp. 83—84; Rosenqvist 2002,
pp. 210-12, fig. 3.
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75. Fragment of a Triptych

Mamne Okromtchedeli (active Georgia, 16th century)
Silver gilt, 16th century

26.5 X 12.5 cm (10%5 X 5in.)

PROVENANCE: Bought on an unrecorded date at

the bazaar in Thilisi, according to an inventory of
the Museum of Baron Shtiglits’ Central School

of Industrial Design, Saint Petersburg, at a price

of 3 rubles per zolotnik (4.26 grams); from there,
entered the State Hermitage Museum, Saint
Petersburg, in 1924.

CONDITION: Many parts are missing. The plaque
has been reconstructed from several pieces and sol-
dered together.

State Hermitage Museum, Saint Petersburg (GR-122)

Study of this repoussé plaque chased with
scenes of the Nativity and the Presentation
in the Temple has shown that it was once
attached to the wing of a triptych. Two other
fragmentary plaques—neither of which is
as informative as this one—have also been
located in the collection of the State
Hermitage Museum.”

Beneath the arch at the top of the second
plaque—which was part of the center panel
of the triptych—there is an inscription in
Georgian that reads, “Michael, Gabriel.”
These names probably identify the angels
whose half-figures frame an arched embra-
sure that once contained the image of a
haloed head. In the center of the arch and on
the edges of the composition there are large
holes where the panel was mounted. They
suggest that the triptych was adorned with
large gems. The third fragment, which was
also part of a wing of the triptych, is deco-
rated with a Crucifixion scene.”

In size and shape the three fragmentary
plaques match one another: the semicircles at
the top of the wing compositions repeat the
arch of the center panel and are easily folded
into its recess. They are also similar in style,
technique, and the bright color of their gilding.

The width of the triptych can be deter-
mined quite accurately: about 30 centimeters
(117s inches) when closed and 60 centimeters
(23% inches) with the wings open. The height
is more difficult to estimate, as there may
have been more than two scenes on the wings.

Details of the Nativity and the Presentation
in the Temple suggest a connection with
Cretan icons of the fifteenth to the seventeenth
century.? The Georgian master who created
these scenes translated the Byzantine painting
techniques he observed on the icons into the
language of chased metalwork. This can be
clearly seen in the rendering of clothes, espe-
cially in the robes of the high priest Simeon
in the Presentation in the Temple. It seems
possible that the icons used as the basis for
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these scenes were created by the Cretan master
Nicolaos Ritzos (late fifteenth to early sixteenth
century)* or his circle. The style and the chas-
ing technique identify the artist who crafted
the triptych as the sixteenth-century Georgian
master Mamne” AAM

1. Mirzoian 2003, pp. 55-56. The inventory numbers of the
two other plaques are GR-115 and GR-132.

2. It is impossible to determine how the lateral fragments
were positioned on the triptych: whether on the front
or the back of the left or the right wing. The fragment

in this exhibition (GR-122) is conventionally assigned to
the left wing, the Crucifixion fragment (GR-132) to the
right wing.

3. M. Chatzidakis 1975, pl. 17, no. 13, pl. 21, no. 30, pl. 40,
no. 53; Saint Petersburg 2000, nos. B-150, B-160.

4. Weitzmann et al. 1982, p. 321.

5. Chubinashvili 1959, pp. 525—26, 627—28, pls. 494, 495, 501,
529; Cxartisvili 1978; Alpago-Novello et al. 1980, p. 40,
figs. 82—84; Javakhishvili and Abramishvili 1986, p. 110,
pls. 218-21, 226-29. '

REFERENCE: Mirzoian 2003.



76. Rodop’s Bell

Serbia, August 2, 1432

Cast bronze

59.1 X 42.5 cm (2374 x 16% in.)

INnscriBED: On the lower band and rim, in Slavonic,
+ Mpne(Be)Taa BA(a)A(n)v(m)ue BE(oropoan)ue npnmn
MAAOE CIE MPHHOLLENIE MHOTOTPEWHATO PABA [BOIETO
Poa(o)na. B aAxTo Siim m(e)c(e)ua agroyera & A(e)ﬁu.
Muororpsin Fop(o)n (Holy Lady, Mother of God,
accept this small offering from your sinful servant
Rodop. In the year 6940, 2nd day of the month of
August. The sinful Rodop). Beside the Virgin's head,
MP 8V (Mother of God).

PROVENANCE: Monastery of the Virgin Hvostanska,
Hvosno,’ Metohija, Serbia; National Museum,
Belgrade, November 28, 1951.

ConbpitioN: The bell has a patina, and it is abraded
in some places (the interior and at the edge of the
rim); a clapper and one of six eyes of the support are
missing.

National Museum, Belgrade (2177)

The bronze bell is decorated with a represen-
tation of the Virgin Orans and the donor’s
inscription, both executed in shallow relief.*
It has a soprano ring? It is recognizably a
work from the fifteenth century.* The same
donor presented a bell to the Church of Saint
Nicholas in Drenica,’ and the same name
occurs on a tombstone, carved in the shape
of a low sarcophagus, at the church.®

The bell, the product of skillful craftsman-
ship, is of an elongated shape. Two bands—
one near the top and the other toward the
bottom—are demarcated on the outer
surface. In the field in between, the linear
depiction of the Virgin Orans with an inscrip-
tion attests to the meticulous work of the
sculptor-founder. The composition was
probably modeled on an image found in
frescoes of an earlier epoch in churches in
the vicinity” The inscription in the lower
band and on the rim discloses the name of
the donor, Rodop, and the date of casting,
August 2, 1432.° Rodop was most probably
the feudal lord who, on September 3, 1402,
liberated Serbian despot Purad Brankovi¢
(r. 1427-56) from a dungeon in Constantinople,
where he was imprisoned after the Battle of
Ankara.’ The social status and wealth of its
donor are evidenced by the value of the bell.”

The bell from the Church of Saint
Nicholas in Drenica (now in the collection of
the Patriarchate of Pec) was executed in the
same manner. The theory that they were pro-
duced in the same workshop and by the same
master is strengthened by their shape, the
placement of the bands, the rendering of the
saint’s standing figure on each, the content
and style of the inscriptions, and the form
and number of eyes of the support.” While
we have no information about the workshop

in which the bells were cast, it is known that
there were famous workshops for casting
bells in the Croatian and Montenegran littoral
and that traveling master founders lived and
worked in these regions.”

NC

1. Reliable data on the find do not exist, but it is mentioned
in the literature together with objects found in inexpertly
conducted excavations; see S. Petkovi¢ 1987, p. 24.

2. Jovanovié 1991, pp. 229-30 (with earlier bibl.).

3. P. Popovi¢ 1926—27, p. 108.

4. Ibid., p. 110.

5. Ibid., pp. 105-7; P. Radoji¢i¢ 1940, p. 52; Jovanovi¢ 1991,
Pp. 229-30.

6. V. Petkovi¢ 1927, p. 116; Babic 1972, p. 149, fig. 8;
Tomovic 1974, p. 112; Ivanovic 1984, pp. 33—34;
Jovanovié 1991, pp. 229-32.

7. S. Petkovid 1987, p. 46; Miiller 1986, p. 92; Pani¢ and
Babic 1975 (2d ed.), p. 130, fig. 22.

8. L. Stojanovi¢ 1902—26, vol. 1, p. 84, no. 255.

9. D. Radoji¢i¢ 1940, pp. 51-53; Dini¢ 1978, pp. 403—4;
Jovanka Kali¢ in Srejovi¢ et al. 1981-93, vol. 2, p. 67;
Jovanovi¢ 1991, pp. 235-38; Spasi¢ et al. 1991, pp. 135-36;
Spremi¢ 1994, p. 203; Blagojevi¢ 1997, p. 194.

10. Opinions on the identification of the historical
personality with the donor of the bell differ; see
Jovanovi¢ 1991, p. 236.

11. P. Popovi€ 1926-27, p. 110; Jovanovi¢ 1991,
pp. 229-30.

12. Radojkovic 19773, vol. 3, p. 87.

76, detail of inscription
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Images: ‘Expressions of Faith and Power

ANNEMARIE WEYL CARR

his exhibition embraces the cultures invested in the

Byzantine icon. It delineates a geography of indebtedness

to Byzantium that includes not only the heirs of
Orthodox Christianity but the Ottoman heirs of Byzantium’s
political system and the churches of the European West as well.
The sacred imagery of Byzantium was an investment for the
empire itself. By the late thirteenth century, the starting point
for our exhibition, it was already drawing heavily on the stored
capital of its venerable and richly diversified cultural legacy.
This legacy was as fundamental to the value of European and
other Christian sacred imageries as it was to Byzantium itself,
and by the time Byzantium had been extinguished as a political
force, cultures throughout Europe and the Middle East were
committed to the health and maintenance of its imagery. So it
was that as Byzantium waned its visual culture throve, and in
fact great icons were more numerous in the mid-sixteenth cen-
tury, when our exhibition ends, than they were in the radiant
years of restitution and revival about 1300. Byzantium put in
place a gold standard for the value of sacred imagery that
proved extraordinarily pure and powerful throughout early
modernity. This is the story our exhibition tells.

This essay addresses the medium of the icon.” The icon has a
double definition. The primary one is functional: icons are images
venerated as holy in the Orthodox Church. But to modern view-
ers the icon also implies a specific form: icons are panel paint-
ings on a golden ground. The icon as defined in functional
terms has been integral to Orthodoxy since at least 843, the end
of the era of Iconoclasm; on the other hand, the relation of
holy images to the painted panel is far less clearly understood,
and the assumption that the Orthodox image was always
embodied in this medium should be resisted. Medium, like
shape and themes, was a means by which the icon negotiated

Fig. 6.1. A proskynetarion in situ, Markov Monastery, FYR-Macedonia.
Photo: Annemarie Weyl Carr

the demands of historical change. It may only have been in the
centuries embraced by this exhibition that panel painting finally
became the definitive medium of the holy image. This reflects
shifts within Orthodoxy itself, but it affected a wider world, too,
for the portable panel proved to be very marketable, and the
icons of late and post-Byzantium enjoyed an appreciation that
went far beyond Orthodoxy alone. The icon’s life at the end of
Byzantium is one of the themes of our exhibition.

Among the features that most visibly distinguish Late
Byzantine art is the quantity of panel-painted icons. From no
earlier period are panel paintings preserved in Jarge numbers.
Surely related to this is a second significant feature: the large
size of many of the panels. Icons had always existed in monu-
mental scale, but in mural media of fresco, mosaic, or stained
glass, not as panel paintings.” The same imagery had flourished
in small scale, too, as personal icons. Being small, personal icons
had migrated readily into precious media—gold, silver, gem-
stones, ivory, and cloisonné enamel—substances so costly that
they may in turn have encouraged private images to remain
small. It is these precious objects that survive.? The more mod-
est and perishable wood panel must have existed alongside
these richer media, but surviving examples are rare before the
twelfth century.* At this point they become more numerous, as
well as larger: one begins to find panels of as much as a yard in
height. By the fourteenth and fifteenth centuries, panels of six
feet in height are not unusual, and many are larger. Fully a third
of the panels in our exhibition are more than four feet high.
Something, in sh