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A Byzantine Censer and the
“Flaming Womb” of the Virgin

EVAN FREEMAN

A small cast copper alloy object in The Metropolitan
Museum of Art displays a figure in relief with hands
upraised in an orant gesture (fig. 1. The figure is
inscribed MP ®7Y, the Greek abbreviation for “Mother

of God,” which was the standard epithet for the Virgin
Mary in the icons of the Eastern Roman, or Byzantine,
Empire. Before it was acquired by The Met in 1999, the
piece was dated to the eleventh or twelfth century

and described as the “handle of a wide and low cup for
some liturgical use, perhaps a paten.”' Helen Evans, Mary
and Michael Jaharis Curator of Byzantine Art Emerita,
more recently assigned this object to the thirteenth to
fourteenth century and identified it as the handle of
what was once a Byzantine katzion censer.? Although the
censer survives in a fragmentary state, comparisons with
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fig. 1 Katzion fragment.
Byzantine, 13th-14th cen-
tury. Cast copper alloy,
5%s6 x 4% x % in. (141 x
12.4 x 9 cm). The
Metropolitan Museum of
Art, Gift of Estate of
Lawrence J. Majewski,
1999 (1999.51911)

fig. 2 Censer attached to
openwork flange in the
shape of two animals.
Byzantine, 1301-1400.
Copper alloy, L. 14% in.
(36 cm), D. % in. (1.9 cm),
Diam. 3% in. (7.8 cm).
Ashmolean Museum,
Oxford, purchased 1980
(inv. AN1980.19)

similar censers and depictions of katzia enable us
to propose a reconstruction of the censer’s original
form and functions, and to argue that The Met’s
katzion juxtaposed burning coals with the icon of
the Virgin to evoke metaphors of the Virgin’s child-
bearing as fire.

The use of incense was already well established
in Byzantium when the katzion censer was fashioned,
although Byzantine censers often took a different
form. Christians began incorporating incense into reli-
gious rituals from the fourth or fifth century.’ The
Byzantines deployed incense in church services, public
ceremonies, funerary contexts, and domestic spaces.
Hanging censers were common throughout much of
Byzantine history, combining a bowl-like receptacle
suspended from chains and a ring or hook that served
as a handle. Hanging censers were often made from
silver or copper alloy, as seen in examples preserved
at The Met, including a silver censer with six holy fig-
ures dated to about §82-602,* a sixth-century copper
alloy censer with non-figural ornament,® and three
silver censers displaying holy figures from the Syrian
village of Attarouthi.®

The katzion emerged as a new type of censer
in the Middle Byzantine period.” The term appears in
lists of equipment for the invasion of Crete in 949 in
the tenth-century Book of Ceremonies.® The diataxis of
Michael Attaleiates from March 1077 is among the
earliest ecclesiastical inventories to mention katzia,
referencing a censer that was made of silver and appar-
ently decorated with a figure on horseback, perhaps
amilitary saint.” Sources indicate that katzia, like

hanging censers, were commonly made of silver and

bronze. Katzia differed in form from hanging censers
by combining a censer bowl with a horizontal handle
and sometimes incorporating a lid or a foot. The
oldest surviving katzia are copper alloy and date
from the eleventh or twelfth century.!® Like hanging
censers, katzia often bear figural decoration or non-
figural ornament.

A well-preserved copper alloy katzion in the
Ashmolean Museum in Oxford dated to the fourteenth
century can help reconstruct The Met’s katzion (fig. 2).!
The Ashmolean katzion preserves a bowl-like recepta-
cle for coals and incense, a flat openwork element with
a griffin motif that extends horizontally from the bowl,
and a long handle affixed to the underside of the open-
work element. The Met’s fragment corresponds with
the openwork element on the Ashmolean katzion and
still preserves a curved edge beneath the icon of the
Virgin where a bowl was previously affixed. Two small
holes above and below the Virgin show where a long
handle was also once attached. Metal censers became
hot when coals were placed inside them, so long han-
dles helped distance the user from the heat source to
avoid being burned. Many surviving katzia preserve
similar holes for attaching long handles. So, although
The Met’s katzion has been identified as a “censer
handle,” it is unlikely that the katzion was actually
held by this fragment.

Byzantine sources say little about how katzia
were used, but artistic depictions of katzia from as
early as the thirteenth century offer clues. A panel
icon of the Dormition of the Virgin from Novgorod
dated to about the beginning of the thirteenth century
shows a bishop holding a golden katzion with red coals
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Fig.3a, b Icon with the
Dormition of the Virgin,
and detail. Novgorod, early
13th century. Tretyakov
Gallery, Moscow

fig. 4 Dormition of the
Virgin wall painting, 1260s.
Sopocani Monastery,
Doljani, Serbia




fig. 5 Prothesis niche wall
painting, ca. 1380. Church of
Saint Demetrios, Markov
Monastery, Susica, North
Macedonia

over the Virgin’s head (fig. 3a, b).!? The bishop holds
the katzion by a long handle that recalls the Ashmolean
censer. A katzion similarly appears in the large wall

painting of the Dormition at Sopoc¢ani Monastery in
Serbia from the 1260s (fig. 4).”* Here, a bishop is shown
holding the long handle of another katzion, this time
with a lid that has been flipped open, toward the
Virgin’s midsection. The presence of katzia censers in
such images of the Dormition have led scholars to spec-
ulate that katzia censers were used at funeral services.
The discovery of a katzion in a burial at Mistra has lent
further support to this hypothesis.**

Wall paintings from about 1380 in the Church of
Saint Demetrios, Markov Monastery, near Skopje sug-
gest that katzia may have been used in other settings
as well. An image of a public procession with an icon of
the Virgin, which is part of a larger cycle illustrating the
Akathistos hymn, includes a deacon with a katzion.”®
Another katzion appears in a wall painting in the proth-
esis niche to the north of the altar in the same church,
where the clergy prepared the bread and wine before
the celebration of the Eucharist (fig. §).!° This painting
depicts the dead Christ as the Eucharistic offering with
liturgical implements. Saint Stephen appears on the
right vested as a deacon and offers incense over Christ

with a katzion. This painting of Stephen with the dead
Christ may again point to a funerary function for katzia.
But since the clergy also offered incense during the
preparation of the Eucharistic bread and wine, this
painting indicates that katzia may have been used in
the prothesis rite as well.””

The presence of religious iconography on some
katzia may signal that they were used for such church
services. Katzia with zoomorphic and other non-figural
motifs may likewise indicate nonecclesiastical func-
tions.!® However, religious iconography often adorned
personal objects in Byzantium, and nonreligious orna-
ment could also be found in churches. So, decorative
motifs should not necessarily be taken as an indicator of
religious or nonreligious use. However, an inscription
on another katzion fragment, preserved at the Benaki
Museum in Athens and dated to about 1300, may indeed
refer to an ecclesiastical context (fig. 6).1° Decorated with
anicon of the Virgin and Child, the Benaki katzion offers
the closest comparison with The Met’s katzion in terms
of iconography. The Virgin is identified as the Mother of
God “Therapiotissa,” which likely refers to the Church
of the Virgin Therapiotissa in Constantinople, where this
censer was probably used. It is possible that The Met’s
katzion similarly served an ecclesiastical function.
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fig. 6 Katzion fragment.
Constantinople, ca. 1300.
Bronze, cast and engraved,
MY% x 8% in. (28.6 x 21 cm).
Benaki Museum, Athens
(inv. 11402)

In addition to the katzia at The Met and Benaki with
their icons of the Virgin, other katzia dating from the
eleventh to fourteenth century display icons of Christ

and saints.?° All of them feature decoration on similar
flat surfaces that were affixed to the incense bowl like
The Met’s fragment. In all cases, the icons are oriented
outward, away from the handle, implying that the
images were meant to be viewed by an audience.? The
fact that katzia were held in front of the user rather than
swinging on chains would have made their decoration
more perceptible than images on hanging censers. In
the prothesis rite before the Liturgy, katzia would have

been seen by the clergy who performed this service, and
in funerals and processions, katzia would have been vis-
ible to a broad audience of clergy and laypeople.

On The Met’s and the Benaki’s katzia, the juxtapo-
sition of the Virgin with the incense bowl is suggestive.
On both censers, the bottom of the icon terminates at
the Virgin’s torso. This break is positioned immediately
above the censer bowl, whereas katzia decorated with
icons of Christ and saints do not closely juxtapose these
figures with the incense bowl. When coals and incense
were placed in the censer bowl of The Met’s and the
Benaki’s katzia, their position would have corresponded



with the implied location of the Virgin’s lower torso
or pelvis, in other words, her womb. As such, the cen-
sers would have evoked widespread metaphors from
patristic texts, homilies, and hymnography that inter-
preted the Virgin’s conception and childbearing in
terms of fire.

Associations of fire with divinity predate
Christianity, appearing in several passages of the
Hebrew Bible. Moses encounters God in the burning
bush, God leads the people of Israel through the wilder-
ness as a pillar of fire, and a seraph touches the lips of
the prophet Isaiah with a burning coal, to name just a
few well-known examples.?? Later, Christian writers
reinterpreted many of these episodes as prefigurations,
or “types,” of Christ. For Clement of Alexandria writing
about the turn of the third century, it was Christ as the
Word of God who spoke through the burning bush to
Moses and led the Israelites as the pillar of fire.?* For the
eighth-century John of Damascus and other Byzantine
writers, the burning coal of Isaiah evoked Christ in his
divine and human natures, as well as the Eucharistic
bread as Christ’s body.

Byzantine writers extended such fire imagery to
describe the Virgin Mary as well. Objects containing fire
were apt metaphors for the Virgin who contained the
Son of God in her womb. For the fourth-century Gregory
of Nyssa, the burning bush was not only an image of
Christ but also an image of Mary’s virginity, since the
bush burned but was not consumed.? And since Isaiah’s
coal was commonly interpreted as an image of Christ,
several Byzantine writers interpreted the tongs that held
the coal as an image of the Virgin.?® Such metaphors
also manifested themselves visually in Byzantine art,
as with icons of the Virgin as the burning bush, which
became popular in Sinai and the Holy Land in the
twelfth and thirteenth centuries, and depictions of the
tongs and coals in two manuscripts containing homilies
on the Virgin by the monk Iakobos of Kokkinobaphos
from the twelfth century.?”

The incense altar of the Jewish temple described in
Exodus 30 offered another potent image for Christian
interpreters. Exodus 30 states: “You shall make an
altar on which to offer incense; you shall make it of aca-
ciawood. .. You shall overlay it with pure gold.”?® A
canon (hymn) for the feast of the Nativity of the Virgin
attributed to the eighth-century Andrew of Crete
says of the Virgin: “You have become a gold censer,
because the Word under the inspiration of the Holy
Spirit planted fire in your womb, and became visible
in human form, O pure Mother of God.”? As a sacred
object that contained fire, the altar of incense in the

Jewish temple offered Byzantine hymnographers and
preachers another poignant image for describing the
incarnation of the Son of God through the Virgin.

Byzantine commentators also deployed this typo-
logical approach for interpreting Christian ritual,
describing censers in church services as symbols of
Christ and his mother. A commentary traditionally
attributed to Germanos of Constantinople, more
recently attributed to an anonymous author of the sev-
enth or eighth century, states: “The censer demon-
strates the humanity of Christ, and the fire, His
divinity.” A ninth-century Latin interpolation of this
same text elaborates: “The interior of the censer is
understood as the [sanctified] womb of the [holy] virgin
[and Theotokos] who bore the divine coal, Christ, in
whom ‘the whole fullness of the deity dwells bodily’
(Colossians 2:9).”*° Maria Evangelatou has argued that
depictions of censers in Middle and Late Byzantine
images of the Dormition carried these same associa-
tions.®! For example, a wall painting at the church of the
Panagia tou Araka in Lagoudera in Cyprus from about
1192 features a bishop pointing toward a censer that he
dangles above the Virgin’s abdomen. The abovemen-
tioned bishop who stretches his katzion toward the
Virgin’s midsection in the Dormition at Sopocani likely
carried the same incarnational symbolism.

Such textual and visual associations of censers
with Christ and the Virgin reveal that juxtaposition of
the icon of the Virgin with the incense bowl was meant
to conjure similar meanings in The Met’s katzion. We
can now imagine the reconstructed object, with its lost
incense bowl and long handle reattached, held by a
cleric in a funeral service, procession, or in the prothesis
rite. The censer bowl would be filled with burning
coals and incense, from which wisps of fragrant smoke
would rise, giving the impression that the Virgin’s
womb was swollen with divine fire. The censer and the
icon of the Virgin are conflated. The censer and its con-
tents became an extension of the image, of the Virgin’s
body: a multimodal actualization of the Virgin’s mirac-
ulous conception of Christ as divine fire.

The form and decoration of The Met’s katzion also
suggest parallels with contemporary depictions of the
burning bush. In the twelfth-century Kokkinobaphos
manuscripts, the ogival form of the burning bush is
remarkably similar to the outline of The Met’s katzion
fragment.* In several works of art that depict the
Virgin and Child within the burning bush, such as
the fourteenth- or fifteenth-century triptych at the
Monastery of Saint Catherine at Sinai (fig. 7a, b), the
Virgin raises her hands in an orant gesture while the
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Fig. 7a, b Triptych with Christ Child appears over her torso in a manner that is
twelve feasts, saints, and analogous to the image of the Virgin and the position of
the Virgin of the burni . .

¢ VIrgim of e Burning the censer bowl on The Met’s katzion. Such images of
bush, and detail. Late K i i
14th or early 15th century. the burning bush may well have inspired the form and
Tempera on panel. The decoration of The Met’s katzion.
Holy Monastery of Saint If The Met’s katzion was used in the prothesis rite,

Catherine, Sinai, Egypt . . .
atherine, sinal £gyp its decoration would have further resonated with the

symbolism of the prothesis, which interpreted the
Eucharistic bread and wine in terms of the incarnation
and sacrifice of Christ. In this setting, The Met’s katzion
likely evoked Byzantine descriptions of the Virgin’s
womb as an oven.* In the first kontakion (hymn) on the
Annunciation attributed to the sixth-century Romanos
the Melodist, Joseph addresses the Virgin: “O Radiant
One, I see a flame and burning coals around you; hence,
Mary, I am shaking; protect me, and do not consume
me! Your faultless womb has suddenly become an

oven full of fire.”** Elsewhere, Mary’s womb-oven is
described eucharistically as a bread oven. In his ninth-
century homily on the Annunciation, Photios I of
Constantinople states: “Hail, because thou hast brought
to all of us the ambrosia of the life-giving bread, baked
in thy flaming womb as in an oven.”* Byzantine writers
continued to employ such imagery for centuries, some-
times mixing the metaphors of censers and ovens to
present Christ as a coal, incense, and baked flesh all at
once, as in the twelfth-century homily of John Phournes:
“For you are truly the gold censer, in which the coal of
divinity was placed, and when it had burnt the proffered
flesh of Christ in the form of incense it filled the world

with the fragrance from his body.”*¢ In the prothesis,
The Met’s katzion would have visually evoked such
richly layered metaphors for the incarnation.

Surviving in a fragmentary state, the significance of
The Met’s katzion is obscured to the modern viewer, but
by reconstructing its original form and function, we
encounter an object with decoration that was carefully
integrated to generate rich meanings. By combining
object, image, and ritual substances such as coals and
incense, The Met’s katzion actualized metaphors of the
Virgin’s childbearing as fire.
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196; see also Evangelatou 2014.

5 Gregory of Nyssa, Life of Moses 2.20-21, in Musurillo 1964,
39-40.

6 Evangelatou 2019, 84-85.
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Collins 2006, 97-108. On the illustrations in the Kokkinobaphos
manuscripts (Vaticanus Graecus 1162 and Parisinus Graecus
1208), see Linardou 2011, 147-48.

Exodus 30:1, 3 (NRSVUE).

Andrew of Crete, Canon in B. Mariae Nativitatem, in PG
97:1324C. English translation adapted from Evangelatou

2005, 121.

Germanos, Historia Ekklesiastike 30, in Zheltov 2021, 102;
Meyendorff 1984, 78-81.

Evangelatou 2005.

Vaticanus Graecus 1162, fol. 54v; Parisinus Graecus 1208,

fol. 73v. See Linardou 2011.

The womb-oven metaphor predates Christianity and was wide-
spread in ancient Greece and the Ancient Near East. See DuBois
1988, 110-29. Its use in Byzantium was not limited to descrip-
tions of the Virgin, as seen in the Greek Life of St. Leo Bishop of
Catania 26-27, in Alexakis 2011, 172-75. | thank Dimitris Krallis
for bringing this text to my attention.

Romanos the Melodist, On the Annunciation | (36.15), in

Maas and Trypanis 1963, 287; English adapted from Arentzen
2017, 186.

Photios of Constantinople I, Homily 5, 7; in Laourdas 1959, 60,
and Mango 1958, 121.

John Phournes, “Aéyog mept i MeTaataoeng Tod Tavaimon
ThOpaTog TG Oe0TOKOV 6TL AVETTY €K T@Y VEKP@Y TPO THG KOLVT|G
4vaotacews,” in Palamas 1860, 276; Evangelatou 2005, 125.

REFERENCES

ABBREVIATIONS
NRSVUE New Revised Standard Version, Updated Edition

PG Patrologiae cursus completus, series graeca. 161 vols.
Edited by J. P. Migne. Paris: Gamier Fratres, 1857-86.
Alexakis, A. G.

2011 The Greek Life of St. Leo Bishop of Catania (BHG 981b).
English translation by S. Wessel. Subsidia hagiographica 91.
Brussels: Société des Bollandistes.

Arentzen, Thomas

2017 The Virgin in Song: Mary and the Poetry of Romanos the
Melodist. Philadelphia: University of Pennsylvania Press.

Astruc, Charles

1981 “Linventaire dressé en septembre 1200 du trésor et de
la bibliothéque de Patmos. Edition diplomatique.” Travaux et
mémoires du Centre de Recherche d’Histoire et Civilisation de
Byzance 8:15-30.

Barmparitsa, Eleni

2010 “Thymiatéria tés Ysterés Vyzantinés periodou”
Quutatypa ¢ Yotepns Bulavtivig meptddov (130¢-150¢ atdrva)
[The censers of the Late Byzantine period (13th-15th c.)].

In Antapodosé: Meletes vyzantinés kai metavyzantinés
archaiologias kai technés pros timén tés kathégétrias

Helenés Delégianné-Doré/Avtamédoon: uekéteg Bulavtivig

kot petauloavtivig apyaiohoylag Kot Téxvig Tpog TIUAY NG
xadnyhrplag ENévng Aehnyidvvn-Awpy [Antapodosi: Studies

in Byzantine and Postbyzantine archaeology in honour of
Professor Helen Deliyianni-Doris], edited by S. I. Arbanite et al.,
225-45. Athens: Spanos.

FREEMAN 83



84 A BYZANTINE CENSER

Bender, Ludovic, Maria Parani, Brigitte Pitarakis, Jean-Michel

Spieser, and Aude Vuilloud
2014 “Katzion.” In Artefacts and Raw Materials in Byzantine
Archival Documents / Objets et matériaux dans les documents
d’archives byzantins. Available online: http://typika.cfeb.org
/index/synthese/27.

Bouras, Laskarina
1981 “Epta Thymiatéria: Palaiochristianika kai vyzantina
thymiatéria tou Mouseiou Benaké” Entd Supiatypro:
[Mekatoyprotiavid xal Bulavtivd Bupiatypie tod Movaeiov
Mmevaxy [Seven Censers: Early Christian and Byzantine
Censers at the Benaki Museum]. Archaiologia Apyatohoyin
[Archaeology] 1:64-70.

Bouras, Laskarina, and Alexander Kazhdan
1991 “Censer.” In The Oxford Dictionary of Byzantium, vol. 1,
edited by Alexander P. Kazhdan et al., 397. Oxford and New York:
Oxford University Press.

Buckton, David, ed.
1994 Byzantium: Treasures of Byzantine Art and Culture from
British Collections. Exh. cat. London: British Museum Press.

Caseau, Béatrice
2007 “Incense and Fragrances: From House to Church. A Study
of the Introduction of Incense in the Early Byzantine Christian
Churches.” In Material Culture and Well-being in Byzantium
(400-1453): Proceedings of the International Conference
(Cambridge, 8-10 September 2001), edited by Michael Griinbart
et al., 75-91. Vienna: Osterreichische Akademie der
Wissenschaften.

Collins, Kristen M.
2006 “Visual Piety and Institutional Identity at Sinai.” In Holy
Image, Hallowed Ground: Icons from Sinai, edited by Robert S.
Nelson and Kristen M. Collins, 95-119. Exh. cat. Los Angeles:
J. Paul Getty Museum.

Cormack, Robin, and Maria Vassilaki, eds.
2008 Byzantium: 330-1453. Exh. cat. London: Royal Academy
of Arts.

Dagron, Gilbert, Bernard Flusin, and Denis Feissel
2020 Constantin VIl Porphyrogénete: Le livre des cérémonies.
Vol. 3. Paris: Association des Amis du Centre d’Histoire et
Civilisation de Byzance.

Djuri¢, Marka Tomi¢
2014 “To Picture and to Perform: The Image of the Eucharistic
Liturgy at Markov Manastir (1).” Zograf 38:123-41.

Drandaki, Anastasia, Demetra Papanikola-Bakirtzi, and Anastasia

Tourta, eds.
2013 Heaven & Earth: Art of Byzantium from Greek Collections.
Exh. cat., National Gallery of Art, Washington, DC; J. Paul Getty
Museum, Los Angeles. Athens: Hellenic Ministry of Culture and
Sports and the Benaki Museum.

Drandakis, Nikolaos V.
1952 “Anaskaphé parekklésion tou Mystra” Avaoxadn
mapexkhnoiwy Tov Mvotpd [Excavation of chapels of Mystras].
Praktika tés en Athénais Archaiologikés Hetaireias ITpaxtica
¢ ev ABvarg Apyatohoyiky Etatpeiag [Proceedings of the
Archaeological Society of Athens] 107:497-519.

DuBois, Page
1988 Sowing the Body: Psychoanalysis and Ancient
Representations of Women. Chicago: University of
Chicago Press.

Evangelatou, Maria
2005 “The Symbolism of the Censer in Byzantine
Representations of the Dormition of the Virgin.” In Images of
The Mother of God: Perceptions of the Theotokos in Byzantium,
edited by Maria Vassilaki, 117-31. Aldershot, UK: Ashgate.
2014 “Threads of Power: Clothing Symbolism, Human Salvation,
and Female Identity in the lllustrated Homilies by lakobos of
Kokkinobaphos.” Dumbarton Oaks Papers 68:241-323.
2019 “Krater of Nectar and Altar of the Bread of Life: The
Theotokos as Provider of the Eucharist in Byzantine Culture.”
In The Reception of the Virgin in Byzantium: Marian Narratives
in Texts and Images, edited by Thomas Arentzen and Mary B.
Cunningham, 77-119. Cambridge: Cambridge University Press.

Frings, Jutta, and Helga Willinghofer, eds.
2010 Byzanz: Pracht und Alltag. Exh. cat., Kunst- und
Ausstellungshalle der Bundesrepublik Deutschland, Bonn.
Munich: Hirmer.

Gautier, Paul
1981 “La Diataxis de Michel Attaliate.” Revue des études
byzantines 39:5-143.

Gdémez-Moreno, Carmen
1968 Medieval Art from Private Collections: A Special
Exhibition at The Cloisters, October 30, 1968, through
January 5, 1969. Exh. cat. New York: MMA.

Harvey, Susan Ashbrook
2006 Scenting Salvation: Ancient Christianity and the
Olfactory Imagination. Berkeley and Los Angeles: University
of California Press.

Hedrick, Tera Lee, and Nina Ergin
2015 “A Shared Culture of Heavenly Fragrance: A Comparison
of Late Byzantine and Ottoman Incense Burners and Censing
Practices in Religious Contexts.” Dumbarton Oaks Papers
69:331-54.

Kotter, P. Bonifatius
1973 Die Schriften des Johannes von Damaskos. Vol. 2,
Expositio fidei. Berlin: Walter de Gruyter.

Laourdas, Basileios
1959 Phétiou Omiliai Pwtiov Optkiar [The homilies of Photios].
Thessaloniki: Hetaireia Makedonikon Spoudéon.

Lazarev, Viktor Nikitich
1997 The Russian Icon: From Its Origins to the Sixteenth
Century. Edited by G. I. Vzdornov and Nancy McDarby; trans-
lated by Colette Joly Dees. Collegeville, MN: Liturgical Press.

Lefort, Jacques, Nicolas Oikonomidés, and Denise

Papachryssanthou
1990 Actes d’lviron. Vol. 2, Du milieu du XI° siécle & 1204.
2 parts. Paris: P. Lethielleux.

Lemerle, Paul, Gilbert Dagron, and Sima M. Cirkovié
1982 Actes de Saint-Pantéléemén. Paris: P. Lethielleux.

Linardou, Kallirroe
2011 “Depicting the Salvation: Typological Images of Mary in
the Kokkinobaphos Manuscripts.” In The Cult of the Mother of
God in Byzantium: Texts and Images, edited by Leslie Brubaker
and Mary B. Cunningham, 133-49. Farnham, UK, and Burlington,
VT: Ashgate.

Maas, Paul, and C. A. Trypanis, eds.
1963 Sancti Romani Melodi Cantica: Cantica genuina. Oxford:
Clarendon Press.



Mango, Cyril, ed. and trans.
1958 The Homilies of Photius, Patriarch of Constantinople.
Dumbarton Oaks Studies 3. Cambridge, MA: Harvard
University Press.

Marcovich, M[iroslav], ed.
1995 Clementis Alexandrini Protrepticus. Supplements to
Vigiliae Christianae 34. Leiden: Brill.

Meyendorff, Paul, ed. and trans.
1984 St Germanus of Constantinople: On the Divine Liturgy.
Crestwood, NY: St. Vladimir’s Seminary Press.

Musurillo, Herbert, ed.
1964 Gregorii Nysseni, De vita Moysis. Leiden: Brill.

Palamas, G. M.
1860 Tou Sophodtatou kai Rétorikotatou Theophanous tou
epiklén Kerameds, Archiepiskopou Tauromeniou tés Sikelias,
Omiliai eis Euangelia Kyriaka kai eortas tou olou eniautou Tov

ZodwtdTov ket Pyropikwtdtov Ocoddvovg Tov emixiny Kepaptwe

Apyremioxémon Tavpoueviov ¢ Zixehiag Outhiar erg Evayyéhia

Kupraxd xat eoptég Tov hov eviautov. [Homilies on the Sunday

gospels and feasts of the entire year by the most wise and most

skilled orator Theophanes called Kerameus, Archbishop of

Taorminal. Jerusalem: Typographeiou tou P. Taphou.
Piatnitsky, Yuri, Oriana Baddeley, Earleen Brunner, and Marlia
Mundell Mango, eds.

2000 Sinai, Byzantium, Russia: Orthodox Art from the Sixth

to the Twentieth Century. Exh. cat., State Hermitage Museum,

St. Petersburg; Courtauld Gallery, London. London: Saint

Catherine Foundation.

Sevé&enko, Nancy Patterson
1991 “Icons in the Liturgy.” Dumbarton Oaks Papers 45:45-57.
Vassilaki, Maria, ed.
2000 Mother of God: Representations of the Virgin in Byzantine
Art. Exh. cat., Benaki Museum, Athens. Milan: Skira.
Wratislaw-Mitrovié, Ludmila, and Nikita Okunev
1931 “La dormition de la Sainte Vierge dans la peinture
médiévale orthodoxe.” Byzantinoslavica 3:134-80.
Xynogopoulos, Andreas
1930 “Pélinon byzantinon thymiatérion” IT4iwov fulavtivey
Bvatiplov [A Byzantine earthenware censer]. Archaiologiké
Ephémeris Apyatohoyixi Ednuepic [Archaeological journal],
127-40.
Zheltov, M[ichael] C.
2021 “Pervonachal’naia redaktsiia «Skazanﬁa%erkovnogo»“
[TepBonauassnas pepaxuus «Cxasanus nepxosuoro» [The
primary redaction of the Historia Mystagogica Ecclesiastical.
Vestnik PSTGU, seriia I: Bogoslovie, filosofi/iTa, religiovedenie
Bectuux ITCTTY, cepus I: borocaosue, pusocodus,
peaurunoseacnue [St. Tikhon’s University review, series I:
Theology, philosophy, religious studies] 94:57-137.

FREEMAN 85



ILLUSTRATION CREDITS

An “Effaced Itinerary”: Joanna de Silva by William Wood: figs. 1
(and front cover), 8: Image © The Metropolitan Museum of Art; fig. 2:
© Museo Nacional Thyssen-Bornemisza, Madrid; fig. 3: © British
Library Board (IOR/L/AG/34/29/22); fig. 4: photo by Adam Eaker;

fig. 5: Reproduced with the permission of the Trustees of the Victoria
Memorial Hall, Kolkata; fig. 6: photo by Hickey-Robertson, The Menil
Collection, Houston; fig. 7: Anna Danielsson / Nationalmuseum

After a Long Cruise by John Carlin: Mutiny and Maritime New York:

figs. 1, 2: Image © The Metropolitan Museum of Art, photo by Juan
Trujillo; fig. 3: I. N. Phelps Stokes Collection of Historical American
Prints, The Miriam and Ira D. Wallach Division of Art, Prints and
Photographs: Print Collection. The New York Public Library Digital
Collections; fig. 4: Image © The Metropolitan Museum of Art, photo
by Mark Morosse; fig. 5: Photography © New-York Historical Society;
fig. 6: © National Academy of Design, New York / Bridgeman Images

The 1869 Regensburger Silberfund: A Seventeenth-Century Hoard
of Silver: figs. 1, 2, 12: Image © The Metropolitan Museum of Art;

fig. 4: Klassik Stiftung Weimar, Herzogin Anna Amalia Bibliothek/

Ku 2° VI C 83; fig. 6: ANNO/Austrian National Library; figs. 7 (and
back cover), 8, 11: photo © MAK; fig. 14: Image © Metropolitan
Museum of Art, photo by Richard Lee

Souvenirs in Silver: Daguerrean Constructions by Joseph Cornell:
figs. 1 (and ill. on p. 4), 6: © 2023 The Joseph and Robert Cornell
Memorial Foundation / Licensed by VAGA at Artists Rights Society
(ARS), NY. Image © Metropolitan Museum of Art; fig. 2: © 2023 The
Joseph and Robert Cornell Memorial Foundation / Licensed by VAGA
at Artists Rights Society (ARS), NY. Joseph Cornell papers, Archives
of American Art, Smithsonian Institution; fig. 3: Die Tanzblhnen

der Welt, Eckstein-Halpaus G. M. B. H, Dresden, p. 17, fig. 98. Image
© Metropolitan Museum of Art, photo by Teri Aderman; figs. 4, 5:
Jerome Robbins Dance Division, The New York Public Library for
the Performing Arts; fig. 7: © 2023 The Joseph and Robert Cornell
Memorial Foundation / Licensed by VAGA at Artists Rights Society
(ARS), NY. Image © Metropolitan Museum of Art, photo by Georgia
Southworth; fig. 8: © 2023 The Joseph and Robert Cornell Memorial
Foundation / Licensed by VAGA at Artists Rights Society (ARS), NY.
Image © Metropolitan Museum of Art, photo by Jeff L. Rosenheim;
fig. 9: © 2023 The Joseph and Robert Cornell Memorial Foundation
/ Licensed by VAGA at Artists Rights Society (ARS), NY. Joseph
Cornell Study Center, Smithsonian American Art Museum; fig. 10:

© 2023 The Joseph and Robert Cornell Memorial Foundation /
Licensed by VAGA at Artists Rights Society (ARS), NY. Photo by
Bonnie Morrison; fig. 11: © 2023 The Joseph and Robert Cornell
Memorial Foundation / Licensed by VAGA at Artists Rights Society
(ARS), NY. McShine 1980, 155, fig. 32. Image © Metropolitan Museum
of Art, photo by Teri Aderman; fig. 12: © 2023 The Joseph and Robert
Cornell Memorial Foundation / Licensed by VAGA at Artists Rights
Society (ARS), NY. © Man Ray 2015 Trust / Artists Rights Society
(ARS), NY / ADAGP, Paris 2023

A Byzantine Censer and the “Flaming Womb” of the Virgin: fig. 1:
Image © Metropolitan Museum of Art, photo by Richard Lee; fig. 2:
Image © Ashmolean Museum, University of Oxford; figs. 3-5: photo
by Evan Freeman; fig. 6: © Benaki Museum, Athens; fig. 7a, b: By
permission of Saint Catherine’s Monastery, Sinai, Egypt

Drawings of Parade Carriages for Cardinal Francesco Maria de’
Medici: fig. 2: Gabinetto Fotografico delle Gallerie degli Uffizi;
figs. 3-5: Image © Metropolitan Museum of Art

Persimmon and Peonies: Orange-Colored Glass and Enamels
from the Qing Imperial Workshops: figs. 1, 2: Image © Metropolitan
Museum of Art; fig. 3; Image © Metropolitan Museum of Art, photo
by Karen Stamm; fig. 4: Toledo Museum of Art; fig. 5: Image

© Metropolitan Museum of Art, photo by Richard Lee; fig. 6a-d:
Image © Metropolitan Museum of Art, photo by Federico Caro

An Early Etching by William Welles Bosworth: fig. 1: Image ©
Metropolitan Museum of Art; fig. 2: Collection Ghent Archives
(SCMS_F0_6165); fig. 3: Collection Ghent Archives (IC_EK_FO_
0141_ok); fig. 4: Pencil Points 1925, 63; fig. 5: American Architect
and Building News 51, no. 1045 (January 4, 1896), n.p.; fig. 6:
Collection of the New-York Historical Society



METROPOLITAN
MUSEUM
JOURNAL 58

ARTICLES

An “Effaced Itinerary”: Joanna de Silva
by William Wood
Adam Eaker

After a Long Cruise by John Carlin:
Mutiny and Maritime New York
Daniel Finamore

The 1869 Regensburger Silberfund:
A Seventeenth-Century Hoard of Silver
Allison Stielau

Souvenirs in Silver: Daguerrean
Constructions by Joseph Cornell
Virginia McBride

RESEARCH NOTES

A Byzantine Censer and the
“Flaming Womb” of the Virgin
Evan Freeman

Drawings of Parade Carriages for
Cardinal Francesco Maria de’ Medici
Romina Origlia

Persimmon and Peonies: Orange-Colored
Glass and Enamels from the Qing
Imperial Workshops

Julie Bellemare, Federico Caro,

Karen Stamm

An Early Etching by William
Welles Bosworth
Andrea M. Ortuiio

ISBN-13: 978-022k831923
BN-10: 022ka831922
90000

97780226"831923
PRINTED IN ITALY




	Journal_58_Freeman_pp_75_85_pages_HIGH.pdf
	Journal 58 complete pages HIGH.pdf



