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To the children of the Mother Holy Great Church of Christ and the beloved
of my Mediocrity who will come into communion with this present publication, may
God grant grace and peace.

The value of the holy icons and indeed those of the splendid Byzantine
period, wherever these are kept and treasured, is known to all and confirmed both
for our Holy Orthodox Church and for Christian art in general.

For our Orthodox Church the art of icon-painting, which flourished in
particular among the Orthodox Greek people, has constituted over the centuries a
liturgical expression of the faith as well as of the icon-painters.

The conservation and study of the holy icons is always a worthy offering to the
Church and to art, and in this sense the Mother Holy Great Church of Christ and our
Mediocrity personally greet with joy the enhancing of the seventy-two holy cons of
the Postbyzantine period in the Velimezis Collection.

In particular we greet the initiative of the Benaki Museum in organizing the
voyage of the icons’ in the Velimezis Collection to the cities of European countries,
beginning from the city of Thessaloniki, within the framework of events held there
as Cultural Capital of Europe for the year 1997.

In reiterating congratulations from the bottom ol our heart to each of the
many distinguished collaborators on this new and thoroughly commendable
initiative and offering of the Benaki Museum, which promotes especially the
Orthodox ccclesiastical art of icon-painting, we bestow on all our heartfelt paternal
and patriarchal blessing, and express the certainty that this Exhibition will meet with
the response it deserves from the Orthodox people and from the wider admirers of
the specific wealth of Orthodoxy and all those cultivated in the arts, Greek and
foreign.

May the grace, the peace. the light and the infinite merey of our Lord Jesus,
God Incarnate. be with vou always.

29 December 109
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The publication of the catalogue raisonné of the Emilios Velimezis Collection
completes the worthy initiative of the Benaki Museum to exhibit this important
Collection in Thessaloniki, ‘Cultural Capital of Europe 1997 and then in Germany,
Switzerland, Portugal, Ttaly and the United States of America.

I commend this double initiative of the directorate of the Benaki Museum as an
outstanding event. In exhibiting the Velimezis Collection in Greece and abroad, and
publishing the scholarly Catalogue in two languages, it presents to an international
public splendid achievements of the art of icon-painting, which developed in the
bosom of the Orthodox Christian Church.

Congratulations are due to all who have contributed to the success of this noble goal.

KONSTANTINOS STEFANOPOULOS
President of the Hellenic Republic



As Mayor of Thessaloniki and President of the Organization for the Cultural Capital
of Europe ‘Thessaloniki 1997, the Arts programme of which included the Exhibition
of Postbyzantine Icons in the Velimezis Collection, held in the Museum of Byzantine
Culture, I wish to thank warmly all the representatives of the Benaki Museum
involved in organizing this very successful Exhibition, as well as in publishing the
excellent catalogue raisonné of the icons in the Collection.

It was an honour for our city, a pre-eminently Byzantine city, to present such
treasures, at once expressions of Orthodox faith and high quality works of art.
Moreover, the tour of the icons in the Collection to major European cities will

promote abroad aspects of Greece’s singular Byzantine Civilization.

KONSTANTINOS KOSMOPOULOS

Mayor of Thessaloniki
President of the Organization for the Cultural Capital of Europe
‘Thessaloniki 1997’



The Postbyzantine icons in the Velimezis Collection found in the Museum of
Byzantine Culture a temporary but welcoming home and launched — together with
other events — the first phase of “Thessaloniki 1997, Cultural Capital of Europe.
The reassembling and exhibiting of the Collection led to the discovery of an early
work by Domenikos Theotokopoulos concealed within it, as the penetrating research
of Professor Nano Chatzidakis, continuing the work of Manolis Chatzidakis, has
shown.

The whole venture was achieved mainly thanks to the endeavours of Christos
Margaritis and the Director of the Benaki Museum, Professor Angelos Delivorrias, in
collaboration with the 9th Ephorate of Byzantine Antiquities and the personnel of
the Museum of Byzantine Culture in Thessaloniki. -
The icons in the Velimezis Collection are visible proof of the continuity between the
Byzantine and the Neohellenic world, embodying the multiple influences of an art
that always had dual foundations: aesthetic and theological.

I offer my heartfelt thanks and congratulations to all those who have contributed to

publishing the Catalogue and preparing the Exhibition.

EVANGELOS VENIZELOS

Minister of Culture



[t is a pleasure indeed to salute this publication of the catalogue raisonné of the icons
in the Emilios Velimezis Collection, which brings these important works to a wider
audience.

With the restoration, study and publication of the Velimezis Collection, which was
exhibited for the first time in January 1997, in the Byzantine Museum of
Thessaloniki, a dream has come true. And it has come true thanks to the love, faith
and action of the members of the collector’s family, first and foremost among them
Mr Christos Margaritis, who worked with admirable energy and enthusiasm, inspired
by this dream.

The Collection created by Emilios Velimezis comprises 72 icons of the fifteenth to
the nineteenth century, 16 of which were donated to the Benaki Museum by the
collector in his lifetime and by his farr’ii]y after his death. According to the Byzantinist
Professor Nano Chatzidakis, who has studied this Collection, it includes an icon by El
Greco.

The A.G. Leventis Foundation, which I am honoured to represent, is especially
happy to have contributed to the publication of this book and so promoting the
Hellenic cultural heritage.

Warm congratulations on behalf of the A.G. Leventis Foundation and myself
personally to all those who contributed to making the dream come true, and
particularly to Professor Angelos Delivorrias, Professor Nano Chatzidakis,
Byzantinist, Mr Stergios Stasinopoulos, head of the Conservation Laboratory in the
' Benaki Museum, and Mr Christos Margaritis.

The Emilios Velimezis Collection can now be enjoyed by the Greek and the
/international public.

Athens 7 February 1997

ACHILLES G. EXARCHOS
The A.G. Leventis Foundation



In sponsoring the publication of this Catalogue the J.F. Costopoulos Foundation
expresses its interest in cataloguing, conserving, exhibiting and enhancing the
Byzantine and Postbyzantine icons in the Emilios Velimezis Collection. Not only have
we followed all stages of locating, conserving-cleaning, photographing and studying
the icons in the Collection, we have also esteemed the endeavours of the specialists
and the high quality work of the responsible personnel of the Benaki Museum.

Our desire to support the publication of the Catalogue is consistent with our general
policy of sponsoring research, scientific and cultural projects mainly concerned with
issues of national and historical significance.

The icons in the Emilios Velimezis Collection, which embark on their ‘voyage’ from
the Museum of Byzantine Culture in Thessaloniki, are a global plenipotentiary of
Greek Culture. This fact makes their mission all the more necessary and important.
We are confident that in Orthodox Christian countries and in the world at large, these
icons will convey their message through the diptych Christianity-Greek Byzantine
Civilization, not merely as devotional objects but as indisputable works of art.

Those who worked on the Emilios Velimezis Icon Collection deserve warm
congratulations on the admirable results of their long and laborious efforts. Initiatives
such as this will always enjoy our willing support every step of the way, both inside and

outside metropolitan Greece.

KATERINA KOSKINA

The J.F. Costopoulos Foundation
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PREFACE

T he Benaki Museum is distinguished as one of the foremost Greek organizations active in the
effort to preserve and to protect the cultural heritage of Hellenism. After all. a large, if not the
largest, part of its treasures — its very substance — is due 1o the contribution of the social body. 1 refer
specifically to the almost daily gifts of family heirlooms and humble monetary offerings, to the much
rarer donations of precious objets d’art or even coherent collections, and bequests of substantial
properties.

As an expression of gratitude to the ideal of collecting, or rather as a declaration of faith in its importance,
the Benaki Museum has decided to reassemble a private collection of the inter-war years, that had
subsequently been dissolved. It has done so to document the historical truth about the need for collecting.
an issuc largely unexplored, and to reinstate the role of the collector, so often misconstrued in Greece. In
selecting the little known case of Emilios Velimezis the Museum honours a host of benefactors of the
Greek state. of whom we mention indicatively Antonios Benakis and Helen Stathatou, John Gennadios,
Dionysios Loverdos, Damianos Kyriazis and Alexandra Choremi, Dori Papastratou, Demetris
Economopoulos and Euripides Koutlidis, Georgios and Eleni Tsakyroglou, Voula Papaioannou, Vasilis
Kyriazopoulos, Nelly Seraidari and Dolly Goulandris.

Alas, the idea behind the reassembling of the Velimezis Collection is interwoven with a serious threat. |
speak of the perilous situation in which the tradition of benefaction, whose roots can be traced back to
Antiquity and whose culmination was the generous public endowments of the nineteenth century, has
recently been placed. Please excuse my dramatic tone. Today this tradition is in jeopardy not from the
gradual loss of interest in the common good, but from the measures harboured in new, impolitic legislation
on private collections; from a vision of dubious clarity that vitiates the citizen’s interest and from
centralizing-bureaucratic goals that seek to transform the state into a vast, omnivorous storeroom for the
accumulation, or rather abrogation, of the heritage of the past.

Emilios Velimezis (1902-1946), a close collaborator of Antonios Benakis (1873-1954), formed an
interesting Collection of Postbyzantine icons, dating from the fifteenth to the nineteenth century and
originating from various regions of Greece, Of the 72 works now located from this Collection, among them
several signed creations by famous artists. 16 were donated to the Benaki Muscum, while the rest were
dispersed in smaller private collections. With the reassembly of the nowadays fragmented unity, thanks to
the willing support of his heirs, the systematic conservation of the pieces and, primarily, the conscientious
scholarly study of all the works in the Collection, valuable new evidence has been acquired on ecclesiastical
painting after the Fall of Constantinople (1433).

The importance of the Velimezis Collection was first noted by the Academician Manolis Chatzidakis when,
in 1943, as the then young director of the Benaki Museum, he decided to prepare the catalogue raisonné.

Due to the collector’s sudden death in 1946 this remained incomplete. Forty-five years were 10 elapse




before study of the collection was begun anew by the Byzantinist Nano Chatzidakis, and another five years
of intensive research passed until the moment of an extremely exciting discovery: the recognition of an
early work by Domenikos Theotokopolos,

Apart from the special significance of adding another work to the corpus of Theotokopouloss creations
and apart from the historical and artistic importance of many other works, the Collection as a reconstituted
whole embodies the interests of an era that was secking out the component elements of Hellenic
consciousness and investigating the problems of Greece's historical identity. It is not fortuitous that
Emilios Velimezis's preferences as a collector were engendered within the Greek community in
Alexandria, certainly influenced by the ideological orientations of the most turbulent period of Modern
Greek history, Nor is their final aesthetic crystallization fortuitous, with the gathering of the icons in
Athens, focus of the accumulated problems of the Greek mainland. The ‘restoration’ of the Collection thus
transfers us to the climate of an age when the pious gleaning of artistic testimonies of the past reflected
Greek society's agonized concern with its self-determination.

When Athens was declared the first European City of Culture, in 1985, the Benaki Museum organized a
major exhibition on the dvnamic — one might say erotic — relationship between Greece and the Sea. So
vital was the message of this event that two vears later the Museum was asked to send the same exhibition
to Amsterdam, as part of the celebrations for its enhancement as City of Culture of the old continent. 5o
there was no question that the Benaki Museum would honour Thessaloniki, when it took up the baton as
Cultural Capital of Europe in 1997, Just as there was no question that it would make every possible effort
1o ¢nsure that the echo of the message in Thessaloniki would resound in other countries of Europe and in
America. So the exhibition of the Velimezis Collection, which was inaugurated on 29 January 1997 in the
Museum of Byzantine Culture in Thessaloniki, will continue its “voyage’ to ltaly, Germany, Switzerland,
France, Spain and Portugal, as well as the United States of America, to pass on the values of some of the
basic ideas underlying its organizational infrastructure.

The reassembling, conserving and studying of the icons in the Velimezis Collection would never have been
realized without the constant moral support of Manolis Chatzidakis. who saw a long outstanding scientific
obligation of his put in order, or rather a personal desire fulfilled. It would never have been realized
without the intellectual input of Nano Chatzidakis, without the time and effort she ¢xpended on studying
the material. It would be remiss not to praise Stergios Stasinopoulos and his colleagues, who conserved and
restored the icons in an exemplary manner, as well as Makis Skiadaressis, for the splendid quality of his
photographs. From 1991, when preparations began, until 1997, when the Exhibition was presented in
Thessaloniki, the project has enjoyed the unbridled support of the trustees and the personnel of the Benaki
Muscum, and primarily of Electra Georgoula who was responsible for the general coordination. The
project would surely have floundered were it not for the substantial economic support of a pleiad of
sponsors, whose names are listed on a separate page, together with our warmest thanks. It would never
have been possible to mount the Exhibition in Thessaloniki without the helpful cooperation of the
Organization for the Cultural Capital of Europe "Thessaloniki 1997, nor without the friendly welcome
extended by Eutychia Kourkoutidou-Nikolaidou and all the staff of the Museum of Byzantine Culture in



Greece's second city: we express our gratitude to them. Thanks are also due to the commendable
collaborators Angelos Dendrinos, Alexandros Karakasis, Antonis Lignos and Stelios Bergeles for the
design, lighting, constructions and transport of the Exhibition respectively.

Lastly, the publication of the catalogue raisonné of the Velimezis Collection owes much to many. I mention
especially the responsible editing of the Greek texts and correcting of the proofs by Loula Kypraiou, the
authoritative English translation by Alexandra Doumas and the inspired aesthetic of Nikos Kostopoulos in
the concept and layout of the book.

However, animating spirit of this venture from first to last was Christos Ph. Margaritis, who offered his
energy, his persistence and above all his enthusiasm.

January 1997

ANGELOS DELIVORRIAS

Director
of the Benaki Museum
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ON THE WORTHY COLLECTOR
EMILIOS VELIMEZIS

E milios Velimezis was the man in the next-door office. He worked in the office of the Museum's
president. Antonios Benakis, to which my office, that of the Museum’s director, was adjacent. Both
were in the basement of the Benaki Museum. Our cohabitation from 1939 onwards, and indeed during the
dark years of the German Occupation, was amicable and harmonious even though we had different duties,
he as private secretary to the founder, donor and president of the Benaki Museum, I as former scholarship-
holder and new director of the then embryonic Museum, closed and with empty galleries, vet with a full

complement of custodians and cleaners.




This long acquaintance with Emilios Velimezis, until his premature death in 1946, gave me the opportunity
of appreciating his virtues. In addition to his excellent professional qualifications, he was an exceptionally
kind, warm and honest person, with a strong sense of loyalty to and responsibility for his paternal family.
He had an innate sense of beauty in everything and evidently harboured some literary ambitions. He and
his brother, better known by his nom de plume Kostis Velmyras, had written a play that received an
Academy of Athens award endowed by Emmanuel Benakis. Moreover, Velimezis was essentially the
author of the first detailed guide to the Benaki Museum (1934), written in elegant purist Greek
(katharevousa) with notable precision in the terminology, descriptions and instructions. The objects had
been identified by others, more specialized to do so.

What I was not aware of for some time was his secret passion: like Antonios Benakis and others, he too
had an icon collection. To be sure we often talked about icons, but it was only later that I realized that
these conversations were aimed at filling out his knowledge on the subject. One day in 1943 he proposed
that I write the catalogue of his collection, a proposal to which I readily agreed since I then had plenty of
time available. In any case it would be written in the afternoons and evenings in the Museum library, which
was well stocked with the necessary bibliographical aids. The years 1943 and 1944 were critical for the fate
of Greece, when we were all anxious in different ways. Emilios Velimezis was less than enthusiastic that the
texts I brought him were written in vernacular Greek (demotiki).

For me the study of his Collection was a pleasant and profitable occupation. It gave me the opportunity of
investigating a host of iconographic issues that had hardly concerned me before and to comprehend the
relationship of the icons to the scriptures: the Old and New Testaments, and other later texts, synaxaria and
liturgies. For the first time I came up against the practical problems of describing and ordering the
material, as well as of drafting a scholarly text in vernacular Greek. In those days the only guide for
problems of dating was the catalogue of the icons in the Benaki Museum, prepared by Andreas
Xyngopoulos in 1935, but this was insufficient since no methodological system of assessing technical traits
in painting, then based solely on Kontoglou’s observations, had yet been devised. I soon realized that I had
to develop a personal method, which later — enriched — proved very useful. It was based on a
combination of technical observations, vested in certain trends in the evolution of stylistic and Western
influences, as well as on the ascertainment of the existence of different contemporaneous trends. This work
was helped by the variety of subjects and the variety of categories of icons, which mirrored the kinds of
material circulating in the Athenian market in the 1930s.

As to the provenance of the icons, Velimezis’s suppliers were those who supplied icons to all the
collections formed in Athens in that period. Apart from the Benaki Museum, these were the collections of
Alexandra Choremi, Dionysios Loverdos, Spyros Loverdos, Helen Stathatou, Demetrios Sisilianos, N.
Zervoudakis, Makkas, Saroglou and others. The main supplier was Theodoros Zoumboulakis, who kept a
humble antique shop in Edward Law street, visited at noon by eponymous customers, as well as by Andreas
Xyngopoulos, then Ephor of Byzantine Antiquities, who thus kept informed of movement in the market.
Antonios Benakis was not among the habitués, since Zoumboulakis gave him first option on very good
pieces. Zoumboulakis had sold him the Adoration of the Magi with the signature ‘Xeip Aounvizov’ (hand

of Domenikos) and many other outstanding works. Zoumboulakis had also offered Ambassador Sisilianos
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the icon of Saint Luke painting the Virgin, with the same signature of Domenikos. Fortunately this work
was among the icons that Sisilianos, President of the Society of Philotechnot (lit. "art-lovers’), donated to
the Museum. Although the collector was not sure that Domenikos was Theotokopoulos (see Greek feon-
painters after the Fall, 78-79), after the removal of Pelekasis's overpaintings the author, then director of the
Museum. vouched for the icon's authenticity in a relevant article. The inexhaustible source from which
Zoumboulakis and other antique dealers, such as Kytikas and Martinos, drew icons was primarily
Zakynthos. The island’s numerous churches housed a unique wealth of icons, most of which had been
brought there from Crete after the fall of Candia to the Ottomans in 1669, and many of its noble families
had important collections of fcons too,

It is worth outlining briefly the mechanisms of supply. The local cagnoscente of the state of affairs in
Zakynthos was Anastasios Papavannopoulos, who appeared in Athens as “unique expert’ and adviser to
collectors, and who, as | soon found out, arbitrarily created values in the Athens icon market. | came across
him in the Benaki Museum. declaring his opinion in writing on the icons it had bought (1934), but afier |
came on the scene he never set foot there again. His collaborator was the *distinguished artist’” Demetrios
Pelekasis, a Zakynthian painter and conservator of icons, son of the painter Spyros Pelekasis, who ‘knew
recipes of early painters’. He had a summary and destructive method of conserving icons: instead of
removing the blackened varnish patiently and methodically, he burnt it off with alcohel and then painted
in the damaged areas thus created. He had no qualms about adding signatures as well, often to order, so
deceiving many of the earlier collectors and scholars: in particular Alexandre Embiricos. who in the
chapter on the painter Emmanuel Tzanfournaris in his book, L' école erétoise..., Paris 1967, refers only to
icons with forged signatures, Characteristic is a chance meeting [ had with Pelekasis, in the Dionysios
Loverdos Museum, on which he had collaborated officially: *Tell me, Mimis, now that we're alone, which
icons you've added a signature too, to save us the trouble of finding out”. Clearly insulted, he puffed out his
chest and answered disarmingly: “T'm an artist and I do my job. You're an archacologist, find them!”. I had
acquired considerable experience in detecting forged signatures and had learnt Pelekasis’s palacographic
hand, which was always the same.

I am not implying that all the icons in the Velimezis Collection came from Zakynthos or that all were
purchased from Zoumboulakis. There were other antique dealers, as well as private individuals who came
to the Museum to offer their icons, [ merely hope that the foregoing remarks will shed some light on the
practices and habits of the collectors of the period.

The study of this material was not without some surprises. One particularly moving moment was when [
was confronted by an icon of which there was an old photograph in my family archive. Its history was as
follows: one of my forebears, Archimandrite Parthenios Kelaidis, had served in flourishing expatriate
Greek communities in [taly — Trieste and Leghorn (Livorno) — where he sought the help of powerful
local figures in resolving the “Cretan Question”. Believing that the solution had been achieved when the
Cretan State was granted autonomy and Prince George installed as High Commissioner in 1898, he had
given the said prince the icon of the Miracle of the Holy Girdle. signed by the well-known painter
Emmanuel Tzanes (Cat. no. 31). Chance had brought this family heirloom once again into my hands. But

chance also brought the prince to the Museum, which he visited with his wonderful wife, Princess Maria




Bonaparte, [ think in 1949. While guiding them round | mentioned the icon’s provenance. As soon us
Prince George heard the name of the original donor he exploded. declaring in his raucous voice:
‘Parthenios the rogue’. Parthenios was among those instrumental in bringing about his expulsion from
Crete in 1906, You would have thought he was there in front of him.

The Collection also included an icon with an unusual, Catholic subject, in an early Renaissance style,
difficult to discern since it was in poor condition. 1 confess [ had not paid it particular attention, for it bore
no resemblance to anvthing I then knew. Although its owner was angry that 1 did not aoccpt-it was a work
by El Greco, he never told me about the painter’s signature that existed on it, half hidden beneath the
varnish lavers in very small capitals, as has now been demonstrated (see text of Cat. no. 17). When, after
Emilios’s death in 1946, the family decided to honour his memory by donating to the Benaki Museum
those works in his Collection that I considered worthy of inclusion in its Collections, I did not select this
‘Italian’ painting. Again it is a twist of fate that fifty years on [ am writing the prologue to the Catalogue of
this Athenian Collection, prepared by my daughter — for my own texts had grown old —. so as not to
interrupt family tradition, and that one of the results of her new study is that this work is the picce de
résistance of the Collection: it is now confirmed that the amateur collector was indeed right in considering
it a creation of Domenikos Theotokopoulos,

Athens, December 1996

MANOLIS CHATZIDAKIS

Emeritus Director of the Benaki Museum
Academician



THE PROJECT TO REASSEMBLE,
CONSERVE. STUDY AND PUBLISH
THE EMILIOS VELIMEZIS ICON COLLECTION

Ii wits in June 1991, while returning from Siphnos with Professor Angelos Delivorrias, that we
discussed the Velimezis Collection for the first time. He listened to me with his enthusiastic and
always encouraging smile, so initiating a series of efforts which have now produced their first fruits.
The Icon Collection was formed by Emilios Velimezis (1902-1946), second son of loannis Velimezis
(1859-1934), Chairman of the Appeal Court Judges, and Eugenia Velimes (1883-1971), née
lordanidis. A close colluborator of Antonios Benakis. initially in Alexandria and subsequently in
Athens, Velimezis was privy to the great connoisseur’s endeavours 1o create his collections and to
organize the museum intended to house them, assisting him in his manifold task. Concurrently
Velimezis developed a personal interest in collecting and in 1935 began forming his own collection of
Postbyzantine icons.

His penchant for collecting was encouraged from the outset by his siblings. the poet Konstantinos
Velimezis (1898-1961), better known by his nom de plime Kostis Velmyras, father of Vanna Velimezi-
Kaloutsi, the economist Theodoros Velimezis (1905-1979), founder and subsequent director of the
‘lonian” insurance company, and Sophia (1920-1986), who married the civil engineer Photios Chr,
Margaritis and had two sons, me and my brother Emilios, who was christened by Antonios Benakis.
Emilivs Velimezis continued to buy icons until his untimely death. He registered his acquisitions with
the Ephorate of Byzantine Antiguities and commissioned Emil Saraf to photograph them, Demetrios
Pelekasis to restore some and the woodearver Priamos to make the frames. In 1943 Velimezis asked
the Byzantinist Manolis Chatzidakis, then director of the Benaki Museum. to prepare the scholarly
study of the Collection.

Imbued with the ideals of social benefaction. Emilios Velimezis made important donations to the
Benuki Museum, to churches (Hagios Dionysios o Areopagitis and Hagios Emilianos on Skouze hill)
and to charitable institutions, With his sudden death in 1946 his work remained unfinished: several of
the icons in his Collection. by then there must have been about 90 in all. had not been photographed.
others were unframed and the caralogue raisonné was not completed. As a gesture of respect for him
his grief-stricken mother and the families of his brothers and sister decided to make a gift to the
Benaki Museum. They consulted with Antonios Benakis and he and Manolis Chatzidakis chose those
icons they wanted for the Museum, in addition to the ones that Emilios Velimezis had already donated

while alive.




In 1988, thanks to the efforts of Emilios Velimezis's heirs, many of the icons in the Collection were
photographed anew by Platon Rivellis and, later. Alexandros Pappas. In June 1991 the Benaki
Museum decided to embark on the reassembly. conservation and study of the Collection. Angelos
Delivorrias assumed responsibility for organizing the project and the collaborators were chosen. The
onus of research and scientific documentation was shouldered by Professor Nano Chatzidakis,
Stergios Stasinopoulos, head of the Benaki Museum luboratories, and his colleagues began the
difficult job of cleaning and conserving the icons, while Makis Skiadaressis, with his well-known
sensitivity, took the final photographs of these, and their details. Lastly, the undersigned, @
production engineer then in the higher echelons of a bank, drew up the organizational and financiul
plans for the project.

Individual tasks were planned in such a way as not to interfere with the normal functioning of the
Benaki Museum, while at the same time utilizing its experience and facilities in all scctors. The
necessary finances were secured by the parallel organization of offsets for potential sponsars, donors
and benefactors, individual and corporate. Within this framework the participation of sponsors was
not confined to just offering monetary support. With the scientific and technical contribution of the
project’s colluborators the sponsors publish calendars and cards, organize cultural events on their own
premises. drawing subjects from the icons in the Collection or from works in the project. The list of
sponsors is indicative of the wide spectrum of interest shown by individuals, companies and
foundations.

The educational programmes department of the Benaki Muscum, headed by Niki Belesioti, designed
— in collaboration with Stergios Stasinopoulos — three museum-cases concerned with icons in the
Collection, while also organizing special programmes in schools. The laboratories of the Benaki
Museum, on the responsibility of Stergios Stasinopoulos. helped produce an educational CD-ROM on
the processes of cleaning and conserving the icons. which we believe is the first multi-media program
in this sector world wide. So the respected wish of my mother, who all her life followed in the footsteps
of my grandmother-teacher Kalomoira Chr. Margariti, was fulfilled.

All the educational material and the catalogue raisonné of the Collection will accompany the tour of
the Exhibition of icons in Greece and abroad over the next few years. This *voyage' began from
Thessaloniki. The Catalogue and the CD-ROM will be distributed in accordance with the
recommendations of the Patriarchate of Constantinople, the Holy Archbishoprics of Greece and
America, the Ministry of Culture and the Ministry of Foreign Affuirs, the LF. Costopoulos
Foundation. the A.G. Leventis Foundation and the Bodossaki Foundation, and the Organization for
the Cultural Capital of Europe ‘Thessaloniki 1997,

I take this opportunity of thanking the president and members of the board of trustees of the Benaki
Museum, its enlightened director Professor Angelos Delivorrias, his collaborators Irene Geroulanou,
Electra Georgoula, Maria Diamanti, Anastasia Drandaki, Demetrios Droungas, Stergios
Stasinopoulos and all those working in the conservation laboratory of the Muscum, as well us the
distinguished Professor Nano Chatzidakis.

With all due respect 1 express my gratitude to the Most Reverend Metropolitan of Philadelphia



Meliton, the Hellenic Minister of Culture Professor Evangelos Venizelos, the Academician Manolis
Chatzidakis. the President of the A.G. Leventis Foundation Mr Konstantinos Leventis and its
representative Honorary Ambassador Mr Achilles Exurchos. the President of the JF. Costopoulos
Foundation amd Chairman of the board of the Alpha Credit Bank Mr John Costopoulos, the
General Director of the Bodossaki Foundation Mr Demetrios Vlastos, the lawyer Mr Christos
Petropoulos. the journalist Ms Eleni Bistika. the director of the National Art Gallery Professor
Marina Lambraki-Plaka, the President and Vice-president of the Organization for the Cultural
Capital of Europe “Thessaloniki 1997" Mr Konstantinos Kosmopoulos and Mr Demetrios Salpistis
respectively.

For the publication of the Catalogue, the organization of the Exhibitions in Thessaloniki and Athens,
and for the promotion of the project. | thank Hector Verykios, Nikos Kostopoulos, Loula Kypraiou,
Alexandra  Doumas. Pavlos Vakalis, Yorgos Detorakis, Rodolphos Kontogouris, Eutychia
Kourkoutidou-Nikolaidou. Anastasia Tourta, Demetra Bakirtzi, Eleni Peristeropoulou, the members
of the board of the Organization for the Cultural Capital of Europe “Thessaloniki 1997, as well as
Konstantinos Loizos, Panos Theodoridis, Thaleia Stephanidou, Konstantinos Mamelis, Alexandros
Karakasis, Stelios Bergeles, Antonis and Manolis Lignos, Angelos Dendrinos, Nikolaos Nikonanos,
Demetrios Gousidis, Stamos Zoulus, Serapheim Fyntanidis. Leon Karapanavotis, Leonidas Zenakos,
Minos Kyriakou and Konstantinos Alavanos.

The project would never have been realized so quickly and efficiently without the generous
sponsorship and participation of Konstantinos Leventis, Achilles Exarchos, John Costopoulos,
Spyros Papageorgiou, loannis Triantaphyllou, Demetrios Kaloyeras, Konstantinos Kouklelis,
Aikaterini Kyrinkopoulou, Demetrios Aslanoglou, Charalambos Mitsoulis. Theodoros and
Emmanuela Vasilakis, Irene Athanasiadou, Marietta Athanasiadou. Angela Athanasiadou-
Kontogouri. Nikos Oikonomou. Demetrios Viastos, Andreas Vourvopoulos, Konstantinos
Spyridonos, Georgios Diamantopoulos, Mania Xenou, Demetrios Kopelouzos, John Markopoulos,
Alkis Panayotopoulos, Georgios Peristeris. Evi Peristeri, Nikolaos Trichas, Alkesti Tricha, Vasileios
Alexakos. Konstantinos Alexopoulos, Spyros Grigoratos, Pavies Delatolas, Svmeon Tsomokos,
Michael Psulidas. Demetrios Maniatakis. Napoleon Karantinos. Manolis Chlouverakis, Andreas
Anastasopoulos and Stelios Bergeles, who represent the foundations and legal entities of the
sponsors, as these are presented in the List of Sponsors,

Thanks for their advice and direet contribution at every stage of the project are due to Milena
Apostolaki, Katerina Gerodimou, Marlena Georgiadou, Popi Gontikaki. Aikaterini Dellaporta, Maria
Kuzanaki-Lappa, Katerina Koskina, Chrysoula Kyriakopoulou, Ivy Nanopoulou, Anna Lefki Charitou,
Cornelia Chatziaslani-Boura, Maria Chatzinasiou and Emmanuel Kasdaglis, Demetrios Katsikis,
Demetrios  Kapsomenos, Panayotis Kostopoulos, Kostas Manolis, Demetrios  Papanayotou,
Alexandros Pappas, Nikolaos Prochoris, Platon Rivellis, Makis Skiaduressis, Yannis Souriadakis,
Nikos Frangakis.

It would be remiss of me not to stress the very valuable suggestions and assistance of the late Nikos-

Gabriel Pentzikis and our beloved Melina Mercouri.




Lastly. | express my deep gratitude to the present owners of the works, who entrusted them to the
Benaki Museum in the context of this project.

Respecting the wish of the Velimezis and Margaritis families to commemorate discreetly the creative
spirit of their forehears — educationalists, writers, lawyers, physicians, technocrats — and their
Christian love of their fellow men. 1 have worked wholeheartedly on the “Project to reassemble.
conserve, study and publish the Emilios Velimezis Icon Collection’, drawing strength from the support
of my respected Angelos Delivorrias, my dear Spyros Viassopoulos and Evangelos Nomikos, and of
course of my father, brother and other relatives.

I humbly dedicate the *Project’ to the memory of those members of our family no longer with us.

CHRISTOS PHOTIOU MARGARITIS
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1. Domenikos Theotokopoulos, The Passion of Christ, 1566, Cat, no. 17 (photograpl by Emil




FOREWORD
THE STUDY OF THE VELIMEZIS COLLECTION

E milios Velimezis, like many educated Greeks of his day. responded 1o the wrn of interest towards
the Byzantine past and formed his Collection of icons during the years when he was a collaborator
and personal friend of Antonios Benakis, from 1934 until his sudden death in January 1946, It is not
known exactly when he started his Collection, but on 5 February 1938 he submitted o typewritten list
declaring the possession of 40) icons to the Ephor of Byzantine Antiquitics in Athens (see Appendix IB.
Fig. 272). A list written in his own hand, recording ten icons with their purchase price in sovereigns, also
exists (see Appendix TA. Fig. 271). Of the icons mentioned in both these documents noteworthy is that
of the Passion of Christ by Domenikos Theotokopoulos (Cat. no. 17). 1t is number 21 in the typewritten
list, entered without the name of the painter as: ‘Descent from the Cross (Christ upheld by three angels.
With integral frame. Dimensions with frame 68 x (.38, Dimensions of central oval representation .33 3
% 01.26 =), while in the handwritten list it is number 10, recorded as: *Descent from the Cross [see
photographs] by Theotokopoulos. Cretan period around 1360-1370. 1200 (sovereigns)'.

The purchase price of the icon of the Passion (1200 sovereigns) is extremely high in comparison with that
of the other icons in the list, which does not exceed 200 sovereigns: for example. the three icons from the
epistyle (nos 2, 3. 4 = Cat, no, 24) cost 200 sovereigns altogether, and an icon of the Dormition of the
Virgin, oval with an integral frame (no. 8), which has not been located, was also bought for 200
sovereigns, Noted in the same list is the icon with the Akathistos Hymn (no. 6 = Cat. no, 14), which is
dated 1o the sixteenth century and was purchased for 150 sovereigns.

Emilios Velimezis soon realized that the icons in his Collection should be studied, und in 1943 he asked
the then young direetor of the Benaki Museum. Munolis Chatzidakis. 1o prepare the catalogue of them.
This was delivered in o T0-page typewritten text in 1945, 1 cite a relevant note made by M. Chatzidakis
in 1938, prefacing one later copy of the catalogue: “The catilogue of the icons was prepared during the
vears 1943-1945, according (o the wish of the collector. It was to be published. but the connoisseur’s
sudden death prevented this king place. Since then the most important icons huve come into the
possession of the Benuki Museum and are included in the supplement to the Museum’s catalogue. The
rest, the catalogue of which follows, have ceased to constitute one collection. The text of the catalogue
remains as compiled initially, without updating the bibliography since it will no longer be published in
this form. The series of photographs is incomplete, because the photographing had not been finished
when the collector passed away’,

Alter the collector’s untimely death in January 1946 his family commemorated his friendship with
Antonios Benakis by donating icons from his Collection to the Benaki Museum. Fifteen were chosen in
all. on the advice of Manolis Chatzidakis (inv. nos B.M. 3722-3736, Cat. nos 8. Y, 12, 13 and 33. 18, 26,




31, 32, 38, 39, 40, 50. 51). among them the signed icon of the Miracle of the Holy Girdle by Emmanuel
Tzanes (Cat. no. 26), as well as icons now ascribed to Theophanis (Cat no. 12) and Michael Damaskenos
(Cat. no. 18 Two of the fcons of the gift were later imitations and were chosen deliberately in order 1o
prevent them being passed off as authentic works.

Chatzidakis's catalogue covers 48 icons in chronological order. Unfortunately not all of them have been
located (they are cat. nos ML.Ch. 1. 1. 120 20, 25, 27, 28, 34, 36, 44 43). while others not included in that
catalogue have been added 1o the Collection (see Concordances on pp. 468-470). The icons donated to
the Benaki Museum are noted in a sepurate typewritten catalogue compiled in the same period as the
first. 1945, and found in the collector’s archive. This catalogue (M.Cha) is untitled and without
continuous numbering of pages. It includes nine entries of icons with disordered numbering. one of
which (no. 31. Suint Gobdelaas) was not donated to the Museum and has not vet been located. Ten icons
from the Collection that were donated tw the Benuki Muscum are also listed in an unpublished
typewritten catalogue of the icons in the Benaki Museum (Supplement I1). compiled by Manolis
Chatzidakis around 1958 (M.Ch.B.M.). The concordance of the numbers of these catalogues is given in
the Table on pp. 465-464,

The catalogue raisonnd which follows includes 72 icons in all: 36 from the M.Ch. catalogue. 8 from the
M.Ch.u catalogue and 28 that had not been studied before. As is 1o be expected. after a lapse of forty-
five years Manolis Chatzidakis's original catalogue required updating. His research on Postbyvzantine
painting in general as well as on Cretan painting and Domenikos Theotokopoulos in particular, had
radically transformed the framework for studying the art of the icons in the Collection and in the light of
this revision of the original text was required. Nevertheless, certuin excerpts were considered apposite for
inclusion in the new Catalogue. The accuracy and vitality of the descriptions in refined vernacular Greek,
the perspicacity and precision of the stylistic and iconographic observations of the then young
Byvzantinist, which are frequently based on unpublished personal research. aptly enrich the present
volume. Their selection was not casy and 1 hope 1 have not faltered under the burden of this
responsibility.

The Benaki Museum entrusted me with the study of the icons in 1992 whereas their conservation by the
very experienced Stergios Stasinopoulos was begun in 1994, My research often led me to conclusions that
imposed new datings, With great pleasure 1 also ascertained that certain icons in the Collection could be
attributed to some of the most important Cretan painters: the icon of the Adoration of the Magi (Cat.
no. 13) with the lovely Venetian woodcarved frame was aseribed to Angelos Pitzamanos, that of the
Raising of Lazarus (Cat. no. 12) has all the traits of the art of Theophanis and the representation of Saint
Andrew (Cat. no. 18) belongs to the circle of Michael Damaskenos. It also emerged that a few icons
constitute interesting examples of the development of the iconography of Cretan icons around 1500 and
in the early sixteenth century: Saint Nicholas enthroned (Cat. no. 6) provides one of the carliest examples
of the iconography of the enthroned hierarch in Cretan painting. The same is true of the icons of Saint
Alexios (Cat. no. 7). Saint Paraskevi (Cat. no. 16) and the Akathistos Hymn (Cat. no. 14), while the

enthroned Virgin (Cat. no. 11) is a splendid carly sixteenth-century work.




However the most exciting path of my research was that which led me to the discovery of an early work
of rare power and beauty, the icon of the Passion of Christ by Domenikos Theotokopoulos (Cat. no. 17).
Emilios Velimezis already owned it in 1938 and believed it was an authentic creation of the great Cretan
master. but none of those who had seen it shared his view, as Manolis Chatzidakis vividly recalls in his
preface. Moreover. as far as | know, no one had actually read the signature that existed in its lowest part
and is visible in Emil Saraf’s photograph taken before 1943. At that time scholars were highly
circumspecet in acknowledging a work by Domenikos Theotokopoulos as authentic, particularly since
documentary evidence of the painter's Cretan period was non-existent. Furthermore, the singularity of
the art of this icon in relation to the other two known early icons by Theotokopoulos constituted an
insurmountable obstacle to attributing the icon of the Passion 1o his hand. An additional reason for the
reservations of those earlier and later scholars who saw the icon was the fact that after World War I the
tendeney to aseribe to Theotokopoulos early Italian icons with forged signatures or even completely
forged works, acquired alarming dimensions (cf. Chatzidakis (1963) 1990, 1 17). Lionello Puppi mentions
in his 1995 article (Puppi 1993, 34) that he had seen countless such forgeries during the 19505 and 1960,
As T studied the icon after its cleaning in 1995, which enhanced the quality of the colours, all the stylistic
traits of the Cretan painter’s genius, in an early form, were gradually revealed, verifying every working
hypothesis 1 posited. Even more exciting was the moment when the results of my research were
confirmed. as 1 discerned the barely legible, half-effaced signature AOMHNIKOY BEOTOKOROYAOY
XEIF in an old photograph by Emil Saraf, in the Velimezis archive, which was shown to me in July 1996.
The iconographic study of the seventeenth- and cighteenth-century icons has demonstrated that
Zakynthos was the provenance of several of them. such as Emmanuel Tzanes's icon of Saint Nicholas
(Cat. no. 30), which bears the coat of arms of Nikolaos Sigouros, scion of the noble family of Zakynthos,
the Deesis with the Virgin and Saint George by the painter Leos, 1649 (Cat. no. 35). the Beheading of
Saint John the Baptist (Cat, no. 37), the Crucifixion (Cat. no. 38), the Descent from the Cross (Cal. no.
39). the Adoration of the Shepherds (Cat. no. 50), the Beheading of Saint John the Baptist (Cat. no. 31)
and the icon of Saint Spyridon by Nikolios Kallergis (Cat. no. 46), The study of the local art of
Zakynthos and especially of Nikolaos Kallergis led me 1o attribute two unsigned icons to his workshop.
the Presentation of the Virgin in the Temple and the Annunciation (Cat. nos 47 and 48 respectively). So
the collection includes three icons by this notable Zakynthian painter who evidently copied important
icons by Cretan painters that were in Zakynthos (see Introduction and Cat. nos 17, 46, 47, 48), among
them Domenikos Theotokopoulos's icon of the Passion of Christ (Cat. no. 17), on bema doors in
churches in Zakvnthos, and the Annunciation from the Modena triptych in the small icon of the
Annunciation (Cat. no. 48). Lastly. the appeal of Theotokopoulos's art in Zakynthos is confirmed
eloguently by Demetrios Pelekasis's Head of Christ ‘Study upon Theotokopoulos’, 1920, a copy of the
head of the dead Christ from the icon of the Passion (Cat. no. 71).

Through the study of the icons in the Collection the relationship between the icons of Zakynthos and
works by Domenikos Theotokopoulos present on the island emerges clearly. This relationship is

confirmed by the investigation of the provenance of the icons of the Passion (Cat. no. 17) and the
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2 The Crucifixion, late 17th-carly 180 cemry, 3. Saint Alexios, ¢, 1508, Car, na, 7
Cat, o 38 (photograph by Emil Samf] before 1943, {pheregraph: Emil Saraf] before 1043),

4. Saint John the Baptise, ealy 16th century, 5, The Dormition of the Virgin, second half of 17
Car. no. 10 (phatograph v Eml Saraf, before 1943) century, Cal, ne, 36
{photograph by Emil Saraf, before 1043),




Annunciation (Cat. no. 48) as well as of Saint Luke the Evangelist and the Adoration of the Magi in the
Benaki Museum, as discussed in the Introduction. By applying the method of seeking out the models, of
comparing and of excluding other influences I have been able to locate copies of eight different works by
Domenikos Theotokopoulos in the local painting of Zakynthos in the eighteenth and nineteenth
centuries. These copies belie the existence of their models on the lonian island many years before they
appeared in collections in Athens or abroad.

The Catalogue of the icons in the Velimezis Collection comprises a series of separate studies on each
icon, presented in approximately chronological order. However, their study through successive
approaches revealed different small groups of icons that are linked through a chain of iconographic and
stylistic correlations, even though they belong to different periods. For this reason the Catalogue can be
read in multiple ways. The entry on Theotokopoulos’s icon of the Passion of Christ (Cat. no. 17) should
be read in conjunction with the introductory chapter, as well as with the entry on the icon of the
Annunciation (Cat. no. 48) and that on the Head of the dead Christ, by Demetrios Pelekasis (Cat. no.
71). The entry on the icon of Saint Nicholas, around 1500 (Cat. no. 6), can be read in parallel with those
on the eighteenth-century icons of Saint James (Cat. no. 45) and Saint Spyridon (Cat. no. 46), with which
its iconography is connected. The multiple possible correlations between a large number of icons of
different periods, which are connected on the basis of their iconographic models or their style, suggests
that these affinities are real and due to the transmission of models among artists living in a common area,
the evidence points to Zakynthos. Thus in this Catalogue certain issues concerning the special
development of local workshops on the island are raised but by no means resolved.

The icons in the Collection had been conserved by Demetrios Pelekasis, using the method discussed in
the Introduction. Excerpts from an unpublished text by Pelekasis (written before 1946) on the
conservation of icons, found in the archive of Emilios Velimezis, are included in Appendix 11 at the end
of the book. Stergios Stasinopoulos, conservator at the Benaki Museum, with a team of young
collaborators, restored the painted surface of the icons after removing earlier overpaintings and the
blackened varnish. A brief report on their conservation practices is given in Appendix IT1. Some icons in
the donation from the Collection to the Benaki Museum had been conserved earlier by Photis
Zachariou, Kali Milanou and Stergios Stasinopoulos, while others, in private collections, have not been

examined in the laboratory at all. Relevant information is given in the entry for each icon.

T wish to thank my father Manolis Chatzidakis for entrusting me with the new treatment of his original
catalogue of the icons in the Velimezis Collection and for allowing me to incorporate excerpts from his
text in my book. I thank him too for his patient support when he was the first to hear of the results of my
research on the icon by Theotokopoulos. Thanks are also due to the relatives of the collector, Ms Vasiliki
Th. Velimezi, Ms Vanna Kaloutsi-Velimezi and Mr Emilios Ph. Margaritis, for entrusting me to study
the icons collected by their beloved Emilios I Velimezis, and most of all to Mr. Christos Ph. Margaritis,
son of Emilios Velimezis's sister, Sophia Margariti, who dedicated himself to this project.

I am deeply grateful to Angelos Delivorrias, director of the Benaki Museum, for ensuring the necessary
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framework for this scientific publication: without his constant care and warm support this task would
never have been realized.

Thanks are addressed to the organizing committee of the VIII International Congress of Cretan Studics
and especially its chairman Professor Nikolaos Panayotakis (7 1%97) for allowing me to communicate the
results of my research on the icon by Theotokopoulos at its fourth session. in Herakleion, on 12
September 1996, T am grateful too to those colleagues for their enthusinsm and emotion immediately
after my communication to the Congress. Particular thanks are due to many friends and colleagues who
have assisted me while studying the icons in the Collection and particularly that by Theotokopoulos: the
heads of the Library and the Photographic Archive of the Max Planck Institute (Biblioteca Herziana) in
Rome. who facilitated my research during my brief stay in October 1996; Professor Jean-Pierre Sodini
and Janick Durand, director of the Département des Objets d°Art in the Louvre, who granted me access
to the Service de Documentation of the Département de Dessins in the Lowvre, and its hospitable
director Madame Scart; Professor José¢ Alvarcz-Lopera of the University of Madrd for the useful
discussions during his short stay in Athens in November 1996; the art historian Alexandros Xydis for his
long-standing trust in me and for his sincere interest in the discovery of the icon by El Greeo: Professor
Angeliki Laiou, director of Dumbarton Oaks. for her bibliographical assistance and Professor Stavros
Thomadakis for his pertinent advice on the equivalence of the drachma and the sovereign in the [930s:
the book historian Konstantinos Staikos for assisting my hibliographical inquiries: Martyn Saunders who
sought in London, on my behalf. o photograph of the wrracotta relief plague in the former Antoine
Seilern Collection.

During my visit to the Metropolitan Museum of Art in New York, in carly March 1997, 1 had helpful
discussions with Keith Christiansen, curator in the Department of European Painting, Liaurence Kanter,
curator of the Robert Lehmann Collection and Susan Boorsch of the Department of Prints and
Drawings. | thank them all cordially. as well as Charles Little, curator of the Department of Medieval
Art. | am also grateful to the photographic department of the Metropolitun Museum and Heather
Lemonedes for sending photographs so promptly. To Mahrukh Tarapor, associate director for
exhibitions in the Metropolitan Museum and of course to its director, Philippe de Montebello, [ express
sincere thanks for their hospitality. Lastly, special thanks 1w Professor David Davis of University College
Londaon, for his trust and for our friendly discussion on El Greeo several vears ago, at Herakleion Crete
in 1990, and to Nicos Hadjinicolaou, Professor of At History at the University of Crete, who invited me
to take part in the Conference “El Greco of Crete’ in Herakleion, Crete, in 1990, which gave me the
opportunity to gain another insight into the problems of studying the great Cretan master’s work.

[ am grateful to Ms Pitsa Tsakona, head of the Library, and Ms Phani Konstantinou, head of the
Photographic Archive of the Benaki Muscum. for facilitating my research, as well as to the staff of the
library of the National Art Gallery and its director Professor Marina Lambraki-Plaka, for her friendly
interest in my research. I warmly thank Ms Myrto Georgopoulou-Verra, head of the 6th Ephorate of
Byzantine Antiguities, Ms Zoe Mylona, director of the Zakynthos Museum, and the archaeologist Ms
Katerina Demeti for their friendly hospitality and willing assistance on Zakynthos in August 1996, as well




as for providing photographs. 1 also thank my one-time colleague and now director of the Byzantine
Muscum in Athens, Chrysanthi Baltovanni for our discussion on certain Heptanesian icons in the
Museum and the Loverdos Collection. 1 thank Petros Protonotarios for indicating to me the work by
Demetrios Pelekasis with the Head of the dead Christ.

| thank Alexandra Doumas for successfully undertaking the difficult task of preparing the English
translation. The Greek texts were edited by Loula Kypraiou. Nikos Kostopoulos, with his infallible good
taste. has succeeded in the difficult task of designing a scholarly art book. Electra Georgoula of the
Benaki Museum always offered positive advice on problems that arose in the course of the publication.
I thank them all sincerely for their patience and understanding.

My two sons, Demetris and Niketas. patiently participated in my endeavours, endowing me with those
most precious gifts of love and care.

June 1497

NANO CHATZIDAKIS
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INTRODUCTION

The Velimezis Collection and the first icon collections

Criteria of selection. Eponymous painters

The turn of interest towards the art of Byzantium and the forming of the first icon
collections are associated with the more general intellectual concern with affirming the
national identity, that emerged in the late nineteenth century and was a predominant ideological
current after the Greek defeat in Asia Minor, in 1922, Within this context the Byzantine Museum
and the Loverdos Museum opened in 1930, and the Benaki Muscum was inaugurated the
following vear, 1931.]

The Byzantine Museum housed icons and other religious heirlooms (keimelia) belonging to the
Christian Archaeological Society, mainly collected by its founder (18584) Georgios Lambakis,
Reader in Byzantine Archacology and secretary to Queen Olga, from gifts and donations he
received during his tours of churches and monasteries throughout Greece.”

The Benaki Museum was founded by the great benefactor Antonios Benakis, son of a leading
family in the Greek community in Egypt. Its collections included a large number of icons; 82
were published in 1936 and 1939 in the Catalogue by Andreas Xyngopoulos, Professor at the
University of Thessaloniki.*

In the same period Dionysios Loverdos, from the Ionian island of Cephalonia, founder of the
Popular Bank, created the Loverdos Museum, in which 590 Postbyzantine icons were exhibited.
This museum closed soon after the founder’s death, in 1934.* The main nucleus of the Loverdos
Collection, nowadays housed in the Byzantine Museum, Athens, was the Alexios Kolyvas icon
collection. formed as carly as 1889, which included 184 works that were shown in a major
exhibition in the Zappeion in 1912

Other eminent members of Athenian society were forming icon collections at this time. The
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ambassador Demetrios Sisilianos started his collection in 1915 and published his book on Greek
icon-painters in 1935." Helen Stathatos formed a collection of icons and woodcarvings which she
later donated to the Benaki Museum and the Gennadius Library.” Christianos Lambikis and the
physician loannis Katsaras were among the collectors who donated their icons to the Byzantine
Muscum, while the greater part of the Sisilianos Collection was later added to the Pavlos
Canellopoulos Collection.” Last but not least, during this period Emilios Velimezis, collaborator
of Antonios Benakis, was forming his Collection, which numbered 40 icons by 1938,

The icons in these collections display a uniformity, both in the criteria of selection and the state
of conservation, which will be discussed below, The preference for sixteenth-century Cretan icons
and, primarily, for seventeenth- to nineteenth-century icons of Heptanesian art, frequently with
pronounced Western influences, is obvious. The criteria for purchasing these icons were formed
on the advice of a circle of ‘experts’, referred to in the introduction to the Catalogue of the
Loverdos Collection, published by A.A. Papayannopoulos-Palaios in 1946, on the basis of a
manuscript drafted by his father, Anastasios Papayannopoulos,” Dionysios Loverdos is said 1o
have formed a circle ‘of specialist artists and experts, of true art-lovers, which he consulted each
time ... outstanding among whom are the distinguished artist, painter and continuer of the icon-
painting tradition, Demetrios Pelekasis, and the pioneer in the study, dissemination and exact
interpretation of this art, unique expert, Anastasios Papayannopoulos’." Demetrios Pelekasis
(1881-1973), painter, icon-painter and icon-conservator, son of the painter Spyridon Pelekasis,
was a member of a well-known Zakynthian family. An autodidact expert in Heptanesian painting
and curator of the Loverdos Museum (1924-1934)," Pelekasis also had a close relationship with

Emilios Velimezis, as will become apparent below.

The aesthetic preferences of the collectors’ advisers reflect a more general trend current among
researchers in Byzantine art and connoisseurs who considered that Heptanesian painting with
[talian influences could elevate Greek art to the level of Western European painting. Following
the trail blazed by Panayotis Doxaras in his treatises Tépmy Cwypagias (Art of Painting) and [Te-
of Loyoapiac (On Painting), 1720 and 1726 respectively,”” this renewal of interest in the national
identity and tendency to adapt Byzantine tradition to European models was already apparent in
the late nineteenth century when Ludwig Theirsch’s drawings were exhibited in the Zappeion
(1891)."% Tt was further reinforced by Spyridon de Viazis's booklet entitled «H Coyouaduni iv
“E)hadie (Painting in Greece), in which he writes: "In whatever icons we have seen of Cretan
painters and even the best of them, we have observed only occasionally some better colouring
and more accomplished rendering of the highlights of the faces and in the volumes which are
distinguished more prominently (than in the strictly Byzantine style)’. The Cretan icon-painters
are not examined in his study because he believed that only the Heptanesian ones of «éhevfieous

téywer (literally ‘liberal art’) merited attention, ‘since our aim is only to deal with the



renaissance of Greek painting and of the painters who created in Greek art and bore the most
splendid fruits’.'* Later, Zacharias Papantoniou (1915), Demetrios and Nikolaos
Kaloyeropoulos (1926),'® Demetrios Sisilianos (1935)'” and others praised not only the great
sixteenth-century Cretan painters but also, and more fulsomely, the representatives of
Heptanesian painting of ‘liberal art’. Not only were Damaskenos, Lambardos and Klontzas
considered brilliant and exemplary painters but also artists better known to the local
communities of the Ionian Islands, such as Stephanos Tzankarolas, Emmanuel Tzanfournaris,
Philotheos Skoufos, Ilias, Ioannis and Leos Moskos, Demetrios Nomikos and especially
Panayotis and Nikolaos Doxaras, Nikolaos Koutouzis and Nikolaos Kantounis.

Zakynthos was dubbed the ‘Florence of the East’, while Papantoniou extolled its local painting as
the ‘Preraphaelite era of Heptanesian art’." Nikolaos Kaloyeropoulos described Ilias Moschos as
‘a Christian Praxiteles in humanity’,' Papantoniou called the painter of the bema doors in the
Phaneromeni church ‘the Praxiteles of Christianity” and Koutouzis and Kantounis ‘the Calvos
and Solomos’ of painting, likening them to the national poets.”” Photos Politis wrote in the
newspaper Politeia, in 1926, that the art of Tzankarolas and Pavias ‘should be the model for the
young when they seek refuge in foreign parts’.”! Works of Heptanesian painting by Nikolaos
Koutouzis and Nikolaos Kantounis were also included in the first major collections of icons, such
as the Alexios Kolyvas Collection: fifteen of their works were presented in the major exhibition
of the collection in the Zappeion, in 1912.

Recent research on Cretan painting has shown that the signatures on many of the icons in the
above collections were forged and indeed that in numerous cases these had been added to Cretan
icons of a much earlier period, the fifteenth century.” This phenomenon is explicable if we
consider the fact that the state of research at that time did not permit the correct dating of the
earlier Cretan icons, which were thus neglected and of no commercial interest.

Moreover, these icons had been extensively overpainted during their conservation by a common
technique, as can be ascertained from their uniform condition: large areas of damage on the gold
ground, alteration of the blue paint which is almost black, effacement of the white highlights and
the intermediate hues. The destroyed surfaces are frequently painted in and restored, while most
of the icons have the same brownish tone due to the same type of deterioration of the varnish.
The testimony of Adamantiou (1908) on the state of the icons of Zakynthos is telling: ‘the
portable icons or oil-paintings are varnished, or worse, are cleaned with boiled oil’. For this
reason he proposes: ‘a draft of a circular on prohibiting alterations and renovations of works of
art’, in which he writes the following: ‘When an icon is varnished or is smeared with boiled oil or
is mixed up with paints, it may become lovelier but it is no longer old. It can teach us nothing and
is completely useless for the archacologist and historian who wants to study the earlier life of the
nation or the land’. And he concludes: ‘It is prohibited ... 2) To varnish old icons or to clean them

with oil; 3) To renovate icons in any way or to paint them with a brush. In general any work on
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them whatsoever’.* Adamantiou’s pleas were obviously not heeded, since many icons in
collections have successive layers of overpaintings.

The tradition of restoring old icons was continued with ‘improvements’ by the sole eponymous
conservator of icons in these collections, Demetrios Pelekasis.> The respectable artist had
invented his own method of cleaning the icons, using fire and acid to remove the blackened
varnish layers® and, unfortunately, along with them sections of the gold ground and the painted
surface, mainly the highlights and the subtle hues. He then filled in the gaps thus created and
‘ectified” whatever seemed to him to be painted unsatisfactorily, while on many of the icons he
had conserved forged signatures have been detected. In a typewritten text on his method, found
in the archive of the Velimezis Collection, the materials he used and his method of conservation
with flame from a spirit lamp and acids are recorded analytically (see Appendix II).”” Nowadays

his interventions, which gave the icons a uniform aspect, are all too clear to the naked eye.

«Aopévixog yoérog, iomavic» (Domenikos Grekos, Spaniard). The fortune of his first icons

The posthumous fortune of Domenikos Theotokopoulos’s name in Greece is unknown.” Almost
certainly his place of origin was soon forgotten. Indeed whereas Panayotis Doxaras in his first
treatise, Téyvy Cwyoapiag, 1720, which includes a list of the most important painters in the
world, cites the Cretan painters Angelos and Michael Damaskenos along with their place of
origin and their style: «Kdg “Ayyeios, xontixds eic 0 pwuiizovs (Kyr Angelos, Cretan, in the
Greek [style]), «Muyani Aouaoxnvoc, xontxdc, eic 1o ewuéiovs (Michael Damaskenos, Cretan,
in the Greek [style]), he mentions Theotokopoulos as «Aouévizoc yoéxoc, ivmavécs (Domenikos
Grekos, Spaniard)(!),” evidently because neither his Greek surname nor his Cretan origin were
known any longer.

The Cretan painter’s name returns, taking an important place in the Greek bibliography, when
he is mentioned for the first time in the nineteenth-century texts on the history of painting, by
Andreas Moustoxydis (1843) and Konstantinos Sathas (1868); nevertheless its reading is
incorrect. His Christian name Domenikos (Domenico) is Hellenized to Kyriakos, while his
surname is misread as Theoskopolis.™ In Europe too Theotokopoulos's name appears with
variations. Only Demetrios Vikelas (1894) and Karl Justi (1897) read the name Domenikos
Theotokopoulos correctly.?!

Although Domenikos Theotokopoulos is accorded an outstanding place in the above studies on
Byzantine and Neohellenic painting he was never regarded as a model for Greek icon-painters.
Nor was his work projected as an exemplar for Greek painting. Nevertheless, in 1913 De Viazis
wrote in the periodical Pinakotheki: ‘it Theotokopoulos had gone down to Crete after his studies
in Venice, or come to the Ionian islands, and indeed to the capital Corfu, the brush would have

been free, the imagination free. He would not have been in a foreign environment among the



Inquisitors, but among Greeks and he would have been enhanced as father of the modern Greek
school on the basis of the Italian’.*?

Tt should be added that at the time these remarks were made no one knew that Theotokopoulos
had in fact begun his career in Crete as an icon-painter. Indeed no icon by Theotokopoulos was
known until 1934. No work of the Cretan period in Theotokopoulos’s life was known in Greece
until two icons appeared in the market, in the hands of the antique-dealer Theodoros
Zoumboulakis. Both were sold in the same year, 1934; one of Saint Luke the Evangelist, to the
collector Demetrios Sisilianos, and the other of the Adoration of the Magi, to Antonios Benakis,
who had just opened his Museum.*® At that time the attribution of the icons to the Cretan
painter was dubitable. Whereas the dealer was certain of the authenticity of the signatures, which
were of the same type yeio Aounvizov, and of their attribution to Theotokopoulos, the
purchasers themselves were not convinced that he was correct. Before buying the icon of the
Adoration of the Magi, Antonios Benakis had sought expertise from the art-historian August I
Mayer, who recognized it as an authentic work and published it in a short article in 1935.%
Demetrios Sisilianos, however, still had his doubts about the icon of Saint Luke when he
published his book “Eiinves ayoygdgpo uerd v “Aiwow (Greek Icon-painters after the Fall [of
Constantinople]), 1935, where he speculates on its attribution, recording it in two different
entries, one for the painter Domenikos and the other for Domenikos Theotokopoulos.® Not
long afterwards, Rodolfo Pallucchini made the chance discovery of the triptych that had lain
forgotten in a cupboard in the Galleria Estense in Modena, which he published in 1937.%

The exceptionally high price Velimezis paid for the icon of the Passion of Christ (Cat. no. 17)
and the fact that it is entered in his handwritten list as a work by Theotokopoulos,” suggest that
when the collector purchased it, before 1938, he had no doubt about either its authenticity or the
identity of its painter. Moreover, the presence in the Velimezis Collection of a work by
Demetrios Pelekasis of the Head of the dead Christ (Cat. no. 71), painted in 1920, inscribed on
the back as a amovd)j mdvov oté Oeotoxdmovio (study upon Theotokopoulos) — a copy trom the
icon of the Passion (Cat. no. 17) — leads to the conclusion that this icon by Theotokopoulos was
known to the ‘expert’, conservator and icon-painter as an authentic work several years before
1934, the year in which the two other signed icons by the great Cretan painter became known to
specialist scholars.

As Mertzios notes, from 1868 until 1921 the confusion regarding recognition of the artistic value
of Theotokopoulos’s works is closely associated with the relatively low price at which his first
seven paintings were sold in Europe.® Concerning the price of his first icons in Greece, the
relevant documents preserved in the Benaki Museum show that the icon of the Adoration of the
Magi was bought by Antonios Benakis in 1934 for 104,000 drachmas, a sum equivalent to 119.82
sovereigns, according to the mean price of the sovereign.”” Another document, preserved in the

archive of the Velimezis Collection (Appendix T), shows that at about the same time — certainly
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before 1938 — the icon of the Passion of Christ was purchased by Emilios Velimezis for 1,200
sovereigns, a sum equivalent to 1,104,240 drachmas. This was an extremely high price in
comparison with that of the icon of the Adoration of the Magi, which was closer to the market
price of other icons recorded in Velimezis's handwritten list, which range from 150 to 200
sovereigns. It is worth noting that the mean price of the gold sovereign in 1934 was 867.9
drachmas while in 1938 it was 920.2 drachmas, that is there was no great fluctuation.*” Obviously
the icon of the Adoration of the Magi was sold to Antonios Benakis at a relatively low price, on

account of its questionable attribution to the great Cretan painter.

The provenance of the icons in the collections. The voice of the icons from Zakynthos

The significance of the artistic and intellectual life of Zakynthos in the formation of the first
private icon collections, and especially in the circulation of the icons by Domenikos
Theotokopoulos, can be better understood if we consider that those who first expressed a lively
‘nterest in the monuments and the icons by Greek religious painters originated from this Ionian
island; the local historians and writers Panayotis Chiotis, Gerasimos Mavroyannis, Nikolaos
Katramis, Spyridon De Viazis and Leonidas Zois, who published a host of articles on these
subjects in the local Zakynthian press, and literary and art journals, already from the late
nineteenth century. Furthermore, it is not fortuitous that one of the first collectors of icons,
Alexios Kolyvas, hailed from Zakynthos.'' Certainly the efforts initiated in 1882 to found the
Zakynthos Museum were consistent with the views of those who regarded this small island not
only as the ‘Florence of the East’ but also as the bastion of the artistic heritage of Hellenism.*
Lastly, it should not be forgotten that the two most important connoisseurs of the period, A.
Papayannopoulos and D. Pelekasis, were among the foremost members of the island’s society
and that their expertise had a decisive influence on the icon market.

The preference for Heptanesian art can be clearly seen in the icons of the Alheman collections.
Konomos, in one of his later books (1988). records a large number of Heptaneslan icons
originating from Zakynthos and nowadays in the collections of the Benaki Museum and the
Byzantine Museum as well as in the Loverdos Collection.”® Moreover, significant Cretan icons
also found their way from Zakynthos into the Athenian collections, among them the icon of Saint
Luke the Evangelist by Domenikos Theotokopoulos.*

The phenomenon is explicable if we take into account the situation prevailing on the island in the
carly decades of the twentieth century, where illicit trade in antiquities was so widespread that its
echo reached the ears of the Greek parliament. In response to a report by the secretary of the
Prefecture of Zakynthos, Georgios Mazarakis, the General Ephorate of Antiquities sent
Adamantios Adamantiou, Professor of Byzantine History at the University of Athens and first

director of the Byzantine Muscum, Athens, to Zakynthos, in spring 1908, in order to rescue the
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art treasures and to found a local museum.* Adamantiou notes in his Report: “The
archaeological objects of the island that were in the churches and monasteries spoken of above
were until now plunder for the wardens and priests, if they were self-secking, and for their whims
if they were indifferent or ignorant. Consequently there is systematic theft from churches and
monasteries and wholesale destruction and damage of these objects due to indifference ... the
owners of the churches treated the vessels and icons in these as if they were vessels and icons in
their own home. Selling, altering and destroying them’.* Similar testimonies of clandestine
dealings in antiquities are frequently encountered in Zakynthian newspapers of the period.”
This situation was exacerbated by earthquakes and ensuing conflagrations, and reached its peak
with the bombardment of the town during the German Occupation (1941-1944) and the
catastrophic earthquakes of 1953. The wretched toll was the loss of a very large number of icons
and other works, all valuable testimonies on the art of Zakynthos. In the periodical "Enxtavyoia-
¢ didia (Heptanesian Pages) of 1959 Konomos notes that apart from the churches and the
religious heirlooms destroyed, over ten private collections of paintings that existed before the
1953 earthquakes and conflagration were decimated. His relevant assessment is revealing: ‘what
was not destroyed by the earthquakes and fires was smuggled out in trade and enriched the
private collections’. "

One of the leading suppliers of icons at this time was the antique-dealer Theodoros
Zoumboulakis. In the light of the above, it is worth noting here that according to information in
the inventories of the Benaki Museum he had stated that the provenance of the icon of Saint
Luke the Evangelist, by Domenikos Theotokopoulos, was Zakynthos, whereas the icon of the
Adoration of the Magi was said to come from an island in the Aegean.® It is worth taking a
closer look at these two works in order to check the credibility of the information on their
provenance.

As Manolis Chatzidakis has shown in his study. the icon of Saint Luke the Evangelist (Fig. 6)
constituted the model for a series of seventeenth- and eighteenth-century icons. Among these the
seventeenth-century icon in the Loverdos Collection (Fig. 8) confirms the direct copying of one
icon from the other.’! In fact, if we compare this icon with that by Domenikos Theotokopoulos,
as preserved in an old black-and-white photograph taken prior to its conservation in 1956 (Fig.
7). it is clear that crude restorations and overpaintings on the evangelist’s face and upper body
had been made to the Thetokopoulos icon in the past, copying the figure 6f Luke from the icon
i the Loverdos Collection. This similitude belies the co-existence, in a much earlier period, of
both icons in the workshop of the same painter-conservator on Zakynthos. Lastly, the presence
of the icon of Saint Luke the Evangelist in Zakynthos is confirmed by the testimony of other
paintings of the eighteenth and nineteenth centuries. In the representation of the Annunciation
in icons by Nikolaos Koutouzis and Nikolaos Kantounis (Figs 10, 11), as well as in a series of

other works of the same theme and analogous art, there is a remarkable resemblance between
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the angel in this scene and the angel in the icon of the Evangelist Luke (Fig. 9).° The pose is
exactly the same, since they appear on high in heaven, frontal with the leg flexed and bared. The
likeness is so striking that there is no doubt about the copying from the model of
Theotokopoulos’s icon. The hypothesis of direct copying is validated by the unique, as far as I
know, rendering of the angel in this pose in Postbyzantine painting®* and, further, by the fact that
it only appears in works by Zakynthian painters. However, as is apparent from the study of the
icon of the Annunciation (Cat. no. 48), which I ascribe to Nikolaos Kallergis, the above
representations of the Annunciation by Zakynthian painters are linked in parallel with another
work by Theotokopoulos, analogous to the Annunciation in the Prado and in Barcelona, as well
as in the Thyssen-Bornemisza Collection (Figs 230, 231). It scem that these painters combined
two different models from works by Theotokopoulos that existed in their immediate
environment. So, acording to the above, the provenance of the icon of Evangelist Luke is
confirmed as Zakynthos and its appeal in the art of the island is ascertained.

The appeal of the Benaki Museum icon of the Adoration of the Magi (Fig. 12)* in the local art
of Zakynthos was comparable. In another work by the same circle of Zakynthian painters, the
Adoration of the Magi in the Zakynthos Museum, from the church of Hagios Antonios Andritsi
(Fig. 15),> despite the differences in the arrangement of the composition and the Virgin’s pose,
which as we shall see originates from another work by Theotokopoulos, significant
correspondences exist. Observed in this scene is an assemblage of common features consisting of
the second, kneeling king in reddish mantle, the frontal horse and the standing black king, frontal
with deep green mantle, all in exactly similar poses to those they have in the Benaki Museum
icon; to these we can add the smaller kneeling figure with a metallic cuirass, in back view but with
the face turned towards the beholder, that is in the same pose as the figure of the soldier in the
Adoration of the Magi in the Benaki Museum; lastly there is correspondence in setting the scene
in front of a massive ancient ruin with columns and arches. Each one of these elements is also
encountered in sixteenth-century engravings which have already been recorded as sources for
Theotokopoulos’s Adoration of the Magi.”” However, the way in which they are combined is the
innovation of Theotokopoulos, and for this reason the only explanation for the assemblage of
correspondences noted above is that they constitute a direct copy from the icon now in the
Benaki Museum.

As far as the figure of the Virgin and Child is concerned, it recurs, exactly the same but in
reversed pose, in another icon by Theotokopoulos of the same subject, now in a private collection
in Lausanne (Fig. 14).® There too an analogous figure approaches the Virgin from the right,
closing the composition just as in the Zakynthos icon.

Another icon of the Adoration of the Magi, earlier — mid-eighteenth century — and in a
conservative style akin to that of Nikolaos Kallergis, in the Solomos Museum in Zakynthos (Fig.

13),% displays remarkable similarity to the Benaki Museum icon in the pose of the Virgin and
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Child, of Joseph who stands behind leaning on his staff in the same way, and even of the first king
genuflecting before the holy infant. Lastly, the broad marble dais on which the Virgin rests her
feet is the same in both works. As far as I know, the icon in the Solomos Museum is in this
respect the sole example in which so many iconographic similarities to the icon in the Benaki
Museum are gathered.

I believe that all the iconographic affinities noted above bear silent witness to the one-time
presence in Zakynthos not only of the Benaki Museum icon of the Adoration of the Magi but
also, most probably, of that in the collection in Lausanne. The presence of this second icon in
Zakynthos is corroborated by additional similarities in the rendering of the first kneeling King
and the pose of the third standing one in the Solomos Museum icon, to the standing king on the
left in the Lausanne icon, while the second king in the icon in Zakynthos holds the gift for the
infant Christ in exactly the same way, in both hands, as the king approaching from the right in the
Lausanne icon; further, the scale and rendering of a camel in the background left is analogous
with that encountered in the work in Lausanne. Lastly, no less significant is the similarity in the
depiction of the small nude angels that appear amidst the illumined clouds in the sky. These
iconographic affinities with the Lausanne icon are so overt that they can only be interpreted as
direct copies from this model. According to the above, the Zakynthian painter of the icon in the
Solomos Museum, following the custom of painters of the period, combined two different models
of icons by Domenikos Theotokopoulos that were then available to him.

An echo of the Lausanne icon is also ascertained in a late eighteenth-century work by a
Zakynthian painter of ‘liberal art’, the Adoration of the Magi from the church of Hagios
Dionysios, a work attributed to Nikolaos Doxaras,” which shows a notable correspondence in
composition.

To summarize, this brief survey has shown that both the icons by Domenikos Theotokopoulos
that appeared on the Athenian market in 1934 came from Zakynthos. This verifies the antique-
dealer’s information on the icon of Saint Luke the Evangelist and negates that on the icon of the
Adoration of the Magi, which was presumably intentionally misleading. In any case the similar
condition of both these icons, with considerable damage to the painted surface, loss of
intermediate tints, damage to the ground and a uniform brown tone, indicates a common method
of conservation by the same person.

A third icon should be added to these two from the island of Zakynthos, that of the Passion of
Christ (Cat. no. 17), since, as the study below reveals, its art is likewise echoed in the local
painting of the island during the cighteenth and nineteenth centuries. Moreover, from the
similarity of its condition to the two icons in the Benaki Museum it is concluded that all three
works by Theotokopoulos were conserved by the same Zakynthian artist. In the light of the above
we can safely assume that all three icons had a common fortune from Zakynthos until their

acquisition by Athenian collections.

51




52

The investigation of the provenance of the early icons by Theotokopoulos, as well as the study of

the icons of the Passion (Cat. no. 17) and the Annunciation (Cat. no. 48) in the Catalogue that

follows, leads easily to the conclusion that a significant number of icons by Domenikos

Theotokopoulos constituted the model for the local painting of Zakynthos during the eighteenth

and nineteenth centuries.

This phenomenon should be examined in relation to the methods of icon-painting, for the

copying and recomposing of elements from earlier works was already an established tradition in

the fifteenth century. This tradition was continued by the painters of Zakynthos, such as Nikolaos

Kallergis as well as those who followed the ‘liberal art’ of the West. Well-known are Nikolaos

Kantounis’s endeavours to copy works by Nikolaos Koutouzis, who held him at a distance, while

his works are often difficult to distinguish from those of his master.®" This ability of copying was

deemed praiseworthy, as can be ascertained from De Viazis’s (1891-1892) comments on Nikolaos

Koutouzis: ... he had a special love of beauty and art in copying, rendering in the copied works

most graceful schemes, a different pose, adding or subtracting persons from the model, so that

his copies appeared as his own works ... In order to understand the extent and importance of
this phenomenon it is pertinent to enumerate the works by Theotokopoulos of which copies were
located in Zakynthos at different stages of my study of the icons in the Velimezis Collection.

1. Saint Luke the Evangelist; Cretan period, pre-1567. Benaki Museum (donated by Demetrios
Sisilianos, 1956). The icon was bought by Demetrios Sisilianos in 1934 from the antique-
dealer Theodoros Zoumboulakis and donated to the Benaki Museum in 1956.%% First
publication: Sisilianos 1935 (cf. Introduction, 47ff., Figs 6-11).

2. The Adoration of the Magi; Cretan period, pre-1567. Benaki Museum. Bought by Antonios
Benakis from the antique-dealer Theodoros Zoumboulakis in 1934.% First publication: Mayer
1935 (cf. Introduction, 49ff., Figs 12-15).

3. The icon of the Passion of Christ-Pieta (Cat. no. 17); end of Cretan period, 1566, Emilios
Velimezis Collection, bought before 1938.%% First presentation: N. Chatzidakis, September
1996 (see Cat. no. 17, Figs 134-137).

4. Triptych; Cretan-Venetian period, pre-1570. Modena, Galleria Estense (from where it was
stolen recently). Discovered by chance in a cupboard in the Galleria Estense by the then
director, Rudolfo Pallucchini, who published it in 1937 (cf. Cat. no. 48, Figs 224-229).% The
history of the triptych’s provenance, as narrated by Pallucchini, completely precludes the
possibility of its presence in Zakynthos. It is located in 1806 in the catalogue of the Ercole
d’Este Collection, which was formed from inheritance of the Obizzi Collection (late
seventeenth century) in the Padua region.’” Nevertheless the contemporaneous copying of
three representations of the triptych by Zakynthian painters during the eighteenth and
nincteenth centuries cannot be accidental, while the copying of these subjects from some

other works, copies of Theotokopoulos, that are unknown or were destroyed in the successive
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disasters that struck the island, cannot be ruled out. It would also be interesting to re-examine
the information on the triptych’s provenance,

The Annunciation. Uncertain identification with an icon after the model of the Annunciation
in the Prado, from the painter’s Roman period, such as the works in the Thyssen-Bornemisza
Collection and in Barcelona (former Munoz Collection)™ (cf. Cat. no. 48, Figs 230-231). The
subject occurs in a representation of the Annunciation by Nikolaos Koutouzis (Fig. 11) which,
as noted above, has adopted the form of the angel from the icon of Saint Luke the Evangelist.
The Adoration of the Magi; assigned to the ltalian period. Private collection in Lausanne
(Fig. 14)" (¢f. Introduction, 49, Figs 13-15). The icon’s provenance is unknown; Wethey notes
that the work was first published by the Milanese restorer and picture vendor Caviggioli in
1955, who mentions Ginetto Bonomi as its previous owner., and adds ‘but the latter informs
me that he never owned it.™ A variation of the same iconography is encountered in the
Adoration in the Museo Lazzaro Galdeano in Madrid.” The Madrid icon formerly belonged
to the Kieslinger Collection in Vienna and was considered to be a work by Marascaliz in 1937

it belonged to the Kleinberger Collection in Paris, First publication: Mayer 1939.7

. Saint Veronica. Although the subject is only known in works of the painter’s Spanish period
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(Fig. 19).7 it is quite possible that Theotokopoulos had already worked on it in an earlier
period, perhaps while still in Crete, since it was known to Cretan painters around 1500.7* As
far as I know, the only analogous representation, with the angel in place of Saint Veronica, is
encountered in Zakynthos (Fig. 18) (cf. Cat. no. 17, 218).”

8. The recently published Crucifixion (Fig. 17), which is assigned to the painter’s Roman period,
post-1570-1577, should be added to this group. The icon was sold at auction by Christie’s in
New York, on 31 January 1997. Its provenance is unknown, as stated in the catalogue: “...
nothing is known of its history before it entered the collection of the present owner in
1989....76 First publication: L. Puppi 1990.”7 From the series of Crucifixions of ‘liberal art’
encountered in Zakynthos,™ the representation on an oval icon in the Zakynthos Museum™
(Fig. 16) displays remarkable affinity to the Christie’s icon, both in the pose of the body and
the head of Christ, virtually in profile, and in the rendering of the dark sky with clouds, as well
as of the landscape with the buildings of a city drawn in miniature low down in the
background, as in the work by Theotokopoulos. In my opinion this similitude bespeaks the
copying of the work by the Zakynthian painter.

It is quite clear from the above that those works by Theotokopoulos that were known to the

Zakynthian painters have certain additional common traits. With the exception of the three

works of the Cretan period, they all belong to the Italian period of his life and nothing is known

of their history or provenance before 1937. The locating of so many similarities to works by

Zakynthian painters in such a large number of Domenikos Theotokopoulos’s works™ can hardly

be mere coincidence. In view of Theotokopoulos’s habit of copying his works, often with

variations, the possibility that copies of these works once existed on Zakynthos and have been
lost subsequently in the earthquakes and fires cannot be discounted; however, I believe that the
hypothesis that the original works existed on the island is reinforced significantly by the fact that

the history of their provenance is elusive before 1937.

There is a strong possibility that at least the early icons by Theotokopoulos were brought to

Zakynthos by some pre-eminent Cretan family, such as that of the painter Nikolaos Kallergis

which settled on the Tonian island after the fall of Rethymnon to the Ottomans in 1644.%' This

hypothesis is strengthened by the fact that Nikolaos Kallergis evidently copied more than one of

Theotokopoulos’s icons — the icon of the Passion of Christ, the Annunciation in the Modena

triptych (?), Saint Veronica (?) and the Adoration of the Magi (7). However we cannot preclude

the possibility that some other Cretan families were linked with Domenikos Theotokopoulos and
had ties with Zakynthos, such as the family of Luca Miani,** whose wife was connected with the
noble Sigouros family, and later the family of Georgios Sideris, mentioned in the Libro d’Oro of

Zakynthos in 1670% (if this family is identified with that of the well-known cartographer and

friend of Theotokopoulos). But these contingent problems are beyond the bounds of this

Catalogue.



So whereas it can be considered certain that icons from the Cretan period of Theotokopoulos’s
life were transferred to Zakynthos by families of Cretan refugees, the question of how works
attributed to his Italian period reached the island is raised. If we rule out the possibility of
Theotokopoulos residing temporarily on the island before his departure for Spain, the possibility
that these works were sent from Italy to Crete or Zakynthos, either by himself or by their owners,
should be examined.

[t has been established above that the painters of Zakynthos were copying Theotokopoulos’s
works during the eighteenth and the early nineteenth century, that is in a period when the
reappraisal of his art by the distinguished painters and connoisseurs of the day had not yet begun
in Europe. In Greece his name had passed into obscurity, since in 1720 Panayotis Doxaras
referred to him as a ‘Spanish’ painter (!); nevertheless his art still appealed to its only
appreciative receptors, the painters of Zakynthos, who adapted it — depending on their personal
abilities — to the aesthetic demands of their public, because as De Viazis writes, the Heptanesian
painters ‘imitated the Italians more, but imparted a somewhat Byzantine cast’.* The island’s best
painters, first the traditional Nikolaos Kallergis and later the exponents of ‘“liberal art’, possibly
Nikolaos Doxaras, Nikolaos Koutouzis and Nikolaos Kantounis, as well as other anonymous
painters, transferred to their own local idiom the rare art of the models that had attracted them.
They used them in their work, unwittingly copying the creations of one of the world’s paragon

painters.®

The character of the Velimezis Collection

The character of the Velimezis Collection is no different from that of the larger icon collections,
of the Benaki Museum, the Byzantine Museum and Dionysios Loverdos. The majority of icons
are by Cretan painters who worked in Crete or in the Ionian Islands after the capture of the
major Cretan cities by the Turks (Rethymnon 1644, Candia 1669). Several works are by painters
from local workshops in Zakynthos and the other Ionian islands. The Collection also includes a
few notable seventeenth- and eighteenth-century icons from workshops of Central and Northern
Greece, as well as some representatives of eighteenth- and nineteenth-century Heptanesian
naturalism.

The earliest icons in the Collection date from the second half of the fifteenth century and were
painted in Cretan workshops. Outstanding among these are the Virgin Hodegetria (Cat. no. 1),
in an iconographic type established in Palacologan art, the Virgin of Tenderness (Glykophilousa)
(Cat. no. 2), product of an accomplished workshop close to Andreas Ritzos, and the small Virgin
of Tenderness (Cat. no. 3) with influences from Italian art. Among the very rare themes of the
period are the Triumph of Orthodoxy (Cat. no. 5) and the Akathistos Hymn (Cat. no. 14), which

belong to different late fifteenth- and early sixteenth-century workshops. The iconography of the
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Triumph of Orthodoxy, the same as that encountered in an icon in the British Museum, is
rendered in a conservative style, while that of the Akathistos incorporates Western influences
similar to those observed in a small group of early sixteenth-century icons. The more pronounced
Western influences in the icon of the Adoration of the Magi (Cat. no. 15) permit its attribution
to Angelos Pitzamanos. The icons of the Nativity of Saint John the Baptist (Cat. no. 9) and the
Entry into Jerusalem (Cat. no. 8), in the Benaki Museum, as well as the larger ones with the
enthroned figures of Saint Nicholas (Cat. no. 6) and the Virgin (Cat. no. 11) are assigned to
Cretan workshops.

One of the most important icons in the Collection is that of the Raising of Lazarus (Cat. no. 12),
which displays traits of the art of the major Cretan painter Theophanis Strelitzas Bathas. The
icon of Saint Matthew, in the Benaki Museum (Cat. no. 13), is from a closely related workshop.
Traits of the art of Michael Damaskenos can be recognized in the icon of Saint Andrew, in the
Benaki Museum (Cat. no. 18). The icons of the Head of the Virgin (Cat. no. 19), Christ Great
High Priest (Cat. no. 20) and the Head of Christ Pantocrator (Cat. no. 21) are works from
conservative Cretan workshops of around 1600,

Included in this group of sixteenth-century Cretan icons is the masterpiece of the Collection,
which my research has revealed to be by the hand of Domenikos Theotokopoulos. This icon of
the Passion of Christ-Pieta with three angels (Cat. no. 17), within an integral gilded, woodcarved
tabernacle frame, constitutes a landmark in the creative course of the great Cretan painter, for in
it are expressed dynamically for the first time the unique features of his personal style, heralding
the art of his maturity in Spain.

Seventeenth-century Cretan painting is represented by three significant works by Emmanuel
Tzanes. Dating from different periods of his life, they give us an insight into his remarkable
ability both as a copier of carlier models, such as the Pieta, 1657 (Cat. no. 29) and Saint Nicholas
standing, 1683 (Cat. no. 30), and as a creator of new iconographic themes, such as the Miracle of
the Holy Girdle (Cat. no. 31). Continuers of the tradition of Cretan painting in the Ionian Islands
produced the icons of Saint Catherine (Cat. no. 26), Saint Demetrios (Cat. no. 27), the
Presentation of Christ in the Temple (Cat. no. 33) and Saint Gobdelaas (Cat. no. 32). Stronger
Italian influences, due to the use of Western engravings as models, are evident in the Descent
from the Cross, in the Benaki Museum (Cat. no. 39), and the Beheading of Saint John the
Baptist (Cat. no. 37), which is attributed to a local workshop on Zakynthos.

Noteworthy among the eighteenth-century icons are those by Konstantinos Kontarinis (Cat. nos
44, 45). The art of the Heptanesian painters, which often verges on the picturesque with
emphasis on decorative details and the use of vibrant colours, is represented by the icons by the
Zakynthian painter Nikolaos Kallergis: the signed Saint Nicholas (Cat. no. 47), the Presentation
of the Virgin in the Temple (Cat. no. 47) and the Annunciation (Cat. no. 46), which is a copy of

the Annunciation painted by Domenikos Theotokopoulos in the Modena triptych. The graphic



elements are more pronounced in other icons by Zakynthian painters, such as the Adoration of
the Shepherds (Cat. no. 50) and the Beheading of Saint John the Baptist (Cat. no. 51), both in
the Benaki Museum, as well as the Dormition of the Virgin (Cat. no. 55) and the Lamentation
(Cat. no. 56).

The Collection also includes a few interesting icons from Northern Greek workshops. Of
importance is the epistyle of an iconostasis, preserved in three pieces (Cat. no. 24). Dated
1627/28, its art is similar to that encountered in churches in the Kastoria and Veroia region.
Fascinating for their picturesqueness are the icons by the painter loannis from a workshop on
Mount Athos, 1778 (Cat. no. 61) and the painter Demetrios Zoukis from Kalarrytes, 1781 (Cat.
no. 62).

Lastly, the Collection also includes three works attributed to well-known Zakynthian painters in
the “liberal art’. The Virgin and Child (Cat. no. 68) is ascribed to Panayotis or Nikolaos Doxaras,
while the Presentation of the Virgin in the Temple and the Presentation of Christ in the Temple
(Cat. nos 69, 70) are attributed to Nikolaos Koutouzis. It was considered expedient to include in
the Catalogue the work with the Head of the dead Christ, painted by Demetrios Pelekasis in 1920
(Cat. no. 71), because, as the inscription on the back confirms, it is copied from the icon by
Theotokopoulos (Cat. no. 17).

The condition of the icons in the Velimezis Collection is the same as that of a host of icons in the
Loverdos Collection, the Byzantine Museum, the Benaki Museum, the collections of Demetrios
Sisilianos, Helen Stathatos and others. There is extensive damage on the gold ground, a uniform
brown tinge to the varnish and an alteration of the blue paint which is almost black. In some
icons there are the same type of overpaintings, as well as forged inscriptions of the painter’s
name, the date or the donor’s name, to the same degree as encountered on icons in the large
collections of this period. The signatures of Michael Damaskenos (Presentation of Christ in the
Temple, Cat. no. 33), Georgios Klontzas (Saint Catherine, Cat. no. 26), Ioannis Moskos (Saint
Paraskevi, Cat. no. 16 and the Dormition of the Virgin, Cat. no. 36), the dedicatory inscription
with the name loakeim Lambardos (Dormition of the Virgin, Cat. no. 41) and the priest
Kouloumbis (Dormition of the Virgin, Cat. no. 55) are forged, as are the signatures of
Konstantinos Kontarinis (Descent from the Cross, Cat. no. 49) and loannis Kairophylas (Descent
from the Cross, Cat. no. 40), all familiar names to the admirers of Heptanesian painting. In two
icons, Emmanuel Tzanes’s Pieta (Cat. no. 29) and Leos’s Deesis (Cat. no. 35), laboratory
examination has demonstrated that these overpaintings covered earlier, genuine signatures.

The condition of the icons and the forged names of the painters reinforce the suggestion that
they were conserved by the same painter, icon-painter and conservator, Demetrios Pelekasis,
Moreover, in addition to works by Pelekasis (see Cat. no. 71) Emilios Velimezis possessed a
typewritten text by him on his own special method of conserving icons (see Appendix II).

The selection of the icons acquired by the collector was determined by several factors that are
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connected with the re-evaluation of Postbyzantine painting at the time, in accordance with
prevailing aesthetic perceptions, which were not without ideological overtones, as noted above.
The preference for Heptanesian works is consistent with the aesthetic ideals of the connoisseur
circles of this period, which particularly esteemed contrived imitations of Italian art. The
collector’s sound judgement in purchasing the icon of the Passion of Christ by Domenikos
Theotokopoulos should be appreciated within this context.

The icons in the Velimezis Collection represent, together with the different workshops of the
painting of Crete and the Ionian Islands, the aesthetic preferences of the collector and

furthermore the dominant taste of his time.



NOTES

L.

My research on the subject of the formation of the first private collections started after I participated in the
transfer and exhibition of the Loverdos Collection in the Byzantine Museum, 1979-1980 (see Exhibition of Wall-
paintings from Episkopi, Evrytania and Icons in the Loverdos Collection, 1980, 17-30). I gave a lecture on this subject to
the Society for the Study of Modern Hellenism *Mnemon’, on 25.2.1981, while at the ITnd Congress of Greek
Archaeologists, in November 1980, I had presented a communication on the problem of forged signatures on icons
in the Loverdos Collection.

Lambakis 1908. Soteriou 1924. See also Chatzidakis 1974 (Byzantine Museum), 333. Exhibition for the Centenary of
the ChAE 1985, 5-7 (M. Chatzidakis).

Chatzidakis 1974 (Benaki Museum), 365-367. Delivorrias 1980, 13-18. Xyngopoulos 1936. Xyngopoulos 1939,

4. Papayannopoulos-Palaios 1946, 5-12; see also Kaloyeropoulos 1926, 321f.

13.
14.

1

n

Alexios Kolyvas (1848-1915) was Secretary General of the Ministry of Ecclesiastical and Public Education and
Royal Commissioner to the Holy Synod. A man of literary aspirations and a newspaper publisher in Zakynthos
and Athens, he began forming his icon collection in 1889. It was exhibited in the Zappeion, Athens, in 1912, on
the occasion of the first conference of Orientalists, and later formed the nucleus of the Dionysios Loverdos
Collection. See Exposition Congrés Orientalistes 1912. Papayannopoulos-Palaios 1946, 8-9 (see related comments
in the periodical Pinakotheki 1915, 93 and 430).

Sisilianos 1935. In his book, Demetrios Sisilianos (born 1850, senior diplomatic consul in Smyrna, Paris, Budapest
and Washington) describes among others Stephanos Tzankarolas as ‘a superb and renowned painter’ (Sisilianos
1935, 40).

Andreas Xyngopoulos published the catalogue of the collection in 1951. It included 29 icons and woodcarvings.
Xyngopoulos 1951, y-d".

Kaloyeropoulos wrote about these collections. Kaloyeropoulos 1926, 31-33.

See n. 4.

. Papayannopoulos-Palaios 1946, 8. (The excerpts quoted are freely translated from the rather pompous purist

3 7 2 oy ’ A N L
Greek (katharevousa): «elouxevuévor xalireyvay xal urepoyvouovey, dinlos éoaotav s Téxvng, ovg
TUVEBOVLEVETO EXATTOTE..., METUEY TOV OTOlwV OEXQIVETO O OLOTEETNG xadlTéyvne, Cwypdpos xal
OUVEROTIIS THS (yLoy s maoudooews Anquntoiog elexdons #»al 0 TWTOTOQOS €V 1] HedéTy, OleddoeL

wail Grotel founvein TS Tévic Ta g, Hovadixos éumetooyvauwmy, "Avaotdatog Mamay avvomovdogs).

. Demetrios Pelekasis, son of the painter Spyridon Pelekasis, wrote studies on Heptanesian painters and contributed

to the founding of the Zakynthos Museum (see article in the Meyady Eldyvixn Eyxvxlomaideia, in which it is
noted that from 1906 he was involved ‘in reshaping the true Byzantine art’, see also Konomos 1976, 134ff.). See

below nn. 20, 42; also bibliography in Cat. no. 71 as well as Appendix I1.

. The 1726 manuscript was published by Spyridon Lambros in 1871 (reprint 1968). On the 1720 manuscript see

Kyriakou 1982 and below n. 29.

Lambakis 1891.

De Viazis (1902), 1968, 10-11; the only Cretan painter mentioned in this study is Emmanuel Tzanes, who is
considered a painter of the Byzantine School and a pupil of Doxaras (op. cit.. 43). (The excerpts are freely
translated from katharevousa: «"Qoog elzovas eldopev tov Koytov aywyoagav #al avtav 1y xallréooy,
TAQETN O TUUEY UOVOV HAAMTEQOV EVIOTE YOWUATIOUOY %ell O] TEYVIXDTEQOY TOV PWTIOUOY TOV TOOOHTWY HaLl
elc tdc mposboyic dwaxpwinsvor Empaviateoov (tic anvotyeds Gulavitaxs teyvotpomias).» And on
wilevlépac téypvnor... «oxomov Eyousy va mouypatwbousy wepl TS avayevviioews s "EAAnvirns
Coyoaduic, xal Tav Cwyodpwy, oltives Edoaaay €v 1l EAAnvie] téyvy ol dmépeoav ToUs dylaotépovs
xoemovs»). Spyridon De Viazis was born in Corfu in 1849 but lived most of his life in Zakynthos, where he died
in 1927. A local historian and prolific writer, he published over one thousand articles and studies (see Dinos

Konomos’s foreword to De Viazis 1902, reprint 1968).

. Zacharias Papantoniou (1877-1940), director of the National Art Gallery, was Prefect of Zakynthos (1912-1927).

See Papantoniou 1915, 231-240, in which he examines ‘Byzantine art beautified and Italianesque in Crete’ («ov-
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29

Cavoumy Téyy éswoaioudvyy xul itadotporotioay év Konty»).

- Demetrios Kaloyeropoulos, founder of the periodical Pinakotheki in 1901, writes in his article on the Heptanesian

School in the Eyxuxdonaioei EevOegovddzy, 1929: °... but while the art was being reborn in Italy, Byzantine art
in Greece was in decline, until the Heptanesian School appeared during the 17th century. The first seeds of this
art appeared in Corfu, but it developed in Zakynthos’. Nikolaos Kaloyeropoulos, author of the book Neogddyvi-

1) Zoyoaguay, 1926, was secretary of the National Art Gallery and assistant director of the Byzantine Museum.

. See n. 6.

- Pelekasis 1927, 143. Pelekasis 1915, 144.
. Kaloyeropoulos 1926, 12.

. Papantoniou 1915, 231-240.

. Newspaper [Tolizela, 23 March 1926.

. See nud.

- For example, forged signatures of Michael Damaskenos, Stephanos Tzankarolas, Emmanuel Tzanfournaris.

Emmanuel Tzanes, Theodoros Poulakis, Philotheos Skoufos, Emmanuel Lambardos and Ilias Moskos have been
detected in the Loverdos Collection. Forged signatures of Michael Damaskenos, Emmanuel Tzanes, Emmanuel
Tzanfournaris and Philotheos Skoufos have been noted on 15th century Cretan icons in the Benaki Museum (see
passim Exhibition of Wall-paintings from Episkopi, Eviytania and Icons in the Loverdos Collection, 1980, 21-30. N.
Chatzidakis 1983, nos 25, 26, 11, 23 (in no. 8 it is erroncously noted that the forged signature is of Emmanuel
Tzanfournaris instead of Stephanos Tzankarolas).

. Konomos published the report much later, in 1963 (Konomos 1963, 94-96). Among the icon restorers in

Zakynthos was the painter and icon-painter Panayotis Plaisas Nikas (born 1862), see Flemotomos 1990, 198.

SSeéeq, TL

. He began his technical studies in 1906, as he himself states in the text included in the publication The Painter D.

Pelekasis and his Work, n.d. (1928?), no p. no. See also article by N. Kaloyeropoulos in the newspaper Actoamj, 18
May 1921 (Konomos 1976, 138).

- See Appendix ITL.

- The fortune of his name in Spain and his reception in Greece during the 19th century, after Andreas Moustoxidis

published his first article, ‘Kyriakos or Domenikos Theoskopolis’. in the periodical Helfenomnemon 5 (1843),271-276
(biography according to Lanzi, Ticozzi, Pacheco and Palomino), has been presented with verve by Mertzios 1966
and Hadjinicolaou (EI Greco of Crete 1990, 56-108, particularly 60ff.). See also n. 29.

«dopévinos yoéxos, ivmavdss: in a Zakynthian idiomatic type of uncertain origin, perhaps the Hellenized version
of the Italian Greco (Graikas — with the accent on the last syllable — was the usual word for a Greek in Ottoman
times). As far as T know this is the first reference to his name in a Greek text (Havaywnry Aokapd, Tépm Zwypa-
plug, yeiooyoado s Magzanis Bilwbime, 1720, 3): itis cited in a note to an article by Kyriakou 1982, 222, .
38. A. Moustoxidis gave the first partial publication of the manuscript in the Biblioteca Marciana, in the periodical
Hellenomnemon 1 (1843), 22-28, 32-35. Mertzios is the first to mention this citation by Doxaras, but without
reference (Mertzios 1966, 6). It would be extremely interesting to find Doxaras’s source. The name Greco oceurs
in the manuscript of the biography by Mancini (1621-1624), see Xydis 1959, 218-225, and in Palomino (1724), see
Hadjinicolaou 1990, 60, n. 10.

. For the misreadings of the name see Mertzios 1966, 5: Hadjinicolaou 1990, 64. See also the titles in the relevant

Greek bibliography from 1843 till 1882, in Ef Greco of Crete 1990, 415,

- Hadjinicolaou 1990, 60-61. Mertzios 1966, 5-6. Justi 1897, Vikelas 1894,

- De Viazis 1913, 154 (freely translated from katharevousa: «év ¢ Oeotoxomoviog uetéGaive petd tic év Bevetig

oTOVOdS Tov £is Ty Konjtyv, 1 fioyeto eic iy “Exrdvmoov, xad i el mjv mpwtedovoay Képxvoay, 0d o
ELevlegog 6 yowotijo, Edevliou i) paviaoia. Aév B ebploneto el Edvov mepibdilov uetalt v iepoetera-
OTHV, GAL pETalU  EAA vy xal 0 dvedenaieto AT TG vEWTEQUS ENN VTS oyolifc éni T Bdoer Tijc ita-
Aaje»). It should be noted that the great Italian painters such as Tintoretto, Titian, Veronese and Tiepolo are

given an important place in these studies. Nevertheless, Theotekopoulos’s work influenced some of Photis



33.

34.

36.
LA
38.
39.
40.

41.
42.

43.
44,
45.
406.

47.

48.

49.

Kontoglou’s paintings, as pointed out by Karakatsani 1975, 27, Hadjinicolaou 1982, 55-58, figs 17, 20, 21, 23 and
Zias 1991, 37 and passim, figs 44, 45, 61, 95, 187, 235. Kontoglou admired Theotokopoulos and believed that the
origin of his art was Byzantine, but in later vears he considered that most of his works were spoilt by the spirit of
the Italian Renaissance (Hadjinicolaou 1990, 68. Zias 1991, 58, n. 6).

Relevant information in the Museum archive: Adoration of the Magi purchased from Th. Zoumboulakis, 104,000
drachmas, 26 April 1934; Evangelist Luke purchased by D. Sisilianos from Zoumboulakis who brought it from
Zakynthos. Donation to the Museum 7/12/1936. See also Chatzidakis (1956) 1990, 109-112. Chatzidakis 1963
(1990), 116-117.

According to Manolis Chatzidakis, Antonios Benakis paid a lower price because he was unsure about the work’s
authenticity, until he received Mayer’s expertise (Mayer 1935).

. Sisilianos 1933, 78: “Is the icon in my collection by loannis Domenikos or is it an early work by the great

Domenikos Theotokopoulos painted in Crete ...?" and 88: ‘An icon of medium dimensions in the Sisilianos
Collection, depicting the Evangelist Luke painting the Virgin, on wood, in egg tempera and on a gold ground,
bearing the signature Xeio Aopjvixouv is a work by him’,

Pallucchini 1937.

Cf. above 31 and Appendix I.

Mertzios 1966, 7.

See n. 33.

All the information concerning the equivalence of the drachma to the sovereign was kindly provided by my friend
Professor Stavros Thomadakis.

Segm; 5

As mentioned by Zois and Konomos (Zois 1934, 38: Konomos 1967, 8-11) the move to found a museum on
Zakynthos was started by Panayotis Chiotis in 1882. The General Ephorate of Antiquities began realizing it
towards the end of 1908; in 1919 it was housed in the Pantokrator church in Saint Mark’s Square; Demetrios
Pelekasis played a valuable role in setting up the Museum before the catastrophic earthquakes in 1953 (Konomos
1976, 139).

Konomos 1988, passin.

See n. 33.

The Report was published in Hepianesian Pages A", no. 3, 1963, 91-119. See also Konomos 1967, 8-10.

Heptanesian Pages, A", no. 3, 1963, 93-94. (Freely translated from katharevousa: «Td doyaioloyind dviieieve
tijc vijoov, Td év Tolc vuols xal povaic xuruxeluevy, Teol WV €TOV AVOITEQW, Nouv wéyolL toide dela 1@V éxd-
aToTE EMITOOTOY HA (cobwv, Edv oltor oy (dwTelels, wol T@Y IOWWTQOTUDY olTdY, Edv fouy dOWiPogoL i
duallelz. "Ex totton ovvésy otdnatg ovotyuatix) 00 tov aoyaoxamlov, vady kel povay, xutaotoody
xal Blaba movTion TV GVTIREEVDY, TODTOY AOLAPOQLas»).

See protests of D. Pelekasis, A. Papayannopoulos-Palaios, G. Mazarakis and L. Zois in the periodical Pantognosiis,
B, 15 April 1923, no. 4, 58.

Konomos 1959, 229. See also Konomos 1988, 27ff. and passim. See also earlier comment by D. Pelekasis: ‘in many
other houses there were many masterpieces that the antiquity thieves smuggled out. Some now adorn the salons
of the newly-built villas of the nouveaux riches in the capital’ (Pelekasis 1927, 118, freely translated from
katharevousa).

See above n. 33, information in the Museum archive. The information on the provenance of the Adoration of the
Magi from an Aegean island is examined by Xydis 1964, 68-70.

. Chatzidakis (1988) 1995, 135-141, figs 16, 17, 18. For the icon see Chatzidakis (1956) 1995, 109-115. Wethey

1962, 11, 246, no. X-400, attributes the icon to one Master Domenikos, an opinion rejected by Chatzidakis and
recent researchers, see Chatzidakis (1963) 1995, 115-125. N. Chatzidakis 1983, no. 49, 55-56. Constantoudaki-
Kitromilides in El Greco of Crete 1990, no. 2, 146-149. For the iconographic sources and the dissemination of
the theme in Postbyzantine painting see El Greco of Crete 1990, no. II, 118-123 (N. Chatzidakis). See also Cat.
no. 17, 220, n. 7.
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54.
5. Mayer 1935. Chatzidakis (1950) 1995, 43ff., 101 ff., figs 19-22. Xydis 1964. El Greco of Crete 1990, no. 3, 150-154
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Chatzidakis (1988) 1995, 138, n. 6, fig. 17.

A black-and-white slide from Manolis Chatizdakis’s archive. The icon was conserved in the Benaki Museum by
Photis Zachariou after its donation in 1956, and recently by Stergios Stasinopoulos (Stasinopoulos 1988).
Zakynthos Museum: 1. (no. 239) From the church of Hagios Spyridon Flambouriaris (Konomos 1961, fig. on p.
51. Charalambidis 1978, fig. 18. Konomos 1988, fig. 87). 2. Provenance unknown, from a ruined church (Hagios
Nikolaos Kalogreon?) (Konomos 1964, fig. on p. 89. Charalambidis 1978, fig. 42. Konomos 1988, 124, fig, 104). 3.
From the Evangelistria church (Konomos 1964, fig. on p. 89). See also an icon of the Annunciation from the
Chrysopigi church (Konomos 1961, fig. on p. 61. Charalambidis 1978, fig. 34). See also Donor with angel
(Konomos 1961, 62 and fig. on p. 62. Konomos 1988, fig. 110). See also Cat. no. 48, 367, Figs 230, 231. The angel
in Theotokopouloss icon is copied from an engraving by G.B. d’Angeli, as Maria Constantoudaki-Kitromilides
noted in El Greco of Crete 1990, no. 2, 148, fig. 1. ‘

See also M. Constantoudaki-Kitromilides’s observation in El Greco of Crete 1990, 148.

(M. Constantoudaki-Kitromilides). Wethey’s view that this is a work of one Master Domenikos, Wethey 1962, 1,
fig. 36, II, 165, was rejected by Chatzidakis (1963) 1995, 1151f., and later scholars. See £l Greco of Crete 1990, 150ff.
(M. Constantoudaki-Kitromilides). See also Cat. no. 17, 220, n. 7.

. Lydakis 1976, 33, fig. 20. For the church see Konomos 1964, 90,
57.

All Theotokopoulos’s representations of the Adoration of the Magi are connected iconographically, see
Pallucchini 1937, 10ff. Xydis 1964, 68ff. £l Greco in ltaly, 1995, no. 37, 288-293 (N, Hadjinicolaou), no. 39, 302-
311 (J. Alvarez-Lopera). For the kneeling shepherd see also the Adoration in the Buccleuch Collection, Wethey
1962, I, fig. 10, II, no. 24, 26-27. First published in 1898 as a work by Girolamo Bassano; for the related
bibliography see op. cit., 27.

Wethey 1962, 1, 166, no. X-3, II, fig. 41; he ascribes it to ‘Master Domenikos’, as he does for most of
Theotokopoulos’s early works. Alexandros Xydis also questions the attribution (Xydis 1964, 70, n. 1). José
Alvarez-Lopera re-examines the panel with convincing arguments and considers the work authentic, see £ Greco
i lialy, 1995, 302-311, fig. 1.

Unpublished; I am most grateful to the archacologist Katerina Demeti for giving me a photograph of the icon.
Heptanesian Pages, A", 1, 1977, 8, no. 42.

Gift of the Domenegini family. Konomos refers to expertise by Marinos Kalligas, Konomos 1988, 116, fig. 84.
See passim Konomos 1974, 170, n. 8. On the painter see also Cat. nos 69-70. p. 4244f,, n. 1.

De Viazis 1891-92, 436-442 (freely translated from katharevousa: «..elye OF idwutéoay puioradiov xal TénmY
wegl Ty dvriyoagijv, drodidwy eig td dvtiyoapoiueva goya yugiéotata apfuate, ordow dudpooor, Teo-
oblétwy OF moooéTy ij dpatodv Tedowna éx 1@V TewTOTIRWY, 0ifTwe Gote wf aviyoagai o0 épalvovto (S
goya...»): see also Mavroyannis 1894, 201: ‘Kantounis not only studied the works of Koutouzis but also copied
many of them’,

Chatzidakis (1988) 1995, 135-141, figs 16, 17, 18. See also £l Greco of Crete 1990, no. T1, 118-121 (N. Chatzidakis)
and no. 2, 149, fig. 2 (M. Constantoudaki-Kitromilides). For the icon see additional bibliography above n. 50. For
the works from Zakynthos see above, n. 53,

For the icon see bibliography above, n. 55.

- See 216-217, figs 136-137. The subject of the angel turned three-quarters with the thigh bared was also used by

Michael Damaskenos and is diffused in Heptanesian painting, Cf. Cat. no. 17, 220, nn. 10.11, 12

See bibliography, Cat. no. 48, 366-367, nn. 8, 26.

Pallucchini 1937, 5.

Wethey 1962, 1, figs 17, 13, 14, 1L nos 37, 38, 39, pp. 32-33. The icon in the Museo del Prado is known to have been
in Spain already in the 18th century, cf. Cat. no. 48, 369, n. 32. The icon in the Thyssen-Bornemisza Collection was
first published by Venturi 1927, 252-255. The Barcelona icon was fivst published by Legendre and Hartmann in
1937. For these three works see bibliography in Cat. no. 48, 368, n. 9,

See bibliography for the icon above, n. 58.
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5. The subject also occurs on the prothesis door of the Panagia church in the village of Belousi (Konomos 1961, fig.
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Wethey 1962. 11, no. X-3, 166, with bibliography.

. Wethey 1962, II, no. X-2, 165-166, I, fig. 40; attributed to ‘Master Domeniko’. José¢ Alvarez-Lopera presents

convincing arguments that it is an authentic work. See El Greco in Italy 1995, no. 39, 3021f,
Mayer 1939, 28; see relevant bibliography El Greco in Italy 1995, 311 (J. Alvarez-Lopera).

. See bibliography in Cat. no. 17, 266, n. 88.

Tsigaridas 1996, 241. Cf. Cat. no. 17, 260, n. 88,

on p. 84) and the prothesis door in the Zoodochos Pegi-Hagios loannis Gouzelis church (recorded by Adamantiou
in 1908, Konomos 1963, 115).

Christie’s 1997, no. 217, 245-255, fig. 1.

Opus Sacrum 1990, 148-149, no. 25 (L. Puppi).

Icons with cut outline, that are attributed to Nikolaos Koutouzis, see Konomos 1961, fig. on p. 54 and fig. on p. 86.
See also Konomos 1962, 22-23.

. Konomos, 1988, 127, fig. 124.
80.

The Dormition of the Virgin, in Syros, is not included in these works even though iconographic affinities were
noted with the Dormition of the Virgin Cat. no. 36, which probably comes from Zakynthos (see below, 309, Figs
184, 185). An even greater iconographic affinity is ascertained with the Dormition of the Virgin by Ilias Moskos,
1698, in Cephalonia (Cephalonia 11989, fig. 129, p. 92). However, none of the original elements, of Italian origin,
in Theotokopoulos’s icon — the model for which is traditional — are adopted in the icons cited (for the icon in Syros
see Cat. no. 17, 220, n. 7).

. For the painter see bibliography in Cat. nos 17, 46, 47, 48, pp. 217-219 and 348-369.
82.

A Venetian nobleman mentioned in a document of litigation with Domenikos Theotokopoulos for an unknown
reason (5 November 1566), published by Nikos Panayotakis (Panayotakis 1995, 138-139). His wife was Marietta
Koresi, niece of Pegi Koresi who was the wife of Konstantinos Sigouros, a most influential member of the noble
Zakynthian family (see Cat. no. 30, 278-280). Konstantinos’s nephew became the local saint, Dionysios
(Draganigos Sigouros) (Zois 1963, 165-166, 585-589).

Konomos 1970, 63: ‘Sideris Georgios, doctor, feudatory in Crete’. In 1568 Domenikos Theotokopoulos sent
drawings from Venice to the cartographer Georgios Sideros (Zorzi Sidero), then in Herakleion (Constantoudaki
1975-1976, 68-71). These were evidently two different persons.

De Viazis 1902, 11 (freely translated from katharevousa: «fuyjOnoey aepioodtegoy toig ltulovs didovres duws

yooudv Tva Gvlavtiaxivs).

. It is perhaps not fortuitous that in a period when re-evaluation of his art had not yet begun, El Greeo’s works

inspired great painters such as Velasquez and Goya, and that the later rediscovery of his work was initiated by art
critics and painters, such as Théophile Gautier, Delacroix, Manet, Cézanne and Picasso. There is an extensive
bibliography on this subject. See in particular Brown 1982 and Alvarez-Lopera 1987, as well as collected studies
by E. Harris, P. Klein, N, Hadjinicolaou, E. Foundoulaki, in El Greco of Crete 1993,
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20. The Virgin Hodegetria, second half of
15th century, Cat. no. 1.

1
THE VIRGIN HODEGETRIA

455x354%x21cm

Second half of 15th century

he Virgin is portrayed in the type of the Hodegetria with the Christ-

Child on her left arm. Both figures are in three-quarter pose and turned

towards one another in mystical commune. The Virgin’s head is inclined
slightly and her right hand is in a gesture of supplication towards Christ who holds
a furled scroll in his left hand and blesses with his bent right. The Virgin’s
purplish red maphorion covers her head and leaves a deep triangular opening
revealing her deep blue dress with gold band round the neck. The gold ornaments
on the maphorion are limited to the usual star on each shoulder and one off-
centre on the head. The maphorion covers the right arm uniformly, without the
overfolds which in most cases permit the addition of gold fringing.! Christ’s grey
blue chiton with random motifs is girdled with a red sash with gold striations,
passing round the waist and over the shoulders to form two vertical bands. The
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1. THE VIRGIN HOGEDETRIA

21, The Virgin Hodegemia, second half of
I5th century, Cat. no. I, detail.

ochre himation with gold striations leaves the chiton exposed to the thighs and
only covers Christ's legs: despite the damage, traces of the crossed feet are
discernible. _

The Virgin's face is well drawn with finely arched eyebrows. a long slim nose and
a small mouth with thin lips. The outlines of the elegant tapering fingers are
firmly drawn.

The face of the Christ-Child is similarly refined, differing from the normal
iconographic type of the infant with rounded features. He has a high forehead,
barely puffed cheeks and a small chin. Top left there are traces of inscriptions on
the damaged gold grnuhd,

The position of the Virgin and Child is consistent with the iconographic type in the
famous icons of the Virgin ‘Perivleptos’ and ‘Psychosostria’ in Ochrid, which was
widely diffused in Cretan icons from the fifteenth century onwards, the mid-
fifteenth century icon in Corfu and the icons by Andreas Ritzos being outstanding
examples.” However, Christ’s attire, with the himation swathed low around the
waist, leaving the chiton exposed, belongs to another group of icons known from a
few splendid Palaeologan examples such as the Eleousa in the Athonite Monastery
of Chilandari (first quarter of 14th century)® (Fig. 22) and the ‘Perivleptos’ in the
Zagorsk Museum (second half of 14th century),’ (Fig. 23) which reproduce the
type of some miraculous icon in Constantinople.” Another icon of the Virgin, in
the Tretiakov Gallery in Moscow (second half of 14th eentury),” belongs to this
group, although the Virgin's left hand is in a different pose, resting on Christ’s leg.
The same model is interpreted in a different manner and with minor deviations in
two interesting double-sided icons in Rhodes (mid-14th century) and Kos (14th-
15th century);” it differs not only in the position of the Virgin's right hand, which
touches Christ’s leg, but also in that of Christ’s left hand, which hangs down.
Divergences from the model of our icon are also app'arcnt in the magnificent icon
of the Virgin “Alethini’, in Patras (late 14th century),” in which the Virgin's right
hand passes under Christ’s legs, while he holds the scroll with a bent hand, as in
the Chilandari icon. Nevertheless, a constant iconographic trait in these three
icons and ours is the way in which Christ's himation is arranged, exposing the
chiton on the upper body.

Of these representations of the Virgin and Child, ours has the greatest number of
traits in common with the iconographic type of the Chilandari icon. Not only are
the pose and relationship of the two figures — turned towards one another — the
same, but also the type of Christ’s dress with the himation fallen around the waist,
the position of the Virgin's right hand in intercession, as well as the way in which
Christ holds the scroll with his left hand bent.

M. Acheimastou-Potamianou ascertained that the icons in Rhodes and Kos
reproduce the same iconographic type as an icon in the Museo Correr, Venice,
which is ascribed to a fifteenth-century Venetian-Byzantine painter,” while Chr.
Baltoyanni, adding further examples, suggests that Rhodes in the time of the
Knights of Saint John was the centre from which this type was diffused."
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22, The Virgin Hodegetri, 140 century
Chilandiar Monasiery.

The iconographic type of our icon also occurs in works by sixteenth-century
Cretan painters. An icon of the Hodegetria exhibited for auction in London'" uses
it with minimal maodifications: the Virgin’s hand rests on Christ's knee and Christ
holds the scroll differently, as in the Rhodes icon, two venerating angels appear
on high, as in the Virgin “Alethini’, while the gold fringes on the Virgin's
maphorion are due to the elaboration of the model by a good sixteenth-century
Cretan painter. The Hodegetria on the reverse of the sixteenth-century icon of
the Crucifixion, in the Byvzantine Museum (no. T. 157). should also be attributed
to an analogous Cretan model."* The same model is followed by the painter of the
Virgin ‘Pammakaristos’, which is dated to the second half of the sixteenth century,

on the back of a double-sided [ourteenth-century icon of the Hodegetria, in
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Veroia."* The prototype of this representation, which like our icon follows that in
Chilandari, is interpreted in the artistic idiom of northern Greece.

Lastly, the same type is also used in an interesting icon from Cyprus, work of a
gifted early sixteenth-century painter, with obvious influences from Western art,
primarily in the soft rendering of the flesh and the draperv.® In this
representation the Virgin's right hand holds Christ’s body in check, passing under
his legs, as in the Virgin “Alethini’ in Patras,” but a deviation is observed in
Christ’s scroll, which 1s open.

The style of our icon bears several traits recognized in fifteenth-century Cretan
painting. The well-drawn facial features and especially the Virgin's long fingers
recall the icons by Andreas Ritzos. in Florence and Parma.'® The austere drapery

23, The Virgin Hodegerria, 14th cenniry.,
Lagorsk Musetm.
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and the lack of a decorative gold fringing on the Virgin's maphorion hind it with
carlier traditions."” Nevertheless, the morphology of the maphorion and of
Christ’s garments, with the rectilinear folds, is a characteristic feature of fifteenth-
century Cretan painting. though without the strict geometric development seen in
the works of Andreas Ritzos and later painters. The modelling of the flesh in
warm tones with dense, finely executed brushstrokes and warmer brownish red on
the cheeks belies connections with Palacologan tradition, as encountered in icons
by the painter Angelos, of the first half of the century, as well as others in Crete.™
Even so, the refined facial features of both figures indicate a barely perceptible
distancing from these models, as well as from icons of the Virgin and Child
attributed to their workshops. All these characteristics, which endow the icon with
the texture of a wall-painting, lead to a date in the middle rather than at the end
of the fifteenth century, and to a workshop of an accomplished artist equally
familiar with Palaeologan tradition and Cretan painting. It is well known that in
Crete during the first half of the fifteenth century the art of wall-painting
developed to a high standard alongside that of icon-painting: the Palacologan
tradition was assimilated creatively by painters who decorated churches, as
attested by the wall-paintings in the churches at Sklaverochori, of the Panagia at
Kapetaniana (1401), Valsamonero and Embaros (1436/7). as well as at Apano
Svmi Viannou, by Manuel Phokas (1433)." This is the context to which the art of
the painter of our icon, who adopted the Constantinopolitan model, can be
obviously assigned.

Conprmos Manolis Chatzidakis, 1945 “The icon is painted on wood with fine gesso preparation
on linen. Cutlines and details are incised. In general it is in good condition but is mther worn in
places. The wood was spliced 10 the right. The feon s framed by a later red band, elumsily
painted.”

Buieorary Unpublished.

MNOTES

1. See further example Cat. no. 2,

2. For the type as well as collected examples see Voeotopoulos 1990, no. 6, 13-14, Nig. 6 sce also
Cat. mo 4.

3. Chilandar 1978, fig. 71,
4. Bizanuj 1991, no. 36, 232-233, with bibliography.
5. See relevant article by G. Babic', Quelques observations concernant Uicone de la Vierge

Kosinitsa, in the volume (in press) in memory of D, Mouriki, as cited by Baltoyanni 1994, 235
n 13

6. Bizannj 1991, no. T8a, 245-246 with bibliography.

Byzantine and Posi-Byzaniine Art 1986, nos 82, 89, pp. 79, 88 (M. Acheimastou-Polamianou).

Acheimastou-Potamianou 1995a, 4711, fig, 1.

9, Byzamting and Post-Byzantine Art 1986, 85,

10, Baloyanni 1994, 13361, 236-237, nos 66-67, pls 128-132

1. Sorheby’s 1987, no. 297,

12, Soteriou 1931, 78, fig. 34. Baloyanni attributes the icon 1o the workshop of Frangos
Katelanos {Baltoyanni 1991, 23 and 1994, 30-31, fig. 16), The Virgin's right hand is in the same

o
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gesture of intereession as in our jeon.

13, Archacological Muscum no. 117, Byzantine Art - Enropean Art 1964, no. 221, Papazotos 1980,
I6THE Papazotos 1993, fig. 133,

14, From the church of the Panagia Katholiki. see Sophocleous 1994, no. 45. %9, colour plates on
pp. 177-179,

15. See above n. 8.

16, See N. Chatzidakis 1993, 4246, nos f, 7, with previous bibliography.

17. See feons of Cretan At 1993, nos 144, 156,

18, Sec good photographs. feons of Cretan A 1993, nos 139, 142,

19, CF. Chatzidakis 1969-70, 335-337. Borboudakis. Gallas, 1983, figs 73, 77, 78, 130-134, 284, 364-
367, 420432, Borboudakis 1988, 2311, snd Borboudakis 1992, 375-399.
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24. The Virgin of Tenderness, art
of Andreas Ritzos, second half
of 15th century, Cat. no. 2.

2
THE VIRGIN OF TENDERNESS

428 x344x 1.8 cm
Art of Andreas Ritzos

Second half of 15th century

he Virgin is portrayed to the waist, turned in three-quarter pose towards

the Christ-Child, whom she holds in her left hand while supporting his

little left hand with her right, in an attitude of intercession. Christ’s
cheek touches his mother’s face, while his right hand, holding a closed scroll, is
lower down, at the level of his knees and next to his mother’s hand. The bare sole
of his right foot with the loosened sandal projects from behind his left leg. The
Virgin wears a deep red maphorion with gold border band and gold fringing on
the shoulder. Christ wears a dark blue chiton cinched at the waist by a red sash,
and an ochre himation. All the garments are embellished with meticulously
drawn, dense, delicate gold striations. The flesh is modelled with firm
brushstrokes in warm brown tones and light pink on the cheeks, while close white
parallel highlights enhance the volumes over the whole surface. The ground is
gold and the haloes with double incised outline and no incised decoration are
damaged. Traces of a red cross are visible on Christ’s halo and ghosts of the red
letters of the inscription /C XC are discernible on the gold ground.
In the relationship of the two heads the iconographic type of the Virgin and Child
in our icon follows the Byzantine model of the Glykophilousa or Eleousa.!
However, in the relationship of the hands and the pose of Christ’s crossed legs,
with loosened sandal on one foot, it is linked with the model of the Virgin
‘Amolyntos’ or the Virgin of the Passion, as established by the fifteenth-century
Cretan masters, in particular Andreas Ritzos.” The new iconographic type that
emerged from the combination of the two different models appears in a large
series of Cretan icons, the most splendid example of which is the icon ascribed to
Andreas Ritzos, at Trani in Italy (Fig. 25).° The similarity of the iconographic
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25, Andreas Rirzos, The Virgin of Tender-
mesy, second hall of 15t century. Trani,

26, The head of the Virgin, detail of icon
Cart, mer, 2 (infraved photograph ).

type is evident as much in the attitudes and the facial type of the two figures, as
in the relationship and position of the hands, and the pose of Christ’s feet with the
loosened sandal, There is even correspondence in the colours. The deep blue of
Christ’s chiton should be stressed in particular, since this is only very rarely
encountered in the large series of late fifteenth-century icons with the same
iconography but from a different workshop, such as the icon in the Canellopoulos
Museum,* where the execution seems cruder, without the gold striations on the
fabrics, and even in two icons in the Byzantine Museum, T. 71 and T. 7587 In
representations with the same iconography it is more usual for Christ to wear a
white chiton, as in the icon of the Virgin in the Eleousa Monastery on the Island
in the lake of loannina,” of the Glykophilousa in the Gouvernetou Monastery,
Crete’ and icons in Patmos and Brescia® of slightly later date.

The accomplished painting and expert technique of our icon display close affinity
with works by Andreas Ritzos. The drawing is flawless, the brushstrokes are
precise, forming the calligraphic facial features and the neat geometric planes on
the drapery, while the colours are vivid and have the limpidity of enamel. The
modelling of the flesh is strikingly similar to that on an icon in Florence, in which,
in good photographs published recently, the technique of the tiny highlight flecks
on the foundation is exactly the same.” although their direction is different. The
iconographic and stylistic affinities of our icon with icons by Andreas Ritzos
permit its assignment to a workshop associated directly with this great Cretan
painter.

Coxpimon Manolis Chatzidakis, 1945 *Teon on a single panel of wood. In very good condition;
only the gold ground has suffered in cleaning. Damage at the top has been restored with
keromastic (bees’ wax and mastic), Fine gesso directly on the wood. Outlines and details lightly
incised.”

The icon was conserved before 1945, There was a fine red border on the gold ground that had
been overpainted sometime in the past in orangey-red. On the gold ground traces of a previous
overpainting in red and blue. See also Appendix 111

BipLioGrariy Unpuldished.

MNomEs

l. E.g. see Grabar 1975; Tatié-Djuric, 1976; Thicrry 1976,

2. Ci. M. Charzidakis 1974, 1501,

3. eone di Puglin 1988, no. 44, fig, on p, 80, 139, with previous bibliography; for the type see also
Baltovanni 1994, 133 and for examples see Cat. no, 3, B0-83.

4. Baltovanni 1994, no, 41, pls 69, 75 (34 x 45 em), late 15th century,

5. Baltoyanni 1994, no. 42, pl. 86, late 15th century; no. 49, pl. 85, 16th century,

6. Byzanting and Post-Byzantine A 1986, no 119,

7. feons of Cretan Art 1993, no. 135 (M. Borboudakis)

8. Chatzidakis (1977} 1985, no. 45, pl. 34, N, Chatzidakis 1993, no. 40, 164-165; see also other
examples Baltoyanni 1994, nos 3049,

9. See M. Chatzidakis 1993, no. 6, 42-44, with previous bibliography: Baltoyanni 1994, pl. 15, figs
18-20,
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27. The Virgin of Tenderness, art
of Andreas Ritzos, second half
of 15th century, Cat. no. 3.

3
THE VIRGIN OF TENDERNESS

204 x149x 1.8 cm

Second half of 15th century

he Virgin, shown to the waist and turned'three-quarters left, holds the

Christ-Child in her arms; she supports his back with her left hand, while

her right passes vnder his legs. Christ embraces his mother and touches
her face with his cheek; his right hand passes round her neck, where the tips of his
little fingers are shown, while the left is extended on her shoulder. Red-lettered
inscriptions top right and left: MHP @Y, IC XC. The Virgin’s maphorion is deep
red with geometric folds on the surface covering her body and softer ones,
forming a deep curve after the Western mode, on the section falling between the
arms. Her headdress is dark blue with lighter shades in the angles of the folds.
The broad border band of the maphorion, decorated with intricate pséudo—Cufic
motifs, belongs in the same tradition. Christ wears a dark blue (oxidized, almost
black) chiton with a red sash girdling the waist and passing over the shoulders in
two perpendicular bands; his himation falls low around the waist, leaving the
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28, The Virgin of Tendemess, Cat. no. 3,
detail,

chiton exposed but covering his legs. The feet project above the Virgin's right
forearm; the right one with bare sole is tucked under the lefi, since the sandal
with very fine gold thongs is loose and dangles at a distance below his mother's
hand. The deep blue chiton, the red sash and the ochre himation with rich
drapery and tiny overfolds, are embellished with dense gold striations.

The modelling of the faces is soft and uniform, the warm brown tones forming
smooth planes, as in Italo-Cretan icons. However, the passionate expressions, the
rounded volumes on the cheeks and especially on the wide, round chin, reveal
affinity with earlier Palaeologan models, such as the Italicizing Virgin and Child
in the Benaki Museum.' There is simple, finely punched decoration on the small
haloes and the entire surface of the gold ground is patterned with broad-leafed
volutes, a manner of decoration that places our icon among the early examples of
Italo-Cretan painting. Foliate volutes are more usually encountered on haloes of
icons in this group, and only rarely on the gold ground. Rather simply executed
volutes on the ground are known from a few icons of the second half of the
fifteenth century, such as one in a private collection in Athens.” On other icons of
the late fifteenth century the incised decoration of the ground describes simpler
geometric motifs as in the icon of the Madre della Consolazione type in the
Historical Museum, Moscow,” in which there is decoration in radiate arrange-
ment, and in icon T. 224 in the Byzantine Museum, where there is a lozenge
ornament.* On this last icon the haloes of both figures are likewise small and bear
analogous simple punched decoration, as is the case in another fifteenth-century
icon in a private collection in Athens® The freely executed decoration on the
haloes and ground of our icon is ascertained in several early Italo-Byzantine or
Italo-Cretan icons, such as the Virgin in the Benaki Museum." as well as those just
cited in a private collection in Athens,” in the Byzantine Museum (no. T. 2248
and an icon in the Ekonomopoulos Collection.” The icon of the Glykophilousa
reproduces a type established in Cretan iconography, that combines traits
alluding to the iconography of the Passion, as it appears in the widely diffused
types of the Virgin of the Passion' and the ‘Kardiotissa’." Three icons of a
similar type are located in Naxos," the Lichacev Collection' and a collection in
Antwerp.'* Not only are the pose and relationship of the figures identical in every
respect, but also the deep blue chiton on Christ. These icons differ from cach
other stylistically, however, in their degree of association with Byzantine tradition
and manner of assimilation of Western influences.

Although our icon cannot be assigned to a specific workshop, it is most closely
related to the Glykophilousa in the Lichacev Collection,”” mainly because the two
traditions are blended to a considerable degree. Both icons combine the
Byzantine-style geometric drapery on the garments with the finely worked, gold
pseudo-Cufic motifs on the border band, a characteristic feature of Italo-Cretan
icons. An additional similarity can be ascertained in the Western-style treatment
of the flesh — with much softer modelling in our icon — and in the soulful
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expressions, with the Virgin's evebrows less arched and the eyes with dilated pupil
gazing upwards.

An analogous combination of contrasting traditions is ascertained on comparing
our icon with the Virgin ‘ton Chionon’ in the Catholic church on Naxos,'® where
the modelling of flesh on the faces is achieved through soft tonal transitions, as in
our icon, yel the features are consistent with Palaeologan tradition. Other traits
common to both icons are the passionate expression and the distance between the
index finger and the other digits on the Virgin's left hand.

A variation of this type occurs in those icons in which Christ, in the same position,
holds an open scroll with the inscription [Mvedpa Kvgiow.. (Spirit of the Lord... ),
in his lowered right hand. as in two in the Lichacev Collection.'” Each of these
icons belongs to a different phase of the fifteenth century and displays a different
degree of ltalian stylistic influence. They have a further trait in common with
our icon, the dark blue of Christ's chiton, suggesting that this is a colour widely
used in icons with ltalian influences™ and only occasionally in traditional
representations of the Virgin and Child."

To conclude, our icon follows an iconographic type established in fifteenth-
century Cretan painting, which is also known from very early works, such as the
Virgin ‘ton Chionon’ in Naxos. Its style is closely related to these early works, as
well as to others displaying more pronounced influences from Italian painting, as
known in a series of Italo-Cretan icons. Our icon can be attributed to a Cretan
workshop of the second half of the fifteenth century, which although conversant
with Italian modes of painting had not vet moved away from Palacologan
tradition.

Conpimion Quite good; the wood is damaged at the edges.
BisLocrarny Unpublished,

NOTES

Baltoyvanni 1994, no, 200, 86, pls 39-40. Treasures of Orthtedory 1993, no, 43, 222 (M. Vassilaki).

Baltovanni 1994, no. 58, pl. 110.

Teons of Cretan At 1993, no, 41 (L Kyzlasova ).

Baltowvanni 1994, o, 35, pl. 65

Baltovanni 1994, no. b6, pl. 128,

Baltoyanni 1994, pl. 34,

Baltowanni 1994, no. 66, pl. 125,

Baltoyanni 1994, no, 35, pl. 63,

Baltoyanni 1994, no. 45, pl. 80

100, See passim, icon Cat. no. 2, with bibliography.

1. For the pose of Christ seen from the back, as well as the red sash, & sartorial element of the
iconogruphy of the Anapeson, see N. Chatzidakis 1983, no, 1, 17

12 In the Catholic church of the Panagia ton Chionon (15th eentury), Baltoyanni 1994, no. 32,
136-137, pl. 60,

13, Italo-Cretan icon (second half of 13th century), in which the iconographic type’s reference 1o
the Passion is confirmed by the presence of two little angels with the symbals of the Passion,

2
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Lichacev 1906, 131, fig. 8.

14. Golden Light 1988, no. 59, 88-89. After Byzantium 1996, no. 9.

15. Baltoyanni 1994, pl. 8.

16. See n. 12.

17. See further examples, Lichacev 1906, 132, 136-137, figs 10, 11.

18. For examples see N. Chatzidakis 1993, nos 22, 23, 24, 25, 29, 30, 31, 37. Baltoyanni 1994, nos
68-73, pp. 75-83, pls 137-147 and 148-174.

19. See examples in icon Cat. no. 2, 74-76.
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29, The Virgin Hodegeiria, late
15th century, Cat. no, 4,

4
THE VIRGIN HODEGETRIA

Mx32x18cm

Late 15th century

he Virgin, shown to the waist and turned three-quarters right, holds the

Christ-Child in her left arm, while the right is bent in front of the chest

in a gesture of intercession. Christ, turned towards his mother, blesses
with his right hand and holds a closed scroll in the left. The Virgin's maphorion is
dark red, Christ’s chiton deep blue and his himation dark ochre with dense gold
striations. The figure of the Virgin is broad, as in Italicizing Madre and her
maphorion forms linear folds on the shoulder and softer ones of parallel curves
between the two arms. At the height of the neck and the shoulder it widens rather
clumsily and disproportionate to the part of the body it covers.
Christ is clad in traditional garments, a chiton and a himation covering the left
shoulder, both embellished with dense gold striations. However, the deep blue of
the chiton appears more often in representations in the Western style.' The
Virgin's face is badly damaged, but the features can still be distinguished, as well
as the soft modelling of the flesh in a more or less uniform colour, in the manner
of Italo-Cretan icons. The treatment of the flesh is rather simple, as apparent on
the cylindrical neck and the right hand, which is quite flabby. Christ’s face, with its
neat, carefully drawn features and melancholic aspect is consistent with Byzantine
tradition. The haloes have simple punched volute ornaments.
The iconographic type of the Hodegetria in our icon is very popular in Cretan
painting, where it is encountered in a large number of icons. Among the best
known are those by Andreas Ritzos, in Rome and Trieste,” who most probably
established the type in Cretan painting. However, in these icons Christ’s chiton is
not deep blue as in ours, There are several icons that could be assigned to
analogous Cretan workshops.® As in our icon their common trait is the simplistic
handling of colour and the discreet merging of Western clements in the
traditional iconographic formula. The icon’s affinity with earlier Byzantine
painting suggests a date before the end of the fifteenth century.

Conpmon A vertical erack passes through the Virgin's face, Damage to the drawing and paint on
the faces of both figures. The icon has not been conserved,

BinuiocrarHy Unpublished.

NOTES

I. See icon Cat. no. 2, Th.

2. Hagedorn 1976, 240, figs 12, 13, Bianco-Fiorin in N. Chatzidakis 1993, nos 89, pp. 46-50, with
previous hibliography.

3. See examples in the Historical Museum, Moscow, feons of Cretan Arr 1993, nos 32, 33:
Baltoyanni 1994, no. 60, pls 112, 113.
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30, The Triviempy of Orthodoxy, ¢ 1500,
Cuar, uo, 5.

5
THE TRIUMPH OF ORTHODOXY

4x31x1Y9cm

Circa 1500

he subject of the icon is the Restoration of the Holy Images at the end

of the lconoclasm in 843, celebrated on the Sunday of Orthodoxy. The

letters AOZIA have survived from the inscription (OPE0A0ZIA] top
right. The representation, which is divided into two registers, includes all the
iconographic features of the type, which is established in a considerable number
of Postbvzantine works. There is extensive loss of the painted surface on the
figures and the gold ground, due to previous conservation.
In the upper register, at the centre, the large icon of the Virgin Hodegetria is
placed on a stand draped with a red cloth embroidered in gold with the motif of
the cross. It is held by two young, winged figures in long sticharion, red and deep
reddish brown respectively, who appear from behind the pedestal.’ At the top of
the icon a white cloth covers the edge of the frame and falls in tiny folds at the
sides. On the left, Empress Theodora and King Michael are identified by relevant
inscriptions; @EQARPA AYTOKPATEIPA, MIXAHA INCTOC BACIAEYC.
They are clad in red imperial raiment with loros and crown, and hold a cross, now
destroyed.”
On the right, Patriarch Methodios and Bishop Theodore, whose names can be
read in the infrared photograph, where the letters @0410C, @EO, are
discernible. The names of the two monks who follow are now illegible, In the
lower register, at the centre, two monks, probably Theophanis the Confessor and
Theodore the Studite, hold an icon of Christ Pantocrator between them. Because
the inscriptions naming the saints are effaced in this register, the proposed
identification is based on the infrared photograph where some letters are
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3. THE TRIUMPH OF ORTHODOXY

A1 The Trinmph of Crthodoxy, early
I5th century. Byzantine Museum, Avhens.

32 The Trwmph of Crthodeoy, . 1500,
Cat. no. 5 (infrared phunograph ).

discernible, as well as other representations of the scene with inscriptions,
referred to below. Depicted at the far left is Saint Theodosia, holding a small icon
of Christ painted on a red ground.’ Beside her stand three anonymous monks.
The third, in mid-calf-length habit and analavos, can probably be identified as
Saint loannikios. To the right of Theodore the Studite is a hierarch with the
inscription APC, possibly Arsenios. Next to him stand three monks and a fourth
appears behind them. The iconography of the subject derives from litany scenes
of the icon of the Virgin, such as at Vlacherna in Arta, at Decani and on an
embroidered textile in Moscow,® in which figures of worshippers are ranged

around the icon of the Virgin. The earliest known example of the Triumph of
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5. THE TRIUMPH OF ORTHODOXY

Orthodoxy is an icon in the British Museum, dated to around 1400 and attributed
to a Constantinopolitan workshop (Fig. 31).° Its resemblance to our icon in every
iconographic detail is striking. Very few differences are observed in the gold
embroidery on the cloth covering the pedestal of the icon of the Virgin and in the
cruciform motifs on the sakkos of Patriarch Methodius and the phailonion of the
bishop in the lower register. The resemblance is even more remarkable because it
extends to the dimensions of the wooden panels, which are virtually the same (the
icon in the British Museum is 39 x 31 cm). The iconographic similarities point if
not to the copying of one icon from the other at least to the use of a common
anthivolon (working drawing). Stylistically the two works differ, however, and the
rendering of the facial features and the details of the decoration of the vestments
is simpler in our icon. Even so, the range of colours is common to both; dominant
are the brownish grey tones of the monks’ habits and the bright red of the
imperial raiment, the angels’ garments and the cloth draped on the stand of the
icon of the Virgin. The icon of the Virgin is identical in both representations,
rendering the Mother of God holding her Child, in the type of the frontal
Hodegetria with Christ, also frontal, outstretching his right hand in blessing; the
iconography was established in fifteenth-century Cretan painting by icons such as
the Hodegetria by Andreas Pavias, now in Rome.® This element and some other
traits, such as the rinceaux bands on the cloth over the stand of the icon of the
Virgin and on the vestments of the hierarchs in the British Museum icon, which
appear as decorative motifs on the bier in fifteenth-century icons of the
Dormition of the Virgin, permit the icon’s attribution to an early fifteenth-century
Cretan workshop. The stylistic difference between the two icons is due to
different workshops and possibly to a time interval too.

The Restoration of the Icons is a subject encountered in both icons and wall-
paintings of the sixteenth century. Among the best examples from the first half of
the century are the Benaki Museum icon that bore the forged signature of
Emmanuel Tzanfournaris,” a composition including more figures, and the
authentic icon by Emmanuel Tzanfournaris (1570/1575-c. 1631), in the Greek
Institute, Venice.® It also occurs on two icons of the second half of the sixteenth
century in the Tsakyroglou Collection, although the rendering is different and
simpler.” To these examples of more popular art should be added an eighteenth-
century Melchite icon by the painter Hanna."

The subject is widespread in the wall-paintings of Mount Athos too, where
Theophanis, in the Lavra Monastery (1535) and the Monastery of Stavronikita
(1545-1546)," reverses the figures represented in each of the two registers, while
later, in the Docheiariou Monastery (1658), the scene is limited to just one
register.'” It is clear that the British Museum icon remains the sole one closely
related to ours. The similarity in iconography hints at the coexistence of the two
painters in the same place and offers a possible explanation of the fact that their
iconographic types are identical. Unfortunately the bad condition of our icon
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precludes further observations on its style, which could secure a more precise
dating. For all the above reasons its attribution to a conservative Cretan
workshop, reproducing fifteenth-century models at the end of that century or
slightly later, seems quite possible.

ConpITIoN Damage to the painted surface, particularly the white highlights and details on the
garments, is due to previous conservation of the icon.

BisLioGRAPHY Unpublished.

NOTES

1. According to N. Patterson-Sevéenko 1991, 48, these are idealized figures of the members of
the brotherhood that honoured the icon.
For representations of Theodora see Katselaki 1995, 129-138.

2
3. For the iconography of the saint see Galavaris 1994, 313ff., fig. 2.
4, N. Patterson-Sevcenko 1993, 47ff., figs 1, 2, 3.

5. Byzantium 1994, 129-131, no. 140 (R. Cormack).

6. Hagedorn 1977, 209ff., pls 11, 12a, 13a. N. Chatzidakis 1993, 160, no. 39.
7. Xyngopoulos 1951, 9-10, no. 6, pl. 6: see recently A. Drandaki 1996, 183.
8. Chatzidakis 1962, 96, no. 63, pl. 48.

9. Vasilaki-Karakatsani 1980, nos 74, 75, p. 70.

10. Icones grecques, melkites, russes 1993, 262-263, no. 84.

11. Millet 1927, pl. 131.2. Chatzidakis 1986, fig. 123.

12. Millet 1927, pl. 228.1: see also wall-painting in Hopovo (1608), Tati¢-Djuric, 1995, 557, fig. 14.
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33. Saint Nicholas enthroned, c. 1500,
Cat. no. 6.

6
SAINT NICHOLAS ENTHRONED

65x49x 2 cm

Circa 1500

‘The saint sits on a low gold-ornamented throne, without back, on a cylindrical red
cushion with gold braid and tassels. He wears prelatic vestments: a white omophorion
patterned with red crosses, a light brown sakkos of gold-embroidered Italian tissue.
Beneath the sakkos is the stole with gold representations of saints and the corresponding
epigonation. The sticharion is light blue. The saint blesses with his right hand and in his
left holds an open gospel book wherein the inscription in fine black capitals: ‘I am the
door. If anyone enters by me, he will be saved, and will go in and out and find pasiure’ (John

. 10:9).

In the upper corners, in miniature, Christ left offers a gospel book and the Virgin right
an omophorion. Above the saint’s right shoulder, traces of an inscription: /O AIOC]
NIKO[AAOC]... The representation of Christ and the Virgin should be associated with
the miracle mentioned in the later synaxaria: at the First Ecamenical Council the saint hit
Arius, for which Constantine unfrocked him; but during the night Christ and the Virgin
appeared to him and presented him with the gospel book and the omophorion, emblems
of prelacy. The modelling of the head is exceptionally careful; a few illumined planes are
emphasized with extremely fine white flecks on the brownish olive foundation. The lips
are red and a red line enlivens the eyelids and the tip of the nose. This detail, which was
used in Byzantine painting proper, is encountered in only a few icons, mainly of the
fifteenth and sixteenth centuries, purely Cretan ... Saint Nicholas of Myra is represented
in the established type described also in the Painter’s Manual: “an old man, bald, with
rounded beard”. The forchead is swollen exaggeratedly while in earlier icons, such as the
fourteenth-century mosaic icon in the Monastery of Stavronikita, as well as in later ones,
the high brow in conjunction with the short white beard, though in more natural
proportions, are characteristic of the saint.” Manolis Chatzidakis, 1945.

he saint’s face (Fig. 35) does not present the familiar features of Saint
Nicholas, which are repeated in exactly the same type in fifteenth-
century icons, such as that by Angelos in Corfu,! as well as in other later
ones.” He has a lean bony visage, swollen cheekbones, a triangular chin and a
broad high forehead furrowed with wrinkles. This difference is even more
surprising because the presence of Christ and the Virgin above leaves no doubt
about the saint’s identity, even supposing that the inscription with his name was
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6, SAINT NICHOLAS ENTHRONED

34 The Three Hierarchs, ¢ 1500,
Surine Jodws Chevsostom, detail.
Lowerdos Collection, Byzantine
Muesenm, Athens.

erroncous. However, although the saint’s face here is at variance with all other
known examples its shape and features are close to those of another hierarch,
Saint John Chrysostom, the only differences being the colour of the hair, which is
brown, and the type of beard, which is short and sparse. Indeed comparison with
the face in two more or less contemporary icons of the Three Hierarchs, in the
Loverdos Collection in the Byzantine Museum (Fig. 34) and in Zakynthos,’
convinces us of the confusion in the model used. The similarities to the figure of
Chrysostom in the icon in the Loverdos Collection extend to the stylistic
rendering too: the features are described with deft, steady brushstrokes on the
deep brown foundation, in the manner of (ifteenth-century Cretan painters. The
way in which the saint’s large, wide, almond-shaped eyes are painted is consistent
with the art of this period, analogous with those in fifteenth-century Palaeologan
icons, such as that of the Hodegetria from Anatoli in Crete,’ and the icons from
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the circle of Angelos or of Andreas Ritzos, such as Christ Great High Priest and
an icon of the Virgin, in Patmos:” even the well-drawn ears confirm this approach,
since they recall figures from icons by the painter Angelos or from his workshop.”
The soft drapery on the garments, in particular the sticharion with the curvaceous
folds that bring to mind a comparable rendering in two icons of Saint Nicholas in
a private collection in Athens and at Piana degli Albanesi in Sicily,” should be
attributed to the art of fifteenth-century Cretan iconographers who received
influences from Nalian painting. Similarly the decoration of the pale rose sakkos
with a few random gold palmettes is reminiscent of that on the maphorion of
Ialianate Madre around 1500.* The other elements of the representation perhaps
point to a slightly later date. For example, whereas the type of the low, gold-
ornamented throne without back is known from the enthroned Virgin of the type
of the Madre della Consolazione, around 1500, in the Historical Museum,

35, Saint Nicholas, detail of icon
Cat. nis. 6,
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36, Michael Damaskenos, Saint John
Chirysastenn enthroned, second hall
of ih century. Metropolitikon Megaron,
Corfi.

Moscow,” the freely drawn gold monochrome figures of the prophets on the base
and even the tassels on the cushion are not known in fifteenth-century icons. Even
50, it should be noted that the figure in gold monochromy was not unknown in
early Cretan art, since the painter Angelos used it to decorate the epigonation of
Saint Nicholas in the Corfu icon." Furthermore, the throne’s semi-hexagonal
projecting base as well as its roseate hue allude to representations of marble
thrones with corresponding base and footstool, such as that in the icon of Christ
Enthroned, in Zakynthos, again by Angelos."" as well as in most sixteenth-century
Western-style icons, such as the Virgin Enthroned, by Ioannis Permeniatis, in the
Museo Correr, Venice:'” lastly, this type is more widespread in the seventeenth
century, as in the icons of the apostles in the church of the Pantokrator, Corfu.?
That the model of our icon was a prestigious work is corroborated by the fact that
Michael Damaskenos used it to render John Chrysostom enthroned in the Corfu
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icon'* (Figs 36, 37). The low throne without back, the seated figure of the
hierarch with his hand raised in blessing and the way in which he holds the open
gospel book on his left knee reproduce the iconographic traits of our icon exactly.
The only differences are in secondary elements, such as the rectangular wooden
footstool and the phailonion with multiple crosses (polystavrion), while the richer
decoration of the garments is a distinctive trait of Damaskenos's art. The
similarity in the facial features of the two different saints is remarkable, while the
type of lettering in the inscription and its arrangement in five lines in the gospel
book (the text here comes from the next verse in Saint John's gospel, 10: 11) are
analogous, It seems that in this icon too Damaskenos returns to early, fifteenth-
century, models as he was wont to do in his icons with a single figure: Christ
Pantocrator, the Virgin Hodegetria, Saint John the Baptist, Prophet Elijah and
Saint Anthony." The type was widely used for rendering the figure of the

I7. Saint Nicholas enthroned, ¢, 1500,
Cat. ne. 6,
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6. SAINT NICHOLAS ENTHRONED

enthroned hierarch in the late sixteenth and throughout the seventeenth century.
The model of our icon can be seen in an icon in London, work of a conservative
late sixteenth-century painter,' who, like Emmanuel Lambardos, copied a
fifteenth-century model. In both icons the pose of Saint Nicholas, with the open
gospel book resting on his left knee, the type of low throne without back, the type
and coloration of the vestments, as well as details such as the tassels at the ends
of the cushion and the projecting semi-hexagonal marble base of the throne are
the same. Nevertheless the painter translates the Western traits of the model into
the traditional Cretan style: the soft drapery on the sticharion is here formed by
angular, geometric folds and the figures in gold monochromy on the throne and
the stole have been replaced by simple gold striations. Lastly, the saint’s
physiognomy follows the established type.

This type is encountered unchanged, yet in a different style, in two late sixteenth-
century icons in a private collection in the Lebanon, of Saint Nicholas and Saint
Athanasios."” Variations of it, often enriched, exist in the icon by Konstantinos
Palaiokapas in the Gonia Monastery, Crete (1637)"™ and by Theodoros Poulakis
in Corfu," as well as in several eighteenth-century icons from the Tonian Islands.2’
It therefore seems that our icon cannot be later than the beginning of the
sixteenth century, while there are many elements that argue for an earlier date, in
the second half of the fifteenth century. The extensive damage to the painted
surface prevents a more accurate definition of the workshop and the date.

To conclude, the icon of Saint Nicholas provides the earliest known example of
one iconographic type of an enthroned hierarch, which was later widely diffused
in Cretan painting.

ConpITION Manolis Chatzidakis, 1945: “The icon is painted on a panel with fine gesso. The
outlines are lightly incised. It is in good condition except that the gold ornaments are somewhat
effaced and most of the gold ground has flaked off .

Damage from previous cleaning of the icon, on the flesh, the garments and the gold striations.
BiBLIOGRAPHY Unpublished.

NoTES

I. Vocotopoulos 1990, no. 7, fig. 86.

2. Cf. Byzantine and Post-Byzantine Art 1986, nos 107, 122, 123, 150, 168. N. Chatzidakis. 1983,
nos 33, 53. Vassilaki 19944, 220ff figs 1-5.

Icon in the Loverdos Collection: Affreschi e Ieone 1986, no. 78, 129 (N. Chatzidakis); icon in
Zakynthos: Byzantine and Post-Byzantine Art 1986, no. 133, 130 (16th century) (P. Vocoto-
poulos).

leons of Cretan Art 1993, no. 149 (M. Borboudakis).

Chatzidakis (1977) 1985, no. 15, pl. 19, no. 37, pl. 30.

6. See passim Saint Phanourios and the Embrace of Peter and Paul, in Patmos, Chatzidakis
(1977) 1985, no. 69, 116-117, pl. 27 and no. 74, 122-123, pl. 45.

Cf. N. Chatzidakis 1983, no. 33 and Lindsay-Opice 1991, pl. 144,

See examples N. Chatzidakis 1993, no. 24, fig. on p. 113, no. 29.

oY)
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10.
11.

Icons of Cretan Art 1993, no. 39 (1. Kyzlasova).

Seen. 1.

For other examples see Icone di Ravenna 1979, no. 191, 111 (15th century). From Byzantium
to EI Greco 1987, no. 33, 101, 168. This feature originates from 14th-century Italian painting,
such as works by Paolo Veneziano (Virgin enthroned, see Berenson 1968, 1, figs 9, 10, 11).
N. Chatzidakis 1993, no. 32, 134-136.

Vocotopoulos 1990, figs 271-278.

Vocotopoulos 1990, no. 21, 110-113, figs 22, 110-113.

. E.g. see Chatzidakis (1977) 1985, 79-80, n. 2. Vocotopoulos 1985, 398. Vocotopoulos 1990,

figs 20, 21, 24; see also below Cat. nos 10, 13, 18, pp. 120, 147, 231ff.

. The Temple Gallery 1992, no no., col. photo. on back page.
. dcones grecques, melkites, russes 1993, no. 14, 82-83, no. 13, 84-85; see also icon in Bari, Icone

di Puglia 1988, no. 70, 176.

. cons of Cretan Art 1993, no. 167 (M. Borboudakis).
. Vocotopoulos 1990, no. 88, tig. 243; see also icon in Sotheby’s 1988.
. See below Cat. no. 46,
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7
SAINT ALEXIOS

213x162x 1.4 cm
Circa 1500

he saint is portrayed standing, frontal, his right hand on his chest in a

gesture of respect and his left holding a small cross. He wears a light

brown, knee-length chiton with short sleeves. The head is disproportion-
ately large, with short bushy beard and long hair, while the face has well-drawn
features and an intense expression. The saint is painted against a gold ground, most
of which has been destroyed; in the lower part, in front of the foreground, are a
small house in an enclosure, drawn in outline, left, and a low hill, right. Left and
right, traces of an inscription in red capital letters: AAEZIOC O ANOPQIIOC TOY
OEOQY (Alexios the man of God).

- Chatzidakis remarks in his catalogue: ‘“The aristocratic saint, who forsook his

betrothed and his wealth to live as a mendicant even in his own mansion, is not
common in Byzantine painting. ... In an cleventh-century menologion from the
Athonite Monastery of Kastamonitou, there is for 17 March a miniature depicting
him on his death bed with the Emperor Onorius taking from his hands the paper on
which he had written his life and origin.! On page 51 of a seventeenth-century
manuscript of a painter’s manual, in the Benaki Museum, no. 35, an ink drawing of
Saint Alexios has been added in the left margin by a later hand.’

There are no known Byzantine icons of Saint Alexios as a single figure,’® whereas
he appears quite often in Postbyzantine wall-paintings, depicted in accordance
with the instructions in the Painter’s Manual by Dionysios: ‘like John the Baptist,
with pointed beard’." In the Philanthropinon Monastery he is shown full-bodied
and wearing the same type of short brown chiton, as he is later in the Docheiariou
Monastery (1568).% He is also encountered in medallions in the church of Hagios
Nikolaos at Vitsa (1618/1619) and the church of the Panagia of the archon
Apostalakis, in Kastoria.® Saint Alexios is known from fifteenth-century Italian
painting too, with analogous short tunic and cross.” In a late seventeenth-century
icon by Stephanos Tzankarolas, in Corfu, he is presented in a different
iconographic type, with torsion of the body, standing, clad in a long chiton and a
himation.®

Our icon provides, as far as I know, the earliest representation of the saint in
icon-painting and its iconography heralds the known examples in sixteenth-
century wall-paintings. Despite the damage to the painted surface, the fine,
caretul drawing is distinguished on the few folds and the pale highlights on the
edges. These traits, which are not encountered in later Cretan painting, point to a
date around 1500.



T s T = RN e 38 Saine Afevios, ¢ 1500, Cat, no. 7.

Cosmmion The gold ground, the modelling and the highlights on the flesh have been damaged in
i previous cleaning.

Bistiocirariy Unpublished,

MOTES

1. In the Historical Museum, Moscow, fol. 260y, Treneff 1911, 8 pl. IX, 43; see Glory of
Bvzarstin 1997, po. 56, 100-102. For the saint’s life see Doukakis 1981, 302-314.

The codex is a keimelion from the Exchange of Populations of Eastern Thrace and Asia Minor
Fund.

LB~

i

. For the iconography see Lexikon 5, 1973, cols 9095,

4. Hermenein 198, 166 and 294,

- Monasteries o the Islamid i the Lake of loanning 1993, fig. 216, Millet 1927, pl. 241.2.
fr, Tourta 1991, 166, pl. 92. Pelekanidis 1953, pl. 243,

7. Kaftal 1978, 26, no. 10, fig. 39,

8, Vocolopoulos 1990, 164, fig. 301,

L
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39. The Entry into Jerusalem, c. 1500,
Cat. no. 8. Benaki Museum.

8
THE ENTRY INTO JERUSALEM

Benaki Museum, inv. no. 3723
35.2x28.2x2.6cm

Circa 1500

“Christ comes, seated on a white ass, followed by his disciples who seem to emerge from
a cave at the foot of the Mount of Olives; he proceeds left, as the Jews come forth from
the city of Jerusalem to welcome him. Jesus beholds and blesses them, while before him
a child with his back to the viewer extends his hands in salutation. Between Christ and the
Jews is a tall tree, up which three children have scrambled and lop off branches; in red
lettering on the gold ground above the buildings at the centre: H BAIODOPOC.

The composition of the Entry into Jerusalem developed considerably in thirteenth- to
fifteenth-century wall-paintings, being enriched with figures and episodes that enhanced
its pictorial aspect. The representation here is restricted to the essential elements. Christ’s
disciples form a close-knit group with no particularly distinctive facial features. Of the host
of children which often filled the representation with delightful scenes, only one child
appears here, his lively movement indicating that he is chanting “Hosanna”. The colt
nibbles the branch held by the child; this picturesque detail already exists in the ninth-
century Paris codex 510, is repeated countless times in fourteenth- and fifteenth-century
works, and persists in sixteenth-century wall-paintings. The tree in which another three
children cut down branches leans to the right, filling the space between the mountain and
the city. The group of Jews emerging from Jerusalem is arranged to convey a sense of
depth; the front three are full-bodied figures, two old men and a woman (who will have
originally held an infant, now overpainted), and only the heads of the others behind them
are visible. Here too we observe the restrained austerity in number and movement
ascertained In the corresponding group of disciples; only the Jew to the fore opens his
arms in an expansive gesture of welcome. The city above is a quaint complex of towers,
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0. The Entry into Jerusalem, detail
froem @ Mn rl-.r:'_ur'.trg-.-' icon, second .I'jg.l.l',l'
of L3t cemtry, Patmos.

houses and porticoes developed upwards. Characteristic is the tondo with relief bust over
the gateway, typical of the predilection for Hellenizing details in the Palacologan era. 1i
is encountered more rarely in the sixteenth century too, ... The colour ing of the icon is also
ol interest. The overall tone is warm and muted, without sharp contrasts, The foreground,
the mountain right and the city left constitute a neutral ficld in shades of grey, on which
there is a decorative interplay of a few colours: Christ and his entourage are rendered in
sombre hues such as greenish blue, deep red and light brown, that blend in unity, while the
Jews are in vivid, gaudy colours, justaposed in contrived contrasts: cinnabar covers a large
surface, variegated with white and dark green, to denote the motliness of the mob. The
pale grey of the city is enlivened by the black door and window frames and the red roofs.
Characteristic is the reddish brown shadow of the Mount of Olives. which complements its
grey-green cast. Gold is used sparingly, attesting the artist's sensitivity: fine parallel lines
on the bark of the tree trunk and some of the ground above. In general the great
interdependence of colour tones creates a unified chromatic impression, ... There is very
little emphasis on plasticity in the Entry into Jerusalem. The deep folds of the garments
are rendered in a darker hue of the basic colour and the prominent areas are denoted by
soft white lines. The artist avoids using strong lines on the flesh, which he models with

delicate shadows and one or two tiny highlights
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This fine icon displays a deep sense of measure and calm movement, an expressive use of
colour and a rhythmical articulation of shapes. The composition is organized with simple
means: The tortured tree which disrupts the symmetry, the charming child straddling it
and binding together the whole composition, the variety stimulated by the contrast
between the modest and troubled right side and the high and rigid left, bespeak an
accomplished painter who is master of his expressive media. This is confirmed by the
perfect technical execution.” Manalis Chatzidakis, 1945,

he work follows the iconography established in fifteenth-century Cretan

icons, as Vocotopoulos ascertained in his study.! In the catalogue of the

exhibition of Cretan icons in the Benaki Museum I dated it around 1500,
paralleling it mainly with an icon of identical iconography and similar style in the
City of Athens Museum (Fig. 43).°
There are two different iconographic types of the Entry into Jerusalem in
fifteenth-century Cretan painting.” One is many-figured and its principal chara-
cteristic is the turn of Christ’s body and head in the opposite direction to the ass
on which he rides towards Jerusalem; displaying iconographic and even stylistic
affinity with the wall-paintings in the Pantanassa at Mystras and the church at
Sklavenochori, this type is represented among others by the icon in the
Canellopoulos Collection. As is deduced from the representation on the border
of the icon signed by Nikolaos Ritzos, in Sarajevo, this iconography was
established — as were the other border scenes — by Andreas Ritzos in a coherent
composition that is also encountered on the two-register icon in Patmos, of the
second half of the fifteenth century (Fig, 40).°
The painter of our icon follows a different iconographic type, again characterized
by the pose of Christ, whose body is turned and faces ahead. in the same direction
as the donkey. The apostles appear behind a rock and in front of a large
triangular opening, while the group of Jews includes a woman with an infant, to
the fore. and Judas in profile, turning away his bare head. at the left. The
prototype, in which the tree has the same type of trunk and foliage, and the poses
of the children lodged in its branches are common, must have been fully
crvstallized in fifteenth-century anthivola (working drawings), as is borne out by
the constant repetition of all the compositional elements in a series of fifteenth-
century icons,
Vocotopoulos located the earliest example of this iconography in an icon in
Williamstown, which he dates to the late fourteenth-first quarter of the fifteenth
century and assigns to a Constantinopolitan painter.” He attributes the icon in
Lefkada to a Cretan painter of the third quarter of the fifteenth century (Fig. 41).
Among the first examples of the Cretan iconography of this type, more closely
affined to the Lefkada icon, is a splendid icon in a private collection in London,
published by Maria Vassiluki® who attributes it to the same late fourteenth-
century Constantinopolitan painter as the Williamstown icon.
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1. The Enry intor Jerusilem,
second half of T3 centumy.
Public Libwary Collection,
Lefhada,

A fair number of examples are cited in the aforementioned studies, including
fifteenth- and sixteenth-century icons in Zakynthos, Sinai and Hungary as well as
wall-paintings by Xenos Digenis and Theophanis.” Of these the Sinai icon is one of
the most faithful copies of the type, the work of an outstanding Cretan painter of
the second half of the fifteenth century, whereas the Zakynthos icon™ could be
dated in the first half of the sixteenth century. The icons in the Esztergom Museum,
Hungary and in the Zakynthos Museum," with their simplified iconography,

42 The Entry into Jersalem, ¢ 1306, i ; s ) s
Cat. no. 8 detail diminutive figures and disproportionately high buildings, are dated around 1600,
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43. The Entry into Jerusalem,
¢. 1500. Museum of the
City of Athens, no. 655.

Theophanis knew and used both iconographic types of the Entry into Jerusalem.

In the wall-paintings in the Monastery of Stavronikita he adopted the type of the
Lefkada icon," while his other depictions of the theme, in the icons of the
Dodecaorton in the Lavra and Stavronikita monasteries, rely on the type in the
icon by Nikolaos Ritzos.!"?

As noted above, the icon in the Velimezis Collection (Figs 39, 44), together with
that in the City of Athens Museum (Fig. 43), belongs to this series. It uses the

44. The Entry into Jerusalem, . ] i ) i )
Cat. no. 8, detail. model of the London and Lefkada (Fig. 41) icons, with minor differences in the
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buildings. These merit attention because they also reveal a misunderstanding of
the model, possibly by a restorer of the icons in earlier times, since there is
considerable damage in this area of them: 1. The central building with the dome
of the church of the Resurrection is transformed into a gable-roofed building in
the icon in the City of Athens Museum, while in our icon the dome is shifted
incongruously to the background right, between two flat-roofed buildings. 2. The
vaulted roof of the building that extends into the background left has not just
been abolished in the icon of the City of Athens Museum, but replaced by two
other, smaller ones. 3. The wall with battlements in the background has also been
abolished in both icons, as is the case in the icons of the other type of the Entry
into Jerusalem, that used by Nikolaos Ritzos.'* All the other buildings remain the
same, while the well-drawn grisaille bust above the gateway is conspicuous.

It is worth mentioning a few other ditferences in our icon, in secondary elements
of the composition: 1. The porch to the right of the central gateway is lower than
the left, as if unfinished. 2. The number of children has been drastically reduced.
There is only one child at the centre, with his hand outstretched and holding a
branch that the donkey grabs with its mouth; the lower part of the body is effaced
due to the damaged wood in this small area. In contrast to other known icons,
there is no child in the right section, in the foreground under the colt. 3. The
stance of the donkey’s hind legs differs: they are not in a stride, as in all the other
icons of this iconographic type, but in a position of standing still, as is usual in the
other iconographic type of the Entry into Jerusalem, by Nikolaos Ritzos.

It is thus clear that our icon is more closely affined to the one in the City of
Athens Muscum (Fig. 43), both in the use of a common model and in the
misapprehension of it. There are additional stylistic similarities too; small
carefully executed planes on the flesh and the drapery, firm accomplished drawing
and, last, muted colours relieved by the bright red of the garments and roofs.
Later than the Lefkada icon and lacking the excellence and elegance of the one in
Sinai, both icons can be securely dated before the work of Theophanis, since they

still preserve traits of late fifteenth-century Cretan painting, perhaps circa 1500.

ConDITIoN Manolis Chatzidakis, 1945: “The icon is painted on a thick panel of cypress wood with
integral, raised, narrow frame. It is in good condition and virtually intact, excepting a light
overpainting of the red maphorion of the woman next to the tree. The frame was gilded in a later
period.”

1996: The icon was restored by Renos Koutsouris in 1946. It was conserved and all overpainting
removed by Stergios Stasinopoulos in 1993. In good condition with minor damage to the painted
surface in various places; this is due to a previous cleaning of the icon using fire, which destroyed
the highlights and in some cases the modelling of the faces; low down in the centre and on either
side of the join between the two boards, as well as on the slightly raised frame, the painting has
been destroyed.

BiBLIOGRAPHY BCH LXVIII-LXIX (1944-45), 424, Zygos 1975, nos 13, 5, 8ff. (late 16th century).
Vocotopoulos 1977-79, 317-318. N. Chatzidakis 1983, 37. Tkonen, Krems 1993, no. 34, 229, pl. 19
(G.M. Lechner), no bibliography. Vassilaki 1994, 280.
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Vocotopoulos 1977-79, 317-318. See also N, Chatzidakis 1983, 37 and Vassilaki 1994, 288ff.
Th, Chatzidakis 1982, no, 12, N, Chatzidakis 1983, no, 28, 37,

Chatzidakis (1977) 1985, 76-77. Vocotopoulos 19749, 30961, Vassilaki 1994, 27111,

. Chatzidakis 1983, no. 27, From Byzamitm to Ef Greco 1986, no. 30, 181-182 (M. Chatzidakis).
Chatzidakis (1977) 1985, no. 25, 76-T7, with other examples, pls 23, 202; see also Vocotopoulos
19749, 31461, pls 120122, with other examples. Vassilaki 1994, 284, figs 11-12 (amthivolon in the
Benaki Museum); see colour plate of the icon by Nikolaos Ritzos in Chatzidakis - Babic 1952,
fig. om p. 321.

Chatzidakis - Babid 1982, 31417, pls 116, 115,

Chatzidakis - Babic 1982, 3096, pls 117, 119. See also colour plate in Byzantine and Post-
Byzantine Ar 1986, no, 125,

Viassilaki 1994, 271-284, figs 2, 3, with erroncous caplion,

Vocotopoulos 1977-79, 316E, pls 120, 122 (Zakynthos, 16th century), 121 (Sinai, second half
of 15th century}, Vassilaki 1994, 28007, Movren, Kreers 1993, no. 33, 229, pl. 20,

Vocotopoulos 1977-79, fig. 120,

Vocotopoulos 1977-1979, fig. 122,

Chatzidukis 1986, 65, fig. 89,

Chatzidakis 1969-70, figs 39 and 74,

E.g see Patmos icon, Chatzidakis (1977) 1983, no. 25, 77, pl. 23, and n. 5 above.



45 The Nativity of Saint Joln the
Baprist, early 1ot centry, Car, no, 9,
Benaki Misen.

9
THE NATIVITY OF SAINT JOHN THE BAPTIST

Benaki Museum, inv. no. 3732
$26x319x 14 em

Early 16th century

lizabeth, enveloped in a deep blue maphorion, sits up in the bed left, while

at the centre three maidservants bearing offerings approach from behind a

large. rectangular wooden table laid with various vessels. Right, seated on
a low stool, the prophet Zacharias, in red cloak and prophet’s cap, writes on a
tablet: IQANNHC ECTE (to dvoue avror) (His name is John; Luke 1:63). Left, at the
foot of Elizabeth’s bed, is the infant in the wooden cradle, the nursemaid beside it
seated on a low stool, spinning and rocking it with her foot. The scene is set outside
a city wall, in front of which are two buildings, cach with a red gold-embroidered
cloth spread on the roof. Standing in the doorway of the left building is the figure
of Elizabeth, in deep blue maphorion, in a scene of Embrace with an unbearded
figure in red cloak. Visible in the doorway of the right building is a red curtain
fvelum) drawn aside. Projected against the gold ground behind the wall, are the
finely drawn leafy branches of a tree,
The iconography of the scene is established in fifteenth-century Cretan painting, in
icons' and wall-paintings in important churches, such as Valsamonero and
Sklaverochori,” where the same type is used, with minor modifications, both for the
Mativity of Saint John the Baptist and the Nativity of the Virgin. According to the
classification proposed in my relevant study on the erystallization of the theme in
filteenth- and sixteenth-century Cretan painting.” our icon belongs in the first
group, which includes such significant works as the icons of the Nativity of Saint
John the Baptist, in the Byzantine Museum, Athens (Fig. 46) and the Hermitage,
and of the Nativity of the Virgin, in Munich. Sinai and the Canellopoulos Museum,*
Our icon's relationship with this group is apparent not only from the iconography
but also the style: common to all is the arrangement of the protagonists around the
rectangular table. The poses, gestures and dress faithfully reproduce the model of
the Hermitage icon of the Nativity of Saint John the Baptist, while the buildings in
the background resemble more closely those in the icons of the Nativity of the
Virgin, in Munich, Sinai and the Canellopoulos Museum.® An additional similarity
with the above icons is the presence of the scene of the Embrace inside the building
left. The same iconography is also encountered in sixteenth-century works, such as
an unpublished icon of the Nativity of Saint John the Baptist, in the Zakynthos
Museum (Fig. 47), which includes the Embrace and the Annunciation to Zacharias”
In the episode of the Embrace in our icon, the identification of the second
unbearded figure as Zacharias poses a problem, since he is usually portrayed
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4. The Nativity af Saimt John the Baptisi,
seconidd falf af 15th centiry.
Byzantine Museum, Athens.

bearded and wearing a prophet’s cap, as in the icons of the Nativity of Saint John
the Baptist in the Zakynthos Museum and the Loverdos Collection.” This episode,
which occurs more often in representations of the Nativity of the Virgin,® was
possibly misconstrued by the painter of our icon, who instead of the Embrace of
Zacharias and Elizabeth, appropriate to the subject, depicts the Embrace of Saint
Anne and Elizabeth, a scene with analogous iconography and better known from
the cycles of the life of Christ, the Virgin and Saint John the Baptist.” In this case,
if the choice was a conscious one then we can assume that the two corresponding
representations of the Nativity are linked not only typologically but also concep-
tually with this scene.

Awareness of the iconographic correlation of the two scenes is also apparent from
@ text (in mis-spelt vernacular Greek) by an eighteenth-century icon-painter,
preserved on a sheet of paper with a drawing of the scene of the Nativity of the
Virgin and mentioned by Chatzidakis in his unpublished catalogue of the icons in
the Benaki Museum:' ‘written in the hand of the artist himself, on the back of a
sheet of paper with an ink drawing of the Nativity of the Virgin (mid-18th century),
kept in the Benaki Museum, is the following instruction: “you do the same for the
Nativity of Saint John the Baptist, except that there where Joachim sits you put
Zacharias writing *His name is John' and wearing a prelate’s vestment™.’
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Despite the damage to the painted surface of our icon, the serious mien of the
figures, the well-drawn garments with tiny folds and the colours — the dominant
tone of deep blue alternating harmoniously with the bright red on the pillow of
Elizabeth's bed, the third maidservant’s dress and Zachariass cloak, as well as the
cloth spread on the roofs of the two buildings and the curtain in the right one — are
all clearly discernible.

As noted at the beginning, the painter of this icon copies the established
iconography of a group of fifteenth-century Cretan icons, in accordance with the
manner of Cretan workshops, whose products are distinguished by the quality of the
coloration, the gentle rendering of the drapery and the adroit drawing of the
buildings in the background. In comparison with the icons of the Nativity of Saint
John the Baptist, in the Byzantine Museum and in the Hermitage, the figure of
Zacharias, the cradle and the nursemaid are depicted on a considerably smaller
scale, while Zacharias is also placed slightly lower down. Moreover, the tonal
gradations in the modelling of the faces and the flesh in general are lacking in
subtlety. All the above traits lead 1o a slightly later dating. possibly in the early
sixteenth century.

Cospmios The ijeon had been overpainted on damaged parts of the gold ground, on large arcas
near the frame and on a vertical crack wowards the bottom, Conserved in 1983,

BimuioGrapHy BCH LXVI-LXIX {1944-45), 242, N. Chatzidakis 1983, no. 51, 36-39. N, Chatzidakis
1983a, 138, cal. no, 3, 141-145, 1681, pl. 1, fig. 6.

NOTES

N, Chutzidakis 19832, 12711

N. Chatzidakis 19833, 154-158, nos 16-18, figs 15-17.

N. Chatzidukis 19830, 141-144,

M. Chatzidakis 1983a, nos 1, 2, 3,5, 6, 7. 8, pp. 128-137, 144-150, figs 1-4, 5, 7, 8, 10,

From Hugios Nikolsos tou Molow, no. 253 (33.3 x 41 em): the table is laid with a white cloth, as
in the 15th-century icon in the Byzantine Museum (see N, Chataidakis 19834, 167, 17001, pl. 1,
element 3. figs 1, 200 An icon of the Entry into Jerusalem comes from the same iconostasis, see

o e e

Vocotopoulos 1977-79, fig. 120, To the catalogue of the jcons with related iconography,
published in my study (N. Chataidakis 1983a), some other icons with the same iconography can
be added: Natvity of the Viegin, 16th century, in the Hermitage (feems of Cretan Art 1993, no, 9);
MNativity of the Virgin, on the wide border of an fcon of the Virgin in the Zakynthos Museum
{ Baltovanni 1994, no. 52, pl. 92); Nativity of the Virgin, 1 7th century, in the Historical Museum,
Muscow (Feons of Cretan Art 1993, no. 44 - 1. Kyzlasova); Mativity of the Virging 17th century, in
a many-figured composition with various secondary episodes, in Corfu (Vocotopoulos 1990, nao.
T1, 102, fig. 200). See also the much more complex representation on an icon in the Bologna
Museum, Angiolini-Martinelli 1984 no. 6, 51-35, and on the triptvch by the painter Stylianos, in
the Abou Adal Collection (N. Chateidakis 1996, 47, fig. on p. 46).

6. N. Chatzidakis 19834, nos 5, 6, 8, pp. 146-150, figs 7-10,

7. Xyngopoulos 1956, pl. 40.1. N, Chatzidakis 1983a, no, 4, 145,

B N, Chatzidakis 1983a, 138, pl. 1, element 13A, 14411, cai, nos 3-10, 13-21, 28, 31-34, figs T-11, 14,
15, 18.

Y. See passim bibliography in the icon of the Akathistos Hymn (stanza V), Cat no. 14, 151, 163, n.
7, Fip. 7L

10, Chatzidakis, Catelogue of feons in the Benaki Muserm, nad., 45, n, 6.

47, The Marfvity af Saint Join
the Baptisi, Toth century.
Zakynthos Muserir,
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#8. Saint Jodin the Bapriss,
early Toth cenmny, Cat, no. 10,

10
SAINT JOHN THE BAPTIST

J5x207x22em

Early 16th century

he saint stands on a low rock, turned three-quarters towards Christ who

appears in bust and blessing within a gold-rayed, blue segment of heaven in

the top right corner. The Forerunner has large, light brown wings with
dense gold striations, turning to deep blue near the body. He wears a deep blue
sheepskin (meloti) and a light brown himation swathed around his body. His bared
right arm is raised towards Christ in a gesture of speech, while in his left hand he
holds an open scroll with the inscription: OPAC OIA) TACXOY/[CIN 2] &(EO)Y
AQTE O / OTAICMAT(QN) EAENXO! TQN [BAEAIKT(EQN)] / [EAE[TXON
[KAI] TAP MH / @EPQN O HPQAHC / TETMHIKEN 140Y] / THN E[MHN|
KAPIAN) CIQTEFP (See, Word of God, what the censors of disgusting transgressions
suiffer. For see Saviour, Herod, unable to stand censure, cut off my head).
Bottom left is an axe propped against a leafy tree and right is the saint’s nimbed.
severed head within a precious, low-footed bowl, The landscape includes two low,
steep, tnangular rocky mountains of different height, left and right, as is common in
many fifteenth-century icons of single, standing saints.! The gold ground has been
destroyed completely and previous conservation of the icon using fire has spoilt the
original texture of the colours. As in other icons in the Collection (Cat. nos 7, 14,
15, 16, 17, 35, 45), traces of gold are preserved sporadically, being more distinet
near the outlines of the rock and the figure of the saint, particularly below the hair
and wings.
A later nominative inscription, O AM{IO)C I(ANNHC) O [TPOAPOM(OC), in
black letters above the left wing, was removed in recent conservation. The saint’s
face is modelled meticulously with close, dark brown brushstrokes and tiny white
highlights, in a miniature vein (Fig. 50). The treatment of the drapery of the
himation, with multiple overfolds in smaller geometric planes illumined by firm,
off-white brushstrokes at the edges, is analogous. The shaggy blue fleece is
likewise assiduously exceuted. The painter displays exceptional skill in applying
the gold striations, which are dense and well-drawn on the wings. the segment of
heaven, the tree trunk and the bowl,
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49, Angelos, Saint Joln the Bapiist,
first half of 15th ceniry.
Byzaniine Museum, Athens,

S0, Baint Selin the Baptiss,
early 1och eentury, Cat. no. 10,
eletail,

“The ascetic tvpe of Saint John the Baptist, lean, haggard, tall. clad in the fleece, as
portraved here, from the sides, with the face turned three-quarters, with the characteristic
flexure of the waist and knees. must have been removed from the scene of the Baptism,
Also from the Baptism is the detail of the tree with the axe, symbolizing the Forerunner’s
words: “Ard even no the ave is laid to the root of the irees™ (Matthew 3:10). However Saint
John is never winged in the Baptism, whereas he s in frontal representations of him:
“Behold the lamb of God”. The wings symbolize his role as Christ’s messenger, in
accordance with Malachi's prophecy (3:1), repeated in Matthew (11:10). Manolis
Chatzidakis, 1945,

The earliest known representation of Saint John the Baptist with wings is at Arilje
(1296/7),7 while the saint’s severed head in the vase features in the Palacologan
iconography of both the Beheading of Saint John and the Finding of his Head." The
iconographic type of our icon constitutes a judicious combination of elements
encountered in earlier representations of the saint, such as in two icons, of the
twelfth and the thirteenth century, in Sinai,’ in the late fourteenth-century Munich
psalter,” and in two icons, of the fourteenth and the fifteenth century, in the
Historical Museum, Moscow, in which he appears without wings. as in a Cretan icon
in the Louvre.” The type was crystallized by Angelos, as studies referring to the
Cretan painter’s work have shown;” the characteristics first registered in two signed
icons of his now in the Byzantine Museum® and the Malines Museum, Belgium.”
were diffused in a series of works from the fifieenth century onwards" and
subsequently adopted by the great Cretan-masters, such as Michael Damaskenos in
an icon in Zakynthos,'" Emmanuel Lambardos in an icon in Corfu,'”” Emmanuel
Tzanes in an icon in the Canellopoulos Museum,' Victor in a triptych in Sinai'* and
in all probability Philotheos Skoufos in an icon in Paros.”







51 Soliancs the priest, The Beleading of
Saine fodin the Bapriss, eardy 1oth cennry.
detail, Paplios Museum, Cyprus,

The text of the inscription is based on earlier related ones.! It too was crystallized
by Angelos and repeated exactly in later Cretan icons.'”

Our icon reproduces the model established by Angelos exactly, excepting minor
deviations in details such as the addition of a second tree in the landscape right and
the absence of the long-handled cross that John normally holds on the gold ground
— most probably due to the damage to the ground in this area.™ Stylistically,
however, it bears little resemblance to the Palacologan style of Angelos's icons and
is closer to later Cretan works of distinctly conservative character, such as
Emmanuel Lambardos’s icon in Corfu, which is of about the same dimensions."
Apart from the common iconographic type both works display the same miniature
exccution of the flesh and garments, though with notable variations in our icon
where the drapery is less rigid. The close brushstrokes on the flesh and the
restricted coloration in subdued tones in our icon contribute to the impression of a
different workshop, closer to the art of the fifteenth century. The above traits
suggest that it predates Lambardos and was perhaps painted in the early sixteenth
century,

Of significance for our icon’s inclusion in the early sixteenth-century workshops is
comparison with a signed icon by the painter Stylianos ‘priest’ in the Paphos
Museum, Cyprus,™ which possibly dates from around 1500 (Fig. 51). There the
Forerunner is represented in the scene of the Beheading, with the same artistic
characteristics and a similar miniature manner of rendering the flesh and the shagey
blue fleece.

Even closer to our icon is the sixteenth-century icon in the Hermitage,” of the same
iconography but smaller dimensions (24.8 x 17.8 cm) and in excellent condition. The
quality of its execution and the dexterity in the almost miniature treatment of the
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flesh and garments, with firm drawing and brilliant colours, are comparable to those
of our icon, with corresponding differentiations from the works by Lambardos.
Although it is not possible to date these works with certainty, they reveal that the
subject was adopted by accomplished painters distinguished for their excellent
technique and proficiency at miniature rendering.

CoNDITION Manolis Chatzidakis, 1945: ‘Icon painted on a walnut panel with fine gesso. The outlines
incised lightly and stressed by a fine black line. In very good condition; only the gold ground has
been erased completely, as well as the gold striations on the wings.’

The gold ground of the icon was damaged in previous cleaning, the painted surface is in quite good

condition and the gold striations on the wings are now clearly visible, after the recent conservation.

BisLIoGRAPHY Unpublished.

NOTES

1. Cf. N. Chatzidakis 1983, 11.

2 Cf. Lafontaine-Dosogne 1976, 128.

3. Cf. Chatzidakis 1988, 90-91, figs 1-7.

4. Chatzidakis 1978, 90-91, figs 4-3.

5. Lafontaine-Dosogne 1976, 131, fig. 9.

6. Lafontaine-Dosogne 1976, 136, fig. 11. Vocotopoulos 1990, 78. Bizantij 1991, nos 53 and 112.
Ieons of Cretan Art 1993, no. 64, 415-416 (1. Kyzlasova).

7. See N. Chatzidakis 1983, 10 and 18.

8. N. Chatzidakis 1983, no. 2, 18. Acheimastou-Potamianou 1991, 105ff.
Lafontaine-Dosogne 1976. Th. Chatzidakis 1982, no. 2.

10. Lafontaine-Dosogne 1976. N. Chatzidakis 1983, nos 2 and 39; the catalogue is extended by
Vocotopoulos 1990, 77-78 and Acheimastou-Potamianou 1991, 109, nn. 17-18. To it can be
added carly 16th-century icons in the Hermitage (lcons of Cretan Art 1993, no. 14 - Y. Piatnitsky)
and a late 16th-century icon in the Pushkin Museum, Moscow (lcons of Cretan Art 1993, nos.64
and 88 - 1. Kyslasova, O. Etinhof), as well as a 17th-century one in the Byzantine Muscum,
Athens (Treasures of Orthodoxy 1993, no. 16, 201 - M. Acheimastou-Potamianou).

11. Chatzidakis 1981, 313, 360. Byzantine and Post-Byzantine Art 1986, no. 139, 135-136 (M.
Chatzidakis).

12. Vacotopoulos 1990, no. 52, 77-78, fig. 171.

3. Ascribed by Drandakis, see Drandakis 1962, 126-127. pls 57-58.

14, Sinai 1990, 134T, fig. 101 (N. Drandakis).

15. Mitsani 1996, no. 13, 38.

16. See Lafontaine-Dosogne 1976, 142, 143

17. N. Chatzidakis 1983, no. 2, 18.

18. In the icon by Angelos in the former Chatzidakis Collection, in the Byzantine Museum, as well
as in other icons, the landscape includes a small partridge-wood pigeon: it is absent from the
smaller icon of the same subject, in the Malines Museum, see Acheimastou-Potamianou 1991,
108ff.

19. Vocotopoulos 1990, no. 52, 77-78, fig. 171 (28.5 x 20.5 x 1.8 cm).

20. Papageorghiou 1991, fig. 99. A second signed work of miniature character by the painter
Stylianos is the triptych that includes inter alia two scenes from the life of Saint John the Baptist
(N. Chatzidakis 1996 and Lumiéres de I'Orient 1996, no. 9, 50-51. fig. on p. 30).

21. Icons of Cretan Art 1993, no. 14 (Y. Piatnitsky).
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52. The Virgin enthroned,
early 16th century, Cat. no. 11.

11
ENTHRONED VIRGIN AND CHILD

88x70x 2 cm

Early 16th century

he enthroned Virgin, in frontal pose, holds the Christ-Child at the centre

of her body, her right hand touching his right foot and her left supporting

his left shoulder. Her left leg is projected to the fore, while her right is
drawn behind and raised. She wears a dark red maphorion and a blue dress, of
which part of the sleeves and large areas over the legs are left uncovered. The
overfolds of the garments form large geometric planes in three successively lighter
shades, becoming almost white at the edges. On the gold ground the red-lettered
inscription: MP @Y H [TANTQN EAINIC. (Mother of God the Hope of All). Next to
Christ’s head, above the maphorion, in gold lettering: IC XC. In the middle, left of
the throne, in red capitals and cursive letters, the inscription: XEIP KAAINIKOY
uovayov ayu’ (Hand of Kalinikos monk 1640).
The Christ-Child’s frontal pose is enlivened by torsion and contrapposto; he turns
his head right and gazes downwards, while his legs point left. He blesses with his
raised right hand, while in his left, outstretched and lowered slightly, he holds an
open scroll with the inscription in black capitals: TIN(EYM)A K(YPIO)Y E/IT EME
/ OY EINE/KEN EXPl/oe uag (Spirit of the Lord God is upon me Because the Lord
has anointed me) (Isaiah 61:1). His white, embroidered chiton with vertical gold
clavus is girdled round the waist with a broad red sash: the left leg is bared up to
mid-thigh. The ochre himation with gold striations covers the shoulder, arm and
leg on the right side, leaving most of the chiton exposed.
The wide-backed throne is painted in warm ochre with gold striations, while the
woodcarved decoration is shown in monochromy. On its base are two small pillars
with lion-head ornaments and low on its back small, expressive mask-motifs, most
skilfully drawn in profile. The pillars either side of the back have foliate finials,
while the turned colonnettes and reticulation on its highest part are finely worked
with gold striations on the deep blue ground. The Virgin sits on two gold-
embroidered cushions, one red with gold tassels each side and the other greenish
blue. Above the throne, on either side, is an angel in bust, with the hands covered
by a pale rose himation and the head bowed in supplication towards the Virgin
(Fig. 54).
The enthroned Virgin and Child in this icon follows traditional models in
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53, Angel, detail of icon Cat. ne. 11,

34, The Virgin and Chriss, detail
ef ivom Cat no. 11,

iconography and style, and no direct Western influcnces are apparent. The
Virgin's face, strictly frontal (Fig. 55). is oval with a long nose, a small red-lipped
mouth and wide open eyes which are relatively small and round — rather than the
usually large and almond-shaped; slightly asymmetrical, the left eye smaller than
the right, they are framed by deep brown shadows up to the arched evebrows,
reproducing the model of the enthroned Virgin and Child by Andreas Ritzos in
Patmos (Fig. 55)." The flesh is worked on the deep brown foundation with dark
shadows near the outline, on the line of the nose. the chin and the neck. and
calligraphic white highlights describing sparse parallel arcs below the eves and
small oblique lines at the centre of the forehead, on the chin, the nostrils and
above the upper lip. Christ has a high forehead, neat features concentrated around
the fleshy nose, full cheeks and a well-drawn right ear.

The type of the enthroned Virgin and Child is consistent with that established for
the decoration of the sanctuary apse in important Byzantine churches, the most
splendid example being the ninth-century representation in Hagia Sophia at
Constantinople.” The most notable examples of this type in icons appear in the
work of fifteenth- and sixteenth-century Cretan painters, the best-known being the
icon by Andreas Ritzos in Patmos’ (Fig. 56). Indeed Ritzos’s icon is considered the
likeliest prototype for a series of later icons in Patmos* and elsewhere. such as the
one in Livorno (16th century)® and that by the painter Daronas in Cephalonia (late
I6th-early 17th century).”

The painter of our icon used a different model for the Christ-Child, which differs
from other portrayals in pose, attire and the open seroll.

The contrapposto in Christ’s figure recalls his analogous pose in the arms of the
Virgin when she is represented as the Source of Life in fifteenth-century icons.
The icon by Angelos in the Hodegetria Monastery, Crete,” is the most famous
example, but it is also encountered on icons in Patmos (1510-1620), Sinai® and a
private collection in Holland.” However, in none of these works does Christ hold
an unfurled scroll.

The inscribed open scroll derives from fourteenth-century Italian painting and also
occurs in fourteenth- and fifteenth-century icons of the so-called Adriatic-
Byzantine School." More widely diffused in a series of icons in the type of the
Madre della Consolazione,' it sometimes features in icons of the Virgin of
Tenderness' and is observed occasionally in Virgins in the type of the Hodegetria,
as in two icons, in Cyprus and Ravenna, in which Christ is turned sideways towards
his mother; a closer example in terms of iconography, with Christ in frontal pose,
is observed in an icon in a private collection in Athens," in which the Virgin and
the Christ-Child are depicted with more *Byzantine’ characteristics. as in ours.
Another related variant of the enthroned Virgin and Child is the Virgin
Lambovitissa by Emmanuel Tzanes, in the Loverdos Collection in the Byzantine
Museum, Athens," in which Christ sits on a cushion right, in the Virgin's embrace.
and holds an open seroll. In this composition of Western character — the Virgin is
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35. Andreas Ritzos, The Virgin
enthroned, second half of 15th century.
Monastery of Hagios loannis o
Theologos, Patmos.

56. Andreas Ritzos, Christ enthroned,

second half of 15th century. Monastery

of Hagios loannis o Theologos,
Patmos.

in the type of the Madre and the throne is high, marble and with shell-shaped back
— Tzanes most probably used carly fifteenth-century models, as he did in other
icons.!®

An analogous iconographic type of the enthroned Virgin and Child, enriched with
the symbols of the Evangelists, is encountered in a small icon signed by Emmanuel
Tzanes, in Sinai.!”

The shape, type and decoration of the Virgin’s throne are particularly interesting
since they combine diverse elements known in fifteenth-century Cretan icons. Its
shape differs from that of the marble throne in Andreas Ritzos’s icon in Patmos,
yet displays affinity with the wooden throne in the partner icon of Christ'® (Fig. 56)
and, even moreso, with that of the Virgin in the Hermitage,' which is also
depicted in later icons of the sixteenth and seventeenth centuries.?’ Common traits
in this throne are not only the shape and type but also the decoration, with lion-
heads on the little pillars of the base, the profile busts on the back and the foliate
finials on the side supports.

All these ornaments are present in an icon of the Deesis in the Viannou
Monastery, Crete, by Angelos,” who probably introduced this type of throne into
Cretan painting.** Our icon has an additional trait in common with the prototype
of Angelos’s throne: the two cushions, which only occur in the Viannou icon and
its counterpart, signed by the same painter, in the Canellopoulos Collection.
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The arrangement of the upper section of the back of the throne is peculiar in our
icon; an additional reticulated motif with relief colonnettes is describe in
monochromy on the deep blue ground. This decoration with relief colonnettes is
encountered in seventeenth-century icons, in which the base of the throne
reproduces Angelos’s model in the Viannou Deesis, such as in icons in Patmos,*
as well as in an icon of Christ enthroned, in loannina.” These works most
probably copy an earlier, fifteenth-century, model, which is however unknown.

Apart from our icon that of the Virgin from the chapel of the Timios Stavros in
Patmos is also closely related to this hypothetical model. In the Patmos icon, a
work of a good, early seventeenth-century Cretan painter who, as has been
ascertained, remained faithful to earlier models (Fig. 57),% the throne has the
same type of lion-heads on the base and mask-motifs on the back, as well as a row
of colonnettes in its upper section, which are clearly formed under a relief arcade.
The assumed existence of a common model for both icons is reinforced by the
presence of two different-coloured cushions, which are in any case encountered in
other icons with a wooden throne.”” However, minor divergences from the original
model occur in the decoration of the upper section with palmettes and foliate
motifs, that belong to the decoration of the corresponding part of the marble
throne of the Virgin in the icon by Andreas Ritzos. This freer interpretation of the
model in our icon is consistent with other traits of its style already ascertained, and

57. The Virgin enthroned, 1600-1610.
Chapel of the Timios Stavros, Monastery
of Hagios loannis o Theologos, Patimos.
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distinguish it stylistically from the known works by fifteenth-century painters.

In summary, the painter of our icon was familiar with the work of the great
fifteenth-century masters Andreas Ritzos (figure of the Virgin and indeed her
facial features) and Angelos (type of decoration of the wood-carved throne with
two cushions; the peculiar decoration of the back of the throne with the additional
lattice motif also belongs to a possible, yet unknown, work by these painters). The
figure of the Christ-Child, the result of an amalgamation of iconographic details
known from contemporary icons, is likewise taken from the same or an analogous
hypothetical model.

Thus, although our icon evidently combines in an innovative composition elements
established in fifteenth-century Cretan icons, the specific model of its iconography,
which must have been crystallized in the painting of this period, has not been
located. The painter of our icon, an accomplished artist faithful to the traditions of
Cretan painting, adopted the model confidently while adding his own, notable
personal touch,

The icon’s style differs from the known works of fifteenth-century painters. The
rendering of the Virgin's garments with broad folds and copious overfolds seems
looser and the colours lack the lustre and limpidity characteristic of fifteenth-
century icons. The artful precision in modelling the flesh bespeaks a personal
idiom, particularly apparent in the rendering of the angels and the roseate hues of
their himatia. The depiction of the throne is very close in character to fifteenth-
century Cretan painting, especially in such details as the mask-motifs on the back,
attesting not only the painter’s considerable technical ability but also his creative
assimilation of the teachings of Palaecologan art. An analogous penchant for
decorative elements of this type has been noted in the works by Theophanis.®

All these remarks enhance the personal style of the painter, who belongs to the
generation of Cretan artists that followed fifteenth-century traditions in a slightly
later period.

ConprrioN Manolis Chatzidakis, 1945: ‘Icon painted on a panel with fine gesso. OQutlines and
details incised. In very good condition.

The uneven writing of the inscription with the name of the painter and the date does not permit
us to consider it genuine. Moreover the date of the icon (1640) is at variance with the art. The icon
has not been conserved.

BisLioGrRAPHY Unpublished.

NoTES

L. Chatzidakis (1977) 1985, no. 10, pl. 12; see good photograph-detail, Vocotopoulos 1994, pl.
201.4.

2. Th. Chatzidakis 1981, 101-103, figs 1-4.

3. Chatzidakis (1977) 1985, no. 10, 60, pl. 12; see also icons in the Benaki Museum and Moscow
(Vassilaki 1994, 325{f., pls XXXII.1, 190.11 and 192.5); icon in the Hermitage (Icons of Cretan
Art 1993, no. 2,330-331 - Y. Piatnitsky); icon in an Athenian collection (Baltoyanni 1986, no. 32).

4. Chatzidakis (1977) 1985, no. 87, 130-133, pl. 138 (circa 1607), no. 90, 132-133, pl. 142, no. 101,
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19.
20.
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23
24,

25.
26.
27,
28.
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139 pl. 150 (by Emm. Lambardos?), no. 106, 141, pl. 156, no. 116, 148, pl. 164, no. 117, 148-
149, pl. 164, no. 118, 149, pl. 190.

. N. Chatzidakis 1993, no. 20, 96-97.

. Byzantine and Post-Byzantine Art 1986, no. 148, 144-145 (M. Chatzidakis).

. Icons of Cretan Art 1993, no. 117 (M. Borboudakis).

. Chatzidakis (1977) 1985, no. 158, pls 75 and 204B.

. Imporiant Icons 1977, no. 15.

. Hodegetria from Rutigliano and Monopoli, see fcone di Puglia 1988, nos 23, 24, p. 61 (col.

photo.), 120-121; the text is a different excerpt from Saint John's gospel (7:12).

. See examples and bibliography Chatzidakis 1974, 201-202 and footnotes; see also icons in

Ravenna, lcone di Ravenna 1979, no. 33, 40, col. pl. on p. 43 (15th century), no. 34, 41 (early
16th century), no. 19, 36 (16th century), no. 29, 39 (16th-17th century), and in the Byzantine
Museum, Athens (Baltoyanni 1994, no. 76, pls 153-154).

. Icons in the Lichacev Collection, see Chatzidakis 1974, 202; also in icons in the Nikolenko

Gallery, Paris, and in the Byzantine Museum, Athens (Icones 1975, no. 5 and Baltoyanni 1994,
no. 76, pls 153-154).

. Talbot-Rice 1937, no. 31, 213, fig. XIX. Icone di Ravenna 1979, no. 18, 35.
14.
15.

Byzantine and Post-Byzantine Art 1986, no. 116, 116 (F. Kalafati). Kalafati 1994, 158ff., figs 1-3.
2.A. 400, Xyngopoulos 1956, pl. 58.2. Vocotopoulos 1990, 108, 115, 125 notes that the date
1684 is not genuine; see also copy of it by Konstantinos Tzanes, op. cit., no. 86, 124-125, fig.
56, where other 18th-century examples are noted; see also an icon in a private collection in
Holland (17th-18th century), Important Icons 1977, no. 16.

See Cat. nos 29, 30.

Dimensions 125 x 106 em (1651), Sinai 1990, 131, fig. 97 (N. Drandakis).

Cf. further examples, Chatzidakis (1977) 1985, 60-61, n. 2.

Icons of Cretan Art 1993, no. 2, 330-331 (Y. Piatnitsky).

See e.g. icons in Patmos, Chatzidakis (1977) 1985, nos 86, 90, 100-101, 116, 117, 114, 118.

. See N. Chatzidakis 1983, no. 4, 19. Icons of Cretan Art 1993, no. 157 (M. Borboudakis).
22. Andreas Ritzos is known to have acquired anthivola (working drawings) of Angelos’s icons, see

Cattapan 1973, 246-247, 251, 262; Chatzidakis 1974, 175.

N. Chatzidakis 1983, no. 5, 19-22.

See examples Chatzidakis (1977) 1985, no. 86 130, pl. 139 (1607). no. 90, 132, pl. 142 (1600-
1610), no. 100, 148, pl. 151 (by Emm. Lambardos?), no. 106, 141, pl. 156 (1610-1630), no. 117,
148, pl. 164 (1620-1630), no. 114, 147-148, pl. 165 (1628).

Byzantine and Post-Byzantine Art 1986, no. 153, 150 (17th century) (D. Triantaphyllopoulos).
Chatzidakis (1977) 1985, no. 90, 132, pl. 142.

Chatzidakis (1977) 1985, nos 90, 100, 114 as well as the icon in loannina, see above n. 25.
Chatzidakis 1986, 77-78, figs 12-15. For the origin of mask-motifs (mascherone) from a
Renaissance repertoire see Constantoudaki-Kitromilides 1991, 277ff., pl. 136u-1.
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58. Theophanis, The Raising of Lazarus,
c. 1546, Cat. no. 12, Benaki Musetm.

12
THE RAISING OF LAZARUS

Benaki Museum, inv. no. 3724
373x258x2cm

Theophanis, circa 1546

“Christ, tall and slender, enters left, extending his right hand in blessing towards Lazarus.
His disciples form a pyramid behind him, apparently emerging from a cave in a contorted
rock. Before Christ are Lazarus’s sisters, Mary prostrate and Martha kneeling. Right,
Lazarus “bound hand and foot with graveclothes” (John 11:44), comes forth from the hewn
doorway of the cave that was his tombs; in front of him bows an unbearded servant, holding
the two ends of the winding sheet, while beside him another servant, bent over, puts down
the gravestone. Between and behind the two rocks, which cross at the centre of the icon,
the Jews form a group that extends as far as Bethany, the town denoted by the corner of a
low wall. The Jew in front covers his mouth with one hand — a sign that “there is a stench”
(John 11:39) —, while pointing in amazement with the other at the miracle enacted before
his eyes; the aged Jew next to him makes the same gesture. On the gold ground in red
capitals is the badly erased inscription: H E[TEPCIC TOY] AAZAPOY (The Raising of
Lazarus).

In terms of iconography the icon is identified with Athonite representations of the Cretan
School. The only difference from the Raising of Lazarus in the Lavra Monastery (1535) is
that there the group of Jews does not move towards the right gateway of Bethany but
towards a second gateway, left — a negligible detail. The only variation in the Raising of
Lazarus in the Hagios Pavlos Monastery (chapel of Hagios Georgios, 1555) is that there
Lazarus bends his head, as he does in the Pantanassa.

- I believe that the original source of this composition should be sought in Palacologan
tradition, as manifest in the wall-paintings of the Perivleptos (14th century) and the
Pantanassa (first half of 15th century) at Mystras. In the sixteenth century the complex
composition is curtailed to its main elements, the secondary scenes are limited and there is
an avoidance of excess detail. The principal elements, which again occur at Mystras, are
these: Christ and the women are identical in the Perivieptos. In the Pantanassa the disciples
emerge from a cleft in the rock, just as in all the Cretan wall-paintings on Mount Athos and
in our icon, except that at Mystras a gate and battlement have been built at this opening.
The servant, characteristically bowed in front of Lazarus to loosen the bands of the winding
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39. The Raising of Lazarus, two-register
icon, second half of 15th century, detail.
Monastery of Hagios loannis o
Theologos, Patmos.

sheet, is in the same pose — except that he does not turn his head — and relationship to
Lazarus; however, instead of holding the bands he lifts up the stone with another servant.
The man holding the stone in our composition, with one arm above and the other under it,
occurs in exactly the same pose and position in the Perivleptos. The Jew covering his nose
stood next to the corpse in earlier Byzantine compositions, with one hand over his nose and
the other holding a band of the cerements: he is in this position in the Pantanassa, but has
let go of the band in order to extend his hand towards Christ; by the sixteenth century this
figure has passed to the other side of the rock and heads the group of Jews; in our icon he
Is & young man; in the Hagios Pavlos Monastery he is old, like the other Jews. Lastly, the
Jews” astonishment is registered in the same way in the Perivleptos too. All these features
point to the close affinity between sixteenth-century Cretan iconography and fourteenth- to
fitteenth-century Palaeologan.

... The colouring of the icon is particularly interesting; there is an evident desire for unity,
though this is not so successfully achieved as in the “Entry into Jerusalem” (Cat. no. 8). The
foreground is green; Christ’s himation is green too, slightly more bluish in tone: behind him
Peter’s chlamys is ochre with reddish shading, while that of the other elderly disciple is light
green; of the women, the garment of the prostrate one is pale ochre with roseate shading
and of the kneeling one pure green; the servant beside her, holding the bands, is clad in red
(bright cinnabar) with a greenish band on the neck, while the other, holding the stone, is in
light ochre with the same band on the neck; in the group of Jews red cinnabar dominates,
combined with a little green; the two rocks are deep ochre with brown shadows and white
highlights; the wall of Bethany is grey-green; the ground is gold, the mouth of the caves and
the opening of the gateway are black.

The main colours of the icon are ochre, green and bright red, in harmonious synthesis: the
warm ochre used for the ground combines well with the wheaten faces and the golden sky,
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creating & uniform mellow impression, in which the red and green nevertheless retain their
autonomy.

..The modelling of the flesh has that same softness observed in the “Entry into Jersualem™;
the white highlights are even fewer here; the drapery is more elaborate and seems (o have
been arranged to achieve a more natural rendering of the body; even so there is a certain
stiffness, particularly on Christ. whereas the treatment of the garments of other figures,
primarily Peter, is freer. ...Our remarks on the rendering of space in the “Entry into
Jerusalem™ are equally applicable to the Raising of Lazarus; those elements that could
denote the third dimension — such as the two groups developed in depth. the two rocky
mountains that cross, the figures behind the rocks and the perspective of the wall = clearly
preserve their symbolic value, that is they reveal that the action takes place at different
levels, vet without any special effect to give the illusion of space. .. The composition is
sedulously structured. The central axis is emphasized by the angle of the wall, while the two
vertical figures of Christ and Lazarus balance each other at the sides, as do the two high
mountains which converge symmetrically. Cold. static symmetry has been avoided by simple
means and the composition has a distinet cadence, full of spirituality.

... The Raising of Lazarus is distinguished by the economy in its iconography, the
compactness of its composition with its calm. rhythmical movement, its exquisite
coloration.

... From these observations on iconography and form we can conclude that the Raising of
Lazarus is related iconographically to the ‘Cretan” painters of the first half of the sixteenth
century. but is closer stylistically to monuments of the late fifteenth or the early sixteenth
century, products of Veneto-Cretan workshops. Consequently this notable icon can be
dated in the first half of the sixteenth century and attributed to a leading Cretan workshop.”
Manolis Chatzidakis, 1945,

he icon has an immediately preceding iconographic parallel in the Cretan

wo-register icon in Patmos, of the second half of the fifteenth century.

which comprises the Entry into Jerusalem and the Raising of Lazarus (Fig.
59)." There are some minor variations: the group of Jews in front of the walls is
smaller, as is the group of disciples on the left. Mary Magdalene's maphorion is
deep red. the walls have only one gate, the landscape is bare with sparse vegetation
and no trees. The representation of the Raising of Lazarus on the bema door of the
Gouvernetou Monastery in Crete, in which the wall is developed and has a second
gate, probably dates to the same period.”
These icons are not the only early examples of the Cretan iconography of the
Raising of Lazarus. It is also encountered in a late fifteenth-century icon in the
Loverdos Collection, with the forged signature and date, loannis Kyprios (1587).°
and on an unpublished icon of around 1506, in a private collection in Athens.
Noteworthy too is the extremely elegant rendering of the subject on an icon in the
Ashmolean Museum, Oxford, of the second half of the filteenth century, in which
the Cretan iconography is enriched with additional figures in engaging poses, within
a blossoming landscape.*
Our icon differs in style from the works cited. After its recent conservation the
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L. Theaphanis, The Raising of Lazarus,
1346, Monasiery of Staveanikita.

Gl Theaphanis, The Raising of Lazarus,
Cot, e 12, detail,

colours and drawing can be better appraised, allowing us to reach definite
conclusions on the identity of its painter. The more restrained poses, the more

compact modelling and the simpler rendering of the slopes of the rocks point to a
slightly later date, in the sixteenth century, and impose comparisons with the work
of Theophanis. The Cretan painter repeats the fifteenth-century model, condensing
the groups which constitute solid forms between the two pyramidal, prismatic
mountains that rise and enclose the composition, in the wall-paintings in Hagios
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62, Theophanis, The Entry into
Jerisalem, 1546, detail, Monastery
af Stavronikita.

63. Theaphanis, The Raising of Lazarus,
Cat. no, 12, detail

Nikolaos Anapafsas, the Lavra Monastery and the Monastery of Stavronikita, as

well as in the icons of the Dodecaorton in the last two Athonite monasteries.®

However, itis the icon from the Dodecaorton in the Monastery of Stavronikita ( Fig.
60) which bears a unique stylistic resemblance to ours. Comparison with the
Athonite icon” leaves no doubt that the same anthivolon was used for both works
and that they were executed by the same painter (Figs 60, 61). The flawless. firm
and lively drawing, the confident handling of the pigment, the faces with the same
features and anxious expressions, the small planes of the flesh with the few white
highlights, as well as the proportions of the body, the slender figure of the
advancing Christ, and the close-packed groups of disciples and Jews, display a
remarkable affinity to the icon in the Monastery of Stavronikita: even the painted
arch at the top of the icon is common: it is the same shape, though of different
colour, thus confirming that our icon was also part of the Dodecaorton from the
epistyle of an iconostasis. The icon’s attribution to Theophanis is further affirmed
by its striking similarity to another Dodecaorton icon, from the cpistyle in the Lavra
Monastery, the Entry into Jerusalem, as is easily ascertained from comparison with
a colour photograph (Figs 62, 63).7 In this icon the group of disciples following
Christ in both scenes includes three figures with like features: Andrew, in profile

with fong white beard, converses with Peter, who turns his head behind. and
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between them stands a young unbearded apostle.® The discrepancies are minimal
and due to the simpler character of the composition in our icon.

We know that Theophanis painted the Dodecaorton on the epistyle of the
iconostasis in the Lavra Monastery, the Stavronikita Monastery and the Iviron
Monastery. From the last the Raising of Lazarus and the rest of the first six scenes
have not been located.” However, here too there are obvious similarities with the
figure of Peter and even with groups of apostles from other surviving scenes, such
as the Denial of Peter, the Last Supper and the Washing of Feet,!" as well as
differences in the proportions of the bodies, which are more attenuated in our icon
and the Stavronikita icons. E. Tsigaridas compares the epistyle of the Iviron
Monastery with the wall-paintings in Hagios Nikolaos Anapafsas (1527) and the
icons in the Monastery of Stavronikita (1546), and concludes that the first is later
than the last."" The dating of our icon, as well as its inclusion in Theophanis’s
oeuvre, could be based on comparison with the above known epistyles. In
iconography and style our icon is certainly more closely related to that in the
Monastery of Stavronikita (wall-paintings in the katholikon, 1546). Indeed, the
similarities are so significant that they dictate its dating in the same period and
within a very short interval. At the same time, certain stylistic similarities with the
epistyle of the Iviron Monastery, and especially with that of the Lavra Monastery
(wall-paintings in the katholikon, 1535), suggest that the painter had not yet moved
away from his earlier models.

To conclude, I believe that no objections can be raised to the attribution of our icon
to Theophanis and to its dating circa 1546. Just one question arises, however,
concerning its possible provenance and the fate of the other icons of the epistyle to
which it originally belonged. The dimensions of our icon are of no help in this
respect, since the work is much smaller than those on the other known epistyles in
the Lavra Monastery 64 x 46 cm, in Stavronikita 54 x 37 x 2.5 cm, and in Iviron 45-
46 cm high." If the church from which it comes was on Mount Athos, a valid
supposition since Theophanis was living there during those years (1535-1552) and
quite possibly participated in the decoration of other churches,”® we can perhaps
hope that it will be located some day, as well as the other icons of its iconostasis.

Note An iconographic type like that of Patmos can be seen on an icon in the catalogue of the
exhibition of icons held at Krems, Austria, with the mistaken indication that it comes from the
Greek Institute in Venice and is a work of Benediktos Emborios." However, the inventory
number and the dimensions of the icon by Benediktos Emborios are different, although it follows
the type of our icon with the painter’s characteristic style.”” The icon exhibited at Krems, work of
a proficient Cretan painter and in no way related to Emborios’s icon, can be dated to the first half
of the sixteenth century. Last, this model is repeated in icons produced in Greek mainland
workshops during the seventeenth and eighteenth centuries.!®

Conprrion Manolis Chatzidakis, 1945: “Icon on a panel of hard wood, without overpainting; deep
crack from bottom left to about the middle of the icon. Light crackling on the painted surface.’
1996: Preserved in excellent condition. Fully conserved by St. Stasinopoulos in the Benaki Museum
Laboratory, July 1993,
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BiBLioGRAPHY Chatzidakis - Babic¢ 1982, 312, fig. 337 (the caption to fig. 337 erroneously states that
the icon is in the Byzantine Museum, Athens. In the colour plate the red arched frame at the top of
the icon has been cut off). Chatzidakis 1986, 65.

NOTES

I

4=t

0.

10.
11.
13,
13

Chatzidakis (1977) 1985, no. 25, 76, 77, pl. 23. See also the Raising of Lazarus in the 15th-
century icon with the ‘Rejoice highly favoured one’ in the Byzantine Museum, Chatzidakis
1986, 65, fig. 1.

Icons of Cretan Art 1993, no. 136, 492 (M. Andrianakis). Andrianakis 1986, 48-50; dated to the
16th century.

Papayannopoulos-Palaios 1936, no. 576, 79. Xyngopoulos 1936, pl. 42.1.

Byzantine Art - European Art 1964, no. 181 with previous bibliography (45 x 32 cm).

Cf. observations in Chatzidakis 1969-70, 324, figs 9, 38, 73, and Chatzidakis 1986, 63, fig. 88.
See wall-painting in the Lavra Monastery, in Millet 1927, pl. 124.1. For the painter sce
Chatzidakis 1969-70, Chatzidakis 1986, 35-39 and Chatzidakis 1997.

Stavronikita 1974, no. 10, 78, fig. 20 (A. Karakatsani), dimensions 54 x 37 x 2.5 cm.

Chatzidakis - Babi¢ 1982, fig. 330 (detail), 331.

See detail, Chatzidakis - Babi¢ 1982, fig. 330; these figures are repeated in all the icons of this
type.

Tsigaridas 1992, 185-207. From the epistyle of the Protaton (1542) only the icons of the Great
Deesis have survived, Chatzidakis 1969-70, 326-327.

Tsigaridas 1992, fig. 28, 22-24.

Tsigaridas 1992, 201.

Tsigaridas 1992, 185, n. 1

1535 Lavra; 1542 Protaton; 1540 Koutloumousiou; 1546 Stavronikita; 1552 Meteora, Meta-
morphosis (Chatzidakis 1969-70, 322, 327, 3391t.).

14. Tkonen, Krems 1993, no. 32, pl. 18, 228 (G. Lechner); mentioned as inv. no. 41 and dimensions

55 x 36 em.

. Chatzidakis 1962, inv. no. 209 (60 x 47.8 cm).
. Icones suisses 1968, nos 36 and 37.
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SAINT MATTHEW

Benaki Museum, inv. no. 3735
50.7 x 41.2 x 0.6 cm
Double-sided icon, side A (see Cat. no. 33)

Mid-16th century

The representation was revealed on the back of the icon of the Presentation of
Christ in the Temple," during its conservation by Stergios Stasinopoulos, in the
Benaki Museum laboratory in 1976,

The evangelist Matthew is portrayed to the waist, his face and body in three-
qQuarter pose left. He has a long white beard, fleshy red lips and a long nose
modelled with dark brown brushstrokes, its tip stressed by a fine red line, The
upper part of the icon, the saint’s left eye and cheek are destroyed. An inscription
in white capitals on the blue ground: 0 AT(I0)C MATOAIOC,

Matthew is clad in a chiton in pale shades of brownish rose decorated by a broad
vertical band with ochre highlights imitating gold striations. The dark green
himation covers the left shoulder and arm, but not the left part of the chiton, and
is swathed around the right forearm. The saint blesses with his free right hand,
bent in front of the chest with the palm outwards and the thumb joined to the little
finger, forming a large curve. In his left hand he holds from below an open gospel
ABPA/AM. AB/PAAN / ETENL.../, which corresponds to the opening verses of his
Gospel (The book of the genealogy of Jesus Christ, the son of | David, the son of
Abraham: Abraham begot Isaac). The lower section of the icon, at the height of the
hand, is badly damaged but it is surmised from the surviving part of the
representation that his left hand was covered by the himation. The white pages of
the gospel book, with fine capital letters, bow at the sides, their edges forming a
solid red strip; a metal clasp on the binding is visible top right. The ground of the
icon s deep blue and the saint’s halo gold.

1 is deduced from the existing representation that the original panel of the icon
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63. Christ Pantocrator, 14t century.
Church of Saint George of the Greeks,
Venice.

has been cut on all four sides. The painting extends to the very edges of the wood,
without a painted border, while the halo is cut off at the top and the last letter of
the legend with saint’s name is likewise cut at the left side. However, the original
icon was not much bigger and it can be assumed that the evangelist was portrayed
to the waist from the outset,

The waist-length depiction of the evangelist Matthew indicates that the icon
belongs to the group of icons of the apostles (Apostolika) of the Great Deesis. The
maost famous series of such icons from the Palacologan era are preserved in the
Chilandari Monastery and in Cyprus (Chrysaliniotissa);® of the splendid
Postbyzantine examples the icons by Theophanis in the Monastery of Stavronikita
(ctrca 1546) and the Protaton (1542), and by Euphrosynos (1542) in the Dionysiou
Monastery® are cited. There are icons of the apostles from the Great Deesis in the
church of the Taxiarchis at Kampicllo, Corfu, most probably works by Michael
Damaskenos, which are copied in the unpublished, as far as [ know, Apostolika in
the Antivouniotissa and the Hodegetria church on that island.* An icon with busts
of the twelve apostles, in the Canellopoulos Collection, most probably belonging to
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the circle of Michael Damaskenos (Fig. 139), is related to these representations.’
The iconographic type followed in portrayals of Matthew varies, whereas his facial
features remain constant: short white hair and long, thick white beard, with
differences in the width of the face and beard.® In the large Palacologan icon.in
Ochrid the saint is shown standing, turned sideways in three-quarter pose and
holding a half-open gospel book;’ the same iconographic type was used in the icons
of the apostles in Chilandari (14th century) and in the Hagios Neophytos
Monastery, Paphos (1544), where the evangelist is depicted to the waist* Matthew
follows a different iconographic type in our icon. The head is in three-quarter
pose, as in the Ochrid icon, yet the body is frontal. The arrangement of the
drapery, the way in which he holds the gospel book and the gesture of blessing all
correspond to this frontal pose, which does not occur in earlier icons of the
evangelist. On the contrary, it is encountered in the established iconography of
Christ Pantocrator frontal. The examples are numerous and begin from the twelfth
century with the icons in Hagios Neophytos and the Panagia Moutoullas in
Cyprus;’ in the fifteenth century it was used by the great painters Angelos and
Andreas Ritzos in icons of the enthroned Pantocrator, as well as in a splendid icon
from their circle, in a private coliection in Athens, recently published by Maria
Constantoudaki; there Christ is portrayed in bust." The model was copied by
Theophanis in the icon in the Lavra Monastery and by Michael Damaskenos in an
icon in the Metropolitikon Megaron, Corfu.!!

There is, however, an important difference in our icon: the himation is swathed
around the right forearm, leaving only the hand in ‘blessing exposed, while in all
the above examples the arm is bare. This iconography follows a different model,
established in another series of Byzantine and Cretan icons, in which Christ blesses
with the palm inwards. We shall call these two types (A) and (B). To the best of my
knowledge the earliest example of type (B) is the icon of Christ Pantocrator on the
iconostasis of the church of Saint George of the Greeks, in Venice (Fig. 65)."
which seems to have been the model for the icon by Thomas Bathas at Barletta
near Bari,”? that in the Spelaiotissa, Corfu,™* as well as for the icon by Toannis
Permeniatis, in Kastoria,'” and of Christ in Ioannina, of the same period.'
Vocotopoulos has moreover noted that this iconographic type is also known in
Athonite wall-paintings, of the fourteenth-fifteenth century in the Chilandari
Monastery and later in the Monastery of Stavronikita, work of Theophanis, and
the Dionysiou Monastery (1557).!7 However a variant of type (B) that is closer to
our icon was followed in sixteenth-century Cypriot icons, such as that by Ioséph
Chouris in the katholikon of the Hagios Neophytos Monastery, Paphos, dated
1544 (Fig. 66),'® and the contemporary icon in the Nicosia Museum," in which
Christ blesses with the palm outwards and the little and the fourth finger joined to
the thumb.

It is a fact that the hand covered by the himation and blessing is more frequently
encountered in monumental painting, in representations of the Pantocrator in the
dome or the sanctuary conch in churches of the Byzantine period, such as Daphni,
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o foseph Cheuris, Christ Pantocraior,
1544, Monastery of Hagios Neophyios,
FPaphos, Cvpris.

and Cefalu and Monreale in Sicily, to mention only the most important examples.
Theophanis used the same model in the dome of the katholikon of the Monastery
of Stavronikita, the Monastery of the Metamorphosis at Meteora and the
Molyvokklesia,™ as did the Kontaris brothers in Epirus.” The rest of the
characteristic traits of the Pantocrator in the dome differ, however, since the
gospel book is closed and the hand blesses with the palm inwards.

Thus the new iconography of Matthew in our icon arose from the merging of two
other earlier, established types, of Saint Matthew and of Christ Pantocrator type
(B), with the slight shift of the left arm and the corresponding adaptation of the
drapery. It takes the hand in blessing from type (A) and the arm covered by the
garment from type (B). It is pertinent to remark here that the iconography of the
Pantocrator is a constant exemplar for portraying saints. From the host of relevant
examples it is worth mentioning that another evangelist, Luke, in a fourteenth-
century icon in Rhodes,™ cleaves faithfully to type (A) of Christ Pantocrator. Even
though no contemporary icon of Matthew in the corresponding type is known, it is
quite possible that the model of his frontal iconography dates from this period.
S0, in our icon the evangelist Matthew is portrayed according the model of Christ
(B). with a slight deviation in the manner of blessing since the saint’s hand is not
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turned inwards but outwards, as is the case in type (A). However it differs from
this in the fingers joined to the thumb, for in our icon it is the little finger whereas
in the other examples it is only the fourth finger or both the fourth and the little.
It seems that in our icon model (A) has been misinterpreted with regard to this
detail.

From the known representations of saints in bust the closest in iconography to ours
is encountered in the series of icons of the apostles from the Deesis in the Corfiote
church of the Taxiarchis, which is attributed to Michacl Damaskenos.™ The
evangelist Matthew is portrayed with the same distinctive features, short hair and
a luxuriant, long white beard, but frontal,** while the arrangement of the himation
follows tvpe (A) of Christ Pantocrator, as in the icon in the Metropolitikon
Megaron;™ he holds the open gospel book from below with the right hand, which
is covered by the himation as in our icon, while an additional common trait is the
rendering of this open codex with the well-penned majuscule inscription.
Impressive in both icons is the correct perspective of the bulky book, with greyish
hues at the edges of the white pages, so that they seem to curve, and the solid red
strip formed by them when closed. Analogous care in conveying the volume of a
book and the curving surface of the folio is observed in earlier works, such as the

67, Saint Matthew, art of Theaphars,
rrefed- Joeh centrry, Cat. ne, I3,
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68. Theophanis, head of Saint Matthew,
wall-painting, c. 1546. Monastery of
Stavronikita.

icons by Angelos and Andreas Ritzos,” as well as the icon of Saint Nicholas Cat.
no. 6 (Fig. 33).”” The evangelist Luke from the Corfiote series follows the very
same iconography.?

As we have seen, our icon follows the second version of the iconography of Christ
Pantocrator (type B), with the hand in blessing swathed in the himation. Despite
many differences, correspondence with this type can be seen in another icon from
the Taxiarchis series, in which the evangelist Mark is presented receiving the
gospel book with his right forearm covered by his himation,” although his pose is
different, since he is turned three-quarters. Comparison of the icons from the
Great Deesis in the Taxiarchis church with our icon readily reveals the similarity in
composition of common models as well as the difference in style, which is very
conservative in our icon. In Vocotopoulos’s opinion™ the Corfu icons belong to the
early work of Damaskenos (after 1571) and most probably copy early models
established in fifteenth-century Cretan painting, as is the case with other works by
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him in this period.”! Consequently the similarities noted are due to the use of a
common conservative model, while the painter of our icon does not seem to have
been influenced by the art of the great Cretan master.™

The style of our icon is closer to the work of conservative Cretan painters who, like
Theophanis, were working in mainland Greece. Its iconography was not adopted
in the known depictions of the apostles in the series of the Great Deesis in the
Protaton, the Lavra Monastery and the Monastery of Stavronikita.” Even so
comparison with a wall-painting by Theophanis in the Monastery of Stavronikita, ™
in which Matthew (Figs 68, 69) is depicted full-bodied, seated, turned in three-
quarter pose and holding an open scroll, while the gospel book rests on the lectern
beside him, is useful. The distinctive traits as well as the coloration of these
representations correspond: light purple chiton with broad, vertical clavus and
green himation. A stylistic analogy is apparent in the modelling of the facial
features with firm brushstrokes in a few tones. the long fleshy nose and the white
beard, as well as in the correct perspective rendering of the open codex which rests

6% Head of Saint Matthew, denail
af icon Cal. no. 13,
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on the lectern,” while the perspective rendering of the seemingly wafting unfurled
scroll is a hallmark of Theophanis’s art, like the scrolls held by the prophets in the
same monument.’® '

Matthew’s imposing stature in our icon, the geometric development of the drapery,
the firm brushstrokes and the limited gradations of colour recall figures of
standing saints with corresponding three-quarter turn of the body, in the refectory
and the chapel of the Prodromos in the Monastery of Stavronikita,’” as well as in
the refectory of the Lavra Monastery. In contrast, the treatment of the long white
beard brings to mind earlier works by Theophanis in Hagios Nikolaos Anapafsas ¥
The deep blue ground that imparts the texture of a wall-painting is not unknown
in earlier icons. It could be due to the lack of gold but in no way affects the quality
of the painting. In a fine fifteenth-century icon in Corfu the scene of the
Crucifixion is painted on an identical ground with the inscriptions in white letters*
while in another large icon — perhaps a prothesis door — probably of the same
period, Saint Anthony is depicted full-bodied and frontal against a deep blue
ground.*! A deep blue and red ground is also encountered in a fourteenth-century
icon of Saint Anthony in the Benaki Museum,* as well as in other icons with single
saints in bust, from the sixteenth century and later.*

It thus seems that the Velimezis icon can be assigned to a conservative, mid-
sixteenth-century workshop possibly associated with the work of Theophanis.

As stated at the beginning, the icon was intended to be placed along with others on
the iconostasis of a church. This view is reinforced by the representation on the
back, with the Presentation of Christ in the Temple (Cat. no. 33) painted beneath
an arch.* Presumably in a secondary use, a century later, the icon was again placed
on the epistyle of an iconostasis — perhaps of the same church — that now
included the Dodecaorton. It was probably then that the original wooden panel
was cut to accommodate the icon to the new iconostasis.

ConpiTioN During conservation by St. Stasinopoulos in the Benaki Museun, 1975, the painted
surface of the icon was removed and transferred to a new panel. Saint Matthew was cleaned. The
signature of Damaskenos on the other face of the icon (Cat. no. 33) was shown to be forged. There
is considerable damage to the saint’s face and head as well as lower down at the level of the left
hand and in the left bottom corner. See Appendix II1.

BiBLI0OGRAPHY Unpublished.

NOTES

1. See Cat. no. 33.

2. Chilandar 1978, fig. 81. Icons from Cyprus 1976, nos 23-25, pp. 68-73. Papageorghiou 1991, 66-
69, figs 44-46.

3. See Chatzidakis 1964-65, 380-387. Chatzidakis 1973, cols 330, 332, 337, 339, 338, 340 with
previous bibliography; see also Chatzidakis 1956, 273-291, pl. KI" 2, KA" 2, KE' 2, KZ' 2.
Chatzidakis 1969-70, 325-327, figs 63-67.

4. Vocotopoulos 1990, 54-56, nos 29-38. Vocotopoulos 1985, 395,

5. Having ascertained similarities with works by Damaskenos, 1 had previously dated this icon
earlier, to the early 16th century, Th. Chatzidakis 1982, no. 15; see Vocotopoulos 1990, 56, n.
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40.
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43,
44.

13. The earlier, late 15th-century, icon of the evangelist John, in the Benaki Museum, could
belong to a series of icons of the apostles (Apostolika), Treasures of Orthodoxy 1993, no. 52 - M.
Vassilaki.

See also Hermeneia 1909, 150 “an old man with long beard’.

Djurié 1961, no. 7.

Chilandar 1978, fig. 81. Icons from Cyprus, 1976, no. 46, 118-119.

See collected bibliography in Chatzidakis 1995, 487ff., where an icon with the same
iconography, from Sinai, is presented, op. cit., fig. 3.

. Constantoudaki-Kitromilides 1994, 2531f., pl. A’, with numerous other examples of the type and

bibliography.

. Chatzidakis 1969-70, fig. 45. Vocotopoulos 1990, no. 19, 42, fig. 21. See also an icon in the

Loverdos Collection (Xyngopoulos 1956, pl. 39.2).

. Chatzidakis 1962, no. 1, 4-6, pl. I.
. Chatzidakis 1977b, 244ff. Icone di Puglia 1988, no. 66, 95, col. photo. on 153-154, with previous

bibliography.

. Vacotopoulos 1990, 68-69 with numerous examples and previous bibliography, figs 158-159.
. lcons of Cretan Art 1993, no. 179, 530-531 (E. Tsigaridas). See also N. Chatzidakis 1992, 735-739

and N. Chatzidakis 1993, 14, fig. 5 and 134-144 with bibliography.

. Acheimastou-Potamianou 1994, 8, fig. 13. The icon is ascribed along with others to a painter in

loannina who followed Cretan models.

. Vocotopoulos 1990, 68-69. Chatzidakis 1986, fig. 2.

. Acons from Cyprus 1976, no. 37, 100. Papageorghiou 1991, 163-164, fig. 112.

. Byzantine Museum, Nicosia 1983, no. 114, fig. 23.

. Chatzidakis 1986, fig. 20. Chatzidakis 1969-70, figs 86, 108.

. Metamorphosis church, Veltsista, see Stavropoulou-Makri 1989, figs 42a, 43a.

. Byzantine and Post-Byzantine Art 1986, no. 82, 79-82 (M. Acheimastou-Potamianou).

23. Vocotopoulos 1990, no. 33, fig. 143.

. As in the bust of the same apostle in an icon in the Canellopoulos Collection, see Vocotopoulos

1990, 54-56. Th. Chatzidakis 1982, no. [5.

. See above n. 11.

. See above n. 10.

. See also above 92ff., Fig. 33.

. Vocotopoulos 1985, 396, fig. 13; in a private collection in America.

. Vocotopoulos 1990, no. 34, fig. 37.

. Vocotopoulos 1985, 398-399.

. See also Cat. nos 6, 10, 18.

. It is perhaps worth noting that the dimensions of the icons in the Taxiarchis are similar to those

of our icon, see Vocotopoulos 1990, nos 31-37 (51.2-52 x 43-44.5 ¢cm).

. No icon of Matthew has survived from this series. as far as I know. For the painter see Cat. no.

12, n. 3.

. Chatzidakis 1986, fig. 33.

. See also the gospel book held by Luke, Chatzidakis 1986, figs 33, 36.

. Chatzidakis 19806, figs 26-32, see also fig. 34.

. Chatzidakis 1986, tigs 206, 207, 209, and especially fig. 221: Saints Andrew, Peter and Paul.

. Chatzidakis 1969-70, fig. 29.

. Chatzidakis 1969-70, fig. 12: Saint Anthony; see also other frontal figures in the Molyvokklesia

and the refectory of the Lavra Monastery, op. cit., figs 25-28.
Vocotopoulos 1990, no. 5, 11-13, figs 7, 78-80.

Chatzidakis 1974, fig. 20.

Treasures of Orthodoxy 1994, no. 45, 224 (A. Drandaki).

See Cat. no. 22, with other examples.

See Cat. no. 33, 290-292, fig. 173.
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THE TWENTY-FOUR STANZAS OF THE AKATHISTOS HYMN

41 x625x 1.5em

Early 16th century

he Akathistos Hymn, one of the outstanding and most popular works in

Byzantine hymnography, is chanted in full during the service of the

Chairetismoi {Salutations to the Virgin) on the fifth Friday of Lent. A
poetical composition, classed among the encomiastic hymns known as kentakia, the
Akathistos lauds the graces of the Virgin and is most probably attributed to the
sixth-century hymnographer Romanos Melodos.' It comprises twenty-four stanzas
foikoi) forming an acrostic with the twenty-four letters of the Greek alphabet. The
first twelve stanzas are narrative in character, referring to events from the
Annunciation to the Presentation of Christ in the Temple. The last twelve are
glorifications of Christ and the Virgin, with symbolic references to dogma, the
Trinity and the mystery of the Incarnation. The hymn’s name (Akathistos means
literally ‘not sitting”) is associated with the siege of Constantinople by the Avars in
626, when, according to the literary sources, the citizens stood chanting to the
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Virgin, beseeching her to intervene and protect the capital of Byzantium from its
foes.?

The hymn is developed on the icon’s rectangular surface in four registers of six
scenes, painted on a uniform gold ground that forms a fine, narrow, almost square
border around each (10.5 x 10.5 cm) (Figs 70-71). Reading begins top lett, where
the first stanza (A) is illustrated, and continues in horizontal arrangement to the
final stanza (€2) bottom right.

The cycle begins with three scenes of the Annunciation, which illustrate the first
three stanzas. The pose and movement of the Virgin and the Archangel are
different in each, as are the garments.*

In the first stanza (A): ‘A leading angel was sent from heaven to say to the Virgin:
“Hail”..." (Fig. 72), the archangel approaches in lively movement with torsion of his
body, while the Virgin, seated on a low throne, expresses surprise with her two
hands raised. This iconographic type appears in the sixteenth century, in the codex
illuminated by Georgios Klontzas, in the Biblioteca Marciana, Venice.*

In the second stanza (B): The holy lady, seeing herself to be chaste, spoke boldly to
Gabriel ..." and the third (T): The Virgin, vearning to grasp a knowledge unknowable
..." (Figs 72, 73), the classical elegance in the pose of the two standing figures, the
Angel and the Virgin Mary, facing one another and conversing in front of a roseate
wall, brings to mind their depictions in fifteenth-century Cretan icons, by Nikolaos
Ritzos in Sarajevo, from the workshop of Andreas Ritzos with the Virgin and
Angels, in the Benaki Museum, in an icon in Recklinghausen and one by the
painter Stylianos (Fig. 80).°

The fourth stanza (A): ‘Then the power of the All-highest overshadowed her, planning
the conception ..., is rendered with the enthroned Virgin before a red curtain drawn
back by four angels, as established mainly in the Postbyzantine period.®

The Visitation, with the central group of two slender, dark-clad female figures, the
Virgin and Elizabeth, in embrace, is a faithful rendering of stanza V (E): ‘The
Virgin, holding God in her womb, hastened to Elizabeth ..., with a theme already
known from the cycle of the Dodecaorton.” The sixth stanza (Z): Joseph, a prudent
man, was troubled within himself by a tumult of cares and doubis ..." is illustrated by a
scene from the apocryphal cycle of the Virgin's life. Joseph gesticulates towards the
Virgin who stands stationary opposite him.* The next three scenes also belong to
the Christological Cycle, reproducing the iconography of episodes in the Nativity
and the Adoration of the Magi, as known in Cretan icons from the fifteenth century
onwards.” The seventh stanza (H): ‘The shepherds heard the angels singing of the
incarnate presence of Christ ... is represented by the scene of the Nativity (Fig.- 74).
The Virgin sits on the ground outside the cave beside the manger. Joseph, below,
also sitting, converses with two shepherds, while on high right an angel appears
behind the cave and announces the Nativity to a shepherd boy sitting atop a rocky
mountain, The Journey of the Magi in the next scene accurately conveys the content
of stanza VIII (©): ‘The Wise Men saw a star moving towards God, and followed its
lustre ..." (Figs 74, 75). The three Magi, on galloping steeds, point animatedly to the
star leading them to the cave, outside which the Virgin with the Christ-Child in her

71. The Twenty-four Stanzas of the
Akathistos Hymn, early 16th century,
Cat. no. 14.
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72, The Annunciation, Stanzas 1l and
NI detail of icon Cat, no, 14,

73 The angel from Stanza 1, detail of
twon Cat, no, I4.
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arms sits awaiting their arrival. Stanza IX (1): ‘The sons of the Chaldaeans saw ..."
refers 1o the Adoration of the Magi (Fig. 76). The Virgin left. on a low throne, and
Joseph standing behind her, receive the three kings, The first, an old man, kneels
and the two younger ones stand, while the two horses with harness appear behind
them right. In the tenth stanza (K): “The wise men became heralds, bearing the
message of God ..., the Magi are depicted in front of a building with pyramidal roof,
preparing to depart." The content of the eleventh stanza (A): ‘By flashing the light
of truth in Egypt you banished the darkness of ervor ... is expressed by the scene of the
Flight into Egypt from the cycle of the Life of Christ (Fig. 77)."" Joseph, with the
infant Christ on his shoulders, walks ahead of the Virgin who rides on a donkey.
Stanza XII (M): When Symeon was about to depart from this life of deceit ..." is
illustrated by the scene of the Presentation of Christ in the Temple (Fig. 77)."

The composition of the scenes for the second part of the Akathistos displays greater
originality. For the thirteenth stanza (N): ‘The Creator revealed a new ereation, and
showed it to us, his creatures. He made it flourish from a womb without seed ... " the
nucleus of the Ascension is adopted. The brilliant figure of Christ, in a himation
with gold striations, appears within a red mandorla upheld by two angels. On the
ground below apostles and hierarchs in two symmetrically arranged groups gaze up
at him. Stanza XIV (Z): And ler us, seeing this strange birth, estrange ourselves from
the earth ... is illustrated in a manner close o the Assumption (Metastasis) of the
Virgin, the difference being that the Virgin within the clouds holds the infant Christ
in her arms, while on earth stand two groups of apostles and saints. In the next
stanza, XV (0): ‘The unbounded Word was complete among men below ... " (Fig. 78)
the format of the preceding scene is adapted to the new content by substituting the
figure of Christ for that of the Virgin, while groups of apostles and hierarchs stand
on the earth. In the sixteenth stanza (P): ‘AN the orders of the angels were astounded
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74, The Nativity and The Sourmey
aof the Magi, Stanzas VI and VI,
detail of icon Cat. no. 14.

75, The Magi on horseback from Stianza
VI, desad of icon Cat. ne. 14

at the great act of the incarmation _.."" (Fig. 78), the different orders of angels are
inventively presented glorifying Christ who sits resplendent in a gold himation on a
throne formed from red-winged seraphim, his feet resting on the winged rotae,
smaller seraphim emerge from behind Christ’s gold halo and all the figures appear
in clouds. The representation is crowned by a small seraph with expressive face and
six red wings with gold striations, appearing from a fiery, star-spangled sky
surrounded by small white clouds. The seventeenth stanza (P): ‘Before yiu, mother
of God, we see wordy orators as voiceless as fish ..." (Fig. 79) is illustrated with the
Virgin and Child standing at the centre under a ciborium, in front of the walls of the
city: flanking them left and right are orators distinguished by their peculiar hats, A
scene which is a variation of the Resurrection is linked with stanza XVIII (X): ‘He
who set all things in order came to the world of his own will, wishing to save it ..." (Fig.
T9)."% Christ, turned sideways, outstretches his hand to one standing and one
kneeling figure, which occupy the positions of Adam and Eve in the iconography of
the Descent into Hell (Anastasis). Behind Christ stands an angel in red imperial
raiment, like the prophet-kings in the border scenes on the icons in the Benaki
Museum and by Nikolaos Ritzos in Sarajevo.” The depiction used for the next
stanza, (T): Virgin mother of God, you are the defence of virgins ...™ follows the type
of stanza XVII (P). except that the Virgin and Child are surrounded by two groups
of young women. In stanza XX (Y): ‘Al hymns are defeated ... Christ is portraved
within a deep blue mandorla flanked by red seraphim. He turns right to converse
with hierarchs and cantors in tall hats. The standing Virgin and Child is repeated at
the centre, as the Kyriotissa, in stanza XX1 (®): ‘We see the holy Virgin as a lamp full
of light ..."* Flanked by two angels holding a red curtain, as in stanza IV (A), and
kneeling figures, the Mother of God stands in front of two mountains with caves.
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The text of stanza XXII (X): ‘The Redeemer of all mankind wished to cancel our old
debis ... and having tom up the parchment he hears from them all™ is faithfully

illustrated with Christ at the centre, standing, frontal and holding a scroll worn in
two. The buildings behind him derive from the iconography of the Doubting of
Thomas.™ while the male figures on the right sit and those on the left genuflect. In
the twenty-third stanza (W): ‘We sing your giving birth ... the Virgin with the
Christ-Child in her arms stands beneath a ciborium and wrns right towards a
group of hierarchs in front of a lectern with an open book. Lastly, in stanza XXIV
(Q2): '€ maother hymned by all ... the Virgin appears in bust with Christ at the
centre and both hands outstretched (orans), like the Viachernitissa, within a red
mandorla amidst the clouds. On the carth below two groups of hierarchs and monks
stand in an attitude of intercession (deesis),

The earliest examples of illustration of the Akathistos Hymn are known only from
monuments of the Palacologan era, in the late thirteenth and the fourteenth
century (Olympiotissa at Elassona, the Panagia ton Chalkeon, Hagios Nikolaos
Orphanos),”” while the number of churches proliferated from the fificenth century
and during the period after the Fall of Constantinople, particularly in the regions of
Macedonia, Central Greece, monasteries on Mount Athos (Lavra, Docheiariou), in
the Peloponnese (Mystras), the islands, Crete (Valsamonero), Cyprus and even
Serbia and Romania (Voronet, Moldovica, Humor).™ The iconography of the
scenes in these monuments displays considerable diversity: it is crystallized in the
Painter’s Manual by Dionysios of Fournas, in the late eighteenth century.™

Hluminated manuscripts, which are only known from the second half of the
fourteenth century onwards, must have playved a seminal role in the diffusion of the

77. The Fiight into Egvpt and The
Prexentation of Christ in the Temple,
Sranzas XT ool XTI, detatl of icon
Cat, ne, 14,

7o Tine Actorarion of the Magr,
Srteeza X, aletatl oof foewr £nit st 14
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78 Christ ine clowds and Chirist with
angels, Stanzas XV and XVII, detail
af ifcom Cod ne, 14

ilustrated cycle. Significant among these are the codex in the Historical Museum,
Moscow (no, 429), produced in a Constantinopolitan seriptorium around 1370,
and the codex in the Escorial Library, Madrid (cod. R.1.19),* most probably from
an early fifteenth-century Cretan scriptorium.

The carliest known icon is in Skopelos™ and probably dates from the first half of the
fifteenth century, while other known icons date mainly from the sixteenth century
and after (icons in the Iviron Monastery, in the chapel of Hagios Eustathios, and in
Toannina).” The illustration of the stanzas of the Akathistos in these manuscripts
and icons usually surrounds a central figure of the Virgin and follows a different
model from that of our icon, particularly for the second part of the Hymn. An icon
of the Akathistos without the central figure of the Virgin, in which the iconographic
rendering of the scenes is similar to ours, exists in the Eleousa Monastery on the
Island in the lake of loannina.™ Its careful art of miniature character could be
assigned to a seventeenth-century Cretan painter. Analogous iconographic types
are found in the representations of the stanzas of the Akathistos in an icon by
loannis Kastrophylakas, painted in the seventeenth century and overpainted in
1845, in the Hodegetria Monastery, Crete, with the enthroned Virgin and Child at
the centre.™ An icon in the Vallianoi Collection in Cephalonia features a similar
arrangement of the scenes and iconography of the twenty-four stanzas to the Cretan
one.™ Other icons with the stanzas of the Akathistos are known in Cephalonia, but
these follow a completely different iconographic model, as in an icon by Stephanos
Tzankarolas, 1700,” while a mixed iconography is encountered in an early
eighteenth-century icon by loannis Karydis.”

In the Velimezis icon, as in the icons in loannina and Cephalonia, which are later,
the twenty-four scenes of the Akathistos Hymn constitute an independent
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composition and do not surround a central representation of the Virgin, The
iconography of the first part of the Hymn (I-XII) follows established models which
the painter borrows from the illustrated cycles of the life of Christ or of the Virgin,
from the Annunciation to the Presentation of Christ in the Temple. Greater
emphasis is placed on the scenes of the Annunciation (1, I1, 111) and the Nativity,
which includes three episodes with the Annunciation to the Shepherds (VII), the
Journey (VIII) and the Adoration of the Magi (1X).

The pictorial rendering of the second part of the Hymn displays greater originality
in comparison with the established iconography of the scenes of Christ or the
Virgin. The poetic allusions to dogma offer scope for creating new compositions
which vary from monument to monument. In our icon there is a tendency to
enhance Christ or the Virgin as the central figure of the composition, frequently
within a mandorla (X111, XIV, XV, XVI, XX, XXIV).

Of exceptional interest is the combination of iconographic models of different
origin in each scene. Some compositions use models of fifteenth-century painting,
such as the Annunciation and the Anastasis illustrating the second and the
eighteenth stanza respectively (Figs 72, 73, 79)." In the scenes of the second part of
the Hymn the figure of Christ within a mandorla upheld by two angels (XIII) recalls
the Metastasis of Saint John the Theologian in late fifteenth-century Cretan icons,
such as that in the Monastery of Stavronikita, which can be dated around 1506, and
one in the Tretiakov Gallery, Moscow.™ In other scenes the iconography is closer to
sixteenth-century works with overt influences from Italian models. In the scene of
the Annunciation (1) (Fig. 72) the torsion in the archangel's movement is of
Western origin and is analogous to that used later by Georgios Klontzas in the
manuscript in the Biblioteca Marciana, Venice."!

74, The Virgin with orators ared The
Anastasis, Stanzas XVIHN and XIX, detail
af icon Cal. no, 14,
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80, Stvlianos the priest, The Annunciation
and The Nativity. Triptych, early [6th
century, detail. Abou Adal Collection,
Lebanon.

The spirited morements of the galloping horses in the Journey of the Magi (VIII)
(Figs 74, 75) are encountered in the illuminated manuseript in the Escorial,* while
the landscape of verdant hills and trees originates from a Western model. The
composition of the Adoration of the Magi follows models current in early sixteenth-
century Italo-Cretan painting, as seen in icons in the Benaki Museum, the A.
Tsatsos Collection and the Ekonomopoulos Collection.®® For stanza IV, with the
enthroned Virgin before the red velum held by two angels, an iconography
associated with the cult of the Virgin's mantle in the West is adopted, in the type of
the Mater Misericordiae.® The Nativity (VII) takes place outside the cave in a
landscape of low, gently sloping, brown rocks, exactly as in the icon by the painter
Stylianos in the Abou Adal Collection; in this same icon the scene of the
Presentation of Christ in the Temple (XI1)* (Figs 77, 81) is also encountered, in an
identical iconography, different from that established during the fifteenth century.*
Some scenes from the second part of the cycle display distant kinship with the Cycle
of the Akathistos painted by Theophanis in the refectory of the Lavra Monastery.
However, the differences far outnumber the possible similarities.”” Nevertheless,
worthy of note are the affinities with established iconographic types of the
Ascension in stanza XIII, the Anastasis (Descent into Hell) in stanza XVIII and the
Doubting of Thomas in stanza XXII,

The excellent technique of the many-figured compositions with their diversity of
poses and expressions, particularly in the tiny figures of Christ in the Presentation
in the Temple (XI) and the Flight into Egypt (XI1), or the figures of the little angels
and the fiery seraphim in stanzas XIII, XV, XIX, bespeak an accomplished
miniaturist. The pastel colours, purple, rose, pale green-blue, ochre and light brown
alternate with vivid red, and as in fifteenth-century Cretan icons the delicate colour
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combinations on the small folds of the garments are exquisite: purple-red with blue-
white and brown-olive green with off-white. The scenes are sometimes enacted in
front of an architectural background, a wall with narrow openings (stanzas 1, 11, 111,
V., VI, XVII, XXII, XXII1), sometimes in front of rocky caves, when the text
demands (stanzas VII, XVIIL, XX1), and sometimes in a Western-style landscape of
rolling hillocks (VIIL, XI, XIII, XIV, XV, XXIV). Effacement of the original
painting and earlier overpainting and retouching in several scenes in no way
diminish the high quality of the miniaturist’s art, His skilful rendering of detail on
the expressive faces and the garments is close to the Palacologan tradition of the
Escorial manuscript, while the undulating landscape and the background buildings
reveal a painter of Cretan origin receptive to the trends of contemporary Italian art.
The rendering of the human figure is reminiscent of analogous figures of miniature
character in icons such as the Transfiguration, in the Byzantine Museum, and Christ
with the Woman of Samaria, in the Canellopoulos Museum, which are ascribed to
Nikolaos Tzafouris, as well as with icons including a series of small scenes, such as
that of the Virgin with border scenes, in the Canellopoulos Museum, possibly by
Angelos Pitzamanos,” and the icon of Saint John the Baptist with scenes from his
life on the border, in Bologna.* Moreover the already noted similarities with
certain scenes from the triptych by the Cretan painter Stylianos lead to the same
period and artistic milieu. Although these icons follow the conservative fifteenth-
century tradition, there is a comparable assimilation of Italian models of the
fifteenth and the early sixteenth century. In the light of these traits, our icon is
assigned to this group of icons dated from around 1500 to the early decades of the
sixteenth century.

As ascertained above, the iconographic model of our icon is fundamentally
different from that of the carliest known icon of the Akathistos, in Skopelos,
whereas it was followed in most scenes by the Cretan painters of the icons in the
Hodegetria Monastery, Crete, in Cephalonia and on the Island in the lake of
Toannina. So the Velimezis icon is the earliest and most splendid extant example of
an iconography that was crystallized in Crete in the early sixteenth century and
diffused through the work of the great Cretan painters, who thus provided the
iconographic models for future generations.

Conmimiox The icon is damaged in several places and has been overpainted in at least two phases,
During recent conservation the later overpaintings were removed and only those which
satisfactorily covered completely destroyed sections of the original painting were left. See
Appendix 111,

BisLocrarHY Unpublished.
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82. The Adoration of the Magi, with
woodcarved frame, art of Angelos
Pitzamanos (1467-1532), Cat. no. I5.

15
THE ADORATION OF THE MAGI

39x32x1.5cm

Art of Angelos Pitzamanos (born 1467-1532)

he rectangular icon is mounted in a gilded, carved wooden frame with

arched top, in the type of a small tabernacle. The Virgin, sitting left,

bends over the Christ-Child in the basketry manger in front of her and
with both hands lifts up the edges of the white cloth on which he lies. She wears a
bright red dress and a deep green mantle, while her hair is covered by a white
flimsy veil that falls behind. Joseph stands behind her, turned left yet looking
towards the Christ-Child, his hands clasped in prayer.
The first king, aged with white beard, is shown kneeling; only his head appears
behind the second, portly king in the foreground, who proceeds conspicuously,
almost frontal with torsion of the body, holding the precious gift, a metal vessel
like a censer, in his raised right hand. He is clad in Turkish costume: a long rose-
coloured kaftan with horizontal black stripes, a deep green-blue mantle with pale
green shadows, like that of the Virgin, and the typical turban. The third king can
be seen behind the Virgin’s head, offering his gift.
The scene takes place in front of a building with a large arched opening (a Roman
ruin) on the left, while a landscape of rolling hills below a blue sky spreads out on
the right. The painted surface has been damaged in an earlier cleaning using fire;
the modelling of the faces, the colours of the garments and part of the landscape
in the background have been effaced; the deep blue colour has also been altered.
This damage reveals the preliminary sketch of the composition.
The scene follows known models of Italian Renaissance art, as is the case in many
sixteenth-century Italo-Cretan icons, the most important examples being the icon
by Ioannis Permeniatis, formerly in a private collection and now in the Benaki
Museum, the icon in the Tsatsos Collection and the icon by Emmanuel
Lambardos.! The arrangement of the figures, the garments, especially the Turkish
costume of the second king, and the landscape in the background are all
characteristic features of this iconography. Our icon is, however, quite distant
from the models of these works and evidently has more in common with a series
of icons in a popular style, dispersed in collections and museums in Italy — in
Ravenna, Bologna, Trieste and elsewhere.” Frequently the common prototype in
these works is the Adoration of the Shepherds and the Adoration of the Magi by
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83. The Virgin and the infant Christ,
detail of icon Cat. no. 15 (infrared
photograph).

84. The Adoration of the Magi, art of
Angelos Pitzamanos (1467-1532),
Cat. no. 15.

Jacopo Bassano (1540-1565).% In our icon the figure of the Virgin sitting on the
ground, bending over the Christ-Child lying in a basketry manger and holding the
edges of the white sheet, is taken from the Adoration of the Shepherds, while
other figures are borrowed from the Adoration of the Magi:* Joseph, standing left
and turning his head towards the Virgin, and the kings, in particular the standing
turbaned one with the incense burner, but also the bearded old man kneeling in
adoration. Among these figures noteworthy is the standing king in Turkish
costume, who is depicted full-bodied and raising the hand with the precious gift in
two late sixteenth-century icons of the Adoration, in Cremona and the Vatican
Museum.” There is an even closer portrayal of the black king on an icon in
Cyprus. He wears a white kaftan with horizontal black stripes and raises his right
hand holding a censer. The old king also kneels, as in our icon.

The mannerist, torsional pose of the standing king (figura serpentinata) is
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85. Angelos Pitzarmanos, The Virgin with
Christ and Saint John, 1532, Hermitage,
Saint Petershurg,

&6, The Adoration of the Magi, art of
Angelos Piizamanes, Cai. no. 15, detail

reminiscent of a work by Marcantonio Raimondi, depicting a triumph of a Roman
emperor (circa 1509), which Theophanis used as a model for the scene of the
Ascent to the Cross in the wall-paintings in the Lavra Monastery.” The prophetess
Anna has an analogous pose in the Patmos icon of the Presentation of Christ in
the Temple, painted by Michael Damaskenos, thus renewing the fifteenth-century
iconographic prototype.®

All the above iconographic traits lead to Italo-Cretan painting of the late fifteenth
and the early decades of the sixteenth century. Among the contemporary depictions
a greater affinity, primarily stylistic, is observed with some icons by Angelos
Pitzamanos. Born in Crete around 1467 and a pupil of Andreas Pavias from 1482
until 1487, Pitzamanos renewed the earlier Italian tradition of his master and
following the later currents of Italian painting developed his own personal style; he
and his brother Donatos left their native isle and painted icons in the region of
Dubrovnik on the Dalmatian coast (1518) and at Otranto in Italy.”

The icon of the related theme of the Adoration of the Shepherds, in the Lichacev
Collection in the Hermitage," though differing from ours in the composition, the
pose and position of the figures, resembles it in other respects; the manner of
painting the Virgin, in analogous attire and relaxed pose, with gentile movements,
refined facial features, that are clearly visible in the infrared photograph, and
smooth flesh is common to both works, as are the arched opening of the Roman
ruin and the low hills below the blue sky in the background.






172

15, THE ADORATION OF THE MAGI

There is an even greater resemblance to the two icons painted by Angelos
Pitzamanos at Otranto in ltaly, in 1532 (one is in the Hermitage (Fig. 85) and the
other in the Split Archacological Museum)."" In these works, in which the Virgin
and Child is represented with Saint John the Baptist beside her, there are
similarities in the Virgin's face, which is the same shape and has the same finely
drawn features. in the mantle which envelops her body in broad, soft folds, and in
the white veil covering her hair (Figs 85, 86). Also common are the more general,
uncohesive organization of the composition in space, with a slight indifference to
the harmony of proportions and movements, and the preference for pale colours
on the garments as well as the distant landscape in the background. All the above
correlations indicate that the icon of the Adoration could be attributed to the
circle of Angelos Pitzamanos. Its poor condition does not permit assessment of its
painterly values as a whole, it does however expose the preliminary design, which
is better discerned in infrared photographs (Fig. 83) and reveals a freedom in
rendering movement, especially of the Christ-Child in the manger, and an
expressiveness on the faces, particularly of Joseph and the first two kings."

The gilded woodcarved frame of the icon is in the form of a small tabernacle with
arched opening and flat entablature supported by two piers or engaged columns,
now lost (Fig. 88). The flat surfaces are decorated with relief shoots, leaves and
flowers issuing from a vase (kantharos?). The self-same type of frame, with the
same relief ornaments, is known in the Venice region from the first third of the
sixteenth century (Fig. 87)."% The remarkable likeness of these carved wooden
frames attests their common provenance, while the presence of a comparable type
of carved frame with more elaborate decoration, on a fifteenth-century Cretan
icon of the Madre de la Consolazione, at Petra, Mytilene."* confirms their
circulation in Crete from early on.

According to the above, it is clear that the icon of the Adoration of the Magi was
mounted in a contemporary frame. totally in keeping with its Ttalicizing style.

Connition The icon had been cleaned previously using fire, which has spoilt the colours and left
only the foundation on the faces. The two lateral picrs or columns on the frame have been
destroyed.

Binocrarey Unpublished.

MNOTES

1. On the scene see N. Chatzidakis 1992, 713-741, with examples and related bibliography.

2. Angiolini-Martinelli 1982, nos 123, 124, 125, 125.1, 131, pp. 78, 79, 80, Angiolini-Martinelli
1994, no. 10, 67, fig. on p. 66. Pittunr su tavela 1975, nos 11, VIL

3. Da Tiziano a El Greco 1993, no. 53, fig. on p. 171, Verona, G. del Giardino Collection.

4. Da Tiziano a El Greco 1993, no. 57, figs on pp. 177, 178, Thyssen-Bomemisza Collection.

5. Bianco-Fiorin 1992, 79 and figs 11, 12, On the Turkish costume and its dissemination in ltalo-
Cretan icons of the Adoration of the Magi see N. Chatzidakis 1992, 731-732.

f. Papageorgiou 1992, no. 94, 142. Sophocleous 1994, no, 56, 105, fig. on p. 1% (an analogous
rendering of the scene is also encountered in an unpublished icon in the Zakynthos Muscum).
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87, Frame, carly 16t century. The Mewropolitan Museum
af Art, Robert Lehwman Collection, 1975 88, Frame of the icon of the Adoration
(1975.1.2112), New York. af the Magr, Cat. no, 15,

Chatzidakis 1986, fig. 1980, See also M. Constantoudaki-Kitromilides 1991, 271-281, 2731, pls
132-134.

Chatzidakis {1977) 1985, no. 60, 102-103, pl. 39, [15.

Chatzidakis 1974, 196-197, pl. KET; 1. Bianco-Fiorin 1984, 89-94, fig. 5.

. Collektioni N.F. Lichafeva 1993, fig. 269,
. Collektioni N.P. Lichadeva 1993, fig. 270. Bianco-Forin 1984, fig. 5. See also the icon of the

Visitation in the Walters Art Gallery, which has been published recently, Vassilaki 1990, 86-492.

. A preliminary design has been ascertained on Domenikos Theotokopoulos's icon of the

Adoration of the Magi, in the Benaki Museum, see Stasinopoulos 1988, 1L, figs 1-4, 6-7.

. Newbery, Bisacca, Kanter 1990, 46-47, nos 15-17,
14,

Baltovanni 1994, 295-296, no. 84, pl. 185,
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89. Saint Paraskevi and scenes from her
life, second quarter of 16th century,
Cat. no. 16.

16
SAINT PARASKEVI AND SCENES FROM HER LIFE

41.7x33x 13 cm

Second quarter of 16th century

he saint is depicted waist-length and in frontal pose at the centre of the

icon. She holds a long-handled Crucifix in the right hand and in the left

her severed head and an unfurled scroll which bore an inscription, now
erased (it had been overpainted later with AI'TOC, AT'IOC, KYPIOC CABAQO
Holy, holy, Lord of Sabaoth). Both the saint’s heads are nimbed by a halo with
punched vegetal decoration. Twelve scenes arranged around the central figure
illustrate the miracles and martyrdom of Saint Paraskevi as narrated in her Vita.!
In the bottom left corner of the central panel is the forged inscription in black
capital letters: XEIP IRANNOY MOCKOY (Hand of Ioannis Moskos). Right and
left of the saint’s head, in red capitals: H AI'IA [IAPACKEYH. In the bottom right
corner of the last scene, of the beheading, the inscription: AEH(CIC) TOY
AOYAOY TOY [OEQY ... Z (Supplication of the servant of God ...Z). The painted
surface and gold ground were damaged by previous conservation and
subsequently retouched. The overpainting was removed in recent conservation
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and the preliminary incised design used by the painter is clearly visible, especially
in the scenes surrounding the saint.

The saint’s facial features and attire, with a dark reddish brown maphorion
covering her head, are the same as those depicted in a large number of icons from
the fourteenth century onwards,” such as in Veroia,® the Benaki Museumn,
London* and Patmos, in which she holds a cross.’

The presence of the Crucifix in our icon is associated with the Lord’s Passion,
which is alluded to symbolically in earlier representations of Saint Paraskevi in
which she holds an icon of the Man of Sorrows. This type, in which Saint
Paraskevi (i.e. Friday) is sometimes identified with Good Friday, occurs often in
icons in Cyprus from the fourteenth century onwards.” Saint Paraskevi holding
the Crucifix as in our icon is encountered in a seventeenth-century icon in
Ravenna,” in which she is portrayed full-bodied and holding a palm frond in her
left hand, without the other iconographic traits of the type of our icon.

The Crucified Christ is a recurring element in the iconography of other saints too,
such as Saint Catherine in a series of late sixteenth- and seventeenth-century
icons, such as those by Ieremias Palladas and Emmanuel Lambardos.’ Saint
Barbara also holds the Crucifix in a seventeenth-century icon in Cephalonia.l’
Lastly, in several icons from the seventeenth century onwards the Virgin, in the
type of the ‘Lypemeni’ or Lamenting, also holds the Crucifix.!! -

The saint holding her severed head can be included in the series of
representations of ‘kephalophoros’ saints, such as Saint George, who is always
depicted in profile in the examples known to date.!> Saint Catherine is shown in
three-quarter pose and holding her severed head in a good seventeenth-century
Cretan icon in the Latsis Collection, in which she is framed by six scenes from her
life."” In a late sixteenth-century icon in the Piana degli Albanesi,'* Saint Sophia
is represented in a type analogous with Saint Paraskevi, in frontal pose, holding a
platter with the heads of her three daughters in the left hand and a cross with long
handle in her right.

The figure of Saint John the Baptist, depicted in frontal pose and holding his severed
head, already established from the Palacologan era, can be considered the model of
these representations; the eatliest known example at Arilje is dated 1296." The
frontal pose of Saint Paraskevi in our icon is most probably modelled on some
corresponding representation of the Forerunner. This hypothesis is strengthened by
the even greater similarity between the Saint Paraskevi in our icon and the
representation of Saint John the Baptist in a late sixteenth-century icon in Patmos,
in which not only the frontal pose of the two saints is common but also the way in
which they hold the severed head in the same hand as the unfurled scroll 16

It is thus ascertained that Saint Paraskevi is depicted here in an iconographic type
of a kephalophoros saint that derives from earlier Palaeologan representations of
Saint John the Baptist in frontal pose. It differs from equivalent representations
of other saints, such as Saint Catherine and Saint George, who are usually shown
in three-quarter pose.
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The subject of Saint Paraskevi holding her severed head is known in wall-
paintings as well as panel icons.!” She appears in frontal pose and holding a
platter with her severed head in her raised right hand in a wall-painting in the
church of Hagios Nikolaos at Kastoria,'® as well as in the church of the
Evangelistria, 1690, at Nymphes in Corfu,'” whereas she is frontal and holding her
severed head in the left hand in a small early seventeenth-century icon in the
Tsakyroglou Collection.? In an interesting seventeenth-century icon in Siphnos,
in the church of the Panagia Ouranophora, the saint is framed by scenes from her
life,! but is portrayed in a different type, without the Crucifix, full-bodied and
turned to the right, like Saint Catherine in the Latsis Collection. In a later icon in
Thessaloniki, with eight scenes from the life of Saint Paraskevi,” she is depicted
at the centre of the bottom zone, waist-length, frontal and holding her severed
head in the left hand, as in our icon. Lastly, in an early nineteenth-century icon in

90. Saint Paraskevi and scenes from her
life, second quarter of 16th century,
Cat. no. 16 (infrared photograph).
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QL The Beheading of Saint John the
Bapwist, detail of an icon of Saiur John
the Baprist and scenes from s life, carly
Il century. Museo Civico, Bologma,

the church of Hagia Paraskevi at Monopolata, Cephalonia, the homonymous
saint is presented full-bodied, frontal. holding her severed head together with a
scroll and surrounded by four scenes from her life.”

The scenes surrounding the central figure of Saint Paraskevi in our icon comprise
an extremely mteresting ensemble in which the narrative element dominates.
They read from left to right horizontally: 1) The saint before Aetios. 2) The saint
in gaol. 3) The whipping of the saint. 4) The torture of the burning helmet that
the soldiers placed on the head of the enthroned saint. 3) The saint in a cauldron
converses with the emperor. 6) The saint slays the dragon. 7) The saint’s torture
on a wheel. 8) The saint, tied by her hair to a post, is burnt with candles. 9} The
saint in the cauldron converses with the angel descending from heaven. 10) The
saint converses with the emperor. portraved kneeling, in an episode associated
with his baptism. 11) The saint in front of the altar rejects the idols. 12) The
beheading of the saint.

The cycle of scenes from the Life of Saint Paraskevi is included in the Hermeneia
where nine basic ones are described. ™ One of the earliest extensive cycles in
Postbyzantine Cretan painting is in the wall-paintings at Episkopi Pediados
(1516), which includes inter alia scenes encountered in our icon. such as the saint
before the emperor, the saint in gaol, the torture by whipping, the torture in the
cauldron and the final martyrdom by decapitation.™ However, there is no
iconographic affinity with these scenes, since the compositions are few-figured
and incorporate Western elements, mainly of the Late Gothic period, which are
not encountered in our icon. Equally sterile is comparison with the scenes
depicted in the fifteenth-century icon in London;™ on account of damage, only
the last scene with the saint’s torture in a cauldron can be recognized,

The Siphnos icon® has six scenes in common with ours, though in different
iconographic types. Placed either side, they are read vertically from top to
bottom:; 1) The saint before the emperor (1). 2) The torture of the helmet (4). 3)
The saint in the cauldron (5). 4) The saint being whipped (3). 5) The saint slays
the dragon (6). 6) The beheading of the saint (12).

Lastly, scenes of the saint’s life that follow a different model from our icon oceur
in several later, cighteenth-century, icons of folk style, in Thessaloniki® in a
private collection in Switzerland™ and elsewhere,

Certain scenes from the saint’s life constituted autonomous subjects in Cretan
icons. An carly sixteenth-century icon in Switzerland presents the first scene of
the cycle — the saint’s appearance before the emperor™ — with different
iconography in the poses of the figures and the rendering of the buildings. The
scene of the beheading of Saint Paraskevi is encountered as an autonomous
subject in a later icon by Michael Damaskenos,” who created a new iconographic
type that was repeated by Victor (1654). In this new type the executioner is
shown frontal with marked torsion and contrapposto of the body, and the hand
brandishing the sword on high, while a host of animated figures participate in the
scene. The iconographic type of the beheading from the period just before this
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innovation, known from the wall-paintings of 1516 in the church of Hagia
Paraskevi Pediados, Crete, differs significantly; it follows the iconography of the
Beheading of Saint John the Baptist, as shown in an icon in the Dionysiou
Monastery,* in which the executioner is portrayed strictly frontal, without torsion
of the body, with the hand holding the sword raised high above his head.

In our icon the scene differs both from the model crystallized in early Cretan
painting and that established later by Michael Damaskenos’s icon. The painter of
our icon follows a different model in which the executioner is represented in side
view, holding the sword in the hand raised in front of his chest, with marked
torsion of the body (Fig. 92). This sideways pose is encountered in the scene of

92. The Beheading of Saint Paraskevi,
detail of icon Cat. no. 16 (infrared
photograph).
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the Beheading of Saint John the Baptist in early sixteenth-century icons, on the
border of the icon of Saint John the Baptist, in Bologna (Fig. 91), as well as in the
triptych by the painter Stylianos “priest” in the Abou Adal Collection.™ The figure
of the exccutioner in these representations derives from the corresponding figure
of a soldier from the Massacre of the Innocents in an engraving by Marcantonio
Raimondi.** which. as Chatzidakis has shown, was widely diffused in this period.*
It was the model for the corresponding scene painted by Theophanis in the Lavra
(1535) and Stavronikita (1546) monasteries, and copied in an anthivolon (working
drawing) in the Benaki Muscum, as well as in a seventeenth-century icon in the
Lavra Monastery.”

The above comparisons indicate that the iconographic model of the scenes of the
life of Saint Paraskevi in our icon differs not only from the known fifteenth-
century depictions but also from the later ones of Damaskenos's day. The scene
of the beheading displays greater affinity with early sixteenth-century icons of the
Beheading of Saint John the Baptist, just as the frontal depiction of Saint
Paraskevi at the centre is linked with the earlier iconography of the Forerunner.
Unfortunately the icon’s poor condition precludes further observations on its
style, since in most cases the damage extends 1o the outlines and the figures seem
to be clumsily drawn: however, where the preservation is better it is noted that the
scenes are executed with the precision of a miniature, apparent in the incised
preliminary design and the illumination of the drapery planes with tiny white
highlights (scenes 1. 4). as well as the finely drawn features of the figures (scenes
l, 2, 3), and even the mask above the cauldron of torture (scenes 5, Y). This at
once detailed and discreet treatment is quite close to the manner of the Cretan
painters of the carly decades of the sixteenth century in the icons already cited.
Nevertheless, the compositions with many figures in vigorous motion (scenes 3, 7)
point to a later period.

The scenes unfold in front of tall, well-drawn buildings with rose or blue walls
(scenes 1, 2,4, 5, 7, 8, 10) and a floor of alternating rose and white square tiles
(scene 3). Buildings of the same type and colours are encountered in the icon of
Saint John the Baptist in Bologna, in the triptych by the painter Stylianos in the
Abou Adal Collection, in the icon of the Akathistos Hymn in the Velimezis
Collection (Cat. no. 14, Fig. 151), as well as in the Italo-Cretan icon attributed to
Angelos Pitzamanos, in the Canellopoulos Museum.® Apart from the similarity in
the rendering of the buildings, the relationship of scale between the buildings and
the human figures is analogous in these icons.

The pastel colours with ample use of blue and rose, and the lively movements
evidently belong to a common repertoire of early sixteenth-century icons, in
which characteristics of contemporary ltalian painting are just perceptible. The
painters of these icons are poised between two periods, since certain details in the
rendering of the flesh and the drapery are still close to earlier, fifteenth-century,
Cretan painting. These stylistic traits can be seen in our icon of Saint Paraskevi,
which has the additional element of the punched decoration on the halo in



16. SAINT PARASKEVI AND SCENES FROM HER LIFE

181

common with fifteenth-century icons. The art of our icon overall is consistent with
this new current of Cretan painting which, though continuing fifteenth-century
traditi‘on, introduces Renaissance elements, to an ever increasing degree, mainly
through the use of engravings such as those by Marcantonio Raimondi, which
enjoyed wide circulation on the island. This current, already apparent in the
opening decades of the sixteenth century in the art of Theophanis, prepared the
way for the acceptance of mannerism by painters such as Michael Damaskenos,
who renewed Cretan painting in the second half of the century. The triptych by
the painter Stylianos and the icons of the Virgin with scenes from her life in the
Canellopoulos Museum, of Saint John the Baptist in Bologna, and of the
Akathasistos Hymn (Cat. no. 14), cited above, are considered the best examples
of it. The icon of Saint Paraskevi has all the stylistic prerequisites for inclusion in
this circle of icons. The iconographic singularities in the rendering of the central
subject, as well as of the scenes on the border, and the resemblance to fifteenth-
century works, permit a dating in the early decades of the sixteenth century, while
the many-figured compositions with vigorous movement indicate that the icon is
a later example of this group of early sixteenth-century icons.

CONDITION Previous cleaning using fire has largely destroyed the colours, the gold ground, the
outlines of the figures and the background buildings. The incised preliminary design can be clearly
seen. See also Appendix I11.

BiBLIOGRAPHY Unpublished.

NOTES

1. Hermeneia 1909, 207, 26 July: ‘Saint Paraskevi (executed) by a sword’; 286-287: “The saint’s
tortures’.

2. On the saint’s iconography see Hermeneia 1909 and RbK 2, 1971, s.v. Heilige, col. 1087ff. (A.
Chatzinikolaou). Lexikon 8, 1976, 118-120. Koukiaris 1994, 74-105.

3. Papazotos 1993, no. 99, 200, nos 115-116, pp. 216-217, no. 128, 230.
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Chatzidakis (1977) 1985, 99, nos 56, 57, pls 48, 110, 112; see also icons in the Ekonomopoulos

Collection (Baltoyanni 1986, nos 48, 64, 99, pls 55, 137, 156).

6. Tt has been maintained that in these representations the Virgin mourning the dead Christ was
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earliest known representation of the saint as an allegory of Good Friday is in the codex Par.
gr. 510, Omont 1929, pl. XLIIL See also Koukiaris 1994, 35ff.

7. See Ieons from Cyprus 1975, 66 no. 22 and 152 no. 63; Papageorghiou 1991, 62-64, fig. 41;
Sophocleous 1994, 98, fig. on p. 174 and no. 42.
Inv. no. 4501, Icone di Ravenna 1979, no. 146, 90.
See relevant bibliography in the icon of Saint Catherine, Cat. no. 26, 256 and also N.
Chatzidakis 1993, 178, 179, 181, 183, nos 42, 46.

10. Cephalonia 1 1989, 64, fig. 83.

11. In particular it is diffused in icons, often of Italo-Cretan art, see Rizzi 1972, nos 4, 31, 88. Icone
di Ravenna 1979, no. 149, 91. Baltoyanni 1986, 114, no. 236, pl. 211. Mary Magdalene also
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holds the Crucifix in an eighteenth-century icon that copies an Italian model in the Benaki
Museum, Xyngopoulos 1936, 97, no. 76, pl. 51A.

. For the resemblance to the iconography of Saint John the Baptist, as well as for collected

examples, see Walter 1992, 694-703, pls 374-380. Noteworthy is the fact that the sources on
the martyrdom of Saint George do not mention that he carried his severed head, Cf.
Charalambidis 1986, 367.

13. After Byzantium 1996, no. 28.

14,

Lindsay-Opie 1991, 301, pl. 145. A 17th-century icon of Saint Eudokia, in frontal pose and
carrying her severed head, is mentioned in the catalogue of the Loverdos Collection
(Papayannopoulos-Palaios 1936, 37, no. 240).

. See in connection Lafontaine-Dosogne 1978, 121-144, fig. 8 and Walter 1989, 85-86: see also

Cat. no. 26, 256.

. In this icon Saint John the Baptist also holds the cross in the same hand (see Chatzidakis

(1977) 1985, 124, no. 77, pl. 133), while in earlier representations Saint John the Baptist holds
an unfurled scroll and a long-handled cross in the same hand (see Exhibition for the Centenary
of the ChAE, 1985, 33, no. 20. Chatzidakis (1977) 1985, 68-69, no. 18, pl. 85, 84, no. 35, pls 96
and 201).

. For the spread of her cult in Byzantium, in Bojana, Zemen, Berende see Grabar 1928, 118,

193, 250; see also Suboti¢ 1971, 89ff., 102ff., 131ff. Koukiaris 1994, 42-62: 17 ensembles with
14th to 15th-century wall-paintings are recorded, 13 of which are in Crete.

. Pelekanidis 1953, pl. 247B. Tourta, 1991, 197-198 with bibliography.
- Holy Metropolis of Corfu 1994, fig. on p. 71. In the same church, Saint Artemios holds a

Crucifix, op. cit., fig. on p. 71.

. Karakatsani 1980, no. 47, 58.
- Dimensions 108 x 82 cm. Aliprantis 1979, 19, and personal observations.
- See Tourta 1992, 607, pl. 342; dated to the 18th century it is an overpainting on a 12th-century

icon of the Virgin.

- Cephalonia 11 1994, 177-178, figs 347-350; a bema door of the same art in this church is signed

‘Demetrios the Cretan, 1815’

. Hermeneia 1909, 286-287,
. Chatzidakis 1974, 204, 209, pl. AI'" 1. The cycle includes 20 scenes from the saint’s life.

Koukiaris 1994, 58-62.

. See above n. 4: Saint Paraskevi is portrayed to the waist; at the bottom of the icon three badly

damaged scenes trom her life. The saint’s torture in a cauldron is discernible in the last scene.

The icon, of 15th-century date, is assigned to a good workshop in Northern Greece.

. See above n. 21.
. Tourta 1992, 607, pl. 342; closer to folk art and dated in the 18th century; see also n. 21 above.

29. Icones suisses 1968, no. 133. Saint Paraskevi with twelve scenes from her life is encountered in

30.
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an icon in the Loverdos Collection (55 x 70 em), in the Byzantine Museum (Papayannopoulos-
Palaios 1946, no. 494, 69, 18th century). An icon of Saint Paraskevi and four scenes from her
life (33 x 43 cm), is mentioned in the same collection (Papayannopoulos-Palaios 1946, 47, no.
299), and an icon of the Beheading of Saint Paraskevi with eleven scenes from her life and the
signature ‘hand of Philotheos, 16617 (40 x 47 em)(Papayannopoulos-Palaios 1946, 47, no. 301).
leones suisses 1968, no. 13.

. Cf. Vocotopoulos 1990, 137, fig. 326.
. Vocotopoulos 1990, 137, fig. 325. See also Victor's icon of the Martyrdom of the Ten Saints

(1668), in Corfu, with a beheading of similar type, Vocotopoulos 1990, no. 93, 136-137, figs
254-255. .

. See related examples in wall-paintings. Chatzidakis 1974, 204-205, pl. AI'" 1, 2 and n. 25 above.
. N. Chatzidakis 1993, no. 18, 88-91. N. Chatzidakis 1996, figs 1, 2 and on p. 46.
. Cf. N. Chatzidakis 1993, 88-91, no. 18.
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36. Chatzidakis 1949, 150ff, figs 1, 2. Chatzidakis 1969-70, 331 and nn 82, 83, figs 101, 103,

37. Chatzidakis 1940, fig. 3. Chatzidakis 1969-70, 331, fig. 101. The executioner has the same pose
in the beheading of Saint Barbara, in the refectory of the Lavra Monastery, Millet 1927, pl.
143.2.

38. For the small group of icons ¢f. n. 34 above and the icon of the Akathistos Hymn, Cal. no. 14,
‘163, 164, and nn. 48, 49, 50: see also Affreschi e Icone 1986, no. 76, 122-124 (M. Achecimastou-
Potamianou).
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Domenikos Theotokopoulos, Crete, 1566

he icon is in the form of a small tabernacle. The main subject is painted

within an ellipse inscribed in a rectangle (Figs 1. 93). Three angels

holding an outspread white shroud uphold the lifeless Christ. portrayed
at the centre, upright and turned three-quarters right. His nimbed head with eyes
closed droops downwards in profile (Figs 101, 104-105), while his hair falls freely
on the forehead and shoulders. His body follows an almost perpendicular axis to
the knees. where both legs bend and cross behind obliquely. The arms, parallel
with the body, are relaxed in pose; the right hand is twisted at the wrist with the
palm ¢closed and trned backwards: the left. slightly apart from the body. is lightly
supported at the wrist by the angel on the right. The shroud, with its broad
irregular folds, covers Christ’s body around the thighs, like the loincloth.
The middle angel, with both wings outspread. holds up Christ’s body from the
armpit. His right hand is covered by the winding sheet while the left holds an edge
of it and grasps Christ's forearm from above (Figs Y5, 104, 105, 106). He wears a
chiton with multiple folds. in shades of rose and deep violet, pinned by a brooch
on the shoulder. His wings are painted in roscate violet to almost white
brushstrokes. with deep blue at the centre which has been altered by the old
consetvation and is now almost black. The two angels at the sides are depicted
lower down, cach at a different level.

The angel on the left is higher. full-bodied and holds the white shroud in both
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96, Dorertikos Theotokopoulas,
The Passion of Christ, 1566, Cat. no, 17
(photegraph before recent conservation ).

97, Damenikos Theotokopoulos,
The Passion af Christ, Cat, ma. 17
{infraved photograph ).

- . Devnertifas Theotokopoulos,
The Passton of Chrixt, 1566, Car. no. I7
(phatograph fv Emil Saraf, before 1943,
in which the painter’s signature is visible).

- G5 Domenikos Theotokopoulos,
The Passion of Christ, 1566, Cat, no, 17,

hands which are extended towards Christ (Figs 95, 102, 107). He wears a short,

reddish, sleeveless chiton cinched tightly at the waist by a wide, deep blue sash
that flutters behind. a white chemise with rolled-back sleeves, leaving his sturdy
forearms bare, and 4 long dark blue chiton, slit and exposing the bare right thigh
and the lower leg with the high Roman sandal. His wings are painted in shades of
rose, from almost red to almost white, and deep blue at the centre.

The angel on the right appears from the waist upwards, behind the sarcophagus,
his head slightly lower than that of Christ. In the left hand he holds the edge of
the shroud that spreads out in front of his body (Figs 101, 103). He wears a dark
blue chiton with long sleeves, tightly girdled at the waist with a pale rose sash
which passes in front of the left shoulder, spreads behind the head and billows
upwards in bright shades of deep rose: the same sash, in red, is wound around the
neck and tied in front on the chest. At the same point the dark blue tip of his wing
is visible, with marzinal touches of white.

The painting in the lower right part of the icon is badly damaged. Nevertheless,
the incised traces of a rectangular, marble sarcophagus drawn in lateral per-

spective (Figs 97-99) are clearly discernible. Its rose-reddish brown colour is
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preserved in places and incisions hereabout also indicate the fall of the folds of

the now effaced shroud.

The entire scene was painted on a gold ground which was badly damaged in
previous cleaning using fire, as is the case with most of the icons in the Collection
(Fig. Y5). Some traces of it have survived, mainly near the outlines of the fipures,
and it is clearly visible below the faces of the angels and at the edges under their
wings (Fig. 106). where the paint laver has flaked, The paint on the sarcophagus and
part of the shroud has been lost. while the blue of the garments and the angels
wings has acquired a blackish tone, due to the previous method of cleaning. The
damage has revealed the coat of reddish bole on the off-white gesso layer; the
incised preliminary design is also visible, as is the case in many Cretan jcons,!
Prior to its recent conservation (1993), the icon with its frame had a uniform deep
brown tone due to the darkened varnish (Fig. Y8). Indeed. as noted in the
Introduction, its general state of preservation belied its common fortune with the
two other early icons by Theotokopoulos, in the Benaki Museum — Saint Luke
the Evangelist and the Adoration of the Magi —, which came from Zakynthos

and were conserved by Demetrios Pelekasis.”

98, Domenikos Theotokopaonlos,
The Passion of Chrs, Cat ne, 17
{infrared photegraph ),

04 Domenikos Theotokopoulos,
The Passion of Christ, Cat. no. 17
{drawing af the incised design),
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I0F. Dinnenikos Theotokopotio,
Clteist exreed the ety angel, derad of e
Cat. .t 7,

I8, The stenature of Domenikos
Theotokepoules discernible in a detail
af Emil Saraf’s pre- 1943 photograph.

The icon was already in this state when Emilios Velimezis submitted his
typewnitten declaration of ownership to the Ephorate of Byzantine Antiquitics in
1938, as is apparent from the photographs taken at the time by Emil Saraf.
Preserved in the Emilios Velimexzis archive (Figs 1, 94). these are four sepia prints
(12 x 17 em) and six large-format negative plates of the same dimensions. On
careful scrutiny of one of these photographs (Figs 94, 100). a long inscription in
capital letters can be made out at the very bottom of the scene. below Christ’s
teet, following the curve of the elliptical border. The letters AOMHN[IKOY]
SEOTIOK]OTavAf or &fove XEIP, can be discerned. The ligatures of o, in small
letters, are placed above the capital /T and beside the letter A1, which is not clearly
legible and could be either capital or cursive.

The capitals in the inscription are of the same type as in other carly icons by
Domenikos Theotokopoulos. As Manolis Chatzidakis has noted, the painter
imitated these from printed books with a certain unsteadiness in the writing.
There is corresponding uniformity in the letters of even height and the
abbreviation of MH is the same as that used in the icons of Saint Luke. the
Adoration of the Magi and the Modena triptyeh (XEIP AOMHNEKOY ) The
lettering of the surname is similar to that encountered in the Dormition of the
Virgin, in Syros (@EOTOKONOYAOC). while that of the cursive abbreviations of

o is similar to the seript of his surname in the Expulsion of the Merchants from

the Temple. in the National Gallery Washington, with the signature
AOMHNIKOC @EOTOKOTovAOC KPHC 2
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- [(12. Domenikos Theotokopoules,

The left angel, detall of feon Cat. ne, 17,

- 33, Domenikos Theotokopoulos,
Chrrist and the rghe angel, detail of icon
Car. no. 17,

14, Dawmrenikes Theotokapoulos,
The head of Christ and the middle
angel, detail of icon Cat. no. I7
(infrared photograph ).

105, Domenikos Theotokopoulas,
The hread of Christ and the middle
angel, detail of icon Cat, ne. I7,

There is also correspondence with these inseriptions in the use of the Byzantine
formula for the signature: yoip + name in the genitive (and of ... except that
here the word yeio is placed after the painter’s surname, This reversed type of
signature is also an innovation in comparison with those signatures of
Theotokopoulos known to date. Nevertheless, the type is consistent with the
formulae uwsed by other Cretan painters at that time. The painter Georgios
Klontzas signs Neawoyiov yeio Kiovrlo tad’ epeypagy... on the Patmos triptyvch
and Michael Damaskenos signs dapagzyrot Mopugi yeig in the icons of the
Baptism and Saints Peter and Paul, in the church of Saint George of the Greeks
in Vemee."

As mentioned in the Introduction, at the time our icon appeared on the antiques
market no icon bearing the surname of Theotokopoulos was known nor had any







e o L}

el il

v
NN







(L]

17. THE PASSION OF CHRIST - PIETA WITH ANGELS

107, Dennenitos Theotokopolos,
The left angel, detail of icon Cat. no. 17,

108, Twe ungels from the Bapiism,
detail af the Modena triptveh, ¢ 1367,
Crallerta Extense, Modena.

- {6, Domenikos Theotokopotlos,
The mididfe anged, detail of fcan
Car, mo, 17 (phovography in daylighs ).

studies on the type of his signatures been made. It is, therefore, quite impossible

that some forger of the pre-War period would have invented such a signature.
The signature is no longer visible to the naked eye. but traces of the letters can be
discerned in infrared and ultraviolet photographs taken before the recent
conservation in 1995 (Figs 97, 98).

The icon’s technigue and some traits of its iconography reveal its attachment to
Cretan painting and its particular relationship to the earliest known icons by
Domenikos Theotokopoulos, Saint Luke the Evangelist and the Adoration of the
Magi. in the Benaki Museum, as well as the Dormition of the Virgin, in Syros.’
I. The gold ground stuck to the thin layer of gesso with reddish bole, a technical
trait of icons, is used in the icons of Saint Luke (Fig. 6) and the Syros Dormition
(Fig. 184).

2. The incised preliminary design used in a large number of icons by Cretan
painters was used by Theotokopoulos in part of the icon of Evangelist Luke with
the representation of the icon of the Virgin, The artist keeps to this design,
varying only certain details. as is the case in the Adoration of the Magi (Fig. 13).

the Syros Dormition, and Evangelist Luke, in which there is a preliminary design
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in wash. The dynamism of the frechand incision recalls a later ink drawing by the

artist, in the Jovellanos de Gizon Institute, Spain,® with the apostles from the
Praver in Gethsemane, in a rendering quite close to the Byzantine iconography of
the subject.

3. The dimensions of the panel (68.7 x 45 ¢m with the frame) are remarkably
similar to those of the Svros Dormition (61.4 x 45 em) and to several other icons,
such as the Dormition of the Virgin (Cat. no. 54, 69 x 45.8 x 2.5 em). Its width 1s
the same as the Adoration of the Magi. in the Benaki Museum (45 em). These
similarities do not seem to be fortuitous and are probably due to the painter’s
preference for works of this size when he was still in Crete, where several icons
had one side of more or less the same length (about 45 cm), as for example Cat.
nos 1, 19, 34, 41. and others in the Velimezis Collection. Moreover the
comparable dimensions of our icon of the Passion and that of the Syros
Dormition reinforce this hypothesis.”

4. Another trait common to the icon of the Passion and other early icons by
Theotokopoulos is the preference for the warm reddish tone. which shades

gradually to a lambent orangey rose. It recalls the tone of the mandorla in which

100, Aposting Veneto, The Vigin witlh
e gnpels, enpraving, canly decades of
16th century, The Memrapolitan Museum
af Art, The Elisha Whittelsey Frond 1949
(4007240, New York

116, Mareanonio Raimondy,
Candlestick, engraving. early decades
of 16th century.
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arrangement of the three angels, a symbolic allusion to the Holy Trinity, is

encountered in the scene of the Hospitality of Abraham (Old Testament Trinity),
while an even greater resemblance can be ascertained to the angel in the scene of
the Three Maries at the Tomb, as known from codex 587 in the Dionysiou
Monastery (11th century) and the wall-paintings at Miledeva (1235) (Figs 111,
112), as well as from the wall-paintings in Hagios Georgios at Apostoloi Pediados,
a splendid example of Palaeologan painting in Crete, in which there is a similar
contrapposto of the head of the angel pazing upwards and a corresponding
rendering of his outspread wing."

So it emerges from the foregoing remarks that the icon of the Passion is linked
with the icons of Theotokopoulos's Cretan period in many ways: in technigue, size
and coloration. However, it differs radically from these in the treatment of the
paint, It moves away from the Byzantine technique with the dark foundation and
the tiny white highlights, as well as from the schematic rendering of the drapery
observed on figures in the Syros Dormition and the icon of Saint Luke. It s
equally distant from the Italicizing rendering with the smooth modelling of the
flesh and the soft fall of the draperies in the Adoration of the Magt. in the Benaki
Museum. So the work is detached dynamically from both the Bvzantine and the
Italian tradition of sixteenth-century painting.

The pigments in the icon of the Passion are thick and lavishly worked with deft,
dense brushstrokes (impasto). Different colour tones are mixed together in a
unique manner, The white winding sheet takes on greyish blue hues, from which

violet reflections emerge. The colours on the angels” garments and wings give the

112, Angel frem the seene of the Three
Maries at the Tomb, 1233, Mileleva,
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113, Dowenikos Theotokopotdos,
Angel, detail of the Annunciation,
r. 1570 Museum del Prado, Madnid.

14, Domentkos Theotokopordos,
Chrst, detatl of icon Cat. no, I7,

impression of combining countless shades of red, from deep brick and bright red
to palest rose and rose-violet. Christ’s body is modelled in cold grev-blues and
deep copper-green tones intermingled with brushstrokes of light brown. while the
flesh on his face has a deathly pallor. In contrast, the angels’ flesh emits a warm
vitality. modelled in translucent roseate white hues and deeper brownish red to
light brown on the face of the angel left.

The treatment of colour in the icon of the Passion reveals that this is a work in
another class, with a different. unique style. The fluid rendering of the vibrating
human body, without distinct outline, is also a fundamental trait of the great art
of Domenikos Theotokopoulos. The dead Christ with the muscular torso and
sturdy limbs recalls an analogous depiction of Christ in the Pieth in the Johnson
Collection (Fig. 118)."* Our icon is connected with this work in numerous ways,
The lifeless Christ at the centre is supported and surrounded by three figures, as
in the icon of the Passion. His body is in a corresponding pose, collapsing with the
legs bent behind, and the face is in profile. The Virgin appears behind Christ at
the centre, like the angel at the centre in the Passion, her upturned head gazing
heavenwards. So it is deduced that this small work (21 x 20 cm), which is ussigned
to the painter’s Roman period, constitutes a more mature version of the theme
that Theotokopoulos first painted in the icon of the Passion of Christ.

A full development of the Cretan painter’s carly artistic vision is encountered in
the High-Altar of Santo Domingo ¢l Antiguo in Toledo (1577)." where the Holy
Trinity is depicted in the upper part (Fig. 119). There is correspondence in the
composition, with God supporting the deceased Christ at the centre, [Tanked by
angels. and in Christ’s pose with the legs bent at the knees and crossed behind. An
additional correspondence is observed in the rendering of Christ's right hand
which twists backwards at the wrist, Further similarities should be noted in the
eestatic faces of the angels and the face of God who guees downwards, like the lef
angel in our icon.

The striking affinities in the three works by the Cretan painter reveal the successive
treatment of the same theme in different periods. Indeed so strong are the relations
hetween these three works that we venture to suggest that the icon of the Passion
constitutes the first stage in the treatment of a great artistic vision, which
Theotokopoulos executed on a grand scale in the receptive milieu of Toledo.

The stylistic similarities can in fact be extended to a series of other works by
Domenikos Theotokopoulos from his Roman period, There is an analogous
rendering of the dead Christ’s {lesh and limbs in the Crucifixion in the Marafion
Collection and that in the recent exhibition at Christie’s (Fig. 17). The drapery on
the angel’s chiton in the Annunciation in the Prado.'" is comparable to the
winding sheet surrounding Christ’s body in the icon of the Passion (Figs 113-114),
which falls in broad, irregular, perpendicular folds. Primarily, however, the

countenances of the angels in the icon of the Passion. imbued with a warm




I7. THE PASSION OF CHRIST - PIETA WITH ANGELS

radiance and expressing different emotional states (Figs 102-106), herald those
that recur constantly in the great master’s work in Spain, and indeed in some of
his most powerful compositions. Not only in the first work he painted in Toledo,
the Holy Trinity for the High-Altar in Santo Domingo el Antiguo (1577). but also
in later ones, such as the Virgin with Saints Martina and Agnes, Mary Magdalene,
Saint Veronica, the Burial of Count Orgaz and the woodcarving of the Miracle of
Saint ldelfonso,"”

Lastly, the compositional axes of the icon of the Passion (Fig. 115), with the
symmetrical articulation along intersecting diagonals arising from a point off-
centre and low down. creating a lozenge shape at the centre, corresponds with the
canvas Theotokopoulos used in the Johnson Pieta (Fig. 116), and in its exact copy
on a larger scale. now in the Hispanic Society of America, as well as in some of
his most mature and accomplished works in Spain, such as the Virgin with Suints
Martina and Agnes, and Saint Martin in the National Gallery. Washington, in
which Marinelli distinguishes ‘il giocco rhomboidale delle stesse diagonali’." Also
discernible in these works, and in our icon, is the grid of two parallel horizontal
and vertical axes forming a narrow, upright parallelogram in the middle. In
addition the same low, off-centre point and diagonal axes are noted in the
Crucifixion in the Prado."

The profound knowledge of the canons of perspective in the icon of the Passion
indicates that Domenikos Theotokopoulos was trained in an environment that
espoused the ltalian painters’ approaches to the problem and that he had
formulated his own personal solutions to it. These inquiries were not in fact
unknown to Cretan painters in the first half of the sixteenth century, as I pointed
out in my study on the icon of the Adoration of the Magi (loannis Permeniatis.
before 1523). in which devices proposed in Alberti’s treatise were used, as well as
perspective grids analogous to those applied by Paolo Ucello.™ This knowledge of
perspective in the icon of the Passion should be linked with Theotokopoulos’s
carly interest in applied architecture. which is expressed for the [irst time in this
icon’s frame. as we shall see below,

All the foregoing observations show clearly that the icon of the Passion marks the
birth of the great painter’s personal style, the style that led him to cast off
established conventions and presages his maturity far beyond the familiar routes
of Byzantine and Italian painting. At the same time it is the kernel that nurtured
some of the culminant creations he was to produce ten years hence, in the land
where the 37-year-old Cretan found hospitality and recognition. For these reasons

[ believe that the icon of the Passion is his first small masterpicce.

Remarks on the iconography
The icon presents an independent subject that epitomizes the Passion of Christ,

as in the Man of Sorrows of Orthodox iconography: in Italian painting it is
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115, Drawing of the perspeciive axes
in Domentkos Theotokapoulas's foon
of The Passion of Chrisi, Cat. ne, 17,

VA
116, Drawing of the perspective ates
in Donenikos Theatokopoulos's
Pieta, Hispanic Society of America,
New York (Sandro Marinelli, 1995},
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117, Domenikos Theolokopaulos, The frequently called Pieta with angels und considered a scene for private devotions,
Passton of Christ, 1566, Cat, no, 17, * 2 ors Y e ; ; ) . _
f an “Andachtshild’* The theme is known in Western art from the fourteenth

118, Domenikas Theotokopoulos, Pletd, century. Donatello's relief in the church of Saint Anthony (Santo) in Padua being
¢ 1570, Johy G, Johnson Collection,

an outstanding example.™ It was particularly popular in German art where the
Philadelphia, USA. g:Lxamp P y pop

central subject — a frontal angel with outspread wings holding the dead Christ —
is encountered in fifteenth-century woodcuts (Fig. 120) and paintings. such as the
work by Peter Hopfer (1460-1470).7 It is also widely known in fifteenth-century
Venetian painting, with small angels as purti and the dead Christ, half-length,
emerging (rom a sarcophagus. his arms in a similar position to that in vur icon of
the Passion: the Pietas by Giovanni Bellini in London. in the San Vincenzo
Ferreri polyptych in Venice, and in Rimini.~ as well as Antonello da Messina's
Pieti in Madrid, in which the twist of Christ’s right hand at the wrist is observed.”
Even greater similitude is noted in a drawing of Giovanni Bellin's Pieta in the
Rennes Museum.™ in which Christ is portrayed in the Virgin's embrace. full- -
bodied in front of the sarcophagus, the body upright and the legs bent at the
knees and crossed behind, exactly as in our icon.

The similarities between the icon of the Passion and the Holy Trinity in Toledo
(Figs 117, 119}, noted above. bespeak the use of a common model. such as

Diirer's engraving of 1511 (Fig. 121). which Cossio had indicated in 1909 as the
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119, Domenikos Theotokapoulos, The
Holy Trinity, 1577, from the chureh of
Sarto Domingo of Amtiguo, Toledo.
Museo defl Prodo, Madrd.

model of this scene.” There are obvious correspondences in Christ’s pose. in the
way in which he is held by God-the Father and flanked by the angels. Even the
faces of the angels resemble those of the central and the right angel in the icon of
the Passion, while the figure of God in Diirer’s engraving is surprisingly like the
figure of the left angel in our icon (Fig. 102). The similarities with Diirer’s work
also extend to another engraving, of 1506, in which two angels with corresponding
poses and facial expressions hold the Holy Mandylion.™ Lastly, in Direr’s series
of engravings of Adam and Eve there is correspondence with the figure of the
lifeless Christ in the rendering of the head in profile, in the pose and gesture of

Eve or of Adam too, fisures that had in any case been used as a model for the
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120. The Dead Christ upheld by an angel, same theme in the Modena triptych. Even more closely related is the figure of
OGO Cmrias ooidort the dead Christ in profile, as depicted in an engraving by Marcantonio Raimondi
'r:” ":'.rfmjgﬁ“'m’ FiM Aoy TR in the Albertina, Vienna (Fig. 123), in which he is in horizontal pose in the scene
TR N of the Virgin's Lamentation.™
The iconographic affinity of our icon with engravings by Diirer and Marcantonio
Raimondi has already been noted. However, the closest iconographic precedent
for the icon of the Passion occurs in an engraving by Agostino Veneto, of 1516,
after a lost painting by Andrea del'Sarto (Fig. 122).*' The angel with outspread
wings at the centre holds in his bare arms Christ’s lifeless body in a winding sheet,
in exactly the same way. Christ's legs are crossed and bent, and his hands are in a
similar pose to our icon, while the incline of the head is reversed. This engraving
is the only one, as far as I know, in which the central subject of the dead Christ
held by the angel is flanked left by an angelic figure, as in the icon of the Passion.
Angels with corresponding expression, pose and attire are portraved in two other
engravings by Agostino Veneto, in which the Virgin (Fig. 109)* is flanked by two
angels in analogous garb, with the bare leg projecting beneath the chiton, after

Raimondi's model (Fig. 110), as in the left angel in the icon of the Passion. The
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above similarities to the works by Diirer, Agostino Veneto and Marcantonio

Raimondi can be added to others. which are easily recognized. such as
Michelangelo’s Pieti for Vittoria Colonna. a subject widely diffused in engravings
from the mid-sixteenth century and which was also the model for the Pieta in the
Johnson Collection.™

The dates of circulation of the engravings by Direr. Marcantonio Raimondi and
Agostino Veneto, as well as of the engravings of the Pieta for Vittoria Colonna,
permit the hypothesis that Theotokopoulos was acquainted with these models
while he was still in Crete: the influence of Michelangelo on another of
Theotokopoulos's Cretan works., the icon of the Dormition, in Syros, has already
been noted by Fatourou-Hesvchakis.™ The striking similarity of the figure of the
dead Christ, and especially the rendering of his right hand, with the drawing by
Michelangelo in the Albertina (Figs 124, 125), which is associated with the Pieta
in the National Gallery, London.* reinforces the relationship of the icon of the
Passion to the great Italian artist’s work. There is an analogous arrangement of
the figures around Christ in the National Gallery painting and a corresponding

projection of the bare leg beneath John's chiton on the left. The examination of

122, Aposting Veneto, Chrise ugpheld
by an angel; engraving after

Andrea del Sarto, 1516, The
Metropolitan Musewm of A,

The Elisha Whittesley Callection,
The Elisha Whittesley Fund 1949
{49.97.13), New Yark.

123, Marcantonio Ratmaondi, The
J"r'r!;a.'n 's Lamentation, engraving early
decades of Tl century. Alberting
Craphische Sammiung. Vierma.



124, The Dead Christ, Afberting
Graphiiscire Sammiung, Vienna,

125, Domenifos Theorokopotulos,
Chrst, detadl of fcon Cat. ne, 17,

the frame of the icon of the Passion below brings new evidence to bear on the role
of Michelangelo’s work in forming the Cretan painter’s personality as an artist.™
As we have seen, the model for the scene in the icon of the Passion was created
on the basis of the early sixteenth-century engravings by Marcantonio Raimondi,
Agostino Veneto and Diirer. However, the central theme of Christ supported by
the angel is repeated in a small, relief terracotta plague attributed to the Flemish
painter Bartholomeus Spranger (Antwerp 1546 - Prague 1611) and dated around
1585, and in mirror image in an engraving by Hendrik Goltzius (1587) (Fig. 128)
after a drawing sent by Spranger from Prague.”

The same type and rendering of the dead Christ as in Goltzius's engraving

features in at least two works by Giulio Clovio, the Pietd drawing in the Louvre
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126, Domenikos Theotokopoulos,
The Passion of Chrixt, 1566, Cat. no, 17,

and the Pieta copied in an engraving by Cornelis Cort in 1566 (Fig. 127). The
head is in the very same type of profile, the pose of the naked body with the hands
falling loosely downwards is exactly similar and there is a corresponding twist of
the palm of one hand and support for the wrist of the other. This model is also
encountered in earlier works, such as Schiavone’s engravings and paintings, which
were models for the scene of the Entombment in other works by Domenikos
Theotokopoulos, such as the small Entombment in the Stanley Moss Collection,™
in the Niarchos Collection and elsewhere.™

The notable iconographic similarities to works by Giulio Clovio, Theotokopoulos's
patron in Rome, as well as the simultaneous presence in the Eternal City of the two
painters, Spranger (1566-1575)"" and Theotokopoulos (1570-15727), both protegées
of the same eminent Croatian painter and miniaturist Giulio Clovio, under the
aegis of Cardinal Alessandro Farnese, suggest that Spranger drew his theme from
this artistic milieu. The possibility that the two painters actually met is strengthened
by a further coincidence: it is well known that during his sojourn in Rome Spranger
copied several of Giulio Clovio's paintings,” while in late 1569 and 1570 he
undertook major works in the Villa Caprarola, where Domenikos Theotokopoulos
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most probably worked as an assistant in the very same period, early in 1570.9 So it
is not impossible that the successful, official painter of the Pope adopted a subject
brought by the young Cretan painter Theotokopoulos. the ‘pitiore a carta’ of the
painters’ guild in Rome. who was then limited to painting small surfaces, awaiting
recognition and commissions for large projects.™ Certainly the iconographic
affinities between the works of Giulio Clovio, Spranger and Domenikos Theotoko-
poulos point to the common ground of their iconographic preferences.

It is clear from the remarks on technique and iconography that the icon of the
Passion was painted in Crete prior to Theotokopoulos's departure from his native
isle in 1567/68. whereas Giulio Clovio's model had circulated in an engraving in
1566, Thus it is possible that while he was still resident on Crete, Theotokopoulos
was acquainted not only with the engravings by Agostino Veneto (1516), Direr
(1506, 1522) and Michelangelo (Picta for Vittoria Colonna), but also that of
Cornelis Cort (1566). Moreover, the possibility that Theotokopoulos made
interim visits to Italy. before his final move from Crete in 1567/68, cannot be
precluded. This hypothesis, also proposed by Panayotakis,” is supported by the

wide range of *Roman’ influences in the icon of the Passion.

127, Comelis Corr, The Lamentation;
engraving after Ginlio Clovie, 1566
Alberting, Graphische Sammilung.
Vienrma.

128, Hendrik Golizins, Dead Chrisi
wuprheld by an angel; engraving after
Spranger, 1587,
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129 Lareral altar desipgned 130, High-Alrar desipned by Dowmenikos
by Diowmrenifos Theorokopoulos, Theotekopatifos, church of Santo Domingo
edarelt of e Hespital of Saint Joln el Anfipree, 15771570, Toledo,

the Bupwist extra ey, 1608, Toleda,

{31, Vasar, design for an alar, 132, Domenikos Theatokoponlos, 133, Portal frame i the Hypapati efurch,
. IS0, Musée du Lowvre The Passion of Chreist, 1566, Cat. o 17, I7th= 188l centery. Machairado, Zakyetheas,
Déparenment des Arts Graphiques,
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The fraime

The icon is painted on a large rectangular panel which forms an integral frame in
the shape of a tabernacle, crowned by a broken-arched pediment (Figs 1. 93, 132).
Smaller. carved fillets have been attached to the panel to form a kind of reliel
porch, comprising two engaged columns set on a small, separate pedestal, while
an analogous pedestal — obligue rectangular — with parapet is placed below the
larger, central part of the icon. A horizontal cornice with mouldings of differing
depth crowns the engaged columns and upholds a broken arched pediment
decorated with mouldings. The entire frame is gilded, but the engaged columns
are decorated with a white stem with flowers on a reddish ground, while a gold
stem motif is projected upon a deep blue ground low down on the central parapet.
Analogous painted ornaments are encountered on early fifteenth-century Italian
frames and in prints of Renaissance character, such as an example printed by
Soncino 1507.%

The type of frame in the shape of a tabernacle with broken pediment, usually of
triangular shape, is diffused in Italian art from the early sixteenth century,’
However, the broken-arched pediment constitutes an innovation of our frame
since, as [ar as 1 know, there are no other icons with a frame of this shape in
cither Cretan or ltalian art of this period.* Michelangelo established the broken-
arched pediment in the sepulchral monument of the Medici in Florence and his
design for the Porta Pia (1561-1564). while Vignola used it later in the Villa
Farnese in Rome (153701 The form of the broken-arched frame of our icon is
encountered in engravings and drawings from the early sixteenth century.
Noteworthy is the use of such a frame in a drawing by Agostino Veneto and in a
design by Vasari (1511-1574) for an altar, around 1550 (Fig. 130},

which is
remarkably like our icon. It is encountered in & more complex form in engravings
ul the Picta for Vittoria Colonna, which, as mentioned above. circulated widely in
the middle of the century.” while analogous broken urches adorn more composite
frames of sansovino type in i series of small paxes of the middle of the century.
which also copy the sume subject.™

However, the shape of the frame of our icon is connected most closely of all with
the altars that Theotokopoulos designed in Toledo, for Santo Domingo el
Antiguo. when he undertook his first major commission in 1577, and later for the
Hospital of Saint John Tavera (Figs 129, 130).% Its arrangement is analogous,
with lateral columns on pedestals, cornices with successive mouldings, and the
characteristic broken arch, as are the proportions of the parts, which are based on
the treatises of the great architeets whom Theotokopoulos evidently admired —
judging from the volumes recorded in his library — Vitruvius, Sebastiano Serlio,
Palladio and Vignola, who, as other scholars have noted, influenced his designs
for the above altars.™ These similarities indicate that the icon of the Passion
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offers not only the nucleus of the composition but also the madello of the
architectural frame that Theotokopoulos designed several vears later, in 1577, for
the High-Altar of Santo Domingo el Antiguo in Toledo. So it is deduced that the
icon of the Passion is the first known work in which Theotokopoulos, like the
other great artists Bellini and Diirer,” designed the frame of the icon he was
commissioned to paint; the result is bold. original and inventive.

The possibility that the frame of the icon of the Passion was designed in Crete
gains credence from the fact that portal surrounds and wall fountains of
comparable form exist there. as at Rousospiti and in the Attali Monastery at Bali,*
with broken-triangular pediment. They are also found in Zakynthos, where the
broken-arched pediment enjoyed wide distribution in secular and ccclesiastical
architecture during the seventeenth and eighteenth centuries, as in Hagios Loukas
or in the Hypapanti church at Machairado (Fig. 133).7 The use of Sebastiano
Serlio’s designs in Crete from the late sixteenth century has already been pointed
out in the studies by Kando Fatourou-Hesychakis and Jordanis Dimakopoulos.™
while elements of the architecture of Sebastiano Serlio, as well as of Vignola, and
indeed from the church of Gesi, have been located in seventeenth-century
churches on Zakynthos.™ The widespread use of these models in monuments in
Crete and Zakynthos confirms their currency. in all probability before the arrival
of Cretan refugees in Zakynthos. It also allows us to consider Domenikos
Theotokopoulos as a pioneer in introducing the new orders to his homeland.
Moreover, from the publication dates of the relevant architectural books
catalogued in his library in Spain, it can be assumed that he was aware of these
works — and possiby owned them — at the time he was living in Crete.” Lastly,
the similarities of the frame of the icon of the Passion to the drawings by Agostino
Veneto and Vasari, in conjunction with the corresponding iconographic
similarities to the engravings by Agostino Veneto for rendering the subject of the
Picta with angels, indicate clearly not only the time frame but also the artistic
milieu in which Domenikos Theotokopoulos obtained his models in Crete.

The integral wooden frame with the oval form enclosing the representation in the
icon of the Passion is an innovation encountered in only a few Cretan works, such
as icon Cat. no. 72 (Fig. 270). Both features occur in the frame of the Holy
Mandylion from the High-Altar of Santo Domingo el Antiguo (Fig. 130). which
too was designed by Theotokopoulos, as relevant studies, that also note the
Byzantine-Cretan origin of the subject, have demonstrated."’ The oval tondo,
though not unknown in Italian art (mainly in portraits in printed books of the mid-
sixteenth century, such as the volume by Paulus Jovius), is known in very few
examples of Cretan icons with Italian influences, such as an icon of the Dormition,
within a finely wrought Renaissance frame of the second half of the sixteenth
century. in the Greek Institute in Venice, and in eighteenth-century icons from the
lonian Islands, such as the Descent from the Cross Cat. no. 49 (Fig. 234).°
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This brief quest for the models for the frame of the icon of the Passion leads to
the conclusion that while he was still in Crete Theotokopoulos created a work
that is consummately original, for both its time and place.

‘Un quadro della Passione ... dorato’

The icon with its frame heralds the art of Theotokopoulos’s maturity, while its
technique permits its assignment to the Cretan period of his life. The last known
work of this period is the as vet unidentified icon mentioned in the document of 26
December 1566 from the Venetian archive of the Duke of Crete, discovered and
published by Maria Constantoudaki in 1976.% According to the document ‘maistro
Domenego Theotocopoulo depentor” offered for auction ‘un quadro defla Passione del
Nostro Signor Giesu Christo, dorato’, for the high price of seventy ducats. All the
information given has been analysed in detail in Constantoudaki's invaluable
publication and Nikos Panayotakis's exhaustive study (1986). Both scholars agree
that this was most probably an icon with frame, painted on a gold ground,™ and
Panayotakis further suggests that the work was not a large one." The identity of the
icon’s subject has also been discussed. It was initially presumed that the scene
depicted the Crucifixion.” but later proposals converged on the Man of Sorrows"
and most probably in an Italo-Cretan style.

All the characteristic traits of our icon permit its identification with the icon
mentioned in the document. The type of our icon with woodcarved frame is
appropriate to the name ‘quadro’, a term frequently used in contemporary [talian
documents to denote by syneedoche the icon together with its frame.™ The gilding
of both the ground and the carved wooden frame merits the description ‘quadro
dorato’, Lastly, the suggestion that the subject is the Man of Sorrows is confirmed
by that of our icon, a symbolic scene of Christ’s Passion from Western iconography.
equivalent to the Orthodox theme of the Man of Sorrows. which is encountered in
a series of Italo-Cretan icons.” In my opinion the use of the wider term ‘Passione
del Nostro Signor Giesu Christo” reflects the author of the document’s difficulty in
naming a subject that was then unusual in both Orthodox iconography and Italo-
Cretan icons. Lastly. our icon with its gold ground and gilded frame. and the unigue
quality of the painter’s innovative art, could have commanded a price far in excess
of that of other painted works in Candia, as was the case with the icon in the
document.™ This suggestion is enhanced by the painter’s reputation in Candia at
that time: Panayotakis notes that he was ‘one of the most famous, perhaps the most
famous, of the many painters in Crete, a mature artist who set off with the ambition
of conquering Italy and Europe’.” The significance of our icon’s stvle should be
added 1o these arguments, for it represents a landmark in the development of the
Cretan painter’s personal style, which can be associated indirectly with his
departure in 1567/68. Here, for the first time, Domenikos Theotokopoulos breaks
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134. Domenikos Theotokopoulos, The
Passion of Chrixi, 1566, Cat. no. 17

135, Nikolaos Kallergis, Dead Clhrist
wpheld by an angel. Rayal door from the
church of the Panagia tou Tsotroufli
1732, Zakynthos Museum, no. 124,

loose from the traditions of both Byzantine and [talian painting, and embarks on

the quest for a milicu in which he can realize his artistic visions.

It is safe to say that the purchaser of the icon of the Passion. when it was auctioned
in Candia in 1566, was a highly cultured individual, extremely sensitive to the timbre
of great art and furthermore very affluent, The Western subject of the work
suggests that he was a Catholic or someone inclined towards Western dogmas.
There was indeed a circle of prosperous burghers, educated connoisseurs, in Crete
at that time, who assembled in the first Academy of Vivi in Rethymnon,” and the
purchaser of the icon of the Passion may well have belonged 1o this or an analogous
circle. His name remains unknown. Antonios Kallergis (1521-1555), the bibliophile,
collector of paintings and icons, who had been taught Greek and Latin by the
Dominican friar Desiderio dal Legname, was no longer alive at that time.”
However, his brother Matthaios, the powerful nobleman who was assassinated for
political reasons in 1572, was still active.™ The possible connection of Theotoko-
poulos with the Kallergis family has been shown by the recent comparative studies
of the titles of books recorded in the two libraries, of Antonios Kallergis in Crete
and of Domenikos Theotokopoulos in Spain.™ These hypotheses are strengthened

by the examination of the icon’s fortune, discussed below.
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The fartune of the fcon of the Passion

The centritl subject of the icon of the Passion is unknown in Cretan cons. as far
as | know, On the contrary, it is encountered in a large number of works in the
local art of Zakvnthos. in the lonian Islands, from the cighteenth century, and
indeed on the Roval Door of churches. Manked. as in Theotokopoulos's wcon, by

angels on the lateral bema doors. The subject was introduced by Wikolaos

-

1 the church of the Panagia tou Tsouroufli (1732) (Fig. 135). which s

the carliest known example of this iconagraphy.™ The theme is also encountered

on the Roval Door in other eighteenth-century churches. such as Hagios
Charalambos sto Potami (1743), most probably @ work by Nikolaos Kullergis, the
Panagia Langadiotissa at Ano Gerakario and Hagia Marina in the village ol
Fava,” as well as in another six churches on Zakynthos which are recorded in the
old Report by Adamantiou (1908), mentioned in the Introduction: Hagios
Spyridon Flambouriaris, Hagios Konstantinos at Kipoi, Hagia Aikaterini Grypari,
Zoodochos Pegi. Estavromenos and the Hagiol Tessarakonta.™ Two possibly
nineteenth-century works in the Zakvnthos Museum storerooms are identified

'\']1.";,"\1..‘I'I|il|.['-|5|"\-

with some of the icons in Adamantiou’s Report.™ In the surviving

the similarity to the central theme of the icon of the Passion even extends to the

expression of the upward-gazing angel. Analogous similarity with the left angel in

136, The D

eernel P exrreels o o

wed Chise on the Reval docr

ooy, Kente

t cenliry, foonasiasis o e churnch

af the Kirta ton Angelon, Zukyntios
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137, Nikelaos Koutouzis (1741-1813),
The Virgin fantenting the dead Chrise,
Church of the Analipsis, Zakvnthos,

the icon is noted on the bema door of the diakonikon in the church of the Kyria
ton Angelon (Fig. 136)." a late cighteenth-century work in which the angel,
turned leftwards, appears with the bare thigh projecting from the folds of his
chiton: even his face has a similar expression. as he looks downwards with his eyes
almost closed, As far as | know the subject was not diffused in the other lonian
Islands: it is encountered very rarely on Lefkada, as in the bema door in the
church of Hagios Spyridon (circa 1748), which is ascribed to Tomazo Tzen, a
Cretan painter who had previously lived on Zakynthos.” The establishment and
dissemination of the subject in so many churches on Zakynthos leads to the
conclusion that this is a local tradition peculiar to the island. This tradition could
be associated with the presence there of Theotokopouloss icon of the Passion
and the appeal it held among the the island’s painters.

Franizeskos Kallergis. father of Nikolaos and scion of the famous Cretan family, is
known to have fled to Zakynthos after the Turks captured Rethymnon in 1645: this
is mentioned by Marinos Tzanes Bounialis in his narrative poem “The Cretan
War' The fact that it was Nikolaos Kallergis (1669-1747) who introduced this
iconography in Zakynthos and that his method of working involved the copying of
earlier Cretan icons — like his father Frantzeskos —.* permits the hypothesis that
the icon of the Passion was in his family’s possession while they were still in Crete.
This view is reinforced not only by the social and cconomie status of Frantzeskos
Kallergis. who was a priest. referendarios of Zakynthos and founder of the family
church of Hagia Anna (1701). but also by the fact that he owned a substantial
library. as did one of the most illustrious members of the Kallergis family in Crete,
Antonios Kallergis,™ It can be supposed that together with the books Frantzeskos
brought with him when he left Rethymnon in 1645, he would also have brought
important icons in his possession; this was certainly the case with other Cretan
refugees who brought very important Cretan icons to Zakynthos, such as the priest
and icon-painter Michael Agapitos™ Lastly, it should be noted that the name
Frangiskos (Frantzeskos) existed in the Kallergis familv, since this was the name of
Antonios’s elder brother. who died young (1517-1537).*

The hypothesis that Nikolaos Kallergis's family brought the icon of the Passion
from Crete to Zakynthos is further supported by the conclusions drawn from the
study of the icon of the Annunciation (Cat. no. 48); there is compelling
circumstantial evidence that another work by Domenikos Theotokopoulos, the
Annunciation as on the Modena triptych. was in the hands of Nikolaos Kallergis.
Lastly, the striking similarity between the angel holding the Holy Mandylion, on
the bema door of the diakonikon from the church of the Pantokrator (Fig. 17).%
a work by the same painter, and the Saint Veronica holding the Holy Mandylion,
as rendered in a series of works by Theotokopoulos in his Spanish period (Fig.
19).® perhaps adds another work by the great Cretan painter to those owned by
this minor-painter and admirer in Zakynthos.
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The figure of the dead Christ upheld by the angel in the icon of the Passion is
echoed with minor variations in other works by Zakynthian painters ‘of liberal
art’, in the late eighteenth and the nineteenth century, such as the Lamentation by
Nikolaos Koutouzis, from the church of the Analepsis (Fig. 137) and the Descent
from the Cross. from the church of Hagios Andreas tou Avouri (1825) by
Nikolaos Kantounis.™ It is also encountered in the Prayer on the Mount of
Olives. from the church of the Akathistos. and in the figure of Mary Cleophas in
the Zakynthos Muscum.™

The icon of the Passion constitutes a landmark in the artistic development of
Domenikos Theotokopoulos. It offers new evidence on the formation of his
creative personality in Crete and provokes a reassessment of his life and oewvre. 1ts
study has shown that the time-frame for the influences he received from Ttalian art
while still in Crete should be widened impressively, while his rare talent, which has
already spread its wings. shines forth with magnificent vitality in this early work.

ProvEsANCE Crete-Zakyathos, It was purchased by the collector as an authentic work by
Domenikos Theotokopoulos probably between 1934 and 1938, For the provenance of the icon and
the history of its nequisition see Foreword 31, Introduction 4311, Cat. no. 71 and Appendix 1.

Connimiox Conserved sometime before 1946, by Demetrios Pelckasis. CL Imroduction, 31 and
Cat. no. 71, See also Appendix 111

BisLioGrary Unpublished, The icon was not included in Manolis Chatzidakis’s catalogue (1943-
1945) (see Introduction 31-33). 1t had been declared 10 the Ephorate of Byzantine Antiguitics in
1938, hut had never been considered an authentic creation by Domenikos Theotokopoulos (see
Manolis Chatzidukis's testimony, p. 22). First communication by the author of the present
Catalogue, <[ ViTo - (7 ViiTo £070 RONTION Cuygipons, { Known-unknown work by a Cretan
puinter), presented at the VIHth International Congress of Cretan Studies. Herakleion, Crete,
September 1996 {unpublished),

Moes

The presenee of the icon of the Passion imposes re-examination of the contribution of the Cretan

period o the formution of Domenikos Theookopoubos's personality as an artist, These problems

will be examined in detsil in the monograph 1 am preparing, 1o be published by the Benuki
st iom,

I Eg see Cal nos 2 16, 27 und below p. 198 n. 7. On the condition of the icons in the

Collection see Introduction, 41-42, 37

CL. Introduction. 41-42, 31,

CF. Chatzidakis { 1964) 1900, 149-151, n.1, where Wethey's views are refuted, figs 46, 48, 47. On

the jeons see n. T,

4, Washington, National Gallery. Wethey 1962, 11, 68, no. 104, figs 3 and 346, Chatzidukis { 19064}
(990, 152,

5. Chatzidakis (1964 1990, 149153,

b, Chatzidakis (1964) 1990, 1449-153; the painter Euphrosynos signs yoepine Biter Tedder yrig.. in
1542, Chutzidukis 1957, 241,

7. u) Evangelist Luke. dimensions 41 x 33 em XEIP AOMHNVROY. 15601567, Benaki Museum,
Repainted and conserved by Demetrios Pelekasis before 1935, New cleaning by Ph. Zachariou
in April 1959 “the paste was removed and the linen remained” (Museum index card), Lincn.
Gold on ground. Free preliminary design and incision on the icon of the Virgin (Chatzidakis

1



220

17. THE PASSION OF CHRIST - PIETA WITH ANGELS

1450, 4-5; N, Chatzidokis 1983, no. 39 see also Introduction, n. 50: E1 Greeo of Crote 1910, 146
149, 331-333 no. 2 (M. Constamtoudaki-Kitromilides) with previous biblingraphy), Stasino-
poulos [988, 17-18, figs 1-5.

by Adoration of the Magi, dimensions 400 x 45 com. NEIP AOMENIKOY, 1560-1570, Benaki
Muscum. The work has been painted on g piece of wood in secondary use, part of a door or
an old chest”, Free préliminary drawing, without incision (Mayer 1935, 205-207; see also
Introduction. n, 35: El Greco of Crete 190, 1506134, 334-337 no. 3 (M. Constanioudaki-
Kitromilides) with previous biblingraphy). Stasinopoulos 19858, 17-15, figs 1-5. '

) Dormition of the Virging in Syros, 614 8 45 om, AOMINIKOX @EQTOKOROYAUE €
AEIZAZL Pre-1567. Gold ground. linen. preliminary drawing in o free hand, The jcon was
diseovered by G, Mastoropoulos in 183, 1t was conserved by Stavios Baltovannis {Mastoro-
poulos |983, 33: Edhiiicion for the Centenory of the ClelE 1984, no, 21 (M. Chatzidakis): B
Ciever eof Crde 19N, [42-145, 3202330, no. 1 (M. Acheimastou-Potamianou): see St
Baliovannis, unpublished paper presented at the Ist Conference of Greek Conservators,
November 1988: Acheimastou-Potaminnou 1995, 2901, figs 3-9, 7). On the Dormition in
Syros see also Chazidakis 1987 and Chatzidukis 1990, On the technique of Cretan icons see
recently Milanow 1993, 36-46, fig. 3. For the incised preliminury disign sce also the icons of the
Virgin Hodegetria (Cat, oo, 1), Saint Paruskevi (Cut. no, 1), Saint Demetrios (Cat. no. 27),
the Transfiguration (Cat. no. 34), the Deesis by Leos (Cat. no, 33),

8 Unfortunately the drawing has been lost, Peree-Sunchez 196%, 76-T7, no. 486, fig. 146, Gudiol

1990, no, 21, fig, 28,

Y, For the dimensions of the above joons see n. 7. Pertinent observations on the small size of

Theotokopoulos’s early icons have been made by Alexandros Xydis (Xvdis 1964, 68-70 and
Nvdis 1995, 154),

10, Fawurou-Hesychakis 1993, 4000, 5-00. les 2.3, 6. 21, 22 Constamoudaki-Kitromilides 1995,

102-103, figs 4. 5. 6 The type was also used in the Modena triptyeh, Fatourou-Hesyehakis
1995, 65-66, figs 20, 21

L CF Vocotopoulos 1986, 1401, figs 1-6, 9, 20, On the icon painted in the art of Michacl

Pamaskenos, in Corlu, see Vocotopoulos 1990, 59-61, no, 39, fig. 40,

12, Personal observations. Both icons are in the Zakynthos Museum: the first has been published,

see Konomos 1964, fig. on p. 61, the second is unpublished. See also an carly 16th-century
example, Constmmondaki 1974, pl. AR,

13, For the Hospitality see e.zoa Idth-century icon in a private colleetion, Th, Chatzidukis 1952,

e 2. For the seene of the Two Maries at the Tomb see Trewsunes of Mown Ados, 1. 1973, fig.
274 (ol 167). Radojcic 1963, pl. 1X. 1 thank Maria Borboudaki whe studied the wall-paintings
in Hagios Georgios ol Apostolol Pediados for her Master's disseriation at the University of
Lonelon, 1996, and prowided me with the unpublished photograph,

I4. Pictir in the John G, Johnson Collection, Philadelphia Muscum of Ar, USA. dimensions 22

X 20 om (IRTO-1572), Muonzini - Franh, Cpevi Complete 1978, no. 99a-b, 92, The same theme in
the Pieti of the Hispanic Society, see Wethey 1962, nos 101, W2, figs 19 20, For the sources
of the ieonography see below nn. 13 and 310,

15, For the Holy Trinity from the High Altar in Samo Domingo ¢ Antiguo see Cossio ( 1908),

1984, 10, Figs on pp, 64, 75, 76 Wethey 1962, Cat no. 2 fig, 50, See also B Greea of Toleda
R, no. T, 300-301, pl. 23, with previous bibliography: for the reconstruction of the Altar see
El Gireco of Toledo 1982, 15001., figs 74-80 (Alfonsp G, Perez-Sanchez); Munn 1988, 23:45, For
the fconography see also above oo 14 and below no 34, Both representations have been
assoctted with o work by Federieo Zuccaro, which also cireulated in an engraving by Alberti
(see recently Dillon 1993, 247, fig. 17).

t, Gudiol 1990, no. 21, fig. 28, Xvdis 1993, 149, fig. 18, loannides 1995, 203, fa. 9. Chrisies 1997,

254255, no. 217, The Annunciation in the Prado, B Greeo fo ltalv, 1995, 315-321, no. 40 ().
Alvarcz-Lopera) with previous bibliography: see also Cat, no. 48, n Y and 32

17, Eg. see Wethey 1962, no. 17, 12-13, fig. 115, no, 75, figs 183-184, no. 259, fig. 304, no. 123, figs

88, 89, Y2, no. 86, figs 105, 355,
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15, Marinelli 1995, 356, figs 18, 19, For diagonal mannerist compusitions see also Wethey 14062,
vol, 1. 2223, The knowledge of perspective here must be examined in connection with
Theotokopoulos's architeetural interests which, as examination of the frame of the icon of the
Pission has shown, were already manifest while he was still in Crete, see above 2140E and n.
30

19, Marinelli 1995, figs 7, 8, 18, 19, 20,

20, N, Charzidakis 19492, 7261, drawing |,

21, The title of the scene hos not been established in Greek terminology, heeause it is not
encountered in Orthodos feonography except on bema doors in Zakvnthos during the T8th
and 19th centuries. Sinee these ure without inscription, the name given o the scene by those
who have recorded these jeons vires, Sometimes it is called *Descent from the Cross” and
sometimes ‘Dead Christ upheld by angels’, see below . T8, For the iconography of the subject
see Punofsky 1927 and Belting 1981, WS see also Schiller 1968, vol, 2. figs 738, 754, 761,
Th3-Tb,

22, Donatello, 1446-1447, Padun, Coffey 1987, fig. 87. Goften 1989, 13, fig. 8. For the Pieti in Daly
see Belting 1983,

23 T Meastroied Borscl, 1030 1990, 308, 306, See also Schiller 1968, 2, fig. 763 and collected
cxamples above in n. 21, Other German works in which an angel is depicted behind Christ: 1
Work by Meister Franke. ¢. 1425, in Leipzig (Coffey 1987, fig. 181); 2. Triptych-Reliquary. ¢
1380-139) (Coffey 1987, fig. 92 = Beltng 1985 fig. 320 3. Reliquary from Montalto (Colfey
1957, lig. 95 = Belting 1985, fig. 33). For other examples of this art and this period, see Coffey
|98, figs 93, 94 and Panolsky 1927, 261, g, 20 (Hans Memling. 1474) und figs 19-25,

24, There are numerois examples, sueh as o 15th-century work by Vitale da Bologna, i which the
Virgin holds Christ by the armpits (Golfen 1989, fig. 25). The angels are frequently prt,
whereas Christ is normally portraved in front of a sarcophagus, sce g Goflen US4, figs 33,
549, 60, works by Giovanni Bellini and Antonello da Messina, On the subjeet of the Pieti in the
works by Giovanni Bellini see also Colfey 1987, in which the theme's origin from ancient an
und its connection with represemtations of Achilles bearing the dead body of Patrocles. on a
Hellenistic vise (e 193}, is examined. The iconographic antcoedents of the scene are given,
notewnorthy among which are the following: Bellin, San Vineenzo Ferrerl. Rimind and London
(Coffey |87, 3UTIE G 184, 324 1 Az 184, 34960 fig 194, Ghioteo - Pignoli, Opera Conmplet
1968, no. 568 pl. XIV. nos 70, 69). See abso the Pleti by Antonello da Messina in the Museo
Correr, Venice (ColTey 1987, fig. 191: Scipseie, Operg Complisa 1967, now 33, pl. XLIT).

25, Schusein, Opern Complete 1967, ao, 49, The similarity is also noted by Trapier TUSS. 8 and De
Salas-Murfas (992, 34, n, 22 Michelangelo's statue of Lorenzo dei Medici has also been
comsidered as a model for Christ's hanel. which s backwards in the Holy Trinity in Toledo
{Cossioy (1908, 1984, 11 pl. 19, L figoon . T

20, Tietee - B Tietze-Conray 1944, 849, no, 320 = dates oo 14815 See also an analogous Pleta in the
Academin of Venice. Tictee - B Tietee-Conrat 194 no. 3230 859 see also Ames-Lewis V81,
I (aseribed 10 Mantegna), figs 1L 105,

27, The Mastrared Baresclr WL 1 1980, 207, no, 122 (141) and 10, 20 1981, J00-400 other examples:
this engraving was reproduced in @ large number of copies by luter engrawvers oo, The firs
comments on the models of the Holy Trinity in Santo Domingo ¢l Antiguo being from Diirer
and Michelungelo’s Pieti. were made by Cossio (Cossio ( 1908, 1984, vol 1L pl 19, 1, 2, 3 see
also above n. 13),

28, Tihe Mluserated Burtsef 10, 1, 1980, 22, no. 25 (47), and 10, 2, 1981, T0-72 other examples. This
engriving his been considered i model for the rendering of the subject of the Mandylion in
the fcon from the sume Altar in Santo Domingo ¢l Antiguo (EF Greco of Toledo 1982, no, 8,
181, pl. 33, dimensions 77 x 35 cm, Madrid, private eolleetion), The subject™s Byzantine origins,
noted by Lydie Hadermann-Misguich (Hadermann-Misguich 1987, figs 10-11 and eadem 1995,
394-340), can be supported by additional examples of Cretan fvons with o woodearved frame,
where the subject of the Mandylion held by angels appears on the upper part as on an
iconostasis (an unpublished one in Zakynthos and others of later date, see ez Konomos 1977,
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4, no. 4 and no. 6, Xyngopoulos 1936, no. 39, pl. 30, no. 69, pl. 48). 1 found Theotokopoulos's
exact model. in which angels i proiri hold the Mandylion, in engravings with representations of
altars by Daniel Hopfer (1470-1536) (The Mustrated Barsch 17, 1981, 94 and 121),

. Wassilaki 1995, 128, figs 9, 10; see also The Mestrated Bartsel 10, 1, 1980, 9, no. 1 (30) and 10,

2, 1981, 1014 see also an engraving by a continuer of Diirer, the poses of the figures are
reversed, op. cit.. ML 1, 268, nos 1. 173 and 10, 2, 442, For the influence of Diirer an
Theotokopoulos's work see Kitaura 1989, 14301, and Xydis 1995, 141{f.

The Minstreted Barisch 26 (14), 1978, L 31, no. 35A (40).

. Unfinished reliel and drowings. after 1538, De Tolnay 1953, 4501, n. 3, figs 1, 14, 15 and De

Tolnay 1971, 61062, figs 340-358. In De Tolnay's opinion Domenikos Theotokopoulos is the
only artist who understood the Pietd for Vittoris Colonna in depth and was inspired not only
by the synthesis but also by the spirit of Michelangelo's work in the Pietd in the Johnson
Collection {De Tolnay 1953, 61 and De Tolnay 1971, 64). See also Salns 1968, 22, nn. 14, 20,
De Salas - Marias 1992, 35, nn. 17 and 18, See also collected examples of copies in De Tolnay
1953, 45-40, n. 3. For engravings by Nicolas Bemrizer, 1547 and Giulio Bonasone, 1546 sce op,
cit. 45, n. 3. 59, figs 2 and 3). Sec also De Tolnoy 1971, 63, figs 341, 342, 343, The influence of
Bonasone’s engravings on Theotokopoulos™s work has already been noted (sce recently El
Girece i fraly, 1995, 320 - 1. Alvarez-Lopera).

For Michelangelo’s drawings in Candia see Futowrou-Hesychakis 1995, 59, n, 32,

. Dpxxing italions de VAlberting de Vieane 1975, 36, De Tolnay 1978, 81, That the work in London

wits used as the model for the Holy Trinity in Toledo was first suggested by Cossio {Cossio
(1908). 1984, 1L, pl. 19, 2, fig. on p. 75.3).

. For the sulject see above n, 31 and loannides 1993, 1991 See also the exhaustive study by

Kitaura 1995, 145-164. Theotokopoulos is not the only Cretan painter 1o have received
influences from Michelangelo’s work. At the VI International Congress of Cretan Studics
(191996 Marin Baeaneki presented the very important miniatures in the manuseript by
Markos Bathas, illestrating o test by Plotinos, with multiple influences from this Dalian artist
(Roznaki-Lappa 1996, 191).

5. New York, Metropolitan Museum of Art, The Elisha Wittelsey Collection, 1949, Freedberg

1963, vol. 1, 33-34. fig. 12. This engraving is considered an influence of Direr's Holy Trnity
and its significance for Theotokopoulos has been pointed out by Salas - Marias 1965, 54, n. 21,
see also Salas - Marins 1992, 28, n. 21 Andrea del Sarto was interested in rendering the nude
body in three-quarter pose. as apparent from the large wall-painting with the Baptism, in the
Chiostros dello Salzo, Florence (Freedberg 14963, 20 15-17, figs 12 and 70) and a drawing in
Melbourne (op, cit.. fig., 69 and Dean 1986, 24), as well us other works By him. such as the
Descent from the Cross, in Florence (Galleria Pini, Freedberg, op. vit., no. 58, 123128, fig.
[44. See also a drawing in the Louvre, no. 1713, Freedberg 1963, 16710 Gig. 14).

Landou and Parshall 1994, 131-133, 264, figs 130131, in which the problem of copics of
engravings is discussed, Agostino Veneto frequently copied engravings by Marcantonio
Ruimondi (op. cir., 131-133),

Formerly in Antoine Seilern’s private collection in London {dimensions 22,1 % 16.7-18.5 cm);
see Reenidek 1968, 1, 370-375, 11, pl. CLXX. For the painter Spranger sée ¢.g. Benezit 1976,
IX. 757, Bryan’s Dictionary of Painters and Engravers 1964, V. 111, Dictionaalre e la peinuee
flarmande et hollandaise 1989, 390-393. See also Henning 1987, For Goltziuss engraving:
dimensions 32.8 x 35,1 em, see Strauss 1977, 2, 436437, The Wustrated Barsch 3, 1, 1980, 240,
no. 273 (83}, Many prints of the engraving circulated. For Hendrik Golizius see Hirschmann
1921. Reznicek 1961, Broeder 1972, Strouss 1977, The Masirared Barselr 3, 1 1980 and 3, 11,
1982,

L Loell du Connoisseur 1992, no. 29, 67-68. The HMlustroted Bartsch 52, 1986, 106 (88-1 {100), sce

also a variation on pp. 110, 111, Like Theotokopoulos, Giulio Clovio copied works by
Michclangelo, see Monbeig-Goguel 1988, 37-47. For Cornelis Cort’s (1536-1378) acquaintance
with Giulio Clovio before 1570 and their collaboration see recently Fiamminghi o Roma 1995,
ne 58, 142-143, Theotokopoulos used this and other engravings by Cornelis Cort, see Xydis
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1995, 151-152, figs 9. 12, 26, 27, 28, Noteworthy is the correspondence in pose and movement
with the figure of Adam in an engraving after Diirer’s model of Adam and Eve, see above n,
29.

The Entombment, Stanley Moss Collection, New York. dimensions 51.5 x 429 em (El Grece n
Ttaly, 1995, 322 with bibliography, no. 41, fig. on p. 323 - 1. Milicua). The work is close in date to
the Modena triptych and slightly Tater than the Last Supper in Bologna. [t is considered 1o be a
copyv of an engraving by Parmigianino (op. ¢it., fig. 1), as well as by Schiavone (op. cit., 324).
Apart from the correspondence in the subject and the overall bright orangey vellow tone, two
secomdary but significant traits are linked with our jcon: 1. The marble sarcophagus, which does
not exist in Parmigianino’s drowing (op. e, 322) is the same as the sarcophigus in the jeon of
the Passion of Christ; it is placed obliquely and has the same faded rose colour and simple
geometric outling. 2 In the group of the three Maries, which is a ereation of Theotokopoulos
{Steinberg 1974, 324). the arrangement of the three heads is reminiscent of that of the angels in
the jeon of the Passion. Sce also Kitaura 1993, figs 1. 2.

Wethey 1962, 1, fig. 95, no, 103, The Entombment on a wooden panel: Paris, dimensions 363
x 28 cm (Steinberg 1974, fig, 88, 474(1) and another three works with the same subject, in
Madrid, Seville and an auction at Christie's 1965 (Steinberg 1974, 474 with bibliography, figs
7. 90, 91}, Dated ¢ 1576-1578, obviously influcneed by Michelangelo. The vertical figure of
Christ in the Florence Pieta is ploced in a horizontal position (op. cit.. 477).

. For Spranger’s sojourn in Rome see above n. 37; see also recently Flanumninghi a Rema 1995,

32-47 especially 35-36 and 435, no. 30 (Bert W, Meijer). He worked on wall-paintings and
pictures together with Giulio Clovio, in the court of Cardinal Alessandro Farnese, and
collaborated on the decoration of the Villa Caprarola in ¢arly 1570, of. Fiamminghi a Roma
1945, 341 and 439, o 66, For Theotokopoulos's sojourn in Rome see Trapier 1938, Wethey
1984 and Robertson 1993, 215ME and 1995a, 3911

. Scholars mention that during his stay in Rome he was influenced and copied works, among

others, by Giulio Clovio. Rezmicek, 1968, 372, Fiantminghi a Rewa 1995, 3415 see also above
nn. 37 and 1.

Wethey mssumes that Theotokopoulos would have only worked as an assistant in early 1570
(Wethey 1984, 172 und 5). Although his visit there is considered certain, his participation in the
decoration is open 1o question, see Robertson 19935, 2150, 224, n. 24 und Brown 1982 81. The
first known portrail painted by Theotokopoulos in Rome is of Giulio Clovio {Wethey 1984,
1736, fig. 1 and Robertson 1995, 4201, figs 2-3),

Giulio Clovio, in his letter of recommendation o Cardinal Alessandro Farnese, of 16
Movember 1570, refers to Domenikos Theotokopoulos as wn glovae caidiotto’, while in the
document of the painters’ guild in Rome his is mentioned as o pittor a carte’, CI Wethey 1984,
ITHE. n 4. with previous hibliography, and Robertson 1995, 222, n. 32 for a different
interpretation of the term. The luck of large-scale works by Theotokopoulos in Ttuly is indirect
evidence of his limited peeeptonce by the cireles of the greal painters of the day. For this
reason the role of Giulio Clovie, whe supporied him from the outsel, deserves particular
appreciation cf. Wethey 1962, 1, 28-29, Robertson 1995, 21561, and 1995a, 39fL: sce also
Monbeig-Goguel 1958, 43, El Greeo received his first large commission 1o decorate the Altar
of Santo Domingo el Antiguo while he was residing in Rome, before 1577, see recently fn
Search of El Grevo 1990, 19, no, 18; Wethey 1984, 176-177; Mann 1986, 1-23; Robertson 1995a,
54; Hadjinicolion 19954, 72,

Panayotakis 1986, 96,

Fromtispices of & book by the Jewish printer Gershom Soncino, Fano 1307 (Art of te Printed
Houk 1974, fig. 33). The Cretans were able to oblain books published in Venice, as well as in
other Western European cities, probably through Greeks — and particularly Cretans — living
abroad (see Fatourou-Hesychakis 1982, 132; Panayotakis 1986, 81, n. 1), We note here that the
list ought probably 1o include Constantinople, where the first book was printed in a Jewish
printing house in 1303/4 or 1493/4 (Offenberg 1969, 96-112, pl. ). 1 wish to thank Mr Kostas
Staikos for providing me with the related bibliography. On Theotokopoulos’s library see below
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S0, Raphael, Amtoore dex dessiny afie Loivre 1992, o, 130, 348 (Agosting Veneto), Monbeig-Goguel

L See ahove n, 30, De Tolnay 1953 figs 304,
. For this subject see De Tolnny 1953, 53859, [igs 17, 15, See also the Scene of the Flagellation

- Wethey 1962, L 60T, fgs 361, 382, 353, 354 and I 300, 1905
54 Scholars note the originality and the difficulty of locating an exact model for the Altor

. Drawing of the Pictd by Jucopo Bellini with the dead Christ 1o the waist, in a frame with

nn. 49, 59 and 75.

For this issue see Newbery, Bissaco, Kanter 1990, 22, with other examples of the dissemination
of the “classical” swle in those vears, Frames of the same tvpe, of naiskos” shape with triangular
pediment, were diffused early in the 1[5th century: in this period frames with a mone complex,
pedimental crowning device combining the semicirele with the trinngle, nlso appeared (op. cit,
2N, Figs 14, 15, 16}, These frames frequently have a representation of the Man of Sorrows on
the tympanum of the trangular pediment (op. it fig. 1o, frme e 1470). An architectural
frame in the shape of an altir with “clussical’, broken trinngular pediment is encountered in the
mid-16th century {Priviste collection in New York, dimensions 25 x 18 inches, Heydenrvk 1963,

I owarmly thenk Laurence Kanter of the Matropolitan Muscum of Art, Mew York, for the

refevant discussion T lad with him, The broken-arched pediment appears in more eompaosite
ornaments, such as in the engravings of the Pieti for Vinorks Colonna and the bronge pax. see
nn. 30 and 32, and Cat, no, T2 43601

Funerary monument of the Medici ( 1320-1334), Porta Pia in Rome (designs of 1361-1364) and
in the Sfoe chapel in Sant Maria Maggiore, ¢ 1360-1373 [ef. Heydenreich - Lotz 1974, 238,
2, fig. 85: Goldscheider 1933 Nigs 144147, 203, 2160 In Theotokopoulos™s library there was
a copy of Vignola's Regole delle cingue onding o wrelitenr i 32 jnvele, the edition published
in Rome in 1362 {sec in connection Mariis - Bustamante 1951, 27, 0. 26: " Vignoli .., con varios
papeles de trs’. On the architeet and painter Vignoli see Hevdenreich - Lotz 1974, 26711.)
I has also been noted that Theotokopoulos was in Rome during the same years and thin in
certain paintings he was influenced by Vignola's designs for the fagade of the church of Gesi
(Pavon 1962, 213-215; Trapier 1955, 7579, who has noted the influenee in the Healing of the
Blindmun, in Parma. Trapier, op. cit., figs 4. 5). This fugade was soon imprinted on medallions
issued 1w Cordinal Alessandro Farnese in 1565 and 1575 (Davis 1959, nos 8, Y, pp. 4411, 47).
It should be added here that the ¢hurch of Gesi was also used as u model in Zakynthos (see
below n 390 Pavon notes that Vignols was in Rome at the same time as Domenikos
Theotokopoules, The influence of Vignoli and Vitrevius is also poted by Marias - Bustamante
[ 1, 27, 36-T3, where El Greeo “architeto” is alw examined (op. cit, 17-43), Sce also Puppi
19, 4200 o below . 6,

1972, nos 290 295, pp. 200, 202 (Vasari): Polypovgees 1990, 113-113(C Monbeig-Goguel).

o wo bronge rebiel plaguettes in Cleveland, and o Pieth in Oberlin, which was set ina similar
frame (pax). all works by Moderno (Galeaeso Mondellic?) from Northern Haly, whio wis
working in Rome in L5306 (Wisom [975, nos 33-34: Newbery, Bissaca, Kanter 1990, 34, no, 25),
See also other examples Revaosance plagreites 194, no, 37 (Entombment), 47, 48 and no. 37
{Emombment), 64 and no, Y6 { Enombment, Y7 and no, 36 (Pietia), 63 and no, 68, 73

designed by Theotokopoulos for the church of Santo Domingo in Toledo (Wethey 1962, 1, 67-
B8 very sdvanced indeed and moreover. highly original’). The Altar of Saint Barbara in the
church of Sana Maria Formosa. in Venice (o 1310}, hos been considered o more closely
related model (Wethey 1962, 1, 82-83, 112 and Sochrer 1961, 2021, pl. 33; the author
considers that El Greco introdduced this type of tripartite Altar in the church of Santo
Domingo). See also Marias - Bustamamie 1981, 25 and in general 17-43, 63-64. 8485, Y1, 103,
Martin Gonzdler. 1984, 1131 See also befow n, all.

triangulur pediment. in the Louvre (Lo Chrst g fo colonme 1993, 72, fig. 54). Drawing by Dilrer
for the frame of his painting of the Holy Trinity, after o commission in 1507 (see Hevdenmvk
1963, figs 38 and 39), The frame is in the fom of o tabernacle with arched pediment, that i of
analogous form to the frame of our icon, Nevertheless, an arched frame recurs on a large

1
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fll.

hl.

hl,

h3.
 Comstantoudaki 1975-To, 6] and Constantoudak] 1973, 298-294; “The execution of an icon on

i,

fly,

f7.

"9,

number of tabernacle frames ¢ 150,
Dimakopoulos 1970, 333, 339, pl. 116", fig. 18, Vewetian Monuments of Refymnon 1980, 51, fig.
26, Psilukis 1994, 192193, fig. on 193,

. Zivas 1970, 1031, figs 225, 226, 227, 2249, 231, 230, 240, 243, 244,
. Futourou-Hesvehukis 19582, pls 21-22, 29, 30, 33, 36, 39, Dimakopoulos 1971, 20M1, and 1972,

Elis

. In the church of the Skopiotissa, which was completed in 1638, influenece of Sebastiuno Serlio,

see Myloma 1984, 102(F. figs, 3. 6. pL. 7. In the church of the Hagia Triady in Chora influence
from Vignola's fagade of the church of Gesi, Zivas 1970, 111 figs 84, 186, 187,

The books on architecture in his library. which were examined by Marias - Bustamente 1982,
48T wre recorded as follows: Sebastiano Serlio, laliun edition of 1360 (op. ¢t 0k Vignolu,
1562 edition (op. cit.. 49); Palladio, Ediio princepy. 1570 (op. ¢it.. 49) Vitruvius with commentary
by Daniele Barbaro, 1356 edition {op. eit.. S0IL, 36:73). The first editions of Sehastiano Serlio,
before their widespread reprints in 1584 and 1619, in Veniee. il ualready been published in thit
city in 1557, 1359 and 1561 or 1578, while the first edition with engruvings had circulated in Lyon
in 1551, On the editions of Serfiv see Brunet 1860 [1966), V, cols 30d-303, Sebastino Serlio
designed 3 similar comice with mouldings 10 that on the icon of the Passion of Christ., after the
prototype by Vitruvius (Schastiano Serlio, third book, vol. L 1978, fig. on 103, no. G
frontispieces within a broken-arched frame are encountered in the fowrth and seventh books by
Serdio (op. cit. vols 1. 1L 1978): 0 design for a door from the fourth book is of analogous form
(. <it., vol, 1. 1978, 158, 16Y). For the circulation in Crete of the earlier editions of Serfio with
wool-cuts see pertinent observalions by Fatourou-Hesychakis 1982, 117, and mainly 126, 127,
132-133, 136, On Theotokopoulos's architectural interests see Martin Gonzalez 1958 Muorias -
Bustamante 1981, o, 27: Martin Gongzilez 1983, 125, 130, 131, 132, For Theotokopouloss library
see abso below n, T2,

Dimensions 77 x 55 em, Madrid, private collection, see £ Grece of Toledn 1982, no. 5, 181, pl
33, The Holy Mandylion was original placed below the Huly Trinity and above the Assumption
of the Virgin. see reconstruction of the altar in Ef Greeo of Tedeehs 1982, LROIL, fgs T4-80
{ Alfonso G. Pérer Sanchezl. On the iconography see ubove . 24, On Cretan jeons with an
integral wooden frme see ivon frame Cat.no, 72nn. 1112

Chatzidakis 1962, no. Y5, 115, pl. 54. For oval ieons from the Tonian lslands see Cat. no. 44, n.
I: see also Cat, po, 72,

Constantoudaki 197576, 37-71 and Constantoudaki 1975, 294-206, Panayotakis 1986, 19-27.

b eold ground (guadeo - domto) is o traditional trait of Byzuntine painting”. Punnyotakis 1956,
4 *u painting of his with gold ground (quadro . dorato) representing the Passion of Christ’,
* s charucterization s o simple quadro does not seem to indicate that it was » pailing o
unustally lirge dimensions (Panuyotakis 1956, 23),

Constuntoutaki 1975-Th. 61 pnd Constamoudaki 1975, 299: *it is possible that this succinet tithe
implies the elimax of his Passion, the Crucifivion’. Panuvotakis 1956, 19-20: "t represented the
wssion of Christ, that is in all probability the Crucifixion”.

Constumtoudaki-Kitromilides 1995, 97; “that is probubly the “Man of Sorrows” rather than the
Crucifixion”. See ulso Baliovanni 1993, 95, who proposes the identification of the ieon with the
Mun of Sortows, on a I6th-century talo-Cretan icon in a compusite frame of sansoving ype.
in Putmos. (The frame of this icon is included in Grimm 1975, 78, fig. 126, who considers it the
work of o Venetian province and dates it to the 17th century. See also three other examples of
the same type. the closest heing the frame in the Pollak Collection. London (op. il fig. 125).
See also Grimm 1U81, no, 120, fig. 122,

_Constantoudaki 1973, 377, “quadri, the use of the term by syneedoche o denote paintings and

especially fcons was ... common’, Constantoudaki 1978, 208-300: “quadro, cadro, xadgo.
wilinhi’

For icons of the Man of Sorrows with half-length Ggure of the dead Christ sec Chanzidakis
1074, 184-185, pls 14" 2, 3. IE" 1. 2 Chatzidakis (1977) 1985, 58-89, no. 30, pl. 101, The angels
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are wsually shown on a very small scale, seee.g. Teafouriss Man of Sorrows, in Vienna, und an
icon in a private collection in London (Chatzddakis - Babié 1982, 322-323: Th. Chatzidakis
W82, o, 82 Frwn Bezantiem fo B Greve 18T, no, 61 ), See also eons of the Mun of Sorrows
with Christ upright and fronial, in Cypruss from the church of Hagios Loukas in Nicosia
{dimensions 83 x 40 ¢m). 15th century (1), Papageorghion 1991, fg. 7L 1S from the Panagia
church, Palajochori (dimensions 99 £ 67 cm) by the painter Philippos {op. cit, TS, fig, 703
from the church of the Chryseleousa at Strowvolo (op. cit., 1135),

The value of the work was estimated by two painters: the well-knowa painter Georgios
Klomzas and the otherwise unknown priest Yunnis De Frossego, ot 70 and 80 ducats
respectively. and it was sold lor 70 ducats. See relevant comments on the high price, which
equalled that of a painting by Timtoretto in Constantoudaki 1975-70, 39, 62, Constuntouduki
1975, 296, 300, and Panavotakis 1986, 19-20, 23,

. Pamavotakis 1986, 25,
Tx
(AR
T4,
- In i communication presented wi the VI Enternational Congress of Cretan Studies 124

Pamayotakis (Y74, 23201
Panoyotnkis 1908, 33F and Panayotakis 1985, 176,
Punnvotnkis 1t%s, 3307,

19960 M. Hesyehakis mentioned that 30 titles of hooks in Antonios” Kallergis's librury
coincided with these in Theotokopoules™s library in Spain und considers the relationship
between Theotokopoulos and the Antoenios Kallergis Gamily obwioos, K. Fatourou-Hesvehakis
painted oul the same relationship in her communication. See Hesyehakis 1996 and Fmourou-
Hesyehakis [,

Chatzidakis 1965, 4TI, fig. 16 on 50, Konomos 1967, fig 4. Rigopoulos 1994, 51-33, no, 21,

| visited the unpublished churches in August 199, thanks w the hospitality of the head of the
6th Ephorate of Byaantine Antiguities Myro CGeorgopoulow, the director of the Zakymthos
Museum Zoe Mylona and the archacologist Katerinn Demeri. Rigopoulos gathered together
the examples in u coneise publication. Rigopoulos 1994, 35, no, 24 with previous hibliogrphy.
For the iconostasis in Hagin Marina at Fava see Konomos 1964, G on 115 and Zivas 1970, fig.
191, On the churches sce Konomes (964, 113-113, 134, '

. For Adamantiou’s Report see Introduction, 47, Hagios Konstantines at Kiped: ‘in the prothesis

the Descent from the Cross, Christ upheld by angels’ [ Konomoes 1963 108). Hagios Spyridon
Flambouriaris: “in the prothesis Christ being wken down from the cross by very graceful
angel holding the Suviour from the armpits with both hands” (op. cit. 111 Zoodochos Pigi:
The Descent from the Cross. An angel holding Christ from the armpits” (op. cit, 116),
Estaviomenos church: “Angel holding Chirt jop, cit.. 1I6) Church of the Hagjo
Tessarakonta: “on the Roval Door Christ and an angel” (op. cit. 17). The feon in Hagla
Adkaterini wou Cirvpari is mentioned by Pelekasis, T Mo 19200 no., 632, 2232 on the Roval
Do is depicted o strnge, italicizing Deseent Trom the Cross’, and by Konomos 1964, 115
119: “daoars: amgel holding the Lord',

I wish to thank Katerina Demeti, archaeologist in the Zakynthos Museum. who investigated
this in the Museum storerooms,

Konomos 1904, fig. on 131,

- Rontovantis 1974, 306 for the one and only thme in Lefkadi’, figs 90, 41,

Konomoes 1964, 14-15. Zois 1963, 254, For the painter see also Cat, no, 46, n. 16, Cal no. 47,
Cal. ne, 48, 36007,

. See Car, o 48, 30001, where the copies by Nikolnos Kallergis are discussed, See also

Introduction, 449, 54,

. For Antonios Kallergis's librry see Panayotakis 1968, 34, os well s above n. 75.
. Michael Agapitos was also o Classicist, o theologian and a collector of valuable codices, s

mentioned in his will of 1702, Among the icons e brought o Zakynthes were Angeloss Christ
Pantoctator and Michue! Damiskenos™s Saint John the Buptist, Konomos 1968, 1314, The
possibility that other familics {Luea Miani, Georgios Sideros) brought jcons by Domenikos
Theotokopoulos from Crete 1o Zakynthos is discussed in the Introduction, 54-55.
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Sb, Panayotakis 1963, 47,

87, Now in the Zokynthos Muscom, unpublished. Konomes 1964, 15,

88, For the representitions of Saint Veronica that Greeo painted in Spain sce Wethey 1962, 11
|45 149, nos 6AL T0, TH 282, 283, 284, fies 68, 64, 71, 71, The origin of the theme is found in o
wipiveh in the Laven Monastery on Mount Athos, presented at the VIIT International
Congress of Cretan Studies by Efthymios Tsigaridas and dated c. 1500 (Tsigaridas 1996, 241,
The subjeet is known in engravings by Direr (The Mlsirared Bartseh 10, 1, 1950, 133, no, 38
(120) and 10, 2. 1981, 295); see also a copy by Marcantomio Raimondi (Tie Musiaied Bartseh
3T (14, 1978, w, 66, 1 2920, us well as by other earlier German painters. such as Shongouer
{1445- 14500 (Thee Mleeserared Baresely 8. 1980, 272 no. 66 (1Y) 11 has heen noted that
Theotokopuulos used other engravings by Shongauer, see Xydis 1995, 145, fig. 1. The angels
pose and the way in which he holds the Mandylion on the beni door of the ieonostosis in
Zakynthos is closer 1o Theotokopoulos's works than any other model.

59, 1n the Lamentation the pose of the dead Christ is the same, as are the propurtions of his body,

und s is the pose of the Virgin behind him (Charalambidis 1975, fie. 21). In the Descent from

the Cross. apart from the dead Christ, the faces and expressions of the laieral figures are
simila, a5 are the dingonal axes of the composition (Lydakis 1977, 16l figs 5. 6. Rt

L4964, fig, on 112, See also Lydakis: 1976, 37, fig, 30),

Konomos 1964, fig. on 138, Charalambidis 1975, fg. 24, Lydakis 1976, 3%, fig. 32

For the presence of Theotokopoulos's early jcons on Zakynthos and their influence on local

painting see Introduetion. 47-35 und Cat, nos 48 and T1. In Spain. during the years when E

Girecn was s obscure painter, his work was admired by the great painters Velasquez and

Ciowa, while his rediscovery and re-cvaluation during the 19th century was started by artists

.

and erities. | nm st grateful 10 José Alvarez-Lopera for the relevant discussion 1 hiud with
him. For this subject see Alvarez-Lopera 1987, and Brown 1952 and 1984, 2T, See also
Foundouluki 1995, ST,
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138, Saint Andrew, art of Michae!
Damaskenos, ¢. 15370, Cat. no. IS,
Benaki Museum,

18
SAINT ANDREW

Benaki Museum, inv. no. 3722
293x26.2x25cm

Art of Michael Damaskenos, circa 1570

‘Head and part of the chest of the apostle, in frontal pose, with high gold cross on the left
shoulder. He wears a pale red chiton with roseate highlights and a few white flecks, over
which is a green himation with yellow highlights and dark green shadows. The shadows of
the face are brown — the colour of the foundation — highlighted in rose with a very few
white flecks. A fine red line just below the eves and nostrils, and red lips. The hair and
beard are painted on the foundation with fine grey, white and brown brushstrokes, The
ground is gold. An inscription in red capitals: © A(THIC ANAPEAC,

The thin, clongated. finely worked cross, the schematic rendering of the wavy hair, the
facial features with close-set eves, narrow forehead and broad cheeks, are all
characteristic of the saint. The modelling of the face is vaguely Byzantineg, though softer
and more natural, while in the folds of the garments the rhythmical principle of
Byzantine drapery has been abandoned for a more naturalistic effect.

The technigue of the icon is excellent. The colours are preserved fresh and bright, as if
still wet, and this lovely work overall gives the impression of having been executed in
splendid and luxurious materials.

Saint Andrew, as he is now, is the remnant of a larger icon which will have presented him
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15, SAINT ANDREW

139 The head of Saint Andrew, Detil
af an icon with the bists of the wehve
apastles, art of Michae! Damaskenos,
secartd falf of 17Tth century. Pmvlos
Canellopenlos Collection, Athens,

full-bodied. The painted surface below had been destroved before it arrived in the hands
of the collector, who was obliged to cut it off. The thick panel has cracked in the lower
part from top to bottom, but has been skilfully joined. The gesso is on linen. The gold
ground is effaced in only a few places, The outlines are incised.’ Manolis Chatzidukis,
I35,

he figure of the fromal apostle with white hair crowning the face,
dishevelled with straggling wispy ends as in Saint John the Baptist, and a
long white beard is represented in the usual iconography established for
him in Byzantine and Postbyzantine painting:' whether in bust or full-bodied, the
saint holds a closed scroll or, more often, a cross with long handle. The colours of
the garments are as a rule red-rose for the chiton. green for the himation.
Saint Andrew is represented standing, frontal and without cross in the sixteenth-
century icon in the Temple Gallery, London.” He appears in bust to the waist,



18. SAINT ANDREW

231

withoul cross, in the icon from the Great Deesis by Theophanis in the Monastery
of Stavronikita,” as well as in a seventeenth-century icon in Ravenna® and an icon
in the Ekonomopoulos Collection.® He is portrayed standing in three-quarter
pose, with similar facial features and in a green himation, in the Deesis by loannis
Apakas, around 1600, in Patmos."

These specific traits of the apostle’s face and garments are encountered in two
icons that are securely attributed to Michael Damaskenos or his milieu, and come
from the known series with the Great Deesis from the Hypapanti church” and the
church of the Taxiarchis, at Kampiello in Corfu.® In the icon from the Great
Deesis in the Hypapanti church the saint is painted frontal, his body slightly
turned, holding a cross with long handle, as in our icon, while in that in the church
of the Taxiarchis he holds a closed scroll. In these icons the saint’s face, modelled
with greater plasticity, bears an anxious expression: in our icon the overall softer
and calmer rendering is more reminiscent of figures of other apostles from the
same series, such as the frontal Matthew or Luke.” Their faces have the same

140, The head af Saie Andrew, detail
af fean Cal. no. 18,
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fleshy nose, deep shadows under the eyes and on the cheeks, soft modelling in
rose on the deep brown foundation and brilliant white highlights on the
prominent planes as in our icon. Furthermore, the colour tones and the
combinations of reddish rose with deep green on the fabrics of Saint Mark's
garments' correspond to those in our icon.

Our icon’s affinity with the oewvre of Damaskenos is also apparent if it is
compared with the bust of Saint Andrew in the small icon with the Twelve
Apostles, in the Canellopoulos Collection (Figs 139, 140), which is confidently
attributed to his workshop."" Despite the minor differences, since the apostle’s
forchead is narrower in our icon and the hair and beard seem to be more simply
drawn with white lines — they have perhaps suffered some damage during
cleaning —, an analogous quality is easily ascertained in the colour and drawing,
as well as in the modelling of the flesh with the peculiar highlights on the broad
plane of the cheek near the nose, forming a rhomboid finial which intrudes into
the other round, prominent. highlighted plane on the cheekbone.

Above all, however, the workmanship of Damaskenos is recognizable in our icon
in his unique personal style, evident in the sweep of the brushstroke. firm vet fluid
in places, as well as in the quality of the colour which shimmers in the light. All
bespeak the hand of the great sixteenth-century master: the rose on the chiton
that seems to glimmer with the translucent white highlights and the green on the
himation with the discreet gold-green highlights; as well as the maodelling of the
flesh with the smooth volumes and gentle transitions on the deep brown
foundation, with brushstrokes that pale into rose and white.

The original dimensions of our icon are not known. If it represented a full-bodied
standing saint, as is assumed from Chatzidakis's description (19435), then it does
not belong to a series of the Great Deesis. like the above icons in Corfu. but to
another class of icons by Michael Damaskenos with standing frontal saints, such
as his Saint Anthony in the Municipal Cemetery, Corfu,"*

Saint Andrew not only features in icons of the Great Deesis but also in a splendid,
signed icon by Damaskenos, with his Crucifixion upside down, in the Byzantine
Museum.'* In a small, possibly seventeenth-century, icon in Ravenna, Saint
Andrew is represented standing, frontal, holding a long-handled cross and an
unfurled scroll, in a scene of martyrdom, while he oceurs in different types in
seventeenth- and eighteenth-century icons in Cephalonia.'

Conpimon Very good,
BinLiotrariy BCH LXVIIL-LXIX ( 1944-45), 424,

NoTES

I Hermeneia 1909, 151, “an old man with curly hair, forked beard, holding a cross and a rolled
seroll’.

2. Temple Gallery 1974, no. 9, 43, col. photo on p. 25; the icon has been transferred 10 a new
panel and is dated to the second half of the 15th century.
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Chatzidakis 1969-70, fig. 63.

Baltovanni 1986, 38, pl. 46.

Inv, no, 4478 (38 x 28.2 cm); feone o Ravenna 1979, no. 159, %6, col. pl. on p. 101,
Chatzidakis (1977) 1985, 118-119, pl. 70,

It belongs 1o the circle of Damaskenos, Vocotopoulos 1990, no. 49, 72-73, figs 165-166 (62 x
45 cm).

The icon is now in a private collection, The serics is certainly attributed 1o Damaskenos,
Vocolopoulos 1990, 35, fig. 1360,

Vocolopoulos 1985, 393, 395.396, fig. 13, Vocotopoulos 1990, no, 33, figs 143, 146
Vocotopoulos 1990, no. 34, 58, fig. 37.

See above Cat, no, 13, n. 5.

Vocotopoulos 1990, no. 24, figs 124-126,

I, o, T, 2020 (49 x 40 em), Treasures of Orthedary 1994, no, 5, 188-189 (Chr. Baltovinni).

o Inv noo 4482, (24 x 23 em). Jeone di Ravenna 1979, 99, 15th century, and Gelis 1986, figs on

pp. 5, 15, 125,




141 Head of the Virgin, c. 1600,
Cat. no. 19,

19
HEAD OF THE VIRGIN

45x34.7x 1.7 cm

Cirea 1600

he head of the Virgin is depicted to just below the neck. turned in three-

quarter pose and bowed slightly, She wears a deep red maphorion with

gold border band and a deep blue dress with similar band round the neck.
The headband is the same dark blue. The flesh is modelled in brownish tones
forming dark shadows surrounding the face around the mouth, down the nose and
on the eyelids. The cheeks, the forehead, the bridge and axis of the nose. and the
chin are emphasized by a small plane of tiny. fine parallel white lines. The facial
features are defined by firm brushstrokes with great precision, revealing the hand of
a most accomplished painter.
The Head is projected against the gold ground of the icon, leaving a thin gold
border at the sides and below as a frame. On the gold band bottom right are traces
of the letters: XEIP EMANOY. If the signature is genuine., which is equivocal, the
name could be Emmanuel.
The icon with the Head of the Virgin presumably belongs to a composition of
Deesis, with Christ as the central figure,' a subject established by Emmanuel
Lambardos.” There are analogous icons with the Head of the Virgin in the
Byzantine Museum, Athens (no T. 156), in a private collection in London and in the
Greek Institute, Venice,” while one of the best examples is in Padua.*
Our icon, with its flawless technique, probably comes from the same workshop as
those in the Byzantine Museum and the London collection, and also dates from the
same period. around 1600,

Conormos Very good with stight damage to the red band in the lower section, where traces of the
letters of some inseription are visible,

Biuiocrary Unpublished,

NOTES

1. Cf. Cat, no. 21, 298,

2. Two painters of this name are known, mentioned 1587-1631 and 1632-1644, see Kazanaki-
Lappa 1981, 216-217, nos 36-37; Vocotopoulos 1990, 75, 148: N, Chatzidakis 1993, 176,

3. Th. Chatzidakis 1982, no, 30, Chatzidakis 1962, 112, no. 89,

4. M, Charzidakls 1993, 30-31, no. 2; the catalogue entry was writtien before conservation of the
icon for exhibition in the Museo Correr, Venice: after conservition my proposed date should
be shifted 1o a much later period and the icon most probably attributed to Emmanuel
Lambarclis,
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F42 Clirist Gireat High Priesi, e 1600,
Cat, no. 19,

20
CHRIST GREAT HIGH PRIEST

2B85x23x1.7cm

Circa 1610

hrist is depicted to the waist, frontal, in the vestments of the High Priest,

He blesses with his right hand, while holding an open gospel book with

his left; from the surviving letters there was evidently an inscription on
the left page: ‘My kingdom is not of this world” (John 18:36) and on the right:
Take, eat; this is my body ... which is broken for many for the remission of sins’
(Matthew 26:26). Next to Christ’s right shoulder are traces of an inscription in
red capitals: BACIAEYC TQN BACIAEYONTON (King af Kings) and next to his
left, traces of another inscription: KAl MEFAC APXIEPEYC (and Great High
Priest).
Christ’s rose sticharion is embellished with bejewelled maniples. His blue sakkos
has a gold border band, studded with precious stones. The paler blue omophorion,
with white illumined planes, is decorated with gold crosses. On the head is a
semicircular ochre mitre also encrusted with gems. The waist-length representation
of Christ most probably derives from the full-bodied figure of Christ enthroned. in
similar dress and pose. on an icon by Michael Damaskenos in Corfi,!
The earliest and most significant prototype of Christ Great High Priest in half-
figure appears on the despotic icon in Patmos, which Chatzidakis attributes to the
workshop of Andreas Ritzos.” Another important example is an icon from the
same workshop in the Gonia Monastery, Crete.’ The same iconographic type of
Christ was reproduced by great painters of the sixteenth and seventeenth
centuries, such as Emmanuel Lambardos* and Ieremias Palladas in an icon akin
to ours, now in Russia,” while the type is disseminated in a large number of
Cretan icons.” The theme's origin in more complex representations of the
Palacologan era, known from examples in Lesnovo and the Perivieptos at
Mystras, has been noted in all the related studies.”
The Velimezis icon is painted in radiant colours with harmonious combinations of
blue and pale rose on the sacerdotal vestments, the outlines are firm and the flesh
is modelled with tiny parallel white highlights on the dark brown foundation. For



L%
o

".
L

L =]

f

-




20, CHRIST GREAT HIGH PRIEST

13, Cheist Grear High Priesi, ¢, 1600,
Cat, o, 20, detail,

these reasons it is assigned to a milicu of conservative early-seventeenth century

painters, such as Emmanuel Lambardos and leremias Palladas, who cleave
faithfully to the tradition of the fifteenth-century Cretan masters.

Coxpirion Quite good.

BisLiocrariy Unpublished.

MoTES

L.
. Chatzidakis (1977) 1985, no. 13, 66-67, pls 19, 83,

. Meoms frame the Prefecore of Chania, 1975, no. 7, fig. 34,

. Vocotopoulos 1990, nos 50, 67, pp. 7h, 97-98, figs 169, 177; the last icon was formerly antributed

A las B

Vocotopoulos 1990, no, 22, 44-45, fig. 23,

1o Emmanug! Teanes.

. feons of Cresan Art 1993 no. 57, 412 (1. Kyelasova),
fi,

Xyngopoulos 1936, no, 19, 33, pl. 15B. Chatzidakis (1977) 1985, no. 102, 139-142, pls 152-153.
Sothely's 1988, nos 413, 414, ant of Emmanuel Lambardos; see also Vocotopoulos 1990, 76,

o Chazidakis (1977) 1985, 6b-67, Papamastorakis 1994, 67-Th.
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144. Head of Christ, ¢, 1600,
Car, no, 21,

21
HEAD OF CHRIST

145x 11.5x 1 em
Circa 1600

very small icon depicting only the head of Christ to just below the neck,

frontal. Of his vestments the purple chiton and dark blue himation are

visible. The hair falls behind asymmetrically from a central parting, in
parallel wavy lines. The facial features are described with precision in tiny
brushstrokes and the modelling of the flesh is carefully executed. On the crossed
halo in red letters the inscription: O WN (The Being). Top left, traces of the
inscription: IC,
The origin of the iconography of only the head of Christ, as well as of other single
saints, can be traced back to much earlier examples in the Byzantine period. On a
late twelfth-century icon at Tver' the Head of Christ is rendered with stylistic traits
of contemporary Byzantine icons, such as the Virgin Hodegetria on the double-
sided icon in Kastoria. On a thirteenth-century icon in Sinai,’ the Head of Saint
George is painted in a comparable manner, except that the saint turns sideways,
obviously because he formed part of a Deesis group. Our icon reproduces the
established iconography encountered in a large number of sixteenth- and
seventeenth-century icons. In all probability the type was diffused with the icons by
Emmanuel Lambardos, an example of which can be seen on the painted iconostasis
in the icon of Saint Menas, in the Greek Institute, Venice.” The icon of the Head of
Christ is usually accompanied by icons of similar type with the Head of the Virgin
and of Saint John the Baptist in a composition of Deesis.* An icon by Emmanuel
Lambardos in the Byzantine Museum (no. T. 2103) represents the Head of Christ
in the type of the Pantocrator, while there are similar icons in the Benaki Muscum,’
Russia® and collections in Britain:” of excellent technique, most of them are
attributed to Emmanuel Lambardos and dated around 1600: the type was used later
by Emmanuel Tzanes in an icon in the Historical Museum, Crete.® Our small icon
follows these models and probably dates to the same period.

Conpimon Very good, although the colours are faded and the gold dull.
Binviocrariy Unpublished.

NOTES

. Smirnova 19594, 2499-302, pl. 170,

. Simai 1990, 116, fig. 57,

. Chatzidakis 1962, 83, no. 54, pl. 43,

. See N. Chatzidakis 1993, 176, no, 43 and Cat, no. 19, 234,

- Xyngopoulos 1936, no, 17, 32, pl. 14,

. Post-Byzantine Painting 1995, no. 14,

» Setheby's 1988, no. 413 (30 x 24.5 em) and no. 414 (28 x 22 cm),
» deans of Cretan Ar 1993, no. 171, 524-525 (M. Borboudakis),
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145, Saint Anthony, c. 1600,
Cat. no. 22,

22
SAINT ANTHONY

15x102x1cm

Circa 1600

aint Anthony is portrayed to the waist, frontal, in the usual monk’s garb of

a brown habit and a blue cowl. He has a long wavy beard and small eyes

with brown shadows, gazing askance. In both hands he holds an upon
scroll bearing the inscription in black capitals: HAON EFO TAC TATIAAC TOY
AIABOAQY. (I saw the devil's traps). The figure is projected against the light blue
ground and the halo painted in two different shades of ochre. A red-lettered
inscription right and left of the saint’s head: O ANIO)IC ANTONIOC, The
austerity of the colours, from which gold is excluded entirely, is in keeping with
the simplicity of the treatment of the drapery, with carefully applied straight or
curved black brushstrokes. framed by others in white.
Saint Anthony is one of the most popular saints in Cretan icon-painting; his figure
is encountered in a series of icons from excellent workshops, of the late
fourteenth century in Corfu, of the fifteenth century in the Byzantine Museum
and elsewhere.' Likewise well known are his representations on works by great
painters. He is presented full-bodied in the icon by Andreas Pavias, in the
Charokopos Collection, Cephalonia, and on the border of Andreas Ritzos's icon
in Tokyo,” and in bust on the border of the Virgin enthroned, in the Benaki
Museum,” from the workshop of Andreas Ritzos, and in the icon by Michael
Damaskenos, in the Byzantine Museum.*
Of these icons those with the same iconography as ours, with the saint holding in
both hands an open seroll with inscription, are the fourteenth-century icon in
Corfu, where he is full-bodied, the border of the Benaki Museum icon, with the
same text, and the icon by Damaskenos in the Byzantine Muscum, where he is
depicted to the waist. A few more examples should be added to these, namely
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22, SAINT ANTHONY

16, Seint Anchony, c. 1500, Lichadev
Collection, Hermitage, Saint Petershurg

small icons of the saint to the waist, with the same iconography, which are much
closer to the type of our icon. On an early fifteenth-century icon in London’ only
the text of the inscription differs, and on an icon in the Lichadev Collection in the
Hermitage, around 1500." the text is the same as on the London icon and the cow
is a different colour, white with black horizontal stripes. On an icon in the
Historical Museum, Moscow, the text of the scroll is identical.” Lastly, an carly
seventeenth-century icon in the Pinacoteca Nazionale, Bologna® not only
presents the same iconography and the same text in the inscription. but also the
same blue-green colour of the ground.

Thus the painter of our icon follows an iconography of fifteenth-century Cretan
icons which was also widely diffused in the next century. However, the style lacks
the precise drawing of the Cretan works, while the guality of the materials belies
# humble workshop in which gold was not available, Nevertheless, this very small
icon displays a notable sensitivity in the transitions from illumined to shaded

planes on the face, the symmetrical arrangement of the drapery on the habit and
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the geometric white highlights at the edges, qualities that bespeak the use of some
good Cretan model. The painting of the halo in two shades of ochre offers a clue
10 the location of the workshop, since this is quite commonplace in much earlier
works from Northern Greece, such as the fourteenth-century icon of Christ
Wisdom of God from the church of Hagia Sophia, Thessaloniki.” The blue-green
ground is known in a few icons of Saint Anthony by Cretan painters already from
the fifteenth century” but is more frequent in icons of single saints from
Mainland workshops of the sixteenth-seventeenth century, such as those of Saint
Spyridon and Saint Nicholas in the Ekonomopoulos Collection. ™

The painter of our icon transfers quite satisfactorily a good Cretan model 1o a
small surface. with great diligence and few means. The conservatism of the model
and the conscientiousness of the painter make a more exact dating difficult, but it
should not be later than the period around 1600,

Coxpirios Manolis Chatzidakis, 1945 “lcon painted directly on a thin panel, withoul gesso
preparation, In good condition; incised outlines, On the back, i red cross.”

The icon has not been cleaned or conserved. Paimed surface in good condition with slight Making
om the bridge of the nose,

BisLioarariy Unpublished.

NGTES

1. Vocotopoulos 1990, no. 2, 3, figs 2, 66 with other examples, no. 24, 47-48 with additional

examples, figs 24, 124-126. Chatzidakis 1974, 337, fig, 20; see also Byzantine Muscum icon no,

T. 176, Treasunes of Orthadoy 1994, no. 7, 191-192 (Chr, Baltovanni).

N Chatzidakis 1983, no. 19, 30-31. Chatzidakis (1977) 1985, pl. 201

N, Chatzidokis 1983, no. 18, 29-30.

Treasures of Orthodeny 1994, no. 7. 191192 (Chr. Baltyanni),

Sathieln's 1987, no. 360 (col. phot), cocn 1K) (245 5 16,5 cm),

i, Lichacev 1906, no. 110, pl LXXTL feons of Cretan A 1993, no, 13, 348-349 (Y. Piatnitsky)
{298 x 234 ¢m).

T, feoms of Cretan At 1993, no. 35, 397-398,

8. No. 216, Angiolini-Martinelli 1984, no, 13, 81, {ig. on p. 80 (25 % 195 cm).

9 From Bvzamrium o El Greeo 1987, no, 200 85, 159160 (N, Chatzidakis), with relevant

examples; see abso no. 27, 93, 163 (M. Chatzidakis). For the icons in Kastoria and Veroia see

recently Tsigaridas 1995,

See icon of the Crucifixion, in Corfu, above 148149 n. 40; see also Car. no. 13, 149, nn. 41-43.

with relited biblingraphy.

11, Baltoyanni 1986, no. 44, 43, pl. 41 (25 x 18.3 cm), no. 74, 56, pl. 34,

e

10,




147, Trptyeh with Deesis and saings,
early 1 7th century, Cat. no, 23,

23
TRIPTYCH: DEESIS AND SAINTS

32.5 x 46,4 x 1.5 em. Closed: 325 x 23 cm

Early 17th century

n the central panel, on an ochre ground, is a scene of Deesis below a

plain woodearved arch that forms a high archivolt on the roughly

carved, parallelogram entablature adorned with an angel in bust with
open wings. At the centre Christ seated on a throne, holds an open gospel book
and blesses. At the sides the Virgin and Saint John the Baptist in a pose of
intercession. The deep blue of Christ's himation and the Virgin's dress is
embellished with dense gold striations. which are also discernible on the plain
woodcarved throne. John's chiton and deep blue himation are appropriate to his
status as a prophet. On the left wing are two saints in bust: Saint Cosmas above
and Saint Nicholas below. On the right wing, Saint Damian and Saint Charalambos
in corresponding positions.
The scene of the Deesis on the central panel is usual in a large number of
triptychs that were used for private devotions from the sixteenth century onwards,
The iconography of the subject frequently follows Nikolaos Ritzos's icon of the
Deesis, in Sarajevo,' as is the case here. Among the best examples of this kind of
triptych, with the same iconographic type for the central theme, is that in the City
of Athens Museum and another of similar art in the Benaki Museum,
The painting of the triptych is skilled; this is apparent in the faceted treatment of
the drapery and in the finely drawn gold striations variegating Christ’s himation
and the Virgin's dress. The archangel on the face of the arch also has impeccably
drawn open wings with gold striations. The faces with their lively expressions are
painted with dark shadows around the eves and on the cheeks, while the carefully
drawn drapery forms small geometric planes. The artless woodcarving on the
entablature of the triptych as well as the ochre ground point to a workshop in
Central or Northern Greece, while the quality of the painting bespeaks a good
iconographer active in mainland Greece in the early seventeenth century.

Connmon Quite good with slight damage 10 the painted surface and the left section of the
entablature of the middle puncl,

BisLioGrariy Unpublished,
NOTES

I. Chatzidakis (1977) 1985, pl. 202,
2. From Byzantium to EI Greco 1987, no, 69, 138, 195. Xyngopoulos 1936, no, 53, 76, pl. 39,
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8. Christ from: the epistile of an
iconastasis, 1627/8, Cat. o, 240,

24
EPISTYLE OF AN ICONOSTASIS, IN THREE PIECES

a. Christ, 31.8 x 298 x 3.5 em
b. Saint James, 30 x 27.5 x 3.8 em
c. Saints Luke and Simon, 31.5x 545 x 3.8 ¢m

1627/8

hree integral parts of the epistyle of an iconostasis on a single panel, with

the Great Deesis: only the figures of Christ and three apostles, James,

Luke and Simon, all waist-length, are preserved. Each figure is depicted
beneath a painted arch supported by colonnettes veined in imitation green
marble. In the spandrels a painted floral ornament. The apostles are projected
against a bichrome ground: bright red above and vellow ochre below,
a. Christ is portrayed in frontal pose, clad in a red chiton and a blue himation with
vertical yellow clavus. He blesses with his right hand, palm outwards, while the
gospel book in the left has been completely destroved. Beside him. left, the date
in black .ZPAS (7036 = 1627/8) and part of the hand of the apostle depicted in
the adjacent representation. Christ's halo, with incised outling, is gold with & cross
marked lightly in red, in which the letters O @WN (The Being) are inscribed.
b. Saint James, with thick brown hair and sparse beard, turns left, with his head in
three-quarter pose and the body frontal, like the evangelist Matthew in the
sixteenth-century icon Cat. no. 16. He wears a deep blue chiton with pinkish white
clavus and a deep red himation that falls on the right shoulder and swathes round
the right arm, while his hand points towards the left; the himation also covers the
left part of the body leaving the left hand holding a closed scroll free. On the red
ground in white capitals the inscription: O ANIOC HAKOBOC,
¢. Saint Luke is represented with his head wrned three-quarters left. He has a
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149 Epistvle of an iconostasis in three
pieces: Chriss, Siint James, Saint Like
and Saint Simon, 1627/8, Cat. no. 24a-c.

lean face, short hair with characteristic tonsure. a short beard, and holds a closed

gospel book in both hands. He wears a blue chiton, like James, and a deep red
himation covering only the left arm. On the red ground the inscription in white
capital letters: O AINOC AOYKAC. Next to him is Saint Simon, turned in the
opposite direction, towards the right. He wears a red chiton and a deep blue
himation. In his left hand he holds a closed scroll and with the right points right.
On the gold ground in white letters is the inscription: O ANOC CIMON,

The apostles are represented turned sideways, in different direction. Simon's pose
corresponds to James's and both turn towards the central figure of Christ, So the
likely position of the parts of the epistyle can be reconstructed: at the centre the
figure of Christ, left the part with saints Luke and Simon and right Saint James.
The colours in the icons are clear and bright, in three basic tones: red. blue and
ochre. Blue and red alternate on the garments. The ochre haloes projected
against the red area of the ground harmonize with the ochre used in the lower
section. The flesh is modelled with dense dark brown and off-white brushstrokes,
while pronounced darker brushstrokes define the outlines and the wrinkles on the
forehead, as on the face of Simon.

This technique, with the frugal coloration and particularly the combination of red.
blue and ochre, is characteristic of a large number of icons from Kastoria and
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Veroia. Icons of the same type, from an epistvle on a single piece of wood with
polychrome ground, are not unknown in churches in Macedonia, Kastoria and
Veroia.! The figures of Christ and the saints are also linked stylistically with these
epistyles, since they display analogous schematic rendering of their features.
Strikingly similar is the epistyle in the church of Hagios Viasios at Veroia, circa
1360,% in which the figures of the apostles are painted on a uniform ochre ground
without arcade. Saint James in our icon can be compared with the homonymous
saint on this epistyle, in which he appears in corresponding pose, turned three-
quarters, and with the same facial features. Further, the apostles on an iconostasis
beam, with comparable schematization. occur in an icon in a private collection in
Switzerland.” An epistyle of exactly the same type with figures painted on a red
ground, 1638/9, was presented in a recent paper on icons in the Kastoria region.”
Lastly, analogous schematic rendering is encountered in an icon of four apostles,
in bust, in a private collection in Switzerland, with corresponding bichrome
ground, orangey red above and green below.”

The figure of Christ in a small icon from the church of Prophetis Elias in Veroia,
of a good workshop of an earlier period,” is almost identical to that in our icon,
with greater plasticity in the modelling of the flesh and the drapery. The facial
features are prominent with dark shadows around the eyes and at the beginning
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150, Satnr James from tre epityle of an
feonostasis, Car. no, 24h,

of the beard, The drawing of the fingers is similar and the drapery of the chiton
and the himation arranged in the same way. The same drawing of the charac-
teristics and in particular the blessing hand with the thumb joined to the fourth
finger, is observed in another icon of Christ. dated 1643, from the church of
Hagios Georgios in Veroia.”

Our epistyle’s connection with this region is further confirmed by the ohvious
similarity to certain wall-paintings in the area of Veroia. In Hagios Georgios of
archon Grammatikos the figure of the Gregory Palamas presents the same
characteristics as the figures of the apostles in the Velimezis icon and, moreover,
the letters in the accompanying inscriptions are of the same type, particularly in
the writing of the date which virtually coincides: . ZPAZ (1629).° It may be
assumed that the painter of our epistyle, of 1627, followed a model cxisting in one
of the earlier churches in the region.

Conpimion Part (a) is badly damaged top left and bottom right. where the wood has been
destroyed completely. The colours are preserved in good condition. On part (b) the painting is
damaged in the upper part of the surround and Tow down right on the saint’s hand. The colours
are preserved in good condition, On part (¢) damage to the painting in the middle and left on the
figure of Saint Luke has destroved part of his neck. Minor damage top and bottom near the frame.

BisLiocrarny Unpublished,

NoTes

1. Holy Image, Holy Space 1988, no. 37, 198 (M. Chatzidakis), Papazotos 1995, nos 83-88, pls 184-
189; 15th-century epistyle on a single picee of wood with scenes of the Twelve Great Feasts
below an arcade, from a church in Veroia, Tsigaridas 1995, 303, fig. 4: 15th-century Apostolikn
on a single board with alternating green and ochre ground, from Kastoria,

- Papazotos 1995, nos 48-32, pls 146-150,

- The epistyle was cut in three sections, feomes siivses 1968, nio, 40,

- Kakavas 199, 34,

o deanes suosses T8, oo, 113,
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f Papazotos 1995, 151, fig. 53,
7. Papuzotos 1995, no, 135, pl, 236,
- Papaeotos 1994, 191, pl. 1034,
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I51. Saint Demetrios, detail of an fcon
with six figures of sainis, early 1oth
centiry. Bvzamtine Musetrn, Athens,

152 Saint Provopius, early | 7th century,
Cat, no, 25,

25
SAINT PROCOPIUS

555x37x25¢em

Early 17th century

‘Procopius, a young, unbearded, handsome warrior, is presented standing, frontal, in full
panoply. He wears a short, red, sleeved tunic to mid-thigh length, and a brown cuirass
over it. His dark green cloak is tied on the right shoulder and falls behind it. The legs, in
embroidered leggings, are bound with reddish bands below the knees. His bow hangs
from one shoulder and his shield from the other, while the quiver is fastened on one side
of his waist and the scabbard on the other, At his side hangs a gold cross from a chain
passed over the shoulder. In the right hand he holds an upright spear and in the left the
drawn sword pointing downwards. The ground at thigh level is rose-violet, veined like
marble, which is more clearly visible in the lower part. The remaining ground and the
integral relief frame are embellished with broad leaves and flowers in gilded plaster. The
halo is also in gesso relief, as are the two tablets with the inscription in capitals: © ANOC
APOKCIIOC. Manolis Chatzidakis, 1945,

rocopius is one of the most papular soldier-saints.! He appears in the

wall-paintings in the Protaton,” and the Chilandari Monastery,” where he

is depicted standing, in analogous attire but without the cuirass, and has
the same facial features. His figure in our icon is even more reminiscent of the
soldier-saint in an early fifteenth-century icon of Saint Demetrios, in Belgrade,
who holds a drawn sword pointing downwards in the same manner. Saint
Procopius is portrayed in bust, with similar features. in a late fourteenth-century
icon in Veroia.* He has an analogous relaxed pose and analogous garments in the
wall-paintings by Theophanis in the Monastery of Stavronikita." The lype is
repeated in the wall-paintings of the Philanthropinon Monastery on the Island in
the lake of Toannina and the Varlaam Monastery at Meteora.”
The figure of the soldier-saint in our icon, with the slim legs bound with bands
and standing on a marble floor, recalls the soldier-saints in a ifteenth-century
icon in the Byzantine Muscum (Fig. 151).% An analogous marble floor is also
encountered in a late sixteenth-century icon of Saint John the Theologian in the
Byzantine Museum.”
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133, Saint Pavaskevi, I7th century, Hurez
Monastery Meseum, Wallachia.

154, Saint Procopiny, Car. mo. 25, detil

The saint’s short hair falls behind the ears and the facial features are prominent
and well-drawn on the smooth surface of the flesh. His calm expression, softly
modelled, seems distant from the painting of mainland Greek workshops.

The relief decoration with gold foliate motifs on the ground and frame in our icon,
is a characteristic device of icons in Romania. Numerous icons with analogous relief
vegetal decoration are known from the sixteenth century in the Humor Monastery
and the Suceava region, such as Christ, with a Greek inscription, and Saint Paraskevi
(Fig. 153)." Relief decoration also occurs on an icon of Saint Nicholas, 1643, with
Greek inseription,'! on a seventeenth-century icon of the Virgin with the prophets,?
as well as an icon of Saint Nicholas with a Greek signature of the painter Demetrios
Maoschos, 1722, and an Arabic inscription at the side.” In these works the soft
modelling with the smooth almost rose surface of the flesh, the finely drawn facial
features, the duleet expression and the raised evebrows are the same as in our icon
of Saint Procopius. Furthermore, an illustrated sketch book of the painter Radu
Zugravu, of the second half of the eighteenth century, which includes figures of
standing soldier-saints in similar poses and of comparable bodily proportions, is of
Wallachian provenance.

The Velimezis icon was produced by a competent and technically skilled painter
fully conversant with the art of workshops in Moldavia. The uniform of the
soldier-saint, which is drawn with great precision and attention to detail, as well
as the harmonious colour combinations, reveal acquaintance with models of
Palacologan art on Mount Athos, as well as with works from sixteenth-century
Cretan workshops. The quality of the painting of this icon points rather to an
carly period, probably the beginning of the seventeenth century.

Conprnos Very pood. A vertical erack has not damaged the painting,
BisLiocGrariy Unpublished.

NOTES
Sveaxarinem, col. 808, Hermencia 1904, 157,
Miller 1927, 1, pl. 53.2.
Chilendar 1978, fig. 6.
Chatzidakis - Babid 1982, 142, g, 208,
Papazotos 1995, no., 47, 145,
6. Chatzidakis 1986, fig. 165.
Acheimastou-Potamianou 1983, 99, 1, 879 with other examples, pls 61 and 84,
. Chatzidakis 1909, 68, 77, fig. 48,
Y. Chatzidakis 1969, 39, 73, fig. 14.
1. Voineseu, in Chatzidakis - Babid 1982, 376, figs 394 and 400,
1L, Revmenian feons 1993, no, 9, 55

L ke el B =

12, Teomis suisses 1968, no. 197,
13, Sonhelns’s 1989, no, 413,
14, Voinescu 1978, figs 12, 49,
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1533, Saint Catherine, second quarter
af 17th century, Cat. no. 26,

26
SAINT CATHERINE

Benaki Museum, inv. no. 3726
224x 184 x 2.1 em

Second quarter of 17th century

he young and ‘very beautiful” saint is seated like a princess on a throne with

cushion. She wears a red, gold-embroidered dress with a bejewelled royal

loros in gold and her shoulders are covered by a mantle embroidered with
gold eagles and lined with white ermine. On her head is a crown, while her hair is
gathered into a red, gold-embroidered headdress. She holds a red cross in the left
hand, while leaning on the wooden wheel with the nails of martyrdom, and holding
a palm branch in the right. Beside her, left. is a low lectern embellished with
standing female figures sketched in gold, personifications of the sciences, Upon it is
an open book, below it are other volumes, a compass and an inkwell, and to the
right an astronomer’s globe and books. The figure of the saint is projected against
the gold ground on which there are faint letters in different shades of red, from two
inseriptions presumably of different date: Al KA and i ATIA N. Bottom right, on
gold, a badly written forged signature in black: XEIP FEQPIIOY KAONTZA (Hand
of Georgios Klontzas).
This type of Saint Catherine is diffused in a large number of sixteenth- and
seventeenth-century icons, the most important of which are those by leremias
Palladas, Silvestros Theocharis and Emmanuel Lambardos, which established the
specific iconographic type in seventeenth-century art.’ In iconography our icon is
most closely related to the icon by Emmanuel Lambardos in the Benaki Muscum,
and to that in the Greek Institute, Venice:* the only difference is the absence of the
Crucifix and the related inscription. Stylistically our icon is closer to that of Saint
Catherine by Silvestros Theocharis, in Patmos (1630-1640)." The figure of the saint
is carefully painted with attention to detail but with a simpler rendering of the
decorative motifs. In all probability it was produced in an analogous workshop of
the same period.

Coxpimion The feon bears the forged signature of Georgios Klontzus, Conservation in the Benaki
Museum laboratory. Cleaned by Papavranousi, 1978, Authenticity of the signature examined hy K.
Milanou, 1993,

BIBLIOGRAPHY feans of Cretant Ar 1993, 544 (mentioned by A. Drandaki).

NoTEs

1. For bibliography and other examples se¢ Chatzidakis (1977) 1985, 121, pl. 128, Voeotopoulos
1990, 149, N, Chatzidakis 1993, nos 44 and 46, pp. 178, 182,

2 Jeons of Cretan An 1993, no. 195, 121, 143-144, N, Chatzidakis 1993, no. 44,

3. Chatzidakis (1977) 1985, no, 72, 121, pl. 128,







156, Kaint Demetrios an horseback,
muid- I Tth century, Cai, no 27,

21
SAINT DEMETRIOS ON HORSEBACK

S0x345x2em

Mid-17th century

aint Demetrios is depicted mounted on a red horse turned right; the
galloping steed raises its two forelegs frontally, while turning its head
hackwards. The saint is also turned towards the right with a corresponding
twist of the bady to the front. With the spear held high in his*raised right hand
and steadied by the left he slays Skylovannis, lying on the ground. The corpulent
male figure wearing a turban was repainted rather ineptly — his feet are very
large — in a slightly later period, as was the rocky landscape left. The soldier-saint

-wears a chased gold cuirass and a deep blue cloak that billows out to the right

behind his head. In the background left, behind the rocky mountain the well-
drawn buildings of the city of Thessaloniki appear, among them a large, domed
church and an edifice with elevated minaret. There is lavish punched, foliate
decoration on the gold ground. The painting follows a skilfully incised preparatory
drawing on the gesso, which is clearly distinguishable in the infrared photograph
(Fig. 157).

The facial features, modelled with tiny brushstrokes and few highlights, the
intricate decoration of the cuirass and the punched ground are of careful
workmanship (Fig. 158). The counterpoise of the movements, the attitude of the
soldier-saint and the galloping horse with raised forelegs, are borrowed from a
model by Georgios Klontzas with Saint George slaying the dragon, in the Benaki
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157 Saint Demetrios on horseback,
detail af icon Cat. no. 27 {infrared
Phtagraph ).

Museum." Minor differences are observed in the position of the horse'’s head,
which faces forwards, and the saint’s head, which is turned behind. The type is
widely disseminated in a large number of icons for both soldier-saints, It was used
by Michael Damaskenos in an icon in Corfu, and later by Silvestros Theocharis
in an icon after a reversed anthivolon (working drawing).” Particularly popular
during the second half of the seventeenth century, it is encountered in icons of
Saint George by Emmanuel Tzanes, in the Benaki Museum (Fig. 159). in the
Byzantine Museum and with a minor variation in an icon of Saint Demetrios in
the Loverdos Colleetion, also in the Byzantine Museum,' as well as in icons by
Theodoros Poulakis, in Corfu.® Tzanes's type of Saint George is encountered

158, Saint Demetrios, Cat. no, 27, detail exactly the same in small icons in Moscow and in a collection in London,® in
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27, SAINT DEMETRIOS ON HORSEBACK

159 Emmane! Tzanes, Saint CGeorge,
secord fradf of 17t censury. Benaks
Mireserem,

which the pose of the horse and the saint is repeated with just a slight deviation in
the position of the latter’s head, which usually gazes straight ahead rather than
downwards. The rendering of the rocky landscape is the same too, while there is
analogy in the buildings with domes and minarets in the city depicted in the
background.

Noteworthy among the icons of this type are two of Saint Demetrios, in
Cephalonia; one in the Hypapanti church, of the Gerakis family,” in which the
horse stands still but Skyvloyannis lies on the ground, his costume and features as
in our icon; the other, in Hagios Nikolaos stous Soularous.” in which the poses of
the equestrian saint and Skyloyannis are the same as in our icon.”

The soft modelling of the flesh in our icon, with smooth planes and a few small
white highlights on the prominent parts, recalls that by Silvestros Theocharis in
Corfu. Comparable similarities with Theocharis's art are ascertained in the

meticulous decoration of the saint’s cuirass and in the drawing of the buildings in
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the city. Lastly, the punched vegetal decoration on the gold ground, imitating
ornaments encountered in fifteenth- and early sixteenth-century Italo-Cretan
icons," links our icon with earlier traditions. In the light of the above
ohservations, the icon could be ascribed to a painter associated with the workshop
of Silvestros Theocharis and dated to the mid-seventeenth century. Skyloyannis
and the rocky landscape were painted in a later period, perhaps in the cighteenth
century,

Conoroos Damage on the gold ground and overpainting low down on the figure of Skyloyannis,
which was not removed in the recent conservation,

Binuiocrary Unpublished,

Mo

1. Tregsorey of Orthodoe 1994, no, 62, 240-242 (AL Drandaki).

2 Vocotopoulos 1990, no, 26, 50-51, figs 249, 30,

3. Vocotopoulos 199, no. 56, figs 181-182

4. Boura 1994, 3n1-304, figs 2, 3.

5. Vocotopoulos 1990, no, 91, 133, figs 181-182, with numerous oher examples: see also no. 133,

figs 208, 321,
6. Peony of Cretan Are 1993, 413-414, no. 60 (1L Kyzlasova). Th, Chatzidakis 1982, no. 41, fig. 23,
7. Cephalonia 1 1989, no. 143, fig. on p. 9.
Cephalonfa 11 1994, fig. 119,
Y. See also other icons in Cephulonia by Andreas Karantinos and others (Cephalonia 1 19584, nos
36 and [44).
10, See related examples, Cat. no, 3, 80,
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1080, Seine Peser, mid-17th cenmry,
Cat, no, 28,

28
SAINT PETER

49x 3 x L.8cm

Mid-17th century

amt Peter is portrayed against the gold ground, waist-length and turned

three-quarters right. In his left hand he holds an open scroll, in the form

of a rhipidion, with the inscription: CIMQN METPOC AOYAOC KA ANO-
CTOAOC IHCOY XPICTOY TOIC ICOTIMIAC HMIN AA... XOYCHIL.. (Simon
Peter servant and apostle of Jesus Christ ...) and a pair of keys: his right hand
blesses with the fourth finger bent. His face is painted with the familiar distinctive
features — a marked frown, white curly hair and short round beard.! He wears a
deep blue chiton with vertical red ¢lavus and a brown himation wound round the
waist and covering the left arm.
The figure of the apostle holding an open scroll in the form of a rhipidion
derives from an iconography established in fifteenth-century Cretan painting
and is encountered among the representations framing the icon of the Virgin
with Angels, in the Benaki Muscum:® it is known however from the Palaeologan
era, as in the icon in the British Museum.” The same type was used by the great
sixteenth-century painters such as Theophanis, in an icon in the Protaton, and
Michael Damaskenos, in an icon in Corfu, as well as loseph Chouris in a
Cypriot icon from the epistyle of an iconostasis, of 1544.* The only difference
between our icon and the known examples is the text in the inscription in the
scroll, which does not follow the First Epistle of Peter (1:3ff.) “Adeigor ... "5
On the basis of style our icon cannot be assigned to any of the known Cretan or
Mainland Greek workshops of the sixteenth and seventeenth centuries. It displays
greater affinity to two seventeenth-century icons of the apostles in the Historical
Muscum, Moscow, of more or less the same dimensions (Fig. 161)." The soft
modelling of the flesh on the face is similar, while the wrinkles on the brow are
drawn in a markedly linear manner; another characteristic device in these icons is
the calligraphic rendering of the hair and beard with parallel wavy lines. The
meticulous, linear treatment of the drapery and the fine lettering of the
inscription in the seroll likewise bespeak a penchant for the calligraphic. Lastly,
common to these icons is the simple yet careful design of the punched decoration
on the border of the saint’s halo. Our icon, with its painstaking technique bears
the imprint of the painter’s personal style and was produced in a workshop
related to and perhaps contemporary with Emmanuel Tzanes.
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fad. Saint Mark, I7th century,
Kremlin, Moscow,

162, Saint Peier, mid-17th century,
Car. me, 28, derail

Conpimon Yery good apart from damage to the wood and painting in the left section.

BiruioGrariy Unpublished.

MNOTES

L. For the iconography see Weitsmann 1U83,

-
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L

4

N, Chatzidakis 1983, 29-30, no. 18,

From Byzantinm to El Greco 1987, 136-157. no. 16 (R, Cormack),

Charzidakis 1956, 28301, pl. KZ"; Vocolopoulos 1990, 57, with other examples, noo 31, fig, 140
Tecuns frenn Cyprus 1976, 110, no. 420 Papageorghion 1991, 1 16f

The text i not included in his service (akofouthia), see Menation fow Jrme 1972, 198204,

. Saint Mark and Saint Luke (47.55 x 35 em and 455 x 36 em respectively ki see Teons of Cretan

Art 1993, 434435, nos 83, 84 (1 Kyzlasova - N, Markina), Pove-Byzanting Paiiting 195, no, 64,
222 (Saim Mark)
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163, Emmanuel Tzanes, Piew, 1657,
Cat. na, 29,

29
PIETA

3. T7x46.7x 2.3 em

Emmanuel Tzanes, 1657

he Virgin, seated on a rock, holds in her arms the lifeless body of Christ,

lying almost horizontal. On the left and turned towards her stands Saint

John the Theologian, while on the right, in corresponding pose, is Joseph
of Arimathea, holding a white winding sheet in both hands. The Virgin wears a
deep red maphorion and a blue dress, John a pale rose himation and a deep blue
chiton, and Joseph a grey-blue chiton and himation. The rock is brownish white
adorned with delicate blossoming shoots. At the bottom of the icon, in red capital
letters on the gold ground, the inscription: XEIP EMMANOYHA IEPEQC TOY
TZANE (Hand of Emmanuel Tzanes, priest), and on a smaller scale the date:
AXNZ (1647). Laboratory examination by Stergios Stasinopoulos has confirmed
the authenticity of the signature, which had been overpainted in red sometime in
the past. as is the case with the icon of the Deesis, by the painter Leos, Cat. no. 34,
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9. FIETA

164, Peiros Klados, Plewi, 13th ceninry
St Foa, Venice

The rendering of the Lamentation in our icon constitutes the Byzantinizing
version of the Pieta, a common theme in Italian painting, that was established and
disseminated in Cretan icons from the fifteenth century onwards, the hest known
examples being the icons by Andreas Pavias in Rossano and from the circle of
Nikolaos Tzafouris in the Benaki Museum.' The depiction of the subject in the
Byvzantine manner, as in our icon, is reproduced in many icons from the late
fifteenth century onwards. The late fifteenth-century icon by the painter Petros
Klados, in the church of Santa Fosca in Venice (Fig. 164),” is the earliest known
example of this iconographic type that assembles in its composition figures
deriving from three different scenes of the cvele of Christ's Passion:® Christ and
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FAE

the Virgin from the Lamentation, Saint John from the Crucifixion and Joseph

from the Descent from the Cross. The sixteenth-century icon in the Musei Civici,
Padua 1s a conscientious copy of Petros Klados's work," while seventeenth- and
cighteenth-century icons in the Greek Institute in Venice, in Bologna, the Benaki
Museum, Mount Athos and Belgrade, are variations of it.*

In our icon Emmanuel Tzanes follows Petros Klados's model. The similarities
extend to the colours of the garments, the treatment of the drapery, even to
Christ’s ltalicizing, almost diaphanous white loincloth; a minor difference is
observed in the rendering of Christ's body, which is in a more conservative
Byzantinesque art in Tzanes's icon. In stvle too Tezanes follows the fifteenth-
century model: the faces and Christ's body are painted with firm outlines, while
the deep brown foundation is highlighted by tiny, parallel white lines. The drapery
is arranged in angular planes, devoid of Italian influence which is only perceptible
in the softer folds of Christ's loincloth. Extreme conservatism is apparent in
several of Emmanuel Tzanes's works, which frequently copy fifteenth-century
prototypes: it is to be seen in the icons of Saint Spyridon, 1635, in the Musco
Correr, Venice, and Saint Anthony, 1645, in Corfu, which are assigned to the
painter’s Cretan period, as well as in the later icons of Saint Nicholas, 1683 (Cat.
no. 30) and the Virgin Kardiotissa in Venice." Other signed icons by Tzanes in a

163, Piera, second half of 16eh centiry
Musei Civict, Padua
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20, PIETA

166, Emmeanue! Tzanes, Pleid, 1657,
Car. mo. 29, derail,

remarkably conservative vein, such as the Descent into Hell (Anastasis) and
Christ in Glory, 1648, date from the time of his sojourn on Corfu.’

The date 1657 on our icon falls in the three-year interval (1655-1657) when
Emmanuel Tzaness whereabouts are uncertain: he may have still been on Corfu,
since the first testimony of his presence in Venice is in March 1638.* However, the
imitation of the earlier model of Petros Klados's icon, which was probably in
Venice from the early sixteenth century,” perhaps indicates his earlier arrival
in the Serenissima. as Mertzios suggested." Considering the diffusion of the
fifteenth-century model in sixteenth-century icons, such as the Padua icon, it is
quite feasible that Tzanes had seen other icons of similar iconography and art in
the region, without of course ruling out the possibility that he was acquainted with
analogous icons while living in Crete or even Corfu,

Conprmox Very good. Laboratory examination by Stergios Stasinopoulos showed that the
signature had been repainted sometime in the past. See Appendix 111,

Bisuiocrarny Chatzidakis 1948, 471, no. 4. Vocotopoulos 1990, 106 (it was not included in the
list of Tzanes’s works beeause the author could not check the authenticity of the signature at that
time).

NUTES

E.g. see N, Chatzidukis 1993, 32,

N. Chatzidakis 1993, 32-35, no. 3, with bibliography and other examples,

Sce N, Chatzidakis 1993, 32, and Kalafati 1995, 140f1.

N, Chanzidakis 1993, 32, 34 and 152, no. 36,

Chatzidakis 1962, no. 153, 159, Angiolini-Martinelli 1984, 57if., no. 7. fig. on p. 15, Xyngopoulos

1936, no. 30, 4344, pl. 22 (forged signature of Emmanuel Teanes). Tatid-Djuré 1979, 551-369,

fig. 1. Unpublished icon on Mount Athos, in M. Chatzidakis's photographic archive.

B, Vocotopoulos 1990, no. 72, LOS-110, figs SO-51. See Cat, no. 30, 276f1., nn. 3-6, and
Vocotopoulos 1990, 106-107, 114-115,

7. Holy Mewopolis of Corfu 1994, figs 132 and 133, See also an icon of the Virgin Amolyatos,
1635, East Chrstian Ar, 1987, no 62, 76,

8. Vocotopoulos 1990, 106, Drandakis 1974, 37, n, 8.

Y. See M. Chatzidakis 1993, no, 3, 34,

10, Mertzios 1939, 242,
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167, Emmanue! Toanes, Saint Nicholas,
Cat. no. 36

30
SAINT NICHOLAS

Y0 x37x 1.8 cm

Emmanuel Tzanes, 1683

he saint is portrayed standing and frontal, clad in the vestments of a

prelate. He holds a closed gospel book in his left hand and blesses with

his raised right one. Top left and right are Christ offering the gospel
book and the Virgin the omophorion (pallium), respectively. On the gold ground,
next to the head, the inscription: O AMOC NIKOAAOC. The halo has punched
decoration of random volute leaves and rosettes, in rather simple, almost
extemporary technique, as is the case in Tzanes's earlier works.'! The saint wears a
grey sticharion and a reddish phailonion, embroidered with gold crosses inscribed in
squares and with a bluish green lining, The white omophorion is decorated with
four large gold-embroidered crosses. Likewise gold-embroidered is the stole, visible
below but badly damaged over its entire surface. Faintly discernible on the
diamond-shaped maniple is a miniature figure of Christ drawn in gold.
The saint stands on dense white clouds. In a narrow zone beneath, a miracle at
sea is depicted, which has not survived intact because the lower section of the icon
has been sawn off. Only the upper part of the scene is discernible; the blue-green
sea and the billowing white sails of a galley, its masts with fluttering red pennants,
Beside the saint’s feet and above the clouds are the inscriptions, right: XEIP
EMMANOYHA IEPEQC TOY TZANE (Hand of Emmanuel Tzanes, priest) and
below: AEHCIC TOY AQYAQY TOY @EOY NIKOAAQY CIFOYPOY .AXIT
(Supplication of the servant of God Nikolaos Sigowros, 1683). Left is the coat of arms
of the Sigouros family, with the initials NS.
The iconographic type of Saint Nicholas in our icon is crystallized in wall-
paintings and large-format icons in the twelfth century® and recurs in fifteenth-
century painting, as apparent from the icon in Corfu painted by Angelos,* where
the saint is depicted in the very same pose and vestments, differing only in the
decoration of the phailonion with crosses. Angelos’s icon, which must have been
brought to Corfu by Cretan refugees after the fall of Candia (Herakleion), may
well have been the model used by Emmanuel Tzanes, who frequently copied
established types of great fifteenth-century painters.” Corresponding figures of
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168, Emmane! Tzanes, Saint Nichofas,
Cat. o 3, detail,

prelates, of markedly conservative character, occur in icons by Tzanes in the
Museo Correr, Venice (Saint Spyridon, 1636) and Corfu (Saint Gregory Palamas,
1654)." In these, as in our icon, the bishops wear a cross-embroidered phailonion
and the face is painted with the familiar small, parallel brushstrokes in a firm
hand. Saint Nicholas’s facial features display even greater affinity with the
technique of carlier icons, of the painter’s Cretan period, such as Saint Anthony
(1645), in Corfu.” The clouds in our icon are depicted with greater naturalism,
devoid of linearity, as is the sea with the ship in the nautical scene lower down.*
This icon is the latest known dated work by Emmanuel Tzanes, exccuted in 1683
when he was 73 years old. There is nothing surprising in the conservatism of its
style, for as Vocotopoulos has pointed out the Rethymnian painter reverts on
other occasions 1o his old conservative style; in the icon of Saint Anthony (1645)
he follows the style of the icon of Saint Spyridon (1636), so that there is
homogeneity in the pair of works painted for the same dedicator,”

These two icons of single saints had border scenes from the life of the saint, as did
the icon of Saint Nicholas by Angelos. It can be assumed, by analogy, that the
same type of biographical scenes will have surrounded our icon. This assumption
is reinforced by the presence of the miracle at sea in its lower section and also by
the fact that the sides were sawn off some time in the past and a corded wooden
frame added, which was removed in recent conservation. The dimensions of the
icons of Saint Anthony and Saint Spyridon, 100.5 x 73 em."” are little different
from those of our icon, taking into account the fact that the panel has been sawn
off on all sides. According to the aforesaid, Saint Nicholas belongs in a group of
large-format icons by Tzanes in which saints are presented single and frontal, and
surrounded by scenes from their life. The stylistic similarities between these icons,
which date from different phases of Tzanes's life, indicate that the painter
adhered constantly to the types he used, depending on the commissions.

Tzanes painted this icon for its dedicator Nikolaos Sigouros, as declared in the
votive inscription accompanied by the family coat of arms. The Sigouros family
was one of the leading noble families of Zakynthos (Zante), as its armorial
bearings attest.'" It rose to distinction by equipping galleys and supporting the
Venetians in martial campaigns, A scion of the Sigouros family, Draganigos
Sigouros, was the subsequent Saint Dionysios (local saint of Zakynthos), while
other members were renowned for their role in the naval battle at Lepanto
(Naupaktos)." Leonidas Zois notes among them Nikolaos, son of Hector, who is
mentioned in a document of 1599;' he was a Knight of Saint Mark who fitted out
galleys and was distinguished “in peace and war’; another document mentions
Nikolaos o syndic, who was slain in 1656 during a naval engagement in the
Dardanelles." Lastly, a document refers to Nikolaos Sigouros or Kalonas, censor
and judge in 1683, the only one who can be identified with the dedicator of the
icon of Saint Nicholas, since he was the only one alive in that vear, 1683.

The painter’s contact with the aristocracy of Zante is attested also by an earlier icon
of the Virgin of the Passion (Amolyntos), bearing the dedicatory inscription of the
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169, Emmanue! Tzanes, Saini Nicholas,
1683, Cat. ne. 30, Detail showing the
painier’s signateee, the coat of arms and
the dedicatory inseriprion.

Andreas Kalonas family and dated 1641, while Nikolaos Katramis's information
concerning Tzanes's residence on the island has not been confirmed.!”

The appeal of Emmanuel Tzanes's work on Zakynthos is in any case ascertained
from much carlier; the wall-paintings in Hagios Georgios “tsi Kalogries', 1669,
include Saint Gobdelaas in the new iconographic type introduced by Tzanes in
painting and diffused by his engraving that accompanied the printed text of the
saint’s service (akolouthia), in 1661,

The date 1683 on our icon shows that Emmanuel Tzanes received the commission
for it while he was still resident in Venice, since he is known to have been vicar in
the church of Saint George there until 1685." During this interval the painter
maintained his connections with Corfu, where there are other icons produced in
his Venetian period.™ The icon of Saint Nicholas reveals that he also retained
links with one of the foremost families of Zakynthos.

Connimos Overpainted in several places were the paint and the gesso have been destroyed. A
corded woodcarved frume had been added i a later period. It was probably then that the lower
part of the representation of the marine scene was sawn off, See Appendix 111

Biniocrapuy Chatzidakis 1948, 472, no, 12,
ProvENanct Zakynthos.

NoTES

See remarks on Tzanes's haloes, Vocolopoulos 1990, 106,

See Rizo-Rangabé 1927, fig. on p. 242,

+ Eg see the icon in Hagios Nikolwos tis Stegis, Cyprus, feons fram Cypwurs 1975, 532, no, 15,

Vocotopoulos 1990, 1617, no. 7, fig. 86; see also the representation on the border of the feon

by Andreas Ritzos in Tokyo, Chatzidakis 1985, pl. 201,

See Cat, no. 29, 26817,

Drandakis 1962, 17-24, pl. 1. Vocotopoulos 1940, FIS-120, ne 81, fig, 56; there is also a lorge

icon of 1605 with the saint in the same type, in Chalkidiki, Byzanine and Posi-Byzantine An

1986, 145-130, no, 150,

7. Vaocotopoulos 190, no. 72, 108-110, figs $0-51,

8. For miracles at sea see Mitsani 1994, 152168, pls 35-44,

Y. Vocotopoulos 19690, 108111,

. Vocotopoulos 1990, 110, n, 7.

1. Rizo-Rungabé 1927, 24241,

12, Zois 1963, 585.580,

13, Zois 1963, 586,

14, Zois 1963, 587,

15. Zows 1963, 587, For members of the family named Nikolaos see also Rizo-Rangahé 1927, nos
3, 33, p. 247, no. 72, 250, no, 119, 251-252,

16. Konomos 1964, 22. Konomos 1988, 69, The Kalovas family from Rethymnon was entered in
the Libro d'Oro of the Zakynthian nobility in 1631,

17. Katramis 1880, 341; see also Konomos 1988, 67-68, with related bibliography.

18. See below Cat. no. 32, 286-289, n, 11,

19. Drandakis 1974, 37-38, Vocotopoulos 1990, 104,

20, Vocotopoulos 19910, 107,
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170, Emmanuel Tzanes, The Miracle
af the Holy Girdle, second half of
{7 century, Cat, no. 31. Benaki
Muisenni,

31
THE MIRACLE OF THE HOLY GIRDLE

Benaki Museum, inv. no. 3728
NYx23x19cm

Emmanuel Tzanes, second half of 17th century

‘In the middle two women steady the suffering Queen Zoe, while on her left the Patriarch
takes the Holy Girdle from the Sacred Chest ("Avie Zogoz) and places it upon the sick
empress. On her right King Leon kneels, his hands joined in supplication. A host of
figures are gathered around these three protagonists: women, young deacons in tunica
alba holding a large candle. other clerics and soldiers with long lances, In front of this
anxious group. on an obliquely placed. wide, deep purple table, the gold case of the
Girdle, 9 diyio zai oetiaauin aopas (the holy and venerable relic). In the foreground. a
large candle and an incense burner placed on the paved floor. The scene takes place
inside the church of the Panagia Chalkoprateion, as the inscription on the cornice of the
semicircle records: ¢ ¢v rois Xaixomoareiog ovddomos wizoz iz "Yaspayine Orordxoy
(within the Chalkoprateia, revered house of the Most Holy Mother of God). In the half-vault
of the semicircular sanctuary, on a gold ground, is the Virgin orans, with Christ in her lap
blessing with both hands, flanked right and left by two adorant angels. The result of the
miracle of the Sacred Girdle is revealed by three small black devils flecing upwards left,
releasing the queen from her affliction.

Below left, the inscription in small black letters:

Xeig /" Eppeavornyd, / ((hptws toit / téave (Hand of Emmanuel Tzanes, priest).

Above, in small, cursive red letters on a gold strip, the inscription:

Bereis yepovis dult e Emilleorme Ts Tiping Sonvnye

el T Ganidaay Sopy iy afSuyor / Adovtos i Gamitos

{Miracle wrought by placing the holy girdle on Queen Zoe the wife of King Leon),

The miracle represented here is celebrated by the Church on 31 August. The Synmavaritm'
relates in great detail how Queen Zoe, second wife of Emperor Leon the Wise, saw in a
vision that she would be released from the unclean spirit if the Holy Girdle of the Virgin
were placed upon her. This holy relic had been kept since Justinian's reign in the church
of the Chalkoprateion, inside the Sacred Bier that Arkadios had made for it.” The case
was first opened by Leon, ‘and the holy givdle was found as if newly woven, shining, Taving
o sead of a gold bulla and o codicillus .. Tzanes's re presentation is an accurate illustration
of the narration in the Syneavarium,

No carlier icon of this subject is known in Byzantine and Postbyzantine art. The Benaki
Museum icon of the Miracle of the Holy Girdle.* which is attributed to Theodoros
Poulakis, is later than Tzanes's, since Western influences are more pronounced and it is
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less closely reliunt on the Symavarim; moreover its composition is based on the famous
painting of the Dormition of the Virgin, by an anonymous, fifteenth-century German
artist. Thus it is surmised that Emmanuel Tzanes created this new composition, just as
he created the tvpe of Saint Gobdelaas [see Cat, no. 32].

. The subject of the Gift of the Virgin's Girdle to Thomas is a popular one in North
Italian art, because the Catholics believe that this precious relic was kept in the Prato
cathedral in Florence.” It is possible that through his icon the priest Tzanes sought 1o
declare Orthodoxy’s special link with the Holy Girdle, the true one. which was kept by
the emperors, Orthodox Christians believe that the relic is nowadays housed in the
Vatopedi Monastery on Mount Athos, to which it was presented by the Serb Prince
Lazaros | (1372-1389)."

The iconography of the work is not related to any Byzantine tradition. The composition
brings to mind Tintoretto’s large painting of the miracle of Saint Agnes, in Santa Maria
dell'Orto in Venice.” The analogies are evident in the kneeling figure, the figures bent
aver in curiosity left and right, the crammed crowd, the comparable gestures of the queen
in the icon and an elderly figure in Tintoretto’s canvas, the edifice in the background and
the arched top. Other traits bespeak a more general Italian influence, such as the elegant
contrapposto in the young deacon’s gait. the voluptuous females, the downcast gazes, as
well as the attempted nataralistic rendering of the garments and the different levels, with
the steps, the oblique table and the naturally illumined semicirele. Nevertheless, the
Greek elements are preponderant: apart from the Byzantine style of the figures of the
Fatriarch. the priest beside him and the group of the Virgin with Angels, the articulation
of the composition in general vouches for Tzanes's adherence to a Byzantine conception
of symmetry around the central axis, here created by the Virgin with the queen and the
two overlying heads, of the woman and of the deacon carrying the candle, The modelling
is achieved with the familiar conventional illumination which here remains essentially
Byzantine, despite the chiaroscuro in the semicircle and some shadows on the ground,
The polychromy and the use of certain tones, such as deep cerise, are not sufficient to
qualify Teanes’s coloration as Venetian, because he does not understand, or rather does
not want o understand, the canons of Venetian painting regarding the relationship
between light and colour.

This ariginal icon is exccuted in excellent technique and the colours are as lustrous as if
they were fresh, increasing its unusual brightness,

- Tzanes uses u comparable composition in his representation of the Nativity of the
Virgin, in an icon of similar dimensions, in the Loverdos Collection.” The handling of the
ltalian elements, the meticulous modelling, the brilliant colours, even the form of the
paved floor, bear witness to the stylistic unity in these two icons, which also have the same
type of minuscule signature ... Monoliy Chatzidakis, [™S5,

he icon’s relatively small size also reveals the painter’s ability as a
miniaturist, known from other small icons, such as Saint George, in the
Byzantine Museum and the Benaki Museum, or the triptych in the
Canellopoulos Collection.”
The creative reworking of the Ttalian model and the absolute mastery of
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technique permit the inclusion of the icon of the Holy Girdle among the best
works of a creative period, when Tzanes introduced new themes into the
iconography of icons."”

Coxnprrion Manolis Chatzidakis, 1945; “leon on o panel of hard wood, cracked down the middie
from top o bottom. Otherwise the icon is in very good condition and no varnish has altered the
brilliance of the colours, The outlines are incised, On the back, a s¢al in scaling-wax: globus
crucifer surmounted by a crown.
The jeon is in excellent condition,

ProvENancE The icon belonged to the Cretan Archimandrite Parthenios Kelaidis, who acquired
it in Trieste and subsequently donated it w the High Commissioner of Crete, Prince George, in
1899 ( Keluidis 1930, 189190, CL also Tomadakis 1947, 149, no. 50, pl. 1A,

BiruioGrarHy Tomadakis 1947, 149, no, 50, pl. TA", Chatzidakis 1948, 471, no. 50,

Nistes

1. See Swavariiom, cols 9359360, PO, cols 117, 813, Doukakis 1591, 461-464,

For the Hagia Soros see Ebersolt 1921, 5461

Xyngopoulos 1936, 78, pl. 41A,

RKunstle 1926, 572, fig. 321, Rigopoulos 1979, 144, 174, 202, no, 82, pl. 162, fig. 174, Poulakis

even follows this model, in the arrangement of the central figures, in another of his icons, that

of the Conception of Saint Anne, in the Byzantine Muscum, Rigopoulos 1979, fig, 154,

5. Kunstle 1926, 38241, See also Cavedoni 1842, 321-354,

. See Smyrnakis 1903, 437439, Rammos 1948, 11-16. Dolger 1943, 270, pl. 168,

7. See Venturi, IX. 4, fig. 4487, Fosca 1929, pl. XLV, Von der Bercken 1942, pl. 107, Tietze 1448,
fig. 27,

8 Chataidakis 1948, 473, no. 19 (it is not included in the catalogue of the Loverdos Museum,
Papayannopoulos-Palaios 1946),

U, Chatzicakis 19533, pl. XVHI, Drandakis 1962, 106-110, pls 45, 460-b, Th, Chateidakis 1982,

ni. 40,

Emmanuel Teanes also introduces a new iconography for familiar themes, such as Saint

Guobdelaas and Sant Theodora, see Xyngopoulos 1957, 234, Drandakis 1962, 35, Katseluki

1995, 134-138. See also Cat. no. 32, nn. 4-h.
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171, Saint Gobdelaas, second half
af 17dh century, Cat. no. 32,

32
SAINT GOBDELAAS

Benaki Museum, inv. no. 3727
207 x 156%x 23 em

Emmanuel Tzanes, second half of 17th century

“The young Persian saint is portrayed to mid-thighs, standing in a sophisticated pose. His
head is turned three-quarters left, with a reddish gold plumed diadem on his golden hair.
The prince’s shoulders are covered by a gold-embroidered silk (?) mantle, tied in front in
a knot and falling behind in full elegant pleats. Under this s a gilded cuirass chased with
finely wrought floral motifs, worn over a deep green tunic with gold dots. The sleeves are
embellished with gold cuffs; the right hand gently holds a cross, while the left rests on the
heart, Around the waist is a narrow sword belt.

The technique is exceptionally careful and refined. The influence of Italian Baroque is
apparent in the opulent garments characteristic of the Eastern prince, the gentility of the
pose with the cinched waist, unusual in Byzantine painting, the affected attitude of the
hands and the musing gaze which is not directed at the beholder, All these convey the
impression of a theatrical hero rather than a modest and militant saint. A more specific
model for Tzanes's creation could be sought in Tintoretto’s Saint Ursula, in the chapel of
the Ospedule, Venice, as an example of a type current in Renaissance and Baroque
painting. We believe that the unsigned icon is not by Emmanuel Tzanes himself, but
by an accomplished painter less imbued with the spirit of tradition, perhaps one of his
pupils ..." Manolis Chatzidakis, 1945,

aint Gobdelaas (Abd Allah) ‘tnie son of Saborios, King of the Persians’ was

converted to Christianity and martyred for his faith; his feast is celebrated

on 29 September.” The earliest known representations of him are sixteenth-
century wall-paintings of the School of mainland Greece, in the monasteries of
Philanthropinon. Varlaam (1548) and elsewhere, in a completely different icono-
graphy of Byzantine type.’
Emmanuel Tzanes wrote the “Akolouthia of the Great Martyr Saint Gobdelaas the
Persian the polyathlos’, out of personal gratitude to the saint for saving his dying
brother Frangias, and printed it in Venice in 1661.*
Andreas Xyngopoulos, in his 1947 study of Emmanuel Tzanes'’s contribution to
the creation and development of the iconography of Gobdelaas, ascertained that
the painter created the new type of the saint which appeared in the publication of
his akolouthia (1661) and circulated in a wood-cut not long afterwards (1663)
(Fig. 172).% Drandakis in 1962 published a signed icon by Emmanuel Tzanes, of
1655, and proposed dating the creation of the new iconographic type six years
carlier, that is to the period when Tzanes was still in Crete.”
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172 Saint Gobdeloas, engraving
by Emmarne! Tzanes, 1661,

Saint Gobdelaas is represented by several seventeenth- and eighteenth-century
painters, usually following the 1661 engraving. The examples cited by Xyngo-
poulos in 1947 are extended by Vocotopoulos in his study of the icon of the full-
bodied saint, in Corfu.” Of these comparanda, our icon displays iconographic
affinity with the icon in a private collection in Venice (1635)" in the downward
position of the right hand, the cross and the crown, although it differs in the
position of the left hand, which bends on the chest. Our icon differs from the type
of the 1661 engraving” mainly in the position of the right hand, which bends
upwards, and in the direction of the gaze: it resembles it however in the barely
perceptible turn of the thighs and in the simpler decoration of the cuirass with
cruciform pattern. Of the many known icons of Saint Gobdelaas, that most closely
related in iconographic type to ours is the one in the Arvanitidis Collection
{1676), in which the saint’s hand is outstretched downwards.' It differs from this
work in the decoration of the cuirass, for instead of the cupids familiar in Tzanes's
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icons, it is geometric as in the engraving.

In comparison with the signed icons by Tzanes certain differences are observed in
the quality of the drawing and the modelling of the flesh. The paint surface has
been damaged in previous cleaning that has altered the colours of the flesh on the
hands and face. Nevertheless, it can be clearly discerned that the drawing of the
ornaments is looser. the drapery of the garments simpler and the flesh, here
modelled with dense white lines, softer. All these traits indicate that the icon
belongs to the cirele of works influenced by the painter, in the second halfl of the
seventeenth century.

The presence of Saint Gobdelaas in the wall-paintings of Hagios Georgios ‘tsi
Kalogries', 1669,'" confirms the early dissemination of Tzanes's iconography in
Zakynthos. Noteworthy too is the fact that the akolouthia of Saint Gobdelaas was
included in a work published by Athanasios the Kretan and edited by the
hieromonk Athanasios Tsangaropoulos from Zakynthos™ in 1693." Lastly, there
was another analogous icon of Saint Gobdelaas in the Velimezis Collection, with
the signature MOIHMA CTEPANOY EYTEAQYC [EPEQC TOY TZATKAPO-
AOY (Work of the humble priest Stephanos Tzankarolas), in an iconographic type
closer to the engraving."

Conpmox Manolis Chatzidakis, 1945; “The icon is painted on thick, hard wood with fine peso.
The outlines and gome details are incised. The condition is very good. Most of the gold ground is
lost,”

The gold ground of the jeon amd the outlines were damaged in previows cleaning and there is
blackening of the colours on the hands and face,

BipLiocrapry Chatzidakis 1947, 472, no. 13, Drandakis 1962, 35-37, n. 6, Vocotopoulos 1990,
153-154. n. 15,

Nores

1. Fosea, pl. XLVL See Xyngopoulos 1947, fig. 4,

2. Synaxarinm, col. 89, 13-14. See also Nikodemos Hagioreitis 1568, vol. I, H3-57.

3. See Xyngopoulos M7, 476-477, pl. KA', fig. 3. Acheimastou-Potamianou 1983, 104-105
Vocotopoulos 1990, 153, 154 and n. 60, See abso Hermenein 1904, 159, 193,271,

Legrand 18494, 11, 129-133,

5. Nyngopoulos 1947, 468-486, pls KI'-KH',

6. Drandakis 1962, no. 3, 33-39, especially p. 35, pl. 9e-fi; the icon is in a private collection in

A

Venice.
7. Vocotopoulos 1990, no. 122, 152(E, fig. 292, with other examples,
8 Drandakis 1962, 33-39, no. 3, pl. Yu-fi.
9. Seen.3.
10, Xyngopoulos 1947, 481482, pl. KET”, fig. 6.
11. Chatzidakis 1956, 14, fig. 1. 12. Xyngopoulos 1947, 479, n. 30.
13. Chatzidukis 1945, no. 25, #4-44a, Xyngopoulos 1947, 484, pl. KH', fig. 7.




173, The Presentanion of Christ in the
Temple {reverse of double-stded icon
Cat. no. 13), second half of 17th century,
Cat. ne. 33, Benaki Musenwm.

33
THE PRESENTATION OF CHRIST IN THE TEMPLE

Benaki Museum, inv. no. 3735
50.7x41.2x 0.6 cm
Double-sided icon, side B (see Cat. no. 13)

Last quarter of 17th century

he Presentation of Christ in the Temple is depicted beneath a painted

arch resting on red marble columns. The device framing one of the basic

scenes in the life of Christ indicates that the icon adorned the epistyle of
an iconostasis in a church. Simeon, left, in a pale rose himation covering both
hands, holds the infant Christ, ready to deliver him to the Virgin who approaches
from the left, in a deep red maphorion, with her arms outstretched. Behind her is
Joseph, in a light brown chiton and a rose-coloured himation like Simeon, holding
two pigeons. Behind and between them is the prophetess Anna in a dark bluish
green maphorion, holding an open scroll with the inscription: TOYTO TO
BPEDOC OYPANON KAl THN ECTEPEQCE (This child consolidated heaven and
carth). The scene takes place inside a church indicated by the a ciborium upheld
by four columns, over the sanctuary which is enclosed by a semicircular screen of
green marble entered through a woodcarved bema door decorated with figures of
apostles in monochromy. A large lamp hangs from the canopy. Bottom right, on
the base of the pedestal on which Simeon stands, in black capital letters, the
forged inseription: XEIP MIXAHA AAMACKHNOY KPHTOC (Hand of Michael
Damaskenos, Cretan),
The scene follows an iconography crystallized in fifieenth-century Cretan
painting, as in the icon in Patmos' and in the border scenes on the icon by
Nikolaos Ritzos in Sarajevo.” The type was disseminated in a large number of
icons by Theophanis who used it in Hagios Nikolaos Anapafsas (1527) and in an
icon in the Monastery of Stavronikita." Among the most important examples of
this type in the second half of the sixteenth century are the icon by Michael
Damaskenos in the church of Saint George of the Greek Community in Venice,
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33, THE PRESENTATION OF CHRIST IN THE TEMPLE

174, The Prexentation of Christ in e
Temple, Car. no. 33, detail.

as well as the icon in the Greek Institute in that city, which is attributed to
Georgios Klontzas,”

Comparison with the early model reveals the absence of the lateral buildings, only
a part of which is visible, and the addition of a checkered floor and the figures of
the apostles in monochromy on the bema door.

All these traits, in conjunction with the ponderous proportions of the figures, the
stressed outlines on the geometric drapery and the facial features, and the rich
coloration lead to a workshop close to the style of certain icons by Emmanuel
Teanes, such as the Doubting of Thomas, in the Greek Institute in Venice, or the
scenes in the triptych in the Canellopoulos Collection.” However the skilled
technique and characteristic modelling of the flesh with the dense, parallel white
lines that distinguish most of Tzanes's works are lacking from our icon. In
accordance with the above, it is the work of a painter who followed conservative
models, most probably in the lonian Islands, and can be dated to the last quarter
of the seventeenth century.

On the other side of the icon there was a representation of the evangelist
Matthew (Cat. no 13), of an earlier period and different workmanship; as
mentioned already, it was used to adorn the epistyle of an iconostasis. It is worth
noting that in its second use, in a considerably later period, the icon once again
adorned the epistyle of an iconostasis,

Conpimon The representation of the evangelist Matthew on the other side of the panel was
removed during conservation in the Benaki Museum in 1976 (see Cat. no. 13), The icon s in good
condition with slight damage near the frame. The signaure of Michael Damaskenos is forged, See
Appendix 1TL

Bintiocrariy Unpublished,

NoTES

1. Chatzidakis (1977) 1985, no, 26, 77-78, pl. 24.

2. Chatzidakis (1977) 1985, pl. 202

A Chataidakis 196970, fig, T0; see also other examples Chatzidakis (1977) 1985, 75 and n. 3,

4. Chatidakis 1962, no, 40, 63-64, pl. 29 and no, 53, 81, pl. 40, See also a late [th-century icon in
the parish of Spilia, Crete, feorns of Cretan A 1993, no, 161, 515-516 (M. Borboudakis).

5. Chatzidakis 192, no. 115, 137, pl. 62, Drandakis 1962, pls 45-46. For the painter see above Cat.
nos 29, 30, 31,
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175, The Transfiguration, secomd half
of I76h cenmry, Cat, no. 34,

34
THE TRANSFIGURATION

445x344x2cm

Second half of 17th century

hrist is portrayed in frontal pose and holding an open scroll, his palm

outwards in a gesture of supplication. Clad in a white chiton and

himation, he stands on top of a steep mountain within a light rose circular
mandorla inscribed with elliptical geometric motifs and white rays (Figs 176, 177),
Two prophets, standing on separate rocky mountains at the same height as Christ,
touch the edge of the mandorla with their hands. Left. Prophet Elijah, in brown
chiton and greenish himation, holds his right arm with his bent left hand. Right,
Moses holds a book — the tablets of the Law — in both hands, which are covered
by his reddish himation. At the top, on the badly effaced gold ground, are faint
capital letters, left white and right red: the original inscription in red capitals was
revealed after conservation: H METAMOPGQCIC (The Transfiguration).
On the foothills of the mountain are the three apostles, in animated poses
conveying astonishment, in accordance with the narration in Matthew (17:1-6):
‘And when the disciples heard it, they fell on their faces and were greatly afraid’. Peter,
left, half-knceling, raises his head and gazes at Christ, making gestures of
amazement: he touches his cheek with his left hand and thrusts his right upwards
{Fig. 178). James, right, turns his back on the scene as he falls to the ground, hiding
his face with his left hand. John, in the middle, kneels and falls prostrate on the
ground with both arms outstretched, also turning his back on the Transfiguration.
Peter wears a blue chiton and a red himation: John a blue chiton and a brown
himation, like Moses: James a deep blue chiton and himation, like Prophet Elijah.
The rocks of the mountain are painted in different colours, the central one light
brown and the two lateral ones deep purple. The edges on the abrupt summils are
painted with deft, broad white brushstrokes.
The icon combines two important models of fifteenth- and sixteenth-century Cretan
painting.' In the upper part, which includes Christ and two prophets, the fifteenth-
century model, known in an icon of the same size from the Stathatos Collection,
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176, Christ, Mases and Prophet Elijah,
detaid of icon Cat. no. 34 {infraved
plratagraph ),

177 Chrsy, detail of fcon Cat, no. 34,

now in the Benaki Museum, and an icon in the Tsakyroglou Collection, is followed.
The poses, the gestures, even the arrangement of the drapery, as well as the round
shape of the mandorla, are the same, while a minor divergence is observed in
Christ’s right hand, which in our icon has the palm outwards instead of blessing:
there are also differences in the colour of the mandorla, which is rose instead of the
deep blue used in the Benaki Museum icon,” and in the pose of Moses who is shown
standing here instead of walking.

The lower part of the composition is taken from another model. There are significant
differences in the attitudes and gestures of the apostles, while the episode of Christ's
arrival and departure with his disciples is omitted. The closest model for this part, as
well as for Moses's pose, is encountered in works by Theophanis. In an icon in the
Lavra Monastery (1535)* the poses of Peter and James are exactly the same as in our
icon, whereas the pose of John is the same as in the fifteenth-century icon in the
Benaki Museum. However, in the Lavra icon the arrangement of the drapery and the
pose of Moses, without the tablets of the Law, are different. On the contrary, in the
icon of the same subject in the Monastery of Stavronikita® Moses is portrayed in
similar type, with the tablets, while the poses of all the other figures differ. Affinity in
the poses of the three apostles is encountered in the wall-paintings in the Stavronikita
Monastery.” where even the rocks of the mountain are drawn in the same way. On
account of damage in the upper section of this wall-painting, where Christ and
Prophet Elijah are represented. no conclusions can be drawn on the model used for
them. Moses is depicted in a different pose, however, walking upon the mountain top.
It seems that the painter of our icon combined the earlier fifteenth-century model
tor rendering Christ and Prophet Elijah, and the later models of Theophanis (1535
and 1547) for rendering the apostles and Moses.
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178, The aposiles Peter and John, detail
of fcon Cat. no, 34,

As far as the poses of the apostles are concerned, that of Peter is exactly the same,
even in the gesture, as in an icon from Constantinople (circa 1600), in the Benaki
Museum,’ while the poses of John and James are similar with minor deviations in
the position of the hands. The poses and gestures of the three figures in the upper
part of the icon are different. In the Velimezis icon the drapery on the garments of
Christ and the prophets follows the manner of fifteenth-century Cretan painting, as
does their iconography. On the contrary, the drawing on the figures of the apostles
lacks the clarity and precision of fifteenth-century painters and the drapery is
rendered with thicker lines, stronger white highlights and broader colour planes.
The formation of the landscape with the faceted rocks is also softer and more
loosely drawn, belying a later period. The icon might have been repainted some
time in the past by a painter who was true to tradition. However, it is more likely
that the work constitutes a synthesis of a painter who remained faithful to early
models, as is usual in works by Victor, llias Moskos and several other good artists
of the second half of the seventeenth century.

Stylistically some traits in our icon are comparable to those observed in an icon of
the Nativity by Ilias Moskos. in the Benaki Museum (1658)." Despite the important
difference of Moskos's Ttalianate composition, the likeness is apparent in the
undulating planes of the steep rocks of the cave and the conservative rendering of
the figure of Joseph, who resembles Peter in our icon of the Transfiguration.

Conmmon Manolis Chatzidakis. 1945; “The icon is of thick wood with fine gesso preparation on
fine linen. The upper part of the icon has been repaired, particularly Christ’s face, while the bty
is untouched. There are also repairs on the prophets and the rocks, The lower part with the
apostles is virtually intact. In the botom left corer barely discemible traces of an inscription,
which was erased in cleaning.”

The jcon had overpaintings, mainly in the upper part, which were removed during recent cleaning.
The traces of the signature discerned by Chatzidakis are just visible in the infrared photograph.
Various numbers hive been written in ink on the back of the icon in a recent period. See ulso
Appendix 1L

Bisuiocarariy Unpublished,

MOTES

1. For the iconography see Millet 1916, 2161, and 226fL, figs I87-197,

2. N, Chatzidakis 1983, no. 26, 36-37, with bibliography and other examples.

3, In @ I5th-century icon in the Gonia Monastery, Crete, Christ's palm is turned outwards;
however, there are important differences in other elements of the compasition (see leans of
Cretan Art 1993, no, 165, 519 (M. Borboudakis),

. Chatzidakis - Babi¢ 1982, fig. 332,

. Chatzidakis 1969-70, fig. 72.

. Chatzidakis 1986, fig. 87.

. Treasures of Orthodary 1994, no. 64, 245-246 (A, Drandaki).

. Xyngopoulos 1951, no. 8, 11, pl. 8. Treasures of Orthodory 1994, no. 67, 248-249 (A Drandaki).

b= N -






300

17 Leos (Moskos?), Deesis, 1640,
Cat. ne. 35,

35
DEESIS: CHRIST, THE VIRGIN
AND SAINT GEORGE KEPHALOPHOROS

405% 31 x 2em

Leos (Moskos?), 1649

‘In the middle, Christ stands in frontal pose, clad in a deep green toga and holding the globe
in his left hand. Right, the Virgin turns towards Christ, with expression and pose of
intercession, wearing a deep green dress with dark red maphorion. Left, Saint George. a
comely knight, in corresponding pose to the Virgin, holds his severed head in his right hand
and lance in the left: his mantle and cuirass are red with gold ornaments. The ground is gold.
Above Christ. amidst blue-green clouds, God, the Ancient of Days, with arms outstretched in
blessing, and below him, in a circle, the Holy Spirit as a dove. In the clouds, small heads of
winged angels.

On the green foreground, left of Christ's feet, the date AXM& (1649) and right the
signature: [X]EIfP] AEOY (Hand of Leos). in elegant red capitals.

The icon is of particular interest for its stvle and technique. The influence of ltalian
painting is abundantly clear in the colours, the facial expressions, the tall bodies and the
soft folds of the garments; even in the Virgin's headdress, not to mention the blue-green
clouds and the little angels. However, Leos paid great attention to modelling the heads
and hands in the so-called Cretan manner, with calligraphic white highlights on the dark
foundation.

So he manages to create a highly personal style, for although in the combination of the
two heterogencous elements the Italian dominate, the manner in which this is achieved is
different from that of E. Tzanes or Th. Poulakis, the two painters who had the greatest
influence on their contemporaries. In Tzanes's work the spirit was more attached 1o
tradition and in Poulakis's imugination plaved a bold role. From the three known works
by Leos — who should not be confused with the later Leos Moschos (see Xyngopoulos,
Cutalogue, 39) — it seems that he tried 1o combine the different manners in a serene and
noble style, executed with conscientious craftsmanship.” Manolis Chatzidakis, 1945,

he icon follows an established Byzantine iconography of the Deesis that
comprises three standing figures with Christ in the middle.! An
analogous composition occurs in an early sixteenth-century icon in
Princeton, with the Virgin and Saint John the Baptist interceding on either side of
Christ, and in an earlier, fifteenth-century, Cretan icon in Sinai with Saint
Phanourios in the position of Saint George, the similarity extending to the

-
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180, Leox (Moskos?), The Virgin, dewail
af iwon Cat, no, 35 (infrared plotegraph).

military uniform of the soldier-saint.” The three-quarter pose of Saint George
kephalophoros in our icon is known in a series of Cretan icons in which, however,
he is portrayed alone in an attitude of intercession.” The Western-style rendering
of Christ blessing and holding the translucent orb, characteristic attribute of the
Lord in Italian painting, is encountered in the illustration used by Panayotis
Doxaras in his book Téyvy Zeyougias (Ant of Painting) (1720), now in the
Biblioteca Marciana, Venice.* Noteworthy is the fact that Domenikos Theotoko-
poulos painted Christ in this type in his Apostle series, in Spain.*

In a manuscript by the painter Panayotis Plaisas (after 1912), in the Estavromenos
church in the town of Zakynthos, an icon is accurately recorded as: ‘having the
Everlasting Father above, Jesus Christ below and on either side the Virgin and
George holding his severed head’. The description also notes that it bore the
signature A.XM.0. XEIP AEOY (...)." Zois describes the same icon in 1920 in 1648,
it is clearly seen from his signature (Ilias Moskos) on a Trimorphon. Above, God in
clouds and the Holy Spirit and Saint John the Baptist holding his severed head, of
pure Cretan art ... as follows: AXM® XEIP AEOY'. The icon's identification is
confirmed by a third description, given by Sisilianos: “in the church of Estavromenos
in Zakynthos a medium-size icon representing Christ standing, blessing and holding a
globe. Right of Christ the Virgin, standing and interceding and left of him Saint
George, without horse, holding his severed head. Above these three figures appears
the Ancient of Days, blessing. It bears the date 1649 and is of refined and noble art’*
There is thus no doubt that our icon should be identified as that described in the
Estavromenos church in Zakynthos. This identification confirms the authenticity
of the signature and the date, which laboratory examination showed had been
repainted over an earlier signature. There is a signature of the same formula: e
Afov ayy (1648) on an icon of the Dormition of the Virgin, in the Loverdos
Collection,”

Information on the painter Leos Moskos is somewhat confused. The suggestion
that Ilias and Leos Moskos are one and the same person seems improbable,'"” for
it is known from notarial documents (1649-1690) that Leos originated from
Rethymnon and worked in Zakynthos and Venice. Signed works by him date
from 1648 to 1675."

Unfortunately damage resulting from previous conservation of the icon has spoilt the
painted surface and blackened the colours over a large area. Nevertheless it is
possible 1o discern the elegant poses, the delicate modelling of the flesh on the facial
features and the miniature-style rendering of the angels in the clouds, as well as the
meticulous development of the landscape in the background, with low hills and trees.
Visible in the infrared photographs (Figs 180, 182) is the skilfully incised preliminary
design, particularly on the faces with their passive expression, large eves and
characteristic wrinkle on the forehead. The above traits, indicative of an accomplished
painter and adroit miniaturist, are even more apparent in an icon of the Last
Judgement, of exceptional mastery, signed by Leos Moskos in 1653."% Despite the
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181, Saimt Geonge kephalophoros, ¢, T6040,
Hermutage, Saini Petersburg,

damage and the altered colours on our icon, a comparable care in the rendering of
details is observed, while the military uniform of Saint George is the same as that of
Archangel Michael, especially the short tunic slit on the thighs and the high boots.

Connrnos Manolis Chatzidakis, 1945: “leon on a thin panel that has warped, causing a slight split
in the middle of the painted surface. Otherwise very well preserved, Dimensions 40,3 x 315,

A previous cleaning of the icon using fire has destroyed the painted surface and spoilt the colours,
which have acquired a uniform blackish tone. See also Appendix 111,

Frovesance Zakynthos, Estavromenos church,
Binuiocrariy Unpublished,

The icon is deseribed but not identified by Zois 1920, Sisilianos 1935, 152, Konomos 1988, 71-72,
and Rigopoulos 1990, 5(-52.
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b 182, Leos (Moskos?), Deesis, detail of
- feon Cat. na. 35 (infrared photograph),
MNOTES
1. See Mouriki 1968, 13-28. Holy Image, Holy Space 1988, no. 67, 152 and 223,
2. Sinai 1990, fig. 78 (N. Drandakis); the icon is attributed 1o the painter Angelos, see .50 op.
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i1,

1%

cit., fig, 84, the same theme with Saint Nicholas in place of Saint George.

See Walter 1992 and icon of Saint Paraskevi, Cat. no, 16, 182 an. 17-23,

Kyriakou 1982, pl. H, 216-218,

Wethey 1962, 1, car. no. 113; 11, 1962, fig. 203,

Flemotomos 1990, 203,

Pelekasis 1920, nos 634-635, p. 1. See also correct observations in Flemotomos 195, 203-205,
Sisilianos 1935, 152, See also Konomos 1988, 71-72

Papayannopoulos-Palaios 1946, 23, no, 97, Dormition of the Virgin (37 x 46 cm) (1648). As far
as 1 know the authenticity of the signature has not been confirmed,

Pentogalos 1974, 34-51. Konomos 1988, 69-78,

Chatzidakis 1962, 125, nn. 2, 148, Chatzidakis (1477) 1875, 169, Chatzidakis 1997, with
previous bibliograpiy.

After Byzantinm 1996, no. 40




M3, The Dewanition of the Virgin,
second half of 17th century, Cat. no, 36,

36
THE DORMITION OF THE VIRGIN

575x392x2em

Second half of 17th century

hrist, at the centre, in frontal pose. holding the Virgin's soul as a

swaddled new-born infant, turns his body slightly right while gazing

down at the Virgin lying on the bier. He stands against an elliptical blue-
grey mandorla, within which are four angels drawn in grisaille and a little seraph
at the apex. Two angels hold candlesticks with candles and two hold open scrolls
with inscriptions; on the left one, in black capitals: TIC AYTH H YITEPBACA TA
TN AITEALRN: on the right, barely legible traces of letters: N..@A. BOC. The
apostles approach the Virgin's bier, followed by two women right and a hierarch
and a woman left. In front of the bier are a high candlestick and, on a smaller
scale, the episode with Jephonias and the angel. Above the bright mandorla is the
Assumption of the Virgin, who appears in clouds held by two angels. With her
right hand she offers the Girdle to the apostle Thomas, who approaches on a
cloud a little lower down, in accordance with the apocryphal Latin text.! To left
and right, two tall, narrow. two-storey buildings with arcade and balcony of
Renaissance character. At the bottom of the icon, on the gold ground, a forged
inscription in red capital letters: .AXTA [TOIHMA ICGANNOY MOCKOY (1684,
wark of foannis Maskas),
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184, Downenikos Theotokapoulos,
The Dormition of the Virgin, 1560-1567,
Hermoupalis, Syros,

The development of the composition around the figure of the Virgin at the centre
follows a Palaeologan model, known from a fifteenth-century icon in the Canellopoulos
Museum.” Christ is shown with the four angels and the seraph within the elliptical
mandorla, and the apostles are ranged about the bier in similar order. Analogous
iconographic formats that incorporate the Assumption of the Virgin, as in our icon,
are encountered in fifteenth- and sixteenth-century Cretan icons: an icon in the
Greek Institute, Venice, whose prototype is the Dormition of the Virgin by
Andreas Ritzos, in Turin,” and an icon in the Benaki Museum,* which also includes
the arrival of the apostles in clouds. The frontal pose of Christ in contrapposto as
well as the elliptical mandorla with the angels holding high candlesticks are
rendered in the same way in our icon, in monochromy. In style too the painter of
our icon apparently imitates fifteenth-century models, mainly in the treatment of
the drapery with small planes carefully highlighted at the edges. Neverthless, the
much looser drawing on the angels’ faces, with the heavy eyelids, as well as the form
of the buildings in the background, are traits of late seventeenth-century painting.

Georgios Klontzas used an analogous iconographic type, with regard to the

arrangement of the central figures and the addition of the Assumption of the
Virgin, in two icons, in Kos and in the Sinai Monastery (Fig. 186).° In these works
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the great Cretan painter enriches the iconographic type with several secondary
figures and high two-storey buildings with balconies similar to those in our icon,
though of much simpler form. The miniature rendering of the Virgin in the clouds
is closely linked to Klonizas's art, as are the attenuated figures of the two apostles
beside her bier. These figures also recall the two apostles, with corresponding
elongated proportions and similar pose and attire, in the icon of the Dormition of
the Virgin by Domenikos Theotokopoulos, in Syros (Figs 184, 185).

It is thus apparent that the painter of our icon not only draws on excellent quality
fifteenth- and sixteenth-century models, which he handles successfully, but also
applies the techniques of good Cretan painters. The result of this fusion of
iconographic models and styles of wwo different periods is an art of retrospective
character which can be detected in icons from the lonian Islands in the second half
of the seventeenth century, such as the Transfiguration (Cat. no. 34), although this
follows a more conservative prototype.

The style of the icon of the Dormition of the Virgin, with its well-drawn
attenuated figures of the apostles and the miniature figures in the clouds near the
top, is closer to the icon of the Deesis by the painter Leos (see Cat. no. 35), which
has analogous well-drawn figures with tiny highlights on the flesh and a

183, The Dormition of the Virgin, second
half of 17th cennury, Cat. no. 36, desail.
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186, Geargios Klanizas {7),
The Dormition of the Virgin. Monastery
of Hagia Aikatering, Simeai.

comparable preference for miniature rendering in the supplementary scenes in
the clouds near the top. According to the above, our icon must be the work of a
painter employing similar methods and following corresponding early models.

In 1957 Xyngopoulos refers to an icon of the Dormition of the Virgin, sioned by
yngop g B A

loannis Moskos “formerly in the possession of Th, Zoumboulakis'.” The simplistic
style of icons bearing the authentic signature of loannis Moskos, in the Byzantine
Museum® and Corfu,” differs radically from the more sophisticated art of our

icon'" and confirms that the signature is forged.
Conpimion A previous conservation of the icon destroved the modelling of the flesh and part of
the decoration of the building left as well as the gold ground. The gesso, traces of gold and the

incised preliminary design are diseernible, as in other icons in the Collection,

Provexance The Theodoros Zoumboulakis Collection (7) (Xyngopoulos 1957, 316); perhaps
from Zakynihos, like the icon Cat, no 34,

Bistioirariy Unpublished.
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For the Virgin's Girdle see Cal no, 31, 282-285.

From Byzaatinm to El Greco 1987, no, 23, 161-162 (N, Chatzidakis), with related examples; for
the interpretation of the representation see Baltovanni 1991, 353-372.

Chatzidakis 1962, no. 16, pl. 14, Chatzidakis 1974, 177, pl. Z°. N. Chatzidakis 1993, no. 14, 70
73,

4, FEl Greco of Crete 1990, ne, 1, 114017 and 314-315 (M. Acheimistou-Potamianou),

-3

Acheimastou-Potamianou 1985-56, 12501, figs 1-10,

El Greeo of Crete 1990, no. 1, figs 1-3 and pp. 143, 329330, Acheimastou-Potamianou 1995,
291L. fig. 3. For this similarity see commentary in the Introduction. 61, n. 8,

Kyngopoulos 1957, 316,

Dormition of the Virgin, dated 1713, oo, T2 1529, and Saint Spyridon in the Loverdos
Collection (Papavannopoulos-Palaios 1936, no, fel),

‘In Thee Rejoice’, Vocotopoulos 190, fig, MM,

For the painter see Xyngopoulos 1957, 315-317, with information that should be re-examined
see also Vocotopoulos 1990, 161, 162, no. 3, fig. 3.




312

187. The Beheading of Saint John
the Baprist, second half of 17t centiry,
Car. no, 37,

37
THE BEHEADING OF SAINT JOHN THE BAPTIST

335x42x2¢em

Second half of 17th century

he moment just after the Beheading of Saint John the Baptist is shown.

The executioner, turned three-quarters towards the left, grips his drawn

sword in the lowered left hand while in the outstretched right he holds
the saint’s severed head, ready to place it on the platter held by the standing
figure of Salome opposite. He wears the uniform of a Roman soldier, with a
laminated cuirass and a red cloak entirely covering the right arm and falling to the
ground. Salome is distinguished by her regal raiment: a coronet on her head, a
long rose chiton with a shorter deep blue one over it, embroidered on the
shoulder, and a purple mantle tied high on the shoulder. At the left, a woman
turned three-quarters right advances and looks down at John: her body is
wrapped completely in a deep blue mantle, leaving only the lower part of her long
rose dress exposed. Saint John, headless and lying on the ground, is viewed from
the side, turned towards the left. He wears the fleece and a long chiton covering
him completely.
The scene is set inside the prison, indicated by a uniform stone wall with two
arched, barred windows on the right and a larger arched gateway on the left. Two
of Christ's bearded disciples peer in from behind the railings. Visible through the
left window is another building with a smaller window from which a male figure
looks down. Beyond the gateway, in the background, is a landscape of rolling hills.
The scene is surrounded by a wide gold band on the upper part of which is an
inscription in well-written red capitals: H ATOTOMH THC CEBACMIAC KEPA-
AHC TOY TIMIOY ENAQZOY KiAl) TPOPHTOY NMPOAPOMOY KAl BAITTI-
CTOY IRANNOY (The severing of the revered head of the holy, glorious and Prophet
Forerunner and Baptist John).



(e et L
= e

T e gl

AT TR e e e bl




"
e

37. THE BEHEADING OF SAINT JOHN THE BAPTIST

188, The Belweadine of Saint John

the Baprist, second hall of 17 century,

Zakynshos Musenm, ne. 390,

Faw, The Belreading of Saint Johin
the Baprise, 18t century, Zakynthos
Muserm, no, 133,

The iconography of the scene differs from that established by the icons of Michael

Damaskenos, Theodoros Poulakis and other painters in the lonian Islands, in
which the preparation for the Beheading is depicted.! A description of the
Beheading in the version showing the scene after John's decapitation. as in our
icon, is given in the Painter’s Manual by Dionysios: *... a short distance from the
palace the prison with barred windows and outside this the Forerunner beheaded
lving on the ground, and the executioner holding the (severed) head in the hand
places this on & platter held by the maiden in front of him; and a litle way yonder
the apostles Andrew and John interring his body in the tomb’.” In this description the
episode of Herod's Banguet is added to the scene, in which a servant ‘who is seen
from a window to the height of the chest and the arms’ participates, as in our icon.
Iconographic elements in common with those in our icon occur in an engraving of
the same theme by J. Sadeler.’ The executioner, who holds the Forerunner's
severed head, is in exactly the same pose, the only difference being that he is
portrayed half-naked in the engraving whereas he wears the uniform of a Roman
soldier in our icon. The position, pose and dress of the other figures differ,
however, In our icon Salome stands opposite the executioner and not beside him,
while she is arrayed as a Byzantine princess and not half-naked: John's headless
body is turned sideways and not placed obliguely, while he wears the fleece and a
long mantle covering his whole body instead of being half-naked. Nevertheless,
the model of Sadeler’s engraving appears exactly the same in icons in Cephaloma®
as well as in a late eighteenth-century icon in Zakynthos (Fig. 189).°

I'he painter of our icon adapted the Western model to the demands of traditional
art, He dressed the figures in garments usual in earlier Cretan icons and gave the

faces, such as those of the two disciples behind the railings, features familiar from
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sixteenth-century Cretan painting. Although the intermediate tones have been
erased, it seems that the flesh is modelled with small brown brushstrokes and
white highlights on the prominent planes. The folds of the drapery, especially on
the garments of Salome and of the approaching woman enveloped in her deep
blue mantle, are drawn adroitly with white lines deseribing geometric shapes and
delicate white highlights at the edges. The same dexterity is apparent in the
drawing of the executioner’s uniform with the laminated cuirass. Last, the pose
and garb of Saint John the Baptist belong to the most conservative models of
fifteenth-century Cretan painting.”

Both iconographic types of the Beheading were diffused in Zakynthos, where
Damaskenos's iconography is encountered, as in icon Cat. no. 51 (Figs 238, 239)°
and an iconography like that of our icon, as in an eighteenth-century icon in the
Zakynthos Muscum, which is part of a series of scenes, from the church of the
Hagio Pnevma Gaitaniou (Fig. 188)." The iconographic model of this icon is
exactly the same as ours, except that it is used in reverse. The poses, the garments,
the colours and the details of the building with the barred windows are identical,
attesting a stylistic affinity too, with analogous mingling of Western and
traditional elements: the broad gold band with the extended inscription in capital
letters is also common to both. The above similarities bear indirect witness to our
icon's provenance from the same island, while its stylistic traits point to a period
perhaps later than that of the icon from the church of the Hagio Pnevma
Gaitaniou. Lastly, the manner and the position of the long inscription in capital
letters in our icon recalls analogous inscriptions in icons by Theodoros Poulakis
and Stephanos Tzankarolas.” The painter of our icon with his personal style was
surely a contemporary of these artists,

Cosprnoy Good, though damaged on the painted surfoce due to the previous method of
clenning,

Prowesase e Zakymthos (7).
BipLicGramyy Unpublished,

MNOoTES

. Sec icon of the Beheading, Cat, no. 51, 378380, with related biblio. .

. Hermenein 1909, 177,

. Rigopoulos 19749, pl. 151, fig. 163,

. Cophalonia 1 1989, fig. 211, 126, Cephalowia 1T 1994, fig. 118, Rigopoulos 1979, pl. 150, fig, 162,

. Zakynthos Muscum, unpublished,

. See jcon by the painter Stylianos, in Cyprus, Cat. no. 10 (Fig. 51) and other examples, in which
the saint’s head has not been severed, Chatzidakis 1974, 204-205, pl. AT, 1.2

. Sec Cat. no. 51, 378-380, n. 1.

8. Unpublished (no. 390},

Y. Rigopoulos 1979, pls 14, 22, 23, 25, 27. 86, 87. Vocotopoulos 1990, no. 128, 160, fig. 64,
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190. The Cruciftcion, late 17th-18th
century, Cat. no. 38,

38
THE CRUCIFIXION

Benaki Museum, inv. no. 3730
41.2x33x235em

Late 17th century

hrist is depicted on the Cross, with a narrow loincloth tied low round the

hips. His body, strongly inclined to the left, hangs from the bar of the

Cross with the arms outstretched. The Virgin left and Saint John right
are portrayed in attitudes of restrained grief, according to traditional models of
fifteenth-century art, known from the icon by Nikolaos Ritzos in Sarajeve! and
even more from the icon from the same workshop in the Benaki Museum.” The
Virgin raises her right hand towards Christ and touches her cheek with the left.
Saint John, in relaxed stance, brings his right hand onto the chest and holds the
edge of his himation with the left.
There is marked plasticity in the rendering of the flesh on Christ’s body, particularly
in the abdominal area, and dark shadows on the thorax. The faces of the Virgin and
Saint John are modelled in a similar relief manner, the deep shadows around the
eyes heightening the troubled and mournful expression. The Virgin's deep red
maphorion and blue dress, and John's pale rose himation and blue chiton are
painted with strictly geometric folds, consistent with the most conservative tradition.
The figures are projected against a wall, behind and along which extend the
buildings of the city of Jerusalem; diverse edifices with various roofs, domed
churches and towers painted in monochromy, with an attempt to convey perspective
and volume (Figs 190, 192). The ground is gold, and top left and right is an
inscription in red capitals: i CTAYPQCIC TOY XPICTOY (The Crucifixion of
Christ). On the Cross is the titulus with INBJ in black letters,
During recent conservation the overpainting on the lower part of the icon was
removed. This represented a zone of green foreground on which the Virgin and
Saint John stood; now they seem to hover in front of the walls,
The nearest model for this iconography is encountered in an icon by Konstantinos
Palaiokapas (1638) in the Gonia Monastery, Crete.” Our painter seems to have
copied the three central figures of this many-figured composition faithfully, even
in details such as Christ’s loincloth, which is tied in the same way and flutters in
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38, THE CRUCIFIXION

191, The Crucifiaon, fate 7 century.
Zakynthos Musenm, no, 268,

192, The Crucifivion, Car. o, 38, deteail

the wind. The Virgin and Saint John also follow the conservative rendering of this
earlier prototype. An additional trait common to both icons is the large number
and comparable arrangement of the buildings of Jerusalem in the background.
The combination of the Crucificd Christ in the same Western-type pose and the
Virgin and Saint John in a traditional manner occurs in several seventeenth- and
eighteenth-century icons. The city with its assorted buildings in the background is
often added to these representations, The most important are the icons by
Theodoros Poulakis, in the Brussels Museum® and the Abou Adal Collection in
the Lebanon.” where Christ's body is, however, in perpendicular position, as in J.
Sadeler's engraving.”

Konstantinos Palaiokapas may well have been aware of such engravings when he
painted the icon dated 1638 in the Gonia Monastery, Crete, which is the earliest
known example of this iconography. On a fine icon dated 1673, in the Dories
Monastery, the main figures appear just the same, but the buildings in the
background of the composition are omitted.” A similar model was followed by the
painter of a late seventeenth-century icon in the Ekonomopoulos Collection,”
with a three-figured composition of the Crucifixion before the walls of Jerusalem
vet without the buildings of the city. Lastly, the three figures in exactly the same
poses feature in other seventeenth-century icons in Cephalonia, Zakynthos (Fig.
191) and the Benaki Museum.” In these icons with a comparable fusion of
Western and traditional models in the composition, Christ on the Cross is exactly
the same, while the restrained attitudes of the Virgin and Saint John, who are
painted in accordance with conservative models, are similar. Lastly. noteworthy is
the fact that the well-drawn buildings of the city. with the careful rendering of
volume in monochromy, are also encountered in the icon of the Descent from the
Cross with the forged signature of lToannis Kairophylas, Cat. no. 40 (Fig. 195).
The similarities between our icon and all those cited above indicate that it too

belongs to an analogous late seventeenth-century workshop in the lonian Islands.

Cosprnos Quite good with slight damage on the borders and at the centre, which had been
restored and overpainted. A zone of foreground in the lower part of the icon had also been added.
Al the overpaintings were removed in recent consenvation by K. Milanou in the Benaki Museum
laboratory, 1977,

Binviocrariy Kueest der Osthirche 1977, o, 90, 148-149.

MNOTES

1. Chatzidakis (1977) 1953, pl. 02,

2N Ohigridakis 1983, no. 18, 29.30),

3. Millet 1916, 433-455, fig. 480, Jcons af Cretan Art 1993, no. 166, 520 (M. Borboudakis).

4. Th. Chatzidakis 1982, no. 42; the icon is ascribed to Poulakis,

5. Lumidres de UOnent chrenien 199, no. 18, 06-67 (N, Chatzidakis)

6. Rigopoulos 1979, 34-36, fig. 71, pls 65-0b,

T. feans of Cretan Are 1993, nos 166, 155, pp. 520 and 510 (M. Borboudakis).

8. Baltowanni 1986, no. 90, 62, pl. 63,

Y, Cophelonin 1 1989, fig. 272 and 1, 1994, fig. 205, Zakvnthos Museum, unpublished, no. 268,
Xyngopoulos 1951, no, 21, pl. 19,
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193, The Desceni from the Cross,
late 17th-carly 18th century, Cat. no, 39,

39
THE DESCENT FROM THE CROSS

Benaki Museum, inv. no. 3729
3W2x28x1.8cem

Late 17th - early 18th century

‘Represented is the moment when the disciples begin to take down the body of Christ.
Nicodemus, left, up a ladder and leaning against the cross, has removed the nail from the
right hand, which he lowers carefully, while Joseph, also up a ladder, tries to remove the
nail from the left hand, Lower down on the same ladder another elderly disciple holds
Christ’s body from the waist and legs, while on the other side John, on a rung of a third
ladder, embraces the lifeless Christ, whose head rests tenderly against his own. Below,
three women surround the fainting Virgin, while Mary Magdalene, bends and reverently
holds Christ’s feet.

The representation is framed by a painted arch that rests on two columns. Above the
cross the titulus with the inscription INBL

This composition belongs to a new type of the Descent from the Cross created (in
Crete?) in the seventeenth century and based on an engraving by Marcantonio
Raimondi, after a drawing by Raphael (1510-1520). The new type differs from that
usually encountered from the thirteenth to sixteenth centuries, both in the moment
depicted and in the dramatic disposition. That this new type was quite widely diffused in
its day is evident from the fact that there is an identical icon, in every detail excepting the
colours, in the Byzantine Muscum,

The colours of the Descent are splendid. Red, rose (lie de vin) and orange dominate,
combined with a little greyish green and deep green. No attempt is made to orchestrate
these into a unity: each tone is virtually independent of that juxtaposed, excepting some
attention to the matching of complementary colours; and yet the coloration overall is
imbued with a richness and limpidity, as if of enamel, that plays harmoniously upon the
gold ground.

The icon has been painted with great care, particularily the drapery and the faces of the
male figures, while a slight ineptness is observed on the women. The modelling of the
faces has become rather harsh on account of subsequent chemical alterations; that of the
garments is achieved with lines in a deeper hue and well-drawn white highlights.” Manolis
Charzidakis, 1945.

he fact that this representation is painted beneath an arch upheld by two
columns, indicates that it probably comes from the epistyle of an
iconostasis, like the icons of the Entry into Jerusalem, Cat. no. 8, the
Raising of Lazarus, Cat. no. 15 and the Presentation of Christ in the Temple, Cat.
no. 33.
As Chatzidakis pointed out in his study in 1940, this composition belongs to a type
of the Descent from the Cross created in Crete in the seventeenth century and
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194, The Descent from the Cross,
late 170h century, Museum of the
City of Athens, no. 634,

hased on an engraving by Marcantonio Raimondi that copies a Raphael drawing
(1510-1520). This type is repeated in an icon in the Byzantine Museum,” while it is
noted that the earliest icon with this Westernizing rendering of the theme is a work
by loannis Apakas, around 1610, in the Lavra Monastery.” To the later examples
should be added the icon in Patmos,® as well as the icon of late seventeenth-century
date in the City of Athens Museum (Fig. 194).° In the Patmos icon the model of our
icon is reproduced exactly, while in the one in the City of Athens Museum
Raimondi's original engraving is copied more faithfully. with a minor variation in
the pose of Christ's body and in the order of the figures around the Virgin, from
which Mary Magdalene is omitted.
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The colours of the icon are preserved in good condition. Red. rose and orange
dominate, alternating with deep green and deep blue. The drawing stresses the
outlines and the flesh is modelled with dark shadows that contrast with the light
tones of the smooth prominent planes.

Our icon displays stylistic affinity with several late seventeenth-century works
from the lonian Islands, such as the icon of the Descent from the Cross in the
Byzantine Museum,” while there are analogous stylistic traits in the won of the
Crucifixion Cal. no, 38 (Fig. 190), that could be attributed to the same workshop.
In both icons there is a similarity in the rendering of the human figure, a
correspondence in the bodily proportions, the treatment of the flesh and the
colour tones. It is also noteworthy that both use iconographic models encountered
in icons by loannis Apakas.”

According to the above, the Velimezis icon was probably produced by a painter
working in the lonian Islands in the late seventeenth or the early eighteenth century.

Connrmion Manolis Chatzidakis, 1943 “The icon is painted on wood with the usual fine gesso,
Incised outlines and details, Preservation good. Christ's loincloth has been overpainted and the
gold ground retouched locally.”

The ieon is in good condition. The overpainting was removed during its conservation,

ProwvEsAascE loman Islands,

BisLiockardy Hatzidakis 1940, 156-157, fig. 8. Chatzidakis 1947, 358-44, pl. H', 1. Charzidakis,
Catalogue of icons in the Benoki Musewny, nd., no. 18, 76-T8. Bvzantine and Post-Bvzantine Art 1986,
168172 (M. Chatzidakis).

NOTES

1. Hatzidakis 15940, 134159, 156-157, figs 6 and 8.

2, Hatzidakis 1940, 157, fig. 9.

3. Hatzidakis 1940, fig, 7. Bvzansine and Post-Byzantine A 1986, 169 (M. Chatzidakis). Chatzidakis
1981, 365 (col. photo.),

. Byzantine and Pose-Byzantine Art 1986, no, 172, 168-172 (M. Chatzidakis).

. Th. Chatzidakis 1982, no, 36, fig. 20.

See above n. 2,

. Sege Cat. no. 38, 316-318.
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195, The Descent from the Cross, late
17th= 1800 centry. Benaki Muserm,

40
THE DESCENT FROM THE CROSS

Benaki Museum, inv. no. 3725
599x465x2.1 cm

Late 17th-18th century

elow the large arms of the Cross, the Virgin and Joseph of Arimathea

support the lifeless body of Christ. The Virgin, standing on a stool left,

behind Christ, embraces him and caresses his face. Joseph, standing on a
ladder right, behind the Cross, holds him at the waist, while John. by his side,
bows and clasps Christ’s hand. In corresponding pose left is one of the women
accompanying the Virgin, while behind her stand two other women with mournful
expression. Below right, Nicodemus, kneeling and holding pliers, prepares to
remove the nails from Christ’s feet. The scene takes place in front of a high wall
reaching half-way up the composition, Behind project the bulky, well-drawn
buildings of Jerusalem, among them two churches and a tower. In red letters on
the gold ground below the arms of the Cross, the inscription: H ETOKAOH-
AOZIC TOY X(PIZTO)Y. Bottom left, in white capital letters the forged
signature: XEIP KAIPO®Y AA IQAN. ay. (Hand of loan. Kairophylas 1600).
The colours of the icon are slightly faded and muted tones prevail in harmonious
combinations. The Virgin wears a green dress and dark red maphorion, and John
a light pink himation. The garments of the woman clasping Christ’s hand, Joseph
and Nicodemus are in pale ochre.
The scene of the Descent from the Cross in this icon follows a traditional
fifteenth-century model. as encountered in the Benaki Museum icon with the
Virgin and angels, from the workshop of Andreas Ritzos (Fig. 196)." This
composition recurs with minimal variations in the work of sixteenth-century
Cretan painters, as in the wall-paintings by Theophanis in the katholikon of the
Lavra Monastery (1535) and other later Athonite wall-paintings, such as those in
the Xenophontos Monastery (1544).° Although for the composition of our icon



B i,

L
_.¢ ﬁ“. r.ﬁ..ﬂ ‘.—rd-”._m..u._.”.w..{t

..,_._. _ml_m.f




326

40, THE DESCENT FROM THE CROSS

196, The Descent from the Cross, detail
af the icon by Andreas Ritzos, The Virgin
with angely and scenes from the life of
Christ. Benaki Museun.

the painter follows the established fifteenth-century Cretan model, for the
buildings in the background he adopts later models of Italian painting observed in
late seventeenth- and early eighteenth-century Heptanesian works, such as the
icon of the Crucifixion Cat. no. 38 (Figs 190, 192), and that of Saint Alexander by
Konstantinos Kontarinis Cat. no. 43 (Fig. 202).

Chatzidakis noted the identical iconography in an icon in the former Loverdos
Museum;” the resemblance extends to all the details and even to the background
buildings, although the colouring is richer and its composition more compact.
Nowadays in the Byzantine Museum, it is possibly the work of a Cretan painter of
the first half of the seventeenth century and might have served as a model for the
painter of our icon. Chatzidakis also mentions another icon, in a more simplistic
mode, in exactly the same iconographic type, the only difference being the
addition of the two larons. In the Pavlos Canellopoulos Collection, it bears the
signature: XEIP AEOY MOCKOY -AXZZ" (Hand of Leos Moskos 1667).*

The painter loannis Kairophylas is mentioned as a teacher of religious painting in
contracts dated 1589 and 1594, in Zakynthos, published by Leonidas Zois (1911),
who notes that no works by him have survived,” In a later article (1923)," Zois
mentions that he had seen an icon on which he read the inscription: yeip Todwou
Kupogidazos -y’ (1600), but records neither its subject nor its whereabouts.
The similarity in the formula and date of the signature to that of our icon, the
only difference being the addition of the suffix (-xoc) to the name, suggests, that
the two works are possibly one and the same.” However the foregoing examin-
ation of the iconography and the style of our icon points to a date later than the
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period of Kairophylas's activity. Indeed, as we have seen, the painter of our icon
enriches the conservative, fifteenth-century Cretan models with elements
encountered in late seventeenth- and early eighteenth-century icons from the
lonian Islands. His use of subdued colours, the careful though rather loose
drawing and the dulcet expression on the faces permit association with analogous
Heptanesian workshop of this same period.

Coxoimion Manolis Chatzidakis, 1945: “leon on a flat walnut panel, very well preserved, Light
cracks in the wood cause anomalies on the painted surface. In two places the colour has Naked off
due 1o swelling.”

The icon is in very good condition. 1t was consolidated by Photis Zachariou in December 1957,
During recent conservation { 1996} laboratory examination showed the signature 1o be forged. See
also Appendix T11.

Provixascek lonian Islands, Zakynthos (7).

BirLioGrary Chatzidakis, Catalogue of feons in the Benaki Musenm, nd., no. 7, 25, Delivorrias
1980, 70-71.

NoTES

1. M. Chatzidakis 1983, no. 18, 29-30 with bibliography.

2. Chatzidakis 1969-7(, figs 19-20, Miller 1927, 10, pl. 117.2, with the difference that Joseph

appears behind the ladder which is propped up behind the Cross,

3. Chatzidakis, Catalognie of feons in the Benaki Musenm, nad., 29 ‘identical down o the Last detail in
composition and colormtion, though it was probably painted by another hand”. Papayannopoulos-
Palaios 1946, no, 477, of smaller dimensions (4.5 x 33.5 cm).

. Chatzidakis, Caralogie of feons i the Beraki Musenm, n.d., 29.

. Zois 1911, 71.

. Zois 1923, no. 27, 108, See also Zois 1963, 249,

. There is a forged signature yrip fodveor Kewpogida tof Kogros a0 (1603} on an fcon of
the Annunciation, of good, carly I6th-century Cretan art, in the Benaki Museum, inv. no, 3713,
1t was acquired in 1943 and is not included in Xyngopoulos's Catalogue. See BCH LXVIII-
LXIX ( 1944-45), 424,
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197, The Dermition aof e Viegin,
late 17th-18uh century, Cat no. 41,

41
THE DORMITION OF THE VIRGIN

575x445x2em

Late 17th-18th century

hrist, frontal yet turned slightly left, holds the Virgin's soul, represented

as a little girl completely enveloped in a blue maphorion. He appears in

an elliptical mandorla with four angels and a seraph at the top, painted
in monochromy. Flanking the Virgin's bier are the apostles and two hierarchs.
Depicted in front of it are a candlestick with candle and the incident of Jephonias
and the angel. In the background right and left, two buildings with flat roofs at
different heights are linked by a semicircular wall. On the left, exactly below the
foot of the bier, a forged inscription in white capital letters: AEHCIC IQAKEIM
AAMITAPAOY TOY KPHTOC (Supplication of loakeim Lambardos the Cretan).
The Dormition of the Virgin is depicted in a conservative iconographic type without
secondary episodes, consistent with the model of certain fifteenth-century Cretan
icons, such as the Dormition in London, attributed to Andreas Ritzos (Fig. 198)," of
Palacologan origin, as known from the Dormition in Florence.” Common elements
of the model are the synoptic presentation of the principal theme of the Dormition,
the appearance of angels in monochromy within the mandorla and the presence of
the seraph at its apex.’ In these icons the similarity extends to the flat-roofed
buildings linked by a semicircular wall in the background. This model is propagated.
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41. THE DORMITION OF THE VIRGIN

198 Andreas Ritzos, The Dormition af
the Virgin, secomd half of 15th century,
Private colleciton, London,

with minor variations, in other icons too, such as one in the Canellopoulos Museum
and another in the City of Athens Museum, of fifteenth century date.* as well as a
seventeenth- to eighteenth-century icon in the Zakynthos Museum.” It also
constitutes the nucleus of the more complex depictions of the scene in the icons by
Andreas Ritzos in Turin and the Greek Institute, Venice.® where four angels appear
inside the mandorla, as in our icon.

The painter of the Velimezis icon meticulously follows the fifteenth-century
Cretan model in every detail, and seeks no originality. Even his style imitates
conservative fifteenth-century Cretan models, without Western influences.
Nevertheless the figures are squat and the drawing slack, describing broad
planes on the drapery, while the colours combine shades of blue and rose. with
few intermediate hues, The icon is the work of a local workshop of the late
seventeenth or the eighteenth century, which had access to good Cretan models,
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Coxpimon Quite good. with slight damage from previous conservation.

Provixanc: The name of loakeim Lambardos, forged on the icon, is Known only from a contract
published by Zois in 1923, which mentions that the painter loakeim Lambardos would undertake
the decoration of the church *ton Logotheton” in Zakynthos. This fact permits the hypothesis that
the signature was added by Demetrios Pelekasis and. furthermaore, that the icon’s provenance is
Zakynthos,

BraLiocramiy Unpublished,

MNOTES

I

. Baltoyanni 1991, 35301, pl. 175, See also Vocotopoulos 1995 132, 216, fig. 111 {colour).

. For the iconographic symbolism see Baltoyanni 1991, 36201,

. Holy e, Holy Space 1988, 123, 202-203, po, 42 (N. Chatzidakis ). Byzanine and Post-Byzaniine
A 1986, no, 95, Y243 (N, Chatzidakis),

. Unpublished, exhib. no. 120, personal observation.

. See above Cat no. 36, 311, n. 3

. Zois 1923, 183, Chatzidakis 1956, 18, n. 27. The identification of the painter as loannis
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Baltoyanni 1991, 35301 pls KA and 175,

Lambardos, proposed by Xyngopouloes, docs not seem probable, see Nyngopoulos 1936, 32,
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199, The Doubring of Thomas,
fate ! Toh-18th century. Zakvathos
Meavenmn, no, 361,

200, The Doubting of Thomas, late
17th-18th century, Cal. no, 42,

4
THE DOUBTING OF THOMAS

434x303x2cm

Late 17th-18th century

hrist appears on a stepped pedestal, in front of a building with a vaulied-

roofed porch. He raises his right arm, revealing the wound on which

Doubting Thomas places his finger. The apostles, ranged in two groups left
and right, witness the scene. On the gold ground in red capital letters, the
inscription: H WYAAPICIC {The Touching). The composition follows an established
model in Cretan painting, possibly of the fifteenth century,! which occurs in the
sixteenth century too, as in the icon by Frangiskos Sarakinopoulos, in the Greek
Institute in Venice.” and Theophanis's icon for the epistyle of the iconostasis in the
Monastery of Stavronikita,” with a minor variation in Christ's pose, the scrolls and
the type of building: a variation in the poses of the apostles following Thomas left
and Peter right is also observed.
Exactly the same model, in which the poses of all the apostles correspond and the
arrangement of the fagade of the building, with a porch upheld by two columns with
Corinthian capitals, is similar, is encountered in a fine seventeenth-century Cretan
icon in the Ekonomopoulos Collection,* while a series of icons in Zakynthos, dated
from the late seventeenth and eighteenth centuries,” displays even greater affinity
(Fig. 199). The execution of our icon indicates a painter of a later period who follows
conservative sixteenth-century models in the drawing and the treatment of the
drapery, yet the faces echo the art of late seventeenth-century Cretan painters, such
as Theodoros Poulakis, especially in the figures of the apostles. The similarity of our
icon to those in Zakynthos also points to its provenance. Moreover, the sculpted
decoration of the porch suggests an artist working in the Ionian Islands. Inscribed on
the pedestal in black capital letters is the signature: ANMHTPIOY NOMIKOY apH’
fof Demetrios Nomikos 1658), in all probability forged. It is however difficult 10
compare our icon with others by this painter, since the authenticity of his signature is
doubtful. The art of our icon cannot be connected to that of the Lamentation (Cat.
no. 56), which bears a signature of the same painter.”

Comprmion Quite goad, The vertical crack down the middle has coused some damage. The icon has
nat been conserved

Bisuioararty Unpublished,

ProvENANCE Zakynthos,

NoTes
1. After Byzantium 1966, no. 3, 32-35, early 16th-cenury icon,
2

2. Chataidakis 1962, no, ¥, 22-23, pl. 11; see also another signed work by the painter, N. Chatzidokis
1993, no, 42, 174-175; for the painter see Constantoudaki 1977, no. 21, 172, Mentioned 1569-
1578, died before 1582,

. Chatzidakis 1969-70, fig. 79,

. Baltoynnni 1986, no. 82, 59-60, pl. 61,

. Unpublished, in the Zakynthos Museum

. Probably forped, of. Cat. no. 56, 392-394,
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201, Konstensines Kontarinis
{1690 [738), Saint Alexandros and
scenes of martyrdom, Car. no. 43,

43
SAINT ALEXANDER AND SCENES OF MARTYRDOM

37x275x22cm

Konstantinos Komtarinis (1699-1738)

he icon, painted on a uniform gold ground, is divided into two registers.

In the upper register Saint Alexander stands upright, holding a cross in

his right hand and a palm branch in his left. He wears a short red chiton
and an open red cloak falling behind his back. His calves are bound with off-white
bandages highlighted in gold. Above, within a wide semicircle defined by white
clouds, appear the winged heads of angels and the full-bodied figure of Christ,
seated and blessing with both hands outstretched. The saint stands on a deep red
foreground rendered as a rectangle set in the gold field. Close to his feet is the
artist’s signature, in black cursive letters: yeip xewvoravtivor toi zoviamjvy (hand
of Konstantinos Kontarinis). Towards the top, in red lettering on the gold ground
is the inscription: ¢ Howropdpres 'AAéEavdpos (the Protomartyr Alexandros).
Represented in the lower register is an episode from the saint’s life, according to
his Synaxarion: ‘Alexander was brought first to the place of judgement and was
unable to stand upright, because he suffered from gout, and so together with
Kronion, his own man, they were set on camels and were paraded in ignominy
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43. SAINT ALEXANDER AND SCENES OF MARTYRDOM

202, Kenstantinos Kontarins, Scenes of
martyrdom and dedicatory inscription,
detail of feon Car. no, 43,

aboul the market place. Afterwards ... and finally lime, afire and boiling, was
poured upon them ..."." Saint Alexander evidently cured gout, and because of this
virtue the icon was dedicated to him, as declared in the related inscription, written
in black capitals on a broad painted tablet within a Renaissance-type gold frame:
El KAI HNETKAC NOYCON THC MOAAATIAC CE AYCQIIQ TAYTHC KATQ
METECXHKQC AAEZEANAPE AOC THN QEPATIEIAN HAH / CH MECITIA
MPOC TON AECTTOTHN HANTEN (And even thee bring the illness of gout and |
partaking of this affliction, Alexander, give cure through thy supplication to the Lord
af All). He is shown mounted on a camel held by two soldiers, in front of a
building with a group of Roman soldiers to the left. On the right, in a landscape
of rolling hills, the scene of the saint’s martyrdom in a pit of quick lime is depicted
on a smaller scale. The saint projects half-naked from the pit, while soldiers
gesticulate at him. In the background the buildings of a city are precisely drawn in
monochromy.

The Saint Alexander in our icon is not included among the homonymous saints
described in the Painter's Manual by Dionysios® and is not known from any other
icon. The iconography of the scene follows faithfully the description of the
hagiographer Nikodemos Synaxaristis, which seems to be the sole source for this
unusual composition. The originality of this graphic scene is comparable to that
observed in Konstantinos Kontarinis's votive icons, which are distinguished for
the vivid rendering of some biographical scenes, such as the miracle of the rescue
of his son Nikolaos (1718), in the Stathatos Collection, and the miracle of Saint
Lucian (1708) in an icon in Corfu.’

A large number of signed works by Konstantinos Kontarinis (1699-1738), a
painter working in Corfu, have survived in various regions, in muscums and
collections in Greece and abroad.' His models can often be located in icons by
Emmanuel Tzanes, whose technique he imitates in the linear modelling of the
flesh with parallel white highlights. Like other painters of his day, such as
Tzankarolas, he adopted themes from Western iconography, as in our icon.
Noteworthy is the fact that Saint Alexander has analogous facial features and
exactly the same pose as Saint Alexios in an icon by Tzankarolas in Corfu.® In all
probability the phonetic affinity of the two names led Kontarinis to use an already
existing model for portraying Saint Alexander, since it seems that his iconography
was never actually formulated.

The execution of the icon differs considerably from Kontarinis's familiar
technique, which is characterized by firm drawing and linear highlights on the
flesh, as seen in Saint Antypas (Cat. no. 44, Fig. 203). This is perhaps due to the
miniature nature of the scenes here, which are encountered in other icons of this
period. In particular, the diligent drawing of the city in the background, with the
perspective rendering of the buildings, is reminiscent of an analogous depiction in
the Descent from the Cross (Cat. no. 40, Fig. 195).

Compimion Good, though slight damage on the highlights of the painted surface, particularly the
flesh and the drapery.
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Bispodirardy Unpublished,

MOTES

1. Nikodemos Hagioreitis 1868, vol. 1 172,

2. Hereneta 1909, 160, 272 and passim,

3. Xyngopoulos 1951, 19-20, no. I8, pl. 17. See Vocotopoulos 1990, 163 and no. 131, fig, 305,
4. See Vocotopoulos 1990, 163; see also Cal, no, 44, 338-340,

5. Voeotopoulos 1990, no. 128, fig. 301,
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208, Konstantinos Kowntarinis,
Saint Antvpas, 1738, Cat, no. 44,

44
SAINT ANTYPAS

Mex234x18cm

Konstantinos Kontarinis, 1738

he saint is portrayed as ‘an old man with long white beard',' seated on a

large, carved and gilded, wooden throne. He wears a red sticharion and

green phailonion with broad folds in ochre tints. In his hands is an open
gospel book with the inscription in cursive lettering: T am the door. If anyone
enters by me, he will be saved, and will go in and out and find pasture, The thief does
not come except to steal .., . (John 10:9-10), The throne, modelled on the Barogue
thrones of Tzanes, is lavishly decorated: at the ends of the ridge of the back,
recurving volute leaves, topped by two small eagles. The decoration on the base is
original and intricate, with putti embracing sea monsters, Low down on the green
ground left, the signature in black letters: XEIP zovoravnjvor tov zoviagymy 1738
(Hand of Konstantinos Kontarinis 1738) and right: AEICIC TOY 40YAQY TOY
BEOY MIXAHA CITANOY (Supplication of the servant of God Michael Spanos).
Left and right in red capitals: O ATOC ANTIIAC.
Saint Antypas cured toothache, as the Athonite hagiographer Nikodemos
Hagioreitis records in a megalynarion: ‘Having your venerable icon, thrice-blessed
Antypas, as fortified bastion, I resort to it in all dangers and am relieved of
toothache'.* His description is included in the Painter's Manual and his
characteristics are repeated just the same in the few known icons of him. On the
earliest of these, a thirteenth-century icon in Sinai,’ Antypas is represented in
bust with the same long white beard, he appears in exactly the same type on a
much later icon in the Monastery of Stavronikita, an eighteenth-century product
of a local workshop.* Kontarinis also depicts him with the same facial features,
together with Saint Achilleios and Saint Andrew, on an icon in the Loverdos
Collection.*
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204, Konstantinos Kontarinis,
Sain Annipas, detail of fcon Cat. no. 44,

In our icon the painter apparently follows analogous iconographic models to
those used by Emmanuel Tzanes, This is deduced from the manner in which he
paints the face (Fig. 204), hair and beard with parallel white lines, tiny but firmly
drawn, as well as from the elaborate throne.” Comparable figures of an enthroned
hierarch occur in other eighteenth-century icons, such as those of Saint James the
Less (Cat. no. 45) and Saint Spyridon (Cat. no. 46),

S0 far the latest known dated works by Konstantinos Kontarinis were two icons of
1732, in the Kalligas Collection and the Christian Art Collection, Lefkada.” Our
icon of 1738 is now his last known dated work.

Coxpimion Excellent. No previous conservation.
BinLiociariy Unpublished.

NoTES

. Hermeneia 1909, 268,

. Nikodemos Hagioreitis 1868, 355,

- Weitzmann 1978, 40, pl. 39. On the iconography see Lexikon 5, 1973, col. 201 and Hermeneia
190, 268,

4. Staveowukita 1974, fig. 44 on p. 123,

3. Xyngopoulos 1956, pl. 69.1. On the iconography of the enthroned hierareh see also Cat, nos 6
and 4.

6. On the decoration of the thrones see Katselaki 1994, 46361,

T Vocotopoulos 199, 163,
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205, Saint Jamex enthroned, carly 18th
cenmiry, Cat. no. 45,

45
SAINT JAMES THE LESS

27.8x20.7x 1.8 em

Early 18th century

he saint, seated on a throne with cushion, holds an open gospel book and

the patriarchal crosier in his left hand, while blessing with his outstretched

right. He wears a white sticharion patterned with red and black flowers
and a green phailonion with red quatrefoil crosses and a red lining. The foliate
ormament on the base of the throne was repeated on the back, the greater part of
which has been destroyed. On the gold ground, two angels in clouds gesture
towards the saint. This area of the icon is considerably effaced due to previous
cleaning by use of fire, which affected the saint's face and the figures of the wo
angels. who held scrolls with inscriptions, now destroyed. The scrolls can be seen
clearly in the infrared photograph (Fig. 206), while the saint’s features are more
distinet: he has a long white curly beard and long hair falling behind on the
shoulders. Towards the top is the inscription in cursive: & dywoc lixotoc 6
adedgpoliicoc (Saint James the Adelphotheos ),
Saint James ‘Brother of God', son of Joseph and first Bishop of Jerusalem,' is
depicted according to the description in the Painter's Manual. as ‘an old man with
long beard".? However, his facial features are reminiscent of Saint Nicholas: the
white hair is arranged in the same manner on the forehead and temples, while the
beard seems to be divided into two sections, the upper thicker and rounded. as on
Saint Nicholas.
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206, Saint fames enthroned, early 18th
centiry, Cit, no, 45 (infrored

Phovograph ).

It seems that the characteristics of James were not crystallized in icon painting as
they were for other saints. In the earliest known icon of the Adelphotheos, 1600-
1610, in Patmos, he is portrayed in bishop's vestments and enthroned, as in our
icon, but with different facial features: short black hair and a long beard.” His
physiognomy is different again in the icon by Emmanuel Tzanes, 1683, in the
Greck Institute, Venice,* where he has thick white hair and a long forked beard,
and in an icon by Stephanos Tzankarolas, in the Benaki Museum, he is shown
standing, full-bodied, with a long black beard.”

The saint’s frontal pose in our icon is the same as that in Tzanes's icon. This
attitude originates from the Cretan model of the enthroned hierarch, around
1500, as recognized in the Cretan icon of Saint Nicholas Cat. no. 6. The painter
of our icon is even more faithful to this model, particularly in the arrangement of
the drapery on the sticharion and phailonion, as well as in the position of the
epigonation and the epitrachelion. The only differences are the addition of the
polvchrome motifs on the vestments and the Barogue form of the throne with the
volute leaves, quite different from the type of throne in Tzanes’s icon but
encountered on icons from his workshop in Corfu.”

The same type of enthroned hierarch is followed by other painters in the lonian
Islands in the early decades of the eighteenth century, such as Konstantinos
Kontarinis in his icon of Saint Antypas (Cat. no. 44) and Nikolaos Kallergis in his
icon of Saint Spyridon (Cat. no. 46), which also includes angels with nscribed
scrolls.

The copying of a model by Tzanes and the conservative rendering of the saint’s
characteristics, as far as can be discerned, recall the art of Konstantnos
Kontarinis, who, moreover, frequently uses cursive lettering in his signature, as on
the icon of Saint Antypas Cat. no. 44. The cursive inscription of the saint’s name
on our icon is consistent with this painter’s manner, but because of the damage it
is difficult to decipher the other distinetive traits — firm drawing. linear rendering
— of his art. Lastly, the tiny polychrome floral motifs on the archiepiscopal
vestments bring to mind the preferences of one of Kontarinis’'s contemporaries,
the Zakynthian painter Nikolaos Kallergis,” who presented Saint Spyridon (Cat.
no. 46) in a corresponding iconography.

The lower part of the icon at the base of the throne, where the painter’s signature
normally appears, has been completely destroyed. The icon of Saint James is the
work of a Heptanesian painter of the early eighteenth century, who like
Konstantinos Kontarinis followed the models established by the icons of
Emmanuel Tzanes.

Conpimos Rather poor. Considerable damage from previous cleaning, on the modelling of the

satint’s face, on the figures of the angels and the gold ground. Greater damage at the bottom, near
tha hardare
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Provexance Zakynthos (7),

Bimuiocinariy Unpublished.

MNOTES

5

4

Feast doy 23 October, see Hemenein 1904, 262,

. Hermeneta 1908, 151,
i

Chatzidakis 1985, no. 98, 139-130, pl. 47, of 1600-1610, with relevant hibliography on the saint
and his ordination on 139-140, n, 2.

« Chatzidakis 1962, no, 114, 135-136, pl. 60,
- Xyngopoulos 1936, 63-64. Chatzidakis mentions that there was an icon of the same subject

signed by Emmanuel Tzanes, 1668, in an Athens antique shop in 1950 (Chatzidakis 1962, 136,
n. 2},

. For the iconography and its diffusion see above 97-99 and nn. 16-20,

7. See Voeolopoulos 1990, nos 107-118, pp. 148-152, figs 271-278.

See Cat, no, 46, 346-353 with bibliography.




207, Nikolaos Kallerges, Seint Spyridon
ard scenes from his life, 1744,
Cat. no. 46,

46
SAINT SPYRIDON AND SCENES FROM HIS LIFE

HM4x36x29%ecm

Nikolaos Kallergis, 1744

aint Spyridon is portrayed enthroned, wearing a white sticharion and a

greenish blue phailonion with tiny black crosses and a red lining. The

plain throne, without back, stands on a red and white checkered floor,
Flanking the saint, on the same scale, two full-bodied angels on clouds turn
towards him. They hold lighted candles and open serolls with inscriptions of
hymns; left: XAIPOIC TPIMYQOYNTOC H KAAAONH (Rejoice thou the Beauty
of Trimythous), and right: YAIPOIC KEPKYPAC ON O COPRTATOC (Rejoice
thou being, the wisest of Corfur). Left and right of the saint, in red capital letters: O
ATIOC CAYPIAOGN O @AY MATOYPROC {Saint Spyridon the Miracle-worker). Six
scenes from the saint's life are depicted, three in the upper and three in the lower
part of the icon. At the bottom of the icon the painter’s signature is distinguished
in red capital letters on the gold ground: AYMA". XEIP NIKOAAQY. KAAEPTH.
{1744, Hand of Nikolaos Kalergis).
The reading of the scenes commences top left: 1. The saint stops the heavy rain
(Figs 207, 200, Saint Spyridon prays on his knees, looking up at the sky filled with
dark clouds. In the background a landscape with picturesque details and the
buildings of a city. Above, the ominous black clouds and the downpour that
ceases after the saint’s miraculous intervention are painted with accuracy and
simplicity. 2. The saint steps on Arius (Figs 207, 21, The saint is depicted
standing and conversing with a group of clerics making vigorous gestures, Arius
lies fallen on the ground. 3. The saint transforms the snake into gold (Figs 205,
211} The saint, standing, holds the snake in his right hand, in front of a kneeling
man. Behind him is a rich landscape with various buildings. 4. The saint appears
in the king's dream (Fig. 212), The saint stands upright left, inside a chamber
where the King is asleep in a Renaissance canopied bed, covered with luxurious
bedspreads, while a small angel appears beside him. 3. The relic of Saint Spyridon
(Fig. 213). Depicted in a conspicuous position in the central panel, below the
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46, SAINT SPYRIDON AND SCENES FROM HIS LIFE

208, Nikedaos Kelfergis, Saine Spverdon
devatdl of feeny Cat, s, 46,

enthroned figure of the saint, the relic is under a baldachin in front of a large,
embroidered hanging, within a space defined by a low, columned balustrade in
perspective. High up, in red capital letters, the inscription: AEIWANON TOY
ATIOY COYPIAQNO: (Relic of Saint Spyridon). 6. The saint raises the king's
daughter (Fig. 214). The saint stands upright left and blesses the king's daughter,
who arises from inside a large marble sarcophagus.

The scenes are painted according to an Italicizing model, as seen mainly in the
rendering of the colourful landscape with the blue sky, the buildings and the
furniture, such as the canopied bed. They are characterized hy a charming
polychromy and an expressive vitality, a softness in the modelling of the flesh and
a looseness in the treatment of the drapery. All are projected against the gold
ground of the icon, which simultaneously forms a uniform frame around each, as
observed in Theodoros Poulakis’s icon of Saint Nicholas with Scenes from His
Life, in Corfu.! The painter follows this same model for the type of the signature
as well, in red capital letters, very low down,

Spyridon, who originated from Cyprus and later became patron saint of Corfu, to
where his miraculous relic was translated,” is painted on a large number of icons
with the same facial features. He has a long white beard and wears the
characteristic knitted cap, as described by Dionysios in his Painter’s Manual:
“Saint Spyridon, an old man with long, forked beard, wearing a cap’, and ‘an old
man with rush-like and forked beard’. He is more frequently shown in bust, while
one of the earliest examples of him enthroned is an icon in Paros, work of a
Cretan painter of the second half of the fifteenth century. The enthroned saint in
our icon reproduces the established iconography of the enthroned hierarch, as
known from a large number of Postbyzantine icons.” The scenes from the saint's
life are often added on the borders of icons from the sixteenth century onwards.
One of the earliest is the icon by Emmanuel Tzanfournaris (1595), in the Greek
Institute, Venice,” which was the model for the icon by Theodoros Poulakis, in the
Benaki Museum.” On an icon of a standing Saint Spyridon by Emmanuel Tzanes.
in the Museo Correr, Venice,” scenes from his life are arranged vertically down
the sides, while in an icon of the enthroned hierarch, in the Loverdos Collection,
now in the Byzantine Museum, with the signature of loannis Moskos, the scenes
are arranged horizontally above and below, as in our icon.”

Of the eight scenes from Saint Spyridon’s life deseribed by Dionysios only two are
included in our icon, the first and the third, and their iconography scems to
observe the instructions in the Painter’s Manual: ‘the saint, kneeling, with arms
and eyes raised to the sky, and rain clouds above and around him' (first scene)
(Fig. 209) and *“Houses and inside the doorway a poor man stretching out his hand
- @and the saint standing outside the door gives him the golden snake’ (third
scene) (Fig. 211310

All the scenes on our icon are encountered in that by Emmanuel Tzanfournaris,
but their iconography differs significantly, indicating that Nikolaos Kallergis
followed a different model. Different again is the iconography of the scenes in the
alorementioned icons by Theodoros Poulakis, Emmanuel Tzanes and loannis
Moskos.






as0

46, SAINT SPYRIDON AND SCENES FROM HIS LIFE

209, Saint Spvridon stops the heavy rain,
detail af icon Cat. no, 46

210. Saint Spyriclon steps on Arius,
detaifl of icon Car. no. 46,

The representation of the saint’s relic is also included in the cycle of biographical
scenes (Fig. 213), although it constituted an independent iconographic subject. It
1s encountered as such in an appreciable number of later icons in Corfu, where
the veneration of the miraculous relic spread after 1532, and even moreso with
the circulation of the saint’s printed akolouthia, after his miraculous intervention
in the siege of Corfu by the Turks in 1716." One of the carliest and best examples
of the iconography of the subject is in an icon by Theodoros Poulakis, in
Patmos." The depiction of the relic in Kallergis's icon displays affinity with regard
to the decoration and the position of the reliquary, in front of a hanging
embroidered with flowers, with a late seventeenth-century Heptanesian icon in
the Kosmetatos Collection.”” The two full-bodied angels holding large lighted
candles, beside the relic in the Kosmetatos icon, are transposed in our icon to the
central panel, flanking the commemorated saint.

Scenes from the life of Saint Spyridon are widely disseminated in icons and
engravings of the late eighteenth and the nineteenth century,' though again the
iconography differs considerably from that of our icon. The only scene in common
is the saint's miracle with the snake, as in the icon in Stemnitsa (1771), and an
eighteenth-century engraving in a private collection in Corfu, where Spyridon
stands in front of a kneeling male figure,"” most probably following Dionysios's
description.

The cycle of scenes from the life of Saint Spyridon in the Velimezis icon
apparently differs from cycles encountered in icons by most of the known
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sixteenth- and seventeenth-century painters, such as Emmanuel Tzanfournaris,
Emmanuel Tzanes and Theodoros Poulakis. Nikolaos Kallergis draws on some
other pictorial cycle of the saint, of Western provenance, as yet unknown,

Nikolaos Kallergis, of whom works are known from 1699 1o 1747, was one of the
most prolific painters on Zakynthos." Scion of a Cretan family, he was the son of
the prosperous priest and painter Frangiskos Kallergis. who left Rethymnon after
it fell to the Ottomans in 1645 and settled on Zakynthos, where he had a private
church. Hagia Anna, in the town and an important library that he begueathed to
his daughter. A wall-painting with Saint Spyridon, signed by Nikolaos Kallergis,
has survived from the church of Hagia Anna and there are several signed icons of
his in Zakynthos as well as in museums and collections in Athens. He painted
diverse categories of icons, large despotic icons and bema doors for the
iconostasis, as well as icons with scenes from the Life of Christ. Apparently
Kallergis preferred to copy old icons, which he did systematically. This is
suggested by the condemnation of his father for copying the miraculous icon of
the Virgin Anaphonetria, in the homonymous monastery in Zakynthos, and by the
fact that Nikolaos copied icons by great Cretan painters, brought to Zakynthos by
Cretan refugees. Among these are some very important works, such as the icon of
Saint Theodore by the painter Angelos (Figs 232-233), the fifteenth-century icon
of Saint George standing and slaying the dragon, in the Zakynthos Museum, the
icon of the Passion of Christ, by Domenikos Theotokopoulos (Cat. no. 17) (Figs
134-135), and the icon of the Annunciation (Cat. no. 48) from the Modena

211 Saint Sprridon iransforms the snake
inter pold, detail of icon Cai, no. 46,
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triptych'” (Figs 224-225). Kallergis's style is often conservative in character.
particularly when he copies earlier icons, while in those icons in a miniature genre
more often follows the Western models of the iconography. His works are
distinguished by their precise drawing, chromatic sensitivity and picturesque
details, particularly in the secondary scenes surrounding single saints.

All these traits of his art visible in the icon of Saint Spyridon are observed in
another vita icon by Nikolaos Kallergis, of Saint Charalambos with Scenes from His
Life, 1728, in the Zakynthos Museum."™ Both icons are identical in the depiction of
the enthroned hierarch as well as in the drawing and coloration of the small
biographical scenes projected on the gold ground in exactly the same way.
Analogous elements of the painter’s graphic stvle are encountered in an unsigned
icon of Saint Nicholas with Scenes from His Life, in Cephalonia,' as well as in the
icons of the Annunciation {Cat. no. 48) and the Presentation of the Virgin in the
Temple (Cat. no. 47), which T attribute to the same cycle of works of miniature
character. Our icon of 1744 is one of the latest known dated works by Kallergis.

Conpimos Very good,
212, Saimt Spyridon appears in the king's

dream, detall of icon Cat. no. 46 BisLioGrariy Unpublished.

213, The relic of Satmt Spyridon, detail of N
icon Cal. no, 46, NOTES
I Vocotopoulos 194, no. 88, fig. 243; see also an ieon by Christodoulos Mariettis, 1677, op. cit.,
fig. 337.
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Vrokinis 1973, 307-310.

Hemeneta 1909, 154, For the saint’s iconography see Levkon, 8, 1976, cols 387-384,

Mitsani 1996, no, 1, 14-15.

E.g. see the icons of Saint James the Less (Adelphotheos) (Cat. no. 43) and Saint Antypas
(Cat. no. 44), by Konstantinos Kontarinis, with related bibliography.

Chatzidakis 1962, no. 62, 94-95, pls 46, 47.

Xyngopoulos 1936, no. 38, 57-59, pl. 29,

Drandakis 1962, 17-24, pl. I.

Papayannopoulos-Palaios 1936, no. o4, 22,

. Henmenein 1909, 181-182.
» See Chatzidakis 1972, 172, an. 1, 2, 3, 5 with related bibliography, See also Katselaki 1994,

470-48101. and nn. 45-53, figs 10-12. Bitha 1995, 16411,

. Chatzidakis 1977 (1985), no, 50, 169, pl. 184,
. Katselaks 1994, 470, fig. 10,

. For other Corfiote examples of Saint Spyridon see Bitha 1995, 15111, figs 1, 6-10.
. Bitha 1995, figs 1, 6-8.

. For the painter see Chatzidakis 1956a, 15, fig. 3. Chatzidakis 19758, 263. Chatzidakis 1987, 1,

pp. Y8, 125, Xyngopoulos 1957, 324, Triantaphyllopoulos 1985, A”, 364, Also Rigopoulos 19494
and 1994a, 283-287. Chanzidakis 1997, See also Cat. nos 47-48 and n, 17 below.

. See Introduction, 49, 51-52, 54-55, Figs 13, 18, 19, Cat. no. 48, 36211, with further examples. |

gave a first svnoptic presentation of the results of my research in a communication entitled
«[vorrmd dyviwoto £pyo wpnmieor Soyedgors at the VITIth International Congress of
Cretan Studies, Herakleion, 9-14 September 1996, These findings will be published in detail
in & monograph | am preparing on this subject.

Dimensions: 349 x 46 ¢m, Chatzidakis 1956, 16, n. 13, Konomos 1967, 30, Konomos 1967, 26-
27, Kreidl-Papadopoulos 1970, 110, fig. 88, Rigopoulos 19944, 34-35, fig. 2.

From the iconostasis of the church of Hagios Nikolaos ton Livathenadon, at Lixouri, sce
Cephalonin 11 1994, 44-45, figs 36-39,
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214. Saint Spyridon raised the king's
davighter, detail of icon Cat. no. 46,



215, Nikolaos Kallergls (2) { 1699-1747),
The Presensation of the Virgin in the
Temple, Car. no. 47.

47
THE PRESENTATION OF THE VIRGIN IN THE TEMPLE

244 x184x2em

Nikolaos Kallergis (?) (1699-1747)

he Presentation of the Virgin in the Temple is depicted in a type that

combines elements of Byzanting iconography with Western stylistic traits.

On the left is the Virgin as a girl. accompanied by her parents Anne and
Joachim making animated gestures. The three are flanked by young girls holding
lighted candles and dressed in colourful Western garments. At the entrance to the
temple, Symeon stands erect in pontifical vestments, with tiara and crosier. A maiden
from the retinue approaches left. her sophisticated attitude somewhat ineptly
conveyed. The scene takes place before the temple, which is shown as an arcade in
front of a high wall. At the top of a staircase 1o the left, between two columns and
below a red curtain drawn aside, is the little Virgin, turned towards the angel
descending from heaven in a cloud and offering her the bread. The seven-wick lamp
and a small censer can be discerned within this space. On the gold ground of the icon
traces of a now erased inscription in capital letters are discerned: EICOAOC. The
incised preliminary design and an incised wavy line on the borders are also visible,
The icon is notable for the precise drawing and the harmonious combination of
light colours. The youthful faces with roseate cheeks have fine neat features, while
the countenances of Joachim and Symeon have a livelier, troubled expression and
wrinkled brow. There is a restrained gentleness in the poses and gestures. The
garments are painted in alternating hues of rose, blue, pale green and yellow. The
deep blue arcade and the paler blue-grev part of the temple with the staircases
are projected against the backdrop of the pale rose wall. while the floor is painted
a deeper shade of this colour,
All the above elements of the icon are reminiscent of works by Nikolaos
Kallergis,' particularly the small biographical scenes surrounding the icon of Saint
Spyridon (Cat. no. 46, Figs 207-214) and of Saint Charalambos, dated 1728, in the
Zakynthos Museum.® On these is encountered a corresponding miniature
rendering of the scenes as well as a corresponding polychromy in similar tones.
Kallergis's art is recognizable particularly in the painting of Joachim's anxious
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216, Nikolaos Kallergis, Angel, detall of
feon Cat, mo., 46,

217, Nikolaos Kallerpis, Yeninyg girly from
the Virgin's retinue, detail of icon Cal.
nao. 47,

visage, in the group of girls accompanying the Virgin (Figs 215-217) and in the
miniature scene of the voung Virgin with the angel inside the sanctuary, which
recall similar figures from the border scenes on the icon of Saint Spyridon. The
mingling of traditional and Western elements, the naivety and immediacy of the
drawing, as well as the quality of the coloration are common to both works.
Further similarities are apparent in the rendering of the chief priest (Fig. 218)
and Saint Spyridon (Fig. 219), as well as of the female figures (Figs 217, 221}, with
the Virgin (Fig. 223) in the icon of the Annunciation Cat. no. 48 (Fig. 220), which
[ attribute to the same painter.

Nikolaos Kallergis is distinguished for the variety of styles he adopts in his
painting, depending on the size of the icon. For despotic icons and bema doors of
the iconostasis® he prefers a pronounced linear style, imitative of Byzantine, while
in small works® he comes closer to Western models, with smooth modelling of the
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218, Nikolaos Kallergis (7), The high
priest, detadl af icon Car no, 47,

flesh, soft drapery and a wider range of colours, These remarks suggest that our
icon of the Presentation of the Virgin should be attributed to the hand of this
painter and included in his group of works of miniature character, such as the
icon of Saint Spyridon (Cat. no. 46).

The theme of the Presentation of the Virgin in the Temple is encountered in a
different composition, which nevertheless follows an analogous Western model,
in another icon by Nikolaos Kallergis, dated 1738, in Zakynthos:" the girls in the
Virgin's retinue wear similar Western costumes and Symeon appears in pontifical
tiara, while the Western-type buildings are different in form.

Comparable compositions in the Western idiom also occur in later icons by other
cighteenth-century painters, at Vanato on Zakvnthos" and in Cephalonia,” where
the same Western model is set inside a traditional-type temple,
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219, Nikedaos Kallerpis, Saint Spyriclon,
detail of fcon Cat, no. #6.

Contiros Very good, The incised preliminary design is visible
ProvENANCE Zakyathos (7).

BiruoGrariy Unpublished,

MOTES

I. For the painter sce Cal no. 46, nn. 16, 17, and Cat, no. 48, 363-365.
2. See Cat. no, 45, n. 18,

3. Konomos 1988, figs 62, 63, Rigopoulos 1994, figs 1, 6,7, 8,9, 10,

4. Rigopoulos 1994, figs 2, 5, 11, See also an icon of similar art, possibly by the same painter in
Cephalonia, Cephadonia 11 1994, 44-45, figs 36-39.
Chatzidakis 1967, 27. Rigopoulos 1994, no. 9, 37, fig. 5. Rigopoulos 1994a, 286, pls XX1-XXIIL
. Charalambidis 1978, fig. 6.
Cephalonia 1 1984, fig. 262,
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220, Nikeleos Kallergts {2) ( 1099-1747),
The Annunciation, Cat no. 45
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235xw182x14cem

Nikolaos Kallergis (7) (1699-1747)

he angel advances impetuously from the left in wide stride. with torsion
of the body and an animated gesture with his right hand raised
heavenwards, In his left hand, brought in front of the chest, he holds the
lily. On the right the Virgin is seated on a low throne with cushion and without
back. Turned three-quarters towards a simply decorated Renaissance-type
lectern, in side view, she reads an open book, her hand placed on the pages.
The scene takes place on a terrace with low balustrade; in the background left is
a landscape of rolling green hills; on the right, behind the Virgin, below the
sloping roof supported by three columns, is a canopied bed with the curtain drawn
aside. On the gold ground an inscription in red capitals: O EVAITEAIEMOC THC
EQTOIROY (The Annunciation to the Virgin). Next to the Virgin the initials MP
@Y and I' above the archangel’s halo,
The drapery of the garments is schematically rendered, while the long, youthful
faces are modelled with rounded planes,
Elements of the iconography of the setting are encountered in Cretan icons of the
sixteenth and seventeenth centuries painted following models in Western prints.
For example, the canopied bed and the drawn curtain appear in one of the
miniatures in the Marciana codex by Georgios Klontzas,' vet the poses of the
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221, Nikolaos Kallergis, The Preseniation
of the Virgin in the Temple, Cat, mo. 47,
detail,

Virgin and the archangel differ. A depiction of the Annunciation in a corresponding
environment, in an engraving by Diirer, was perhaps the model of this composition.”
In an 1con by Theodoros Poulakis in the Museo Correr, Venice' not only is the
same lype of bed encountered but also the same terrace with balusters; however,
here too the poses of the figures are completely different. The model of
Poulakis™s icon is represented in Sadeler’s engraving of Gabriel's Mission to the
Virgin.* Emmanuel Tzanes used an analogous model for the setting in an icon in
loannina,” in which the poses of the angel and the Virgin differ, since they follow
traditional Cretan models.” A similar iconography also occurs in an eighteenth-
century Western-style icon in the Benaki Museum.’

In all the works mentioned above, by Klontzas, Tzanes and Poulakis, the
canopied bed and the terrace with low balustrade are features rendered in the
sume manner as in our icon. On the contrary, in these examples the rendering of
the Virgin and the archangel is different, while the affinity of these figures in our
icon with the representation encountered in another work, by the greatest of all
the Cretan painters, the Modena triptych by Domenikos Theotokopoulos, is
considerable. The painter of our icon reproduces the model of the Annunciation
in the local — Zakynthian — Byzantinesque idiom (Figs 224, 225).% Despite the
difference in style, there is correspondence in the angel’s pose, with the torsion of
the body, and even his attire, with the many-folded, long white chiton and the
second, shorter, sleeved one. in rose picked out in pale mauve, tied tightly just
above the waist, as in the angels in the icon of the Passion of Christ (Cat. no. 17)
(Fig. 107). Also related is the manner of painting his face in profile and the
position and shape of his wings. Our icon is further linked with the Modena
triptych by the pose of the Virgin in front of a lectern, which is reproduced exactly
except for the position of her head which inclines slightly towards the book in our
icon. Lastly, the type, form, simple decoration and side view of the lectern with
the open book are the same in both works.

Similarities in the pose of the Virgin and the type of the lectern are observed with
other known icons of the Annunciation by Domenikos Theotokopoulos, in the
Prado (Fig. 230), in the Thyssen-Bornemisza Collection and in its copy in
Burcelona.” There are, of course, minor divergences in the figure of the Virgin,
which has neither the elegance nor the grace of the Virgin in the Modena
triptych, as well as in the exact position of the lectern, Of the three examples
cited, our icon is most closely related to the Modena triptych.

When the triptych was first published in 1937, Pallucchini showed that the model
for the figure of the archangel in this work. and in the Annunciation in the
Thyssen-Bornemisza Collection, was Caraglio’s engraving of 1537, which copies a
drawing by Titian."" However the pose, movement and gesture of the Virgin are
completely different in Caraglio’s engraving; the model for the rendering of her
figure in Theotokopoulos's works was indicated by Alvarez-Lopera in 1995, in

engravings by Bonasone and Ghisi.'! Ghisi's engraving was used, moreover, as a
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maodel for rendering the angel in the Annunciation by other Cretan painters, such
as Georgios Klontzas in the Marciana codex and Hias Moskos in an icon of 1675,
in the Byzantine Muscum, Athens.”” A large number of later icons in a more
popular Heptanesian art clearly follow Western maodels for rendering the scene of
the Annunciation yet do not resemble our icon,'” while in some late cighteenth-
century icons of mediocre art in Ravenna,™ the poses of the archangel and Virgin
copy Caraglio’s engraving.

Our icon’s typological difference from Caraglio’s and Ghisi's engravings, that is
from the models Theotokopoulos used for the representation of the subject of the
Annunciation, as well as its difference from Tater icons known, confirms the
hypothesis that its painter copicd the representation directly from that of the
Modena triptych. Albeit the copy of Theotokopoulos's composition in our icon is
executed in the simplistic manner of a provincial panter who endeavours to give
the Western compaosition a more “Byzanting” character. Nevertheless, it preserves
the correspondence in the elongated proportions of the body and the relations
between the figures, as well as the character and the general aspect of the model.
The style of our icon has traits distinctive of the art of Nikolaos Kallergis, as
known from the icons of Saint Spyridon (Cat. no. 46) and the Presentation of the
Virgin in the Temple (Cat. no. 47), which are characterized by an analogous

miniature rendering of the figures, rich colours and graphic details in the

222 The Annunciation, 18th century,
Salomos Muserm, Zakyntios,

223, The Virgin, detail of icon Cai, me,
45
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224, Nikoloos Kallergis (2) (1699 1747),

The Annuncrarton, Car. no, 48,

225, Domenikos Theotokopotidos, The
Anmenciation. Detail of the Modena
mipeveh, ¢ 1567, Gallerin Estense,
Muodena.

setting.” The figure of the Virgin resembles the young faces of the maidens in the

Virgin's retinue in the icon of the Presentation of the Virgin in the Temple (Cat.
no. 47) and especially the girl at the far right who folds her arms in a similar
manner on the chest (Figs 221, 223); the simplistic linear rendering of the drapery
on the archangel’s garments is likewise similar to that on the dress of the girls.
The type of bed with canopy and curtain is painted in the same way as in the
scene of the king's dream in the icon of Saint Spyridon (Cat. no. 46) (Fig. 212).
The balusters are drawn in the same manner as the small colonnettes in front of
the saint’s relic in that icon (Cat. no. 46) (Fig. 213). The colour tones correspond,
since the same blue-grey is used in the landscape of the Annunciation and in the
first and third scenes of the miracles of Saint Spyridon (Figs 207, 209), in which
the little clouds are also painted in a similar manner. The above observations lead
to the conclusion that the icon of the Annunciation was painted by Nikolaos
Kallergis and belongs to the same cyele of his works as Saint Spyridon (Cat. no.
46) and the Presentation of the Virgin in the Temple (Cat. no. 47). Moreover, the
subject seems to have been established in Zakynthian painting, since it is
encountered in identical rendering in another contemporary icon in the Solomos
Museum, Zakynthos (Fig. 222)."

It further emerges that Nikolaos Kallergis had copied not only Domenikos
Theotokopoulos’s icon of the Passion (Cat. no. 17) but also the representation
known to us from the Modena triptych. To Nikolaos Kallergis's copies of earlier
important icons that had been brought to Zakynthos by refugees from Crete,
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another two works by him in the Zakynthos Museum can be added: Saint 226, Domenikos Theotokapoulos, The

Theodore (Fig. 233) and Saint George the Dragon-slaver from the church of the Baptism. Detail of the Modena triptych,
) = : : - : e 1567 Galleria Estense, Modena,

Panagia tou Tsouroufli. These are charactenized by the same style!” and their

respective models are Saint Theodore by Angelos, in the Loverdos Collection 227 Nikelaos Kantounis (1767-1834),

! i i . ; o . . The Baptivm. Zakynthos Musetwmn.
(Fig. 232), which was formerly in Zakynthos, and Saint George standing and S i i e

slaying the dragon, in the Zakynthos Museum."

It seems that Nikolaos Kallergis had inherited the practice of copying earlier
Cretan icons from his father, the painter and priest Frantzeskos (or Frangiskos),
who had painted an exact copy of the icon of the Virgin from the Anaphonetria
Monastery, as attested in a decision of the Proveditore of Zakynthos, Jacobus
Corner, on 8 June 1677: ... it has come 1o our notice that while the same icon is
in the church of the Holy Apostles, the most reverend vicar Frangiskos Kallergis,
who was also a painter. has dared to copy this in the same size most faithfully.
Believing that this is unbecoming and harmful to the original, we order, with all
due respect, that the copy of the icon be brought to the Anaphonetria Monastery
and remain beside the original, without it ever being possible to take it away™."
The icon of the Annunciation not only adds another work to the copies made by
Nikolaos Kallergis, it also constitutes indirect evidence of the presence of another
work by Domenikos Theotokopoulos, in all probability the Modena triptych itself,
in Zakynthos, and indeed in the hands of the same painter.®

The hypothesis that the Modena triptych was once in Zakynthos is reinforced by
the testimony of other works by Zakvnthian painters that copy another two of its
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228, Dannenikos Theorokopoulos,

The Adoration of the Magi. Detail from
the Modena riptyeh, c. 1567, Galleria
Estense, Modena.

220 Nikedaos Kowtouzis (7)) (1741-1813),
The Adoration of the Shepherds,
Falynthos Musewm,

scenes: the Baptism and the Adoration of the Shepherds. In two paintings of the
Baptism ascribed to Nikolaos Kantounis (1767-1834) (Fig. 227),"' the pose of

Saint John the Baptist and of Christ is the same, as well as the pose and the small
number of angels: a further common element is the warm yellow light in the
cloudy sky, in which the dove appears, all distinetive traits of the iconography of
the triptych. In the Baptism in the Zakynthos Museum in particular (Figs 226,
227), the rendering of the first angel with the bare leg, a figure which, as has been
noted, only Theotokopoulos introduces into the iconography of the scene. is
identical.”

In the Adoration of the Shepherds by Nikolaos Koutouzis (1741-1813), in the
Zakynthos Museum (Figs 228, 229),* the composition and the pose of the Virgin
and Child, the kneeling shepherd and the shepherd leaning on his crook are
analogous. In the Adoration of the Shepherds by Nikolaos Kantounis there are
corresponding similarities in the poses and even an attempted imitation of the
wirm vellowish light.*

The copving of three basic scenes from the Modena triptych in the above three
warks by Zakynthian painters in the same period provides evidence of the
triptych’s probable presence on the island before it found its way to Ttaly. Most
scholars have regarded this outstanding piece as the first known work by
Theotokopoulos after his arrival in Venice in 1567-1568.% However, Chatzidakis
in 1957 and Puppi in 1995 included it in the oetvre of the painter’s Cretan period,
while Vassilaki in 1990 and 1995 posed the question of the place of its creation.™
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I believe that on the evidence presented here there is no obstacle to assigning the

triptych to the Cretan period of the great artist’s life. Furthermore, the presence
of the icon of the Passion of Christ (Cat. no. 17), by stimulating a reconsideration
of previous views on the painter’s early oenvre, may confirm this work's inclusion
in the same period on the basis of its style.”

The influence of Theotokopoulos's representations of the Annunciation extends to
the later local painting of Zakynthos.™ In the Annunciation by Nikolaos Koutouzis,
from the church of Hagios Spyridon Flambouriaris,™ the figure of the Virgin in
front of the low lectern has exactly the same pose (Figs 230, 231). Other elements
in common are her garments and the passionate expression on her fuce as she gazes
upwards. However, the Virgin here has none of the gentleness, elegance and grace
of the refined Virgin in the Modena triptych and in its copy by Nikolaos Kallergis;
on the contrary, she has the features of a more mature woman with stout body and
round face, as in the Annunciation in the Prado (Fig. 230), in the Thyssen-
Bornemisza Collection and in Barcelona,™ Lastly, the form of the lectern in the
Prado icon of the Annunciation is encountered in another icon of the subject by
Nikolaos Kantounis, in the Zakynthos Museum (see Introduction, 47, Fig. 10)."
Of these three icons the one in the Prado is the earliest and has been assigned to
the Italian period of the Cretan painter’s life (1575), while its presence in Spain is
attested already from the nineteenth century.™ However, given the similarities
noted, the presence of this icon — or an exact copy of it — in Zakynthos may be
considered very probable.

230, Downenikox Theotokoponfos,
The Virgin, Dewail of The Anmtinciation,
. I570. Museo del Prado, Madrid,

231 Nikotaos Kewtouzis (1741-1813),
The Virgin detail of The Annunciation.
Zakynthos Museo (see Fig. 11)
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In summary, the icon of the Annunciation here ascribed to Nikolaos Kallergis
constitutes a further minor example of the appeal that the work of the then
unknown great painter, Domenikos Theotokopoulos, had in the local art of
Zakynthos. At the same time it also reveals the presence of its model, in all
probability the Modena triptych, on the island, in the hands of the painter
Nikolaos of the Cretan Kallergis family.

Conprmion Very good.

ProvENANCE Zakynthos,

Binviocrardy Unpublished,

NoTes

I Panselinou 1992, 475, pl. 247, Paliouras 1977, 167-168, fig. 52. See an analogous model in

icoms of the Annunciation in the Athens School of Fine Arts, dated 1636, and the Greek Institute
Venice, of. N, Chatzidakis 1993, no. 48, 18- 189,

2. The Mlastraied Barsch 10, 1, 1980, 114: 10, 2, 1981, no. B19, 262-263, Marcantonio Raimondi
follows a similar type (The Mlustrated Bartsel 27, 1978, no. 587, 11, 273),

3. Mariacher 1957, 196197, inv, no. 333, Rigopoulos 1979, fig. 3.

4. Rigopoulos 1979, fig. 4,

5. Byzanting and Post-Byzantine Are 1986, no. 169, 167; see also the Annunciation in the tripbyeh by
Emmanuel Taunes, in the Canellopoulos Collection, Drandakis 1962, 115, pl. 46f.

6. For the poses of the archangel and the Viregin see above (Cat. no. 14, 151, 164, n. 3, Fig. 72),

7. Xyngopoulos 1936, no, 60, B, pl. 42y, There is correspondence in Gabriel's attire, with the two
chitons girdled around the waist. The landscape in the background is encountered in an earlier
Western model of the seene, by Girolamo da Santa Croce (1497-1544), see Berenson 1968, 1, Gig.
78,

8 Pallucchini 1937, pl. 1L Ef Groce of Crere 1990, no, 4, 172-175, 344-340 (M. Vassilaki), with
carlier bibliography, See dlso Vassilaki 1995, 11911,

9. For the icon in the Thyssen-Bomemisza Collection (former Contini-Bonacossi) see Wethey

1962, 11, 32, no. 37, 1, fig. 17. For the icon in the Prado see Wethey 1962, 11, 32, no. 38, 1, fig. 13,

and recently Ef Gireco an fraly 1995, no. 40, 315-321, 510-517, figs on pp. 313-315 (1. Alvarcz-

Lopera), with previous bibliography, See also the identical ivon in Barcelona, Wethey 1962, 11,

32-33, no 39, 1 fig. 14,

Palluchini 1937, 6, fig. 3. Ef Greco of Crete 1990, 174, Gz 3 (M. Vassiluki), £ Grece in lraly 1995,

318, fig. 3 (J. Alvarez-Lopera).

Ciasi's engraving is a copy of a work by an earlier artist, see EF Groco in faly 1995, 320, figs 4 anel

{13

3 (L Alvarez-Lopera). The Virgin's pose is also encountered an engraving by Goltzius, after a
wark by Martin de Vos (The Mustrated Barsseh 3, 1, 1980, no, 294 (89), 261; 3, 2, Commentary,
326). This engraving, which has not been noted so far, does not constitule a secure chronological
ctiterion for the introduction of the theme into the painting of these ieons, but it does constitute
confirmation of the dissemination of the theme and of this typology in | Tth-century European
art. A copy of the central theme of Theotokopoulos’s feon of the Passion of Christ is also
observed in another engraving by Goltzivs, see above Cat. no, 17, 207 and Fig. 128,

12, Ante v Culto, Despres de Bizancio 1995, no. 2, 20 (M. Acheimastou-Potamianou), In the same
icon Moskos follows the model of Caraglio’s engraving for rendering the figure of the Virgin,

13, Karakatsani 1980, figs 365-367. feore of Raverona 1979, no, 115, 73,

14, Jeame i Ravenna 1979, nos 113-114, pp. 71-72, nos 116, 116, 1, pp. 73-74,

15, For the painter see abiwve Cat. no. 46,

1. The icon is unpublished, T am grateful to Katering Demeti for providing me with a photograph.

I7. Personal observations. They come from the same church as the bema door with Christ upheld by
an angel, which copies the central theme of the icon of the Passion of Christ (see above Cat. no.
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25
26

27,

28

Y
1.
3"

33,

17, 2171, Fig. 135).

. The transfer of Angelos’s jcon of Saint Theodore from Zakynthos 10 Athens is attested by

Konomos 1988, 54, On the icon see N. Chatzidakis 1983, no, 8, 24, The ieon of Saint George s
from the church of Hagios Demetrios tou Kolla, Konomos 1985, fig, 31,

L De Viazis 1898, 236-238; sec also Konomos 1988, 82, The document is cited by all those who

have studied these painters, See relevant bibliography Cat. no, 46, 34711

. See Introduction, 49, 54, and Car. ne. 17, 21760
21. For the Baptism in the Modena triptych see recently Bl Gireco of Crere 1990, 168171, 343-344,

fig. on p. 164 (M. Vassilaki). For the Zakynthian representations see Charalambidis 1978, figs 33
and 44, Konomos 1988, figs 106, 86,

. Konomos 1988, fig. 106, The angel from the Baptism in the Modena inptych does not exist in

Battista del Moro's engraving, which Theotokopoulos used os o model, see Dillon 1985, figs 4, 5,
For Theowkopoulos’s models and his imventiveness see recenily £l Gireco of Creie 1990, 168-171,
343344 (M. Vassilaki).

. From Hagios Spyridon Flambouriaris, 1790 1800, Konomaos 1988, fig. §8. Charalambidis 1975,

fig. 19, Whereas all Domenikos Theotokopoulos’s representations of the Adoration are linked
iconographically (sce Pallecchini 1937, 7M. and El Greco of Crete 1950, [6(- 163, fig. on p. 161, see
also figs 1-8 (M. Vassilaki), see also EI Greco in Jafy 1995, 30200, (1. Alvarcz-Lopera) the model
most closely related to the Zakynthian works is o be found in the Modena triptych, There is
another icon of the Adoration of the Magi, of |Sth-century date, in the Solomos Muscum (Fig.
13). OF analogous art 1o that of Nikolaos Kallergis's icons, this icon is remarkably similar o
anerther work by Theotokopoulos in a private collection in Lausanne (see Ef Greco i faly 1995,
nio 39, 20 fig 1 () Alvarez-Lopera ). CFL Introduction, 49, Fig. 14,

L Komomios 1 7L 123, G, 102 Charalambidis 1978, fig. 43, see also fig. 85, The knecling shepherd

in these works  cven more like the shepherd in the Adoration in the Buccleuch Collection,
Wethey 1962, 1, mo. 24, 26-27, 11, fig. 10,

Sew above o, 8,

Chatzidakis 1987, 312, Puppi 1995, 32-33, Bl Greco of Crene 1990, 172-175, 344-345 (M.
Vassilaki), Vassilaki 1995, 19T

The subjeet is oo wide 1o examing in the comext of the present Cataloguc.

Charalambidis 1978, figs 18, 42. Konomos 1958, figs 104, 110, The figure of the archangel in
these works s copied from another icon by Domenikos Theotokopoulos at that time in
Zaukynthos, the icon of Saint Luke the Evangelist, as noted in the Introduction, 47, n, 53, Figs %
11

Zakynthos Museum, no. 259, Charalambidis 1978, fig, 18. On the painter see bibliography below,
Cat. nixs 69T, 42000, n. 1.

See bibliography in n. Y,

Charalambidis 1978, fiz. 42, Konomuos 1988, 124, fig. 104, See Introduction 47, n. 53

In was purchased by the Prado Museum in 18658 from Dong Conception Parody. For the daling
of the icon see recently £l Greco in laly 1995, no. 40, 315-321 (). Alarez-Lopera). For other
datings and the provenance see Wethey 1962, 1, no. 38, 32 See also above n 9 and Introduction
53, n, 67,

For Theatokopouloss habit of copying his own works, such as the Annunciation, see passim
Wethey 1962, 11, 31T

232 Angelos, Saint Theodore Tevon, first
dalf 15th cenury. Byzantine Museum,
Athens.,

233 Nikolaos Kallergis ( 1699-1747),
Saimr Theodore Teron. Zakynthos
Muesenm.
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234, The Descent from the Cross,
rreied-18th centiery, Cat. ne, 49,

49
THE DESCENT FROM THE CROSS

488x34x2cem

Mid-18th century

he Cross is projected obliquely against the gold ground, flanked at the

level of its arms by three men on two ladders removing the lifeless body

of Christ. Their strenuous movements convey the effort required to
support the heavy corpse. which flops over at the waist and dangles in front of the
ladder. Lower down, a kneeling male figure, perhaps Joseph of Arimathea.
spreads out a white winding sheet to receive the body, while another man, with
white beard, wearing a turban, a white cloak and high red boots, turns towards the
Cross. On the right is the kneeling Virgin, her hands clasped in prayer, while on
the left a woman covers her face with her cloak.
The icon is elliptical, a shape known in a few Postbyzantine icons, such as that of the
Passion of Christ by Domenikos Theotokopoulos (Cat. no. 17), as well as in later,
eighteenth-century ones of the Baptism and the Anastasis in Corfu.'. Towards the
bottom, on the white sheet at the base of the Cross, is an inscription in black letters:
XEIP zovaravtivor zoviaoyvy (Hand of Konstantinos Kontarinis). The type of the
signature is strikingly similar 1o genuine signatures of Konstantinos Kontarinis:? it
has the same calligraphic precision and could be considered authentic. However,
laboratory examination has shown that it is written on top of a later overpainling.
The Western character of the many-figured composition is obvious in the
attempted perspective rendering, with foreshortening of the figures around the
obliquely placed Cross. However, the scene does not follow known iconographic
models familiar from other Westernizing icons of the seventeenth and eighteenth
centuries, such as the Flemish engraving used by Theodoros Poulakis in an icon in
Cephalonia,” and the prototype of the painting by Rosso Fiorentino (1494-1540)
at Volterra (1521), which was repeated later by Daniele da Volterra® and is
encountered in an icon at Vanato, Zakynthos® as well as in an icon of Saint
Methodios, from the circle of Konstantinos Kontarinis, in Corfu.®
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235, The Descent from the Cross,
wnicl-18eh cennory, Cat. no, 49, detail,

The compuosition of our icon is painted after a work by the French artist Le Brun
(1619-1640), know from prints by his friend and contemporary the engraver Audran
(1639-1684):" it was thus diffused in seventeenth-century French painting.® The
affinities are mainly concentrated in the lower part of the composition, where the
Virgin is portrayed in a similar attitude of prayer. with a woman beside her, and
another woman expresses her grief by covering her face with her hands, as in our
icon, It is interesting to note that Panayotis Doxaras in his treatise [Teoi Coyoagias
(manuscript Athens 1724} recommends among other things the prints of *Charles
Le Brun from France’ as a model for young painters.” Doxaras’s work was modelled
on Du Fresne's French edition of Da Vinei's treatise, a favourite manual in Le
Bruns Academy in Paris."" The adaptation of Le Brun's prototype of the Descent
from the Cross is achieved by rendering it in the characteristic Byzantine style. The
outlines are bold and the drawing has a certain sophistication, imitating the
technique of icons by Tzanes and Poulakis. The facial expressions are exageerated,
while the dense calligraphic folds of the drapery recall a comparable style in an icon
of Saint John the Baptist by Georgios Vidales, (1666), in the Loverdos Collection in
the Byzantine Museum, Athens.'" Our icon, with its more vivid colours, was
probably produced in a related workshop on Zakynthos.

Conmnen Very good. Slight damage at the edges top and bottom, which had been overpainted;
this was removed in the recent cleaning, The incised preparatory design on the gesso can be
clearly seen. See ulso Appendix 111

Bistioararny Kalogeropoulos 1926, fig. facing p. 104, Xyngopoulos 1956, 318, n, 5. Vocotopoulos
19440, 163,

Provenanct: Zakynthos, Athens, the Theodoros Zoumboulukis Collection, where Kalogeropou-
los locates i in his 1926 publication,

NoTES

L. The icon of the Baptism in a traditional style akin 1o that of Kontarinis’s conservative works,
Vocotopoulos 1990, no. 126, fig. 295, und the icon of the Anastusis in a purely Western style
of the late 18th century, Holy Metropelis of Corfre 1994, fig. 212,

2 See passim Cat nos 43 and 44,

3. Rigopoulos 1979, pls 154, 155, Cephalonio | 1989, fig. 235,

4. Venturi 1979, fig. 105,

3. Work of an unknown painter of the late 15th century, Charalambidis 1978, 326[,, fig. 8 and
330 hg. .

fi. The scene is represented on the saint’s epigonation. Vocotopoulos 1990, no. 136, fie. 314

7. Cf Male 1932, 282 The engraving is in Paris, Bibliothique Nationale, Cabinet des Estampes
(Ed 68, Da 35, fol. 82). Lebrun's work is in the Rennes Muscum; for the painter ez see
Benezit 1901, V, 4591

8 E.gosee Mile 1932, 252, fig, 164 (work by Jouvenct, 1697, in the Louvre).

% Lambros 1871, 27. Procopiou 1939, 102-103, 112,

Ik Dowaras illustrates his hundbook with his own copies of works by Poussin, Procopiou 1939,
103ME, pls 84, Kyrinkou 1982, 219, 223 pls A IE.

11, Chatzidakis 1987, 191, Konomaos 1988, 83, fig. 44,
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236, The Adoration of the Shepherds,
second half of 18th century, Cat. no. 50,
Beraki Muserm,

50
THE ADORATION OF THE SHEPHERDS

Benaki Museum, inv. no. 3733
Y x393x 1.8 em

Art of Apostolos Krezias, second half of 18th century

he Adoration of the Shepherds is represented within the wide mouth of

a central rocky cave. The kneeling Virgin stretches her hand and holds

the white sheet on which the naked Christ-Child lies in a basketry
manger. On the right, three praying angels gather near him, while the three
sprightly Shepherds and a woman in a red dress with white puffed sleeves and a
broad-brimmed hat approach. At the back are the two animals, the ox and the ass,
and Joseph standing behind the Virgin. At the sides, in a landscape of low hills,
two secondary episodes are depicted on a smaller scale: left the Journey of the
Magi, who proceed on horseback, and right the Annunciation to the Shepherds,
who converse with two angels appearing high in the sky amidst white clouds.
Beside the shepherds are their flocks of white sheep. grazing and drinking water
from a brook.
The icon formerly bore the forged signature of Theodoros Poulakis, which was
removed when it was cleaned by Photis Zachariou in 1960." The entire central
composition copies in exact detail a model in a Flemish engraving by J. Sadeler.”
In an icon of the Nativity, by the Zakynthian painter Apostolos Krezias, 1750, in
the Metropolitikon Megaron, Zakynthos,” there is an analogous development of
the landscape and a correspondence in the scale of the central theme, set inside
the cave; this correspondence extends to the miniature manner of painting the
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S0 THE ADORATION OF THE SHEPHERDS

237, The Adaration of the Shepheridy,
second half of 18t centiry, Cat. no. 50,
iletaif,

Journey of the Magi in the landscape; additional similarities are ascertained in the
stylistic rendering, with particularly careful drawing, especially in the secondary
scenes, as well as the coloration, notably the gradual shading of the brown tones
on the sides of the central crag and in the landscape. These affinitics in
composition and style indicate a dependence of Apostolos Krezias's icon on the
evidently earlier and more complete composition of ours. Apostolos Krezias
painted a large number of icons in Zakynthos (dated works by him, most of them
unpublished, from 1750 till 1790)." which are outstanding for the immediacy of
the narration, the high quality technique and the calligraphic precision in
rendering decorative motifs. The Adoration of the Shepherds, in a different
iconographic type with a much richer composition and extravagant poses and
gestures, is presented in an icon by Stephanos Tzankarolas, in the National Art
Gallery, Athens.*

Conornox Cleaned and consolidated by Photis Zachariou in April 1960
PrROVENANCE Zakynthos

Bisviorapiry BCH LXVII-LXIX (1944-45), 424, Xyngopoulos 1956, 25, n, 1. Embiricos 1967,
222-224, fig. 115. Rigopoulos 1979, no. 77, pls 143, 145, figs 155, 157,

NOTES

I. The jcon s referred to as o work of Poulakis by Xyngopoulos (Xyngopoulos 1956, 256, n., 1)
and Embiricos (Embiricos 1967, 222-224, fig. 115). Rigepoulos docs not consider it 1o be by
Poulakis {Rigopoulos 1979, 172, no. 77),

- Atherting LXXVIL fuse. 4, fol. 87, no, 335, Rigopoulos 1979, pl. 44, fig. 156, For the
iconography of the Adoration of the Shepherds see above Cat, no, 15, 166168,

. Konomos 1988, Tig, 71,

. Konomos 1988, 26 and 106,

- Kalligas 1984, 57-58, figs 15, 16,
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238, The Beheading of Saint John the
Bapwist, Cat. no. 51. Benaki Museun.

51
THE BEHEADING OF SAINT JOHN THE BAPTIST

Benaki Museum, inv. no. 3731
905 x 68 x 2.5 em

Second half of 18th century

aint John is depicted at the centre, turned left and kneeling on the ground,

his naked torso bent downwards. Behind him stands the executioner, in

frontal pose, holding a sword in his right hand raised above his head. On
the right two soldiers clad in rich, gold-embroidered uniforms, converse with
Herod who stands behind them, wearing a Roman helmet and a red cloak. In the
background left, on a smaller scale, Salome approaches holding the empty bowl,
she is flanked by two noblewomen of her retinue attired appropriate to their
status. Higher up, left, are secondary episodes depicted on a smaller scale: the
bringing of the severed head to Salome and Herod's banquet on the terrace of a
Renaissance building. On the right, the prison with two male figures peering out
of the barred window, At the top of the icon a wide opening of heaven with white
clouds, in which a choir of angels appears. Bottom right, an inscription in white
capitals KOMMOC ANAPEOY [EPOMONAXOY TOY KAAAANA  AWA" ([by the]
effort of Andreas Kallanas hieromonk 1704). The painter is not known from other
works and the authenticity the signature is doubtful.
The iconography indicates that the painter belonged to the group of Heptanesian
artists who reproduced one of the favourite subjects of the great sixteenth- and
seventeenth-century masters. Indeed the scene here follows the prototype created by
Michael Damaskenos in the icon in Corfu.' which was copied with minor variations
by several good seventeenth-century painters, such as Victor (1660) and Theodoros
Poulakis, in icons in Zakynthos® and Bari. An analogous rendering is encountered in
an icon by Philotheos Skoufos in Corfu (1663)," while similar iconography is also
observed in an icon dated to the second half of the eighteenth century. in the church
of Hagios Nikolaos ton Xenon in Zakynthos.* Our icon is even more closely related
to this last work in the arrangement of the different secondary episodes and their
linear and graphic rendering, with emphasis on the decorative elements. The rich
colours and firm drawing, the calligraphic execution of the secondary episodes as
well as the penchant for ornamental details point to the same artistic environment,
in which the painter followed established models with simplicity and immediacy.






5. THE BEHEADING OF SAINT JOHN THE BAPTIST

239, The Befwading of Saint Jolhn the
Bapiisi, Car. ne, 51, detail,

Conmmos Very good. Tt is not certain whether the signature is authentic,
PrOVENANCE Zakynthos (7).

BraioGrarHY Spiteris 1452, fig. 5. Delivorrias 1980, 75, fig. 65, Vocotopoulos 1990, 32.53. n. 14,

NoTES

L. Vocotopoulos 1990, no. 27, 51-53, fig. 32, with bibliography on the subjeet.

2. Chatzidakis 1962, 87, n. 3. Konomos 1964, 22, feome di Puglio 1988, no. 73, 100, 158,
Vocotopoulas 1990, fig. 323, See icon by Poulakis in the Byzantine Muscum. Soteriou 1931, 21,
Rigopoulos 19749, 76-77, 160-161, pl. 107,

3. Vocotopoulos 1990, no. 97, 141, fig. 262; see also 52-53, 141 with many examples.
4. Konomos 1988, fig. 57,






240, Propliet Eljah and Saint Basil,
second half 18th century, Cat. no. 52.

52
PROPHET ELIJAH AND SAINT BASIL

x315x3cem

Second half of 18th century

rophet Elijah sits outside a cave, left, holding a book and outstretching

his hand, his head tilted slightly upwards, from where a little black crow

descends. Saint Basil, right, in frontal pose and bishop’s vestments, holds
a gospel book and blesses with his right hand. In the background is a skilfully
drawn landscape of precipitous rocky mountains. There is a decorative disposition
combined with flawless execution in the hierarch’s cross-patterned phailonion
with a reddish lining variegated with floral motifs. Further distinctive traits of the
artist are the meticulous modelling of the flesh, with dense wrinkles creating a
troubled expression, and the finely punched motifs on Saint Basil's halo.
The iconographic type of Prophet Elijah outside the cave, although analogous to
that established in fifteenth-century Cretan icons,' which Michael Damaskenos
followed later in the Monastery of Stavronikita,” differs significantly in the pose of
the saint, who gazes ahead, and even more in his stylistic rendering, not least of
the facial features. His face here is leaner with thin eyebrows and the beard is
longer and pointed.
These observations do not permit us to assign our icon to a specific workshop.
The competent artist with his personal style, characterized by a predilection for
the decorative and calligraphic, most probably worked in a provincial centre in
the eighteenth century.

Conoimion Quite good. The icon has not been conserved,
BisLiocrariy Unpublished,
Nomis

I, See Chatzidakis 1985, nos 29, 30, pp. 80-81, pls 25, 43.
2. Stavronikita 1974, 130, p. 48,
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M1, The Virgine of Kykkos, 18th century,
Cat, no, 53

53
THE VIRGIN OF KYKKOS

N5x254x 18 em

15th century

n the gold ground of the icon, the Virgin is depicted to the waist

holding the Christ-Child right, to whom she turns in three-quarter

pose. Her left arm is passed under his legs, while she clasps his fore
arm with her right hand. The Virgin wears a red maphorion with gold border
band and gold embroidery. Her halo bears punched decoration of broad volutes,
Christ is clad in a short, blue, sleeveless chiton. Both figures are painted with
strong features and dark shadows around the eyes and the outline of the face. The
loosely drawn folds on the drapery hint at a Western model.
The iconographic type of the Virgin and Child in our icon corresponds to that of
the famous icon of the Virgin of Kykkos, from the homonymous monastery in
Cyprus.' It appears in icons from the twelfth century,” but is more widely diffused
in late Postbyzantine icons® as well as eighteenth- and nineteenth-century prints.*
In these representations the poses of the Virgin and Christ are repeated exactly as
in our icon, while Christ normally holds an open scroll.’ Closer to our icon is one
in the Kykkos Monastery, dated 1757," in which the similarity in the poses of the
two figures even extends to the closed seroll held by Christ.
The iconographic and stylistic traits of our icon display affinity with those of
cighteenth-century works of a more popular art. The punched decoration on the
halo and the gold embroidery on the Virgin's maphorion, reminiscent of Italian
models, point to an eighteenth-century island workshop.

Conmmon Quite good. Previous conservation has damaged the modelling and the blue colour,
which is much aliered,

Bimiockary Unpublished,

NOTES

1. Tatic-Djuric 1990, 199-207 {in Greek), 209-220 (in French), Hadermunn-Misguich 1991, 197-
204,

- Weitzmann (984, 149151, Hadermann-Misguich 1991, 197ff, pls 101-102, 106, Weyl Carr
1994, 239ff.

. OF Gratzion 1994, 31760

- Papastratou 1986, 11, nos 539-543, pp. S04-509, Gratzioun 1994, 31760, figs 3,5, 7.

. Ciratziou 1994, figs 2.5, 7-11,

. Giratziou 1994, fig, 1.
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242 e Dormition of the Virgin,
18th century, Cat. no, 54,

4
THE DORMITION OF THE VIRGIN

U5 x458%x 24 ecm

LN

I8th century

he Virgin lies on her bier, behind which Christ stands in frontal pose,

within a bright mandorla flanked by two angels, clouds and with a small

seraph at the top, all in blue-grey monochromy. At cach side. on a
disproportionately small scale is a two-storey building with gable roof, while in the
landscape in the background is the apostle Thomas. He advances with his hand
outstretched towards the Virgin, who appears holding the Girdle, upon clouds
upheld by two angels, in the middle of the gold ground. Towards the top are
clouds surrounding a segment of heaven with gold rays. In general outline the
iconographic model of the Dormition of the Virgin Cat. no. 36 (Fig. 183)' is
repeated here. painted in a simplified manner and enriched with a landscape in
the background. The figures arc rendered in a perfunctory manner, with
prominent features and clumsy movements. The buildings are simpler, imitating,
on a much smaller scale, those in the icon of the Dormition of the Virgin Cat. no,
36. Unfortunately previous conservation has destroyed the modelling of the flesh
and altered the colours of the icon, which must have been painted in a local
workshop in the lonian Islands, possibly Zakynthos,

Connrmion Previous conservtion of the icon has destroved the imermediate tones, the modelling
on st of the faces and alered the colours,

PROVESANCE The same as icon Cal. no, 36, possibly from Lakynthos.
BisLioGrAry Unpublished.

MOTES

I, For the iconography see Car. no. 36, 306-311,






243, The Dormition of the Vingin,
I8th centeury, Car. no. 55,

55
THE DORMITION OF THE VIRGIN

55x37.5x2em

18th century

hrist, at the centre in frontal pose, holds on his right side the Virgin's soul

as a swaddled infant. The Virgin lying on the bier is surrounded by the

apostles, hierarchs and other figures who usually participate in the scene.
Christ appears in a dark mandorla crowned by a red-winged seraph, within which are
four angels holding lighted candles. In front of the bier the angel in vigorous
movement has just cut off the hands of Jephonias, who falls down backwards.
The scene is represented on a red and green checkered floor, in front of a
landscape in which two events relating to the Dormition of the Virgin take place.
Left, on a hill visible behind a building, the kneeling Virgin receives the message
ol her death from the angel, and right the apostles stand around her empty tomb,
next to the town of Gethsemane. High up at the centre, within a semicircular
segment of heaven, is the Holy Trinity — Christ, the Ancient of Days and the
Holy Spirit. On either side of Christ's mandorla the apostles arrive within clouds,
executed in grisaille. On the gold ground there are red-lettered inscriptions, At
the centre: H KYMHCIC THC @(EOTOJKOY (The Dormition af the Virgin);
above, near the red border: H AMA TPIAC (The Holy Trinity) and below, between
the red border and the floor: XEIP KOYAOYMITH IEPEQC TOY EK PE@IMHC '.
AXI (Hand of Kouloumbis priest from Rethymnon, 1610), which laboratory
examination has shown to be forged.
The icon is an enriched version of the Dormition of the Virgin Cat. no. 36 (Fig.
183). The central theme is reproduced in a picturesque and simplified manner,
while the figures within the mandorla are painted in vivid colours.
A comparable development of the landscape with secondary episodes relating to the
Dormition of the Virgin occurs in a large late seventeenth-century icon in the
Monastery of Hagios Andreas at Milapidia, Cephalonia.! However, the closest
model to our icon is found in works by Theodoros Poulakis, in Cephalonia, the
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55, THE DORMITION OF THE VIRGIN

244 The Dowmition of the Virgin,
18ch century, Cat, no. 35, deiail,

Byzantine Museum and a private collection in Athens.” In these icons Poulakis
copics the prototype used in an icon by the painter Ambrosios Emboros from
Chania, now in Kos, dated 16257 Several similarities are observed in the
arrangement of the figures of the central subject and, primarily., in the presence of
the city right, with buildings of virtually identical form painted in monochromy, as
well as an analogous depiction of the building left, with flat roof. Lastly, the episode
of the angel with Jephonias in our icon is painted in exactly the same manner, in the
figures’ poses and garments, as in the icon by Poulakis in the Byzantine Museum,’
although there the city with its walls is not shown. Ieons of this group obviously
constituted the model for the picturesque composition of the Dormition of the
Virgin in our icon,

The clear drawing, the strong outlines, the bright colours and the graphic details
in the background scenes are the distinctive traits of our painter’s art. The faces
are oval with raised evebrows and heavy evelids, as frequently observed in icons
by Theodoros Poulakis. Here, however, the outlines are thicker and the shadows
deeper, more closely affined to the art of eighteenth-century icons produced in
Asia Minor. The immediacy of the narration is even more striking in the episode
of Jephonias, who is dressed as a Roman soldier and with lively movements is
about to fall to the ground. According to the above, our icon is assigned to a local
provincial workshop of the cighteenth century.

The letters in the signature, though in red capitals as in the other inscriptions, are
slightly larger and less firmly written, while the date 1610 is not consistent with
either the style of the icon or the painter Gerasimos Kouloumbis, as known from
the bema doors of the iconostasis in Hagios Demetrios tou Kolla, dated 1719,
now in the Zakynthos Muscum.” These large-scale works with their clear drawing
and strong colours do not permit positive comparison with our smaller icon of the
Dormition, in a more popular art, while they confirm the suggestion that the
signature is forged.

Covmmon Manolis Chitzidakis, 1945 The icon is painted on wood with fine gesso on linen,
Outlines and detals incised,”
The icon has not been conserved previously and is in very good condition. See also Appendix 111,

PrOVENANCE The forged signature of 4 painter known only from icons in Zakynthos suggests that
the feon is from that island and thit the signature was added by Demetrios Pelekasis,

Biniioarariy Unpublished,

MNOTES

I. Konomos 1956, fig 31; see abso Cephalonia | 1989, figs 226-230,

2. Rigopoulos 1979, pls 77-79, 106 and 138,

3. Acheimastou-Potamianou 1988, 1426, 144EL, figs 11, 15, 16, 17. 18,

4. Rigopoulos 1979, no. 21, p. 103ff, pl. 138,

5. Personal observation; see also Konomes 1967, 17. Sisilianos 1935, 67 and 119,
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245, The Lamentation, 18th century,
Cat. no, 56,

56
THE LAMENTATION

275x377x2cm

18th century

hrist lies on a rose-coloured marble sarcophagus, while the Virgin sits at

his left, holding his head in her embrace. Left, a woman with mournful

countenance stands behind the Virgin. At the centre, in front of the
large Cross, John stoops to grasp the hand of the lifeless Christ and Mary
Magdalenc grieves with both hands raised heavenwards, Right, Joseph bends over
and prepares 1o wind the deceased in the shroud, while behind him Nicodemus
holds the ladder. Below the arms of the Cross, two angels hold the symbols of the
Passion, the lance, the sponge and the three nails. The scene takes place before
an elaborate landscape of brown and blue hills, amidst which are the
monochrome buildings of the city, across its whole extent. On the gold ground in
red capital letters, the inscription: @ EMITAPIOC @PINOC. Bottom left, in black
capitals: XEIP AHMHTPIOY NOMIKOY (Hand of Demetrios Nomikos).
The icon reproduces an iconographic type known from carlier works of Byzantine
origin, such as the early fifteenth-century icon in Sinai.! In both icons the pose
and position of the principal figures in the composition are the same; the Virgin
sits at Christ’s head, John bends and holds his hand, and Joseph, likewise bending
over, holds his feet. The position of Mary Magdalene differs: she stands at the left
side in the Sinai icon, where the woman stands behind the Virgin in ours, The
Byzantine prototype of Mary Magdalene with raised arms, standing at the centre
behind Christ and in front of the Cross, is encountered in the wall-paintings in the
Refectory of Patmos, around 1200, as well as in a codex of 1322-1340, in Oxford.”
The affinity with these Byzantine models extends to the depiction of the scene in
front of the Cross, which stands within a rocky landscape before the walls of
Jerusalem. An analogous arrangement is observed in later icons, with Mary
Madgalene, hands raised, standing at the centre in front of the Cross, as in a late
cighteenth-century icon in a popular style, in the Ekonomopoulos Collection.”
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36, THE LAMENTATION

240, The Lamentation, 18th century,
Cat. no, 56, deiail,

Qur icon has stylistic traits in common with the Dormition of the Virgin. bearing
the forged signature of Kouloumbis, Cat. no. 55. There is the same preference for
varied colouring, simple drawing and pronounced outlines: the faces are rendered
in the same manner, with the same features and heavy eyelids: a similar tvpe of
miniature depiction of the monochrome buildings in the background is
ascertained.

The signature of Demetrios Nomikos appears on a few icons of miniature
character in a different style from that of our icon.* In all probability the signature
here is forged, just like the signature of Kouloumbis on the icon of the Dormition
Cat. no. 55 (Fig. 243). The development of the landscape of rolling hills in the
background of both works frequently appears in icons of the Dormition of the
Virgin, in Zakynthos and Cephalonia.® In the light of the above, both the
Velimezis icons must come from the same island.

Conmimion Very good. No previous eleaning.
ProviENancE Zakynthos (7)
BinLioGrary Unpublished.

Nores

L. Sirai 19900, 202, fig. 75 (N. Drandakis),

2. Spatharakis 1995, figs 6, 4,

3. Baltoyanni 1986, no, 169, 97, pl. 167.

4 leon with scenes of the Dodecaorton, 1607, and icon of the Relic of Saint Spwridon, in the
Lewerdos Colleetion in the Byzantine Museum (Papavannopoulos-Paliios 1946, ne. 305, 48 and
ner, S0l T4). For the painter see Xyngopoulos 1956, 3234,

5. See further examples and hibliography Cat. no, 55, 388-390.,






306

247, The Lamenation, I8t century,
Cat. o, 57,

57
THE LAMENTATION

M xd495x27cm

15th century

he lifeless body of Christ lies inside a rose-coloured marble sarcophagus,

The Virgin sits at his head and embraces him with both arms. Mary

Magdalene stands behind her, grieving with both hands raised toward
heaven. Behind the sarcophagus. at the centre, John bowed low, is shown from
the side. On the right Joseph, in the same pose as John, holds the edges of the
winding sheet, Behind him stands Nicodemus, leaning on the ladder, his head
poked between two rungs. Left the Holy Women lament. one tearing her
loosened hair.
The scene takes place in front of the hill of Golgotha, on which the three crosses
stand beneath a blue sky spangled with vellow stars, with the sun left and the moon
right. Above, two small angels in bust appear from heaven and below, in front of
the sarcophagus, the basket with Nicodemus's tools and a small metal vase.
The icon follows an established model of fifteenth-century Cretan painting, as
encountered in an icon in Recklinghausen and one in Santorini.! Its formation
can be detected in Palacologan painting, since it occurs — with variations in the
position of the figures — in a codex of 1322-1340. in Oxford, and an early
fifteenth-century icon in Sinai.* The fifteenth-century model is disseminated in a
large number of sixteenth- and seventeenth-century icons,’” while Emmanuel
Lambardos repeated it, also imitating the style of that period, in an icon from
Siphnos,' in the Byzantine Museum.,
The painter of our icon renders the old Cretan model in a picturesque and
decorative manner. The representation, with its bright colours and confident
drawing. has that vitality and immediacy characteristic of eighteenth-century folk
painting.

Conmmon Very good, The icon has not been conserved.
Bisvioararny Unpublished,

NoTes

I. Th. Chatzidakis 1982, no. 4, fig. 4. Bvzamine and Pose-Byzantine An 1985, no. 126, 124 (M.
Acheimastou-Polamianou),

. Spatharakis 1995, 435-441, fig. 9. Sinai 1990, fg. 75 (N. Drandakis),

- See also feons of Cretan Art 1993, no, 78; Visages de icone 1995, no. 22, 58.

. Chatzidakis - Babi¢ 1982, fig. on p. 362,

4= s
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248, The Presentation of the Virgin
in the Temple and Saint Catherine,
F8th cemury, Cal. ne. 58,

58
THE PRESENTATION OF THE VIRGIN IN THE TEMPLE
AND SAINT CATHERINE

ATEx478x 2.6 em

I5th century

he Presentation of the Virgin is depicted in front of a building denoting

the interior of a temple. At the centre is the sanctuary with the ciborium

supported by four high, slim columns. The young Mary is accompanied
by Anne and Joachim, and girls with lighted candles. Zacharias welcomes her with
open arms. In a separate two-storey building to the left the Virgin, seated on a
low throne beneath a ciborium, receives the angel approaching from the right. On
the left behind Zacharias is the full-bodied, frontal figure of Saint Catherine,
completely unconnected with the scene. Her presence is probably linked with the
name of the icon’s dedicator.
The representation is painted on the now badly damaged gold ground; above the
ciborium is a long inscription in red capital letters: H EN TQ NAQ EICOAOC THC
GEOQTO)KOY. The figures of the saints are accompanied by inscriptions in white
capitals: H ATIA AIKATEPINA, O ZAXAPIAC, ANNA, IQAKEIM,
The composition follows the model of fifteenth-century Cretan painting,' which is
widely diffused in icons and wall-paintings. Here the conservative painter has
copicd it with careful drawing, harsh modelling of the flesh with deep shadows,
restrained rendering of the drapery and diligent attention to detail. These traits,
together with a pronounced ineptness in the composition, indicate that the icon
was produced in a provincial Helladic workshop in the eighteenth century.

Conprmon Quite good with damage 1o the gold ground and the building on the right,
Biioararny Unpublished,

NOTES
1. N Chatzidukis 1983, no. 3, 18-19 with further exumples,
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299, Two-register icon: Deesis amd
rwer saints, 18th centiry, Cat. o, 59,

59
TWO-REGISTER ICON: DEESIS AND SAINTS

45x324x3 cm

I5th century

he icon is divided into two registers by a thin red band. In the upper

register below an ogee arch — imitating the conch of a church — is a

scene of Deesis with Christ enthroned at the centre, flanked by the
Virgin and Saint John the Baptist.! On the spandrels of the arch. on two
pedestals, angels with hands crossed on the chest participate in the intercession.
On the base of these pedestals two full-bodied, frontal hierarchs, on a much
smaller scale: Saint Spyridon left and Saint Nicholas right.
In the lower register Saint George and Saint Demetrios are depicted in two
separate sections, linked in the middle above by an angel in bust within clouds,
offering each a martyr's wreath. The two soldier-saints are represented on
horseback in mirror image. Saint George, left, slays the dragon and Saint
Demetrios, right, kills Skyloyannis, as in the triptych of the Virgin the Unwithering
Rose, Cat. no. 60,
The icon is painted in vivid colours, while the figures are carefully drawn with
deep shadows on the faces and the garments of Christ. the Virgin and the
Forerunner. The work is assigned to a provincial Helladic workshop perhaps
related to that which produced the icon of the Presentation of the Virgin in the
Temple, Cat. no. 58.

Contrnos Good. Slight damage to the gold ground. The icon has not been comserved,
Bisriograrny Unpublished,

MNoTES
1* For the subject see Cat. nos 23 and 35, pp. 246, 3001,
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250, Trpiyeh. The Virgin the Unwithering
Roxe and saings, 1754, Car, no. 60,

60
TRIPTYCH: THE VIRGIN THE UNWITHERING ROSE
AND SAINTS GEORGE AND DEMETRIOS

345x24.7x2em. Closed; 345x195x 2 em

1754

n the central panel of the triptych the Virgin, crowned and clad in a red

mantle decorated with gold flowers, sits inside a large vessel-like rose.

She holds a rose in her right hand and the Christ-Child in her left.
Dressed in imperial raiment with gold loros and crown, he holds a globus crucifer
in the right hand and an ear of wheat in the left, On either side of the Virgin's head
is an angel in bust, each holding in one hand the end of a large band bearing the
inscription: POAON TO [AMAPANITON [XAIPE H] MONH BAACTHCACA TO
[MHAON TO EYOCMON], and in the other a smaller open scroll with the
inscription, left: CTAXYN I BAACTHCACA TON..., and right: OPOPOC ¢ QTEINOC
XAIPE H. Projected against the dark, almost black, ground, left, are a flower vase,
a star and a small house, and against the brown foreground an altar table and two
cypress trees. On the right, in corresponding position are the ear of wheat, the seven-
wick lamp, a censer, a ladder and the date written in white: 1754 On the left wing is
Saint George mounted on a white horse and slaying the dragon. On the right wing is
Saint Demetrios on a red horse, killing Skylovannis with his spear.
The icon illustrates a verse in the Akathistos Hymn and the symbolic depictions
are referred to in the canon of the hymnographer Joseph. The subject of the
Virgin in the type of the Unwithering Rose was widely disseminated from the
eighteenth century onwards.! Among the icons reproducing the iconographic type
of ours the carliest and most closely related example occurs in an icon by the
painter Demetrios from Southeastern Thrace, dated 1703 The composite
iconographic type of our icon with similar symbols on the ground is repeated in an
icon in Ravenna, in which the likeness extends to the arrrangement of the little
angels with scrolls flanking the Virgin,'
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pL TRIPTYCH: THE VIRGIN THE UNWITHERING ROSE - SAINTS GEORGE AND DEMETRIOS

251, Trptych. The Virgin the Unwithering
Rose and saints, Benaki Museton,

252, The Virgin the Unwithering Rose.
Central parel of the triptych Cat. ne, 60,

The Virgin is depicted with the same iconography in a triptych of like type in the
Benaki Museum (Fig. 251)," in which the wood-carving of the frame is similar too
and there is analogous decoration with saints on the side wings:® similar wood-
carving on the central panel and an analogous rendering of the two equestrian
military saints, George and Demetrios, are encountered in a triptych in a private
collection in Switzerland, in which the Dormition of the Virgin is the central
theme.” These triptychs of similar dimensions are stylistically akin and were
perhaps produced in the same workshop, though not by the same painter. Their
art, recognized in a series of icons from Northern Greek workshops. is
characterized by a predilection for polychromy and the decorative, a naivety in
drawing and a simplistic rendering of the various symbols in the field.

Conmion Very good,
BinLiocrariy Unpublished.

MNOTES

1. Pallas 1971, 224-238, Goumau-Peterson 1994, 331-346, figs 1, 2, 8, 9, 10. Xyngopoulos 1936, no.
71, 95, pl. 498,

. Paskaleva 1981, no. 82, 224, dedicated by Anastasios Paraspholdilos,

. Jearte dil Ravenna 19749, no. 53, 48,

. Xyngopoulos 1936, no. 72, 96, pl. 30A (21.5 x 30.3 cm)

. A comparable formation of the wood-carving oceurs on 4 triptveh in the Benaki Muscum of
much better workmanship, see Holy Inage, Holy Space 1988, no. 79, 235-236 (L. Bouras),

6. Dimensions: 26,6 X 32 x 28 cm, see feoney suives 1968, no, 10%; see also op. cil, no. 1324, a late

18th-century triptych with the same type of the Virgin the Unwithering Rose.
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253, foannis. The Virgin
Gralaktorrophousa the Spelaiotissa ',
1778, Cat. no. 61,

61
THE VIRGIN GALAKTOTROPHOUSA THE ‘SPELAIOTISSA’

45x375x 34 cm

loannis, 1778

he Virgin is depicted to the knees and seated. In her right arm she holds

the Christ-Child whom she is about to suckle. She wears a dark red

maphorion with broad gold border band over a dark green dress
embellished with gold striations and gold embroidery on the sleeves. Christ is clad
in a blue short-sleeved chemise and swathed with a red himation with gold
striations. On the gold ground in red capitals is the inscription: M(HTH)P @(EO)Y
H CITHAAIRQTICA (Mother of God, the Spelaiotissa). At the bottom is an explanatory
inscription:  ANTITYIION THE EIKONOC OlIOY 0O IEPOC AOYKAC
ICTOPHCEN THC YIIEPATIAC @(EQTO)KOY HTIC ev TQ METAARQ CITHAAIL
EYPICKETAI 70 1o 1778 (Copy of the icon in which the holy Luke painted the Most
Holy Theotokos, that is to be found in the Mega Spelaion, hand lo, 1778).
The iconographic type in this icon, known from the Byzantine period' reappears
occasionally in sixteenth-century Cretan icons and more frequently in later
periods.” There is a large number of icons of the Galaktotrophousa: around forty,
in Ttalicizing style and dating from the sixteenth to the eighteenth century, are
recorded in Ravenna.’
The surname ‘Spelaiotissa” for the icon of the Virgin denotes its association
with the icon venerated in the Mega Spelaion Monastery. Moreover, the use of
the term drrirvzov (copy) in the text of the inscription indicates that it
reproduces one of the prints circulated by this monastery in the late eighteenth
and the nineteenth century.* A mid-nineteenth-century engraving of the Virgin
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6l. THE VIRGIN GALAKTOTROPHOUSA THE 'SPELAIOTISSAS

254, The Virgin Galakotrophousa,
engraving, mid- 190 cemtuny,
L Papaseraton Collection,

Galaktotrophousa, from Mount Athos (Fig. 254), as well as others of the Virgin
of the evangelist Luke, in the type of the Hodegetria with the Christ-Child lying
in her arms, as in our icon, feature similar inscriptions dvriteaoy tijc iotoonyfeions
o Tof atedtoion Aovza (copy of that painted by the apostle Luke), the same
inscription is found in an engraving of 1814 from the Karakalou Monastery on
Mount Athos and engravings of 1834 and 1835 from other monasteries.” In all the
above examples and in our icon, the Virgin is plumpish with a round face, smooth
flesh and large eyes, a fact that confirms the connection between the models used
in those prints and our icon. It seems that this manner of rendering the Virgin
Galaktotrophousa is not unknown in other icons of the period, Our icon is related
in every respect to that of the Virgin Galaktotrophousa by the painter Makarios
from Galatista, dated 1784, in the Byzantine Museum.” The figure of the Mother
and Child is similarly rendered. while a long inseription of the same type appears
in the corresponding position, on a horizontal gold band at the bottom.

The common stylistic traits in these two icons indicate that the painter of our icon,
loannis, must have learned his art in the same workshop as Makarios from

Galatista.” This workshop, which was established at Karyes on the Holy Mountain



61. THE VIRGIN GALAKTOTROPHOUSA THE ‘SPELAIOTISSA'

Al

and executed wall-paintings in the katholika of Athonite monasteries, is known to
have extended its activities into other regions, even including Attica, while a series
of 40 anthivola (working drawings) of these painters has been found in the Benaki
Museum collection.” However, icons of comparable art are also encountered
carlier, such as an icon dated 1703, by the painter Demetrios from Southeastern
Thrace, in Sophia."

It is difficult to identify the loannis who painted our icon with one of the twenty-
two at least recorded painters of this name who were active in the second half of
the eighteenth century."

Coxprmios Excellemt,
BiroGrariy Unpublished.

NoTEs
1. Eg see Lazarev 1938, 27-36,

2. Th. Chatzidakis 1982, no, 28,

3 See feone df Ravenna 1979, pos TI-110,

4. The carliest known engraving was made in Venice in 1780, see Papastriaton 1986, 11, no, 544,
310; for other later copies see op, ¢il., nos 344-347.

5. Papastratou 1986, 1 no. %, 114 (Galakiotrophousa), The Virgin is rendered in analogous
iconography in the engravings, Papastratou 1986, 1, nos 83-90, pp, 111-114,

B, Papastratow 1986, [, nos 91-94 (copy of the icon by Saint Luke),

7. Chatzidakis, Bvzantiee Museam 1964, 49, 51, g 28,

8 Chatzidakis 1987, p. 108 see also n. 12,

4. Bouras - Tsigakou 1984, 50.56,

10, Faskaleva 1981, no, 82, 224-225; for the painter Demetrios see Chatzidakis 1957, 270, no. 25;

there are jcons by him in Andros and Kythnos,
1. Chatzidakis 1987, nos 35-Th, pp. 333-139,
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255, Demetrios Zoukis, Two-register
fear: Deesis and three saints, 1781,
Car. no. 62,

62
TWO-REGISTER ICON: DEESIS AND THREE SAINTS

42x335x25¢cm

Demetrios Zoukis, 7 June 17581

he icon is divided into two equal parts. In the upper register Christ, at

the centre, holding an open gospel book in his left hand and blessing

with his right, is flanked by the Virgin and Saint John the Baptist with
hands crossed on the chest in a gesture of intercession. All three figures are
portrayed to the thighs, projected against a pale rose-coloured ground and a deep
blue sky with white clouds, in which are the inscriptions: MHTHP @EOQY, IHEOYC
XPICTOC, o aoiviizog, O ATIOC IQANNHE O TPOAPOMOC. In the gospel book
the inscription: TAYTA / ENTEAAO/MAL YMIAN INA / ATANA/TE AAAHIAOYC
EN O KOZMOC/ YMAC MIZEIL NINSYCKETE OT1/ EME TP,
In the lower register are three saints to the knees, against the same type of ground
with blue sky and clouds. From left to right, Saint Nicholas, Saint Athanasios and
Saint Julitta holding the little Saint Kerykos in her arms. Low down, between saints
Athanasios and Julitta, is a red minuscule inscription: yeip dyunroiov Covsy @10
zadaoputes, 1781, tovveor O (Hand of Demetrios Zoukis from Kalarvies, 1781, June 7).
Qur icon is strikingly similar to an unsigned icon dated 1792 in the Museo Civico,
Livorno,' with an analogous representation of the Virgin and figures of saints, the
same decorative disposition and even the same type of clouds with angels.
Demetrios Zoukis is a well-known painter from Kalarrytes in Epirus, dated works
by whom are noted from 1774 to 1808, He produced wall-paintings at Meteora
and Kalambaka in 1782 and 1784 as well as icons in Metcora. Epirus and
Thessaly.” Zoukis belongs to the particular local school of painters originating
from Kapesovo, Linotopi and Kalarrytes that worked in Northern and Central
Greece. His icon is characterized by good technique. careful drawing, rich colours
and a simplistic rendering of traditional models in a manner verging on the
vitality of folk art.}

Conmimon Very good with slight damage at the bottom near the border.,
BisLioGrariy Chatzidakis 1937, 296-207,

NOTES

l. Dell'Agata 1978, no. 40, 95,

2. Chatzidakis 1987, 296-297.
3 O Chanzidakis 1987, 108113,






256, Sairet Jehin Chrysosto,
18th century, Cat. no, 63,

63
SAINT JOHN CHRYSOSTOM

36x24.6x 1.6 em

15th century

he saint, depicted to the waist beneath a painted arch resting on two

columns, is barely visible on the gesso preparation. In frontal pose and

wearing the vestments of a prelate, a polystavrion phailonion and an
omophorion with three crosses, he blesses with his right hand while holding a
closed gospel book in the covered left. The face is lean, the hair short and the
beard short and sparse. as usual in representations of Chrysostom from Byzantine
times,
The colours have been spoilt by previous cleaning and the intermediate tones lost.
The off-white highlights remaining on the drapery indicate that the artist conscien-
tiously followed conservative models of sixteenth-century Cretan painting. The
saint’s face seems to have been painted with rather loose, fine white lines, which
indicate a date not earlier than the eighteenth century.

Cosornos Manolis Chatzidakis, 1945: “Icon painted on wood with a fine preparation. A few
incised ontlines can be discerned.”
Previous cleaning has considerably damaged the painting. See Appendix (11,

BisLioGrariy Unpublished,
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257 Saint James enthroned,
fate 18th century, Car. no. 64,

64
SAINT JAMES ENTHRONED

214x16x 1.5 cm

Late 18th century

aint James, the first Patriarch of Jerusalem, is portrayed enthroned in the

vestments of a prelate, drawn on the gold ground in a few colours. His

halo is defined by punched stars, while small, punched cruciform motifs
decorate the ground on the upper part of the icon, near the border, and the lower
at the level of the base of the throne. The saint’s face, with long, pointed black
beard, has been badly damaged and is so blackened, perhaps by previous con-
servation, that his other features are barely visible. Nevertheless, it clearly differs
from that of the icon Cat. no. 45, whereas the type of the enthroned hicrarch
follows the same model, even to the form of the back of the throne.! The
checkered floor is encountered in the icons of Saint Spyridon (Cat. no. 46) and
the Dormition of the Virgin (Cat. no. 55).
This small icon, work of an cighteenth-century Heptanesian painter, copies the
established models in a summary and simplistic manner.

Conpimox Quite good, except for considerable damage on the face,
PrOVENANCE lonian [slands,
BinuiocGrarny Unpublished.

NOTES
I. For the iconography of the saint of. CaL no. 45,
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258, Saint Nicholas, late
18th-1%h cemtury, Cat. ne. 65,

65
SAINT NICHOLAS

32x268x2cm

19th century

epicted in bust, in frontal pose, the saint wears a pale rose phailonion

and a white omophorion decorated with gold crosses in relief. In his

left hand he holds a gold-bound gospel book on which the scene of the
Crucifixion is painted, and with his right he blesses. The halo is adorned with
gilded leaves also in relief. On the deep blue ground an inscription in white
capital letters: O ANNOC NHKOAAOC.
The icon is exccuted with great care in rendering the smooth surface of the flesh
on the face and the right hand. The flabby face with its mellow expression, the
soft drapery and the vegetal ornaments in gesso relief on the halo are traits of
early nineteenth-century art in the Northern Balkans.

Conprmon Good except for some damage in the upper section, where part of the saint's halo has
been destroyved.

BisvioGrariy Unpublished,
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259, The Virgin of Viadimir,
early 19th century, Cal. no, 660,

66
THE VIRGIN OF VLADIMIR

293x26.2x2cm

19th century

he Virgin is depicted in the type of the Glykophilousa with Christ on her

right arm, which was widespread in Russia, being modelled on the

famous original icon which was brought from Constantinople to
Vladimir in the twelfth century. The Virgin, in a red maphorion with intricately
decorated border band, holds the Child, in a long chiton embellished with dense
gold striations, who embraces her with both arms. The figure is painted against a
ground filled with blue-green clouds, as in the icon by Demetrios Zoukis (Cat. no.
62, 410, Fig. 255). There are Russian inscriptions within painted tablets.
The quality of the painting indicates a quite good workshop of the early
nineteenth century.

Coxprmon Quite good. The icon has not been conserved.

BinLioGrarHy Unpublished.
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260, Saint John the Baptist and scenes
frown hix fife, ¢, 1800, Cot no, 67,

67
SAINT JOHN THE BAPTIST
AND SCENES FROM HIS LIFE

44 x 30.5x 2 em

0 May 1800

he Forerunner is depicted standing and in frontal pose, within the

narrow rectangular section at the centre, framed by ten scenes from his

life with accompanying small-lettered inscriptions. The episodes read
from top to bottom on the left and from bottom o wp on the right: L The angel’s
annunciation 1o Zacharias, 2. Elizabeth’s embrace, 3. The nativiey of Saint John the
Baptist, 4, Elizabeth deparis to ..., 5. The angel takes the Forerunner imto ..., 6. Voice
calling in the wilderness, 7. The baptism of Christ, 8. The saint controls the king, 9.
The beheading of ... Saint Joln the Baptist and 10, The finding of the holy head of
Saint John the Baptist. On the border of the fifth scene, near the feet of the central
fipure of Saint John, is the date: J800, uoiw 6° (1800, May 9).
Fainted in a simplistic, summary manner, in bright colours, the scenes have a
vitality, immediacy and naivety characteristic of folk art. A large number of icons
in a similar art were given as mementoes to pilgrims to the Holy Land, and are
nowadays found throughout Greeee, in churches, homes and collections.!
Analogous icons, heirlooms of the traditional culture, were widely disseminated
throughout the Balkan lands in the nineteenth century.”

CoNpimion Very pood.

BanLioGrarny Unpublished.

NOTES

I. B see foomes suiviey 1908, no. 112,

2 Epg see Paskuleva 1981, no, 93, 246-247, e, 94, 248-299, Mitsani 1996, no. 33, 7579, an Asia
Minor feon of 15833, now in Paros,
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261, The Virgin and Child, an of
Parmiyoris or Nikolgos Daxaros
(16621729 and T700-1775), Cat. no, 68,

63
VIRGIN AND CHILD

45.7x345x22em

Panayotis or Nikolaos Doxaras (?) (1662-1729 and 1700-1725)

he Virgin holds the semi-recumbent Christ-Child in her right arm, his

head resting on her shoulder. Portrayed frontally with lowered eyelids.

she reads the book in her left hand. Christ holds a cross in his left hand
and a half-bitten apple in his right, The colours, rich in texture, are warm and
lambent on the flesh, harmonizing with the light green tone of the mantle.
Angelos Procopiou ascribes this icon to Nikolaos Doxaras {Kalamata 1700-1706 -
Zakynthos 1775) and cites a painting by Annibale Carrachi in Dresden as its
model.! The subject of the Virgin with Christ holding an apple is also known from
works by Giovanni Bellini.* Although Konomos publishes a photograph of this icon
as a work by Nikolaos Doxaras,” it was first published by Nikolaos Kaloyeropoulos
in 1926 as an early work by Panayotis Doxaras (1662-1729).%
Marinos Kalligas published a portrait of the Virgin with cyes closed, of similar art
and size (43 x 32 em), in the National Gallery Athens, and ascribed it to Panayotis
Doxaras.”
Despite the prevailing confusion concerning the works attributed to Zakynthian
painters of the eighteenth and nineteenth centuries, the previous comparisons
indicate that the icon belongs to the circle of works by Panayotis or Nikolaos
Doxaras.”

Coxnirios Good, The icon is painted on canvas, 1t was removed from its original frame sometime
in the past and stuck to a new, thin panel with plywood backing (D. Pelekasis). In the photograph
published by Kaloyeropoulos (1926) a larger part of the original painting is shown,

Provesasce Zakynthos,

Bistocrariy Kaloveropoulos 1926, fig. facing p. 152, Procopiou 1939, 148, Konomos 19488 1. 1106,
fig. 83,

MOTES

I. Procopiou 1939, 148ff. For the painter see op. cit., 123133 Charalambidis 1978, 36-42,
Chatzidakis 1987, 278, with previows bibliograghy.

. Ghiotto - Pignati, Opera Completa 1969, nos 28, 31

. Konomos 1988, 116, fig. 33,

. Kaloveropoulos 1926, fig. facing p. 152: ‘a rare, early work by P. Doxaras, housed in the
Melissinos residence in Zakynthos and representing the Virgin saying prayers (17th century)
{|photograph] provided by Mr D. Pelekasis). The signature of [, Pelekasis, appears in the
photograph. It had obviously been written on the negative plate. For the painter sec
Chatzidukis 1987, 280-281 with previous bibliography.

5. Kalligas 1984, 59-61, fig. 17. See also Misirli 1993, fig. on p. 23.

f. See also the Adoration of the Magi, which Marinos Kalligas ascribed to Nikolaos Doxaras,

from the church of Hagios Dionysios, Zakynthos, Konomos 19885, 116, fig. 84.

P TR






262 The Presentation of Christ in the
.f.r.l.ulrl.rr % F.l‘uq,inrfrll"l af Nikolaos
Konetonazis, fate F8th- 190 centry,

Cat no. 70

69-70

THE PRESENTATION OF THE VIRGIN IN THE TEMPLE
THE PRESENTATION OF CHRIST IN THE TEMPLE

Nx2M4x]lS5ecmand33x23.8x 1.8 cm

Art of the lonian Islands, Nikolaos Koutouzis (7) (1741-1813)

n the Presentation of the Virgin in the Temple the high priest, in papal tiara,
stands before the temple portal and receives the Virgin with outstretched arms.
She kneels as she climbs the stairs and turns her back towards her mother who
accompanies her on the left. Saint Anne's face, seen in profile, has a worried look.

On the right an elderly figure viewed from the back points to the young Mary with



263. The Presentation of the Virgin in the
ﬁ'”f_f-'l’l‘. ant of Nikolaoos Kowtoreziy § 1741-
1813}, Cat. no, 69,

his right hand. A little higher up a young deacon emerges from behind a column,

In the Presentation of Christ in the Temple a high priest in the same papal
vestments as in the Presentation of the Virgin, Cat. no. 69, stands in front of the
portal of the temple and extends his hands to receive the offering from Joseph,
who stands at the right side, leaning on a high staff; a young noblewoman with
carring carries a large basket containing the fledgeling doves. Left, the Virgin
cradles the naked Child in her arms. A young deacon holding a gospel book and
a lighted candle stands next to the high priest.

Both icons are sections of a larger series with scenes from the life of Christ and of the
Virgin. Not only are they executed in the same technique and palette, they are also of
the same dimensions, which are probably the initial ones since in the icon of the
Presentation of Christ the original canvas is preserved on the side struts of the frame.
The scenes take place before the portal of the same temple. There is correspondence

in the figures of the high priest and the deacon, who are clad in the same garments
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and have the same features; also similar is the elderly figure of the mother, who is
depicted in both icons in profile with a troubled expression. In both representations
the painter follows models from Ttalian painting in iconography and style. A uniform
warm, brown tone dominates the icons, which is due in large part to alteration of the
old varnish; distinguished are the muted shades of bluish green on the Virgin's
maphorion, the warm red on Joachim’s mantle in the Presentation of the Virgin as
well as the pale rose on the high priest’s garments in both works. The flesh is
rendered with light brushstrokes on the head of the aged Joachim in the Presentation
of the Virgin and of Joseph in the Presentation of Christ, as well as on the face of the
voung girl with the doves in the latter. The treatment of the flesh is more careful on
the face of the Virgin in the Presentation of Christ and of Anne in the Presentation
of the Virgin, with warm brownish tones forming shadows and so imparting a
dramatic expression. The varied hues of the garments bespeak a sensitive handling of
colour and small white brushstrokes have been used to convey the texture of their
fabrics. This quite good quality painting displays affinity with works by well-known
Zakynthian painters, Nikolaos Doxaras, Koutouzis and Kantounis.! Some
resemblance could be noted between the figure of the Virgin holding the recumbent
nude Christ-Child in her arms and the Virgin and Child, Cat. no. 68 (Fig. 258), which
has been ascribed to either Panayotis or Nikolaos Doxaras (Kalamata 1700-1706 -
Zakynthos 1775).° An analogous scale of warm tones is encountered in the Nativity
of the Virgin by Nikolaos Koutouzis, in the Zakynthos Museum.’ A similarity can
also be ascertained in the painterly treatment of Anne's face with its strong
modelling, its prominent, slightly masculine, features and dramatic pathos, and even
in the round face of the midwife, in profile, like the young maidservant in the
Presentation of Christ in our icon. Analogous too are the pronounced features in
Koutouzis's portraits, particularly the one of the Lady with the Gloves, in the
National Art Gallery, Athens.

These similaritics are perhaps not sufficient to ascribe the icons to Nikolaos
Koutouzis, but they permit the assumption that they issued from his workshop, where
the other Zakynthian painter, Nikolaos Kantounis, received his first lessons in
painting. Morcover, the works attributed to these two painters are frequently of
similar style, such as the Descent from the Cross (1825), from the church of Hagios
Andreas tou Avouri and from the church of Hagios Georgios tsi Kyprianas.” as well
as the Entombment in the Zakynthos Museum and in the Solomos Museum,
Zakynthos."

Conprmon Good. Both works, painted on canvas, have been transferred 1o a thin wooden panel
sometime in the past, most probably by D. Pelekasis,

ProviENancE Zakynthos.

BisLioGrarHy Unpublished,
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MOTES

For Nikolaos and Panayotis Doxaras see Cat. no, 68 and n. 1. Numerous articles have been
written on Nikolaos Koutouzis by local, Zakynthian, historians, see collecied bibliography in
Procopiou 1939, 149 1. and Charalambidis 1978, 46ff. For Nikolaos Kantounis see Procopiou
1934, [67f(., with previous hibliography, and Charalambidis 1978, 5501, See also Kalligas 1984,
6l-67. Misirli 1993, 23, 26, 28, 29, and Lydakis 1976, 161, 200, For the appraisal of their art at
the time the Velimezis Collection was formed see Introduction, 40-41, The information on the
works of these painters should be re-examined. There is no extensive study of their work as yel,

2, See Cul no. 68 and n. 1.

3. Lydakis 1976, 200, fig. | in colour. Charalambidis 1978, 51, fig. 86 notes the dramatic pathos in
Koutouzis's works.

4. Kalligas 1984, 61, fig. 18, See also the Lady with Diadem, in the National Art Gallery, Misirli
1993, 26, and his Sclf Portrait, op, i, 28-29,

5. Konomos, 1964, p. 112 and pp. 116-117. Lydakis, 1976, fig. 6.

6. Charalambidis 1978, figs 45 and 92. Lydakis 1976, fig. 5. See also the icon of the Virgin with

Saint Anne, in the Solomos Museum, and the Flight into Egypt, in the Zakvnthos Museum,
Charalambidis 1975, figs 78 and 77 respectively.
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264, Demetrios Pelekasis, “Study upon
Theotokopoulos', inseription on the back
af icon Cat. ne. 71,

268, Demetrios Pelekasis, Head of Chris,

1920 Cai, noy, 71

71
HEAD OF CHRIST WITH CROWN OF THORNS

erondef stdvor ord Beoroxdrovdo (study upon Theatokoponlos)

225x19.7x 1 em

Demetrios Pelekasis (1831-1973)

he icon portrays Christ in bust with the crown of thorns, his head bowed

and eyelids closed. On a metal label on the frame, in capital letters 4.5

HEAERAKHE 1920.' On the back of the panel, in black minuscule
letters: amovdy aavor ote Geotoxomovio (study upon [i.e. after] Theotokopoulos).
The word 7avor and the expression axovdy adver (study upon or study afier) are
idioms of local Zakynthian writers, as ¢ncountered in the title of an article by
Dinos Konomos in the periodical Exravyoaxd ®viia, (Heptanesian Pages) of the
year 1931: Zonwuxd, Mepueic ortypeis mavor oto «ovetgos.” (On Solomos, Some
thaughts upon The Dream’').
There is a remarkable similarity between the Head of Christ and Christ’s head in
the icon of the Passion (Cat. no. 17). Both are in profile, have correspondingly
closed eyes, the same rendering of the hair and are painted in analogous colour
tones. This resemblance to the model by Theotokopoulos is not fortuitous, as is
confirmed by the revealing inscription on the back of the icon. Pelekasis repeated

this study in another small signed icon in a private collection in Athens (Fig.
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71 HEAD OF CHRIST WITH CROWN OF THORNS

266, Domenikos Theotokopoutos, The
head of Christ, detail from the fcon of
The Passion of Christ, Cat, no. I7.

267, Demeirios Pelekasis, Head of Chrisr,
1920, Cat. no. 71.

268)." in which the likeness to Christ in the icon of the Passion extends even to the

copper-green colour of the flesh and the manner of painting the tendons of the
neck.

These similaritics show that the icon of the Passion of Christ (Cat. no. 17) was the
model that Demetrios Pelekasis consciously copied before 1920. The proposed
identification of the model of the Pelekasis icon with the icon of the Passion is
further corroborated by the fact that at the time there was no published work by
Theotokopoulos with an analogous rendering of Christ’s head.*

Consequently, two conclusions can be readily drawn. The first is that some time
before 1920, that is in a period when no icon by Domenikos Theotokopoulos was
yet known,” Pelekasis was aware that the icon of the Passion is a work by the great
Cretan painter. The second is that the icon of the Passion was in his hands before
1920; he either owned it or, more likely, had been commissioned to restore it. As
we have seen (Cat. no. 17, 189) the method of the previous conservation can be
attributed to him. The Zakynthian painter’s well-known ties with his native island,
where he enjoyed considerable respect and reputation, permit the hypothesis that
he knew the icon of the Passion while it was there. This hypothesis is strengthened
by a remark on the naming of the depicted scene. in the typewritten list of the
Velimezis Collection submitted to the Ephorate of Byzantine Antiguities in 1938
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(See Appendix IB, 438, Fig. 272). The scene is recorded as the ‘Descent from the
Cross (Christ upheld by three angels)’, that is similar to the name given to the
analogous scene by Adamantiou in his 1908 Report on the churches of Zakynthos
discussed in the examination of the icon of the Passion, Cat. no. 17." An
additional conclusion is that it is no mere coincidence that both works, the
original by Theotokopoulos and the copy by Pelekasis, were in the hands of the
same collector, Emilios Velimezis, who, moreover, also owned the manuscript
with instructions for conserving icons according to Demetrios Pelekasis's methods
(See Appendix I1).

The above conclusions immediately raise the question: How did Pelekasis know that
the icon of the Passion is a work by Theotokopoulos? The most plausible supposition
is that the signature visible in the pre-War photograph was then clearly legible.
However if this were so, the fact that Emilios Velimezis made no mention of it either
in his declaration to the Ephorate of Byzantine Antiguities, in 1938, or to the scholar
studying his collection, Manolis Chatzidakis, or even 1o one of his close and beloved
relatives, yet he confidently proclaimed to all that the icon was by El Greco, remains
inexplicable.” Moreover, it is evident from a list written in his own hand (Fig. 271)
that Velimezis bought the icon for a very high price as an authentic work by
Theotokopoulos.” Certainly none of the above had read the signature, possibly
because it was half erased and hidden under the blackened layers of varnish. In this

268, Dememios Pelekasis, Head of Christ,
Private Collection,
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260, Demetrios Pelekasis, The back of
deonr Car, mo, 71

case we cannot preclude the possibility that the Zakynthian painter Demetrios
Pelekasis knew the name of the painter of the icon of the Passion from some local
oral tradition preserved by the icon’s successive owners on the island, who, like

Nikolaos Kallergis, may have been painters. In the years when the fame of the exiled

Cretan master lay in oblivion, painters were the only appreciative receptors of the
powerful art of his icons."

Conprron The colours are blackened, especially on the face.

BisLiocrary Unpublished.

MNOTES

#

!'-'l

Ith.

Zois 1936, no, Y57, 2. See also Konomos 1970, 56, Konomos 1976, The Paiter D, Pelekisis

and his Work, publ. Pyrsos, Athens n.d. (19287, with texts by Marinos Sigouros and the

painter himsell, as well as ‘Posthyzantine studics’ by the painter. See also Pelekasis’s essay
yzantine leon-Painters, At Critique on the Works of the Cretan lHiay Moskos {1649-1684),

printed by Paraskevas Leonis, Athens 1933, See also Introduction, 0-41, n. 11 and Appendix

111,

The article was written by the owner and editor of the periodical, Dinos Konomos, and signed
Joroprodigns’, see Hepramesion Pages 16 (1951, 260,

Unpublished. Dimensions (L07 x 0,055 em.

The mantle Christ wears here is found on full-bodied representations of him in the seene of

the Elkomenos, known as ‘Ecce Homo', which adorn the Royal Door of the iconostasis in

Heptanesian churches (Konomos 1964, 90, and Charalambidis 1978, figs 96-102). Christ in

representations is as a rule frontal with the head bowed, whereas the Head here is in profile.
For the iconographic parallels for the icon of the Passion see Cat. no. 17, 2031t

The first two icons, the Adoration of the Magi and Saint Luke the Evangelist, were sold by the

antique-dealer Theodoros Zoumboulakis in 1934, see Introduction, 43, 45,

‘Descent from the Cross, sngels holding Christ’ (Adamantion 1920, 109) and “Angels

supporting the Lord” { Konomaos 1966, 118). See Cat, no, 17, 226, n. 78,

See Cat, no, 17, 189190, Figs 94, 104,

See Foreword by Manolis Chatzidakis, 26.

See Introduction, 41, 43, 45 and Appendix 1A, 438,

For Theotokopoulos's fame see Introduction, 34-35, 62, no. S4ff. For copies of his works by

Zakynthian painters see Cat no. 17, 217-219 and Cat. no. 48, 36211,
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270. Woodcarved frame, 17th century,
amd the Nativity by Demetrios Pelekasic
{1881-1973), Cat. no. 72,

72
WOODCARVED ICON FRAME

54.5x 325 x 2.5 cm and 24.5 x 17 cm (icon)

Frame: 17th century

Icon painted by Demetrios Pelekasis (1881-1973)

he elliptical icon is integral with the carved wooden frame. The surface of

the wood is covered with a fine laver of gold leaf on which is painted the

scene of the Nativity of Christ, with several secondary episodes, a work by
Demetrios Pelekasis who was in the habit of copying old icons of miniature
character. A comparable style is encountered in his manuscript miniatures
representing Theophilos and Theodora, and Theodora on horseback, as well as in
his icons of the Anastasis (Descent into Hell), the Last Night of the Repentance and
the Kissing the hand of the Bishop of Zakynthos-Cephalonia Gerasimos Loverdos,'
The woodcarved frame, in good condition, was gilded and embellished with
colours, Its decoration includes a vegetal ornament with rinceaux and acanthus
leaves, in various shades of pale blue, terminating in little roseate flowers. The top
is surmounted by two heraldic griffins each placing one leg on a crown, Traces of
whitish pigment are preserved on their body and they wear a wide rose garment.
Acanthus leaves on the upper part of the frame, intertwine to form broken arches.
On the lower part is a mask of an elderly figure with moustache and beard.
The elliptical frame with its lavish carved and painted decoration recalls in shape and
griffin ornaments Italian frames of around 1500, such as a mirror frame from Siena,”
and other frames of rectangular shape from the regions of Venice and Florence in the
first half of the sixteenth century.” The mask (mascherone) at the base of the frame is






436

72, WOODCARVED ICON FRAME

reminiscent of an analogous figure in Renaissance reliefs on fountains in Crete, such
as at Pentamadi, in the village of Rousospiti and in the Vrontisiou Monastery, as well
as the Rimondi fountain.' which originate from corresponding relief ornaments on
monuments in Venice from the mid-sixteenth century onwards.® The mascherone on
our icon frame is uniquely similar, not only in features but also in expression, to the
mask on a well-head in the Palazzo Ducale, Venice."

Woodcarving is known to have flourished in Venetian-occupied Crete and examples
of it have survived in a large number of monuments.” Qur woodcarved frame was
produced in a Cretan workshop and [ believe that its workmanship and motifs point
to an early seventeenth-century date. It is from this period that relevant documents
confirming the practice of ecclesiastical woodcarving in Candia have survived.*
However, the lack of such testimonies for previous periods does not mean that this
craft was not practised earlier. On the contrary, the documents indicate the existence
of a long tradition on the island,” while several woodcarved frames of exceptional
craftsmanship are preserved on fifteenth- and sixteenth-century icons, such as the
one on the Adoration of the Magi (Cat. no, 15).""

The carving of the frame on the same wood as the icon is encountered in the icon
of the Passion of Christ by Domenikos Theotokopoulos (Cat. no. 17) as well as in
an unpublished sixteenth-century Italo-Cretan icon of the Assumption of the
Virgin, in the Solomos Museum, Zakynthos, with intricate woodcarved decor-
ation." Furthermore, the oval shape, together with the elaborate woodcarved upper
and lower parts, evokes the decoration on Italian mirrors.”> The original subject
painted on the elliptical icon is not known.

Conpimion The original painting of the icon has been completely destroved and replaced by a
puinting on gold by D. Pelekasis. The woodearved frame is in very good condition, save for slight
damage to the upper part where the head and part of the left leg of the left griffin have been cut.
The colour preserved in places was revealed in recent conservation.

BiruiocrArHY Unpublished,

Noes

I The Painter D. Pelekasts aand his Work, publ. Pyrsos, Athens n.d. (19287). See also above Cat, no,
Thn L

Newbery, Bisucea, Kanter 1990, no. 54, 80-81,

Newhery, Bisacea, Kanter 1990, nos 18, 19, pp. 48, 49,

Dimakopoulos 1970, 32261, pl. TIR", fig. 1, pl. 1A figs 5, 6.

Dimakopoulos 1970, pl. TIH', figs 14, 15, 16.and pl. 116", figs 19, 20, For the diffusion of similar
decorative motifs in Crete during the first hall of the 16th century see Constantoudaki -
Kitromilides 1991, 27111, n. 2.

6. Dimakopoulos 1970, 335, pl. [TH", fig. 14.

T. Cf Fatourou 1982,

8. Kazamaki 1974, 25111

Y, Kazanaki 1974, 251-252,

16, CF. Cat. no, 15,

11. Konomos 1977, no. 1, 4, vaulted” icon, see also Demetis 1987, 41,

12, Newbery, Bisacca, Kanter 199), no. 54, 80-81, For elliptical icons see Cat. nos 17 and 49,
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APPENDIX 1

A. HANDWRITTEN LIST OF ICONS BELONGING TO EMILIOS VELIMEZIS

The manuscript is a list of 10 icons in the Velimezis Collection, Recorded, with some
corrections, are the measurements, date, name of the painter and purchase price in gold
sovereigns. At the bottom of the page is a hill in smaller numerals, which presumably
concerns prices of icons, These are difficult to identify because they are not in the same order
as the prices of the icons in the list. The last entry, 1200, most probably refers to the icon by
Theotokopoulos, no. 10, The meaning of the entry -do- alongside icons nos 3,4, 5, 6 and 9 is
not known.

The manuscript includes icons that were declared 1o the Ephorate of Byzantine Antiguities
in the list of 5 February 1938, Consequently it was probably compiled sometime between 1934
and 1938,

REMARKS: No. 1: The Virgin Hodegetria by llias Moskos is included in the Chatzidakis
catalogue, 1945, no. 1, but has not been located.

Nos 2, 3, 4: The three pieces of the epistyle are included in the Chatzidakis catalogue, 1945,
see Cat. no, 24a-c and Table on pp. 464-463.

No. 5: The icon of Saint John Chrysostom is not included in the Chatzidakis catalogue, 1945,
The dimensions of the icon do not correspond 1o Cat. no. 63. Obviously this is another icon
which has not been located.

No, 6: See Cal. no. 14

No. 7: The jcon is not incleded in the Chatzidakis catalogoe, 1945, The Collection includes
an icon of the same shape and subject, an imitation of an early icon, probably executed by [.
Pelekasis, in a woodcarved frame, perhaps made by Priamos.

No. & The oval icon of the Dormition of the Virgin is not included in the Chatzidakis
catalogue, 1945, and has not been located.

No. 9: The icon is not included in the Chatzidakis cotalogue, 1943, Its dimensions do not
correspond to Cat. no. 47, Obviously it is another icon which has not been located,

No. 10 The icon is not included in the Chatzidakis catalogue, 1945, 1t is obviously the icon by
Domenikos Theotokopoulos, Cat. no, 17.

B. TYPEWRITTEN LIST OF ICONS BELONGING TO EMILIOS VELIMEZIS

This is the typewritten declaration of ownership of the icon collection. submitted by Emilios
Velimezis to the Ephorate of Byzantine Antiquities and dated 5 February 1938. Ephor of
Byzantine Antiquitics at the time was the Byzantinist Andreas Xyngopoulos, Professor at the
University of Thessaloniki and author of the catalogue of the icons in the Benaki Museum
(1936).

REMARKS: Thirteen icons in this list have not been located, numely nos 2, 9, 14, 15, 16, 20,
24, 25, 29, 35, 36 and 37.

Nos 16, 23, 24 and 31 correspond to nos 5, 2, 9 and 4 in the handwritten list A. For the other
correspondences see Table on pp. 464-465,

Noteworthy is the fact that the date of the works is not given, nor is the name of the painter
of the signed works no. 6 (see Cat. no. 61, loannis, 1778), no. 17 (see Cat. no. 62, Demetrios
Zoukis, 1781), no. 21 (see Cat. no. 17, Domenikos Theotokopoulos), no. 22 (see Cat. no. 35,
Leos, 1649), no. 34 (see Cat. no. 29, Emmanuel Tzanes, 1657), no. 39 (see Cat. no. 46,
Nikolaos Kallergis, 1744).

Last, the icon of Saint James (no. 3 in the handwritten list A) is not declared, while the other
two icons from the same epistyle (no. 3 = 23 and no. 4 = 31, see Cat. no. 24 a-c) are,
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APPENDIX I

TYPEWRITTEN TEXT BY DEMETRIOS PELEKASIS

This is an unsigned typewritten text that belonged to Emilios Velimezis before 1946, The
acquisition of this document should be seen as consistent with Emilios Velimezis's wider
interest in Byzantine painting. It gives instructions on the technigue of cleaning icons (pp. 1-
3), on polishing {pp. 3-4), on checking forged signatures on old icons (p. 6) and even on
‘preparing an indelible signature” (p. 7). as well as on ‘preparing a patina on icons’, both old
and new! (p, 8); lastly, it gives instructions on ‘preparing the wood for painting with egg
tempera’, ... if we want 1o paint on an old jcon, that is to use its old wood [panel] to make a
new icon’ (pp. 11-12), The spontaneity of the instructions (e.g. p. 13, ‘then we rub the brush
on the forehead (to fufl out the hairs) and dab it lightly on the gold in order to lift it up and
apply it to our surface, wo which it sticks’) and the rechnical knowledge of the text’s author,
whose work in this field too is known, give away his identity. Velimezis had in any case
entrusted the conservation of the icons in his Collection to the Zakynthian painter Demetrios
Pelekasis and owned works executed by him.

Recipe for a mixture for cleaning icons

112 oka of methyl alcohol (green)

3 drams of ammonia

5 drams of shellac (pure)

15 grammes of citrol essence

Stir and leave to blend for one hour. Shake the bottle well before use.

How to use

We test whether cleaning is possible by squeezing soaked cotton wool onto a small
area, without rubbing. If the patina is light and the cleaning fluid effective then we
soak a cloth and apply it to the icon like a compress. We leave the cloth for an hour,
wetting it with cleaning fluid once or twice.

We avoid rubbing with soaked cotton wool, If the patina remains in places then we
squeeze cleanser on it locally, or even pure aleohol, and set alight, extinguishing it
immediately and squeezing cleaning fluid again right away.

Great care is required for one to distinguish whether the dark spot is patina or dark
shading on the icon. To verify this we examine through a magnifying glass whether
the dark spot is raised or smooth.

As a rule the use of fire should be avoided, because it creates blisters. If the use of
fire creates a blister we immediately squeeze aleohol on it, relight the flame,
extinguish it 3 seconds later and apply a piece of waxed paper to it, over which we
pass the little iron (heated in the flame of a spirit lamp) a couple of times, If the
blister is not ironed out the first time then we squeeze alcohol again, set it alight and
repeal the ironing in the same way.

When the patina is not removed by fire either, then we take a small penknife and
scrape the patch very lightly, without pressure, after first wetting it liberally. We
check with the magnifying glass whether the area we are going to scrape is patina and
not shadow.

When we clean a miniature icon then we place it upright in a basin and spray it with
cleaning fMuid. When this has dried we spray it again. Then we test at one edge, by
rubbing lightly with cotton wool, to see if it has softened well, and then we spray
copiously with cleanser. The dirt then trickles with the rinse into the basin and the
icon is cleaned without us touching it

If salts have formed on the surface of the icon, like a shelly crust, then we take
sulphuric acid and dipping the woth of bone comb in it we drip a drop on the patch
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of salts and fiddle with it, spreading it and rubbing it lightly with the bone comb-
tooth until the salts dissolve and the paint appears. Then we squecze cleanser over
it and gently wipe off the remains of the salts with the cotton wool. If there are dense
dirty salts (with carth}, then we take 5 grammes of calcium fluoride mixed in 7
grammes of sulphuric acid, and produce fumes that dissolve the carth. In this case
we isolate the rest of the icon with wax. We remove the wax afierwards using a
penknife and any remains with turpentine.

NOTE: If one burns oneself with sulphuric or any other acid, smear the affected area
with ammonia immediately.

The stains from incense are removed as follows: We apply cleaning Muid, we set it
alight and after it has softened we scrape it lightly with a penknife, removing the
remains with turpentine.

If during the course of cleaning we want to see exactly what the cleaned part reveals
in elarity and colours, we squeeze lemon juice on it, which is neutralized however in
a few minutes. It is used, so to speak, as a temporary tonic, like an aspirin.

Polish

This polish is used for icons painted in egg tempera technique.

The recipe is as follows:

Sandarac (gum) 15 drams

Pure alcohol 30 drams

Yellow mastic 15 drams

We dissolve the ingredients in a bain-marie, that is by placing the bottle in a pan of
boiling water.

To polish the cleaned icon:

1) We dip a broad brush in this mixture and pass it quickly over the dry icon. We
leave it to dry a little and

2) We dab the surface here and there with the finger dipped in cooking oil. Then
3) We use the following fluid:

White shellac (sold by Xanthakis) mixed with shellac (black) in liquid state, in
proportions of 2 parts white to | part black.

NOTE: In order 1o dissolve black shellac we put it in sufficient green methyl aleohol
to cover it and shake, We then add more methyl alcohol until it becomes slightly
runnier than oil.

We soak a picce of cotton wool in this shellac solution, twist it in a clean cloth and
tap it gently, then we fold the cloth a second and a third time so that the surface with
which we shall rub the icon is not very wet, but is only dampened with our fluid. Then
we smear it over the surface of the icon in circular movement, in such a way as to
cover the same place twice straight away.

When we see that the surface of the icon is sticky and prevents smooth polishing, we
apply a few more light dabs of cooking oil with the finger and repeat the polishing.
We repeat this polishing process 3-4 times and the icon is then ready.

Testing signatures and paints

In order to check the authenticity of a signature on icons overpainted in egg tempera
technique, we examine carefully with a good magnifying glass whether the crackling
present generally over the surface of the whole icon is also observed on the pan
where the signature is, or on the part where we want to see whether there is
overpainting,

We also examine whether the ends of the bars of the letters in the signature are
pointed or are suspiciously sharp or whether they are regular, given that the genuine
old letters do not have points, since these have been blunted and rounded by time,
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The best test is made with a pin. That is with its point we pierce lightly one of the
letters of the signature, or some other place if we want to test whether the paint is
old or new. If it is soft then the signature is recent. If it is hard there are indications
that the paint is old and therefore genuine. However, when the icon is varnished we
must be careful to pierce the paint and not the varnish layer, because then our
diagnosis will not be accurate. In order to test and to clean the signature on an icon
overpainted in egg tempera technique: We squeeze cleaning Muid on it and in two
minutes we rub lightly with cotton wool, If it resists than we rub a little harder.
Lastly, we dip the cotton wool in a little hot water and squeeze lightly as we draw it
over the signature. If the signature is fake it is erased.

The above does not apply to oil paint. We test with the pin. It is more difficult 10
confirm the authenticity of the signature on oil paintings because the oil penetrates
the pores of the canvas and forms something solid with the body of the rest of the
paint,

Preparing an indelible signature

On icons painted in egg tempera technigue.

The signature is made with watercolour pigments and cgg, in proportion 3 parts
pigment and | part egg. It is betier to prepare the egg and paint mixture beforehand
than to dip the brush gradually in the egg. The mixture is prepared in little shells, in
the above proportion. The ¢gg must be fresh, if possible laid the same day, and we
should not leave it to go stale (as in the summer for instance when we should renew
it twice a day). When we say egg we mean only the yolk.

NOTE: Because, as we know, in time the egg sets and becomes hard (as for example
the Easter cggs which we keep in the icon case for years, and which become yellow
and hard as amber), it is a fact that when a signature with egg is applied to an icon
it is completely indelible after eight vears, al least as indelible as the rest of the
surface of the icon, so that it cannot be removed by the test deseribed above,

Testing the icon with the ultraviolet lamp

As is well known, with this lamp any overpainting shows up in a different colour from
the rest of the surface. But in order to deceive examination with the lamp we act as
follows: We take a pinch of silver nitrate, dissolve it in a little water in a cup and
sprinkle a little gum Arabic powder, enough to make it the consistency of honey, We
daub the icon with our fingers dipped in this mixture. So the surface of the icon
acquires a certain dark patina which deceives examination with the lamp.

Now, in arder to remove this patina, if we wish, we put 5 drops of ammonia and 3
drops of potassium bromide in a glass of hot water and rinse the icon with cotton
wool steeped in this fluid,

Preparing patina on icons

If the icon is new and we want to give it a patina so that it looks old, then before
acting as described below, we first cover it with a coat of gum Arabic, using our
fingers.

If the icon is old but we nevertheless want to give it a patina, then we act as described
below without coating it with gum Arabic,

The patina is made as follows:

We take pure shellac (black) dissolved and add a little brown and a little red aniline,
as well as very, very little green (to mellow the red tone), and we shake it so that the
mixture darkens slightly (not much). We add as much of each aniline as the ash from
a long puff on a cigarette, and less of the green.

We spray the icon with this mixture, using a blow pipe, and then in order to combine
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this sweat we dry it by passing it over the flame of a spirit lamp (not very close).
When it is dry we take a little white and a little black watercolour pigment and we
combine them in a proportion so as to imitate perfectly the colour of dust, we
dissolve them in water and with this mixture smear the surface of the icon with the
fingers. Then we rub the surface with a clean cloth and the icon has taken on the
colour of the pating.

This patina is removed, if we want, with our cleaning fluid, in exactly the same way
as the genuine patina is removed.
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1. Saint Nicholas, Cat. ne. 30,

Detail of the area witl e probiess of poor
covesion of the pesso and the pain layers
with the wonden manel.

I n the autumn of 1991 [ had the opportunity of seeing the greater part of the
Velimezis Collection for the first time, and immediately realized both the
importance of these icons and the problems they presented. When the
conservation project began in Febroary 1994 my first concern was to create the
necessary infrastructure to ensure top guality work in the very short time
available,

The criterion for selecting collaborators was consensus of opinion on the
conservation processes. The basic nucleus was drawn mainly from my former
pupils, several of whom work in the Benaki Museum as well as for other bodies.
So initially, in addition to my old colleague Lenia Pharmakalidou, conservator
at the Ministry of Culture, the conservators Lena Vranopoulou, Charis
Grammatikos, Alexandra Kalliga, Nikolaos Smyrnakis, conservators in the
Benaki Museum, were recruited. This team was responsible for researching,
documenting and conserving the most important and most difficult works in
the Collection.

These colleagues were joined later by Chrysa Vourvopoulou and Vasiliki
Nikelopoulou, conservators in the Benaki Museum, Katerina Kakousiou,
Vasilis Broumas, Elisabet Nadali and Sophia Doulberi, free-lance conservators,
and Maria Louisa Pasko, collaborator with the Benaki Musem. This second
team completed conservation works at an intensive pace until July 1996,

I thank them all for their contribution and ideal collaboration, without which it
would have been well nigh impossible to complete this task.

A. ORGANIZING THE I..."’i;]?!d‘:.!l7l'u-"ﬂ*".:l'F‘(‘ir

A basic issue which had to be faced immediately was the reorganization of the

laboratory to provide the infrastructure for conserving such a large number of

works and to secure the required workspace and equipment for each
conservator. To this end the following works were undertaken:

- Four places were arranged for cleaning varnish, each equipped with a fume
extractor, a stereomicroscope, instruments and appropriate chemicals,

= An extractor was installed for removing insecticide fumes and varnishes
with an air-compressor,

- The laboratory was equipped to take and develop photographs, especially
photographs through the stereomicroscope, as well as to photograph and
examine works in ultraviolet and infrared light.

- Afully equipped carpentry workshop was set up in order to cope with the
problems of the wooden panels of the icons.

- A suitable area was arranged for the aesthetic restoration of the icons.

- An archive of negatives, photographs, slides and X-rays was created.

In parallel, in order to archive and document the conservation works a
special, 11-page computer data card was designed, in which each colleague
was able to enter details of his'her work.
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B. RESEARCH

Fourteen icons that presented special problems were chosen initially for
research. Various methods were applied to discover the causes of damage, the
overpaintings, the forged signatures, and to investigate the condition of the
works etc. All the problems were recorded and on the basis of the evidence
collected the final documented decision on the processes of conservation
required was taken.

The following research methods were used:

a. Initial photographing and macrophotographing of the works in black-and-
white film and diapositives (Fig. 1), in order to record and document the
damage as well as all the clements that should be removed during the
conservation process.' Total number of black-and-white photographs: 230,
Total number of diapositives: 1300.

b. Microphotography in diapositives through the stereomicroscope? in order to
detect mainly forged inscriptions and signatures, varnish layers ete. Total
number of diapositives: 80.
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3. The Stanzes of the Akathisioy Hym,
Car. no. 4. Deneil of an areg

Wt PHAEREROILE OVETPRLITTRES,
Uilravinder phiosograpl,

4. The Dopmition of the Viegin,
Cat. no 55, detail.

Iufrared photograph in wihich
the ewigimal drawing is visihile.

5, Sairr Nicholas, Car. wo 30,
Xeray with detail of the area,
as in Fig. 1. in which fosses

af the perinred sturfice and

the gesso are visitle, a5 well as
traits af Tzanes's technique.

i, The Passion of Chinst, Car. o, 17
Xeray of the wovk in which the supasto
of the pigments is visthle, especially

o the frame wivere the decormmiog

i elifffcult b discerm even after cleaning,
ot et of ovidization of te paint,

¢. Cross-sections of the layers of paints and preparation, of dimensions
approximately 0.8 x 0.8 x 0,6 mm. After complex and laborious processing,
these sections (Fig. 2) were observed and photographed through the
stereomicroscope at a magnification of 80 to 200 mm. Total number of
sections: 6(.

d. Cross-sections of the grain of the wooden panels in order to ascertain the
species of wood.

¢. Examination and photographing in ultraviolet light (UV fluorescence) (Fig.
3) in order to detect problems invisible to the naked eye’ etc.

f. Photographing in reflected ultraviolet light in order to study the texture of
the painted surface.*

g. Photographing in infrared light in order to detect damage (Fig. 4) beneath
the surface of the varnish and in the lower layers of the painting, or to
investigate the existence of a preliminary sketch.’

h. X-raying of the works presenting special problems. On account of the
penetration of the X-rays, it is possible to detect problems or various
clements in the original layers of paint, in the preparation or in the wooden
panel (Figs 5, 6). Sixteen icons were X-rayed.”

5

C. CONDITION OF THE ICONS - DAMAGE

The Collection was formed during the inter-war years, when icons were bought
mainly from the antique-dealers loannis Martinos and Theodoros Zoumbou-
lakis, very often at the suggestion of Demetrios Pelekasis, who had frequently
made interventions to these works, Pelekasis was a painter and iconographer of
some merit, a ‘cognoscente’ of Byzantine art and extremely adept at restoring
damaged or even destroyed icons and enhancing their ‘oldness’,” usually be
adding the signature of some well-known icon-painter too.

The works in the Collection displayed several common characteristic
interventions, some that had been made before their purchase in order to
‘beautify’ them and others made much earlier. So the problem of the
interventions was one of the most serious we had to face.
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7. The Stanzas of the Akathisios Hymn,
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The earlier interventions, which usually began a few years after the work was
painted and continued until the early twentieth century, included attempts to
remove the varnish, usually with unfortunate results: widespread overpaintings,
interventions to the wooden panel with new battens, sticking with fish glues and
‘butterfly’-shaped dowels, nails etc., as well as additions of varnishes, mainly
vil-based (Fig. 7). In many cases the very drastic cleaning methods of the inter-
war years had caused loss of the paint surface. However the old varnish
remained in places. The varnish over the gold was vsually scraped off by
mechanical means and after retouching the paint or primarily overpainting, a
fresh layer of yellow varnish made from shellac, sandarac and common rosin, or
in the better case mastic,” was applied. Quite barbarous interventions to the
wooden panel are also observed in this period. The old wooden battens were
usually replaced with metal ones, that were screwed on, or with new ones of
beechwood, which is quite heavy, screwed or glued on (Fig. 8).

As the cases described above indicate, it was not always easy to decide on the
processes of conservation to apply. The problems focused particularly on
cleaning off the old varnish, removing the overpaintings, consolidating,
repairing the damage to the wooden panel and last. restoring the works
aesthetically.

D. CONSERVATION

1. Cleaning off the varnish

During this process three different situations were encountered:

a. The rare, happy coincidence of the original varnish surviving without any
intervention.

b. The addition of varnish or other material (oils etc.) on top of the original,'”

¢. The uneven and usually aggressive removal of the varnish locally, with some
consequent loss of paint layers.

In each case cleaning off the varnish demanded special research to find the
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Q. The Head of the Virgin, Car. no 9
Test cleanings

I Samni Nicholas, Cat, mo. 30
Test cleanings

appropriate mixture of solvents and the best way of applying them (Figs 9, 10).
A major role in the choice of the most suitable solvent, apart from experience,
is played by the combination of various scientific methods in order to
determine precisely the point of solubility of the varnish and the binder."
When the varnish has lost its natural properties the acsthetic result is altered
considerably. Thus efforts should be made to remove it, provided this can be
done safely, in order to reveal the quality of the colours, particularly when a
work by an important painter is concerned. This was the principle followed
here.

2. Removal of overpaintings

Many of the icons in the Collection had overpaintings covering damaged areas
but also part of the authentic painting. In most cases these were badly
executed, although some, particularly the later ones, were better.

All the overpaintings, even the earliest, covering the original painting were
removed and only those on damaged areas were left, provided they belonged to
the earliest period. In general the later overpaintings were removed, with very
few exceptions that were decided on in each case."

3. Consolidations

One of the main issues that had to be confronted on the icons with later
interventions was to investigate the state of the paint layers and varnishes with
regard to the penetration of the consolidating material. A far as possible the
works were consolidated after cleaning. On the contrary, in cases where the
binder had weakened, the paint was impregnated-consolidated as the cleaning
progressed.

The kind of fixatives used previously (waxes, fish glues, leather glues etc.) also
created major problems for consolidation. Very often the earlier materials do
not combine with those that ought to be used today (e.g. wax, used previously,
does not combine with acrylic emulsions).

4. Repairing damage to the wooden panel

Rusted nails, screws

The nails used originally to join the panel to the battens or the planks of the
panel to each other, as well as those used in early interventions, were generally
large, handmade ones which rust easily causing cracks in the wood. Despite the
fact that the nails are part of the icon’s history, in most cases these had to be
removed in order to restore the wooden panel. The same applies to later nails
and screws.

Cracks

Cracks are a consequence of the poor quality of the wood or the construction
of the battens. In several icons the interventions were mainly attempts to stick
the cracks together, using animal glues earlier and vinyl ones later.” In these
cases the now classic process of removing the wood along the crack and
replacing it with small fillets of wood (parquetry) was followed.
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1. The Pierd, Cai, i 29,
Carpenny wark-hattens

Battens

The construction of the wooden panel of an icon with battens usually presents
problems. Its first consequence is the frequent appearance of cracks in the
work. During the course of later interventions the original battens had been
removed from many icons (usually by sawing through the nails with a metal
blade) and had been replaced by iron ones, that were screwed on, or by thick
beechwood ones, very often glued on and screwed to an already weakened
pancl. In several cases the construction of new battens had been accompanied
by an attempt to flatten the icon,'

All the battens (old or new additions) that had caused significant damage to
the panel and the painting were removed. However, because the environmental
conditions of the works were not stable and there was danger of the wooden
panel bowing or warping, in some cases various types of movable battens were
constructed, the majority of aluminium on perspex supports (Fig. 11). The use
of such constructions was limited,

Intervention to the wooden panel

It was not necessary to replace the wooden panel on any of the icons in the
Collection, despite its bad state in some works. Only local interventions, filling
in gaps or replacing previous additions of beechwood® with balsa wood, were
made.

Insect control - Impregnation of the wood

In general there were no indications of living organisms in the wood of the
icons. However, many icons had been badly affected by xylophagous insects. In
these cases preventive insect control measures were taken and the panel was
impregnated with synthetic resins of different hardness or elasticity as the case
required, in order to reinforce it

5. Aesthetic restoration

The way in which the overpaintings were dealt with, wherever they covered
areas of paint loss, has already been mentioned.

In cases where there were no overpaintings on damaged areas or where these
had been removed, whole or partial restoration was decided upon.'® Where the
loss of paint and preparation was total, the area was first primed with gesso and
then retouched with paint matching the surrounding surface in tone and
colour. Where there was only loss of paint this was restored by applying a
transparent glaze on the preparation, which essentially darkened its white tone,
50 as not to mar the aesthetic effect. The materials used for the aesthetic
restoration were acrylic resin with powdered pigment,

E. PARTICULAR OBSERVATIONS ON ICONS

Knowledge of the icons’ condition before conservation, of the problems
encountered, the interventions made ete., is useful when studying them. So this
chapter gives brief information on the icons presenting special problems.
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with hale and traces af the blue overpainting,

The Virgin Hodegetria (Cat. no. 1)

Observations:

- Loss of sections on the upper and lower parts of the icon.

— Waxes and overpaintings in areas where the original paint surface has been
lost.,

= Owerpaintings on the upper and lower parts of the icon, and over the entire
red border. On the border two paint layers were abserved over the original;
an orange onc underneath and a red one on top. These layers were
removed.

— Cracks due to the poor preparation on the Virgin's maphorion.

— Damage from the nails that held the metal revetments, which were
presumably removed during the previous conservation. There are 95 tiny
holes, in five of which the little nails are preserved.

The Virgin of Tenderness (Cat. no. 2)

Observations:

- Two layers of gold on the gold ground. Beneath the later layer of gold a
very thick laver of bole (Fig. 12) in comparison with the earlier gold, which
was glazed.

- Very good preservation of the earlier gold from the Virgin's left shoulder
and below, in comparison with the upper part of the gold ground, which has
suffered damage.

- Remnants of a layer of blue paint on the gold ground.

- Loss of paint and destruction of much of the gold ground due to rubbing,

- Loss of sections on the Virgin's hand and on the nails.

- Later red border framing the work.

- Owerpaintings with fillers on the upper part and bottom right. The fllers
obviously consist of wax mixed with plaster of Paris and pigment, giving an
ochre appearance. Overpaintings also exist on the Virgin's maphorion, the
gold ground and the red border,

— Coat of green oil paint on the back of the work (later intervention).

During the previous conservation of the work, the conservator scraped off the

blue paint, thus destroying the gold under it as well as the original red border

with the white line that the painter used as a frame for the work. The silver
revetments were also removed from the haloes and arms, as the nails that
remained on the painting attest. The gold of the haloes was not overpainted

{blue} on account of the metal revetments,

It should be noted that the painter originally used brown paint (coarse red with

black) for the Virgin's maphorion and after applying the white highlights to the

garment, covered it with a lac glaze, which was removed in places (to a limited
extent) in the previous conservation.

Duwring the present conservation, after chemical cleaning of the painted surface

and the gold ground, it was decided to remove the later gold and expose the

earlier. The task was performed mechanically and no solvents were used except
water, which helped to soften the later bole and facilitated its removal, The red
borders framing the icon were also removed because they were later and badly
executed,
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The Triumph of Orthodoxy (Cat. no. 5)

Observations:

= Later overpaintings with thick brown-black brushstrokes and binder,
perhaps varnish, on the faces and garments, which also covered damage and
highlights. The overpaintings were removed during conservation,

- Significant losses along the bottom, the right side and on the periphery, as
well as along the length of the cracks (where there are overpaintings and
Wax).

= Mediocre and locally poor bonding with the preparation. Detachments.

- Three lengthwise cracks: two straight down the centre and the third on the
right.

- Fourteen large nails from the old battens and eight small ones from the
later battens.

Saint Paraskevi with scenes from her life (Cat. no. 16)

Observations:

- Forged signature of Ioannis Moskos in black paint over the later varnish.
The signature and the inscription on Saint Paraskevi's scroll in the central
representation were not removed. The inscription H AMIA TAPACKEYH on
the ground over the gold dust is also recent.

= Traces of a probably genuine inscription on the representation bottom
right.

— Very extensive overpainting on the flesh, garments and landscapes, covering
the considerable damage (Fig. 13).

The Passion of Christ - Pieta (Cat. no. 17)

During the preliminary research no trace of the artist’s signature appeared.
Considerable interventions had been made to the work in the past, especially
the drastic cleaning which mainly destroyed the finer layers of paint, the
foundation modelling and the fine brushstrokes ((Fig. 14).

The work is painted on a panel primed with gesso but without linen and has an
integral frame to which small additions of other wood have been made. There
is a deeply incised sketch.

The paint layer is quite thick, especially on the highlights. There is a
pronounced crack at the centre of the panel down the grain of the wood.

Head of the Virgin (Cat. no. 19)

Observations:

= The varnish (Fig. 15) covers uniformly both the original painted surface and
the overpaintings, and was therefore applied after these,

- Traces of a signature in the bottom right section of the icon, on the gold
leaf. The signature disappeared when the varnish was scraped off the gold
ground. A ghost of the destroyed letters is discernible on the gold, which is
well preserved in this area, whereas the bole has been exposed all around.

- Traces of red letters from an inscription, top left and right.

- Drawing with broad primary and fine secondary brushstrokes in black paint,
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15, The Head of the Virgin, Cal. no. 19
Detail o cleaning her eve.
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17, Saint James, Cat, no, 24h,
Restorution of the rotten weoaoden pael

visible on the damaged areas of the eye and the green himation
(macrophotograph), and under the foundation of the face, They can also be
seen in the infrared photograph.

- Losses around the periphery of the work, especially at the four corners and
down the right side.

Christ (Cat. no. 24a)

Observations:
- Losses, greater in the top left corner and lesser in the top right and around
the periphery of the icon,

The piece of wood that had been inserted later and the fish glue with which it
had been stuck (Fig. 16), and which had impregnated the wood of the icon,
were removed. The wooden panel was repaired in the bottom right corner with
balsa wood, placed in layers and glued. The wood was supported by four
wooden pegs (two 8 mm and two 4 mm).

Saint James (Cat. no. 24b)

Observations:

- Use of the cloth, presumably for protection, only on one part of the icon,
the bottom left corner.

~  Filling in with coloured wax in an attempted aesthetic restoration, at the top
and bottom, and around the periphery of the icon. Where the preparation
has been lost the gap had been filled in with wax, which is also encountered
in places on the ground of the icon.

- The whole surface of the panel has been badly damaged by xylophagous
insects, with resultant weakening of the wood, which has been reinforeed
with fish glue at various times (Fig. 17}

Saint Demetrios on horseback (Cat. no. 27)

Observations:

- Gesso relief decoration on the ground.

- Extensive overpaintings which were removed.

- Losses at the points of the nails, along the cracks, at the centre of the right
edge and to a lesser extent on the icon's periphery,

- Wax and filler with colour along the length of the cracks, as well as high up
at the centre where there is loss due to nails,

Saint Peter (Cat. no. 28)

Ohservations:

- The word XEIPOC 15 legible, but not the name of the painter, The traces of
black paint, bottom left, are what remained of the signature after previous
conservation.

- Losses on the surface, especially on the green cloak, from previous
conservation and after drastic chemical cleaning. Areas where there were
paint losses had been restored with fillers and wax.

- Loss of a large part of the left side of the icon and a smaller area above, as
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well as right and left. Almost all the red band and part of the gold missing
from the upper part. Similar losses locally over the entire right side.
Swollen sections on the green cloak, bottom right, caused by a nail,
Subsidence at the edges on account of the rotten wood.

Acute problem from xylophagous insects in the bottom left part. Loss of the
top left corner of the wood which had been filled in during previous
conservation with sawdust and glue, probably epoxy. The problem is
apparent on the rest of the wooden panel too.

Pietd (Cat. no. 29)

Observations:

Genuine signature of Emannuel Tzanes that follows all the craquelure of
the paint surface, even that earlier than it

Inscriptions writien twice in red paint.

Small areas of flaking around the heads of the figures (on the hair of John
and Joseph, and on the Virgin's maphorion).

Extensive cracks, mainly on the gold ground of the icon.

Four cracks down the large panel. Two large cracks extend down its entire
height, reaching to the paint surface. The other two start from the top of the
icon and are 7 and 14 em long respectively. Warping of the larger of the
broken pieces of the large panel.

Overpaintings extending over the filler in the cracks, on the flaked areas
(around the heads of the figures), on Christ’s jaw and beard, on the Virgin's
maphorion (where all the highlights were retouched in orange paint), on the
red border and the inscriptions (repainted in red).

Saint Nicholas (Cat. no. 30)

Observations:

Genuine signature of Emmanuel Tzanes and inscription, under the existing
varnish and following the craquelure of the paint and the preparation (Figs
18, 19), The coat of arms is also under the existing varnish and follows the
superficial crazing, However, the signature, the inscription and the coat of
arms are all painted faintly; the paint is not as solid as on the rest of the
work and is more like a kind of glaze (Fig. 20).

Large sections of losses, particularly on the periphery, in the upper right
section and left of the figure of the saint, as well as down the length of the
epitrachelion and on the lower part of the cloud.

Extensive detachments of the preparation and paint over the entire surface
of the work, as well as swelling locally. The phenomenon is exacerbated
by the wax filler applied some time in the past over most of these sections.
In several places this wax has been coloured and is tantamount to
overpaintings.

Considerable problems of cohesion due to the weakening of bonding with
the preparation.

Extensive crazing and limited flaking which has led to loss of some of the
preparation,

Filler on all the large arcas of loss and a rather thick laver of wax, which in
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18. Saimr Nicholas, Cat. no. 31
Phaotograph af the icon before conseration,

19, Saimt Nichidns, Cat, nes, Ji,
X-ray of the feon.

21, Saint Nicholas, Car. mo, 30
Detadd of clearing.

22 Saime Nichotas, Cai, no, 31
Pret! of cleaning,

23, Xaind Nicholas, Car. na, 30
Curpentry work-hattens.
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almost all cases coats a significant part of the work, The wax and the filler
have been applied in two successive layers, All the filler was removed,
Consolidation of the outlines of the icon and of large sections of losses with
water-soluble glue (possibly fish glue) (Fig. 23).

The empty space surrounding the icon indicates that a frame had been nailed
to the wooden panel. For some unknown reason this frame was removed and
replaced by a new one, in relief. Some pieces of this later frame had been
repaired. During conservation the frame was removed because it was
considerably later and not in keeping with the character and style of the icon.

The Transfiguration (Cat. no. 34)

Observations:

Traces of black letters on the foreground bottom left.

Loss of the paint surface due to chemical cleaning and rubbing, damage to
the faces in the upper register and the whole figure of Christ (only the
foundation is preserved).

Quite large losses of sections of the painting at the centre and along the
bottom side,

Overpainting of the red band in black, later filler of very hard gesso, applied
in two phases, and extensive retouching of the paint (all the lower part, the
rocks, Christ’s mandorla, the faces and the highlights on the garments), also
covering adjacent areas of the original painting.

Poor bonding with the panel around the effaced areas of the painting and at
the bottom of the icon.
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The Deesis (Cat. no. 35)

Observations:

- Signature: A.X.M.@ [X]EIP AE . which has been written twice (two layers
of red paint),

— Owerpaintings: a. Two layers on the red band. b. With green paint on the
blue chitons of the Virgin and Christ, and in the foreground, ¢, With brown
paint on the hair of the figures. These overpaintings were removed during
conservation.

— Further filler and overpaintings belonging to two phases:

1. Earlier intervention: Covering of damage to the blue-green himatia of
Christ and the Virgin with fine hard gesso and overpainting. Dark reddish
brown band all round with filler over the original orangey red, overpainting
in places on the foreground and filler in the nail holes around the heads.
Thick coat of varnish preserved in places.

2. Later intervention: Covering of damage along the cracks with filler and
retouching of the paint. New filler in the nail holes and overpainting in
bronze powder and brown on the hair. Orange laver of a border band all
round.

— Quite extensively affected by xylophagous insects, particularly on the two
lateral sections,

~ Six nails on the two battens, four on the head of each figure from metal
haloes (7}, and another twelve on the ground around the heads of the figures.

2. The Darereitéont of the Virgin, Cat e, 36,
Lt infrarred plrotogrepds,

25, The Dowiniew of the Virgin, Cat. i, 6
Dheniil, pleentestrangle foadervlidn

The Dormition of the Virgin (Cat. no. 36)

Observations:

- Forged signature: AXMA" TOIHMA [RANNOY MOCKOY, written later
covering damage, the gold dust imitating the original gold leaf, and even the
preparation. The signature was not removed,

- Extensive loss of the paint layers due to flaking from the preparation on
small surfaces, densely aligned. The paint has been restored in most of these
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places with water-soluble pigments (Figs 24, 25).
— Complete destruction of the green foreground.

The Beheading of Saint John the Baptist (Cat. no. 37)

Observations:

- Limited overpaintings on some damaged areas, selectively, with material
resembling highly oxidized varnish (ground - building).

- Local losses of superficial layers, mainly on the ground, the flesh and the
garmenis of the male figure,

- Very fine crazing over the entire surface as well as small vertical eracks
beginning from the top and bottom.

~ Two vertical, lengthwise swellings on the right side of the icon, corresponding to
one batten. Swelling at about the centre of the icon, on the wall of the building.

The Dormition of the Virgin (Cat. no. 41)

Observations:

~ Later, forged dedicatory inscription of loakeim Lambardos covering the
crazing of the original paint layer.

- Extensive losses along the length of the cracks in the wood and in some
places. The missing sections have been filled with gesso or wax along the
cracks, on the perimeter, as well as at random on the paint surface.
Remains of old oxidized varnishes preserved in places.

Saint James the Less (Cal. no. 45)

Observations:

- Later and remnants of earlier (not the original), highly oxidized varnish that
covered damaged areas.

— Extensive losses on the perimeter of the icon, mainly on the bottom and the
right side, where there is filler and restoration.

- Cutting of the icon along the bottom,

— Extensively affected by xylophagous insects.

— Weakening of the wooden panel.

The Descent from the Cross (Cat. no. 49)

Observations:

— Loss of sections mainly on the edges of the icon. At the of the bottom part
the loss had been covered with wax and overpainted. On the wax filler the
forged signature of Konstantinos Kontarinis, which has been kept.

— Swollen sections mainly at the poinis of the nails,

-  Mechanical damage, pitting caused by blows to the bottom part.

~ Gesso filler on gaps in the preparation at the centre of the icon.

— Gesso filler around the periphery of the icon, as well as at the centre
towards the top.

- Removal of gesso filler existing on the perimeter of the icon, without
restoration,
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The Dormition of the Virgin (Cat. no. 54)

Observations:

Extensive overpaintings over the entire surface, pronounced on the ground
in the lower section, on the greens and blues, on the garments of the
apostles and on the buildings. Notable overpainting on the faces, which was
not removed,

Wax filler applied locally, mainly on the cracks and the lower part of the
waork, intended 1o reinforce and consolidate the flaked sections.

The Dormition of the Virgin (Cat. no. 55)

Observations:

Later signature yeip Koviowuns iepéwe tov éx Pethine AXT, which is not
recorded in the X-ray. It is faintly visible in the infrared photograph and
covers cracks in the work. The signature is not in the same hand as the
letters of the title and it became apparent later that some letters were on
top of the varnish,

Extensive remains of varnish, presumably the original, locally over the
entire surface, as well as remains of a layer of lac, mainly on the bier and on
the garments of the Virgin and Christ.

Localized losses mainly on the periphery of the work, as well as a small
crack in the lower section.

The Lamentation {Cat. no, 56)
Observations:

Possibly a genuine signature yeip AHMHTPIOY NOMIKOY. After research
using various methods there were no indications that the signature is not
authentic, even though it is not entirely convincing,

Removal of one of the two original battens and placement of two later ones
with screws.

Eight nails across the length and width of the frame on the paint surface.

Two-register icon: Deesis and two saints (Cat. no. 59)
Observations:

Loss of original paints and considerable loss of gold ground,

Flaking of paint from the gold ground. Losses on the dragon's leg in the
representation of Saint George and just below.

Extensive overpainting, mainly on the ground and less on the garments of
Saint George and Saint Demetrios, on the tail of the left horse and on the
letters.

Two-register icon: Deesis and three saints (Cat. no. 62)
Observations:

Genuine signature preserved: yeip dgugroton Zovwry dro Kadapgtrec 1781,
Silver patterns on the maphorion and the chitons, as well as on the gospel
books, the stoles and the epigonatia. In some places the varnish was quite
thick and highly oxidized, mainly on the border band and the Virgin.
Considerable paint losses caused by previous cleaning of the paint surface.
Textile in the joins of the wood,
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27, The Sranzas of the Akathistos Hymn,
Cat. nen 14, Sections through the painted sufiace.

F. THE CONSERVATION OF THE ICON

The Stanzas of the Akathistos Hymn (Cat. no. 14)

L

The icon (Fig. 26) was one of the most difficult dealt with in the laboratory.
The numerous interventions with fillers, overpaintings, gilding with bronze
powder, coloured wax, nails and many other materials had significantly
altered the icon's original aspect and its aesthetic and technical restoration
was imperative.

Its restoration required extensive research on the work beforehand, in order
to detect and record the interventions, the damage and the painter’s
technigue.

All the research methods mentioned in chapter C were applied. Macro-
photographs were taken of the icon, using panchromatic film, and dia-
positives. Photographs were taken through the stereomicroscope for details
of painting at small magnifications (12-24 mm), as well as for processed
cross-sections of painting at large magnifications (100-200 mm). The cross-
sections were taken from the following points (Fig. 27):

Stanza V: Elizabeth’s green mantle.

Stanza V: pink house.

Stanza XI: greenish white building

Stanza XIV: hand of the male figure left of the mandorla.

Stanza XVIIIL: lac on the right figure.

Stanza XIX: orange garment from damage lefi.

Stanza XIX: green garment.

Stanza XX: red garment.

Detailed infrared and ultraviolet photographs were also taken, and lastly
two X-ray plates that cover the entire work (Fig. 28).
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Research revealed the following;

Overpaintings were observed over the entire surface of the icon, on the
highlights and especially on the faces. Large-scale interventions were
observed on several stanzas, as in virtually the whole scene of Stanza X1, in
which the original painting is not preserved, and Stanza XVII in which half
the representation is overpainted. Considerable interventions were also
noted on stanzas 1, 11, 111, TV, VI, X1, XXIII, XXTV.

Interventions with filler and numerous overpaintings also existed on stanzas
V, VI IX, XI, XII1, X1V, XVII, XXII.

These interventions date from at least two different perinds. To the first,
which must be quite early (Fig. 29), are attributed the more tasteful
restorations of the paint on damaged areas, that usually cover a large part of
the surrounding paint as well. This intervention may have been preceded by
an attempted cleaning that caused further damage to the paint surface, It was
completed by varnishing the work on top of the remnants of the old varnish,
The second intervention was probably made before the end of the nineteenth
century. It involved mainly gildings with false gold leaf (bronze powder),
which had oxidized and created a green coat (rust) where it was used, local

28 The Stanzas of the Akathistos Hymn, overpaintings on the highlights and varnishing. During this intervention, or
Cat. no, 14. X-ray of the right side possibly a third in the early twentieth century, areas of damage were filled in
of the fvon, Visibde are the batten, 5 =

e il and che issing et of the with coloured wax and the wooden battens were replaced by metal ones. The
painied surfuce that have been mverpainted. old battens were removed by sawing through the nails.

The following observations were made on the paint surface:

— Dessication on the lower part of Stanza XIX, at a point where there was
filler and overpainting, and not the original paint.

— Flaking over the entire icon, acute in stanzas XIX and XX,

— Swollen sections on account of the nails in stanzas VII and XIIL

— Losses of large sections of paint and preparation in stanzas VII, XIX,
XXIIL

3. After studying the results of the research, the conservation was planned. The
most important problem that emerged clearly was the removal of the varnish
layers and the overpaintings, which is how the conservation began (Figs 30, 31).
The R. Feller test was applied to the J.P. Teas triangle in order to determine
the solubility first of all of the new varnish (51 N). For the new varnish the
solvent Toluene 25% 4+ Cellossolve 75% with N 51.5 was used. This solvent
was chosen because it removed the varnish without removing the overpaint-
ings. The cleaning was done with cotton-wool swabs and the assistance of a
mechanical aid (scalpel), with continuous monitoring through the stereo-
microscope (Fig. 32),
Preservation of the overpaintings was quite difficult to achieve, for which
reason cleaning progressed very slowly, without the use of compresses. Even
50 the overpainting tended to flake in stanzas X1 and XIX, on account of
the solvent, but it was successfully consolidated with a 20% solution of
Primal AC33 in water.
In those places where there was no overpainting and the original paint was
covered by remains of early resin (wherever this had not been removed in

29 The Stanzas of the Akathistos Hyven,
Cat. s 14 Detenil frowm fwe stanzay ; i i
shawing the extent of the intervention. the previous conservation) and later varnish, the remnants were removed

with Toluene 50% + Pyrrolidone 50%. This cleaning was executed on a few
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A0 The Stanzas of the Akathistos Hymn,
Car, nou 14, The fcon with e bostons
ot et Phastograpd in daylight,

F. The Stanzas of the Akathisios Honn,
Cat. s, 14. The feon with the howtom pars
cleaned, Ultraviolet phetegraph,

32 The Stenzas of the Akethisios Hymm,
Cr. nee 14, Detail of cleaning

A3 The Stanzas of the Akathistos Hymn,
Cat, mo. 14 Carpentry work-hafiens.

sections of the icon and mainly on the gold ground, sections of which were
overpainted with gold paint (bronze powder). The gold paint was removed
from the ground with a mixture of Toluene 50% + Pyrrolidone 50%.
Where the gold paint was on top of preparation or filler it was removed with
the same solvent and mechanical means.

The overpaintings were removed only in those places where the original
painting was preserved. These were located from the diagnostic photo-
graphs and the X-ray which showed up the losses of the ariginal painting,
The overpaintings were removed mainly by mechanical means (scalpel),
with constant monitoring through the stereomicroscope. This was quite easy
because the overpainting was on filler that covered the original painting and
the varnish. In some places Toluene 25% + Cellossolve 75% Or water was
used in addition to mechanical means. Water was also used 1o remove part
of the filler that covered the gold ground in the upper section of the icon
(stanzas 1, 11, 11T). The test cleanings showed that the final mixture is also
effective in removing the resin and does not remove the overpaintings,
which was important for this icon, since we wanted to keep some parts as
they are.

After cleaning the paint and the preparation were consolidated carefully
with acrylic resin (Plextol 500) and by pressing locally on the areas that
presented a special problem, while in other areas a heated spatula was used,
The sections of paint loss around the periphery, which were vulnerable to
continuous damage were reinforced by rimming with Lascaux adhesive wax.
In order for the restoration of the wooden panel to proceed safely, the
painted surface of the icon was protected with Eltoline paper and SCMC,
First the metal battens were removed, exposing the sawn off nails, which
were also removed. Then the cracks were restored with cross-section
parquetry.

The relatively large size of the icon and the condition of the wooden panel
necessitated mechanical support with battens. In the end three movable
aluminium battens supported on perspex cylinders were placed on the back
(Fig. 33).

Lastly, aesthetic restoration was mainly carried out on the minor damage, since
the earlier interventions were preserved. In some cases the edge of the wood
remained clean after cleaning. Additions were made with acrylic resin (Paraloid
B72 15% + diacetone alcohol + ethyl aleohol) and powdered pigment.
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34, Saime Matthew, Car, no. 13, The icon
dltiring the stage of removing
e filler that covered i,

35, Saint Maithew, Cat. o, {3
The icon after conservation.

G. THE CONSERVATION OF THE ICONS IN THE VELIMEZIS DONATION
TO THE BENAKI MUSEUM

Some of the particular problems encountered in the conservation of certain
icons in the Velimezis donation to the Benaki Museum are noted.

Saint Matthew (Cat. no, 13)

This icon (Figs 34, 35) was discovered in late 1975. In the course of re-exhibiting
the icons in the Museum, | was asked to help to hang them. While trying to figure
out how best to hang the icon of the Presentation of Christ in the Temple (Cat.
no. 33), I noticed that the back of its wooden panel was covered with a thick filler
and that in some damaged areas of this paint could be seen.

After elementary research — given that the Museum laboratory did not then
have the necessary equipment — it was ascertained that a painted represent-
ation existed under the filler and that the icon was double-sided. The filler was
then removed and the figure of Saint Matthew revealed. The icon had been cut
off top and bottom in order to achieve the dimensions desired by the painter of
the Presentation of Christ in the Temple, who was not Damaskenos, since the
signature on the work was shown to be forged; it had been written on top of the
original onc as well as the later varnish, with little dots 1o give the impression
of an eroded signature. The varnish was then cleaned off.

As soon as the icon's importance was realized, the problem of how to exhibit it
arose, since the scene of the Presentation of Christ in the Temple already
existed on the other side,

The prevailing view at that time was to separate the two icons so that each be
exhibited individually. They were separated by slicing the wooden panel into
two parts of equal thickness, which were then supported by movable aluminium
battens on perspex bases. Perhaps the problem would have been confronted
differently today.



THE CONSERVATION OF THE ICONS IN THE VELIMEZIS COLLECTION

465

The Descent from the Cross (Cat. no. 40)

The icon presented two essential problems: extremely thick varnish which was
difficult to dissolve, and a badly constructed panel resulting in many cracks.
There were also several later interventions and an obviously forged signature of
K. Kairophylas, which was written on top of the varnish and the damage.

This icon, like some others in the Velimezis donation, was conserved recently
so that it could be studied better for publication,

COLLABORATORS WHO PARTICIPATED IN THE CONSERVATION
OF THE ICONS

Argyratos Vasilis: Cat. nos 18, 43

Broumas Vasilis: Cat. nos 24, 29, 47, 48, 56,

Doulberi Sophia: Cat. nos 7, 21, 24, 29, 46, 49, 60, 67,
Grammatikos Charis: Cat. no, 27,

Kakousiou Katerina: Cat. nos 1, 24, 48, 36, 62, 63, 64, 65,
Kalliga Alexandra: Cat. nos 10, 16, 17, 25, 29, 36, 37, 54
Milanou Kalypso: Cat. nos 26, 38,

MNadal Elisabet: Cat. nos 44, 46, 58, 59, 61.

Nikolopoulou Vasiliki: Cat, nos 3, 6, 20, 34, 46, 49, 60, 67,
Pasko Maria Louisa: Cat. nos 24, 48 49, 53, 56, 67, T2
Pharmakalidou Lenia: Cot. nos 1, 2, 14, 15, 28,

Smyrnakis Nikolaos, Cat nos 12, 17, 30, 55,
Vourvopoulou Chirysa: Cat. nos 32, 40, 41, 59, 61, 72,
Vranopoulou Lena: Cat. nos 3, 16, 19, 34, 35, 41, 45, 51. 72,

NOTEs

I. This method revealed various problems on the following icons:

Cat. no. 6 Thick varnish layers which had been scraped locally in a bad previous
¢leaning.

Cat. no. 2: Filler, gildings and overpaintings on the gold and a second Layer of gold.
Cat. no, 16; Numerous overpaintings and gildings.

Cat. no, 54; Numerous overpaintings, mainly on the faces.

Cat. po. 7; Local interventions and oxidations of the paint.

Cat. no. 24b: Od filling in with coloured wax.

Cat. no. 29: A large crack which had caused the painting (o shift (on the halo).

Cal no, 50 Numerous overpaintings, wax, problems of bonding with the wooden panel,
highly oxidized varnish locally.

Microphotography revealed problems in the following works:

Cat. no. 34 problem of poor bonding of the paint layer with the wooden panel,

Car. no. 19: Thick varnish, crazing (craquelure) on the varnish and the paint. The
varnish on the ground had been scraped off in previous conservation, resulting in the
destruction of the signature a1 the bottom right of the icon. The signature 15 discemnible
on the pold preserved here but is not legible,

Cat. no, 16: Forged signature of loannis Moskos,

bt
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Cat. no. 29: Genuine signature of Emmanuel Tzanes,

Cat. no. 56: Genuine signature: yrip Agunroion Nowixof.

Cat. no. 49: Forged signature of Konstantinos Kontarinis written over the damage.

Cat. no. 44: Genuine signature; yeig Knvoravrivon Keviagim 1738

Cat. no, 55: Forged signature: yrip Kovdorumi iepiwg dx Pritiynms AXW.

Cat. no. 62; Genuine signature: zeip dyirodon Loy,

Cat. no. 46: Genuine signature: prip Nodaon Kelifopy AWMAY

Cat. no. 41: Forged dedicatory inscription of loakeim Lambardos.

With this method various problems invisible to the naked eve were detected in the
following icons:

Cat. no. 14: Overpaintings, bad application and uneven surface of the varnish,

Cat. no, 2: Overpaintings and gildings on the gold ground in different periods.

Cat. no. 19: Thick varnish which obscured all features in the icon.

Cat. no, 16; The forged signature was ohvious,

Cat. no. 49: The varnish was so thick that nothing else could be seen except the test
cleanings.

Cat. no. 28: The quantity of varnish and wax was detected,

Cat. no. 3: The wix was clearly visible,

Cat. no. 38: The overpaintings were detected.

Cat. no. 17: A difference was detected between the woodcarved and the painted part.
The painted part had been varnished excessively and cleaned drastically in the past,
while the frame had not been touched.

This method showed up the difference in texture between the authentic paint surface
and the overpaintings in Cat. no. 14,

Cat. no. 19: The overpaintings on the damaged areas, the drawings and the sketch were
enhanced, as well as the painter’s technique.

Cat. no. 16 The later intervention on the faces was ascertained.

Cat. no. 55: The original drawing in the detail of the city, painted with a brush, showed
up. The forged signature on the work was not recorded.

Cat. no. 5: Despite the very thick varnish, the painting and the preliminary sketch
showed up clearly,

Cat. no. 34: The nails of the battens, the gaps in the painting and the preliminary sketch
were visible.

Cat. no. 14: The gaps in the painting were detected,

Cat. no. 19: The clinch nails joining the two planks of the panel, as well as the battens
showed up. Damage on the Virgin's neck, not visible to the naked eye, was observed.
Cat. no. 16: The construction of the wooden panel, the incised sketch, the battens, the
nails, and the cloth stuck 1o the panel showed up.

Cat. no. 36: The old nails of the battens, sawn off and rusted, can be scen. Loss of paint
on Christ's halo and rusting of the nail were observed, while the cinch nails joining the
two planks of the panel can be seen.

Cat. no. 29; Large and small cracks, knots in the wood, nails, battens, cracks in the
painting, a rusty nail and the cinch nail that once joined the wo planks of wood were
detected. It seems that the painter used second-hand wood,

Cat. mo. 2%: The cross on the back of the panel and not held by Saint Peter became
visihle,

Cat. no. 41: The serious problem of the erack and the construction of the frame became
apparent,

Cat. no. 72: Fake craquelure by incising the paint was observed,

. Cat. no. 58: Excessively thick varnish on Joachim’s head,

Cat. no. 20: Restoration bottom right by adding a piece of wood, after the damage had
been squared off.

Cat. no. 28: Rimming with wax, rotten wood, filler of fish glue mixed with sawdust.
Cat. no. 6: Very thick layers of varnish. Previous cleaning during which the varnish
tayers had been scraped off locally.

» Cat. no, 34: Classic example of cleaning by the old method, with some areas excessively

cleaned and others on which the original varnish remained.
Cat. no. 49: After the varnish was removed the painter's technique was revealed.



THE CONSERVATION OF THE ICONS IN THE VELIMEZIS COLLECTION

467

13.

14

13

Cat. no. 62: Characieristic example of a previous selective cleaning, in which the light
areas have been cleaned, whereas on the arca of the Virgin's garments, which presemt
considerable difficulties, no attempt has been made to remove the varnish.

. Cat. no. 24: During cleaning the overpaintings were removed and the original paint

revealed,

Cat. no. Ma: Extensive restoration of the wood some time in the past, New balsa wood
was inserted, cut to the size of the damaged parts.

Cat. no. 24b: The damage to the back of the panel was repaired by inserting balsa wood
and wood filler,

Cat. no, 3: Prior to conservation there were iron battens on the panel, excessively heavy
for such o small work. There was also abundant use of wax filler,

Cat. no, 16: On account of the thinness of the icon, battens were placed to hold together
the three planks of its pancl.

Cat. no, 2 Restoration of the bottom right part of the icon by adding wood after
squaring off the damage.

Cat. no. 24a: An earlier restoration of the wood was replaced by inserting new wood cut
to the size of the damage. Problems to the painting caused by humidity.

16. Cat. no. 14; The old retouchings on the paint were kept, the later ones were removed

and minimal restorations were made on small arcas of damage.




TABLE OF CORRESPONDENCE BETWEEN CATALOGUE NUMBER
AND NUMBERS IN EARLIER LISTS AND CATALOGUES

SUBJECT Cat. no VL V.R. B.M. M.Ch. M.Ch.a M.Ch.B.M.
Virgin Hodegetria ! 16, 16

Virgin of Tenderness 2 12 2

Virgin of Tenderness 3 41 35

Virgin Hodegetrin 4

The Triumph of Orthodooy 5 210

Saint Nicholas enthroned B 10 i

Saint Alexios o 7 2 8 19

The Entry into Jerusalem 8 2 26 32 2 8
The Nativity of Saint John the Baptist 9 a2 10
Saint John the Baptist 10 21 14 17

Virgin emhroned 1 14 10

The Raising of Lazarus 12 3 1 34 3 9
Saint Matthew 13 37135

The Twenty-four Stanzas of the Akathistos Hymn 14 9 4 8

The Adoration of the Magi 15 24

Saint Paraskevi and scenes from her life 16 18 14

The Passion of Christ - Pieth 17 216 2l

Suint Andrew 18 1 nz | 1
Head of the Virgin 19 13 1 3

Christ Great High Priest 20 8 3 7

Head of Christ 21 7 5
'Saint Anthony 2 43 18

Triptych with Deesis and two saints 3 =

Epistyle of an iconostasis e 25a-¢ 9

Suint Procopius 25 45 7 38

Saint Catherine 26 i 12 3726 f 5
Suint Demetrios on horseback 7 35 29

Saint Peter 28 49 &

Pieta '] 27 M 3

Saint Nicholas k1 b 4

The Miracle of the Holy Girdle 3 . s 28 16
Saint Gobdelaas 32 0 10 mn an 17
The Presentation of Christ in the Temple i3 3ns 4
The Transfiguration 3 4 3 4

Deesis a5 k7] i 3

The Dormition of the Virgin 36 19 13

The Beheading of Saint John the Baptist a7 £ 32 ¥

The Crucifixion £+ 9 3730 i3

The Descent from the Cross k) K 18 e 26 kv 18
The Descent from the Cross 40 5 19 ks 3 7
The Domition of the Virgin 41 m

The Doubting of Thomas 42 218

Saint Alexander 43 47 40




SUBJECT Cat. no VL V.R. BM. M.Ch. M.Ch.a j M.Ch.B.M.
Saint Antypas 44 ] 4] [

Saint James the Less 43 k[ 0

Saint Spyridon 46 2 k]

The Presentation of the Virgin in the Temple 47 03 28

The Annunciation 48 m 5 |
The Descent from the Cross ) 0 | 4 0 3 i
The Adoration of the Shepherds 50 3733

The Beheading of Saint John the Baptist 51 3731

Prophet Elijah and Saint Basil 52 bl 13 2

The Virgin of Kykkos =53 212

The Dormition of the Virgin 34 20 15

The Dormition of the Virgin 35 0 42

The Lamentation 56 4 i

The Lamentation 57 5l 30 43

‘Is';:mt;::n of the Virgin in the Temple - 58 215 u

Deesis and two saints 59 217

The Virgin the Unwithering Rose and saints | 55 a7

Virgin Galaktotrophousa til 205 i

Deesis and three saints 62 Sh 17 48

Saint John Chrysostom 63 2 16 2

Saint James enthroned o 2

Saint Nicholas a5 N7

The Virgin of Viadimir by 19

Suint John the Baptist 67 20

Virgin and Child 68 29 a0

The Presentation of the Virgin in the Temple (] 24

The Presentation of Christ in the Temple 0 225

Head of Christ T 230

Woodcarved frame T2 214

Key

Cat. no= number in the presen Catalogue.

VL= number in the list in the archive of the Velimeris Collection,

V.= number in Emilis Velimeris's registrution with the Ephorite of Byzantine Antiguitics, 1933,

BM. = number in the Beraki Muscum inventary,

M.Ch= number in Manols Chatzidakis's catalogoe (Chatsidakis 1945).

M.Cha= nwmnber in Manols Chatzidakis's supplementary catalogue of certain fcons donated 1o the Benaki Museum, Typewritien fext, untitled and withou
continusis nambering of the piges, prepared i 1945, it includes nine dcons nod in numerical order, one of which (ne, 31, Saint Gasbedelans} was oot donated 1o
the Museum and has not been locuted.

MOChBM. = number i the cutalogoe of icons in the Benaki Muscum (Chatzidakis, Canalogue of foons v the Beraki Musenm, nd. ),




ICONS IN THE VELIMEZIS COLLECTION
THAT HAVE NOT BEEN LOCATED

. MANOLIS CHATZIDAKIS CATALOGUE, 1945

M.Ch. VL. VR
L. Virgin Hodegetria l
2. Pentecost
3, Virgin Hodegetria
4, Saint Gerasimos the ascetic
5. Saimt Gobdelaas
6, The Baptism
7. Saint George on horseback
8. Head of the Virgin
9. The Crugifixion
10, Pieta (Virgin Threno-
dousa or Lypemeni)
11. Virgin Hodegetria

s
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11, LIST OF ICONS REGISTERED BY VELIMEZIS (V.R. 1935)
1. V.R. 9 = All Saints.
2. V.R. 23 = Christ blessing,
3, V.R. 25 = Virgin Galaktotrophousa.

. V.R. 29 = Five saints.

. V.R. 36 = Saint Matthew the Evangelist,

. V.R. 37 = Saint Luke the Evangelist.

= ¥

11, VELIMEZIS LIST
L V.M. ne. § = The Dormition of the Virgin, oval with frame.
2. V.M. no. 9 = The Presentation of the Virgin in the Temple.

IV, WITHOUT CATALOGUE NUMBER
The Visitation.
Archangel Michael,

b=
L]



BIBLIOGRAPHY - ABBREVIATIONS

BCH = Bullenin de Correspondance Hellénigue,

CuliArch = Caliers Archéologigees.

DOF = Dumbarton Caks Papers,

JOR = Jalwiueh der dsterneichivchen Byzantintsii,

A = Apyrerodopiet Avidexa e Athpa,

Ad = Agpuuedopncy Aekriow.

AE = Agypadayiz Egnuepis,

AXAE = Akrion Xotemavnais Aggecdeyifs Ereprias
EEBE = Exerypic Erarpeics BuCavroviiy oy,
KonrXoow = Kowrusct Xpoviik

Achicimastou-Potsmianou 1983 = M. Ageyuborov-Tlotegudavon, i povy toy odevfipoaTvey s g FowiTy hedon Tz
prreingavings Soypagres (publ, YITIO-TATT), Athens 1983, 2nd ed, 1996,

Acheimustou-Potaminnou 1988 = M, Agepdemoe-NMorapedavor, H Kolinon 1)z Beotdxon o B0 HONMMHEED BRAVES TS
Kua, AXAE 1T (1988), 125-154,

Acheimaston-Potamianoy 1991 = M. Agenyidorov-Toragicivor, Ao risdves Tow AErebou s po Avdpéa Pittor om
Bulnvnvd Movoeio, AXAE 1E (1991), 105-118,

Achcimustou-Potamianou 1994 = M, Ayspdoron-Torauivor, Exdves ms nowiz Ekgotous oto Nioi tov Tumpvviveoy,
Tivemiaeens, 15994, 1-58,

Acheimastou-Potamianou 1995 = M. Acheimastou-Potamianou, Domenicos Theotocopoulos: The Dormition of the
Virgin, u Work of the Painter’s Cretan Period, Ef Greco of Crete 14995, 249.44,

Acheimaston-Potamianou 19952 = M. Acheimustou-Potamiznou, The Virgin n Aknthai A Palaiologan leon from the
Gierokomeiou Monastery in Patras, Byzomine East, Latin West 1995, 471-477. .

Affresehi e leoie 1986 = Affresehi ¢ foone dulla Grecia (X see. ), Atene ¢ Firenzi, Palazzo Strozei (16 setiembre - 16
nuvembre 1956), Exhibition cotalogue, Athens 1956,

After Byzamtitun 1996 = Afier Byzantium, The Private Bank and Trust Company Limited, Athens 1996,

Aliprantis 1979 = 8. Alumpdvmg, ool Tz Zigvor, Eudves e v 2o Ty proveey, Athens 1979,

Alvarez-Lopern 1987 = 1, Alvarce-Lopeni. D¢ Cean @ Cosfe, Lo fortuma criticy el Greco en el xigho XIX. Fundacion
Universitaria Espanols, Madrid 1957,

Alvarce-Lopera 1995 = J, Alvarez-Lopern, Las dos Espanas v El Greeo, £l Greca of Crele 1995, 463474,

Ames-Lewis 1981 = F. Ames-Lowis, Drawing in Earfy Renaissunce fialy, Yale University Press, New Haven and London.
1951,

Andrinnakis 1986 = M. Avdplavdsnz, O Ayoz lodvnz Epnpimg am 1 o Tdepvérow, Memgaymdve £ Awlivor
Kpnrodeyoeor Zevedpion, B, 1986, 14-53,

Angiolini-Martinelli 1982 = P. Angiolini-Martinelli, Le fcone delly collezione classense di Ravenna, Bologna 1982,

Angiolini-Martinelli 1934 = P. Angiolini-Martinelli, Jeone Bizantine delle Pinacoteca Nazionale df Bologna, Bologna 1984,

Antiphonon 1994 = Avriganvor, Agudpugic oray weefhoresf Noseddeo B, Agawhcn (publ. . Pourmaras), Thessaloniki 1WA,

Ari of the Printed Book = Art of the Pritted Book, Collections of the Piepamt Morgan Library, Boston 1973, Greal Britain
1974,

Arte y Culto 1995 = Arte v Culto, Despues de Bizancio, Ministerio de Cultura de Grea, Santiago, Museo Nacional de
Bellns Artes, 11 May = 11 June 1995, Athens 1995, .

Aspra-Vardmvaki 1992 = M. Acrtpi-Boapdaide. €0 jrepoygagics Tou Az fiigroy arov rwdiea Gorent 130 Princelon,
Buiiiuotiien me ev Alhfvas Aggaiohoyiais Evapeieg, no. 123, Athens 1992,

Bultoyanni 1985 = Chr. Baltoyanni, feans. Demetrios Ekonomopoulos Collection, Athens 1985,

Baltovanni 1986 = Chr. Baltoyanni, feoves de collectfons privées en Gréce, Catalogue, Institnt Frangaise d'Athénes, 16
janvier - 7 fevrier 1956, Athens 1956,

Baltovanni 1991 = Mo, Mahropudvvr, H Koo toe Avapor Pittor tou Aovbivow w1 eStpmo g i
Curypaize i T wdeohoyud pedrme Tou 1o ., Exphrognon, 1, 1991, 333-372.

Baltovonni 1994 = Chr. Baltoyunni, feans, The Muother of God, in the dncarmation and the Passion (Adam Editions), Athens
1954,

Balovanni 1993 = Chr, Baltoyanni, The Place of Domenicos Theotocopoulos in ith-Century Cretan Painting and the
teon of Christ from Putmos, EI Greeo of Crete 1993, 73-96,

Belting 1981 = H. Belting. Das Bild und sein Publibuns im Mittelalier. Form und Funksion frither Bildvafein der Passion,
Berlin 1981,



472

BIBLIOGRAPHY - ABBREVIATIONS

Belting 1985 = H., Belting, CGiovanns Bellin, Pieti. fane wnd Bilderzillong in der vemesianisclen Maleret, Frankfun 1985,

Betierit 1970 = E Benezit, Dicifomnaire des petnires, seulpieres, dessinatears e grovires, 1% {publ. Grund), Puris 1976
(rouvelle édition),

Bercken 1942 = E. Von der Bereken, Die Gemdide dey Jucopo Titoreto, Munich 1942,

Berenson 1968 = B, Berenson, alian Pictures of the Renaissance Venetian Sciool of Painting, 1, London 1968,

Bianco Fiorin 1984 = M. Bianco Fiorin, L'attivith dei pittori Angelo ¢ Domito Bizamano: precisuzioni ed aggiunte,
Balletno dArte, 27, series 4, Sepr-Oct. 1984, 59.94,

Bianco Fiorin 1988 = M, Bianco Fiorin, Pittori cretesi-venezinni ¢ “Madonneri™ nuove indagini ed sttribuzioni, Boflerino
il'rte. 47. Jun.-Feb, 1988, TUiT.

Bitha 1995 = I Maifle, Amesovions oy mokopray me Keépsupas, psepn) cepoks oY rovereedhn Toe oypior
rvpideve, AXAE TH (19935), 13100,

Bizani 1991 = Bizonsyj, Balkoni, Ryei, o XIH-XV bekov, Moseow 1991,

Borboudakis 1958 = M., Maogpmouvddanz, H ey st m Bevetoxoorin, Koy foropio s fodimoncs, 1988, 330

Borboudakis 1991 = M, Maoppumovddamz, Mousemonions om Seypapis) tor Sehabeoopooion. Euproso, 1, 1991,
375-300,

Borboudakis - Gallas 1983 = K1 Wessel - KL Gallas - M. Borboudakis, Svzmafiniscies Kreta, Munich 1983,

L. Bouras 1994 = A, Maodp, A eeadves tou eyfon Anoprpion tow Ejsecvomih Toive wen n ayfon tous pe aovlliGoh
ot Mowreion Maevisn, Autiplonon, 1994, 3613649

Bouras - Tsipakou 1984 = L. Bouras - F.M. Teigakou, Working Drawings of Post-Byzantine Painters from Galatista in
Chalkidike, Zyeoy Annunl Edition. 19584, 50-56,

Broeder 1972 = Fr. den Broeder, Hendrik Goltzivs and the Frigmakers of Hoarlem, Storrs, Conn. 1972,

Brown |482 = J, Brown, El Greeo, The Man and the Myths, El Greco of Toledo 1982, 15-33,

Brown 1954 = J. Brown, The Redefinition of El Greeo in the Twentieth Century, Shulies in the Histore of An 13 (1984),
2911,

Brunet 1860 = J.C. Brunet, Manuel du libratre et de 'armateur des fvres, Paris 1860 (photographic reprint 1966),

Bryan’s Dictiovary 1964 = Brvan'’s Dicionaey of Painters and Engrovers, new edition (ed, Georpe Williamson), Kennikat
Press, Washingion N.Y. 1964, V,

Byzontine An a Envopean An 1903 = Byzamtine Ana Ewropesn Art, Catalogue of the Exhibition Held Under the Auspices
of the Council of Europe. Zappeion Exhibition Hall, Athens 1964,

Byzantine Eust, Latin West 1995 = Byzamtine East, Latin West, Art-Histonical Stiedies in Homor of Kure Wedtzmann, Princeton
University 1945,

Byzantine Greek apd Ruwedan leons 1979 = Byzantine Greek and Russian foony, Exhibition catalogue, Temple Gallery. 15th
April « fith August 1979, London 1979,

Byzantine Museom. Nicosin 1983 = Buluvnivd Movaef, Thovpa Agpemmdaony Maxagion [, Helmerize Kiiron,
Micosin 1983,

Byvzantine and Post-Byzansine Are 1986 = Bezantine aned Post-Byzantine Ar, Athens, Old University (26 July 985 - 6 January
1986}, Exhibition catalogue, Athens 1986,

Byzantine 1994 = Byzunsivan, Treastres of Byzantine Ar and Colenre (ed, D. Buckton), British Museum, London 1904,

Cavedoni 1842 = C, Cavedoni, Cenni storici XX ¢ eriticl intorno alli Sacr Zona della beatissima Verging Maria Madre
di Dio, Contimunzione delfe Memorte df Religione di Morale ¢ of Literatr, XIV, Modena 1842,

Cephalonia 1 1989 = Cephalonia. A Great Muyewm, Ecclesigstical An, vol. 1, region of Kranafa, Argostoli 1989,

Ceplfonia 11 1994 = Cephalonin, A Great Musewm. Ecelestastical Ar, vol, 11, region of Pali, Argostali 1994,

Charalambidis 1978 = AT, Xegohopaibng, Suedodi ooy peieny e egrarmorixgs Sayoaduefs ron Sov s 1o ar.,
loanning 1974,

Charplambidis 1983-86 = A. Nopebapmidng, Nopomoqors o8 nimovoypupigs Tepaomicns Tou wyion Feagpion
weQurkogipor oo Aoy Dpoz. Maxedovsd 25 ( 1985-1986), 363-369,

Chatzidakis (1940) 1976 = M. Chatxidakis, Marcantonio Raimondi und die postiwzantische-kretische Malerei, Zeirschrift
fitr Kirchengescefichse LUIX (1940), 147-161, Reprint: Chatzidakis, Etudes 1976, 11,

Chautzidukis 1945 = M. Xealndasns. Kerddopos roedvmy ris idiwrsfs oviimple Awaddon Beipedln, Athens 1943
(typewritten, unpublished).

Chatzidakis 1947 = M, NenCndebenz, H wovron] Sorypoupu woe 1) imechizal ooy oain, KonrXpor & (1947), 123-154,

Chatzidakis 1948 = M. XenOnbiome, Svpmhnoupcmet arov B Toave, KomrXpav B (1948), 469-475,

Chatzidiks (1950) 1990 = M, Xrndidane. O Aomivivos BeotodTovkos won v woymeo] Surpodi, KonrXopow A (1930),
AT1-440 = Chatzidakis 1990, |3-583.

Chatzidokis 1954 = M. Xardniehenz, O sabdarsynsol Iyoepol mz ZasdvOow, Exmn rionceel dniiie. no, 3. February
1954, 57-58.

Chatzidakis 1956 = M, XerIndsegs, Metabilavnves togoyoadies om Zebearvlo, AL Zipdc 3 (1956), 14-16 and B, 6
(1956, 16-18

Chatzidakis (1956 1976 = M. Xatinboxnz. O Soypdgos Evgosomvos, KogrXpor [ {1956), 273-291 = Endes 1976, VI



BIBLIOGRAPHY - ABBREVIATIONS

473

Chatziukis (1UE6H) 1990 = M, NoaDydvisns T Eve veosesd oo tor Bleotomimorkor, Zisviz 8 1Y56), 45 = Chatzidakis
(0 TR B

Chateithnkis 1962 = M. Chateidokis, fodmes de Seine-Girorges ofe Cirees of ale S Cofleeeions o Lot Helfdnigne de Venise,
Bibliothegue de Vlnstitn Helénigoe O Enedes Bumntines o Postbvintines de Venise, ma 1. Vienice 1902,

Chenickakis (19037 1095 =M, Nomogvnoz, To veovo roe Bteonsamoron, Sropees 1 40 Avgost T3, 3-8 (ol reprng)
= Chatzidpkis 1900, 115125,

Chatzickakis (1904) 1990 = M, Xorngivioz, Tlesimjonjoses omg emoygapes mou Ausnjvis Seomoiioria, Zris 105
P (90, Fend = Clatidakis 1990, 144- 100,

Chatzidnkis | 1964-05) 1972 = M. XeaZyddiens, Beaives cmomeiior atd mo Agmee Ooos,  WGLE A (1903 19065), 377430
= Nowliew in Bvzomsine A 1972, XVIILL

Chasiddakis 1965 = M, Chateidokis, Koot fop Speomsegsfelsd swtsclon Bozomes ol Vool Kol oo Foweiseloen Tl
(publ. Evi Meksy, 1903,

Chaterdakis 1969 = M, Chiatzidabis, Svzamdine Masern of Aihens, oo Apollo Editions. (904,

Clateidukis, nal, = M, Chateidakis, Byzantine Moseun of A feevs, Apallo Editions,

Chabridikiv, Cittirlogee of jeons in (e Beaaki Mosewm, nal. = M. Xerdgenz. Kirdaenms coeiven Mo Maevezi,
Kppicradenoget B Athens nal, (vpewritten. unpublished ),

Chateidakis 1999-T0 = M. Chutridokis, Recherches sor le peintre Theophine le Crétois, DO 2324 § IRU= 19700 3113520
Repring: Chazidukis: Ennfes 1970, W,

Chatricdukis, Sanliey 1972 = M. Choridakis, Steelies in Svzonitee A aud Archoeology, Vienoren Reprinis, Lomdon 1972,

Chatridakis 1973 = M, Chinteldakis, konostaes, Reaflevibon zter tzaiintaclen Knast, 1973, 320-354,

Chatrickikis 1974 = M, Chateidokis, Les débuts de Pégole erétoise o T guestion de Néeole dite talogriegue. Megirismog
Mg fres Avroweddy, Bibliotheyue de Vlnstital Hlellénigue o Etedes Brzantimes o Postineantines de Venise, mo, b,
Vientee 1974, 160211, Reprint: Chatsdakis Erdes 1976, V,

Chatzidakis 19740 { Benuki Museunt) = M. Chateidiakis, The Benaki Muscum. Tie ek Miscrmny 1974,

Chatzidakis 19740 { Byzantine Maseum] = M. Chateidakis, The Byesntine Museun The Greel Muserons 1974,

Chateidukis, 975 = M. Chateidakis, fecres e Saor-€ieones dex Girees o fa Collection de Plastied, Albam, Biblothegue de
Tttt Hellénigue ('Erdes Brzantines ¢t Pistbvaantines de Venise, no, 5 Venice. 1975,

Chatrhdikis 1975 = M, Xelngiianz O Bigvojiog oo 20v) seougien Arege roe Bl Bz v LA Alhens
U5, 245273,

Chatwickakis, Ehdes 1970 = M, Chateidoakis Fdes sor fo peingine posthezaoine, Poarioren Repriss,. London 1976,

Chateidakis ( 19T7) 1965 = M. Chatridakis, feoms of Painos, Ciestions of Bvzumtine sl Pose-Bvzantiine Piinsing (Notbonal
Bunk of Gireeeel Athens 1955 {181 revised repring of the Gireek edition [9%),

Clhenztdakis 19770 = M, Nergndozgz, Tooror tonr S Bl ff Maodbieso g divota mpmiers grecn, oo 14
{IWFT) 230200,

Clhatsdakis, 1975 = M. Chateldakis, Une foone avee les trois dnventions de B wée Ju Prodreme & Livens, Cale-brelt 36
| JUTHY, KEIT.

Chatidakis 1986 = M, Chuteidakis, T Crevanr padvter Theopeonis, T el pfvase of Ticaes i e wellspeinsings of de foly
Muserstery oof Ssrveirchiter {publ, FEM, Stwronikita b Mount Adbuos 1980,

Chanzidukis 1987 = M. Xoronbosngz, Biigers Smppcigwe mered v Aoy (300830, 1, Athens 1987 (vol, 2, 1W7T - in
press,

Chatrickakis (19851 19 = M, NemCydetanz, Xpfoms chagviags @ genniajs ovis. N Nowiowee Ebipivenpeon-Posniies
{uss) Imermationa) Cliamber of Commerce - Gineek Naional Committée, Adhens [00L, [4-30,

Chateiddokis (19587 1095 = M, NeoQydioagz, Sedares vhugvinjs s pensionfs w0z Nide Noderee B mapron-Payies
(st Internotional Chamber of Commernce = CGreck National Committee. Athens 1084, 3238 = Chatzidakis 1885,
135-13%,

Chagidokis 1990 = M. Nergdosagz, Do Sormestoraon: hogs, Rrgir e (1009900, (Cutiara)l Foundmion of the
Mutinal Bank ), Athens 1901

Chaziikis 1995 = M. Nesigibegs. lopjrmos SrotosoTordos Kpgso Kegevee (080 000, I revised editinn,
(Cultural Fountiation of the Nitonal Bank). Athoens W3S,

Chateidakis 1993 = M. Chatzidikis, Another leon of Christ at Sinak, Bvzaiiee Lo Ll Weg 19495, 487-443,

Th. Chatzidokis 1981 = Th, Choteidokis-Bacharos, Prosences clussiques dims les mosaifyues de Hosios Loukas, XFE
Fitersestionaler Byzetfnvekonmgress, kv vl TS 08 325 (19510 101- 1M,

Th Chatiskakix 1952 = Th, Chatzidakis, L dey ioones on Crire of dans Bes ey apees Bvzonee, Eompalia, Greee 1982
Charlerois Paluis des Beanx Arns, 30 ociobre - 21 mowembre 1952,

M. Chatzidakis 1983 = N, Chatzidakis. forms oof fie Ot School ¢ E3h=000 v, Exhibition catalogue, Benaki
Miscunn Ahers [Y83,

N, Chabeidakis 19830 = N, NerZgdong, Févvapm aveioz < Fvvpn) Doodgipoy, Negeiiords wa axoepuordidao
rwiz U yerog ompv sonmist] soovotodiion Ton [Roe-Toow o, LGHE LA (19S3), 127-181

ML Chuteitekic 1992 = N NeerSndbny, Enabve s Hoomaivigngs rone Mo, "Egpo v Suypdgor me g
oo e Is. Sepleeaanne, 21992 TEE-T4 0.



474

BIBLIOGRAFHY - ABBREVIATIONS

N. Chatzidakis 1993 = N, Chatzidakis. From Candia o Venice. Greek feons in Hfuly. 5h-16ih Ceninrtes, Museo Correr,
Venice, 17 September - 30 October 1993, Foundation for Hellenic Culture, Athens '3,

N, Chatzidakis 1998 = N, Chatzidakis, Saint Georse on Horseback in Parade. A Fifteenth-Cemury leon in the Benaki
Museum, Thvemtame, 1994, 6163,

N. Chatzidakis 199 = N. Chatzidakis. Triptyque du peintre Stylianos le Crétois, de ln Collection Abou-Adal, L0, no.
483, November - December 1996, 4247,

Chatzidukis - Babié 1952 = M. Chatzidakis - K. Weitzmann - G. Alibegasvili - A, Volskaya - G, Babi€ - M. Alpatoy - T.
Voineseu, Ley ivones (publ. Mondaton - Fernand Nathan), Paris 1982,

Chitandar 1978 = D, Bogdanovic - V. Djurié - D, Medakovié, Chilelar, Belgrade 1978,

Christie’s 1997 = Christle’s. New York Importart Ofd Masier Drawings, 31 January 1997, New York 1997,

Coffey 1987 = R.AL Colfey, The Man of Sorrows of Ciovarni Selling. Sources and Significarce (PhD Diss) University of
Wisconsin-Mudison 1957,

Coillectioni N.P. Lichafeva = Collectioni Akademike NP, Liche®era. Katalog, Saimt Petersburg 1993,

Constantinides 1981 = E, Constamtinides, The Question of the Date and Origin of the Earliest Akathistos Cycles in
Byzantine Monumental Painting in the Light of the Akathistos of the Olympiotissa at Elasson, XVT fmeernavionaler
Brzansinistenkongress, Akter, vol, 115, 0B 3273 (1981), 3031

Constantoudaki 1974 = M. Kuveriovroudiien, Zrogein emd (e guheonsudies o8 £Uaivi Tou wimEon Quypdgop
Feagryion Swmjgreen, Spocepiarn 11 (1974), 240-230,

Constantoudaki 1975 = M, Constuntouduki. Dominicos Theotocoponios (El Greco) de Candic & Venise. Documents
inddits ( 1306-1308). Sparepimeare 12 (1975), 292-308,

Constantoudaki 197576 = M. Kuwvorevrovdixn. O Aowivizo: Srotoxonovioes (El Greoo) amd o Ndavdioo om)
Beverio. Avisbori £ppupa (1366-1568), AXAE H (1975-1970), 35-71

Constantoudaki-Kitromilides 1991 = M., Kewomevtoodisg-Korpopnhidon, O Geogeivns, o Marcuntonio Raimondi,
Beperroe all‘antica weo grottesche, Enplrsyran, 1, 1991, 271-28],

Constantoudaki-Kitromilides 1994 = M. Keveravrovdmoy-Kirgopnhidor, Xoweds Movooepdre omlodoz, T
wonrn] eueovee, Rodorin A, 194, 253-365,

Constuntoudaki-Kitromilides 1995 = M. Constantoudaki- Kitromilides, Ialian Influences in El Greeo's Early Work, Some
Mew Observations, £ Greco of Crefe 1995, 97-115.

Cassio { 1908) 1984 = M.B. Cossio, £l Greeo, Madrid 1908 (republished with new photographs, Madrid 1983),

Crete: History and Civilization 1958 = Kofrge lorogla sas Holireapc, 11 {ed. N, Panayvolakis). Vikelain Municipal Librry.
Herakleion 1988,

Davies 1989 = D, Davies (ed.), £ Greco, Mystery amd Baminadion, Exhibition catalogue, Mational Gallery of Scotland,
Edinburgh, July-October 1989,

Dean 1986 = 8, Doan, Master Drawintes from the Colfection of The Nadomal Callery of Victora, 19560,

Dell'Agan 1978 = D. Dell' Agaia-Popova, feome greche ¢ nesse def Misseo Civico dff Livormia, Pisa 1978,

Diessints italiens de UAlberting = Dessins itafiens de UAtherting de Vienne, LVIle exposition du Cabinet des Dessins, Musée
du Louvre, Paris. 7 mars - 2 juin 1975, Paris 1975,

D¢ Viazis 1891-92 = X Ar Buidlns. Nuwdhoos Koavoomme, Mo voaosds 14 (1891-1892), 436-442

De Viazis 1899 = £, Ar Bidlng, H souiy me Avedwovirolo: ey Zosbvilo, Heepodapoy K, Zxdzxor, Alhens 1899,

De Viuzis 1913 = X, Ar Buding. Seoroadmovhos, Movesolhfay 1913, 135154,

De Viazis (1902) 1968 = ¥, Ae Builnz, H Covpoaduani ev Eidabde, Movseothizg 1902 Reprint with foreword by Do
Konomos (ed. D. Tsourakis). Library of Byzantine Studics. Zakynthos [968.

Deelivorrias 1980 = A, Aeknboppids, Ok ten Mevasdor Mardzy, Athens 1950,

Demetis 1987 = I Aepdmc. (s Movarior Zodmpor e ragovey Zasalliomy, Athens |9457,

Dicrianaaire de la peinture famande, 198%= Dictiomnatre de o peintere famande o holiendaise, Larousse, Paris 1989,

Dillon 1995 = G. Dillon. El Greeo ¢ lincisione veneto. Precisaziont ¢ novite, £ Greco of Crete 1W5, 22002449,

Dimakopoulos 1970 = L Anpessdmovhos, Mepihg oo, e Gevermivieey serjvi tov Pelipvor, KerrVpor KB (1
(1970), 322-343,

Dimakopoulos 1971 = L Anpesdarovios. "Eva aveyevmoied Oigope tor Pelinvou oe agédio tou Sehastiano Serlio,
KosrXpee KI7, 1 (1971), 209233,

Dimakopoulos 1972 = 1. Anpesedaovios, O Sebastiano Serlio oo poviermiou Tz Kinpoys, AXAE ZT7 (1972), 233.245.

Dimakopoulos 1972a = J. Dimakopoulos, A Mannerist Portal at Rethymno after a Drawing by Schastiano Serlio, A44 ¥
(1972). 108-112.

Dijurié 1961 = V. Djurié. Les foomes de Yoruposinde, Belgrade 1961,

Dolger 1943 = F. Dolger, Monchisfand Athos, Munich 1943,

Dounkukis 1589 = K. Aovedsengs, My Svvedamarifs Athens 1891,

A, Drandaki 1996 = A, Apevdosxn, Komme] eidva e Gepo vy aovourrjbas tun guaivery e 1o Movoeio Maevay,
VI International Congress of Crerar Stidies 1996, 133,

Drandukis 1962 = N. Apavddame. O Eppevorid Todve Maoouadss omgorius vog €5 eodvan ton owlopd v ) egiog e
Beverier. Athens 1962




BIBLIOGRAPHY - ABBREVIATIONS

475

Drandakis 1974 = N, Apmrvirz. Svpethnoupumed £i5 tov Enpoveuih Toave, Ao dyvaaron edves wou, Sioargiopa:
vix L1 (1974). 36-72,

East Christian Art 1987 = Enst Christioer Art, A 12th Anniversary Exhibition (publ. Y. Petsopoulos), London 1987,

Ebersolt 1921 = 1, Ebersolt, Sancruarres de Byzance, Paris 1921,

El Greco: Byzontium and faly 1990 = El Greco: Byzantium and Ttaly (ed. Nicos Hadjinicolaou), University Press Crete,
History of Art Sources, Rethymnon 1900,

El Greco of Crete 199) = EI Greeo of Crete, Exhibition on the occasion of the 450th anniversary ol his hirth, Chumber of
Commerce - Basilica of $1 Mark (1 September « 10 October 1990, Municipality of Irklion, Catalogue edited by N,
Hadjinienlaou, Herakleion 1990,

El Greco of Crete 1995 = El Groco of Crete, Proceedings of the Intermational Sciemtific Spmpasitam arganized on e oocasion
of the 450th anniversary of the painter’s birth, Herakleion, [-3 Seprember 1990 (ed. Nicos Hadjinicolaou], Herakleion
1995,

El Girecor Documents 1990 = Ff Greeo: Dociments on his Life and Works (ed. Nicos Hadjinicolaou), University Press
Crete, History of Art Sources, Rethymnon 1990,

El Greco in fuly 1995 = O Frofzo arge freidn s g k) i (ed, Nicos Hadjinicoleow), National Gallery and
Alexandros Soutzos Museum, Institule of Mediterrancan Studics, Foundation for Technology and Rescarch,
Exhibition catalogue, Athens 1995,

El Greco of Toledo 1952 = El Greco of Tidedo, The Toledo Museum of Art, Toledo Ohio, Museo del Prado. Madrid,
National Gallery of Art, Washingion, Dallas Museum of Fine Art, Boston [982.

El Greco: Works in Spain 1990 = El Grece: Works in Spain (ed, Nicos Hadjinicolaou), Crete University Press, History of
Ar Sources, Rethymnon 1990,

Embiricos 1967 = A. Embiricos, L ¥eale erdtoiie, demitre plase de le peinteere fyzansine. Coll. de Plnstitut &' Etudes
Bvzantines el Meo-Hellénigues de 'Université de Paris, Paris 1967,

Evhibition of Wall-Paintings frone Episkopi, Eveviania and of icons in the Loverdos Collecrion 1950 = "Exfiron togoypapuay
Emaxomje Evprravias sar exdvare vidayjs Aotdpdor, Byzantine Museum Athens, February 19950,

Exhibition for the Centenary of the CAE 1984 = "Exllvoy pa reexard govive 152 Xpromiarisgs Agrpeneskaryiaifs Erapeiog
1584 J984), Byzantine and Christion Muscum Athens (6 October 1984 - 39 June 1985), Athens 1984,

Exposition Congris Orientalistes 1912 = Expesttion o feones bvzantines, Catalogue des fcones, Congrés International des
Orientalistes, Athens 1912,

Euphrosymon = Evigdaviay, Agndpugpie ora Mevediy Nezlgdiey, vols 12 (publ, YIMO-TAIT), Athens 1991-1992,

Fatourou-Hesvehakis 1982 = K, doarotpow-Hoggsm, H wpimoas averdvviog ko 1o mohed Todme mig CITERTOATRIE
me. Aprddey, Emarguovis) Exernoive tys dubooaguers Sypodie tov Haveaompion Koo, AL 1982, 103138,

Fatourou-Hesyehakis 1995 = K. Fatourou-Hesychakis, Philosophical and Sculptural Interests of Domenicos Theoto-
copoulos in Crete. Ef Greco of Crete 1995, 45-08,

Fiamminghi ¢ Roma 1995 = Fiamminghi a Romu, 1508/ 1608, Anistes des Pays-Bas o de In principauté de Licge o Rome i la
Renuissance, Sociéié des Expositions du Palnis des Beaux-Arts de Bruxelles, Brussels 1995,

Flemotamos 1990 = A. dhepotonos. Kabhmegvinds mapogopies yur my sgoaewpv] Zivtlo ad dvay wobie rou
Cyoddiov Meaveepoim Nhaioo N tow Neotépor, egimdons, 2525, Winter- Spring 1990, [ 98207,

Fosca 1929 = F. Fosca, Timerer, Paris 1929,

Foundoulaki 1995 = E. Foundoulaki, Greeo/Cezanne: Ly filiére reperde par Picusso, Ef Greco of Crere 1995, 567-586.

Freedherg 1963 = $.G. Freedberg, Andrea del Sarto, Test and Mustrations, 2, Catalogue ruisonné. Harvard University
Press, 1, 1963,

From Byzantium to EI Greco 1987 = From Byzantium to El Greco, Greek Frescoes and leons, London, Royal Academy of
Arts, 27th Murch - Tst June 1987, Exhibition conabogue, Athens 1987,

Galavaris 1994 = G. Galuvarls, Two Jeons of St Theodosia at Sinal, AXAE [Z°, 1993-94, 313-316,

Gelis 1986 = TMpwromoraiiepos K. Taghng, fepd Movj Azoribon Awdpén Kefetlpvizz, Athens 1986,

Ghiotto - Pignati. Opera Comiplen, 1969 = R. Ghiotto - T. Pignati, Giovanni Bellini, Cpera Campleta, Milan 1964,

Glary of Byzuntinm 1997 = The Glowy of Byzantivm, At and Culnure of the Middle Byzantine Era, A.D. 843-1261 The
Metropolitun Museum of Art, New York 1997,

Goffen 1989 = R. Golffen, Giovanni Belling, New Haven and London 1984,

Golden Lighr 1988 = Golden Light, Masierpleces of the Art af the Teon, Koniklijk Museum voor schone Kunsten, Antwerpen,
Ghent 1988,

Goldscheider 1953 = L. Goldscheider, Michelangelo, Paintings, Scolpures, Architecrure, Phaidon Press. London 1953,

Gouma-Pelersan 199394 = Th. Goumi-Poterson, An [8th Century Deesis leon and its Cultgral Contest, AXAE 12
[14993-19094), 33[-346,

Cirabar 1928 = A. Grabar, La peiniire religioise en Bulgarie, Paris 1925,

Grabar 1975 = A, Grabar, Les images de la Vierge de Tendresse, type iconographique el theme (& propos de deux feones
de Decani), Zograf 6 (1975),

Gratziou 199304 = O MeparDion, Metogogqeoris g Bepurrougyris eudves, mEensares oms oyiprs mopeihiryds e
Meeveryioes Tor Kisow, AXAE 17 (1943-1984), 3171




476

BIBLIOGRAPHY - ABBREVIATIONS

The Greek Muserms 1974 = The Greek Musewmy (Ekdotike Athenon), Athens 1974,

Grmm 1978 = C, Grimm, Alte Bildermafemen, Munich 1978,

Grimm 19581 = C. Gnmm, The Book of Picoere Fromes, New York 1951,

Cirimm 1987 = . Grimm, Histoire du cndre, un panorama, Reve de CAn T (1987). 156,

Gudiol 1971 = L. Gudiol, £ Greeo, 1514-1614, Barcelona 1971,

Hudermann-Misguich (1987) 1990 = L. Hadermann-Misguich, Le bvzantinisme du Greeo @ la Jumiére des decouvertes
recentes, Bulletin de lo claxse des BeaeArtys de UAvademie Revele de Belgigee LXEX (1987), 122, fgs 10-11 (reprinted
in EV Gireeo: Bvzastin o Ttaly 19900, 467-479),

Hadermunn-Misguich 1991 = L. Hudermonn-Misguich, Ly Vierge Kyvkkotissa ¢t Veventuelle origine lating de son voile,
Evplroymeny 1, 15991, 197-204,

Hudermuonn-Misguich 1995 = L. Hadermann-Misguich, Permanence d'une tradition byvaantine dans lNocuvee du Greeo, £
Gireco af Crete 1995, 397207,

Hadjinicotoon 1982 = N, XorCywisokdou, Efhserf regen s Toeromogie, Athens 982

Hadjinicoloow 1990 = N, Hadjinicolaow, Domenicos Theotocopoulos 4350 Years Luter, £ Greco of Crere 1990, 57-111,

Hadjinicolaon 1945 = N. Hadjinicoluou, El Greco in ltaly, £l Gireco fr ftaly 1995, 56-73,

Hadjinicoloou 19952 = N. Hadjinicolaow. Une vision mystique du Greeo: Barres et le secret de Tolede. £V Groeo of Crirte
1995, 387-011.

Hagedorn 1977 = G. Hagedorn, Posthyveantinische Tkonen in Campo Saw Teutonioo, Mundery Jehre Dytisches Privseers
kelleg beim Campo Santo Tentonica, 1576-1976 (Hrsg. E. Gate), Ramische reaalselrfl, vol. 35, Supplementheft,
Rome, Frefburg, Vienna 1977, 208-246,

Harris-Frankfort 1995 = E. Harris-Frankfort. El Greco's “Fortuna Critica™ in Britain, B Greco of Crefe 1935, 45]1-497,

Hatzidnkis 19400 = see Chatzidakis 1940,

Henning 1987 = M. Henning, Die Tafelbilder Bartholomacus Sprangers (1846-1611), Hofische Malerel swischen
“Mannerizmus” umil “Barock”, Essen 1987,

Hermewrein 1908 = AL TMomobomovios Kepouets, Swovearioe mon ge @ovowd, Egopeele g Coypoageajs terrms, Saim
Petersburg 1908,

Heydenreich - Lotz 1974 = L. Hevdenreich - W, Lotz Architecuine in fale F4O00 fo 1606, The Penguin History of Art, 1974,

Heydenryk 1963 = H. Hevdenrvk, The AAn aend History of Frames, New York 1963,

Hirschmann 1921 = O, Hirschmann, Verzeichnis des gruplischen Werks von H. Golizivs, 13581617, Leipzig 1921,

Holy Imuge - Holy Space 1988 = Holy fmage - Holy Space. feons and Freseoes froon Greece, Byzantine Museum of Athens.
The Walters Art Gallery, Baltimore, Maryland, Exhibition citalogue. Athens 1988,

Holy Mesropolis of Corfir 1993 = The Haly Meropolis of Corfis, Byzatine and Poxtwzantine Are in Corfi, Momamens, feans,
Treasures, Crlure, Corfu 1994,

Hotage i Andrea del Sarto 1988 = Homunage d Andrea del Sarto, 88¢ exposition du Cabinet des Dessins, Musée du
Lowvre, Paris, 23 octobre 1986 - 26 janvier 1987,

feeme ofi Puglie 1958 = feowe ofi Paglie ¢ Bosificara, ol Melioeve of Sesteeentn, Pinacotecn Provinciale (9 ottobre - 11
dicembre [9588), Bari 1983,

feone di Rovenna 1979 = Jeone dalle collezions del Museo Nozionale of Roverg (Cotalogo o curn di G Povon, saggio di P
Angiolini-Martinelli, schede di Luciana Martini), Rivenna 1979,

feovies 1975 = [feones grevaues of msses, Galerie Nikolenko, Paris 1975,

feones grecgies, mielkites, nrssey 1993 = feones grecgues, melkites, mdes, Cofleetion privde di Libun {publ, Skira), Geneva
1993,

Teomes sufssex 1968 = Ley foones dans les collecuiony susses, Introductory texts M. Chatzidakis and V. Djurie. Musée Rath,
Creneva 1504,

feanis of Cretan Art 1993 = Emxcies e Koapreaojs Tipams, At o Xidvdeese g 1 Mdaype zai e Ay Teroodaads,
Vikelala Municipal Library - Crete University Press, Herukleion [993,

feons froun Cyprus 1976 = Byzaniine feany from Cypry (AL Papupeorghion), Exhibition eatulogue, Benuki Museum, Athans
14976,

Teans from the Prefeciure of Chania 1975 = Epedves vov Negof Xavfer (M. Borboudikis), Literary Society of Chunia
‘Chrysostom’, Athens 1976,

leems, a Sacred Arr 1989 = feons, a Sacred A ot the Temple Gallery, London 1959,

TRamen, Knenis 1993 = [Romen, Bifder in Gald, Salrale Kanst auy Gricchendomd, Katnlog sur Avsstellung in der Kunst-Halle,
Krems (Akodemische Druck- o, Verlagsanstalt), Graz 1993,

The Mrrared Bansch 3, 1 1980 = The fustrated Bareeh, Netherlandisie Arcises, Hemdrik Godizins (ed. 'W.1. Strauss), vol. 3,
L New York 19380,

The MMyserated Barseh 3, 1, 1982 = The Mhwarated Barisch, Netherlandicle Anises, Hemelrik Golizivs (ed. WL Strauss). vol,
3 1, Commentary, New York 1952,

Tne ffirexerated Bactscdr 8, 1980 = Tie Wastrated Bartsch, Early CGerman Artises (ed. 1.C. Hutchison), vol, 8, New York 19580,

T Meestreeeed Baresch 10, L 1980 = The Mustreted Bartsch, Siveentl Centtery German Artisty, Aftwecht Diver (ed. WL
Striuss ), vol, 10, Lo New York 1980,




BIBLIOGRAPHY - ABBREVIATIONS

477

The Hiustrated Bartsch 10, T, 1981 = The Hlusirated Bartsch, Sivieenth Century German Artists, Albrecht Diirer (ed. WL
Strauss), vol, 10, 11, Covmerniary, New York 1981,

The lsrned Barsch 17, 1981 = The Musirated Barteel, The Ennly German Mesters, Hans Bronsamer, The Haopfers (ed.
R.A, Koch), vol, 17, New York 1981,

The Hustrated Bartsch 26, 1978 = The Wustrated Bansch, The Warks of Marcanionio Raimondi and af hix School (ed. K.
Oherhuber), vol. 26 (14). New York 1978,

Tie Mhesrated Barseh 27, 1978 = The Mustraied Barisch, The Warks of Marcamonto Ratmondi and of fis Sehool (ed. K.
Oberhuber), vol, 27 (14} Now York 1978,

The Mhstrmsed Bansch 52, 1986 = The Mustrated Barsch, Comulis Cont {ed. Walter Strauss and T. Shimuru). vol, 32, New
York 1984,

The Miwstrared Bariseh, Suppl, 163, 190 = The Wustrateel Barich, German Single-leaf Woodents before 1500 (ed. Richard
S. Field). Supplement 163, Abaris Book, USA 1990,

Important Teans 1976 = fmportani Jeons from Private Collecrions. Museum Het Prinsenhol. Delit. Holland. 17th December
1976 - 15¢th January 1977, Amsterdam 1976

VI International Congress of Cretan Studies 1996 = VIH International Comgress of Crevan Stdies, Heraklelon, ¥ - 14
Seprember 1996, Abstracts of communications, Society of Cretan Historical Studies, Herakleion 1996,

In Search of El Greeo 1990 = ln Search of E1 Greco, Catalogue of an exhibition of documentation on his life and work. 1
September - | October. Texts N. Hadjinicolaou. Municipality of Heraklelon = Vikelaia Library, Hernkleion 1990,

loannides 1995 = P. loannides. El Greco and Michelangelo, El Greca of Crere 1995, 1989-214,

Justi 1897 = K. Justi. Domenico Theotocopouli van Kreta, Zeftschrift filr bildende Kiinste 8-12 (1897).

Kaftal 1978 = G. Kaftal - F. Bisogni, leonography of the Sainis in the Painting of North East Tunly. Saines in halian Ar,
Florence 1978,

Kukavas 1996 = T'. Kisebiz, MimoiuZovnviz eedves amd to Kdr Hegiidh o wro o Bodo Tow vopuon Kooz,
Adseeito "Exro Swsomo Belavrovis sen Mrratuelaommje Agpaokoias xa Topms Programme anel summaries of
papers and communications, 17-1% May. Athens 1956,

Kalafuti 1998 = Kb, Kedwiy, Enedvie mz Nyl Obppiroues o i avbiurp), Ansiphonon 1994, 158-162,

Kaolofuti 1995 = K., Kedageimy, Evcovirypaizds ibtopopdles ae emovin je Tagaorom) oy Exrriuguon Sonjvon, AXAE
TH (1995]), 135145,

Kalligas 1984 = M. Keddwypis, ‘Eikpees Conpgpedgon o EBvia] Hivescobhpop (M emidennj) (publ. Dodoni), Athens-
Yannina 1984,

Kalokyris 1972 = K. Kahowtons, i Scordxos oz e prxovaypegyier Avarodts gar Atores. Thessaloniki 1972

Kaloveropoulos 1926 = N.A, Kehorepdmovios, Meratelarmog] xar roediipee] téy v Athens 1926,

Karakatsani 1975 = A, Kupeurrodon, dirs Kdvroyhon, O ‘Eilipes Duypdpor 1 (publ, Melissa), Athens 1975).

Karkatsani 1980 = A, Kopeoweroson, vz, Zuddopf Fempyion Towstgepdon, Athens 1980,

Katramis 1880 = ihyiodopied Avwidesrn Zaxivion vao Nigoddor Kargou, apgriosdTon FLaxihvllon, Zakynthos 1830,

Katselaki 1994 = A. Kurorkdun, Avo redves miaviv estavmoads Moveyic Keoowminpo ke Reipavo Tov ooplon
Eqvpituvos, KegediXoor 6 {1993), 475-395,

Katselaki 1995 = A. Kerorhes, Evedvis tor Enpeovonih Todve oto Bulavnve Movoeio, AXAE T (1995}, 129-13%8,

Karanaki 1974 = M. Keuviom, Exsdmoomea] Seaorhomman] aro Xedavbosto 7o¥ 170 i, Syerevpropera 11 (1974), I51-
283,

Kazanaki-Lappa 1981 = M, Kooavin-Adama, O Sorpmidis mow Kirvdera woerd Tov 170w Eivjosig ammd votadumi
Epppdee, Epoarpiopara 18 (1981), 177-267.

Kazanaki-Lappa 1996 = M, KeCuvis-Minma, O purpoygadies toy spnrion Sorpoddpon Migmow Maralld (14598-1578),
VT dnterational Congress of Cretan Shadies 1996, 191,

Kelaidis 1930 = £r. Kekaidije. O Moolévios L Kekeijs san ) sokmz) apmo cldndoppai { 1854-1904), Chanla 1930,
1 B 1 00,

Kitauras 1989 = Y. Kitaurn, Bl Greco v Durero, Boleting del Museo ¢ Inssinao *Canon Aznar” 37 (1989), |43-233,

Kitaura 1995 = Y. Kitaura. El Greco v Miguel Angel: Problemas del Dibujo en El Greeo, Archive Espaitol de Arte 270
{19935), 145-164,

Klein 1995 = P. Klein, El Greeo’s *Burial of the Count of Orgae™ and the Coneept of Mannesism of the Vienna School.
or Max Dvorak and the Qecult, Ef Greco of Crete 1995, 507-532.

Konomos 1951 = Nr. Kovdpos (lorogodidgne). Sokeyut. Meguafs oreipnig aavor oo sgivELpom, Eravname it
no. 1, July 1951, 260-262.

Konomos 1954 = Nr. Kovépos, Xapévor Bnouvpol, Exrammmaszd dldde, no. 3, Fehruary 1954, 7879,

Konomos 1959 = Nr. Kovopos, H gogevy mohreio, O (hyoavgol g ZeaivOow, Exravymsd @i, no. 0, 1959, 225
20,

Konomos 1961 = N, Kowipos, Zasarvlivéz esdmoies, e, nos 7-8, Athens 1961,

Konomos 1962 = Nr. Kovipog, KovronZod, 1962,

Konomos 1963 = Nr, Kovipoz, O sedhimeyviod thiseogol mz Zaxivbov, avéxdom someeppoudn] Ad, Adoapoomion,
Earetymonsd dviider T A no. 3, 1963, 91-119,




478

BIBLIOGRAPHY - ABBREVIATIONS

Konomos 1964 = Nr. Kovduos, Neof s Movés ary Zisevvflo, Evaiodsf oo weropic ris veoekigmigs tépme. Athens
1504,

Konomos 1966 = Nr. Koviuoz, i spieravig répm arme Regeedowed, Athens 1966,

Konomuos 1967 = Nr. Kowdioz, To Moveeis Zaxdrfon, Athens 1967

Konomos 1968 = N, Kovipoz, Kpefry 2 Zebeedloz, Athens 1968,

Konomos 1970 = Nr. Kovdpoz, Kpgroeo' omg Zebevvflo, Athens 1970,

Konomos 1974 = N, Kovdpos, Neodeds Kovroolnz, pofhoroppuari] Gevocdie, Athens 1974,

Konomos 1976 = Nr, Kovipog, Anwjrpaos Zmvp. Mekewdong (1881-1973), Eqravpmesd dilia, vol. &, no. 2, 1976, 131-160,

Konomos 1977 = Nr. Kowvdgoz, H duped mg ovidopiz Bdhees Now Kokedd om Zisavlo, Exravpared ®idie, vol, T,
no, 1, 1977, 3-8,

Konomos 1979 = Nr. Kovigoz, Kereeypagn] esdamaomsy oy wéone Zoahvllov, Exrasmarasd diiio, vol, 1, no,
2, 1979, 62-64,

Konomos 1979 = Nr. Kovdjos, Zdzrlloz, Mevrasdo podvice (1478-7978), 11, " YamDpos Neiper, Athens 1974,

Konomos 1988 = Nv. Kovdpog, Zdwervllog, Mevrexdma yodwe ((478-1978), vol. E, Tépms Oddooew, 137, A
Bonrevnn Ty, Zorpadoa], Athens 1988,

Konomos 1989 = N kovdpoz, Zixerflos, Mevrasdme yodvae (1478-1978), vol. E. Tépage Obtooeus, . B,
Bpneeevnin Tegvn, Aporextovia - Svhoyhemria] - Aoyvooyivans, Athens 1989,

Koukiaris 1994 = X Kovadne, (0 siedos rov Giov tie aying Hepeosemjs me Popaing e e 65 [rovion oy
yorermiavsf regva, Athens 1994,

Kreidl-Papadopoulos 1970 = K. Kreidl-Papadopoulos, Die Tkonen im Kunsthistorischen Museum in Wien, Jafirbch der
Kiesrsthixtorivehien Sanwmfungen in Wien 66 (1970), 49134,

Kuenst dev Osthirche 1977 = Kunst der Osthirche, Ausstellungskatolog, Herropenburg 1977,

Kunstle 1926 = K. Kunstle. hanographiie der christlichen Kunss, Freiburg 1926,

Kyrinkou 1962 = K. Kvpueotod, Evpboky o pekem tow épvor tor Maveeyity AoZoapd «Tégvn Zorpoadiogs om
Mugnaco] Bubdeolhixm ms Beveriag, Spovrgiiperea 19 (1982), 213-223,

Lafontaine-Dosogne 1976 = 1. Lafontaine-Dosogne, Une fcone d'Angelos ¢t liconographie de Saint Jean-Baptiste nilé,
Bulletin des Musdes Rovay o At et d Histoire 48 (1976). 121-144,

Lafontaine-Dosogne 1984 = J. Lufontaine-Dosogne, Lillusteation de [a premitre partic de 'Hymne Akathisie ¢ sa
relation avee les mosaiques de Venfance de la Karive Djumi. Bvzinsion 54 (1984, 68T,

Lufomuine-Dosogne 1992 = 1. Lafontine-Dosogne, feonagrapiiie de lenfance de o Vierge dans Uempive bvzansin et en
Oceident, 1. Brussels 1992,

Lambakis 1881 = I Aopmiooz, Kerddopes me ev Zemreio exfiforms, Xowmeevon] Agypewoleyin] Erepeie, Athens
1891,

Lambakis 1908 = I'. Awgureang, Karddopor e woropie Tor Movesion mz Xoweriawsjs Appaiodopies 2 Tepme Athens
1908,

Lambros (1871) 1968 = X Adpapos, Havepeiton dofapd, Tepd Soypapias, gapdypagor ron AYRET, 1871 (photocopy
reissue), Buokiofhpan Zomaoviively Meherov (publ. Mellon of Zokynthos), Jonuary 1968,

Landau - Parshall 1994 = 13, Landow - P, Parshall. The Renaissance Pring, 470-1350. Yale University Press. New Haven
and London 1994,

Le Christ & b colonme 1993 = Le Clirist i la colonne, d'Anionella de Messine, Lex dossiers da Musée do Lowre (od.
Dominigue Thichaut), Paris 1993,

Legendre - Hartmann 1937 = M. Legendre - A. Hartmann, Domestice Theatocopuli dit £l Greeo, Paris 1937,

Legrand 1894 = E. Legrand, Bibliograpiie Helldmigue, 11, Paris 1594,

Lexiken 1976 = Lexikeon der christlichen oographie (publ. Herder). Rome. Basel. Freiburg 1976,

Lichafev 19406 = N. Lichatey, Marermalij dljo ixtontj nussakgo tkomopisania. 1-11, Saint Petersburg 1906,

Lichaeva 1972 = V.D, Lichagevs, The Wumination of the Greek Manuscripts of the Akathistos Hymn., DOP 26 (1972),
253-262

Lindsay-Crpie 1991 = 1. Lindsay-Opie. The Siculo-Cretan Schoal of leon-Painting, Euplerosymain 1, 1991, 297308,

L ovil du connatsserr 1992 = L oer! die conmaissenr. exposition Hommuge i Philip Poencey, Musée du Louvre, Paris. 18 juin
- 7 sept. 1992,

Lmiiéres de U'Oeny 1996 = Lugmigres de IOrent chrétien, Teones de le Collection Abon Adal. Le Musée d'Ant et d'Histoire,
Gieneva 199,

Lydakis 1976 = £ Avdinz, O Elinves Sopocigar (publ. Melissa), Athens 1976,

Mile 1932 = E. Miile, Lt refigierr apres le concile de Trente, Paris 1932,

Mann 1986 = B.G. Mann, £ Greco and his Paons, Theee Major Projeces, Cambridge University Press, 19586,

Manzini - Frati, Opewn Completa 1969 = G, Manazini - T, Frati, £ opera complens del Greeo, Milan 1969,

Mariacher 1957 = G, Muriacher, f Museo Correr dil Venezia, Dipinil dal X0 al XVT secole, Venice 1937,

Murias 1995 = F. Marias, El Greeo v ¢l punto de vista: La Capills Ovalle de Toledo, Ef Greeo of Crete 1995, 357-36Y,

Marias - Bustamante 197% = F, Marins - A, Bustamunte, Le Greco ¢t sa theorie de Uarchitecture, Revue de - 46 (1979),
31-39. .




BIBLIGGRAPHY - ABEREVIATIONS

479

Marias - Bustamante 1981 = F. Marfas - A, Bustamante, Lay ideas aristicas de Bl Greeo (Comentarios a un texto inedito),
Madrid 1981,

Murinelli 1995 = 5, Marinelli, Spazio ¢ proporzione in Domenico Greeo, Ef Greco of Crete 1993, 343356,

Martin Gonmilez 1955 = 1.1, Martin Gonzilez, Bl Greco arquitecto, Goya 26 {1958), 86-38.

Martin Gonzilez 1984 = JJ. Martin Gongilez. El concepto de retablo en El Greeo, Studies i the History af An 13 (1984),
11501,

Martin Gonzilez 1955 = 1.1 Manin Gonzilez. Bibliotecas de Artistas: Una aplicacion de la Estadistics, Bolette de la Rieal
Avadderniir e Bellay Artes de San Fernando 61 (1985), 131,

Maxterpicees of Byzantine and Rusdan Jfeon-Painting = Masierpieces of Byzantine amd Russian feon-Puainting. I2mhv- Tati
Century. Temple Gallery. Exhibition 30 April to 29 June 1974,

Mastoropoulos 1983 = [Xr. Mumtogimoukos, "Eva dyvinrmo doyo tov Geotondmovkhov, Xowmuev Aggaodeays]
Eringeie, Toire oo Bbarms se Meratebaveomgs Aggaadoylas xar Tevgs, Athens, 29-30 April and | May
1983, Programme and summarics of communications, Athens 1983, 33,

Mavroyannis 1894 = I Mavgopuivimz, H ev Exvovijon ogoba) tov AoSepdbary, Eorde 12 (1894), 177-17% and 13 (15894),
195-202,

Mayer 1935 = AL, Moyer, Una obra juvenil del Greeo, Archive Expaitol de Are X1 (1935), 205207,

Maver 1939 = AL Maoyer, Notes on the Early Greeo, The Surfington Mugazine CDXXX (1939), 28,

Mertzios 1966 = K. Méptos, domfuzes Sroroxdaoniog, O fioz xar ta fopa Tor, Bibkhothion mg e Afhjvas
dnrszmnbeumeais Evmeeinz. no. 40, Athens 1966,

Milunou 1993 = K. Mikdvor, Meélodor mapemjonoms (conipvisons) tig tepveis ms esdvig, Pognrez eodves tow [Sop
aeivie, Tee Nee roowe dfvidone ron Movarion Maewkay, December 1993, 36-46,

Millet 1916 = G. Millew, Recherches sur Uiconographie de Evangtle moc XTVe, XVe e XVle sitcles, d'uprés les monuments de
Miseru, e fu Macedeine ef du Mont-Athos, Paris 1916,

Millet 1927 = G. Millew. Momments de UAthos, Paris 1927,

Misirli 1993 = N. Muowpht], EAdnria] Soypegusf, [8oc- 190 weivas, Edvea Miveotigm, Movaeio AdsSdvbdpor Zovrfou
i Zuddaoryt] Kovrhidn, Athens 1993,

Misani 1987 = A, Mytodw, Fudves-Noomoat agrepopote. Me adogpo] pa - esdve tou ladvwy Bzobdyou, A4 42
{1987}, Meletai, 132-168,

Mansteries on the Isfamd fn the Lake of fonnning 1993 = Moveorsige: Nojoor focareivee, loanning [993,

Monheig-Goguel 1972 = C. Monbeig-Goguel, fnventaine geseral des dessing fraliens, I, Visard ef son tempy, Paris 1972

Monbelg-Goguel 1988 = C. Monbeig-Goguel, Givlio Clovie “nouvenu petit Michel-Ange™. A propos des dessins du
Lowvre, Revie de{Ar 80 (1988), 37-47.

Monbeig-Cioguel 1990 = C. Monbeig-Goguel, Polypogeees, Le tobfeen sultiple du sroven dge au vingtiene siécle, Musée du
Lowvre, 27 mars - 23 jullet 1990, Paris 1990

Mouriki 1968 = D, Mouriki. A Deésis lean in the Art Museum, Record of the Art Museiin, Princeton Universie 27 (1968),
13-25,

Moustoxvdis 1843 = A, MovoroZodnz, Noveewims AoSogdis, EAdgvonmjeor, no, | Janoary 1843, 31

Moustoxydis 18430 = A, MovotoZidnz. Kuguixos 1 Avpojveos Beoaxomohis, EAAvanmjeer, no. 5, May 13, 271-276,

Mylong 1984 = Z. Mukovel, To selaksd mg povijs s Movayioz mz Exomuimaang omy Ziaeavlo, AE 1954, 96-110.

Myslived 1932 = ). Muslived . Tkonografic Akathistu Panny Marie, Serinarium Keelakorienum 5 (1932), 97-130,

Newbery - Bisacea - Kanter 1990 = T.J. Newbery - G. Bisacea - LB, Kanter, lalian Renaissance Frames, The Metropolitan
Museum of Art, New York 1990,

Nikodemos Hagloreitis 1868 = Nodnpos Ayopeimz Zrvadagrorijz A-BL Athens 1563,

Offenberg 1969 = AK. Offenberg, The First Printed Book Produced mn Comstantinople, Stdie Rosentaliona 3 (1964), 96-
By 5

Omont 1929 = H, Oment, Ley minfatnes des plis anciens sanscrits de b Bibliothéguee Natonale die Ve au XIVe xsiécl
Puris 1929,

Chpus Saceten 1990 = Opuy Seenom, The Royal Castle, Warsaw, April 10 - Sept. 23, Warsaw 199,

The Painter [ Pelekasiy, n.d, (19287) = O Swyodgos A, Hekesdons wo to fgyov rov (publ, Pyrsos), Athensn.d, (19287),

Pallouras 1977 = A Tuhwoiges, 0 Swypdgos Tegpos KidvrSas (1540-1007) s o pexpoypagiar Tov xadeeog armod,
Athens 1977.

Pallas 1971 = A. Mikdaz, H Geondros Podov 1o Apdpenvmoy, Evovoypagusa] eonihaom s soreoy] vou wimow, 44 26
(1971), Meletai, 224-238,

Pallucchin 1937 = R. Pallucehini, 11 politico del Greeo dells R Galleria Estense all formazione dellartista, Paitto
dell Archealogia e Storia delf'Arte, Rome 1937,

Panayotakis [968 = NM. Maveyorrdome, “Epeuven v Beverio, Sgoavpiiera 5 (1968), 45103,

Punuyotakis 1974 = N. Naveepwnions. Franceso Burozs s ) Asadyuio wov Vivi tov Pelipvor, Heapapude o 7
Aretivonie Korodopread Zrvedgdon, 11, Rethvmnon 1981, 23241,

Panayotikis 1986 = N, Tlaveepuirndsms, H spmea) megiodos mz Dujs tov Aopjvweon Brotordmorkou (reprint from g
pupeee oror Nixo Ebopure, 11, Rethymnon), Athens 14986,

Panayotakis 1988 = N.M. Noevereoresng, H Neadede seord e Bevenosperio, Koo fevogds e Todmopds. 1988, 163-197.




BIBLIOGRAPHY - ABBREVIATIONS

Panuyotakis 1995 = N. Panayotakis, Un nuove documento del periodo eretese di Dominicos Theotokopoulos, Ef Greco of
Crefe |995, 133-140,

Panofsky 1927 = E. Panofsky, “Imago Pictatis™, Ein Beitrag zur Tyvpengeschichie des “Schmerrensmannes” und der Maria
Medintrix, Festsolrft Mux J. Frielunder, 1927, 2616,

Panselinou 1992 = N, NMavoekjvor, Konnsj esdva tou 1636, foyo tov Pelhipvion Soppiagor Temgpihd Moagoih,
Eupircsynon, 2, 1992, d68-482.

Papageorgion foones 1960 = A, Papageorgiow, feones de Clypre, Geneva 1969,

Papageorghiou 1991 = A. Papageorghiou, feany from Cyprus (publ. Holy Archbishopric of Cyprus), Nicosia 1991,

Papamastorakis 1993-04 = T, Aasanerooisogz. H poogn] tov Xowros-Mepdhoe Agpeof, AXAE 17 (1903-1094), 6776,

Papantoniow 1915 = Z, [Meaavtevion, H exshgouseme o me Zeoaivlow, Hpaxrisd tov ev Kegriipa Hpaiton
Mevgowvion Zovedpion, Athens 1915, 14411,

Papastuvrou 1993 = H. Papastavrou, Le voile, symbole de incarnation. Contribution & une éude sémantique. Caledn
41 (1993). 141-1658,

Papastratos 1Y) = D, Papustratos, Paper feons. Greek Orthodex Refigions Engravings 1665- 1809, vols [-11, Athiens 1990,

Papayannapoulos-Palaios 1946 = A, NMumepavwimovkos- Mok, Movaetor diovimon Aodigdon, Athens 1946,

Papazotos 1980 = @. Muralirog, Evava Maveios Odprimies w1d 1o v tov Xowrod Bépowes, Maxedovisd 20
(1980, 167-174,

Papuazolos 1994 = @, MuraZiitog, 8 Bépo e ol ved tyg (Flog- 8oz ) (publ, YITTIO-TAI). Athens 1994,

Pupuzotos |95 = Th. Papazotos, Byzantine feons of Verrolg, Athens 1995,

Paskaleva 1981 = K. Paskolevi, Die hdgorisoie foone, Sofin 1951,

Patterson-Sevienko 1991 = N, Patterson- Sevienko. leons in the Liturgy, LN 45 (1991}, 45-57.

Patterson-Sevienko 1995 = N, Patterson-Sevéenko, Servants of the Holy leon, Syvzanine Eust, Latin Wesr, 1993, 34711

Pavon 1962 = G, Pavon, El Greeo arquitecto, Arclive Expaiiol de Arte, nos 137-140, XXXV (1962, 208-220,

Pelekanidis 1953 = X Mebewavitne, Kaorapi, Thessaloniki 1933,

Pelekasis 1920 = A Tleheudions, Ayvosrre fgrn ev Ziaivio, A Modoo, no, 632, 14 May 1920, 2-3,

Pelekusis 1927 = A, Tekexdamyz, H Qo] wpoyoagic, Exarovrartgods Oyon duaiion {1827 1927), Hanpogsi
Ariiema Zowdvlor (publ. lonian Anthology), Zakynthos 1927, 143-148,

Pelekisis 1933 = A, Nehendons, Bulavmw apppdon, Teprexoms o ta foypu roo Konreis Hilon Mdazon [ 1649
I684), Athens 1933,

Pentogalos 1974 = I Tevadyehos, Hiing f Afos Mdowos, apoypoddos ones pusinoies Axvdknym won Tovrorpirogas omo
AnZotipl (1664- 1665}, Mepivoods 15T, 1 (1974), 3401

Pérez-Rinchez 196% = A. Pére-Sinchez, Cofeceion del tnstiti Jovellanoy de Gifon, Madrid 1969,

Pérez-Sinchez 1982 = A. Pérez-Sdnchez. On the Reconstruction of El Greco's Dispersed Altarpicees, Bl Greeo of Toledo
1982,

PG o= 1P, Migne, Pairologin Graeca, Paris 18571903,

Piohinos 1984 = i, Topmivos, Eiimes ayropodpor udyor 1o 1821, Athens 1994,

Pittra s taveds 1975 = Pivwrn sic tvela dalle collezion del Civied Musel i Storfa ed Arte di Trieste, Commune di Trieste,
Museo Civica Sartorio (18 gennaio - 4 novembre 1975), Milan 1973,

Posi-Byzamine Painting 195 = Posi-Byzantine Puinting. feons of the 15d-180 Centuriex from the Collections in Moascaw,
Sevgen Posad (Zagorsk), Tver and Ryazar, Edhibivion catalogue. Museam of Ol Ression Ar ad Cralture Anedred Rubliev,
Crtober 1995 (with the kind support of the Vikelaia Librury of the Municipality of Heraklion, Crete). Athens 1995,

Procharov 1972 = G.M. Prochorov, A Codicological Analysis of the Illuminated Akathistos 1o the Virgin, DOP 26 (1972),
237252,

Procopiou 1939 = AG. Procopiou, La peinture relfletese dans fes fes fontennes pedant fe XVI sidele. Athens 1939,

Prilakis 1994 = N, Wikdenz, Belavrons pimues g Kpdrpz, Guide book, Hernkleion 19t4,

Puppi 1984 = L. Puppi. Il soggiorno italinno del Greco, Steglies iy the flistore of Art 13 (1984), 133150,

Puppi 1995 = L. Puppi. El Greco's two sojoumns in Vienice. ET Greco i Traly 1995, 31-38,

Radojéic 1971 = Sv, Radojdid, Mileseve, Belgrade 1971,

Rammuos 1948 = 1. Payppoc, Aptodepuset Mederfuera, 7, Athens 1948, 11-16;

Rupleed, Atour des dessing d Lowere = Raphael, Awtonr dey dessins du Lowar, M mars - 24 mad 1992, Villa Medicts, Paris,
Reunion des Musées Nutionauy.

Renatzsance plaguettes 1994 = Renuissance plaguettes. Citnlogue of the National Museum in Poznan Collection, | (Maria
Stahr), The National Museum in Poznan, May - July 1994,

Rezmidek 1901 = E. Resnidek, Me Zefchmmgen von Hendrk Golizins, 110, Utreclt 1961,

Reznidek 1968 = EK.J. Regnidek, Bartholomfius Spranger als Bildhauer, Festschrft Ulrich Middeldod, 1-11 (eds A,
Kosegarten and Peter Tigler), Berlin 1968, 370-375,

Rigopoulos 1990 = I, Prydaovkos. Corrigends, [rpimiong 26, Summer 1990, 49.55,

Rigopoulos 1994 = T, Pryydrovios. AZowdpye tov éopor tou N Kedddom, H doervi we Tub(We i 7] RPITE] TR
Thymigma 1994, 283-287,

Rigopoulus 1%94a = T, Pyypdaovhos, Mucdiaos Kakisgyme (167517470, Zondodsy oy perrinGvef Swyoagoer s
Hamtiplhon, Athens 1994,

B it o




BIBLIOGRAPHY - ABBREVIATIONS

481

Rigopoulos 1979 = [, Prpdaovhos, O apimpdis Gratwogos Hovddays saon phapardin) pedzoypagdie Athens 1979,

Rizo Ranghabé 1927 = E. Rizo Ranghabé, Livee o 'Or de lo noblesse fonienme, 1 (Zante). Athens 1927,

Rizzi 1972 = A, Rizzi, Le icone bizantine ¢ posthizantine delle chiese veneziane, Spaaraiopara 9 (1972), 230-291.

Robertson 1995 = C. Roberison, El Greeo, Fulvio Orsing and Giulio Clovio, E¥ Grece of Crese 1995, 215-217,

Robertson 19950 = C. Roberison, El Greeo and Roman Mannerism, £1 Greca in fraly 1995, 397-403,

Rodonia 1994 = Pedenvect, Tuof eror M4, Maverieasen, A, University of Crete, Rethymnon 1494,

Romanian feons 1993 = Romanian feons, Jooh-18th century, Byzuntine Museum. 29 March - 29 April 1993 (ed. M.
Acheimastou-Potamianou), Athens 1993,

Romovannis 1974 = I1, Poveoyubwns, H paeomavenf regy org Arvsedde, Athens 1974,

De Salas 1967 = X, De Salas, Migmee! Angel v £ Greco, Reil Academie des Bellas Artes de San Fernando. Madrid 1967,

De Salas - Marias, 1992 = X. De Salas - F. Marins, Miguel Angel v of Greco, Madrid 1992,

Suthas 1868 = K. Talkee, Grooxdmoiis, Brovpcedic rone oo torg yodugpao dtiagiyebmey Eiifvon (1433-1521), Athens
1868, 224-226,

Schiller 1968 = G, Schiller, lonograplie der chrisilichen Kuse, 1-4, Guiersloh 1966-1971,

Scinscia, Opera Completit 1967 = L Scluscin, L'opera completa di Antonelle da Mesing, Milan 1967,

Sehastinnoe Serlio 1978 = Schastinnn Serlio, § sene livg dell‘arciitettirn (Venezia 1584) (ristampa anastotice), Biblioteca di
Architetiura Urbanistics Teoria ¢ Storia (publ. Amaldo Forni), 1975,

Sinai 1990 = Singl, Tregsres of the Holy Mongstery of Saint Catherine (Ekdotike Athenon), Athens 19910,

Sisilinnos 1935 = A, Dwnadvos, Eilyres apopprdgor pevd v Adwer, Athens 1933,

Smirnova 19904 = E. Smirnova, Decouverte dune icone inédite de la fin du Xlle-debut du X111 sicele, T 1994,
200.302,

Smyrnakis 193 = Epvpvisnz, Te Aper Opgogs Athens 1903,

Sochner 1901 = H, Sochner. Ung Obra Maestra de El Greeo, Lo Capilla de San Jose de Toledo, Madrid 191,

Sophocleous 1994 = 5. Sophocteous, foans of Copries, 7ih-2000 Centuries, Nicosia 1994,

Saterfou 1924 = I Swmpionw, Oz rony Bulairont Movaeion Afpede, Athens 1924,

Soteriou 1930 = T Ewmppiov, Odippos ton BeSevriod Mopoedion Ayear, Athens 1930,

Sorhety’s 1979 = Sotheby's, Bvzantine Greek and Russion feons, London 1979,

Sathely's 1957 = Sothetn's, Jeons, Russiae Pictteees and Works of Ar, 1st May, London 1957,

Satheby's 1987 = Sotheby's, foons, Reussian Pietures and Works of An, 18th December, London 1987

Sothelys 1958 = Sothebw's, feons, Rexsion Picnres and Works of An. 14th November, London 1955,

Sofehy's 1991 = Sotheby s, foons and Russion Works of A, 285th November, London 1991,

Spatharakis 1995 = 1, Spatharakis. The Influence of the Lithos in the Development of the feonography of the Thremos,
Byzantine East, Latin Wess 1995, 435441,

Spltéris 1952 = T. Spitéris, L dvalution de la peinture poe-tnzantine dans les e donennes, Ahénes 1952,

Stusinopoulos 1988 = £r. Erumvimovios, To oyédo ota foya tov Aopivioy Beoroxdmouhon, T N roe Mo ron
Moperrion Maewixy, October-December 1988, 1211,

Stavronikitn 1974 = Xo., Meoewding, A Koowarmodny, M, Seogaon, Movj Eravgevsjra, lovogie - Evedves - Xgoooxr
vesueera (Mationul Bank of Greece), Athens 1974,

Stavropoulou-Makri 1989 = A, Stavropoulow-Makri, Les peimtares mittrales de o Transfigeration & Veltsisea (7568) en Epire
ef Datelier des peintres Keitdaris, Toanning (Y89,

Steinberg 1974 = 1. Steinberg, An El Greeo “Entombment”™ Eved Awry, The Burtington Magazine, TXV]L no. 857 (1974),
AT4-LT7.

Strauss 1977 = W.L. Strauss, Hemdrik Golizius, The Complele Engravings amd Wooders, 2, New York 1977

Stueddies in the History of A, 13 = Ef Greeo: haly and Spain (eds 1. Brown and 1M, Pita Andrade), National Gallery of An,
Washington 1954,

Suboti¢ 1971 = G, Subotic, [ ¥elise dos Suints Constantin ¢t Héléne & Ohrid, Belgrade 1971,

Synavarium = H, Delehuve, Swaarinm Ecclesioe Constantinopolitanae, Brussles 1902,

Talbot-Rice 1937 = D. Talbot-Rice, The feons of Cypras. London 1937,

Tatic-Djurié 1976 = M, Tatié-Djuric. Eleousa. A ln recherche du type iconographique, JOB 25 (1976), 259-260.

Tatic-Djuric 1979 = M. Tatic-Djuri¢, leone de la Pietd avee St Jean et Joseph " Arimathie, Narodnd Musel, 9-10, Belgrade
1979, 551-569.

Tatic-Dijurié 1990 = M. TaticDijuré, H eoivi me Noverping Buscuimooa- Licone de la Vierge Kyenolissa, Exerofs Ke-
vrpovr Meierure JM Kisow, 1 (1990), 199-207 {Greek). 209-220 (French).

Tatié-Dijurié 1995 = M. Tatic-Djurié. Licone de I'Odigitria en son eulte au XVle siécle, Byzntine Env, Lattr West, 1995,
557,

Temple 1992 = R, Temple, A Bricf flastrated Histors of Jeans, The Temple Gallery, 1992,

Thierry 1976 = N, Thierry, Lis Vierge de tendresse i 'époyue macedonnienne, Zegraf 10 (1976), 59-70.

Thymigma 1994 = hdegice oy pjoeg s Awcseapives Maoipe, Benaki Museum, vols 1-1L Athens 1994,

Tietze 19458 = H. Tietze, Titrete, The Pulntings aod Dvawings {Phaidon Press), London 1945,

Tietze - Tietre-Contrat 1944 = H. Tictze - E, Tietze-Conrut, The Drawingy of the Venetian Painters i the L3 and Tk
Ceniries, Mew York 1944,




482

BIBLIOGGRAPHY - ABBREVIATIONS

Tiziane o E Greeo 1981 = Da Tizane o £l Greeo, Per o Storta del Manierismo g Venezia (1540415390}, Commune di
Venezin, Paliero Ducale, settembre - dicembre 1981, Venice 1981.

De Tolnay 1953 = Ch. De Tolnay, Michelangelo®s Pieth Composition for Vittoria Colonnu, Record of ihe Ant Musenm,
Princeton University 12 {1953}, 43-62.

De Tolniy 1971 = Ch. De Tolnuy, Michefangelo, V. The Final Perod, Princeton Unlw.'rsu}f Press 1960, 1971,

De Tolnuy 1978 = Ch, De Tolnay, Conpus def disegni of Michelorgelo. Eme defla Casa Buonaroti, 111, Istituto Geografico
de Agostini, Movara 1975,

Tourta 1991 = A. Tovgro, O veaod Tov Apioe Nizaddon arn Bivoa s tov Apiov Mgt oro Maveddvag (publ, YTITO-
TAIT) Athens 1991,

Tourta 1992 = A, Toipre., Ewdve deSiosporotons Tovoyins om Seoouhoviag, Euplrosynon, 2, 1992, 607-617,

Trapier 1958 = E. Du Gue Trapicr, £l Greeo's Early Years in Toledo (1576-1586) (publ. Hispanic Society of America), New
York 1958,

Trapicr 19582 = E. Du Gue Tropier. El Greeo in the Furnese Palace, Rome., Gazette des Beaws-Ares L1 (1938), T3-9(0,

Trewsnure of Damaskenos 1861 = Spoaepos dogaoegvor, Venice 1861,

Treasures of Mo Athes 1, 1973 = 51, Pelekanidis, PR Christou, Ch, Mavropoulou-Tsioumi, S.N. Kadas, Treasures of
Mount Athos, Blaminared Marnserpes, 1, Athens 1973,

Treaseeres of Orthodory 1994 = € [Tides rov Moomijpior, Gpecveol the Opliodaias ama pv Edidde, National Gallery and
Alexandros Soutzos Museum, Athens 1994,

Trénell 1911 = D. Trénell, Miniutures du Ménologe grec du Xie sidcle, n® 183, de lu Bibliothégque Syaodale de Moseou,
Moscow 1911,

Trinntaphyliopoulos 1985 = D, D, Triantaphyllopoulos, Die rachiyvzumimiche Wandmulens auf Kerbovrar wd lenr angleren
Tomischen fnseln, Misceliunen Bvzamting Monacensia, 30, Munich 1953,

Trvpanis 968 = C.A. Trypanis, Fourteen Early Byzantine Cantica, Wiener Byzantinisele Smdien, V. Vienna 1968, 17-39,

Tsigaridas 1991-92 = E Torpopibes, Ayveomo emoriiao tor Scopa) tor Kogres om o Hnjpey omo Ayuov Ogos,
ANAE LET (1991-1992), 185-207.

Tsigaridas 1995 = E Topppides. ®opnrés sixdves tor [Sov m, tou Belemewd Movaeiov mg Keoroguis, Aiethes
Fopadoe Belovennf Maxedowia 3241430 g X, Thessaloniki 29-31 October 1992, Macedonian Library. noo 82,
Thessaloniki 1995,

Tsigaridas 19% = E Torpoapidag, Npopes ewdves zoymes sokais oto Apoy Opos, VI lntemattonal Congress of
Creran Stisdies 19496, 241,

Tsitouridou 1978 = A. Towovpidow, H evrodge Seppagie] tor Avfor Nexoldor ory Gromdevizng, Sopdelf om peidm
i rtkeiedoriies Senpogusngs sord tov g e aive, Thessaloniki 1978,

Tomadakis 1947 = N, Twpabdems, Eppovoinih, Kovoroavtives woe Moapivor Todve Maovviedafs (Poodoynd s
Dnorppoedaec dupoanpie ), KpprXpor A7 (1947), 123-154

Underwood, Karive Djams, IV, 1975 = P, Underwood, The Karve Diamt, IV, Seeedies in the Ar of the Karmve Diami ard his
Intellecial Rackgrowmd, New York 1975,

Vassilaki 1990 = M. Vassilaki, Some Cretan leons in the Walters An Gallery, The Jormal of the Walters An Gallery 48
(1980, 75.42,

Vassilaki 19931994 = M, Vassilaki, An lcon of the Entry into Jerusalem and o Question of Archetypes. Prototypes and
Coples in Late and Post-Byanting Painting, AXAS 127 (1993-1994), 271-284,

Vissilaki 1994 = M. Bumbdn, H ammsrdorom) evos tournrgow, Thymiiama, 1994, 220245,

Vaussilaki 19900 = M, Baovsoy, Metatelovne] eeiivie tor aepion Nisokdow, Antiphanon, 1994, 330.245,

Vassilaki 1995 = M. Vassilaki, Three Questions on the Modena Triptych, £ CGreeo of Crete 1995, 119-132,

Velmans 1972 = T, Velmans, Une illustration inédite de I'Acathiste ¢t leonographie des hymnes liturgiques i Byzance,
CetAreh XXI [1972), 131165,

Fenetion Momemenis of Rethymnon = Brerredbvize pemorte tov vopod Pribuvor, photogmphs, University of Crete,
Rethvmnon 1950,

Venezii ¢ Bizanzio 1974 = Venezia ¢ Bizanzio, Palazzo Ducale, Veneria (8 gigno-30 seitembre 1973), Venice 1974,

Venturi 1929 = A, Venue, Srore dellane infiang, Cimguecenio, 1X. Milan 1929,

Venturi 1927 = L. Venturi, Una nuova Annunziazione del Greco, L Ame XXX (1927), 252-255,

Venturi 1979 = L. Venturi, Renaissance Painting frome Bmegel 1o E! Greco (publ, Skira), Geneva 1979,

Vikelas 1804 = A Bufloc, Aopmjvixos Brotosdronios, newspaper Eoniie 13 March 1894,

Vikelns 18940 = A, Bivghog, Ko by mepl A, Beotoxomothon, newspaper Eorie, 22 May 1594,

Visuges de {Toone = Fisages oe Neone. Les Musées de 1o Ville de Paris, Exhibition catalogue, Paris 1995,

Vocotopoulos [977-197% = ILA. Bosordmowkoz, [pogm xomme sudve mz Bulogdoon am Aevsdbe, AXAE &' (14977-
1979, 149-150,

Vocotopoulos 1985 = LA, Boxordaorkos, Ado peyihes derjoeis oy Képswo, Solarrovd 13 (1985), 393414,

Vocolopoulos 1986 = [1.A. Borordaovhos, IBopogdies ooy diesdapom tuy seorepaiady tépmboy, KegaidXper 3
(1986, 144-156,

Vocotopoulos 1987 = TLA. Boxordnovkos, Ato goedves tou Corpodgor Aoppehor, @i "Emn, B, 1987, 310414,




-

BIBLIDGRAPHY - ABBREVIATIONS

483

Vocotopoulos 1990 = LA, Boxotdaovhos, Eixdres g Kfpripes {Cultural Foundation of the National Bunk). Athens
1990,

Vocotopoulos 1994 = TLA. Bokordaovkos, Toeis euedvis Tou 130y v oo Zesaovio, Thymiame, 1994, 347-352.

Vocotopoulos 1995 = LA, Bowotdaovhkos, Belerrnus g om| oeit Fiigvsa] Ty (Ekdotike Athenon), Athens
1995,

Voinescu 1978 = T, Voinesew, Rodn Zugrovn, Bucharest 1975,

Vrokinis 1973 = A, Bpowivy. Tlepl tov emolus whovpdvay ov Keguiga Jatniveniv Tou 8. Aenpivour Ton Ayiou
Trvpidovos xen s ©v el 1716 sokopxios ms Kegrdpas, Tovogen] Emrop) €2 Erbedopfvioy o veRiToY
ooy, KepaXpor XV (1973), 307-310

Walter 1989 = Chr. Walter, 5t. John the Baptist “Kephalophoros™, A New leonographical Theme of the Palacologan
Period, %o Soprdmo XAE, 1989, summarics of communications. 35-80.

Walter 1992 = Chr. Walter. St. George “Kephalophoros™, Euphrasynen, 2, 1992, 694-T03,

Weitzmann 1978 = K. Weitemaonn, The leon, Holy fmage, Sial to Fourteenth Cennury, London 1975,

Weilgmunn 1983 = K. Weitzmann, The Saimt Peter feon of Dumbarton Caks (Byzantine Collection Publicutions, no. 6),
Washington DC 1983,

Wellesz 1956 = E. Wellesz, The “Akathistos™, A Study in Byzantine Hymnography. DOP 9-10 (1956). 141-174.

Wethey 1962 = H.E. Wethey, £l Greco and his School, 1, Text and Plates, 11 Catalogue Raisonné, Princeton University
Press, Princeton, New Jersey 1962

Wethey 1984 = H.E. Wethey, EI Greco in Rome and the Portrait of Vieenzo Anastagi, Siwdies i the History of At 13
{1984}, 171-178.

Weyl Carr 1994 = A. Weyl Carr. The Presentation of an leon at Mount Sinal. AXAE 12 (1993-1994), 23091,

Wixom 1075 = W.D. Wixom, Rengissance Bronzes from the Ohi Colleciion, The Cleveland Museum of An, Cleveland.,
Ohio 1975,

Nydis 1959 = A, Zidnz. Avizborog Giog Tow Tepeeo, KpyrXpor I (1959), 218-225,

Xydis 1964 = A. Sibme, H Mpomaivag tov Mdpon toe Aopivion Beorordmovion. Zyges, nos 103104, October 1964,
f5-T1,

Xydis 1995 = A. Xydis. El Greeo's leonographical Sources, EI Greeo of Crete 1995, 141-139,

Nyngopoulos 1929 = A, Svyydmovios. Yremavnj, EEBX ET (1929), 328334,

Nyngopoulos 1936 = A, Srppdmovios, Mavaeio Maewizg, Kardloos ten crxciveny, Athens 1936,

Xyngopoulos 1939 = A, Swpdmovkog, K = reut Fexauny, Movaeio Maredey, Sigprmijpoyie A, Athens 1939,

Nyngopoidos 1947 = A, Srpydaovkes, O dpog Fobbehads tov Eppurvvomih, Toive, Méveon) s e26M3N evos eeo-
verppteduaon Timow, KogrXper A 11 (1547}, 468-386,

Nyngopoulos 1951 = A, Swppdmovkos, Zeddop] Ergs Irallirer, Keritdoyos grprpagixos Tov ey, Tant Svdopii-
Ty xai T HETWANNY Egyey Tuv Gulayrive sar Ty prrd v Aomy godver, Bblobpo ms ey Alhjviug
Appaohoyuais Etageing. no, 31, Athens 1951,

Nyngopoulos 1957 = A. Srppdnovhos. Syedladua wropies mie fogaeettos Sunppersoes peed Ty Adwony, Athens 1957

Xyngopoulos 1874 = A, Swrpdmovhos, A rougernotedyicn o Asaliomon eug my Floveeploy moy Koy Beoahowigz,
AXAE Z (1974}, 61-77.

Zias 199] = N, Zing, args Kovropiov (Commercial Bank). Athens 1991.

Zivus 1970 = A, Ziibos, Apgrresrovia) tys Zasvviiov, Athens 1970,

Zois 1923 = AX, Zonz H qosgua v Exveoaion, Mavropreoryz, 31 May 1923, no. 7. 107-108.

Zois 1934 = AX. Zuing. Odypyeis Movoeior Zezxtvlion, Zakynthos 1934,

Zois 1936 = AKX, Zuime, Omoydver Nehexrdon, Ar Moton, Zakynthos, iss, 957, st may 1936, I-3,

Fois 1963 = AX. Zuinz, AeSuedr larogudv s Aaoyoagedy Zomivilo, A loropuedv-Broyppaduedy, part A’ Athens
1963,




INDEXES

INDEX OF MONUMENTS AND WORKS*

ANTWERP

Virgin Glykophitousa (see Latsis Callection)
ARTA

Vischerna Monisiery: Litany iwall-painting) 58
ATHENS

Benuki Museum: 34, 40, 43, 35, 57

Adoration of the Magi (Inte 15th ¢.) 162; Adoration of
the Magi (1. Permeniatis) 166; Adoration of the Mugi
(Theotokopoulos) 43, 45, 47, 49, 51, 32, 53, 1%, 108,
144, 2000, 201; Adoration of the Shepherds Cat. no. 50,
37, 374: Annuncistion 362 Beheading of Saint John
the Baptist Cal ne. 51, 57, 378 Christ Pantocrator
2405 Crucifision Cat. mo. 38, 316, 318: Decsis Mn:
Diescent from the Cross Cat. po, 39, 57, 320 Descent
from the Cross Cat. no. 40, 324: Dormition of the
Virgin 308; Entry into Jerusalem Cat, oo, 8 36, 102,
W5; Massacre of the Innocents fumihivolon) 180
Nativity (1. Moskos) 208 Miracle of the Huoly Girdle
Cat. no. 31, 282; Miracle of the Holy Girdle (Th,
Poulakis) 282; Nativity of Saint John the Baptist Cat,
no 9, 56, 112, 114; Nativity of the Virgin 114; Pietd
(M. Teafouris) 272, 273: Presemation of Christ in the
Temple Cat. ne, 33, 140, 290; Raising of Lazarus Cat,
no. 12, 130, 133; Saint Alexios (handwritien painter’s
manual) 100k Saint Andrew (M. Damaskenos) Cal. no.
I8, 56, 228; Saint Anthony 148, 242: Suint Cutherine
Cat. no. 26, 258; Saint George (E. Tranes) 262, 384:
Saint George the Dragon-slaver (G, Klontzas) 2o0:
Saim Gobdelons Cat, no. 32, 286: Saint Jimes the Less
(5. Trankarolus) 344 Suimt Luke the Evamgclist
{ Theotokopoulos) 52, 190, 198, 200, 200: Saint Matthew
the Evingelist Cat. no. 13, St 140 Saint Paraskevi (15th
€.} 17h: Saint Peter 266; Saint Spyridon (Th, Poulakis)
M8 Transfiguration (15th ) 296; Transfiguration (i
1600) 29: Trumph of Orthodoxy (E, Tranfournaris?)
Wk Virgin and angels (workshop of A, Ritzos) 151, 156,
266, 324; Virgin and Child 8% Virgin the Linwithering
Riose 4012
Byveanting Museum: 349, 40, 45, 55, 47

Annuncintion (1l Moskos) 363; Christ Pantoerator
(no. T. 2103) (E. Lambardos) 240; Crucifixion of Suin
Andrew (M. Damaskenos) 232; Descent from the
Cross (late 17th ¢.) 320, 322, 323: Dormition of the
Virgin (L. Moskos) 310; Dormition of the Virgin (Th.
Poulakis) 388, 390; Head of the Virgin (no. T, 136}
134 Lamentation (E. Lambardos) 396; Nativity of
Saint John the Baptist (15th ¢) 112, 115: Saimt
Anthory (M. Damaskenos) 242, Saint George (E
Tznes) 262, 284: Saint John the Baptist {Angelos)
I88; Saint John the Theologian (16th ¢.) 256; Soldicr
saimts (15th ) 254; Transfiguration (N, Taafou ris} 163;
Virgin (no. T, 224) (15th ) 8 Virgin Galakio-

* leoms unless specificd orherwise

trophouss (Makarios Hieromonk) 408; Virgin Cilvko-
philusa (no, T, 71 o T, 78) 76; Virgin Hodegetria
and Crucifision (no. T, 157) { 16th ¢.) 70

Cancllopoulos Museum: Nutivity of the Yirgin {early Itth
©) T12; Christ and the Woman of Samaria (N, Te-
fouris} 163 Dormition of the Virgin (15th ) 308, 330:
Saint John the Boptist (E. Teunes) 118: Virgin
Glvkophilousa {15th ¢} 7o Virgin and scenes (A,
Pitznmunos?) 163, 180, 151

City of Athens Museum: Descent from the Cross (late
17th ¢.) 322; Dormition of the Wirgin {15th ¢.) 330;
Entry into Jerusalem (early Inth ¢.) 105, 110; Triprveh:
Deesis M0

Collection:

Arvanitidis: Suint Gobwdehios (E. Tenes) 280

Canellopoulos, Pavlos: Uk Deesis (Angelos) 127: Descem
from the Cross (Leos Moskos) 326; Enty into
Jerusalem (15th c) 108 Twelve Apostles (M,
Pamaskenos) 142, 232; Triptveh (E. Tranes) 284, M2

Ekonomopoulos: Adoration of the Magi {early Inth ¢}
162; Crucifixion (late 17th ¢) 318: Doubting of
Thomis (17th ¢.) 332; Lamentation (laie 15th c) 392;
Saint Andrew (17th ¢} 231; Saint Micholas { 16th-17th
€.) 245 Saint Spyridon (16th-17th ¢) 245; Virgin
{15th-16th ¢.) 80

Kalligas: leon (K. Kontarinis) 340

Karlyvas, Alexios: 41

Latsis: Saint Catherine kephalophoros (17ih ¢.) 176, 177

Loverdos, Dionysios: Dormition of the Virgin 302:
Mativity of Saimt John the Baptist (1oth ¢) 114;
Nativity of the Viegin (E. Tzanes) 284; Raising of
Luzarus (1. Kyprios) 133

Loverdos, Dionysios, in the Byzantine Museum: Discent
from the Cross 326; Suint Demetrios (E. Trnes) 262
Saint John the Baptist (G, Vidules) 372 Saim
Spyridim and scenes from his life (1. Moskos) 348:
Suint Theodore {Angelos) 365; Three Hierurchs fe
I500) 94; Three snints (K. Kontarinis) 338: Virgin
Lambovitissa ( E. Teanis) 126

Sisilianos; 4), 37

Stathatos, Eleni: 34, 57: Mirncle of the Rescue 336
Transfiguration (see Benaki Museum) 29

Tsukyroglou, George: Saint Paraskevi (early 17th ) 177:
Transfiguration (15th ¢.) 296 Triumph of Orrthodosy
{second half of 1ouh ¢) W)

Tsatsos, A Adoration of the Magi (16th ¢.) 162, 166

Velimezis, Emilios: 39, 42, 43, 45, 52, 55, 56, 57, 110, 160,
“BY. See index of names and iconographic index

Collections (private): Christ Pamtocrator (15th c.) 143
Darmition of the Virgin (Th, Poulakis) 388 Head of
Christ (D, Pelekisis) 428; Raising of Lazarus (¢, 15060)
133 Saint Nicholas (late 15th c.) 95; Virgin Cilyko-
philousa (second half 15th ¢.) 80; Virgin Hodegetria
(Itthe) 124

Crennadius Library: 40

National Art Gallery: Adoration of the Shepherds (S
Tzankarolas) 376 Lady with ghwes (N, Koutouzis)



426; Viegin and Child (P, Dosaras) 422

BARCELONA

Annungiation { Theotokopoulos) 362, 367

{Former) Mufioe Collection: Annunciation {Theotoko-
poulos) 53

BARI (BARLETTA)
Christ Pantocrator (Th, Vathas) 143

BELGIUM
Malines Museun: Saint John the Baptist (Angebos) 115

BELGRADE
Saimt Demetrios (early 15th ¢.) 254; Picta 273

BOLOGNA

Ant Gallery: Adoration of the Magi (17th ¢} 166: Picti
(17th <.} 273; Saint Anthony (early 17th ¢.) 244; Saint
Jobn the Baptist and scenes from his life (carly Inth
c.) 163, 180, 18]

BRESCIA
Virgin Glvkophilousa { 1th ¢.) Th

BRUSSELS
Museum: Crucifixion (Th, Poulakis) 318

CORFU

Anastasis (18th e.) 370; Baptism (18th ¢.) 370; Beheading
of Saint John (he Haptist (M. Damaskenos) 378
Christ enthroned (M. Damaskenos) 236 Crecifixion
(15t e) 148 Dormition (1. Moskos) 310; Holy
Communion (M. Damaskenos) 200 Miraclke of Saint
Lucian (. Kontarinis) 336: Relic of Saint Spvridon
3500 Saint Alexios (5, Tzankarolasy 1000 Suint
Anthony ( 14ith ) 242; Saint Anthony (E. Tzanes) 273,
278 Saint Demetrios (S, Theocharis) 264 Saint
Gregory Pulomas (E, Tzanes) 278 Saimt John the
Baptist (E. Lambardos) 120; Saint John Chrvsostom
(M. Damaskenos ) U7; Saim Methodios (K. Kontarinis)
370 Saint Nicholis (Th, Poulakis) 95, 345 Suint Peter
(M. Damashenos) 2600 Viegin Hodegetria (150 ¢.) 68

Mitropalitiken Megaron; Christ Pantoerator (M. Dama-
skenos) 143, 145

Municipal Cemetery: Saint Anthony (M. Damaskenos)
Exel

Churches and monasteries

Antivouniotissa: Apveeolifo 142

Evangelistrin at Nymphes: Saint Parskevi kephalophoros
{wall-painting) 177

Hodegetrin: Apostilika 142

Hypapanti: Great Deesis (Saint Andrew) (M. Damaske-
nos?) 23]

Puntokrator: Aprssfika U6

Spelaiotissa: Christ Pantocrator (Th, Vathas) 143

Tasiarchis a1 Kampiello: Gremt Deesis (M. Damuske-
now?) 142 145, 146 (Saint Andrew) 231

CEPHALONIA

Akathistos Hyrmn (5, Teankarolas) 160, 101, 163; Beheading
of Saint John the Baptist (18th ¢.) 314: Crucifidion (17th-
I8th ¢.) 318; Descent from the Cross (Th, Poulakis) 3170:

485

Daoemition { 15th ¢.) 334 Presentution of the Virgin in the
Temple (18th ¢.) 358, Saim Andrew {1Tth ¢) 232 Sain
Barbara (17th ¢.) 176; Saint Nichoks and scenes from his
life {18uh ) 352; Virgin enthroned (Daran) 124

Churches and monasteries

Hypapanti (Gerakis family): Saint Demetrios (181h &)
24

Hagios Andreas, Milapidia: Dormition of the Virgin (late
I7th .} 204

Hagios Nikolaos, Souliroi: Saint Demetrios {17th ¢.) 264

Hagia Parnskevi it Monopelata: Saint Paraskevi kepha-
lophoros (15th ) 178

Charokopes Collection: Saint Anthony (A, Pavias) 242

Kosmetatos Collection: Relic of Saint Spyridon (17th .
350

Vallianai Colleetion: Akathistos Hymn (17th ¢.) 160, l6l,
163

CONSTANTINOPLE

Churches

Hagin Sophia: Viegin enthroned (mosaic) 124
Panagia wn Chalkoprateion: 282

CREMONA
Adoration of the Magi 168

CRETE

Anatoli: Virgin Hodegernn (15th ¢.) 95

Churches and monasieries

Attali w Bali: 214

Dwories: Crucifixion (1673) 318

Gionia: Christ Great High Priest (workshop of A, Ritzos)
23 Crucifivion (K. Palaiokapas) 316, 318 Saint
Nicholis (K. Palniokipas) 9%

Gouvernete; Raising of Lazarus (bema door) 133; Virgin
Gilvkophilousa ( 15th ¢.) 76

Hagia Paraskevi Pediados: Beheading of Suint Paraskevi
(wall-painting. 1516) 179

Hagioi Apostolod, Episkopi Pedlados: Scenes from 1he
life of Saiint Pariskevi (wall-paiming) 178

Hagios Georgios, Apostoloi Pediados: Three Marics al
the Tomb (wall-painting) 201

Hedegetria: Akathistos Hymn (1. Kastrophylakas) 160,
163; Virgin Source of Life {Angelos) 124

Rousospiti: Founiain 214, 436

Sklaverochor: 72 Entry into Jerusalem {wall-painting,
I5th ¢.) 105; Mativity of Saint John the Baptist (wall-
painting, 15th ¢.) 112

Valsamonero: Akithistos Hymn 159, Nativity of Saing
Jahn the Baptist (wall-painting) 72, 112

Viannou: Deesis {Angelos) 126, 127

Vrontesion: Fountain 436

Historical Museum: Head of Christ Pantocrator (E,
Frnnes) 240

CYPRUS

Adlorstion of the Migi (loe 16th c.) 168; Chirist Pantocrator
143: Suint Parmaskevi 176; Virgin Hodegetrin 124

Muonasteries

Hagios Neophwtos, Paphos: Apostalika (1544) 143 Christ
Pamtocrator {loseph Chouris) 143; Christ Pantocrator
(12th e.) 143: Saint Matthew the Evangolist (1544) 143

Panagia Chrysaliniotissi: Great Deests (14th ¢} 142

h—




456

Panagin Kykkou: Virgin of Kykkos 384

Panagia Moutoully: Christ Pantoerator (12th ¢.) 143

Paphos Muscum: Beheading of Sant John the Baptist
(Stylianos priest) 120

DAPHNI
Christ Pantocrator (mosaic) 143

ELASSONA
Olymbiotissa; Akathistos Hymn (wall-painting. 14th ¢.)
159

FLORENCE

Drarmition of the Virgin ( 15th ¢.) 328; Virgin Hodegetria
(A, Ritzos) 72, 76

Medici funcerary monument: (sculprures by Michelunge-
lo} 213

Prato cathedral: (Relic of the Holy Girdle) 284

HOLLAND
Virgin enthroned (15th-18th ¢.) 124

HUNGARY
Esatergom Museum: Entry into Jerusalem (16th ¢) 106,
108

TOANNINA

Annunciation (E. Tzanes) 362; Chrst enthroned (17th ¢.)
127; Christ Pantocrator ( 16th ¢.) 143

Eleouss Monastery (Istand in the lake of loannina):
Akathistos Hymn (17th ¢) 16, 161, 163; Virgin
Eleousa (15th ¢.) 76

Philanthropinon Monastery: Saint Alexios (wall-painting)
WY Saimt Gobdeloas  (wall-painting)  256; Saint
Procopius (wall-painting) 254

KALAVRYTA
Mega Spelaion Monastery: Virgin Spelajotissa 406

RASTORIA

Christ Pantocrator (1. Permeniatis) 143; Epistyle 251
Virgin {double-sided fcon) (12th ¢y 240

Churches

Hagivs Nikohios: Ssim Paraskevi kephalophoros (wull-
painting, 17th ¢.) 177

Panagin of Archon Apostolakis: Saint Alexios (wall-
painting. 1Tth ¢.} 1M

KOS

Darmition of the Virgin {G. Klontzas) 308 Dormition of
the Virgin (A. Emboros) 30 Virgin Hodegetria
(14th-15th c.) b8

LEBANON

Abiu Adal Collection: Crucifision (Th. Poulakis) 315
Triptych (Stylunos priest) 151, 162, 153, 180, 181

Saint Athanasios (late 16th ) 98; Saint Nicholus (late
[6th ¢.) us

LEFKADA

Christian Art Collection: Teon (K. Kontarinis) 340

Church of Hagios Spyridon: Dead Christ with angel
ihema door of Roval Door) (Tomazo Tren) 218

Public Librury: Entry into Jerusalem (second half of 151h
o) 108, 108, 110

LIVORNG
Musen Ciview: Deesis and saints (1792) 410

LONDON

Dead Christ upheld by angel (ceramic plague, B.
Spranger) 208: Dormition (A, Riteos) 328; Entry into
Jerusalem (late 14th ¢.) 105, 110 Head of the Virgin
234; Saint Anthony (13th c.) 244; Saint George (17th
.} Saint Nicholas (late 16th ¢.) 98; Saimt Paraskevi
(14th c.) 176, 178; Virgin Hodegetrin (16th ¢.) 70

British Muscum: Saint Peter (14th ¢.) 266; Triumph of
Chrthedoy (¢ 14001) 85, W1

National Gallery: Pieta (G, Bellini) 204, 207 Pietd
{Michelangelo) 207

Temple Gallery: Saint Andrew (16th ¢.) 230

MADRID

Escorial Library: MS Akathistos BLL 19, 160, 162, 163

Lazzro Galdeano Museum: Adoration of the Magi 54

Museo del Prado: Annunciation (Theotokopoulos) 202,
302, 367 Crucifivion (Theotokopoulos) 203 (see
Toledo): Pietl (A, da Messing) 204

Thyssen-Bomemises Collection: Annunciation { Theoto-
kopoulos) 49, 53, 362, 367

METEORA

Monusteries

Hagivs Nikolios Anapafsas; Presentiation of Christ in the
Temple (wall-painting, Theophanisy 290; Raising of
Laarus (wall-painting) 134, 138: Saints {Theophanis)
148

Metamorphesis: Christ Pantocrator (wall-painting. Theo-
phanis) 144

Varlaam: Saint Gobdelaas (wall-painting) 286; Saint
Procopius (wall-painting) 254

MODENA

Giallerin Estense; Tripiveh {Theotokopoulos) 43, 52, 55,
57, 190, 200, 26, 218, 351, 362, 363, 364, 365, 366, 367,
Jns

MOSCOW

Historical Museum: Madre delli Consoluzione 310, W
(M35 Akathistos no, 429) 160 Saint Anthony 244; Saim
Gieorge 262 Saint John the Baptist (14h c.) 118

Kremlin Muscum: Saint Peter (17th ¢.) 266

Tretiakov Gallery: Triptych; Metastasts of Saint John the
Theologian (15th ¢.) 161; Virgin Hodegetria (14th ¢
[

Zagorsk Museum: Virgin Perivieptos (second half 14th
&) o8

MOUNT ATHOS

Muonasteries

Chilandar: Christ Pantocrutor (wall-painting 19th-15h ¢.)
143; Great Deesis (Aposofika 14th ) 142, 143; Suim
Mitthew 143 Saint Procopius (wall-painting) 254;
Virgin Eleousi (14th ¢.) 68, 71

Dionysiou: Beheading of Suim John the Buptist 17%;
Christ Pamoscrator (wall-painting 1557) 143: (MS el



i, S8T) 201; Great Deesis { Euphirosynos) 142

Docheiarion: Akathistos Hymn (wall-painting) 159 Saint
Alexios (wall-painting) 100; Triumph of Orthodoxy
{(wall-pamting. Theophanis) 90

Gireat Lavea: Akathistos Hymn (wall-painting, Theopha-
nis) 159 Ascent to the Cross (wall-painting, Theopha-
nis) 170 Christ  Pantocrator  (Theophanis) 143
Descent from the Cross (1 Apakas) 322 Descent from
the Cross (Theophanis) 324; Entry into Jerusalem
(Theophanis) 108, 136; Great Deesis {Theophanis)
147; Massacre of the Innocents (Theophanis) 158
Raising of Lazarus (wall-painting. Theophanis) 13,
134 Transfiguration 29%:; Triumph of Orthodosy
{wall-painting, Theophanis) 90
Refectory: Akuthistos Hyvmn (wall-puinting, Theopha-
nis) 162 Saints (wall-painting, Theophanis) 145

Hagios Pavios. Side chapel of Hagios Georgios: Raising
of Lazarus (wall-painting) 130, 132

Iveron: Dodecuorion { Theophanis) 138 Side chapel of
Hagios Eustathios: Akathistos Hymn 160

Kirakalou: Virgin Galakiotrophous 406

Kastamonitow: (MS Menologion) 100

Lovra, see Great Lavro

Molyvokkbesin: Christ Pantocrator (wall-puinting, Theo-
phanis) 144

Protaton: Great Decsis (Theophanis) 142, 147) Saint
Peter (Theophanis) 20b; Saint Procopius  (wall-
painting) 254

Stavronikita: Christ Pantocrator (Theophams) 143, 144:
Doubting of Thomas (Theophanis) 332: Entry into
Jerusalem (wall-painting, Theophanis} 108, 11k
Gireat Deesis (Theophanis) 142, 147, 231 Massacre
of the Innocents (wall-painting. Theophanis) 150;
Metastasis of Saint John the Theologion (e, 1300}
I61; Presentation of Christ in the Temple
(Theophanis) 20 Prophet Elijah (M. Damaskenos)
342 Raising of Lazarus (wall-painting, Theophanis)
136, 138; Saint Antypas {18th ¢.) 338 Saint Nicholas
(14th o) 920 Saim Procopius  (wall-painting.
Theophanis) 254, Triumph of Onhodoxy (wall-
painting, Theophanis) 90
Refectory: Saimts (wall-painting, Theophnis) 148

Vatopedi: (Relic of the Holv Girdle) 284

Kenophontos: Descent from the Cross (wall-painting )
34

MUNICH
Birth of the Virgin (15th ¢} 112
Psalter (late 14th ) 118

MYSTRAS

Pantunassa: Entry into Jerusalem (wall-painting) 105
Raising of Luzarus (wall-painting) 130, 132

Perivieptos: Christ Great High Priest (wall-painting) 236;
Raising of Lazarus (wall-painting) 130, 132

MYTILENE
Mudre detln Consalazione {(15th ¢.) 172

NAXOS

Catholic church of the Panagia ton Chionon: Virgin
Cilykophilousa ( 15th ¢} 82

Virgin Glvkophilousa 50

NEW YORK
Chiristie’s: Crucifision { Theotokopoulos) 54, 302

OCHRID
Saint Matthew the Evangelist ( 14th c.) 143: Virgin
Periviepios (14th ¢.) 68; Virgin Psychosostrin { 14th c) 68

OXFORD

Ashmolean Museum: Rawsimg of Luzarus (second half
I5the) 133

(MS 1322-1340) 392, 3%

PADUA

Church of Saimt Anthony (Samo): Pieth with angels
(refief, Donatello) 204

Ercole d'Este Collection 33

Musei Civici: Head of the Virgin 234; Pieth 273, 274

PARIS

Louvre: Pietd (drowing. G, Clovio) 208; Saint John the
Bapiist (16th e.) 118

Kleimberger Collection: Adoration of the Magi (Theo-
tokopoulos) 54

Miarchos Collection: Entombment ( Theotokopoulos)
210

PARMA
Wirgin Hodegetria (A, Ritezos) 72

PAROS
Saint John the Baptist (Ph. Skoulos) 1205 Saint Spyridon
{second hall 15th ¢.) 348

PATMOS

Chirist Great High Priest (workshop of A, Ritaos) 95, 23
Deesis (L Apakis) 231: Descent from the Cross (18th
¢) 322 Entry into Jerusalem (15th c) 105, 133
Lamentation (wall-painting. Refectory) 3925 Presenti-
tion of Christ i the Temple (M. Damaskenos) 1705
Risising of Lazarus and Presemtation of Christ in the
Temple (15th ¢.) 133, 290 Relic of Saint Spyridon (Th.
Poulakis) 350; Saint Catherine (5. Theocharis) 255:
Samnt Jumes the Less (1600-1610) 344 Saint John the
Baptist (late 16th ¢.) 170; Saint Paraskevi 176; Triptych
(G, Klontzas) 194; Virgin 95; Virgin enthroned (A
Ritzos) 124, 126, 127, 128; Virgin Glykophilousa 76

PATRAS
Virgin Alethin (lute 14th ¢.) b8, 70, 71

PHILADELPHIA
Philudelphin Museum of Art. John G. Johnson Collection:
Picti {Theotokopoulos) 202, 203, 207

PRINCETON
Deesis (early Torh e.) 300

RAVENNA

Adorution of the Magi (17th ¢.) 6 Annunciation (15th
c.) 363 Saimt Andrew (1Tth ) 231, 232 Saint
Paraskevi (17th ¢.) 176; Virgin Glykophilowsa (16th ¢.)
124; Virgin Hodegetria 1245 Virgin the Unwithering
Rose (18h c.) 402

487



RECKLINGHALUSEN
Lamentation (15th ¢.) 306

RENNES
Museum: Pietis (drawing, G. Bellini) 204

RHODES
Saint Luke the Evangelist (14th ¢.) 144; Virgin Hodegerria
{rmd-14th ¢.) 68, T

RIMINI
Pieth (G, Belini) 204

ROMANIA
Humaor Monastery: Akathistos Hymn 159, 256

ROME

Virgin Hodegetrin (A, Riteos) 84: Virgin Hodegetria (A.
Pavias) ™)

Chureh of Ciesi: 214

Obigr Collection 53

Paluzzo Farnese: 213

Porta Pin: 213

Villa Caprarols: 210

ROSSANG
Pictd (A Pavias) 272

SAINT PETERSBURG

Hermitage: Adoration of the Magi (A, Pitzamanos) 172;
Adoration of the Shepherds 170; Nativity of Saint
John the Bapaist 112, 115; Saim Anthony 244: Saint
John the Baptist (16th ) 121: Virgin Glykophilousa
80, 82; Virgin enthroned (15th ¢.) 126

SANTORINI
Lamentation { 15th=-161h ¢.) 3%

SARAJEV(Y
leon (N, Ritzos) 105, 290, 316

SICILY

Cefall: Christ Pamocrator (mosaic) 143

Monreale: Christ Pantocrator {mosaic) 143

Sunts Sophia at Piana degli Albanesi: Saint Catherine
(late tath c.) 1 76; Snint Nicholas (151h ¢.) 95

SINAI

Monastery of Hagin Aikaterini: Deesis: Chirist - Virgin -
Saimt Phanourios (15th ¢.) 300: Darmition of the
Virgin (G, Klontas) 308; Entey into Jerusalem (16th
e) 106, 1HE Head of Saint George (13th ) 240,
Lamentation {early 15th ¢.) 392, 396; Nativity of the
Wirgin (late I c.) 112; Saint Antypas (151h ¢.) 338:
Saint lohkn the Baptist (12th e.) 118; Saint John the
Baptist (13th c.) 118; Saimt John the Baptist (Vietor)
120; Virgin enthroned (E. Tzanes) 1246; Virgin. Source
of Life {(1Tth ¢.) 124

SIPHNOS
Church of the Panogin Ouranophoros: Saint Paraskevi
and scenes from ber life (1Tth ¢.) 160, 163

SKOPELOS
Akathistos Hymn {15th ¢.) 160, 163

SPAIN
Jovellanos de Gizon Institute: Praver in Gethsemane
{drawing, Theotokopoulos) 199

STEMNITSA
Suint Spyridon und scenes from his life (18th ¢.) 350

SWITZERLAND
Saint Paraskevi 178; Virgin - Saint George - Saint De-
metrios

SYROS
Drarmition of the Virgin ( Theotokopoulos)y 190, 198, 199,
2000, 200, 07, Mm

THESSALONIKI

Churches

Hagia Sophi; Christ Wisdom of the World (Museum of
Byzantine Culture) | 14th c.) 245

Hagios Nikolwos Orphanos: Akathistos Hymn (wall-
painting, 14th ¢.j 159

Panagia  Chalkeon:  Akathistos  Hymn  (wall-painting,
I4th ¢} 15%

TOKY(D
leon (A Ritzos) 242

TOLEDO

Santo Doemingo ¢l Antiguo: Holy Trinity ( Theotokopou-
los) 202, 203, 204, 213, 214 (in the Musco del Prado)

Hospital of Saint John 213

TRANI
Virgin Glvkophilousa (A. Riteos) To

TRIESTE
Adoration of the Magi I66: Virgin Hodegetrin (A,
Ritzos) 54

TURIN
Doemition of the Virgin (A, Riteos) 308, 330

VATICAN
Muscum: Adoration of the Magi (late 16th ¢, 168

VENICE

Biblioteca Marcinne: (Georgios Klontzas MS) 151, 162,
312, 362, 363

Cireek Institute of Byzantine and Postbwzantine Studies:
Dormition of the Virgin { 15th ¢} 308; Dormition of the
Virgin (16th ) 214: Dormition of the Virgin (A
Ritzos) 330k Doubting of Thomas (E. Tzanes) 202
Doubting of Thomas (F. Sarnkinopoutos) 332 Head of
thie Virgin 234: Pieth 273; Presentition of Christ in the
Temple (M. Damaskenos) 200; Presentation of Christ
in the Temple (G, Klontsas) 200 Saint Catherine 258
Saint James the Less (E. Tzancs) 344; Saint Menas (L
Lambardos) 240 Saint Spyridon (E, Teanfournaris)
ME; Triumph of Onhodosy (E Tzanfournaris) 90
Virgin Kardintissa 273



Museo Correr: Annuncigtion (Th, Poulakis) 362; Saint
Spyridon (E. Tzanes) 278, 348 Virgin enthroned (1,
Permeniatis) 96; Virgin Hodegetria (15th ¢.) 68

Palwzzo Dueale: (mascherone) 436

Churches

Chapel of the Ospedale: Saint Ursula (Tintorento) 286

Saint George of the Greeks: Baptism (M, Damaskenos)
194; Christ Puntoerator (14th ) 143; Peter and Paul
(M. Damaskenos) 194 Presentation of Christ in the
Temple (M. Damaskenaos) 290

San Vincenzo Ferreri: Pieta (G, Belling) 204

Santa Fosca: Pieti (Petros Klmdos) 272

Santa Maria dell'Orto: Miracle of Saint Agnes ( Tinto-
retn) 284

VEROIA

Saint  Parnskevi 176 Saimt Procopius 234; Virgin
Hodegetria (14th ¢} T0; Virgin *Pammakaristos’ ( 16th
c.) T

Churches

Prophetis Elias: Christ 252

Hagios Georgios: Christ { 1643) 252

Hagios Georgios of Archon Grammatikos: Gregory
Palamas (wall-painting) 252

Hagios Viasios: Epistyle of the iconostasis (e 1360) 251

VIENNA

Albertina: Dead Christ (drawing, Michelangelo) 207;
Virgin's Lament (engraving, M. Ruimondi) 206

Kieslinger Collection: Adorution of the Magi { Theotoko-
poulos) 54

VITSA
Church of Hagios Nikolaos: Saint Alexios {wall-painting)
100

WASHINGTON
National Gallerv: Expulsion of the Merchants: from the
Temple 190, 194; Saint Martin { Theotokopoulos) 203

WILLIAMSTOWN
Entry into Jerusalem (late 14th ¢.b 105, 106

(FORMER) YUGOSLAVIA

Arilje: Saint John the Baptist {wall-painting, 1296) 118,
176

Decani: Litany scene (wall-painting. 14th ¢.) 8%

Mileseva: Three Maries at the Tomb (wall-painting, 13th
¢.)

Split, Archacological Museum: Adoration of the Shep-
herds (A Pitzamanos) 172

ZAKYNTHOS

Metropolitikon Megaron: Nativity of Christ (A, Kriezas)
N

Salomos Muscum: Adoration of the Magi (N. Kallergis?)
51 Anmunciation [18th ¢.) 364; Assumption of the
Virgin (17th ¢} 436; Entombment (19th ¢.) 426

Zakynthos Museum: 45, Adoration of the Magi (17th ¢.)
44 Adoration of the Shepherds (N. Koutousis) 366;
Annuncigtion (N, Kamounis) 367 Baptism (N,
Kantounis) 306: Beheading of Saint John the Baptist
(1Tth e} 314, 315, 378 bema doors {19th ¢} 300

Christ enthroned (Angelos) 96; Christ on the Cross
(19th ¢} 54: Crucifixion (17th ¢.) 318; Dead Christ
with angel (1%h ¢.) 217; Dormition of the Virgin (17th
.} 3M4; Dormition of the Virgin (17th-18th c.) 33k
Droubting of Thomas (17th ¢.) 332 Entombment 426,
Entry into Jerusalem (161h ) 106, 108 Maria
Cleophas (1%th ¢} 219 Mativity of Saint John the
Baptist (16th e.) 112, 114; Presentation of the Virgin
it the Temple (18th ¢.) 358, Saimt Charalambos and
scenes from his life (M. Kallergis) 352, 334; Saint
Gieorge (N. Kallergis) 365; Saint John the Baptist (M,
Dramuskenos) 118: Saint Luke the Evangelist puinting
the icon of the Virgin (17th ¢.) 200; Saim Theodore
(N, Kallergis) 365

Churches and monasteries

Akathistos: Praver on the Mount of Olives 2149

Anaphonetria: Virgin Anaphonetria 351, 365

Analepsis: Lamentation (N, Kowtouzis) 219

Estavromenos: Dead Christ with angel 217; Deesis with
Virgin, Saint John the Baptist and Saimt George
kephalophoros 302 (see Cal. no. 35)

Hagia Aikaterini tou Grypari: Entry into Jerusalem 106;
Passton of Christ (hema door) 217

Hagia Aikaterini, metochi of Sinai: Three Hierarchs
(16th e.) 94

Hagia Anna: 218; Saint Spyridon (wall-painting) 351

Hagios Amonios Andritsis: Adoration of the Magi (late
l&th ¢.) 49

Hagin Marina at Faya: Dead Christ upheld by angel
{Raval Door) 217

Hagios Charalambis ot Potami: Dead Christ upheld by
angel {Roval Door) (N, Kallergis?) 217

Hagia Triada Gaitaniow: Bebeading of Saint John the
Baptist 315 (see Zakynthos Museum)

Hagios Andreis tou Avouri: Descent from the Cross (N,
Kantounis) 219, 426

Hagios Demetrios tou Kolla: (bema doors) 390 {see
Lakynthos Museum)

Hagios Dionysios: Adoration of the Magi (N. Doxaras)
5l

Hagios Georgios 1si Kalogries: Saint Gobdelans (wall-
painting, E. Teanes) 280, 289

Hagios Georgios tsi Kyprionas: Descent from the Cross
I, Kantounis) 4260

Hagios Konstuntinos at Kipoi: Dead Christ upheld by
angel (bema door) 217

Hagios Loukas: (portal frame) 214

Hagins Nikolaos ton Xenon: Beheading of Saint John the
Baptist {second half 15ih ¢} 378

Hagios  Spyridon  Flambourfaris:  Annunclation (N,
Koutouzis) 367: Dead Christ upheld by ungel (bemn
door) 217

Hagioi Tessarakonta: Dead Christ upheld by angel
{Royal Door) 217

Hypapanti at Machaimdo: (portal frame) 214

Kyrin ton Angelon: Angel (door of dinkonikon) 218;
Dead Christ upheld by angel (Rowal Door) 218
fconostusis 218

Panagia Langadionisss, Ano Gerakario: Dead Christ
upheld by angel (hema door) 217

Panagia tou Tsouroufli: Dead Christ upheld by angel
(hema door of Roval Door) (N. Kallergis) 217: Saint
Theidore, Saint George 365 (sec Zakynthos Museum)

489



90

Pantokrator: Angel with Holy Mundylion 218
Zinwlochos Pigic Dead Chirist upheld by angel 217

Muorafion Collection: Crucifixion 202
Stanley Moss Collection: Entombment 208

ICONOGRAPHIC INDEX

Achilleos, Samt 338

Adam and Eve 156, 205, 206

Adoration of the Mogi Cat. no. 15, 43, 47, 49, 51, 52, 53,
54, 55, 56, 151, 154, 161, 162, 166, 168, 172, 190, 198,
1599, 200, 200, 203, 436

Adoration of the Shepherds Cat no. 30, 57, 166, 170, 365,
366, 374, 370

Akathistos Hymn (Stanzas) Cat. no. 14, 56, 150, 154, 159,
L6, 161, 162, 163, 180, 151, 402

Alexander, Saint Cal. no. 43, 126, 334, 336
seenes of martyrdom 336

Alexios, Saim Cat. no. 7, 100

Anastusis { Descent into Hell) 156, 161, 162, 274, 370 434

Ancient of Days 300, 302, 388

Anddrew, Seint Cat. no. 18, 56, 138, 228, 230, 232, 314, 338

Angel 150, 184, 188, 189, 200, 201, 202, 204, 305, 206, 208,
217, 218, 304, 346, 350, 354, 356, 3041, 362, 303, 36d,
3o
with bored leg 185, 200, 206, 218, 366;
Tying 49

see also Christ dead upheld by angel

Anna, Prophetess 170, 290

Annc. mother of the Virgin 354, 308, 424, 424

Annunciation Cal. no. 48, 49, 51, 32, 53, 55, 57, 150, 151,
161, 202, 218, 351, 352, 356, 360, 362, 363, 364, 365,
367, 368

Anthony, Saint Cat. no. 22, U8, 148, 232, 242, 45, 273,
78

Antypas, Saint Cat. no, 44, 336, 338, 344

Arius U2, 346

Ascension of Christ 154, 162

Ascent of Christ w the Cross 170

Assumption of the Virgin 154, 306, 308, 436

Athanusios, Saint 9% 410

Baptism 118, 194, 365, 366, 370

Barbani, Saint 176

Basil, Soint Cat. no, 52, 352

Beheading of Saint John the Baptist Cat, no, 37, 51, 57,
18, 179, 180, 312, 314, 315, 378

Beheading of Saint Paraskevi 175, 180

Burial of Count Orgaz 203

Catherine, Saint Cat. no. 26, 537, 176, 177, 258, 308
kephatophoros 176
Charalimbos, Saint 246, 332, 354, scenes of his Jife 352
Christ on the Cross 54, 174, 176, 177, 258, 3138
dend 207
dead upheld by angel 206, 208, 217, 218
enthroned 9a
in Glory 274
Gircat High Priest Cat. no. 20, 56, 45, 236
Pantocrator Cal. no, 24, 56, %6, 47, 143, 144, 145, 146,

240, 248, 250, 251, 252
Wisdom of God 245
see also Head of
Chirist and the Woman of Samaria 163
Cosmus, Saint 246
Crucifixion Cal. no. 38, 54, 70, 148, 202, 203, 215, 272
3o, 31K, 323, 326, 416
Crucifision of Saint Andrew 232

Damian, Suint 240

Deesis Cat. no. 23, 35, 5%, 62, 68, 126, 127, 142, 234, 240,
246, 270, 3K, 309, 400, 410
(Great) Deesis 142, 146, 147, 231, 232, 248

Demetrios, Saint Cat. no. 27, 254, 260, 262, 264, 400, 402,
S

Denial of Peter 138

Descent from the Cross Cat, no. 39, 40, 49, 57, 38, 214,
219, 272, 318, 30, 323, 324, 336, 3T, 372, 426, 430

Descent into Hell fsee Anastisis)

Duoulting of Thomas Cat no, 42, 159, 162, 292, 332

Elijuh, Propher Cot. ne. 52, 958, 204, 206, 298, 382

Elizabeth 112, 115

Embrace, Elizabeth-Virgin 151 Zacharias-Elizabeth |14

Entombmem 210, 426

Entry into Jerusalem Cat. no. 8, 56, 102, 104, 105, |08,
110, 132, 133, 320

Expulsion of the Merchants from the Temple 190

Finding of the head of Saint John the Baptist 115
Flight into Egypt 154, 162

Giabriel's Mission to the Virgin 362

Givorge, Saint 177, 260, 262, 284, 302, 304, 35, 305, 400,
402, 404

Kephalophoros 176, 300, 302

Gift of the Virgin's Girdle 1o Thomas 284, 316

Ciobulelinas, Saint Cat. no. 32, 57, 280, 282, 286, 258, 289

Ciregory Palamas, Saim 252, 278

Head of Christ Cat. no. 21, 240
Heud of Dead Christ Cat, no, 71, 43, 57, 428
Hewd of Saint George 240
Head of Saint John the Baptist 240
Head of the Virgin Cat. no, 19, 56, 234, 240)
Herod 116, 378
Herod's banguet 314, 378
Hierarchs, Three 94
Holy Communion 163, 200
Holy Girdle 282, 284, 186
Holy Mandylion 214
with Angel 205, 218
Holy Soros (Sacred Chest) 252



Haoly Spirit 300, 302, 388
Holy Trinity 201, 202, XM, 388
Haspitality of Abrabam 201

Tonnnikios, Saint 58

James, Apostle Cat. no, 24, 248, 250, 251, 294, 29, 298
James the Less Cat, no, 45, 340, 342, 344, 414
Jephonias 306, 328, 388, 3% 1
Jouchim 114, 354, 356, 398, 424, 426
Iohn, Apostle 207, 294, 296, 295, 316, 320, 324, 392, 396
John the Baptist, Saint Cat, no. 10, 97, 100, 116, 118, 120,
163, 172, 180, 230, 246, 300, 302, 312, 314, 315, 366,
372, 378, 400, 410, 420
kephalophoros 176
sgenes from his life Cal no, 67, 94, 97, 412
John Clirvsostom, Saint Cat. no. 63, 94, 97, 412
Juhn the Theologian, Saim 256, 270, 272
Metastasis of 161
Toseph 51, 151, 154, 166, 168, 172, 290, 298, 374, 425, 426
Joseph of Armathea 270, 272 320, 324, 370, 392, 3%
Joseph. hwmnographer 402
Journey of the Magi 151, 161, 162, 374
Judas 105
Julitta, Saint 410
Justinian, Emperor 282

Kervkos, Saint 410
Kissing the hand ot the Bishop of Zakynthos-Cephalonia
Gerpsimos Loverdos 434

Lamentation Cal. no. 56, 37, 219, 272, 331, 392, 34
see also Virgins Lament

Laast Judgement 302

Last Supper 138

Lazarus 130, 132, 133

Luke, Evangelist Cab no, 24, 144, 146, 231, 248, 250
painting the icon of the Virgin 43, 45, 47, 49, 51, 52,
160, 198, 2000, 201, 346

Mark, Evangelist 146, 232

Martin, Saint 203

Mary Cleophas 219

Mary Magdalene 133, 203, 320, 323, 392, 396

Mary and Martha {Lazsrus's sisters) 130

Mussucre of the Innocents 150

Matthew, Evangelist Cat, no. 13, 56, 118, 140, 142, 143,
144, 145, 147, 148, 23], 248, 202, 204

Menas, Saint 240

Methodios, Patrinrch 56, W

Methodios, Saint 370

Michael, King 86

Miracle of Saint Agnes 284

Miracle of the Holy Girdle Cal. no, 31, 57, 252

Miracle of San Idelfonso 203

Miracle of Saint Lucinn 336

Miracle of the Rescue 330

Moses 204, 2h, 208

MNativity of Christ 151, 161, 162, 298, 374, 434

Nativity of Saint John the Baptist Cat no. 9, 56, 112, 114,
115

Nativity of the Virgin 112, 114, 284, 426

Micholas, Saint Cat. no. 6, 3, 35, 56, 37, 92, 95, 496, 95,
146, 245, 246, 256, 273, 276, 278, 280, 342, 344, 348,
352, 400, 410, 416
scenes from his life 348, 352

Midodemus 320, 324, 392, 390

Paraskevi, Saint 32, 58, 174, 177, 175, 181, 256
kephalophoros 176, 177, 178
seemes from her life Cob nos 16, 174, 175, 180

Passion of Chrisi - Picth with angels Cat. po. 17, 43, 52,
55, 56, 58, 184, 199, 200, 200, 202, 203, 2, 205, 206,
207, 208, 211, 213, 214, 215, 216, 217, 218, 219, 351,
A2, 304, 306, 3T0, 428, 420, 431, 436

Peter, Saint 132, 133, 138, 266, 294, 206, 2u8, 332

Peter podd Paul, Sumnts 194

Phanourios, Saint 300

Pieth Cat. no. 29, 207, 208, 213, 270, 272

Pieti for Vittoria Colonna 207, 211, 213
see also Christ dead upheld by angel

Praver 198, 219

Presentation of Christ in the Temple Cal no, 33, 37, 70,
140, 145, 150, 154, 161, 162, 170, 200, 320, 424, 425, 426

Presentation of the Virgin in the Temple Cat. no. 47, 57,
6%, 352, 354, 358, 303, 364, 3985, 200, 424, 426

Procopius, Suint Cat. no. 25, 254, 256, 278

Ralsing of Luzarus 36, 130, 133, 138, 320
Repentance (last night) 434
Resurrection (sec Anastasis)

Salome 312, 314, 315, 378
Simon, Saint Cat. no. 24, 248, 250, 251
Simon-Peter, Saint 206
Skylovannis 260, 264, 265, 400, 402
Spyridon, Saint 245, 278, 30, 344, 346, 351, 352, 356, 358,
363, 364, 4060, 414
Relic of 346, 348, 350
seenes from his life Cat, no. 46, 346, 348, 350, 354, 304
Symeon 154, 200, 354, 358

Tabermacle 213, 214

Theodors, Empress 86, 434

Theodore, Bishop Sé

Theodore, Saimt 331, 363

Theodore, the Studite 8o, 83

Theodosia, Saint 86

Theophanis, the Confessor 86
Theophilos, Emperor 434

Thomus, Apostle 284, 30k, 332, 346
Three Maries at the Tomb 201
Transfiguration Cal. no. 34, 4, 298, 309
Trivmph of Orthodesy Cat no, 3, 56, 86, 85, )

Ursula, Sainn 286

Veroniea, Saint 54, 35, 203, 218
Virgin Alethind 68, 70, 71
Amuolyntos 74, 80, 180
Anaphonetria 350
ton Chionon 52
Eleousa 68, 74, Th
enthroned Cat no. 11, 96, 122, 124, 242
Cialaktotrophousa the “Speliiotiss’ Cat. no, 61, 406, 408
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Gilvkophilousa (see of Tendemess)

Hodegetria Cat. no. 1, 4, 56, 66, 70, 84, 8k, 90, U5, 47,
125, 240, 406

Kardiotissa 80, 273

of Kyvkkos Cal. no, 33, 354

Eyriotissu 136

Lombowitissa 126

Lypemeni or Threnodousa 176

Madre della Consolazione 80, 84, 95, 96, 124, 126, 172
Mater Misericordiae 162

Pammukiristos 70

Perivieptos 68

Psvehosostrin 68

Source of Life 124

of Tendemness Cat, o, 2, 3, 36, T4, 78, 80, 124, 41%

the Unwithering Rose Cat. no, 60, 400, 402
Vinchernitissa 159
of Wiadimir Cat. no. 66, 418
see ailso Head of

Virgin and Child Cat. no. 68, 57, 366, 408, 422, 425
with twi angels 206

Virgin with Saints Marting and Agnes 203

Virgin's Lament 206

Virgin's Mantle 162

Visitation 112, 114

Washing of the Feer 138

Lacharias, Prophet 112, 114, 115, 398
Zoe, Empress 282

INDEX OF NAMES®

Acheimastou-Poramianon

Adamantion, Adamantios 41, 42, 217

Agupitos, Michae| 218

Albersi 203

Alvarez-Lopera, José 362

Angelos 42, T2, 92, 95, 9a, 118, 120, 124, 126, 127, 128,
143, 146, 2Th, 278, 351, 365

Apakas, foaants 231, 322, 323

Arkadios 282

Athinasios, the Cretun 289

Aelron 372

Baltoyanni, Chresanthi 68

Beassinn, facopa |66

Hetling, Giovanmi N4, 214, 422
Benakis, Antonios 34, 40, 43, 54, 52
Bonesone 362

Bonomi, Ginetio 54

Beniales, Marinoy Tranes 218

{le) Brn 372

Calvos, Andreas 41

Canellopoulos, Pavios 39

Carrachy, Annibale 432

Carrugfio 362, 363

Caviggiol 54

Chatzidakis, Manolis 47, 92, 100, 105, 114, 118, 133, 180,
1'K), I3}, 232, 236, 354, 284, 286, KD, 320, 326, 366

Chatridakis, Nano 52

Chintis, Panayotis 45

Choreris, foseph 143, 206

Clesvier, Ciinlio 208, 210, 211

Constantine, Emperor 42

Constamtoudaki Maria 143, 215

Corner, Jacobus 365

Cont, Cormelis 208, 211

Cossio M5

* Mamis of pointers and other artists ure in jtalics

Dhnsaskenon, Michoe! Cat, no, 18, 41, 42, 56, 57, 97, 118,
143, 145, 146, 170, 178, 150, 181, 194, 200, 231, 232
236, 242, 262, 266, 290, 312, 315, 378, 382

Dyarvmnas, fakovoys 124

Lrametrions 02, 408

Dimakopoulos, Jordanis 214

Diomysios of Fournas 100, 159, 178, 314, 336, 338, 342,
348, 350

Dhomateilo 24

Dewusrees, Nikewlors Cat, no. 68, 41, 51, 55, 57, 422, 426

Durvras, Pamayoris Cal. no, 68, 40, 41, 42, 55, 57,302, 372,
422, 426

Dramdukis, Nikolaos 280

Phiirer, Afbreche 204, 205, 206, 207, 206, 211, 214, 362

Embowe, Ambwosior 30)
Enplinsynes 142

Famnese, Alessandro, Cardinal 210
Fitourou-Hesyehakis, Kando 2060, 214
(Du) Fresne 372

Cihivi 362, 363
Croftzites, Hendnk 208, 210

Hutorpar W)
Haopfer. Peier M4

Juowins, Paulus 214
Justi, Karl 42

Kairopfivlas, foannis Cat, po, 30, 55, 318, 324, 326, 336

Kallanas, Andreas Cat, no, §1, 378

Kiillergis, Antonios 216, 218

Rallergis, Frsmgiskon or Fruntzeskos 218, 352, 363

Kallergis, Mutthaios 216

Rurllergis, Nikolaos Cat. no. 46, 47, 48, 49, 51, 52, &4, 55,
ST, 217, 208, 144, 340, 348, 350, 351, 352, 354, 356, 158,
dnll, 363, 364, 365, 367, 368, 431

Kalligas, Marinos 422



Kallinikos, monk Cat. no, 11, 122

Kulonas, Andreas 2580

Katlonas, Nikolaos (see Sigouros)

Kaloyeropoulos, Demetrios 41

Koloveropaulos, Nikolaos 41, 422

Kumiouinis, Nikotaos 41, 49, 52,54, 55, 219, 366, 367, 426

Karydis. loannis 160

Kastrepiylakers, ferenis 160

Faitramis, Mikolos 45, 280

Katsaras, loaonis 40

Riadox, Petrow 272, 273, 274

Klomizas, Georglos 41, 57, 151, 162, 194, 258, 204, 369,
30w, 309, I, 363

Kolvas, Alexios 39, 45

Konomos, Dinos 45, 47, 422, 428

Komtarings, Kemstuntinos 57, 58, 326, 334, 336, 338, 340,
344, 370

Kenifarthis, Clerisimos, priest 58, 358, 300, 394

Kentoeezis, Nikidaos Cat. nos 69, 70, 41, 49, 52.5%,55.50,
214, 3ieh, 30T, 424, 244

Kreziay, Apostolos Cat, ne. 30, 374, 376

Kronion 334

Kyprios, fasnnis 133

Lambakis, Georgios 39

Lamibardos, Emmanue! 41, 98, LIS, 120, 121, 166, 176,
734, 230, 238, 240, 258, 3%

Lambardos, loakeim 58, 328

Luambikis, Christianos 40

Lazaros 1, Prince of Serbia 284

{chal) Legname, Desiderio 216

Leon the Wise, Emperor 283

Leos (Morkax?) Cat. no, 35, 41, 58, 270, 300, 302, 309, 326

Loverdis, Dionysios 34, 40

Muakaros HES

Malachi, Prophet 115
Muarascali 54

Murinelli, Sandm X3
Muvroyvannis. Gerasimuos 43
Muyer, August 43, 32, 54
Muzarakis, Georgios 47
Mertzios, Konstantinos 45, 274
i) Messena, Artenellor 204
Miami, Luca 55

Michelaagelo 207,211, 213
Moskos, Dewreetrios 156
Muoskos, Mias 41, 298, 302,363
Moskos, Joarmis Cat, no. 36, 41, 57, 174, 306, 310, 348
Mok, Leoy (see Leos)
Moustonydis. Andreas 42

Nikodemos Hagloreitis 336, 338
Newmikers, Demetrics Cal, no, 42, 41, 332, 392, 34

Olgar, Qicen 39
Onorios, Emperor 100

Paluiokapas, Konxtantinos 98, 310, 218
Prllades, lerenias 176, 236, 238, 258
Pallentior 213

Pallucchini, Rodollo 43, 52, 362
Panayotakis, Nikos 211, 215
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Papantoniou, Zacharias 41

Papuyannopoulos, Anastasios 40, 43

Papayannopoulos-Palaios, A.A. 40

Pavins, Andreas 41, 90, 170, 242, 272

Pelekasis, Demenioy Cat, ne. 70, 40, 42, 43, 45, 55, 190,
428, 430, 431, 434

Pereniotis, Toannis 96, 143, 166, 203

Plrirkears, Manuel 72

Pitzamanos, Angelos Cat, no. 15, 56, 163, 170, 172, 180

Firzameanis, Domatos 170

Muisas, Panayotis 302

Politis, Phatos 41

Penatakis, Theodoros 98, 262, 262, 300, 312, 315, 318, 332,
348, 350, 352, 362, 370, 372, 374, 375, 386, 390

Proaviteles 41

Prokopiou, Angelos 320, 322, 422

Puppi. Lionello 54. 366

Raimondi, Marcantonio 170, 180, 181, 200, 206, 207, 208,
320,312

Raphae! 320, 312

Rios, Andreas Cat. no. 2, 36, 68, 72, 74, 7o, 84, 95, 105,
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