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I[TPOAOTOXZ

To emotnuovVIKO ev8laeépov yia TN (WYpaPLKT] TWV GOPNTWV EKOVWY
¢ Kpntng twv mpoxwpnuévwy xpovwv tng Pevetikng dtakvPpépvnong tov
vnolov (1406 -170¢ at.) vrp&e aloonueiwto, pe ¢€apon otig Tehevtaieg
dekaeTieg TOV €1KOOTOV auwva kat pe ovvéxeta. H oxetikn evaoxoinon
gxel mapayayet mAnbog véwv otoixeiwy, £XeL 0ONYNOEL O VEEG OKEYELG Kl
et Stevpuvet 11§ BuCavtivég-MetaBulavTtivég omovdeg kat Tn peAéTn Tng
TEXVNG TWV PeveETOKpaTOVHEVWYV TTEPLOX@V TNG EAANVIKNG AVaTOARS.

To mapdv Zopundoto ihodofei va ayyi&el to evpuTepo Bépa Twv oxéoewv
NG CWYPAPLKNG HE TNV KOVWVIA, EXOVTAG WG KUPLO AVTIKEILEVO £PEVVAG
TIG opnTéG BpnoKeVTIKEG elkOVeG IOV SnovpynOnkav and (wypdpovg
¢ Kprtng, tnv emotnuovikn HeAETN TOVG Kal TNV anokdAvyn katd Tto
SuVaTOV TWV PAPTUPLWYV TIOL TA €pYa AVTA TEXVNG Kal Aatpeiag umopovv
Va TIPOCPEPOLY Yla TOV TOTO, TNV €MOXN Kal T ouvOnkeg Onuovpyiag
TOVG.

To Tunpa Iotopiag kat Apxatohoyiag kat ) Koopnreia tng @idocoukng
2xoAn ¢ tov EOvikov kau Kamodiotprakov Iavemotnpuiov ABnvav déxtnkav
TNV TPOTAOT] KAl EVEKPLVAY XPNUATOSOTNOT Yia TV TPAYUATOTIOLNOT) TOV
vumnooiov. Ot mputavikég apxes, o Ipvtavng Kad. M.-A. K. Anpomnovlog,
o AvamAnpwtng Ilpvtavn Axkadnpaikov YmoOéoewv kat Atebvav
Exéoewv Kab. K. MnovpaléAng kat ot dAlot Beopikoi ekmpdowmol Tov
[Mavemotnpiov pag, o IIpdedpog Tov Turpatog Iotopiag kat Apyatoloyiog
Kaf. II. BaAapavng kat n AevBdvtpia tov Topéa Apxaioloyiag ko
Iotopiag Tng Téxvng Kab. E. MavtCovpavn vootpi&av tnv 1déa.

Evxapiotw ta pEAN TNG EMOTNUOVIKNAG EMTPOTMNG, OTA OTola
anevBOvOnka, yia v €€ apxng evBappuvon kat Tnv avtaAlayr andoyewy.
Eniong tov Apa. A. Movpeldto yia Tnv emavelAnupévrn ocvvdpoun
tov, N Ipappatéa tov Topéa Apyatoroyiag kat Iotopiag tng Téxvng .
M. I'kwvn kat v k. N. Mnaka tov Pwtoypaguov Epyaotnpiov tov
Movoeiov Apyatoloyiag kat Iotopiag g Téxvng yla Tig mpoomadetég
TOVG, TOVG PETATITUXLAKOVG KAl TIPOTITUXLAKOVG QOLTNTEG KL TIG POLTHTPLEG
nov Pondnoav oe didgopa otddia, aAld kat TN ovLVeEPYATIOA OV OTO
Movoeio Apxatohoyiag kat Iotopiag g Téxvng, Apa. A. Zgupdepa yia
TNV avTanokplon Tng.



Oeppég evxaplotieg amevbuvw, kat ek pépovg Tov Topéa Apyatoloyiag
kat Iotopiag tng Téxvng, oTovg Yopnyolg TG EMOTNHOVIKAG avTng dpdong,
10 Idpvpa Akatepivng Aaokapidn, Tn Navtihakn Etatpeia Carriers Char-
tering Corporation, S.A., To Movogio EAAnvikng Iauwdeiag (Kahapmdka),
Omwg Kat 10 Movoikd Zovolo «IToAv@wvia», To omoio pe tnv epunveia
ovvBéoewv Tov Kpntikov povowkoovvBétn tov 160v arwva Opaykiokov
Aeovtapitn Oa pag peta@épel 0Tov KOOUO TNG SUTIKOEVPWTIAIKNG LOVOIKNG
TNG EMOXTNG.

To XZuvédplo €xel evtaxbel otovg emetelakovg goptacpovs Twv 180
Xpovwv Aertovpyiag tov EOvikov kat Kamodiotplakol Ilavemotnpiov
AOnvwv kat anotelel TNV mpwtn yia 1o 2017 emioTnrovikn ekdnAwon mov
TPAYUATOTIOLELTAL O€ AVTO TO TTAALOLO.

Mapia Kwvotavtovdaxn-KitpounAidov
KaBnyntpia Bulavtivig Apxatoloyiag,
Topéag Apxatohoyiag kat Iotopiag tng Téxvng,
Tunpa Iotopiag kat Apxatoloyiag,

EBvikd xat Kamodiotplakoé Iavemotruio AGnvav



FOREWORD

Scholarly interest in the painting of portable icons produced in Crete
during the later periods of Venetian rule of the island (14th -17th c.), has
been remarkable, reached its heyday in the last decades of the twentieth
century, and continues. The relevant activity has produced extensive new
evidence, has generated new thinking and has broadened the field of Byz-
antine and Post-Byzantine painting and the study of art in areas of the
Greek East under Venetian rule.

This Symposium aspires to address the broader issue of the relationship
between painting and society, focusing on research on portable religious
icons created by Cretan painters, the study of them, and the discovery of
any kind of evidence that these works of art and cult can provide about the
place, time and circumstances in which they were produced.

The Department of History and Archaeology and the Office of the Dean
of the Faculty of Philosophy of the National and Kapodistrian University of
Athens accepted the proposal and approved the funding for the realisation
of the Symposium. The Rector Prof. M.-A. K. Dimopoulos, the Vice-Rector
for Academic Affairs and International Relations Prof. K. Bourazelis and
other institutional representatives of our University, the Chairman of the
Department of History and Archaeology Prof. P. Valavanis and the Direc-
tor of the Section of Archaeology and History of Art Prof. E. Mantzourani
expressed their support for the idea of its organisation.

I would like to thank the members of the Academic Committee, whom I
contacted, for their encouragement and exchange of views from the outset.
Also Dr. D. Mourelatos for his assistance, the Secretary of the Department
of Archaeology and History of Art Ms. M. Gkioni and Ms. N. Baka of the
Photographic Laboratory of the Museum of Archaeology and History of
Art for their efforts, the postgraduate and undergraduate students who
helped in various stages, and my collaborator at the Museum of Archaeol-
ogy and History of Art Dr. A. Sfyroera for her help.

Furthermore, I would alike to extend my sincerest thanks, on behalf also
of the Section of Archaeology and History of Art, to the sponsors of this
scholarly event, the Aikaterini Laskaridis Foundation, Carriers Charter-
ing Corporation, S.A., Shipping Company, the Museum of Hellenic Cul-



ture (Kalambaka), as well as the “PolyPhonia” Music Ensemble, which will
perform compositions by the Cretan composer of the 16th century Fran-
ghiskos Leontaritis, taking us into the world of Western European music
of the time.

The Symposium forms part of the anniversary celebrations for the 180
years of functioning of the National and Kapodistrian University of Ath-
ens, and is the first scholarly event for the year 2017 to be realised within
this framework.

Maria Constantoudaki-Kitromilides
Professor of Byzantine Archaeology,
Section of Archaeology and History of Art,
Department of History and Archaeology;,

National and Kapodistrian University of Athens
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ITPOITPAMMA / PROGRAMME!'

Tetaptn, 11 Iavovapiov 2017, npwi
Wednesday, 11 January 2017, morning session

8.45" IlpooéAevon ovvédpwv / Arrival of participants

9:00" IIpooewvnon and Tov IIpvtavn tov EOvikod kat Kamodiotpraxkon
[Mavemotnpiov ABnvwv, kabnyntn Melétio-ABavdoio K.
AnuomovAo / Address by the Rector of the National and
Kapodistrian University of Athens Professor Meletios- Athanassios
K. Dimopoulos

Xatpetiopoi amo: / Wellcoming remarks by:

- 10V Avaminpwtn Ilpvtavn tov EOvikov kat Kanodiotpiakov Ilave-
motnuiov ABnvav, kabnynt) Kwvotavtivo N. Mmovpaléln / the
Vice-Rector of the National and Kapodistrian University of Athens Pro-
fessor Konstantinos N. Bourazelis,

- v Koountopa g @iloco@ikng ZxoAng tov EOvikov kat Kamodi-
otplaxov [Tavemotnuiov AOnvwv, kabnyntpia EAévn Kapapaiéykov /
the Dean of the School of Philosophy Professor Eleni Karamalengou,

- tovIIpoedpo tov Tunpatoglotopiagkat Apyatoloyiag tng OthocoPikng
2xoAng tov EBvikov xar Kamodiotpiakov Ilavemotnpiov Adnvav,
kabnyntn [Idvo Balafavn / the President of the Department of History
and Archaeology Professor Panos Valavanis,

- N devBuvrpla Tov Topéa Apxatoloyiag kau Iotopiag tng Téxvng tov
EBvikov kot Kamodiotprakov IMavemotnuiov AOnvav, kabnyntpia
EXévn MavtCovpavn / the Director of the Section of Archaeology and
History of Art Professor Eleni Mantzourani.

! @a vdpyet Tavtoxpovn HETAPpaon EAANVIKA-ayYAtKA-eEAANVIKA.
There will be simultaneous translation Greek-English-Greek.



To kowvwviko TAaicto, artapxég kat e§EA&n g kpnTikng {wypapikng /
Social Context, Beginnings and Evolution of Cretan Painting

Ipoedpia: IoAn KalaBpéfov, Navw Xat(ndaxn /
Chair: Ioli Kalavrezou, Nano Chatzidaki

9.30" Xpvoa MaAté{ov, Kpntikr elkova Kat KOWVwVIKF CLUVAPELL.
Chryssa Maltezou, Cretan Icon and Social Context.

10.00° Mapia Bacihaxn, 1400-1450: Ta xpovia mov Slapop@woay T
(WYPAPLKT] TWV KPNTIKOV EKOVWV.
Maria Vassilaki, 1400-1450: the Years That Shaped Cretan
Icon-Painting.

10:30" Mapia Kwvotavrovdakn-KirpounAidov, Ewkoveg kpnrikng
Téx VNG (1506-téAn 170v at.): ‘Epya, paptupieg, épevveg,

epwTNHATAL.
Maria Constantoudaki-Kitromilides, Icons of Cretan Art
(15th-End of 17th Century): Surviving Works,
Evidence, Research, Questions.

11.00" AwdAeppa - Break

AyvooTa Kat yvwoTtd £pya ThG Tpwipng meptodov /
Known and Unknown Works of the Early Period

Ilpoedpia: ITavaywwtng A. Bokotomovlog, Mapia l'ewpyomovlov /
Chair: Panayotis L. Vocotopoulos, Maria Georgopoulou

11.30" Helen C. Evans, Kpntikég etkdveg oto Mntpomnolitikd Movoeio
Téxvng tng Néag Yopkng.

Helen C. Evans, Cretan Icons at The Metropolitan Museum
of Art.

11.50" Robin Cormack, Avo mpwipa épya tov Ayyélov;

Robin Cormack, Two Early Works of Angelos?

12.10" Iwavva Xpiotogopakn, H napovoia Twv ayiwv Ppaykiokov kat
Bevédiktov og kpntiko tpintuyo tn¢ [livakobnkng tov Batikavoo.
Ioanna Christoforaki, The Presence of Sts. Francis and Benedict
on a Cretan Triptych in the Vatican Picture Gallery.



12.30°

12.50°

13.10°

15.00°

15.20°

15.40°

16.00°

Ayyehikny Avuneponovov, [lapadeiypata Opnokevtikng,
YAwoouwkng kat ontikng Styhwooiag otn Bevetokpatovpevn Kpnn:
Fogg 1o tpimtv)o0.

Angeliki Lymberopoulou, Sampling Religious, Linguist and
Visual Bilingualism in Venetian Crete: the Fogg Triptych.

Eva Haustein-Bartsch, Kpntuko fnpobvpo oto Movoeio Eikovwv
tov Recklinghausen I'eppaviag.

Eva Haustein-Bartsch, A Cretan Royal Door in the Icon Museum
of Recklinghausen, Germany.

Zou{ftnon. MeonuPprvry Staxomr / Discussion. Midday Break

Tetaptn 11 Iavovapiov 2017, andyesvpa /
Wednesday, 11 January 2017, afternoon session

Ot {wypagot Tng Kpntng, oyeig g téxvng tovg /
Painters of Crete, Aspects of Their Art

IIpoedpia: Robin Cormack, OAya I'kpatliov /
Chair: Robin Cormack, Olga Gratziou

Mapia Tewpyomovlov, Kpntikég etkdveg. lepd epmopevparta;
Maria Georgopoulou, Sacred Commodities? Icons from
Venetian Crete

NwkoAaog A. Zwwpkog, ITapatnproelg 0to €épyo tov

NikoAdov TCagovpn.

Nikolaos D. Siomkos, Remarks on Nikolaos Tzafouris’ Work.
Aroviong Movpelatog, Emypa@ég kat vmoypageg elkovwy Tov
debTepov pioov tov 150v awwva. H nepintwon tov NikoAdov
TCagovpn.

Dionysis Mourelatos, Inscriptions and Painters’ Signatures
During the Second Half of the 15th Century. The Case of Nikolaos
Tzafouris.

Evyevia Apakomovlov, O Kpntikdg (wypdeog: avapeoa 6Tov
TEXVITN Kot TOV KAAAITEXVT).

Eugenia Drakopoulou, The Cretan Painter: Between the Artisan
and the Artist.



16.20°

16.40°

17.00°
17.20°

17.30°

17.50°

18.10°

Mapia Kalavaxn-Aanna, O Kpntikog (wypdgog Mdapkog
MnaBdg avapeoa otn fufavtivi) tapddoon kat Tr yonteia Tng
SUTIKAG TEXVNG.

Maria Kazanaki-Lappa, The Cretan Painter Markos Bathas
Between the Byzantine Tradition and the Fascination of Western
Art.

IMavaywtng A. Bokotomovlog, Mia eikova tov Ayiov Avtwviov
ot povn tTwv AneCavav.

Panayotis L. Vocotopoulos, An Icon of St. Anthony in the
Monastery of Apezanes, Crete.

Zv(rtnon / Discussion
Ataleppa / Break

Anodooeig épywy, elcovoypagia, epunveies /
Attributions, Iconography, Interpretations

IIpoedpia: Mapia Kalavakn-Aanna, Avactacia Tovpta /
Chair: Maria Kazanaki-Lappa, Anastassia Tourta

Avaotacia Apavdaxn, H kpuer yonteia Tng enwvopiag.
Zntruata pebBodoloyiag otny anddoon eikdovwv oe Kpnrikotg
{wypdagoug.

Anastasia Drandaki, The Secret Charm of the Name. Questions
of Method in Attributing Icons to Cretan Painters.

Kwvotavtia Kegald, Tpeig eikdveg ano tn Aépo kat n arodoon
tovg. H malatoAdyeta mapddoon, oxéoelg kat amokAioelg and tnv
KpNTKn {wypaek.

Konstantia Kefala, Three Icons from Leros and Their
Attribution. The Paleologan Tradition, Relations with and
Divergencies from Cretan Painting.

TC¢évn AApmavn, Avdpeoa otn Bafulwva kat tnv Ayia Ziov.
[Mapatnproelg og kPNTIKH ElKOVA pe THY «AAAnyopia TG
Ovpdviag IepovoaArnp».

Jenny Albani, Between Babylon and Holy Zion. Remarks on a
Cretan Icon with “The Allegory of Heavenly Jerusalem”



18.30" EavOn IIpoeotakn, To O¢ua Tov Xplotov wg Apmélov oe KPNTIKEG
etcoveg kat 1 e€€AEN Tov and Tov 150 otov 170 atwvat: pa
TPOTAOT] EPUNVELAG.

Xanthi Proestaki, The subject “Christ the Vine” in Cretan Icons
and its Development from the 15th to the 17th Century:
a Proposed Interpretation.

18.50" Katepiva II. AeAlanopta, Attavebovtag elKOVEG.

Katerina P. Dellaporta, Carrying Icons in Public Processions.

19.10" Zv{fitnon / Discussion

19.30" Movoikn Tov Kpntikov ovvOétn Opaykiokov Agovtapitn
(1606 at.) pe To ovvolo «IToAvDwvia» (dtevBvvon Mag. Nikov
Kotpokon). Tpayovdovv: Zogia Aekatod-conpdvo, Avtwvia Titlika-
dAto, Tiwpyog Kuptalng-tevopog, Zravpog ZovAdtng-tevopog, Kwotag
Mavpoyévng-umnacog.
Music by Cretan composer Franghiskos Leontaritis
(16th century) performed by the «PolyPhonia» Ensemble
(director Mag. Nikos Kotrokois). Singing: Sophia Lekatsa-soprano,
Antonia Tzitzika-alto, Giorgos Kyriazis-tenor, Stavros Zouliatis-tenor,
Kostas Mavrogenis-bass.

20.15" Ae€iwon / Reception

ITéuntn, 12 Iavovapiov 2017, mpwi
Thursday, 12 January 2017, morning session

IIpOoAnYn TOV KPNTIKWVY EKOVWY, KAANITEXVIKEG avTalAayEg,
OTOLXELA TPAYUATIKOTITAG.
Reception of Cretan Icons, Artistic Exchange, Realia.

Ipoedpia: T{Evn Alunavn, Zogia Kalomion-Béptn /
Chair: Jenny Albani, Sofia Kalopissi- Verti

9.00° Michele Bacci, Kpntikég etkoveg wg AaTpevTikeG amelkovioelg
otV Italia TV TPWILWY VEOTEPWV XPOVWV.
Michele Bacci, Cretan Icons as Cult-Images in Early Modern Italy.



9.20" ITavaywtng K. Iwavvov, H italikn 1otoploypagia yia Tig
KPNTIKEG EIKOVEG.

Panagiotis K. Ioannou, Italian Historiography on Cretan Icons.

9.40" Avaotacia Tovpta, Ewoveg Kpnrikng XxoAng oto Movoeio
BuCavtivod TToAttiopov. Kpitiipta otnv molttikn umAovtiopod
TV OVAAOYWYV €VOG KPATIKOV LOVOEiOV.

Anastasia Tourta, Icons of the Cretan School in the Museum of
Byzantine Culture: Enrichment Policy Criteria for State Museum
Collections.

10:00" Tewpyrog KakaBdg, Tpintvxa pe oknvég tov IIdBovg kat n xprion
XAPAKTIKWVY 0Tnv kpnTikn (wypagikn. To mapddetypa Tov
TptnTv)Yov BXM 2029 Tov Bulavtivod kat Xpiotiavikod Movaeiov.
Georgios Kakavas, Triptychs with Passion Scenes and the Use
of Prints in Cretan Painting. The Example of Triptych BXM 2029
in the Byzantine and Christian Museum.

10.20" Iwavvng A. BapaAng, H xprion Tng mpoonTikng oty KpnTIKN
{wypa@ikr Tov 1500 kat Tov 160V atbva.

Ioannis D. Varalis, The Use of Perspective in Cretan Painting of
the 15th and 16th Centuries.

10:40" Mapia Bappa, Bacihikn KAwtoa, Etkdveg kpntikng T€XvngG wg
TINY£G VLA TO ECWTEPIKO TWV AOTIKWV OLKLWV KAL T AVTIKEIHEVA
VALKV ToAtTiopov ot Pevetikr Kpnn.

Maria Vavva, Vassiliki Klotsa, Icons of Cretan Art as Sources
for the Interior of Urban Houses and for Objects of Material
Culture in Venetian Crete.

11.00" Zv(ntnon / Discussion
11.20" AwdAewppa / Break

AvaBewpnoeig, adnuooigvta €pya.
Reconsidetations, Unpublished Works.

Ilpoedpia: Katepiva AeAlanopta, Mapia ITavayuwwtidn-Kesicoylov
Chair: Katerina Dellaporta, Maria Panayotidi-Kesisoglou

11:40" KaAAwonn-Paidpa Kalagatn, H xopnyia kat n dnpovpyia
HLag elkovag KpnTikng Texvng e tnv Havayia
Bpepokpatovoa, ayiovg, KEKOLUNUEVOVG KAl APLEPWTT.



12:00°

12.20°

12:40°

13.00°

13.20°

13.40°
14.00°

Kalliopi-Phaidra Kalafati, Commission and Execution

of a Cretan Icon with the Virgin and Child, Saints,

Deceased Persons and a Donor.
AyaOovikn Tothimdcov, Zntrpata mepi kpntikng oxoAng (téxvn,
elkovoypagia, mapddoon) péoa and tn ZvAloyn Ewovev tov
Movaeiov Bu{avtivot TToArtiopov.

Agathoniki Tsilipakou, Issues on Cretan School (Style,
Iconography, Tradition) through the Icon Collection of the
Museum of Byzantine Culture.

Rembrandt Duits, Op068o&n tipwpia KaBoAikng

apaptiag. To opapa tng Kolaong tov @eddwpov ITovhaxkn.
Rembrandt Duits, Western Sin and Orthodox Punishment. The
Vision of Hell of Theodoros Poulakis.
Avdpopdaxn Kateehdxn, Ano tnv Kpntn oty Evpoa. H
napayyelia, ot otabuoi kat i elkovoypagia Ayvwotov £pyov Tov
Mixan\ Ayanntov pe oknvég Tov Piov tng Iavayiag.
Andromachi Katselaki, From Crete to Euboea. Commission,
Transfers and Iconography of an Unknown Work by Michael
Agapitos with Scenes from the Life of the Virgin.
Tewpyrog A. Towmovkng, H ewcova tng [evvnong tov Ilpodpopov
amo tn ZvAloyn g Ayiag Akatepivng Twv Zvaitwv 610
Hpaxelo kat ta mbava etkovoypa@ikd TngG mpoTuma.

Georgios D. Tsimpoukis, An Icon of the Birth of St. John the
Baptist from the Collection of St. Catherine’s of Sinai in Heraklion
and its Possible Iconographic Sources.
Kwvotavtivog Ianmitodylov, Eikoveg tov 170v at. and tnv
emapyia Apapiov. Eikovoypagia, a@lepwTikég emypageg,
onuaocia.

Konstantinos Giapitsoglou, Icons of the 17th Century from
Amari Province. Iconography, Dedicatory Inscriptions,
Meaning.

Zv{ntnon / Discussion
Meonpppuvny dakonry / Midday break



15.30°

15.50°

16.10°

16.30°

16.50°

17.10°

ITépntn 12 Iavovapiov 2017, andyevua
Thursday, 12 January 2017, afternoon session

Alaomopd Kat EMSPACT) TWV KPNTIKOV EIKOVWY.
Dissemination and Influence of Cretan Icons.

IIpoedpia: Avactacia Aafapidov, AyaBovikn Totlitakov
Chair: Anastassia Lazaridou, Agathoniki Tsilipakou

ABavaotog XépoyAov, Eva 00volo (TalokpnTIKWV ELKOVWY O€
vaovg Tng meploxng tTng Amhara otnv Aibomia.

Athanasios Semoglou, Un ensemble d’icones italo-crétoises dans
les églises de la région Amhara en Ethiopie.

BapBapa IMaradomovlov, Taidia (wypdewv, petapopég
elkovwv: ano tnv Kpntn otn Bevetia kaw tnv ‘Hnetpo.

Varvara Papadopoulou, Painters’ Travels, Transfers of Icons: from
Crete, to Venice, and to Epirus.

Mapyapita BovAyaporovlov, H Bevetikn Kprjtn mépa and
Bevetia: e1kOVeg KPNTIKNG TEXVNG OTNV AVATOAIKT) AKTH TNG
AdpLaTiknG.

Margarita Voulgaropoulou, Venetian Crete beyond Venice:
Cretan Icons in the East Coast of the Adriatic.

Ovpavia Kapayiavvn, Bioypagikr| etkova tng Ayiag Mapivag
otn MnAo, o {wypagog Eppavoun Zkopdilng kat n enidpaon tng
KPNTIKNG TEXVNG oTo vnol Tov 170 atwva.

Ourania Karagianni, A Vita Icon of St. Marina in Milos, the
Painter Emmanuel Skordilis and the Influence of Cretan Art on
the Island during the 17th Century.

Eipfivn Agovtakiavakov, H vmodoyr Twv kpnTikwv elkévwy ota
[ovia viota kat ) emidpaot} Tovg.

Irene Leontakianakou, Reception and Impact of Cretan Icons in
the Ionian Islands.

Zou{tnon - Awdheppa / Discussion — Break.



ZnTipata TEXVIKIG KAt GUVTIPNONG EIKOVWY, AVAKAAVYELS /
Questions of Technique and Icon Conservation, Discoveries

Ilpoedpia: Helen C. Evans, Mapia Bacidakn /
Chair: Helen C.Evans, Maria Vassilaki

17.40" Caitlin Breare, O mivakag Pwpo0 and tn Monopoli AnovAiag:
OVLVTHPNOT] £VOG SLATTOAITIOHLKOD APLOTOVPYHIUATOG.

Caitlin Breare, The Monopoli Altarpiece: Conservation
of a Cross-Cultural Masterpiece.

18.00" Zté¢pyLog Zraotvomovlog, IdlautepdTnTEG 0TV TEXVIKT TWV
Heydhwv {wypaewv tng Bevetokpatovpevng Kpnng.

Stergios Stassinopoulos, Particular Features of the Technique
Adopted by Important Painters in Venetian Crete.

18.20" X. BovpfomovAov, A. Bpavomovlov, A. E. KaAAtyd, Popntég
ELKOVEG KPNTIKNG TEXVNG TOL 150V arwva, abéateg Oyelg.
Kataypagn texvoloywkwv ototxeiwv pe tn pébodo tng vmépuvbpng
avakAaoToypa@iag.

Ch. Vourvopoulou, L. Vranopoulou, A. E. Kalliga, Fifteenth
Century Portable Icons of Cretan Art, Invisible Views.

The Recording of Technical Data by Implementation of Infrared
Reflectography.

18.40" Ztépyrog Ztacivomovlog, Zogia Mavpov, And Tn ouvInpnon
HLOG PALVOUEVIKA KATEOTPAUUEVIG EIKOVAG OTNV ATTOKAAVYT] £VOG
¢pyov Tov MryanA Aapaoknvov.

Stergios Stassinopoulos, Sofia Mavrou, From the Conservation
of a Seemingly Damaged Icon to the Revelation of a Work by
Michael Damaskinos.

19.00" Mapia Kwvotavrovdakn-KitpounAidov, Znueiwon ya
avumoypagn eikova tnG Movr|g Ayiag Awatepivng Ziva: pa
ovvBeon Tov Mixan\ Aapaocknvod kat n onpacia Tng.
Maria Constantoudaki-Kitromilides, A Note on an Unsigned
Icon at St. Catherine’s Monastery, Sinai: a Composition by Michael
Damaskinos and Its Meaning.

19.10" Zv{fitnon / Discussion.

Zounepdopata. Anén Tov Zvunociov /
Concluding remarks. End of the Symposium.
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Jenny Albani

Between Babylon and Holy Zion.
Remarks on a Cretan Icon with “The Allegory of Heavenly Jerusalem”

The Monastery of the Virgin Platytera, Corfu, houses an icon with an
allegory of Heavenly Jerusalem. The image of Heavenly Jerusalem, at the
top right-hand corner of the icon, is counterbalanced by that of the city of
Babylon, at the bottom left. Numerous personifications of sins exit through
a wide gate of Babylon’s walls and move towards the dark cave of Hell. On
the contrary, only a few figures, mainly Orthodox monks, leave Babylon
through a narrow gate, attempting to climb the steep and mountainous
path that leads to Holy Zion. Three of them succeed and are welcomed by
Christ, while others fall over and become victims to demons.

This heavily allegorical and prolifically annotated icon, dated on stylis-
tic grounds to ca. 1500, was clearly intended for a monastic community,
although not the one of the Platytera-monastery, which was founded only
in 1743. Its iconography has been probably influenced inter alia by the text
and images of the acclaimed ascetical treatise Heavenly Ladder, by John
Climacus. This learned blending of scriptures and visions as well as the
strong impact of Renaissance art point towards a well-educated milieu in
the East, well-versed in Orthodox theological exegesis and artistically con-
nected to the West. The moral victory of the Orthodox monks over sins,
depicted a la latina, indicates a monastery on Venetian-occupied Crete as
the artistic centre for the production of this icon. Its didactic tone proba-
bly reflects a monastic reaction against the Latin Church supported by the
Venetian authorities of the island.
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TCévny AApmavn

Avdpeoa otn Bafulwva kat iy Ayia Ziov. [Tapatnpnoeig
o€ KpNTIKN elkdva pe Ty «AAAnyopia tng Ovpaviag Iepovoalnu»

2m Movrp Yrepayiag @cotokov IIhatvtépag, otnv  Képkvpa,
@uAdooeTal pa etkova pe v «AAAnyopia g Ovpdviag Iepovoalnu».
H anewovion mg Ovpaviag Iepovoadny, otny mdvew defid ywvia tov
¢pyov, eflooppomeitar ovvOetikd amd ekeivip TG Bapulwvag, kdtw
aptotepd. ITohvdpiBeg mpoowmnonomoelg agapTHdtwy eEépyovtat amo
Hia Thatia TOAn Tov Teixyovg NG BaPulwvag, katevBuvopeveg mpog to
okotevo omnAato tnG Kolaong. Avtifeta, Aiyeg uévo pop@ég, kuvpiwg
0pB68owv povaywv, eykataleimovv tn BaPvldva amd wa otevr) moAn
Kat tpoomaboiv va avefovv Ta andtopa kat fpaxwdn HOVOTATIA TTPOG TNV
Ayia Ziwv. Ot Tpelg Tov To eMITLYXAVOLV YivovTal ekTol amd Tov XpLloTo,
EVW 600L YAVOTPOUV Kot TEQTOLV apTtd{ovTat and Saipove.

H aAAnyopikr| avtn eikdva, oty gppnveia g onoiag cupBaAlovv ot
TOANEG Kal EKTEVEIG eMIYpaPEG NG, €xel XpovohoynDel pe TexvoTpomIKA
Kputnpla yopw oto 1500. ZwypagioOnke, mbavwg, yia pia povaoTikn
KOWOTNTA, OXt Mavtwg yia TN povhy ITAatvtépag n omoia 1W0pvOnke TO
1743. H eicovoypa@ia tng €xeL, mbavwg, ennpeacei, petadd aAwv, anod
v mpaypateia KAipaé Beiag avédov, ¢pyo tov Iwdvvov tov Zwvaitov.
O ovVVOVAOUOG KEIHEVWY Kal OPAUATWY KAl Ol £€VTOVEG ETMIOPACELS TNG
AVOLYEVVIOLAKNG TEXVNG EMITPEMOVY TNV VTIODEDT, OTL 1] EIKOVA TIPOEPYETAL
and éva Aoyto meptBaAlov Tng Avatolng, pe dptia yvwon g OpBodoéng
Beoloylag alld kar kaAAitexvikobg Oeopovg pe Tn Avon. Adyw Tng
nOwn¢ vikng twv 0pBodofwv povaxwv ota apaptipata, anodoouéva a
la latina, 1o kaAATEXVIKO KEVTPO TPOEAEVONG TNG €lKOVAG O umopovoe
va ovvdebel pe kdmoto 0pBodofo povaotript TG Pevetokpatobuevng
Kpntng. O SidakTikdg XapakTripag Tov €pyov ovvdéeTal EVOEXOUEVWS KOl
He ToTukn povaotikr avtidpaon mpog tnv Kabolikn ExkAnoia n omoia
vrootnpLlotav and tn Pevetikn Stoiknom Tov vnoLov.
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Maria Vavva, Vassiliki Klotsa

Icons of Cretan Art as Sources on the Interior of Urban Houses
and Material Culture Objects in Venetian Crete

As is well known, Crete during the period of Venetian rule enjoyed
prosperity and a flourishing of the arts and culture in general. With regard
to painting, portable icons are a basic medium of expression. In this paper
Cretan icons will be used as sources from which data can be drawn on the
living spaces of city-dwellers and the material culture objects they used. Af-
ter all, in recent decades studies relating to the material culture of various
periods have demonstrated that religious representations, when studied
carefully and in conjunction with the testimonies of textual sources and
surviving artefacts, can offer evidence on the reality of each era.

The picture formed by research to date on the interior of the urban res-
idences of Venetian Crete and their household equipment remains frag-
mentary, even though scholars have dealt to a considerable degree with
related issues. Specifically, documented studies have been made of the ar-
chitecture of the houses, their external decoration or individual categories
of objects, such as table vessels and silverware. However, little emphasis has
been placed on the testimonies of portable icons.

Here, with Cretan icons as sources, we shall examine issues concerning
the aspect and arrangement of the interior space of urban houses and their
household equipment (furniture, vessels, textiles and also artworks), the
dating of the creation of the artefacts, their use, the changes in their form,
their economic and social dimension, the possible Byzantine and Venetian
influences that can be identified in these, possible correspondence of the
depicted objects with contemporary surviving objects, and so on.

This is a preliminary endeavour to re-synthesize, to a degree, the Cretan
urban residence and its contents, a subject which, needless to say, demands
further investigation.
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Mapia Bappa, Bacihikn KAwtoa

EkOveg kpnTIKIG TEXVNG WG TINYEG YA TO ECWTEPLIKO TWV AOTIKWYV OLKLWV
KL Ta avTikeipeva vAkov moltiopov otn Pevetikn Kprtn

H Kpnm katd tn Pevetikn mepiodo yvwplog, Omwg eivat yvwoTo,
OLKOVOIKT] €VUdpEl Kal AvOnon Twv TEXVOV Kal YEVIKOTEPA TOV
TOALTIOUOD. Zg O,TL a@opd T1 (WYpAPLKT), OL POPNTEG EIKOVEG ATIOTENODV
Pactkd UEoco €kPpaonG. TNV TApoLOA AVAKOLVWOT Ol KPNTIKEG EIKOVEG
Oa xpnoevoovy wg mNYEG, WoTe va avtAndovv oTotyeia yia ToOuG Xwpovg
daPiwong Twv KAToikwy TwV TOAEWV Kal Ta AVTIKEIpEVA VAKoV Biov
7oV avToi Xpnoonolovoav. AAwoTe TIG TedevTaieg dekaeTieq HeAETEG
OXETIKA HE TOV VAIKO TIOATIOUO Stagopwv meptddwv éxovv amodeiel Ot
oL BpNOoKEVTIKEG TAPAOTACELS, LEAETWUEVEG LE TIPOOOXT KAl GLVOVAOTIKA
LE HAPTUPIES YPATITOV TINYWV Kat 0W(OUEVWV AVTIKEHEVWY, TOPOVV Va
TPOOPEPOVY GTOLXELD YLt TV TIPAYUATIKOTNTA KAOE emoxng.

H ewcova mov éxet diapoppwbel amd tn péxpL onuepa €pevva yLa To
E0WTEPIKO TWV AOTIKWV oKLV TNG Pevetikng Kprtng kat tov e§omhiouo
TOUG TAPAPEVEL ATIOOTIACHATIKY, @V KAl OXeTkd (nTRpata  €xovv
non amacxoAnoet oe apkeTd Pabpo Tovg HeAeTNTEG. ZvYKEKPLUEVAQ,
TEKUNPLWHEVNG LEAETNG EXEL TUXEL T APXITEKTOVIKT] TWV OLKLWY, 1] EEWTEPLKT
TOuG OlOKOOUNOT 1 EMUEPOVS KATNYOPIEG AVTIKEIUEVWY, OTWG T
emtparnéla okevn Kat Ta €idn apyvpoxpvooxoiog. Qotdoo, Sev éxet obei
OLaiTePT) EUPAOT] OTIG HAPTVPIEG TWV POPNTWV ELKOVWV.

Ity epyacia pag, pe TNYR TG KPNTKEG ekoveg, Ba efetacTtolv
(NTHaTA OXETIKA e TNV SIAHOPPWOT) TOV ECWTEPIKOD XWPOL TWV ACTIKWY
OLKLDV KAt TOV OLKLaKO eE0TALONO (€mmAa, oKeDN, LEATHATA AANA KAt Epya
TEXVNG), TOV XPOVO ONUIOLPYIaG TWV AVTIKEILEVWY, TI XPTOT TOVG, TIG
aANayEG 0N HOP@PT| TOVG, TNV OLKOVOLKH KAl KOLVWVLIKT Tovg didotaon,
T1G evdexopeveg PulavTivég kat PeveTikég emdpdaoelg mov evromifovtal o€
avtd, mbavi avtiotolia TwV elkoVI(OHEVWY aVTIKEWEVWY pe cwldueva
AVTIKELPEVA TNG ETTOXTG K.AL.

H napovoa epyacia anotelel pa npwtn npoonddeia avacvvheong wg
éva Pabpo Tng KPNTIKNAG AOTIKNAG OLKIAG KAl TWV TEPLEXOUEVWY TNG, OEpa
TIOV A0QANWG XPeLdleTal TEPATEPW EPEVVAL
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Michele Bacci

Cretan Icons as Cult-Images
in Early Modern Italy

In the fifteenth and sixteenth centuries a number of icons produced in
the ateliers of Candia were disseminated throughout Italy mostly through
the intermediary of Venice. Less frequently, they happened to be directly
transferred from Greece (especially in the aftermath of the Turkish con-
quests) or to be executed by Cretan artists working in the peninsula. If
many of them are known to have been meant for use in a domestic setting
and as counterparts to devotional practices associated with individuals or
small family groups, some of them were at some time selected to play the
role of cult-images, involved in a collective phenomenon of worship and
set on display as visual foci in the interior of specific shrines.

This paper will examine the most frequent motivations underlying the
cultic success of such images as objects of cult. Questions will be posed as
to the extent to which the display of more or less accurate Byzantine forms
came to be perceived as a basic indicator of divine or supernatural agency,
associated with alleged apostolic origins, and as to the limits of the latter’s
perception as belonging to a category of archaic, exotic, or démodé reli-
gious objects.

Second, the often ambiguous schemes and solutions, combining Byz-
antine and Western elements, characterizing the icons rising to the status
of worshipped images of worship or miraculous images will contribute to
think of the role played by stylistic indeterminacy in shaping their auratic
power.

Third, emphasis will be laid on the material, spatial, and viewing
context in which such objects were displayed and the specific conditions
under which their miraculous status was evoked and communicated to
their worshippers.

24



Michele Bacci

Kpntikég elcoves wg AaTpevTIKEG AMEIKOVIOELG
oty Itahia TV TPWILWY VEOTEPWV XPOVWV

Katd tov 0ékato méumto kat tov S€Kkato €KTo atwva évag aplipog
elkovwv Tov dnuovpyndnkav ota gpyaoctnpla Tov Xavdaka dadobnkav
otnv Italia kvpiwg péow tov dtavAov TG Bevetiag. Atydtepo ovyvd,
netagépOnkav anevbeiag and v EAAada (kvpiwg wg emakolovbo tng
TOVPKIKNG KATAKTNONG) N thotexvnOnkav and Kprreg kaAAitéxveg mov
gpyalovtav oTny (TalKn xepoovnoo.

Edv moAXég and avtégmpoopilovtav yla xprion oe oktakd mepipailovta
KAL AVTIOTOIXWG 0€ AATPEVTIKEG TTPAKTIKEG IOV OXETI(OVTAV e pHEHOVWLEVQ
ATOA 1] OLKOYEVELEG, EVIOTE [EPIKEG ETUAEYOVTAY VA TTai§OVY TOV pONO TwWV
AATPEVTIKWV EKOVWY, VTIAYOUEVEG 0T Oo@aipa TNG OLAAOYIKNG Aatpeiag
Kol TPOPAANOHEVEG WG OTITIKA OTUELX EOTIAOT|G OTO ECWTEPIKO OPLOUEVWV
LEPWV XWPWYV.

H napovoa avakoivwon Ba efetdoel ta ovvnbéotepa aitia mov
KpyvPovTal Tow amd TNV EMTLVXIA AVTWV TWV EKOVWV WG AATPEVTIKWY
AVTIKEILEVWY. Oa TeBOVV EPWTAHATA APEVOG OXETIKA PE TO KATE TTOOO 1)
TAPAOTAOT TEPLOCOTEPO 1) ALYOTEPO ALYV PL{AVTIVOV LOPPWY UTTOPOVOE
va ekhapPavetar wg Paowkn év8elln Belkng N vepeuokng tapéuPaong,
OVVOEOHEVNG HE OATTOOTONIKT] TIPOEAELOT], KAl APETEPOV OXETIKA HE Ta
opla TPOCANYNG TNG TeAevTaiag WG EUMIMTOVOAS OF Wl KATnyopla
APYAULOTIPETIWY, EEWTIKWV 1} TAPWXNUEVWY BPNOKEVTIKWV AVTIKELUEVWV.

AgVTepOV, oL oUYVA ap@ionpes ovvOeTIKEG ADOELS, e TOV OVYKEPATUO
PulavTivdv kat SUTIKWV OTOLKEIWY, IOV ATTAVTOVV O€ EIKOVEG AATPEVTIKEG
1 Bavpatovpyés, Ba ovpPdrovy otny e€étaon Tov polov mov maifel N
VPOAOYIKT ampoadloploTia oTn OnLovpyia TNG akTvoPoliag Twv eLKOVWV.

Tpitov, Ba dobei épupaon ota oupEpalopeva TG VAIKNG VTTOOTAONG, TOV
XWpov kat TG B€aong Twv épywv avtwv kabwg kat oTig dtaitepeg oLVONKEG
oL omoieg eméTpemav TNV avtiAnyn g Bavpatovpyikng Tovg OLOTNTAG €K
HEPOVG TWV TILOTWY.
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Ioannis D. Varalis

The Use of Perspective
in Cretan Painting of the Fifteenth and Sixteenth Centuries

Modern research has only occasionally focused on the rendering of the
third dimension in Cretan painting of the fifteenth and sixteenth centuries,
and a few studies have been devoted to the kind of perspective that the
Cretan painters actually used. In most cases a multifocal, conventional, and
unsystematic perspective has been adopted that derived from the Byzan-
tine pictorial vocabulary, especially in scenes in which elements of space,
either backdrop buildings or furniture in the foreground, are painted in
accordance with the established iconography.

However, if we study closely some of the icons that have been made by
renowned painters such as Angelos, Andreas Ritzos, Georgios Klontzas and
Michael Damaskinos, we note that space has been rendered according to
some of the rules of Renaissance painting and the linear perspective, which
uses one vanishing point and geometric axes. This becomes more evident
in secondary scenes or in elements of buildings and furniture which derive
from Western models. Noteworthy are the cases in which human figures
painted according to Byzantine iconography are integrated into a space
rendered with linear perspective.
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Iwavvng A. Bapalng

H xprion g mpoomnTikng oTny KpnTik (wypapikr
TOV OKATOV TEUTTOL Kal TOU OEKATOV £KTOV LWV

H anodoon tng tpitng Stdotaong otny kpnTikn {wypagtkr) Tov §ékatov
TEUTITOV KAl TOL SEKATOV £KTOV QULWVA £XEL ATTACYOANOEL KATA KALPOVG TN
OXETIKN €pevva, aAAd Aiyeg eival ot peAéteg Tov apopolV oTo €1d0¢ TNG
TIPOOTITIKNAG TIOV VIoBETNOoAV kat Xprotpomnoinoav ot Kpnrikoi (wypagot.
Elvatyeyovogotiotnyv mheloyneia twv mepimtwoswv viofetiOnke n yepudrn
oVpPAoELg Kal XwpiG OLOTNHATIKODG KAVOVEG TOAVECTLAKT TTPOOTITIKT] TOV
BulavTivol eikaotikov Ae§thoyiov, dtaitepa 0€ TAPAGTACELS OTIOV ETEAEYT
1 art6d00T1 TOL XWPOL, TWV OLKOSOUNUATWY 1} TWV EMIMAWY, COUPWVA LE T
ano makad kabiepwpéva mpdTLTAL

Qotooo, av favakortaovpe amd KOVIA OpLOHEVA €PYya OVOUAOTWY
(wypdowv, Omwg o Ayyelog, o Avdpéag Pit(og, o Tewpytog KAovtlag
Kkat o Mixanh Aapaoknvog, Oa  damotwoovpe 6Tt vioBéTnoav
TPOTIOVG ATtOSO0TG TOL XWPOL TOV £AKOLV TNV KATAYWYH TOVG amd TNV
AVOALYEVVIOLAKT] TIPOOTITIKT Kat TN palnpatikd opbn opydvwon tov fadoug
LLE KOLVO OTUELO QUYNG KAl YEWUETPLKOVG AE0VeG. AuTO yiveTal eploooTepo
EUPAVEG OF TIAPATIANPWHATIKEG OKNVEG 1) O€ OTOlyel TWV KTIplwv Kot
NG emimAwong mov €xovv TpoéADel amd dutikd TPOTLTIAL Xe OPLOPEVES
HAALOTA TIEPIMTWOELG, 0TI OTOLEG TA TPOCWTIA TWV OKNVWYV, TTOU £XOLV
@ otexvnOei ovpewva pe ta Pulavtivd TPOTLTIA, EVIAGOOVTAL OPYAVIKA
HEOQ O€ XWPOLG AMOSOOUEVOVG LE YEWUETPLKT] TIPOOTITIK), TTPOKVTITOVY
7oAV evlagépovta anoteAéopata.
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Maria Vassilaki
1400-1450: the Years that Shaped Cretan Icon-Painting

During the first half of the 15th c. Venetian Candia is living between
a vanishing Byzantine capital, Constantinople, and a thriving Italian me-
tropolis, Venice. Constantinopolitan painters will find refuge in Crete;
Venetian artists responding to the challenges of time will also transfer their
activity to Venetian Crete. Cretan painters will learn a lot from their direct
contact with the representatives of these two artistic traditions. As a result,
Crete will become one of the most important artistic centres of its time.

These assumptions are not new but have recently come into spotlight
thanks to new data provided by the conservation and scientific analysis
of works, such as the icons by the painter Angelos, the polyptych of the
Boston Museum of Fine Arts, the four panels of a composite work, recently
acquired by the Metropolitan Museum of Art, etc.
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Mapia Bacidaxn

1400-1450: ta xpovia ov Stapdpewaoav tn (wypagikn
TWV KPNTIKWV EIKOVWYV

Tnv mpwtn mevnvtaetia tov 150V alwva o PeVETOKPATOVUEVOG
Xavdakag Bpioketal avdpeoa oe pa BuCavtiv mpwtebovoa mov xdveta,
v KwvotavtivodmoAn, kat oe pa Italikn pntpdnoln mov eunuepei,
Bevetia. Kwvotavtivovnohiteg {wypagot Ba avalntroovy kataghylo oTnyv
Kpntn BeveTol KaANITEXVEGAVTATIOKPLVOUEVOLOTIG TTPOKANOELG TWV KALPWV
entiong Ba petagépouvv TV dpacTnplOTNTA TOVG OTO PEVETOKPATOVUEVO
vnoi. Ot Kpntikoi {wypdgot Ba SidaxBobv moAld amd tnv dueon emagr
TOVG e TOVG POPEIG TV OVO AVTWV KAAAITEXVIKWV Ttapadooewy. ZovTopa
n Kpnmn Oa petaoxnuatiotel 0° éva amod ta onpavtikotepa KAAATEXVIKA
KEVTPA TNG ETOXNG.

Ot damotwoelg avtég dev eival kavovpyleg, aAld €xovv mpoopata
AMOKTNOEL UeYAAN emkapoTnTa péoa amd Ta Vvéa Oedouéva Tov
TIPOOPEPOVV OTNV EPELVA 1] CLVTIPNOT KAt TEXVIKN e&€Taon épywv OTwg,
oL €lkOveg Tov (wypapov Ayyélov, To ToAVTITVXO Tov Movoegiov Kakwv
Texvwv tng Bootwvng, ot Téooepig elkoveg, TURpaTa evog ovvOetov €pyov,
Tov pdoPata anéktnoe To Mntpomolitiko Movoeio tng Néag Yopkng k..
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Margarita Voulgaropoulou

Venetian Crete beyond Venice:
Cretan Icons in the East Coast of the Adriatic

Over the last decades the dissemination of Cretan art in the West has
attracted a great deal of scholarly interest and has been the subject of nu-
merous publications and exhibitions. Yet to date, most studies have focused
almost exclusively on the cultural contacts between Crete and Venice, leav-
ing out of the scope of interest the periphery of the Republic of Venice,
in particular in the Venetian territories of the Eastern Adriatic. However,
the impressive amount of Cretan icons located in churches and collections
of Istria, Dalmatia and the Venetian Albania (modern-day Montenegro)
bears witness to the vibrant cross-cultural exchanges that occurred be-
tween Crete and the East Coast of the Adriatic from the late fifteenth to the
seventeenth century.

Icons of Cretan art reached the Adriatic ports mainly through the chan-
nels of trade and migration, although a large number of artworks was pro-
duced in situ by traveling Cretan painters. Especially during the time of the
Ottoman-Venetian wars, Cretan icons were massively distributed through-
out the Dalmatian coast and were either brought as heirlooms by Cretan
refugees or were commissioned to decorate newly-built churches and Or-
thodox monasteries.

The proposed paper aims to investigate the conditions which regulated
the circulation of Cretan icons in the East Coast of the Adriatic, and study
the terms of the reception of Cretan art in the peripheral territories of the
Republic of Venice. By doing so, this paper will attempt to re-evaluate the
influence of Cretan culture within the Venetian state, and shed light on a
largely unexplored, even if central, chapter in the history of the relations
between East and West.
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Mapyapita BovAyapomovAov

H Pevetikn Kprjtn mépa and ) Bevetia: eikdveg kpnTIKNAgG TEXVNG
OTNV AVATOALK aKTr TNG AdpLatikng

H e&dmhwon tng kpnTikng téXvng otn Abon éxeL amoTeAéTeL AVTIKELEVO
TOAVAPLOUWY EMOTNHOVIKWY HEAETWYV, 1] CUVIPITTIKI] TAELOVOTNTA TWV
omoiwv eotialet otig oxéoelg g Kpnng pe  pntpomoln Bevetia. Zto
neplBwplo TG épevvag, avtifeta, mapapével akoun to e§ioov aloonueiwto
QALVOHEVO TNG KUKAOPOPIAG KPNTIKWYV EIKOVWY OTLG TIEPLPEPELAKES KTT|OELG
NG Anpokpartiag Tov Ayiov Mdpkov, Kal Lo GUYKEKPLUEVA OTIG PEVETIKEG
emikpateleg NG avatohkng Adplatikng. Ilpdypati, o evrTumwolakog
aptOpog elkdOvwv Tov €xel eVTomIoTel 0 vaoUg kat cVANoYEG Tng loTplag,
™G Aalpatiog kat Twv mapadiov tov MavpoBovviov (Tng aAAoTivig
Bevetikng AAPaviag) ovvioTd adtayevoTtn paptupia TwV SLATOMTIOHIKWY
avtallaywv mov dtevepyovvtay petald tng Kpring kat tng avatolkng
aKTNG TNG AdpLaTIKNG ato Ta TEAN TOV d€KATOL TIEUTTOL £WG Kot TO SEKATO
¢Bdopo alwva.

Ewoveg kpnTiknig téXvNG KatéAnyav ota adplatikd Apdvia Kupiwg
HEow TwV 08wV TOL EUMOPIOV KAl TNG HETAVAOTELONG, EVW APKETEG
@LloTeEXVOUVTAV in situ amd HETAKIVOUHEVOLG KPNTIKOUG KOAAITEXVEG.
IOaitepa katd v mepiodo TwV PEVETOTOVPKIKWV TIONEUWV KPNTIKEG
elkoveg e@Bavav palikd ota Salpatikd mapdha gite wg KewWwnAa oL
ovvodevav tovg Kpnteg mpdoguyeg 0Tovg vEoug TOTOVG VTTOJOXNG TOVG,
elte WG MPOIOVTA OTOXEVPEVWY TrapayYyeAlwy Tov TpoopifovTav yia va
KOOUNOOLV TOLG VEOSUNTOVG vaovg kat Ta opfodofa povaotnpla g
Iotplag, Tng AaApartiag kat Tng Bevetikng AAPaviag.

H napovoa avakoivwon Oa efepevvroet T ovvOnkes katw amd TG
oroieg TeAovvTav 1 SlaKIVION TWV KPNTIKWV EIKOVWV OTNV OVATOALKN
aKTn TNG AdpLatikng, kat emmAéov Oa peletnoel Tovg Opovg vTOdoXNG TNG
KPNTIKNG TEXVNG OTIG TTEPLPEPELAKEG KTNOELG TNG Anpokpatiag Tng BeveTiag,
OTOXEVOVTAG OTNV AVASELEN EVOG aaApPTOYPAPNTOV AKOUN KEPANAIOV TWV
oxéoewv ADoNG Kat AVATOAT|G.
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Ch. Vourvopoulou, L. Vranopoulou, A. E. Kalliga

Fifteenth Century Portable Icons of Cretan Art, Invisible Views.
The recording of technical data by implementation
of infrared reflectography

A very useful tool for the revealing of otherwise invisible details which
are hidden beneath the paint surface is infrared reflectography, one of the
most important forms of non-invasive examination of paintings in the
hands of conservators.

Electromagnetic radiation, which in the near-infrared range partially
penetrates the paint layers, is reflected by the underlying preparatory lay-
ers. A reflectogram of the painting can then be constructed by detecting
and digitizing the reflected radiation providing, among other, precious
information regarding the stages of the making of works: the transfer of
the design onto the ground, the underdrawing, changes and alterations in
the composition, the handling of the paintwork and the style of the brush-
strokes.

During the last decade, a significant amount of technical data related to
the techniques and the materials of Cretan panel paintings dating from the
end of the fourteenth to the mid-fifteenth century, has meticulously been
collected in the Benaki Museum conservation department.

A selection of these results, exploiting the advantages of infrared reflec-
tography in the recording of underdrawings, the technique, the identifi-
cation of pigments and the revealing of original parts of the paintings, are
presented in the Symposium.

The method promotes immediate comparisons and in this respect, it is
used to present differentiations in style, achieved through the use of a sin-
gle technique, by recording adjacent areas either executed in the Byzantine
manner or clearly bearing western influences.
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X. BovpfomovAov, A. BpavomovAov, A. E. KaAAwya

DopnTEG EIKOVEG KPNTIKNAG TEXVNG TOL GEKATOV TIEUTTOV ALWVA,
aB¢ateg oyelg. Kataypagn texvoloykwv otoiyeiwv
e tn pEbodo g vmepuOpng avaxhaotoypagiog

H vrépuBprn avakAaotoypagia, eival fia and TiG ONHAVTIKOTEPEG WN)-
KATAoTPeNTIKEG HeBOSoVG e€éTaong (wypagikwy épywv kat avapeifola
£Va TTOAD XP1|OLHO EPYANELD OTA XEPLAL TWV CUVTIPITAY, VLA TNV ATTOKAALYT
afBéatwv, Vo dAAeg ovVOTKeG AEMTOUEPELDY, KPUUUEVWY KATW ATO TNV
EMPAVELA TOV XPWHATOG.

HpéBodogPacifetalotnvOtetoSuTikn tkavOTNTATNGNAEKTPOUAY VITTIKNAG
akTivoPBoliag oto kovivo vépuBpo. H kataypaen tng avakAaong tng,
Sivet, petald aMwv, moAvTipa otolyeia yia ta Stadoxika otadia dnuovpyiag
TWV £PYWV: TOV TPOTIO HETAPOPAG TOV 0XediOV EMAVW OTNV TTPOETOLLATIA,
TO IPOOXEDL0, TUXOV TpoToToLoelg 0Tn ovvleon, Tn puébodo drapoppwong
NG (WYPAPIKNG EMPAVELAG Kat TO VYOG TNG TILVEALEG.

Katé tnv televtaia dekaetia, 0To epyaotrplo ovvnpnong {wypagptkwv
¢pywv tov Movoeiov Mmevdkn €xet ovykevipwbei, pe oLOTNUATIKO
TPOTIO, ONHAVTIKOG aptOpog dedopévwy oV a@opovv OTnV TeEXVoloyia
Kal Ta VAIKE Kataokevns, Kpntikwv katd koplo Adyo, opntwv elkOvVeV
TIOV XPOVOAOYOUVTAL ATtO Ta TEAN TOV JEKATOV TETAPTOL £WG T LECA TOV
d€KATOV TIEUTITOV ALWVAL.

Xto mAaiolo tov ovpmoosiov, mapovoldlovral, and To apyeio avto,
eTmAEYHEVA amoTENETHATA TTOV ALlOTIOLOVY TIG SuvaTdTNTEG TG LTTEPLOPNG
AVAKAAOGTOYPAPIAG YL TV KATAYPA@PT) TOL TIPOTXediov Kat Tov (wypa@ikol
TPOTIOL, TNV AVAYVWPLOT XPWOTIKWV AAAd Kol TNV amokAALYn apxtkwy
(WYPAPIKDV OTPWUATWYV.

H pébodog mapéxet emiong tn SuvatoTnTa APEOT|G CVYKPLOTG TOV TIWG
Hmopel va dtagopomoleitatl 0To i8lo £pyo, 1 TEXVOTPOTia, Xwpi§ OHWG va
aANalet | TEXVIKT, KATAYPAPOVTAG EEXWPLOTEG TIEPLOXEG TIOV EiTE EXOLV
Stapopewbel pe tov apywg Pulavtivo tpodmo, eite eivar amotéleopa
EvTova SUTIKWV ETILPPOWV.
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Caitlin Breare

The Monopoli Altarpiece:
Conservation of a Cross-Cultural Masterpiece

Since 1937, the Museum of Fine Arts, Boston has owned an enigmat-
ic polyptych from the early fifteenth-century that reflects both Italian and
Byzantine artistic traditions. Known to be from the Church and Abbey of
Saint Stephen in Monopoli, a town in Puglia on the heel of Italy’s boot, lit-
tle was understood about where the painting was produced and by whom,
until 1979-80, when the piece was studied, and subsequently presented in
a 1988 Symposium (Eighth Symposium of the Christian Archaeological
Society, Athens), and finally published in 1993-94; the style indicates a Cre-
tan hand at work, while the format resembles Venetian altarpieces of this
period. The impeccable quality and impressive size would have made this
cross-cultural creation one of the most important and costly commissions
in the region.

Relegated to storage since the 1970s as its condition rendered it unfit
for display, the monumental seven-panel polyptych became the subject of
a major treatment and research project begun in 2014, funded by the Lin-
gos Family Foundation. This is the first ever technical examination of the
painting, and the first time it has been unframed since 1939.

The investigation led to myriad discoveries, largely due to the fact the
panels have not been drastically altered during past treatment campaigns.
Collaboration with various scholars, conservators, and scientists through-
out the project has led to many revelations. Traces of the work’s material
history have been uncovered, including construction techniques, original
tool marks, and clues about the original frame. This new knowledge and
eventual display is bound to further scholarly understanding of this myste-
rious and magnificent work.

34



Caitlin Breare

O mivakag pwpov and tn Monopoli AmovAiag:
OLVTHPNOT) €VOG SLATTOMTIOULKOD APLOTOVPYTLATOG

To Movoegio Kahwv Texvawv tng Bootwvng £€xel 0TV Katoxn Tov, amno
10 1937, éva auviypatikd TOADTTUXO0 TOV TPWIHOL 150V atwva To omoio
avTavakAd téoo TNV n takik 600 kat Tt Pulavtivi) KaAMTEXVIKT
napddoon. To €pyo eival yvwoTd OTL TIPOEPYETAL AMO TOV VAO TNG HOVHG
Tov Ayiov XZte@dvov ot MovomoAn, pia moAn tng Amovhiag, ot
voTtoavatohikn Italia. Qotdoo dev 1AV 0APHG 0 TOTOG TTAPAYWYNG TOV
OUTE NTAV YVWOTOG 0 KAAATEXVNG TIov TO dnovpynoe uéxpt to 1979-80,
mov To épyo pehetnOnke, akodovOwG TAPOVOLACTNKE 0€ AVAKOIVWOT) TO
1988 (Oydoo Zvunooto g Xplotiavikng Apxatohoyikng Etaipeiag, ABrva)
Kat téhog dnpootevtnke, to 1993-94. H texvotpomia Tov vmodeikviel
Kpntikd {wypd@o, evid 0 TOTOG TOL TApPATEUTEL 0 PEVETIKOVG TIIVAKEG
ayiag tpamnelag. H ayoyn kalitexvikny moldTnTA Kol TO EVILTWOLAKO
Héyefog avtod Tov SLATOAITIOUKOV SNILOVPYHUATOG TO EVTATOOVY OTIG
TILO OHAVTIKEG Kot damavnpég mapayyeAieg TnG mepLoxns.

Dulaypévo oTovg Ywpovg amobnkevong Twv épywv Tov Movoeiov and
N dekaetia Tov 1970, kabwg n kKatdotaon tov dev enétpene Vv ékbeon
TOV, TO UVNUELAKO TIOADTITUXO TWV EMTA XWPLOTWV TIVAKWYV ATOTENECE
AVTIKEILEVO €VOG UEYAAOV TPOYPAUUATOG CUVTHPNONG KAl EPEVVAG TIOV
Eexivnoe 10 2014, pe xpnuatodotnon anod to idpvpa “Lingos Family Foun-
dation”. TIpokettal yta TNy mpwTn TEXVIKN £€£TA0T TNV LOTOPLA TOL THivaKa,
KAl yla Ty Tpwtn gopd, amo to 1939, katd tnv onoia agaipédnke mpog
e&€taon 1o EuAGyAvTTo TAGIOLO TOV.

H efétaon odnynoe oe mAnog avakaldyewv, kupiwg efattiag Tov
YEYOVOTOG OTL Ol EMUEPOVG TiVaKeG TOL TOAVTITOXOV Ogv eixav vOOTEL
00Bapég AANOLWOELG KATA TIG ATOTIELPEG GLVTHPNOTG TOL 0TO TtapeABov. H
ovvepyaoia pe SLdPopovg epeELVNTEG, CLVTNPNTEG Kal OETIKOVG ETOTHHLOVEG
Katd Tn SdpKeEld TOL TPOYPAUUATOG OO YNOe O€ TOAAEG AMOKAADYELG
TIOV AQOPOLV OTA VN TNG LAIKNAG LOToplag Tov €pyov. ZvyKekpluéva
amokaAv@OnKav oL TEXVIKEG KATAOKELNG, XV TV apXIKwV epyaleiwv
Kat evOelEelg OXeTIKA e TO apxtkd Tov mAaioto. AVTH 1 vEa yvwon Kat N
TPOOTTIKN emavékBeong Tov mivaka omwodrmote Ba xpelaoTovV mepattépw
EMOTNUOVIKY €pevva, woTe va katavondel avtd 1o puotnplwdeg Kat
HEYANOTIPETIEG €pYoO.
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Maria Georgopoulou
Sacred Commodities? Icons from Venetian Crete

The scholarly discovery of Cretan religious icons in the last fifty years
has constituted a real “revolution” in the field of post-Byzantine art history.
Religious icons were a significant commodity sold in Candia, the capital
city, for the local and the international market. My paper will focus on the
way in which these icons can be inscribed into the artistic, devotional and
commercial life of early modern Europe in the 15th and 16th centuries. We
tend to think of the Renaissance as an artistic era marked by innovation
whereas the icons from Crete at first glance appear (or pose) primarily as
repetitive, traditional images. But if we look beyond the canon of the fa-
mous artists of the Renaissance, we find a parallel universe of things, which
were mass produced as copies of famous prototypes.

The proliferation of the icons made in Crete by the end of the fifteenth
century changed their status. The issue between copy and original must
have been of a different import during the first century of typography or
when prints were just becoming significant in the lives of peoples. The
exact replication of iconographic details and types responded to higher
demand and trends in the market as is evident with works by Donatello
and the workshop of Giovanni Bellini produced in large numbers. Could
practices in this artist’s workshop have been influential for icon painters in
Crete? Did the Venetians push these versatile sacred commodities to fill a
particular niche in the European art market?
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Mapia I'ewpyomovAov
Kpntikég eikoveg. Iepa epmopedpata

H emotnpovikn «avakalvyn» twv Kpntikwv Opnokevtikwv etkdvov ta
TeAevTala mEVAVTA Xpovia fTav pa aAndwn enavaoctaon yia Tov kAado
™G petaBulavtivig otopiag tng téXvnG. Ot Bpnokevtikég eikdveg Nrav
EVaL ONUAVTIKO EUTOPEVA TTOV TTOVALOTAY 0TO XAVOaKA, TNV TPwTELOLOA
TOV VNnotov, yla eyxwpta kat Otebvn katavdAwon. H opdia pov peletd
TOV TPOTO e TOV OTOI0 avTEG ol OpnokevTikéG elkOvVeG pmopolLv va
evtaxBolbv otnv kaAAttexvikr, AatpevTikn Kat eumopikn (wr g Evpwnng
TNV TPWLUN VEWTEPLKT TEPLod0 TOV SéKkaToV TEUTITOL Kal d€KATOV €KTOV
atwva. X2uvibwg Bewpodue Ty Avayévvnon wg pa mepiodo KaANTEXVIKNG
Kawvotopiag evw ot Kpntikég eioveg potalovv (1) maplotdvouy) e mpwtn
HATIA WG EMAVOAAUPAVOHEVES 1) TTAPAGOOLAKEG AVATIAPACTACELG. AAAA oV
KoLTagovpe Aiyo TLO HakpLd amod ToV Kavova Twv StaohUwV KAANTEXVOY
™G Avayévvnong, Pplokovpe évav mapdAAndo kOOUO TpAyUdT@Y, TTOV
KATAoKELACOVTAV HalIKA WG AVTIYPAPA OVOUAGTWV TTPWTOTOTIWY.

To mA0og twv Kpntikwv eiovwv mov mapdyoviav 6To TEAOG TOV
dékatov méuntov arwva dAage teheiwg T B¢on kot T onpacia tovg. H
ox€01 HETAED avTLypd@ov Kal TpwToTuToL Ba ipémet va T pe dAAN €vvola
otn SLdpKela TOL TPWTOV AUWVA TNG TLTIOYPAPIAG 1) OTAV TUTIWUATA KA
ykpaPoUpeg yivovtav polig onpavtikd otnv kalnueptvry (wn. H axpiPrg
AVTLYPAPT] EIKOVOYPAPIKWY AETTOUEPELWV Kal TOTTWV avtanokpiOnke oe
HeyaAUTtepn (TnNon Kat TACEG OTNV ayopd OTWG QAiveTal Ue €pya TOU
NtovatéAlo kat Tov epyaotrptov tov Tlofavvi MmeAive tov maprjyayav
avTiypa@a og peyain moodtnta. Mnopet iowg TPaKTIKEG 0TO EPYATTHPLTOV
Heydhov avtod {wypdgov va emnpéacav Tovg (wypdgovs BpnoKevTIKWY
ewcovwv otnv Kprn; 'H pimwg ot Bevetowdvol éompwéav tig Kpnrikég
EIKOVEG WG EVEAIKTA EUTTOPEVHATA WOTE VO YEUIOOVV €va OUYKEKPLUEVO
KEVO OTNV EVPWTAIKT KAAMTEXVIKT] atyopds;
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Konstantinos Giapitsoglou

Icons of the Seventeenth Century from Amari Province.
Iconography. Dedicatory Inscriptions, Meaning

In 2012, in the framework of inventorying the ecclesiastical treasures
(keimelia) in the churches of the district of Amari, a large number of
Post-Byzantine icons dating from the seventeenth to the nineteenth cen-
tury were identified.

The paper presents four examples of large despotic icons. The first two
come from the church of the Virgin at Meronas, are dated to the seven-
teenth century and depict the Virgin the Life-giving Source with Prophets
and St. George Kephalophoros (the Head-bearer). The icon of the Hospi-
tality of Abraham, of 1601, comes from the church of St. Nicolas at Elenes,
while the icon of the Virgin the Life-giving Source, of 1640, is of unknown
provenance. The iconography and style of these works are analysed in re-
lation to other contemporary Cretan icons. At the same time dedicatory
inscriptions are examined and the meaning of these icons is explored.
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Kwvotavtivog Ilamrtooylov

Ewoveg Tov 6ékatov £pdopov atwva anod Tnv emapyio Apapiov.
Ewkovoypagia, a@lepwTIKEG EMYPAPES, onpacia

To €10 2012, 010 TMAQiCLO KATAYPAPNG TWV KEUNALWV TWV VAWDV TNG
enapyxiag Apapiov, evromiotnke évag peydlog apluog petaBulovtivav
EIKOVWYV Tov 170V-190V awwva.

2Ty mapovoa avakoivwon Ba mapovolaoTovy TEcoEPA XAPAKTNPLOTIKA
napadeiypata and peydAwv diaotdoewv eikoveg TEUTAOL. Ot dVo TPwTEG
npogpxovtat and Tov vao tng IHavayiag otov Mépwva, xpovohoyovvtat
Tov 170 awwva kat anetkoviCovv tnv Havayia Zwodoxo IInyn pe Ipoenteg
Kat tov Ayto Tewpyto tov Keparopdpo. Amo tov vaod tov Ayiov NikoAdov
otig EXéveg mpoépyetat n eikdva g Grhogeviag Tov APpady, tov 1601,
eV 1 etkOva NG Zwodoxov IInyng Tov 1640 eival dyvwotng mpoélevong.
Oa emixelpnlel n elKOVOYPAPLKN Kal TEXVOTPOTIKI TOVG avaAvon, oe
oxéon He AANeG OUYXPOVEG KPNTLKES EIKOVEG. ZVYXPOvwG Ba e§eTactodV ot
aPLEPWTIKEG eTLYpa@ég kat Ba epevvnBel vonua avtwv TwVv eKOVWY.
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Robin Cormack
Two early works of Angelos?

The question mark in this title does not refer to the attribution to Ange-
los - the icon of St. Theodore is signed “Hand of Angelos”, and I argue that
St. Phanourios represents a companion piece (both turned up in a family
collection in Rome in 2010 and they are now under conservation in Lon-
don).

The question mark therefore refers to the argument that will be made
that these are to be identified as early works by the artist. This suggestion
is made by a comparison with the small M. Latsis panel of St. George and
St. Merkourios, which will (no doubt controversially) be suggested as the
model of the two large icons, and an object which was kept in the artist’s
workshop in Candia. Other icons will be brought into account to justify the
relative chronology.
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Robin Cormack
Avo pwipa épya Tov Ayyélov;

To epwtnuatikd otov TitAo Ogv ava@épetal oTnv amodoon oTov
Ayyelo twv 000 €pywv, AAAwWOTE 1) elkOVa Tov Ayiov Oeodwpov Pépel
TV vroypaen «Xelp AyyéAovr, eva yla THv elkova Tov Ayiov Pavovpiov
ETXELPNHATOAOYW OTL amoTeNEL KATA TN YVWUN LOV GUVOOEVTIKT TNG (Ka
ot dvo epaviotTnkav oe WOwTIkN cVAAoYT ot Poun to 2010 kat Twpa
Bpiokovtal oto Aovdivo yia cuvTrpnon).

()G €k TOUTOV TO EPWTNUATIKO OTOV TITAO ava@épetal oTnv vnobeon
nov Ba SLlaTVTIWOoW OTL OL EIKOVEG AVTEG HITopoVV va BewpnBovv wg mpwipa
gpya TOL KAAAMTEX V. Zg avTr TNV ipoTacn odnynonka and Tnv ocvykplon
He éva pKpo elkovidlo Twv aylwv Tewpyiov kat Mepkovpiov mov avrket
otn ZuAloyn Mapidvvag Adtorn, Kal To Omoio agevog MPOTEIVW WG TO
TPOTLTIO TwV 600 HeYdAWV elKOVWV kat ageTtépov Bewpw OTL eixe 0TO
ePYaoTnplo Tov otov Xavdaka o KAANTEXVNG, TTpdypa ov avapeiBola
Hmopel va eyeipet avtippnoels. Ipokepévov va SikatohoynOei n oxetikr
xpovoAoynon Ba Angbovv vtoyn kat dANeG elkOVEG.
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Katerina P. Dellaporta
Carrying Icons in Public Processions

The depiction of the “Corpus Christi Procession’, by Georgios Klontzas
is the only example known to us of an icon procession represented by a
Cretan painter, back in the times when the island of Crete was under Vene-
tian rule.

This paper is focused on this unique representation by Georgios Klont-
zas, and approaches it as a starting point and a motif for further, multileve-
led examination of several matters. A study of the iconographic type of this
particular procession is attempted, by outlining the realistic elements the
scene consists of. Its unique importance stems from the fact that a religious
ritual is captured in a specific historical moment, as if in a Chronicle, thus
contributing to the understanding of Cretan society under Venetian rule.

The paper’s topic is developed on a two-axis base:

a) An attempt is made to trace the historical and ideological origins of
this particular iconographic scheme: Can it be considered a creation of
byzantine and post-byzantine tradition or is it a reflection of European Re-
naissance, mainly in its Venetian variant? After comparing Klontzas’s work
with other depictions of the same subject, produced outside the cultural
framework of Renaissance Crete, and after taking into consideration con-
vergences, divergences and production circumstances, an expected conclu-
sion can be drawn: Klontzas’s work was infiltrated by decisive Renaissance
features heavily influenced by the Metropolitan centre of Venice.

b) The iconography of the particular religious, archaeological, his-
torical, political, ritual, cultural and folklore features of this particular pro-
cession is separately examined.
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Katepiva II. AeAdanopta
Attavevovtag elKOVEG

H «Attaveia tov Corpus Christi” Tov Fewpyiov KAovtlaeivatn povadikr
yvwoTtr mapdotaot pe Oépa v Aitaveia otny Pevetokpatovpevn Kpn.
To é¢pyo mov efetdletal avto kab’ eavtd avtdvopa amoTeNEl apoppr) Kat
kivnTpo Siepevvnong mokidwv {nTnudtwy, mov TpooeyyilovTtal og KATA TO
duvatov neplocotepaenineda: emiyelpeitat  avalTnon TOL CUYKEKPLUEVOL
gLKovoYpa@LKoL TOUTIOL TNG Attaveiag Kabwg Kat Twv TPAYUATOAOYIKWVY
ETIL LEPOVG OTOLXEIWV TNG, TTOV ATTOTVTIWVEL €V €I0EL XPOVOYPAPTLATOG il
OpnoKevTIKN TEAETH O€ OUYKEKPLUEVT LOTOPLKN OTLYUR avaAbovTtag Tnv
Kowvwvia tng Pevetokpatovpevng Kpnng.

H ntpoPAnpatikn Tng mapovoiaong meptotpé@etal yopw and dVo dfoveg:

a) Xtnv depedvnon NG LOTOPIKNG TPoEAevong Kat deoloyiag Tov
ELKOVOYPAPIKOD TUTIOV, KATA TOcov SnAadn) avtdg ek@pdlet pia avtidnyn
oto mAaioto TG Pulavtiviig kat petaPulavtivig mapadoong iy pia avtidnyn
TIOV eKTNYA&CeL amod Tov avayevvnotako koopo g Evpwmnng, iaitepa tng
Bevetiag. O ovOXETIONOG [E AVANOYEG TTAPACTACELG IOV TIPAYUATEVOVTAL
10 1810 O¢pa, EKTOG TOV TOMTIOWIKOV XWPOL TG avayevvnotakng Kprtng,
n ovyKkplon ovykAicewv kal amokAicewv kat Twv mpoimofécewv mov
TG Stapopewoay, katédnée otnv pdAlov avapevopevn Samiotwor, OTt
otnv Mtaveia Tov KAovtla éxovv Sietodvoet kaboplotikd otoixeia ng
Avayévvnong kat 0Tt KuplapxoOv dpeca ot emdpdoelg and tnv Bevetia wg
HNTPOTOALTIKO KEVTPO.

B) XZnv ewkovoloyikr TpooEyylon emi  Uépovg OpnokevTikwy,
APXALOAOYIKAV, LOTOPIKWY, TEAETOVPYLIKWY, TIOAITIOTIKWY, KOVWVIKWOV Kol
Aaoypa@Lk@V oTotxelwy, Tov Xapaktnpilovy Tnv ovykekplpévn Artaveia .
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Eugenia Drakopoulou

The Cretan Painter: Between the Artisan and the Artist

The Cretan painter is a distinct case in the history of the evolution and
development of Byzantine art after the Fall of Constantinople. His past is
based on the Byzantine painter about whom little is known with the excep-
tion of the information offered by the inscriptions. His situation during the
15th and 16th centuries depends on the developments in Italy, where the
contemporary artists move away from the medieval tradition. Their satis-
faction is not limited to the technical perfection of their work; they become
conscious of their intellectual and creative power. In any case, the Cretan
painters’ artistic production, their training, influences and style depend on
and also reflect the political and social conditions of the island of Crete
which was under Venetian occupation since 1204.

The aim of this presentation is to reexamine, on the evidence of the re-
cently published rich material including both the written evidence and the
works, whether the Cretan painter remains connected to his Byzantine past
and whether he develops into an artistic personality according to the Re-
naissance standards.
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Evyevia ApakomovAov
O Kpntikodg {wypd@og: avdpeoa oTov TeXVITN Kat TOV KAOAALTEXVN

O Kpntikdg (wypdgog anotelei pia EexwploTn mepintwon oTny Lotopia
™G e&EMEng g Pulavtivig téxvng petd v Alwon. To mapeABov tov
BaciCetat otov Pulavtivd (wypd@o, yla TNV TPOCWTIKOTNTA TOV OTO{0V
ehaxlota yvwpifovyte, pe e€aipeon To LAKO oV TPOGPEPOLV OL ETILYPAPEG.
To mapdv Tov, katd Tov 150 kat 160 alwva, SLAHOPPWVETAL O GLVAPTNOT)
He TiG e&elifelg otnv Itakia, 61OV 0L LYY pOVOL {WYpdPol amopakphvovTat
anod Tty pecatwvikr mapddoon. H wkavomoinon tovg dev meplopiletan
A0V OTNVY TeEXVIKN TeEAelOTNTA TNG OOVAELAG TOVG, aANd 0T oULVEeidnoN
NG BewpnTikng Kat dnuiovpyikng Tovg Svvaung. Xe k&be dpwg mepintwon,
N kaAltexvikn mapaywyn Twv Kpntikov (wypdgwy, ot emppoég kat 1
TEXVOTPOTIA TOVG, OLVOEOVTAL Kal AVTIKATOTTPI(OuV TIG TOALTIKEG Kal
KOLVwVIKEG ouvOnkeg TnG Bevetokpatoduevng anod to 1204 Kpnng.

ZtdX06 NG avakoivwong eivat va enavegetdoel, pe Baon to TAOLGOLO
TPOoPaATa ONUOCLEVHEVO VALKO, TA YPATITA TEKUNPLA Kal Ta £pyd, KATA
ndoov o Kpntikog (wypagog mapapével ouvedepévog pe to fulavtivo Tov
naperBov kat katd mocov efehiooetal oe KAAATEXVIKN TPOCWTIKOTNTA
OVHPWVA [LE T AVAYEVVTOLAKA TIPOTLTIAL.
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Anastasia Drandaki

The Discreet Charm of the Master’s Name:
Methodological Issues in Attributing Cretan Icons

In the past decades, archival research conducted in Venice has revealed
the names and deeds of many Cretan painters active in the fourteenth to
seventeenth centuries and numerous recent publications have shed new
light to Cretan icons, some of them carrying painters’ signatures. System-
atic studies on Cretan icon painting have allowed us to better comprehend
the rules of apprenticeship, collaboration and imitation that interconnected
the urban workshops on Venetian Crete. Conversely, one of the desiderata
of modern scholarship is the attribution of unsigned panels to eponymous
artists, whose work is usually known only from a handful of signed icons,
or to artists whose name is attested in written sources alone.

The challenge of attributing works of art to famous painters, or even to
unknown artists to whom art historians have given a conventional name
(e.g. Maestro della Maddalena) has been tackled early on in art histori-
cal studies for other historic periods. The methodology developed in those
academic fields, despite the often contradictory conclusions reached by
different researchers, has nonetheless established a set of stylistic, icono-
graphic and technical criteria that allow scholars to link unsigned works
with specific painters. In the case of Cretan icon painting our understand-
ing of the artistic output of several artists has been further obscured by the
numerous forged signatures that have been added to the panels since the
eighteenth century.

In my paper [ will focus on the methodological difficulties in attributing
unsigned panels to Cretan artists. Focusing on fifteenth-century artists, I
will discuss the historic circumstances that dictated the homogeneity that
characterizes the production of Cretan workshops and I will investigate
the contribution, potential and limitations of technical analyses that play a
decisive role in modern art historical discourse.

46



Avaoctacia Apavdakn

H xpugr| yonteia tng enwvopiag Zntipata pebodoloyiag
otnv anodoon eikdovwv oe Kpntikodg {wypagovg

O moAveteig €pevveg ota apyeia Tng Bevetiag, kabwg katn ovotnpatikn
dnuooigvon MOAADV KPNTIKWV EIKOVWY €£XOVV ATTOKAADYEL Ta OvOUaTa
Kal TI§ vroypa@és peydAov aptBpod kpntikwv {wypdewv kat éxouv
ETUTPEYEL TNV KAAVTEPT] KATAVON O TWV OXE0EWV HabNTELG, CLUVEPYATLOV
Kal HIENoNng mov ovvéxouv Tovg (wypd@ovg TnG PeveTOKPATOVUEVNG
Kprtng. Eva and ta (nrodpeva g obyxpovng épevvag eivat i anodoor
AVUTIOYPAPWY £PYWV GTNV TAPAYWYT| ENTOVVHWY (wypdewVv 1} nj oOVOeoN
ow(OpEVWYV EIKOVWY Le KAAATEXVEG TIOV YVWpilovpe HOVO Ao TIG TNYEG.

To mpoPAnpa g anddoong épywv og yvwotovg (wypdeovg, 1, €0Tw,
0€ AvVWVUHOUG KaAAITEXVEG O0TOVG omoiovg £xel dobel éva ovpPatiko
Ovola amd TOvG LOTOPKoLG TNG TéXVNG (m.X. Maestro della Maddale-
na), £Xel AVTIHETWTIOTEL amd TTOAD Vwpig 0T HEAETN TNG TEXVNG AAAWY
TeplOdwy, OTwWG TG apxaiag ayyeoypagiog 1 g dutikng (wypagikng. Ot
nebodoloyikég mpooeyyioelg mov £xovv avantuxDel og ekelva Ta yvwoTikd
nedia, mapd TG ovxvEG Slapwvieg HeTAED TWV HEAETNTWV WG TPOG Ta
ovumepdopata, €xovv woTooo dnpovpynoel €va obvvolo oTipapwv
Kpttnpiwv mov aglomolei Tov oVVEVACUO TEXVIKNG, TEXVOTPOTIKAG KAl
ELKOVOYPAPLKNG avAAVONG yla T oVLVOeon €pywv Kol KAAAITEXVWV.
Avdaloyeg mpoomaBeleg yivovTal TiG TeAevTaieg deKaeTieG KAl OTN HEAETN
TWV KPNTIKWV EKOVWY, Pactopéveg ota evaplbpa evomoypaga épya mov
yvwpiovpe. Eidikd otny mepintwon Twv kpntikwv (wypdewy, n cbyxpovn
EPEVVA ETIPETIE, EKTOG TWV AA WV, va Eedtalvvel Ty Tpdabetn cVyyvon ov
gxovv dnpovpynoel TAAOTEG VITOYpaPEG oL NN anmd Tov dékato 6ySoo
atwva Bpiokovtal eM{WYpAPIOUEVEG 0TIV ETILPAVELAL TOANDY ELKOVWV.

Ztnv opthia pov, Ba eoTidow ota taitepa TpoPAnLata mov Tapovotalet
n mpoondBela anddoong €pywv oe enwvupovg Kpnrikovg (wypdgoug.
Me agoppr| kvpiwg épya KAAAMTEXVWV TOV O€KATOV TEUTITOL alwva, Ba
ov(NTNOW TOVG OLAITEPOVG LOTOPLKOVG TIAPAYOVTEG TOV eméPalav Tnv
OUOLOPOp@ia TNG TTAPAYWYNG TWV KPNTIKWV etkovwy Kat Oa efetdow T
oVUPOAT] AAAA Kal Ta Opla TWV TEXVIKWY avaADOEWV TIOV T TeAevTaia
XPOVIQL €XOUV OVLVEIOPEPEL ATOPACLOTIKA OTN HENETN TNG KPNTIKNG

(WYPAPIKNIG.
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Rembrandt Duits

Western Sin and Orthodox Punishment.
The Vision of Hell of Theodoros Poulakis

This paper will examine the representation of Hell in the Last Judgement
on the icon known as ‘Eni 2ot Xaipet, ‘In Thee Rejoiceth.. ., painted by the
Cretan artist Theodoros Poulakis (1622-1692) during the last phase of his
life on Corfu (1675-1692) and currently in the Benaki Museum in Athens.

Poulakis’s version of Hell follows (Post-)Byzantine convention in its gen-
eral outlines, showing a river of fire emanating from the throne of Christ
the Judge and emptying in a burning lake - a lay-out not used in western
art except in areas within the Byzantine sphere of influence during the late
Middle Ages - and compartments with specific categories of sinners de-
picted as naked, writhing souls identified by Greek inscriptions.

Yet, in the details of the image, there are elements that conform to west-
ern rather than Byzantine visual and textual traditions, albeit adapted to
the Orthodox context of the icon. As a Cretan painter incorporating subtle
western derivations in an Orthodox vision of Hell, Poulakis was perhaps
the final exponent of a practice that had begun on his native island during
the fourteenth century. The paper will look at the iconography of Poulakis’s
depiction of Hell and the various sources on which it is based: Byzantine
and western iconography and the delicate blending of the two on Venetian
Crete.
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Rembrandt Duits

OpB6do&n tipwpia Kabohwkng apaptiag.
To 6papa tng Kohaong tov Oeodwpov [TovAdxn

To avtikeipevo TG HeAéTng Lov amotelel i) avamapaotaon Tng Kolaong
otnV eikova yvwotn ws «Emi Zoi Xaipew, {wypagiopévn and tov Kpnrikd
KaAAtéyvn @e0dwpo ITovAdxn (1622-1692) katd Tnv TedevTtaia gaon Tng
dpdong tov otnv Képkvpa (1675-1692), n onoia Ppioketal orjpepa 01O
Movoeio Mnevaxn otnv Adnva.

H exdoxn g KoAaong tov ITovhdkn akolovOei oe yevikég ypappég
(Meta-) Buvlavtivég ovuPaoelg, kabwg Seixvel Tov mdpvo motapd va
Tnyddet anod to Bpdvo Tov XPLOTOV-KPLTN KAl VL XUVETAL 0TV QAEYOEV
Aipvn. Avtr n avamapdoTtacn anavtatat oTn OVTIKN TéEXVN HOVO OTIG
TIEPLOXEG TIOV Ty LTIO PulavTiviy emippon TTpLY tepdoovy o€ SUTIKO ENeyxo
HeTd To 1204. Znv etkova Tov TTovhdkn anekovifovtal emiong emuépovg
Sdxwpa MOV CLUTEPIAAUPAVOVY CUYKEKPLHEVEG KATNYOPLEG AHAPTWAWY,
ot omoiot amodidovTal w¢ YUUVEG, Kal YERATEG ameATioia Yuxég mov
ovvodebovTal [e EAANVIKES ETILYPAPES.

QQ0TO00, OTIG AETMTOUEPEIEG TNG EWKOVAG, VTIAPXOLV OTOLKEIQ TOV
vrodetkvoovy  Sutikég mapadooelg mpooappoopéveg oto  0pBodoo
mAaiold g6 Q¢ Kpntikdg {wypdpog mov evowpatvel SUTIKEG ETLPPOEG
oe éva OpBodoo dpapa Kohaong, o TTovAdkng frav iowg o televtaiog
EKQPAOTNG HLAG TIPAKTIKNG TIOL Eixe apyxioeL 0T YEVETEPA TOL KATA TI)
ddpketa Tov dékatov Tétaptov awwva. H eikovoypagia tng ametkoviong
¢ KoAaong tov ITovhaxn kat 1 pei&n twv fulavtivay kat SuTikav mnyov
0TI omoieg oTNpPifeTal, avtavakAd LEPOG TOV TOADTTAEVPOL KOLVWVLKOD
dtadoyov mov éAafe xywpa otn Bevetokpatovpevn Kprn.
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Helen C. Evans
Cretan Icons at The Metropolitan Museum of Art

The Medieval Department of The Metropolitan Museum of Art recently
acquired four icons that were originally part of two panels containing two
images on each face for a total of eight icons. The panels sold at auction
in 1963 and were then divided into individual images. The four now in
the Latsis Collection in Athens, the Recklinghausen Icon Museum, and the
National Gallery of Sweden have been widely published. The Met’s works,
in contrast, were known only through the auction catalogue photographs
for many decades before being acquired by the museum in 2013 through
the generosity of Mary and Michael Jaharis. The Museum’s four icons -
St. John the Evangelist with Prochoros, the Baptism, the Anastasis, and St.
Nicholas — will be the focus of this paper along with the other Cretan icon
on display in the Met’s galleries, the depiction of Christ Bearing the Cross
by Nikolaos Tzafouris.
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Helen C. Evans
Kpnrtikég etkdveg oto MntpomnoAitikdo Movoeio Téxvng tng Néag Yopkng

To Tunua Meoawwvikng Téxvng tov Metropolitan Museum of Art
(MntpomoAttikdo Movoeio Téxvng tng Néag Yopkng) améktnoe mpodogata
TEOOEPLG EIKOVEG, OL OTIOLEG APYLKA ATTOTEAOVOAY HEPOG SVO AUPTPOCWTIWV
QUAAWV TIOL €PEPAV CUVOALKA OKTW TtapaoTacels. Ta guANa TovAnOnkav
oe Odnpompacia o 1963 kat otn ovvéxela StapelioOnkav oe avtovoueg
elcoveg. OL Téooepig €§ avtwy, onuepa otn XvAhoyn Adton oty Adnva,
oto Movoeio Ewévwv tov Recklinghausen kat oto EOvikdé Movoeio tng
Zovndiag, éxovv evpéwg dnpootevtel. AvtiBétwg, Tta épya tov Metro-
politan Museum of Art yia moA\ég dekaetieg fTav yvwoTtd HOVO Ao TIG
QWTOYpa@Pieg TOV KATaAdyov TnG dnuompaciag, £wg 0Tov epmAbav oto
Movoeio 10 2013 xapig otn yevvarodwpia Twv Mary kat Michael Jaharis. Ot
TE00EPLG 1KOVEG TOV Movoeiov, o Evayyeliotng Iwavvng pe tov Ilpodyopo,
n Bantion, n Avdotaon kat o aylog NikoAaog, amoteAodv To avTiKeinevo
NG mapovoag avakoivwong. ITapadAnha Oa ov{ntnOet kat n AAAN kpNTIKN
etkova mov ektifetal otig aibovoeg Tov Movoeiov, n mapdotacn Tov
Xptotob EAxopévou emi Zravpot tov Nikoldov TCagpolpn.
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Eva Haustein-Bartsch
A Cretan Royal Door in the Icon Museum of Recklinghausen, Germany

The Museum of Icons in Recklinghausen (Germany) preserves a Cretan
royal door which has the shape of a twice-curved ogee arch, a feature that
is known neither from Byzantine nor Russian royal doors. It resembles the
Gothic ogee arches which we are familiar with from Venetian architecture
and also from Venetian buildings on Crete, and which is found in a group
of royal doors that can be dated to a period from the second half of the 15th
century to the 17th century.

What is completely unusual and probably unique about this door are
the representations of the Archangels Michael and Gabriel on the top and
of the abbot Saint Zosimas and the ascetic hermit Mary of Egypt painted in
the lower zone, at the moment when Zosimas administers communion to
the former prostitute as a sign of forgiveness.

The royal door was painted by an excellent Cretan icon painter of the
second half of the 15th century and has many stylistic analogies with works
by Andreas Ritzos (c. 1421-1492). His work, as well as that of the painter
Angelos, served as a model for subsequent generations. This was also the
case in the representation of Zosimas and Mary of Egypt. Although they
do not appear on a royal door anymore, they can be seen on an icon dated
1603 and signed by Emmanuel Lambardos (Providence, Rhode Island Mu-
seum of Art), which was doubtless based on the same model as their image
on the royal door in Recklinghausen.
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Eva Haustein-Bartsch
Kpntikd Pnpodvpo oto Movoeio Eikovwv tov Recklinghausen I'epuaviag

210 Movoeio twv Eikdovwv oto Recklinghausen (Feppavia) guilacoetat
gva kpnTkod Pnrobupo Tov éxel TO OXNUA AVAKAUTTOHEVOL 0EUKOPLPOV
T0E0V SIMANG KAUMVAOTNTAG, VA XAPAKTNPLOTIKO TIOV SeV eivat YvwoTo
and ta Pulavtiva N Ta pwokd  Prudbupa. Ipooopotdlet pe yotdkd
avaxkapmtopeva o§ukopvea td&a ov pag eival yvwotd and tn Pevetikn
apXLTEKTOVIKN KaBwg kat and Pevetika ktnpla g Kprrng. Ta to&a avtd
evromifovtat og pia opdda Prnuobvpwv mov prnopolv va xpovohoynbovv
otV nepiodo amod to devtepo Uiod Tov 150V péxpL Tov 170 atwva.

To mpaypatikad acvvinfioto kat (0wG HOVAOIKO OXETIKA PE QUTO TO
Pnuobvpo eivar ot amnewkovioelg twv apxayyédwv Mixanh kat TafpmA
0TO Avw TUAHA Kat Tov affd Zwowpd kat TG aoknTplag octag Mapiag
™G Aryvmtiag otny Katwtepn {@vn, TN oTLypr| OV 0 ZWwotHdg TPOoEPEL
™ Ocia Kowwvia otn petavornoaca tepodovin oe évdeln dgeong twv
QAULOPTLWV TNG.

To PnuoBupo eikovoypagnOnke and évav efalpetid kpnTko (wypago
TOL SVTEPOV GOV TOV 150V AW VA KAL TTAPOVOLATEL APKETEG TEXVOTPOTILKEG
avaloyieg pe épya Tov Avdpéa PitCov (mep. 1421-1492). To €pyo tov A.
Pitlov, 6mwg kat avtd tov (wypdpov Ayyélov, Aettovpynoay wg TpoTuTIa
yla Tig emdpeveg yevieg (wypagwv. To idto ovuPaivel kat oty mepintwon
NG anekoviong tov appa Zwowud kat tng Mapiag g Avyvntiag. [apott
dev éxovv evtomioTel AAAN popa og Prpnobvpo, evtovtolg maploTdvovTal
oe pia ewova xpovoloynuévn oto 1603 kal LTOYEYPAUHEVT] ATIO TOV
Eppavounh Aapmndpdo (Providence, H.II.A., Rhode Island Museum of
Art), n omoia avap@ifola Baciotnke 010 810 TPOTUTIO [E TNV ATELKOVION
Tovg 0to Bnudbvpo tov Recklinghausen.
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Panagiotis loannou
Italian Historiography on Cretan Icons

Since the beginning of the 20th century, Italian historians of art
recorded and studied systematically the Cretan icons. Their work often
produced important findings. The interpretations that were attempted for
this specific artistic production, largely aligned with historiographical and
ideological patterns of their time, influenced the later approaches of this
subject to a great extent. With the main focus on the Italian historiography
of the first half of the 20th century examine: 1) the activities of certain per-
sons thanks to whom a specific terminology and classification were grad-
ually shaped, 2) how the impact of these views survived long after their
statement, and 3) what were the reactions caused by these interpretations.
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Iavaywtng K. Iwavvov
H taAikr) lotoploypagia yia TG KpNTIKESG ELKOVEG

AT6 T1G apx€G Tov 2000 atwva LTalol LOTOPLKOL TNG TEXVNG KATEYpayaV
KOl LEAETNOAY CUOTHUATIKA TIG KPITIKEG ELKOVEG OIVOVTAG CUY VA OOV TIKA
amotedéopata. Ot epunveieg mov amomelpddnkav ylo TNV KAAAITEXVIKT
auTn Tapaywyn, €v ToANoig evOVYPAUULOHEVES [LE TA LOTOPLOYPAPLKA KAl
1000y LKA OXHATA TG ETOXNG TOVG, EMNPEACAV O€ PUeYAAO Pabpo Kat TIg
HeTAYEVEDTEPEG TIpOOEYYioelg emti Tov idlov B¢uatog.

Me emikevTpo TNV ITAAIK LOTOPLOYPAPiat TOV TPWTOV ULOOV Tov 2000
atwva, egetalovrtat: 1) n §pdon ovykekpILEVWY TIPOCWTIWYV XApT 0TA OToia
Stapopewlnke otadiaxkd o cvykekplévn opoloyia kat Tagvounon,
2) TwG N Am)XNoN TWV ATOYEWV avTWV emPiwoe akOpa Kkat TOAD HeTd
amod T SlTVTIWOT) TOVG, Kat 3) TIOLEG Ol AVTIOPACELS TTOV TTPOKAAETAV Ol
OVYKEKPLUEVEG AVTEG EPUNVELEG.
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Maria Kazanaki-Lappa

The Cretan Painter Markos Bathas
Between the Byzantine Tradition and the Fascination of Western Art

The Cretan painter Markos Bathas probably belonged to a great family
of Candiote painters. Its most prominent member was Theofanis Strelitzas
Bathas, who brought the art of Cretan painters in mainland Greece. In the
middle of his life, Markos settled in Venice, where he developed close ties
with the Greek Confraternity, and where he died in 1578 in deep old age.

Despite Markos Bathas’ long life, only a small number of signed works
are known: an icon of John the Baptist with scenes from his life and two
despotic icons of the Pantocrator and the Virgin in monasteries of the lo-
annina region (Greece), an icon of the Virgin Odighitria in the church of
Virgin Chrysopolitissa in Larnaca (Cyprus) and a similar one in Isernia
(Italy). Two more icons have been attributed to him: the Descent into Hell,
now preserved in the Museum of the Hellenic Institute of Venice, and St.
Theodosius with scenes of his life, preserved in the Moscow History Mu-
seum in Moscow. Markos Bathas was also a miniaturist as indicated by the
extremely interesting, western-style small sketches, with which he visual-
ly commented on the codices of ancient writers that he owned and read
in his leisure time in Venice. Two illustrated prophetic manuscripts from
the Bodleian and the Marciana libraries have also been attributed to him.
Finally Bathas’ woodcut of a portrait of Zacharias Skordylis, a priest and
bibliographer from Chania, printed in Venice in 1563, suggests another of
the Cretan painter’s activities.

The diversity of artistic style along with his high educational level, his
great familiarity with western art and his interest in the theoretical quests
of his time make Markos Bathas a particularly interesting personality, from
the study of which we can explore broader issues associated with the Cre-
tan painters and their production.
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Mapia Kafavaxn-Adnma

O Kpntikog (wypdgog Mapkog Mnabag
avapeoa otn Pulavtivi) tapddoon kat Tr yonteia tng SUTIKAG TEXVNG

O Mapkog Mnabag avrke mbavotata otn HeydAn OIKOYEVELR TWV
(wypdewv Tov XdvSaka tngomoiag o mtio e&éxov péhog v pée o Oeopavng
ZrpehitCag Mnabag mov é@epe TNV TEXVN TWV KPNTIKWOY {WYypdewv oTnVy
nretpwtikr EAAada. Eto péoov tng {wng tov o Mdapkog eykataotadnke
otn Bevetia, 6mov avéntuvle otevolg Seopols pe v AdeA@oTnTa TwVv
EMvov kat omov mébave oe Babeld yepapata.

[Tapd tov paxpo tov Pio, EAdxioTa eVundypaga €pya Tov eival yvwoTd:
o IIp6dpopog pe oknvég tov Piov Tov Kal Ol OEOTOTIKEG ELKOVEG TOV
Iavtoxpdtopa kat Tng Ilavayiag oe povég tng meploxng twv Iwavvivwy,
i etkova g Havayiag Odnynrplag otnv Iavayia Xpvoomoitiooa otn
Adpvaka kat pia avaloyn otnv Isernia. Tov éxovv amodobel emiong 1 Eig
Adov Kdbodog, twpa o010 Movoeio tov EAAnvikov Ivotitovtov Bevetiag
Kat 0 Aylog ®e0806010¢ e oknvEG ToL Piov Tov, oto IoTopikd Movoeio Tng
Mooyag. O Mapkog Mmafdg vrrpe kat pkpoypaeog, OTwG pavepwvoLV
Ta efatpetika evlagépovta dutikod Veovg oxedidopard pe ta omoia
oxohiale elkaOTIKA Ta Kelpeva apyaiwv ovyypagéwv oe KWOLKeG oL eixe
otnv katoxr Tov Kat StdPale Tig wpeg TnG 0XOANG Tov otn Bevetia. Tov
gxovv arrodobel akoun ot pkpoypagieg 600 xpnopoloyiwv tng BoAdniavng
kat G Mapxkiavig BiAoOnkng. Tvwotr eivat, téhog, pwa Euloypagia
TOV, TPOCWTOYpAPia TOV XaviwTn kKAnptkov kat PipAoypagov Zaxapia
2kopdUAN mov Tuvnwblnke oe PiPAio otn Bevetia to 1563 kat vrodnAwvel
pio akoun and Tig §paoTnpLoTNTEG TOLV KPNTIKOL (WYpdov.

To avopolo kat dvico KaAATEXVIKO VYOG TWV €pywV TOV, TO LYNAO
TIVEVHATIKO TOV eminedo, 1 peydhn efowkeiwon tov pe tn Sutikn TéXvn
aAAd Katl To evllagépov Tov yla TG BewpnTikég avalnTnoelg TG eMoxng
kabiotovy Tov Mdapko Mmnafa pia idtaitepa evolapépovoa mpoowmkoOTnTA
Héoa amo TN peAéTn NG omoiag pmopovv va diepevvnbovv evpvTepa
(ntApata oxeT{opeva pe tovg Kpnrikovg {wypdgovg kat tnv téxvn Tov.
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Georgios Kakavas

Triptychs with Passion Scenes and the Use of Prints in Cretan Painting.
The Example of Triptych BXM 2029
in the Byzantine and Christian Museum

Passion scenes are common subjects in triptychs of Cretan art, as borne
out by many examples.

Presented here is the double-sided leaf of a triptych, with two scenes
from the Passion cycle —the Crucifixion and the Descent from the Cross-,
which is dated to the advanced sixteenth century. The iconography of the
representations, with the many figures participating in the drama, moves
away from the established few-figured schemes of the Byzantine legacy and
follows Western models.

Indeed, the closest iconographic parallel for the scene of the Descent
from the Cross is to be found in a copperplate engraving by Hieronimus
Wierix, which reproduces a work by Martin de Vos and is dated to 1584.

The unknown Cretan artist does not copy slavishly this particular West-
ern print or some other similar one, of the many that circulated widely in
Venetian-held Crete during the fifteenth and sixteenth centuries, but adds
new narrative elements in keeping with the dramatic intensity of the scene
and encountered in the ceremonial of the services of Holy Week.
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T'ewpyrlog Kakafag

Tpintvxa pe oknvég Tov ITdBovg kat n xprion XapaKTIKOV
otny kpntkn (wypagukr. To mapdderypa tov tpittdyov BXM 2029
tov Bu{avtivol kat Xplotiavikod Movoeiov

Ot oknvég tov ITaBovg eivan Bépata ovvnOiopéva oe Tpimtuxa NG
KPNTIKNG TEXVNG, OTWG amodetkvoeTal amd moAld mapadetypota.

v avakoivwon  avtp  TapovolaleTal  apu@UIPOowTo  GUANO
ITAAOKPNTIKOD TPIMTUXOV TIOV KOOUeiTal e dVO OKNVEG amd Tov KUKAO
tov IIdBovg, tn Zravpwon kar Tnv Amokabnlwon kat xpovoloyeitat
oTOV TMpoxwpnuévo 160 awwva. H eikovoypagia Twv mapactacewv pe
Ta TOANG TPOCWTIAL TTOV CUHUETEXOVV OTO SpALO ATTOHAKPUVETAL ATIO Tt
kaBiepwéva oltyompoowna oxnuata NG puiavtivig mapakatadnkng Kat
akohovOel duTikd TpoOTULTIAL.

[IpdypaTtt, TO CLUYYEVESTEPO ELKOVOYPAPLKO TTAPAAANAO yia TN KNV
™G Anokadnlwong evromiCetatr oe xahkoypagia tov Hieronimus Wierix
TIOV avTLypagel €pyo Tov Martin deVos kat xpovoAoyeitat ota 1584.

O dyvwotog kpnTikoG kKalhtéxvng Oev avtiypd@et SovAikd TO
OVYKEKPLUEVO SUTIKO XAPAKTIKO 1] KATTOLO AAAO TTapOolo amd Ta TOAAG
TIOV KVKAOQopoLoav evpéwg oTn Pevetokpatovpevn Kprtn tov 150 kat
Tov 160 alwva, alAd mpoohétel véa apnynuatikd ototyeia Tov cuvadovv
HE TN OPAUATIKOTNTA TG OKNVHAG KAl AMAVTOUV OTO TEAETOVPYIKO TWV
akolovBiwv tng Meyaing EBdopadas.

59



Kalliopi-Phaidra Kalafati

Commission and Execution of a Cretan Icon
with the Virgin and Child, Saints, Deceased Persons and a Donor

The icon (42X52.5 cm), currently preserved in a private collection, de-
picts the enthroned Virgin holding the Child, two saints, and other figures.

The Virgin is on the right side of the scene. On her left side, a saint,
identified by an inscription as Joasaph the holy martyr, intercedes to her in
favor of the three deceased figures depicted on his right, according to the
text written on his scroll. The figures are identified as nun Eudoxia and her
two children, nun Makaria and monk Nifon, all represented in attitude of
supplication.

Down to the left, a young man dressed in secular clothes is also depict-
ed in supplication, probably the unknown donor of the icon. Two more
saints, Charalambos and Nikolaos, appear in bust and in a smaller scale in
the upper left part of the icon. Down to the left, too, the date 1545 can be
discerned.

Judging from its stylistic elements the work was executed in a good Cre-
tan workshop of the 16th century. Therefore, the provenance of the donor
is one of the questions to be answered: Was he of Cretan origins as well,
or did he only choose a Cretan workshop to place his order? The relation
of the three monastic figures represented to the commissioner of the icon
will also be examined, along with the connection of all four figures to Saint
Joasaph.

Saint Joasaph the holy martyr (+1516) and his spiritual brother Maka-
rios (+1507) were disciples of Saint Niphon, Patriarch of Constantinople
(+1508), and they joined him in his long missionary journeys in Macedo-
nia and Hungrovalachia. In 1505, they settled in the Vatopedi Monastery,
Mount Athos, where they remained for two years. Could any connection
to nun Eudoxia and her two children bearing their names be traced? Fur-
thermore, could it be possible that the order was placed by the donor in
reminiscence of an important event that took place in Crete or elsewhere?

Finally, how the presence of the two saints, Nikolaos and Charalambos,
in the upper part of the icon could be explained?
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KaAAomn-®aidpa Kalagarn

H yoprnyia kat n dnovpyia piag KpnTIKnG eLKOVAG
e tnv Havayia Bpeokpatovoa, ayiovg, KEKOIUNUEVOVG KAl APLEPWTT

H ewova g Havayiag évBpovng Ppepokpatodoag e ayiovg Kat
dANeg pop@ég (42X52,5 ek.) avnkel oe WOt ovAAoyr. H Ilavayia
katadapBaver to 8§l TURUa TNG TapdoTaonG. AploTepd TNG, O AYLOG
Iwaoag o oolopdpTupag, dNwg TavTileTaland entypagr, LeCLTEVELCVUPWVA
HE TO KEIPEVO 0TO EIANTAPLO TOL Yl TNV vrrodoxn and tnv Iavayia oto
Bacilelo Twv ovpavwy Twv TpLOV popwv ota defld Tov. Tlpdkettat ya
™ povayr Evdoéia kat ta §0o tékva g, emiong povaxovg, tTnv Makapia
Kat Tov Nfjgwva, ov mapliotavovtal oe otdon 6énong. Katw apiotepd pe
KOOWKA pobXa amelkovieTal pop@r veapov avdpdg oe 8énor, mbavotata
0 AYVWOTOG aPleEpWTNG TNG elkOvag. Avo axoun dylol, o Xapalapumog
Kat 0 NikOAaog, o€ TPOTOWUN Kal 0€ WKPOTEPT KAIpAKA LOTOPOUVTAL AVW
aptotepa. Kdtw aplotepd, emiong, Staxpivetal n xpovoloyia 1545.

ZOHPWVA [LE T TEXVOTPOTILKA XAPAKTNPLOTIKA TOV TO £PY0 TIPOEPXETAL
amo Kalo KpnTikd gpyaotrnplo tov l6ov aiwva. Eva Aowmov and ta
gpwTnpata mov Ba Hag amaoxoAoovV eival 1) KATAYWYH TOL APLEPWTT).
‘Hrtav dpaye kpnrikog 1 mapriyyethe amhwg Tryv elkdOva O€ KPNTIKO
gpyaotnplo; Oa efetdoovye emiong Tn OXEON TWV TPLOV HOVAXWV TNG
ELKOVAG [LE TOV APLEPWTT), KABWG KAl TN OXE0T TWV TECOAPWY AVTWV HOPPWV
ne tov ooopaptvpa Iwacag. O aywog Iwdoag o véog o oolopdptvpag
(+1516) kat o mvevpatikog Tov aded@og Maxkapilog (+1507) frav padntég
Tov ayiov Nngwvog, Ilatpidpxn Kwvotavtivovmorewg (+ 1508) xat
ToV elYav ouvodeDOoEL OTIG MAKPEG LEPATIOOTOAIKEG TOV TiepLodeieg 0T
Maxedovia kat oty OvyypoPAayia. To 1505 eykataotabnkav otn Movn
Batonediov, omov mapépevav 6vo xpovia. ITowd Aomdv eivar - oxéon
g povayns Evdoéiag kat twv dvo tékvwy tng pe tovg ayiovg Ningwva
Kat Makdplo, mov @épovv AAAwOTE Kat Ta OVOUATA TovG. AnpovpynOnke
HNTIWG 1| ELKOVA ATIO TOV APLEPWTH TTPOG AVAUVNOT KATIOLOV GTHAVTIKOD
yeyovotog mov éhafe xwpa otny Kpntn 1| og kdmoto dAlo pépog;

Télog, Ba dtepevvnOei To vonua tng mapovaoiag Twv 6o ayiwv NikoAaov
Kat XapAalapmov mov anetkovi{ovtal 0Tto dvw TURUA TNG EKOVAG.
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Ourania Karagianni

A Vita Icon of Saint Marina in Milos,
the Painter Emmanuel Skordilis and the Influence of Cretan art
on the Island During the 17" Century

Featuring sixteen scenes of the saint’s biographical cycle, the sizeable
icon of Saint Marina may be included in the artistic production of the
Chania native painter and priest, Emmanuel Skordilis. The unsigned icon
under examination, which recounts pivotal episodes of the saint’s life and
martyrdom, graced the iconostasis of the monastery of Saint Marina on
the Aegean island of Milos and was probably crafted as part of a broader
commission of icons to decorate the iconostasis of the main church, as it is
deduced by the will of the monastery’s first abbot, Nikodimos Spatharos.

Taking this artwork as a point of departure, we attempt to re-examine
the artistic persona and work of Emmanuel Skordilis, tracing his course
from his birthplace in Crete to Milos, where he relocated following the fall
of Chania to the Ottomans in 1645. In addition, we seek to reassess the
already documented painting production on the island since the middle
of the 17th century, a period that was primarily linked with the activity
of the painter. The voluminous production of Skordilis himself as well as
the artistic workshop that he developed with Milos as its centre decorated
with significant works of art numerous churches, monasteries and private
dwellings both on the island and other Cycladic islands. As attested by the
existence of Cretan paintings dating back to the 15th and 16th centuries,
the Cretan school was far from unknown on the island; nevertheless, the
presence of Emmanuel Skordilis, especially at a time of prosperity for Mi-
los, left a distinguished mark on the local production of Cretan painting
that undoubtedly infused the regional cultural map with an aesthetic inno-
vativeness, by substantially contributing to the revitalization of local visual
arts with the production of both paintings and notable woodcarvings as a
result of private and public commissions.
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Ovpavia Kapayiavvn

Bloypagukr etkdva g Ayiag Mapivag otn Mnho,
0 Cwypagog Eppavoun Zkopdikng kat n enidpaon tng KpnTIKAG TEXVNG
oto vnol Tov 17° auwva

H peydlwv Staotdoewv eikdva tng ayiag Mapivag pe Sekaélt oknveg
Tov Proypa@kov Tng kVkAov pmopel va evraxbei otnv kaAAiTexvikn
napaywyn tov Xavidtn (wypagov kat tepéa Eppavoun Zkopdidn. O vnd
e€£€TAO AVLTIOYPAPOG TIIVAKAG TIOV LOTOPEL KEVIPIKA eMELTOdLa TNG (wig
KAl TOV HapTLpiov TNG ayiag, Koopoboe To TEUTAO TNG HOVHG TNG Aylag
Mapivag Mnlov kot mbavotata @ilotexvrhfnkeoto mhaiolo evpitepng
TapayyeAiag elKOVOV yia To TEUTAO ToV KABOAIKOV, OTwG CLUVAYETAL ATIO
1 Stabnkn Tov TPWTOL NyovpévoL NG, Nikddnuov Znabapov.

Me agetnpia 10 €v AOyw £€pyo Oa emixelpnOei emavefétaon tng
KaAALTEXVIKNG TipoowTikOTnTAG Kat dpdong tov Eppavounh ZkopdiAn,
apxtkd otn yevételpd tov Kpntn kat énetta ot Mo, petd tnv ntwor)
Twv Xaviov ota 1645 kat TNy £ykatdoTact Tov oto vioi. @a emyetpnOet
emiong enaveEétaon g NN Kataypappévng (wypagikng mapaywyng oTo
vnol and ta péoa tov 170V atdva, emoxn mov kate§oxnv ouvOoednke ue
Tov (wypago. H mhovoia mapaywyn tov Xkopdikn kat Tov KAAALTEX VKOV
gpyaotnpiov mov avantdxOnke pe kévipo tn Mnho, eumhovtioe pe
ONUAVTIKA €pya VaolG, HOVEG Kal OLWTIKEG olkieg TOv VNoloL aAld kat
Twv Kukhadwv. Av kat 1 kpntikr] oxoAny 0ev fTav Ayvwotn oto vnol,
AOYyw NG LTapPENg exkel KPNTIKWV EKOVWY TOL 150V Kat Tov 160V alwva,
Opwg, 1 mapovoia Tov Eppavovnk Zkopdiln otn Mnlo, kat paiiotaotny
neplodoaKng Tov vnolov, onUatodoTEL TNV EMTOTMIA TTAPAYWYT] KPNTIKNAG
(WYpPAPIKNG, YEYOVOG IOV OTWwadNToTE TPooédwoe véa aloONTIKN Vo)
OTOV TOAITIOTIKO XAPTN TOL TOTOV, GUUPAAAOVTAG OVLOLAOTIKA OTNV
avavéwon TNG TOTIKNG €KAOTIKNG Snuiovpyiag pe (wypa@ikd €pya Kot
aftodoya EuAoyAvTiTa 010 MAAioL0 WLWTIKWY 1) SNUOCLWY TTAPAYYEALWDV.
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Andromachi Katselaki

From Crete to Euboea.
Commission, Tranfers and Iconography of an Unknown Work
by Michael Agapitos with Scenes from the Life of the Virgin

During an inspection that was performed in early 2015 in the modern
church of Mesa Panagitsa at Chalkida, icons produced in workshops of
Crete, the Ionian Islands, northern Greece and other places were encoun-
tered, which had been gathered together in the church in the mid-20th
century under unknown circumstances. Amongst them, a large Cretan
icon that depicts scenes from the cycle of the life of the Virgin, and has a
smaller icon of the Virgin Enthroned —a work of the Heptanese School
that was added at a later stage— deserves special mention.

The icon includes sixteen episodes devoted to the cycle of the life of the
Virgin arranged in five zones. The narrative starts at the top left corner with
the Rejection of the Offerings and ends in the bottom right corner with the
Metastasis of the Virgin. On the lower part of the scene of the Embrace of
Elizabeth and the Virgin Mary (the Visitation) that occupies the last reg-
ister, a coat of arms and the date AXZH =1668 to the left of the group and
also the damaged dedicatory inscription AEHCIC T(OY) AOYAOY TOY
O(EO)Y / AIMHT(P)...Q®HAOQY on the right side were ascertained. Fur-
thermore, scientific examination of the scene of the Dormition of the Vir-
gin revealed the signature XEIP ATAIIHTOY.

Judging from the date, the artist can be identified with Michael Agapitos
(1635-1705), a Cretan priest and painter, hitherto known only from archi-
val sources, who lived and worked initially in his hometown Candia and
then on the island of Zakynthos. The icon at Chalkida, which so far bears
sole testimony to the art of Michael Agapetos, a noteworthy painter in his
time, confirms the relative diffusion of the iconographic cycle of the Virgin
in the Cretan School during the 17th century and provides evidence for the
person who commissioned the icon, but also for the circulation of icons
over the last years of the Venetian rule of Crete.

64



Avdpopayxn Katoehakn

Ano v Kpritn otnv EvPola.
H napayyehia, ot otauoi kat n elkovoypagia dyvwoTtov épyov
Tov MiyanA Ayannto0 pe oknveg amo tov Bio tng Iavayiag

2e avtoyia oTig apxég tov 2015 otov vewTepikO vao g Méoa
[Mavayitoag otn XaAkido eVIOTOTNKAV EIKOVEG KPNTIKWV, EMTAVIOLAKWDY,
PopetoeA adikwv kat AAAwV epyaoTtnpiwy, oLomoleg ovykevIpwOnKkav otov
VAo AyVWwoTo amo 1oV, oTa péca Tov 2000 atwva. Avapeod Toug tdtaitepn
uveia a&ifel n peydAwv SLa0TACEWV KPNTIKY ELKOVA (L€ OKNVEG ATO TOV
kOkAo tng [avayiag kat €vOeTo peTayevEéoTepo €lKOVISIO EMTAVNOLAKNAG
TEXVNG He TNV €vOpovn Hoper| TNG.

Zmnv etkova o koklog g Iavayiag meplapPdaver dexall enelcodia
Satetaypéva oe mévte (wveg. H agnynuatikn mhokn Eekiva and tny avw
apLoTepn) ywvia pe Ty Apvnon twv Swpwv Kat KaTalrfyet kdtw Se&id pe
™ Metdotaon. Xtnv televtaia (Wvn, 0TO KATWTEPO HEPOG TNG OKNVAG
tov Aomaopov g Iavayiag pe v Edioafet, evromiotnkav apiotepa
TOV CUUTAEYUATOG OLKOONHO Kat 1 Xpovoloyia AXEH =1668 kat defla 1)
@Oapuévn aglepwtikn entypaen AEHCIC T(0Y) AOYAOY TOY O(EO)
Y / AIMHT(P)....QOHAOY. EmumAéov katd tnv gpyacTnplakn épeuva
otn oknvn g Koiunong g Oeotdkov amokalvgbnke n vnoypaen XEIP
ATAITIHTOY.

ZOUpwva He T XPOVoAoYia, UTOPOVIE VA TAVTICOVHE TOV KAAAITEX VN
HE TOV YVWOTO £WG TWPA HOVOV a0 APXELAKEG TINYEG, KPNTIKO LEpEA Kal
(wypago MixanA Ayamntd (1635-1705), mov £(noe kat édpace apyika
otnv matpida Tov Tov Xdvdaka kat ot ovvéxeta otn Zakvvbo. H eikova
¢ XaAkidag, povadikog péxpl Twpa HApTLPAG TNG TEXVNG Tov MixanA
Ayanntov, a§lohoyov (wypd@ov Tng eMoxng Tov, emPePalwvel T OXETIKN
Stddoomn tov elkovoypagiko kukAov TngHavayiagotnvipntikn (wypa@ikn
KaTA T0 170 audva, pag mapéxeL oTorxeia yia Tov mapayyeAlodotn tng aAld
Kl yla TNV KUKAO@opia TwV elkOVWY 0Ta TEAELTALA XpOVIa TNG PEVETIKNG
nepLodov.
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Konstantia Kefala

Three Icons from Leros and Their Attribution.
The Paleologan Tradition, Relations to and Divergences
from Cretan Painting

In the present paper three despotic icons that decorate the iconostasis
of the church of Panagia tou Kastrou on Leros are reexamined. They depict
Christ Pantokrator, the Virgin Glykophilousa and Saint John the Theologi-
an. Although these three masterpieces at their first publication were dated
to the 16th century and attributed to a Cretan workshop, certain elements
of their style indicate an earlier date, within the first half of the 15th centu-
ry. The creativity of the composition, the excellency of the detailed elabo-
ration in the faces, the aristocratic figures and refined technique point to a
charismatic artist, very well acquainted with Paleologan tradition. On the
other hand, the characteristic features of his work make clear his distance
from the well-known Cretan painters of the end of the 15th century and
raise the question of his artistic identity, origin and the boundaries of his
activity.

From the first decades of the 14th century Leros was already a part of
the Hospitaller State and Rhodes, as the capital, was from 1309 to 1522
the centre of vigorous artistic permutations. In that period, icons from
Constantinople, Crete and Cyprus circulated in the Dodecanese, while the
osmosis with Western art resulted in the creation of a local idiosyncratic
trend conventionally referred to as “eclectic”. Examples from all the above
mentioned workshops and trends have been detected across the islands
and new icons are constantly identified. Within this setting, the objective
is still the clarification of the particularities of artistic developments in the
Dodecanese under Hospitaller rule and the definition of the dividing lines
between indigenous and imported production.
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Kowvotavtia Kegala

Tpeig eicoveg anod ) Aépo kat n anmodoor| Tovg.
H nalatoloyeia mapddoon, ox€oels kal amokAioelg
arno v kpnTikn (wypagikn

Ity avakoivwon emavegetalovtal Tpelg Se0MOTIKEG EIKOVEG TIOV
diakoopovv 10 TEUMAO TNG ekkAnoiag tng Ilavayiag tov Kaotpov
otn Aépo xat amewkovifovv tov Xplotd Ilavtokpdtopa, tnv Ilavayia
Ivkogilovoa kat Tov ayo Iwdvvn tov @egoldyo. Av Kal oTny TPWTN
Tovg Onpooievon ta Tpia avtd afidloya épya xpovohoyndnkav otov 160
alwva Kot anodobnkav oe KpnTIKO €PYAOTNPLO, OLYKEKPIUEVA OTOLXEQ
NG TEXVOTPOTAG TOLG LTOJEIKVDOVYV TPWIHOTEPT) XPOVOAOYNOT, OTO
TPWTO OO Tov 150V awwva. H dnuiovpykotnta twv elkovoypagikwv
ovvBéoewv, 1 dploTn Kal Aemtopepelaxr| enegepyacia TwWV TPOCWTWY, 1)
APLOTOKPATIKOTNTA TWV HOPPWYV KAl 1] EKAEMTVOUEVT] TEXVIKI] HAPTVPOVV
£V XApLOPATIKO ONpLovpyo, eEotkelwpévo pe TNy malatohdyeta tapdadoon.
Ao v AAAn TAELPd, TA XAPAKTNPLOTIKA TNG TEXVNG TOv KabioTovv
Stakptth} TNV AmdoTaon OV TOV SLawpileL Atd TOVG YVWOTOVG KPNTIKOVG
(wypdgovg Tov Télovg Tov 150V atwva, Bétovtag ovvapa to TPOPANua
NG KAAALTEXVIKTG TOV TAVTOTNTAG, TNG KATAYWYTNG KAl TNG TEPLOYTG OTIOV
ekelvog dpaotnplomoleito.

ATo 115 apxég nOn Tov 140v awwva, 1 Aépog amoteAovoE TUNHA TNG
enmkpdrelag Twv Iwavvitwv Inmotwv kat n Podog, wg mpwtevovoa Tov
o tkov Kpatidiov Tng Awdekavioov, vipée and to 1309 ¢wg to 1522,
enikevtpo afloonpeiwtwv kaAlirexvikwv Quuwoewv. Tnv emoxr ekeivn,
elkoveg ano epyaotnpta g KwvotavtivovmoAng, tg Kpnmng kat g
Kompov kvkAogopovoav ota Awdekdvnoa, evw 1 6GUwon pe T SuTIKN
TéX VN eixe 08nynoet ot SLapoOpPWoT (LG TOTIKAG, IOLOHOPPNG CWwYPAPLKG
Tdong mov ovoudotnke ovpPartikd «exhektikrp. Ilapadeiypata OAwv
TWV TAPATIAVE EPYAoTNpiwv kat Tdoewv éxovv Non evromobel kat véeg
ELKOVEG ATOKAAVTITOVTAL SLOPKWG. Z€ AVTO TO TAALOLO0, 1] ATOCAPTVLOT] TWV
KaAtexvikwv e&ehi§ewv ota mmotokpatovpeva Awdekdvnoa, aAAd kat 1
SdKpLON TWV OplwV AVALESH OTNV EYXWPLA KAl TNV ELOCNYHEVN ot dANa
KEVTPA TEXVI TIapapEVeEL {NTOVUEVO TNG €pEVVAS.
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Maria Constantoudaki-Kitromilides

Icons of Cretan Art
(Fifteenth-End of the Seventeenth Century):
Surviving Works, Evidence, Research, Questions

Painting in Crete during the Venetian period, an artistic expression
with origins in the “second palaeologan trend” of Byzantine painting, had
acquired a distinct character from the beginning of the fifteenth century.
During this and the following century, the art of portable icons, respond-
ing to the needs of the mixed clientele of Crete, but also to demand from
outside the island, shows great vigor in the hands of talented and versatile
painters, who expressed themselves following byzantine aesthetics on the
one hand and creating a mixed artistic idiom on the other.

The high quality of painting in Crete corresponds to the general pros-
perity of various forms of art and culture in the island, which were sup-
ported by the economic and social evolution of members of the upper and
middle urban strata; they were further encouraged by a circle of Cretans
and Venetians with humanistic education and a positive reception of the
ideas of the Renaissance and Mannerism.

The remarkable production of Cretan icons is documented by a broad
body of surviving material, kept in churches and monasteries, public and
private collections in Greece, the rest of Europe and other continents. The
study of this art made great progress during the last thirty years of the
twentieth century, after the discovery of archival data from the State Ar-
chives of Venice. This documentation greatly enriched our understanding
of the social context of the production of works of this kind.

Cretan icons themselves are documents of the art of their time and tes-
timonies of the concerns of the most inquiring artists in this tradition. It
remains for the researcher to wonder in his/her turn and to investigate the
ways of a further enrichment of our views towards this significant material,
which in its way forms part of the broader cycle of European late medieval
and early modern art.
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Mapia Kwvotavrovdakn-Kitpouniidov

EikoOveg kpnTIKNG TEXVNG
(0¢katog mEUNTOG-TéAN dékatov €RSopov awva).
Epya, paptopieg, épevveg, epwTrpata

H {wypagwkn eikovov otny Kprjtn g Pevetikng meptodov, téxvn e
KataPorég otn «OebTepn malatoldyela TexvoTpotior NG Pulavtivig
(wypa@IknG, eixe amokTnoel OlaiTEPO XAPAKTAPA AMd TIG APXEG TOV
dékatov TEUTTOL atwva. Xt SLdpKeLa aVTOD AAAA KAl KATA TOV EMOUEVO T
TEXVI TV QOPNTWV EIKOVWY, TTPOTAPUOLOUEVT OTIG AVAYKEG TOV UEIKTOV
kool TG Kprtng aAd kat oty €§wBev {rjtnon, yvwpilet peydAn avlnon
0Ta XépLa LKAVWV Kat EVEMKTWV {WYpa@wy, IOV EKPPACTNKAV TOOO KATA
™ Pulavtiviy aoBnrikn 600 kat oe PekTo iwpa.

To vynho eminedo g Cwypagwng otnv Kpntn avtiotoei ot
YEVIKOTEPT] aKHT SLaQOpWV HOPPWV TEXVNG KAl TOALITIOUOV OTO VNOi, Ol
omoieg VTOoTNPIloVTAL ATO TNV OLKOVOLKT] KAl KOWVWVIKT avantuén twv
AVWOTEPWYV KAl HECALWY OTPWHATWV TwV TTOAewV. Evvoovvtal emmAéov ano
évav kuklo Kpnrikwv kat Bevetav pe ovpaviotikr kahAiépyeta kot Oetikr
vrodoxn Twv Wewv TG Avayévvnong kat Tov Mavieptopo.

Tnv afloonpelwtn TAPAYWYN TWV KPNTIKWV EKOVWV TEKUNPLOVEL EVPV
oW VAIKOV, TToL 0w{eTat 0e vaolg Kat LoVEG, o SnUdoLeg Kat LOLWTIKEG
oVAAoYEG otnv EANGSa, t Aowr) Evpwnn aAld kat og dAAeg nmeipovug.
Apketéq @épovv vTOYpaPEG onUavTIKWY kaAAtexvwv. H pelétn tng
TEXVNG AVTAG YVwpLloe alpatwdn mpoodo oTa TeAevTtaia TpLavTa Xpovia
TOV €IKOOTOU QLWVA, HETA TNV avakaAvymn apxelakwv dedopévwy amd
Ta Apyxeia NG Bevetiag, amokaALTITIKWV Yl TOUG OLVTEAEOTEG Kal TO
KOLVWVIKO TTAaiolo Tng Snpovpyiag TETOLwV €pywv.

Ol KPNTIKEG EIKOVEG OLVIOTOVY TEKUNPLAL TNG TEXVNG TNG ETTOXNG TOVG
KAl HapTUPIEG Yo TOVG TPOPANUATIOUOVSG TIOV ATTAGXOAOVGAV TOVG TILO
aviiovxovg kaAlrtéxves. Evamokertal otov epeuvnti 1 TNV gpeuviTpLa
va TIPoPANUATIOTEL [e TH OELpd TOV/TNG KAl Va SLEPEVVIOEL TOVG TPOTIOVG
TEPATEPW EUTAOVTIOHOV TNG OTTIKNAG UG amévavtt 0To aflodoyo avtd
VAIKO, TIOU HETEXEL e TOV TPOTIO TOV OTOV €VPUTEPO KUKAO TNG DOTEPNG
HECALWVIKTG KAl TNG TTPWLUNG VEWTEPTG EVPWTIATKNG TEXVNG.
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Irene Leontakianakou

Reception and Impact of Cretan Icons
in the Ionian Islands

The Cretan icons” public was spread out of the boundaries of Crete in
other Venetian ruled areas, such as the Ionian Islands. This is evidenced by
a number of Cretan icons dated from the 15th century that can be found
even today in Corfu. Also, it is more than certain that some well-known
Cretan painters were working in Corfu during the 16th and 17th centu-
ries. The aim of this paper is to offer a critical review about the Cretan
icons found in the Ionian islands that were created either in Crete or in situ
by Cretan artists. Emphasis will be given on commissions, iconographic
choices and ideological connotations of selected works.

Some arising questions are: Was there any prevailing subject matter in
this cultural context and what was the impact of these works in the local
religious painting? Is there any clue to relate these Cretan icons with the
fundamental developments that took place in the Ionian Islands during
that period, e.g., the propagation of the genre of religious icon in local so-
cieties? Is it possible to assume that the Cretan icons of eclectic character,
as well as the presence of Cretan artists contributed to the emergence of
hybrid religious works in the Ionian Islands in the late 17th century and
the early 18th centuries, enhancing in turn, to the gradual “transition from
icon to religious painting” and eventually to the so-called “Ionian School
of painting”?

70



Epnjvn Agovrakiavakov

H vmodoxn twv kpnTikadv eikdOvwv ota Iovia vijota
Kali 1 enidpaot) Tovg

To KOO TWV KPNTIKWV EIKOVWV SLEVPVVETAL KAl EKTOG TWV 0piwV TNG
Meyahoviioov og dAAeg PeveTokpatovpeveg iepLoxég onwg ta Entavnoa.
Ao Tov 150 auwva XpovoloyouvTal XAPAKTNPLOTIKEG KPNTIKEG EIKOVEG
nov Ppiokovtal kat onuepa akoun otnv Képkvpa, evw tov 160 kat 170
atwva paptoupeitar n adtap@loPritnTn mapovoia onuavtikwv Kpntwv
(wypdewv oto 8o vnoil. Oa emxelpnbel €vag KPLTIKOG OXOMAOHOG TNG
TOAVUTIAEVPNG AVTNG OXEONG TWV KPNTIKWV EKOVWY KAl TwV dnuiovpywv
Tovg pe o meplfailov Twv loviwv vijowv. Ti eidovg Bépata mpokpivovral
EKEL Kal Tola 1 AmAXNon Tovg oTNV gyxwpla (wypagkn mapaywyn; Oa
€0TIAOOVLE 08 TAPAYYEAIEG, ELKOVOYPAPIKEG ETUAOYEG, EVIOTE O LOEONOYIKA
OVUPPALOUEVA CUYKEKPLUEVWY EPYWV.

Ze moto Pabpo, ot mapayyelieg elcovwy kabwg kat 1 idta 1 KaAATeEXVIKN
dpaotnpiotnra twv Kpntwv Ba propovoav va ovvdeboidv pe Oepeliwderg
e&elifelg otn Bpnokevtikn (wypagkr Twv Entaviiowy, 6nwg ) dtadoon
TOv €ldovg TnG elkovag OTIG TOTKEG Kowvwvies. Eivar mbavo kpnrikég
EIKOVEG EKAEKTIKOV XapaKTrpa va oxetiCovtal pe TNy avddvon, kupiwg ot
Zaxvvlo, vPpdikwv OpnokevTikwy £pywy, CVUBAANOVTAG OTO PALVOUEVO
NG «peTaPaong and Ty ewkova otov mivakar; Katd noéco evotabel n
unobeon OTL N Tapovoia TWV KPNTIKWV elkOVWY ovvéPale obevapd ot
oTadLaKY «HETAUOPPWOT» TNG BpnokevTtikng {wypagikng ota Iovia vioid,
n omoia 0drynoe otn Aeyopevn «Entavnotaxn ZxoAn»;
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Angeliki Lymberopoulou

Sampling Religious, Linguist and Visual Bilingualism in Venetian Crete:
The Fogg Triptych

Artistic production on Venetian Crete, reflecting the wider social cir-
cumstances in the island as part of the Serenissima’s Stato da Mar, has been
attracting increasing attention in scholarship for over quarter of a century.
Pioneers such as Giuseppe Gerola for the study of monumental production
and Manolis Chatzidakis for scrutinising the Cretan icon have placed the
initial paving stones for examining art and its peoples within an environ-
ment that bears significant importance for our present day multi-cultur-
al society. Furthermore, the Venetian State Archives provide an invalua-
ble source of information - although, as prof. Maria Constantoudaki has
pointed out, it is very rare for researchers to attach an artist's name to an
artefact and vice versa.

Such is the case of the Fogg triptych, a small portable triptych which was
almost certainly a private possession. Its multi-levelled bilingualism - com-
bining the Byzantine Deesis and Mandylion with Franciscan saints and us-
ing both Latin and Greek inscriptions - are informative of its anonymous
patron and artist and offer yet another building block in the construction
of a complicated and multi-faceted society born out of forced co-existence
but ending by making a mark as one of the most prolific cultural encoun-
ters not only on Crete but also in the wider Mediterranean.
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Ayyehikn Avunepomovlov

[Tapadeiypata OpnokevTiknig, YAwootkng Kat ontikng dtydwooiag
otn Bevetoxkpatovpevn Kpntn: To tpintuxo Fogg

H kaAAteyvikn mapaywyn otnyv Evetikn Kpnmn avtavakAd tigevputepeg
KOWVWVIKEG oVVONKeG 0TO Vol wg uépog Tov Kpdtovg tng @dlaocoag tng
Bevetiag. Katd ovvénela, Tnv tehevtaia eikootmevtaetio £Xel TpooeAkDOEL
Heydlo evllagpépov otnv épevva. [lpwtomdpol 6nws o Giuseppe Gerola
oTn UeAETN TNG pvnuetakng (wypa@ikng kat o Mavoing Xat(ndaxng ya
NV avdlvon TG KpnTkng eikovag, €eocav ta Bepéhia yia v e&étaon
NG TEXVNG Kal TNG Tapaywyng tng péoa oe €va mepallov pe emikapn
onuacio ylo TNV onueptv) TOAVTOALTIOUIKY Kowvwvia pag. EmmAéov, ta
Evetika Apxeia mapéxovv avektiuntn mnyn mAnpo@opLwy - av Kat, Omwg
n kabnyntpia Mapia Kwvotavtovdaxn éxet emionudvel, eivat oAb ondvio
Yl TOUG EPEVVNTEG VA KATAPEPOLV VA TAVTIOOVY KAAAITEXVEG Ue Epya
TEX VNG KAL TO AVTIOTPOQO.

Tétowa etvar n mepintwon tov tpimtvXov Fogg, evog pikpov, gopntov
TputTOYOVL 1oL TAvOTATA aviike o WwwTn. H eikovoypagukr dtyhwooia
ToL - ouvdvadet T Pufavtivi) Aénon kat to MavonAio pe Opaykiokavovg
ayiovg kat xpnotpomnotei T6oo Aativika 600 kat EAAnvikd 0TI emtypageg
— HOG ETUTPETEL AV KAVOLLE KAToLeG VTTOOETELS Yl TOV AYyvWOTO LOLOKTATN
tov. EmumAéov mpoo@éper éva akodun ototxeio yia tnv e§étaon Tng
TOAOTIAEVPNG KOLVWViag TOV TO SdNuIovPYNOE, Hia KOvwvia TTov anmoTeAel
0tafud yoviung moATIOTIKAG ovvuTapéng Oxt Hovo oTnv LoTtopia NG
Kpntng aAAd ko otny gvpvtepn meploxr tng Meooyeiov.
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Chryssa Maltezou
Cretan Icon and Social Context

Cretan icon painting is part of a more extensive phenomenon of min-
gling between two cultural traditions which occured in the island during
the last centuries of Venetian rule. It is well known that the familiarity of
Cretans with Western civilisation had a direct effect on their daily life, as
it is also known that the cultural fusion is evident in various aspects of the
Veneto-Cretan society.

The aim of this paper is to provide a brief survey of the basic features of
Cretan society during the above period and to discuss briefly the position
of native painters in the realities of Cretan society. The historical outline is
related to an examination of the structure of Veneto- cretan society, and it
is intended to serve as a background for a fuller understanding of Cretan
art in the Venetian period.
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Xpvoa Makté(ov
Kpntikr eikova kat KOvwvIKr cvvageta

H (wypa@ikn TnG KPNTIKNG EKOVAG ELVAL CUVVPACHEVT] LLE TO EVPVTEPO
@awvopevo g ovvavtnong g Pulavtiviig mottiopkng mapddoong e
TN SUTIKT), TO OTolo apaTNPONKE OTN HEYAAOVN OO KATA TH OLAPKELR TNG
votepng Pevetokpartiog. Eival yvwoto ot ) e€otkeiwon twv Kpntikwv pe
TOV QUTIKO TTOMITIONO eixe dpeon emidpaoct oTov WOLWTIKO Tovg Pio, OTwg
eMONG €lval YVwoTO OTL 1 TOAITIOUIKT] CUYXWVELOT TOPATNPELTAL OF
TIOLKIAEG TTUXEG TNG PEVETOKPNTIKAG KOLVWVIAG.

2KOTOG TnG OUVTIOMNG QUTNG ELONYyNONG €lval va TopOLOLACEL Ta
KOpLaL XOpAKTNPLOTIKA YVWPIopaTa TNG KPNTIKNG KOWVWVIag KATd TOLG
televtaiovg atwveg tng Pevetokpatiag kat va egetacel tn 0éon mov
Kateixav 6’ avtryv ot kpntikoi {wypd@otl, Tpokelpévov va ovpPdlet otny
TANpEoTEPN KaTavonon Kat gppnveia tng téxvng g Kprtng katd
Pevetikn mepiodo.
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Dionysis Mourelatos

Inscriptions and Painters” Signatures During the Second Half
of the Fifteenth Century. The Case of Nikolaos Tzafouris

This communication will discuss signed works by the Cretan painter
Nicholas Tzafouris focusing on the position, shape and type of signatures,
as well as the language and script used for both signatures and inscriptions
identifying scenes and figures.

The increased demand of icons in Italy prompted Cretan painters to
use new types of signatures in the Latin alphabet, probably conforming
to Venetian practice. Inasmuch as the signatures of artists are connected
with an emerging awareness of their role as creators and with their ascend-
ing social status, the signatures of Cretan painters from the second half of
the fifteenth century and especially those identified in the works by Tza-
fouris are representative study cases. The different scripts employed, the
use of ‘humanistic’ majuscule and ‘late Gothic’ styles and the placement
of inscriptions and signatures will be considered in an effort to elucidate
whether Tzafouris and his fellow-craftsmen in Crete followed contempo-
rary trends in the spirit of the Italian Renaissance.

76



Awovvong Movpelatog

Emtypa@ég kat vmoypa@ég elkovwv Tov deDTEPOL [LOOV
Tov Sékatov méuntov awwva. H mepintwon tov Nikoldov Tlagpolpn

2V mapovoa avakoivworn Ba oXoAaoTovV VIToYEYpApHEVA £pYa TOV
KpnTikov (wypdgov Nikoldov TCagovpn. Edikdtepa, To evliagépov Oa
emkevipwOel otn B€on, Tn Hopen Kal OTOV TOTO TWV VTTOYPAPWY, OTIWG
eMIONG 0TI YAWOOA KAl GTOV TUTIO TNG YPAPTG TTOV XPTOLUOTIOLEITAL TOOO
OTIG (OLEG TIG VTIOYPAPEG OO0 KAL OTLG EMYPAPEG TWV TTAPACTACEWY KAL TWV
HOPPWYV.

H avénuévn (tnon eidvov otny Italia «avaykaoe» Toug KpnTkovg
(wypd@ovg v yével va SNULOVPYHOOLY VEOLG TUTIOVG VTIOYPAPWYV OTA
Aatvikd ov mibavotata akohovfodv Tovg avTioToxovg PEVETOLAVIKOUG.
A&lomoiwvtag To BewpnTikd OoXNHUA, OV OLVOEEL TIG VTTOYPAPEG WE TN
OLVELONTOTOINOT TOV KAAMTEXVN wg dnuiovpyov kat onpactodoTel TV
avafaduion tov polov tov oty kowvwvia, Oa eEeTacTovV oL VTTOYPAPES
TWV KPNTIKWV (Wypd@wV Tov SeVTEPOL LTV TOV HEKATOV TIEUTTOV ALWVA
Le Eupaon oe ekeiveg ov evtomifovTal 6To €pyo tov T{agovpn.

e avtd 1o TAaiolo, Ba oxoAlaoTel, €MONG N HOPPN TNG YPAPNS
TWV VTOYPAPWY GANG Kal TV EMYPAPWV TWV TApacTdoewv evw Oa
e€€TAOTOVV 1| XPNON TNG «OVUAVIOTIKNG» KEPAAALOYPAUUATNG KAl TNG
«0oTEPOYOTOIKNG» YpagnG aAAd kat ot emAoyég Tomobétnong Tng kabe
YPAPNG aTtO TOV GUYKEKPLUEVO (wYpd@o.

Kevtpikd (nrodpevo g avakoivwong amotelel av o i8log kat ot
opoTEXVOL TOL 0TNV KpnTn agopolwvouvy TIG TACELG TNG EMOYNG TOVG KAl
ovvTovi(ovTat e To Tveba TNG ITAMKNAG AVAyEVVNOLaKhG {wypagLkng.
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Varvara N. Papadopoulou

Painters” Travels, Transfers of Icons:
From Crete, to Venice, and Epirus

An important painter of the second half of the 15th century was Ksenos
Digenis, whose activity in Crete (Apano Floria Selinou, 1470) and in Epi-
rus (Kato Merope) has been confirmed by research. His case is of extreme
importance, not only as an indicator of the range of post-byzantine artistic
activity, but, furthermore, because his work was influenced by the Cretan
School. He could be considered as one of the first painters who disseminat-
ed elements of the Cretan School iconography in Epirus.

There is little information about the presence of Cretan painters who
worked in Epirus. The case of G. Nomikos is unique, as he was a 17th cen-
tury painter who was active at the Ionian islands and it is certain that he
had worked near Ioannina.

The existence of dozens of icons in monasteries and churches in Epirus
has been noted in the past. Many of these icons are signed works of Cretan
masters, such as M. Bathas, G. Klontzas, Em. Tzanes, and Th. Poulakis. Of
the same importance is also the number of icons by unknown artisans who
follow the high Cretan standards, raising questions about the providence
of their creators.

Very little is known about the origin of these important works in Epirus.
Most of these icons were originally brought to Epirus probably as offer-
ings by prosperous migrant tradesmen or others by local powerful prel-
ates whose close interactions with Venice had been confirmed by research.
Among few examples is the icon of the Mystical Marriage of Saint Cathe-
rine, a work of G. Klontzas, which was probably made in Crete and some-
time later, possibly in the 17th century, it was transferred under undefined
circumstances in Arta. Merchants from Epirus active in Venice are aware of
various artistic trends, and many of them collect works of art, thus contrib-
uting to the circulation and transfers of icons of the Cretan school.

78



BapfBapa N. ITaradonovlov

Ta&ida {wypagwv, petagopég etkovwv: and tnv Kpnn
otn Bevetia kat v ‘Hnelpo

Evag onuavtikdg (wypdeog tov B’ woov tov 1500 awwva, o Eévog
Awyevng, Pefawpéva dpaoctnplomombnke oty Kpntn (Amdve Olwpla
YeAivov-1470) kat otnv Hnewpo (Kdtw Meponn). H mepintwon tov
Tapovotdlel evdlagépov OxL HOVO Yyl To €DPOG TNG HETAKIVIONG TWV
HeTaPulavTivwy KaAATeEXVWY, aAld Kal yia TG emOpAoels TTov AoKnoe
0TO €pyo Tov 1 KpNTikn {wypagkr. Oa punopovoe va Bewpnbei and tovg
TPWTOVG (WYpAaPovg Tov peTalapmadelovy oTolKEi TNG ELKOVOYPAPIaG
TNG KPNTIKNG 0X0ATG otnv Hrepo.

[TAnpo@opieg yla TNV mapovsia kpntwv {wypdewv mov epydoTnkay
otnv Hretpo eivar Atyootég. Movadikn eivat n) mepintwon tov I. Nopikov,
evog (wypdgov Tov 170V awwva mov dpactnplonotiBnke ota Entavnoa
Kal PePatwpéva epydotnke kovtd ota lwdvviva.

H napovoia dexdadwv opnTwv elKOVWYV 0€ LOVATTHPLA KAl VAOUG 0TV
Hnepo éxet and makaotepa emonpaviet. [ToAég and Tig elkdveg avTég
AOTEAOVV EVUTIOYPAPA Epya KOPLPAiwV KpNTWV (wypdewy, étwg o M.
MmnaBdg, o T'. KAovtlag, o Ep. T(aveg kat o ©. [Tovhdkng. Eficov onuavtikog
elvat kat 0 aplOuog épywv avavipwy SnoVPYOV IOV avItypd@ovy LYnAd
KpNTikd mpoTuTa, OETOVTAG TPOPANHATIONOVG OXETIKA HE TNV TIPOEAEVON
TwV ONULOVPYWYV TOVG.

[TIAnpo@opieg yia TNV MPOEAEVON TWV ONUAVTIKOV QUTOV EKOVWV
otnv Hnepo eivar elaxioteg. Ou meplocotepeg Onovpyndnkav katd
Tapayyelia evmopwv NUEPWTOV eumopwv (0mwg ot adeApoi Kobwvn),
EYKATECTNUEVWYV KVpiwg 0Tn BeveTtia, kabwg kat and mapayyelieg oxvpwv
lepapxwv Kot povaotikwv kabdpvpdtwy, mov PePaiwpéva eiyav mukveg
oxéoelg pe Ta Entavnoa kat kvpiwg tn Bevetia. EAdylota mapadeiypata,
Omwg n etkdva TG Mvnoteiag g Ayiag Awkatepivng, épyo tov I. KAovt(a
mbavotata @lotexvnOnke otnv Kpntn kat apyotepa, evOexopévwg
Tov 170 awwva, AyvwoTto nwg, £ptace otny Apta. Ot nrelpwTeg £Umopol
nmov dpactnplomotovvtal otnv Bevetia eival yvwoteg twv Stapopwv
KOAATEXVIKWV PEVUATWY Kol TOANOL amd avTovG KaTayivovtal pe T
oVANOYT €pywV TEXVNG, OVPPAANOVTAG 0TV KUKAOPOpia Kal HeTakivion
TWV EKOVWV TNG KPNTIKNG OXOATG.
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Xanthi Proestaki

The Subject “Christ the Vine” in Cretan Icons
and its Development from the Fifteenth to the Seventeenth Century:
a Proposed Interpretation

On the basis of a number of Cretan icons I shall try to sketch the course
of the iconography of the subject “Christ the Vine” from the fifteenth to the
seventeenth century and to interpret its development.

Decisive for the interpretation of the iconographic type of the alle-
gory “Christ the Vine” is the contribution of the subject of the Virgin as
Rod from the Root of Jesse with the genealogy of Christ and of the The-
otokos. According to recent research findings, the subject of “Christ the
Vine”, known from Early Christian times, is encountered in wall-paintings
in Crete from the fourteenth century, whereas in Cretan portable icons it
appears for the first time in the work of the well-known painter Angelos
in the first half of the fifteenth century. Indeed, Angelos’ composition has
been correlated with pro-Unionist discussions of the Late Byzantine peri-
od and an analogous clime in Cretan circles, even though the subject itself
has other intrinsic meanings. Under the influence of Angelos’ composi-
tion, “Christ the Vine” is depicted in the sixteenth century both in portable
works and mural painting, for example in monasteries on Athos (Megiste
Laura, Dionysiou, Docheiariou) and other places (Dousikos monastery),
monasteries in Moldavia, whereas elsewhere it is elaborated in a different
manner.

Angelos’ iconographic type, with the circular arrangement of the apos-
tles, is followed in seventeenth-century Cretan portable icons but with
some variations in the iconographic details. The figure of God the Father
with dove-symbol of the Holy Spirit, which was added to the representa-
tion most probably from the late sixteenth century, continues to appear in
icons by seventeenth-century Cretan painters, such as Theodoros Poulakis
and Victor.

In the paper I shall endeavour to interpret the presence of this icono-
graphic detail in the subject of the Vine, on the basis of doctrinal ideas and
theological debates of the sixteenth century, which are expressed in texts by
Cretan prelates of the period.
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EavOn IIposotdaxn

To Bépa tov Xplotod wg AUmEAOL o€ KPNTIKEG ELKOVEG
kat 1 €§€AEN Tov and Tov 150 0Tov 170 auwva: pia TpOTacT) epUnVveiag

Me Baon évav aptOpo kpnTikwy elkOVWY Ba EMYELPTIOW VAL OKLAYPAPTIOW
TNV €lKoOvoYpa@Lkn mopeia Tov Béparog Tov Xplotov wg Apmélov and Tov
150 awwva wg Tov 170 kat va gpunvedow tnv eEENER Tov.

[ta TN SlapdpPwon Tov EIKOVOYPAPIKOL TUTIOV TNG aAAnyopiag Tov
Xplotov wg Apmélov eivar kaBoplotikr n ovuPoln tov Bépatog tng
[Mavayiag wg Padov ek g Pilng leooai pe tn yevealoyia tov Xptotov
Kat g Oeotokov. To Bépa tov Xplotod wg Apmélov, yvwoTo amod Tnv
TAAALOXPLOTLAVIKY Tepiodo, PpiokeTal, COUPVA [LE TPOCPATEG EPEVVEG OE
Toryoypagieg tng Kprntng tov 140v arwva, evw 6€ QOpNTEG KPNTIKEG ELKOVEG
eUPavifeTal yla TpwTn Qopd 0To £pYyo TOL YVwoToL {wypdgpov Ayyélov
0TO MPWTO OO Tov 150V awwva. H ovvBeon pakiota tov Ayyélov éxel
OVOXETIOTEL pe PIAEVWTIKEG OL{NTRHOELS TwV VOoTEPpWY PulavTIVWV XpOVWV
Kat avahoyo kAipa og kbkAovg Tng Kpnng, av kat to idto to O¢pa éxet dANa
eyyevn vonuata. Kat’emidpaotv tng odbvOeong tov Ayyélov, o Xplotdg—n
Apmelog ewovifetal Tov 160 aibdva TG00 o€ GopnTd €pya OGO Kal OTNV
evrtoixia (wypa@ikn, T.x. o€ povég tov ABw (Meyiotng Aavpag, Atovvaiov,
Aoyxelapiov) kat allov (Movny Aovoikov), oe povaotripta TG MoAdapiag,
evw aAlov dtapopewveTtal pe SlaQopeTLKO TPOTIO.

2TIG QopNTEG KPNTIKEG elkOveg Tov 170V awwva akolovBeitar o
ELKOVOYPAPIKOG TUTIOG TOV Ay YEAOU e TNV KUKALKE SLaTa&n Twv anootodwy,
aANG pe KAToLeG TTAPAANAYEG OTIG EIKOVOYPAPIKEG AETTTOUEPELEG. ATIO TaL
TéAN Tov 160V atwva, mbavotata, mpootifetal oty TapaoTaon n Hopen
Tov Oeov-Ilatpog pe v meplotepd-ovpPforo tov Ayiov Ilvevparog, 1
omoia e€akolovBel va gugavifetal oe eikdveg kpNTIKOV {WYpAPwV TOL
170V alwva, 6mwg 0 Oeo6dwpog [TovAdxng kat o Biktwp.

Zmv avakoivwon Ba mpoomabnow va epunvedow TNV mMapovoia
NG EKOVOYPAPIKNG avTng Aemtopépelag oto Oépa tng Apmélov pe
Bdon doypatikeg 10¢eg kaw Beoloyikég ovlnTrioelg Tov 160ov awwva MoV
anoTvTwvovTal o€ keipeva Kpntwv tepapywv tng emoyng.
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Athanasios Semoglou

Un ensemble d’icones italocrétoises
dans les églises de la région Amhara en Ethiopie

Un ensemble important d’icones italocrétoises recensées dans les églises
de Amhara révele un aspect encore peu connu des relations artistiques
entre I'Ethiopie et 'Occident a partir du XVe et tout au long du XVIe siécle.
Au début du XVle siecle, la cour de lempereur éthiopien Lebni-Dengel
(1508-1540) joua un role déterminant dans les échanges culturels et ar-
tistiques avec le monde méditerranéen. Cest en effet a son initiative que
fut acquis un nombre important dceuvres italo-crétoises. Diana Spencer
lors de ses expéditions en 1969 a découvert plusieurs triptyques ‘byzantins’
impressionnants dans les monastéres de Tadbada-Maryam, Atronsa-Mar-
yam, Dabri-Jdmado Maryam kat Dédbra-Wirq (“In Search of St Luke Ikons
in Ethiopia’, in Journal of Ethiopian Studies X, 2, 1972, p. 67-95). Il sagit en
effet de triptyques italocrétois qui présentent dans le volet central des types
iconographiques variés de la Vierge a I'Enfant tandis que les volets sont
décorés des archanges ou des apotres. Notre communication visera alors
a présenter et étudier une partie de ce matériel riche et inconnu des ceu-
vres italocrétoises conservées dans les trésors des monasteres de la région
d’Amhara alors quelle entreprendra de proposer, la ou cest possible, des
datations et des attributions aux ateliers artistiques.
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ABavaciog Zépoylov

‘Eva 60volo ITaAOKPNTIKWV EKOVWV
o€ vaovg Tng meploxng Tng Amhara otnv Aibomia

Eva onuavTikd 6UVolo KaTayeypalUE VWY 08 VAOUG TG TTEPLOXNG TNG
Ambhara otnv BA ABomia itadokpnTik@v elKOVWV amokaADTITEL pia Oy
eAAXLOTA YVWOTH TWV KAAANTEXVIKWV OXéoEWV avapeoa otny AtBlomia kot
N Abon ano tov 150 kat kaBoAn tn ddpketa Tov 160v arwva. Hon oTig
apxég Tov 160v awwva n avAn tov abioma avtokpdtopa Lebni-Dengél
(1508-1540) ovvéPade AMOPACLOTIKA OTIG TOATIOTIKEG KAl KAANITEXVIKEG
avTaAayég e Tov pecoyelako koopo. Xapn oe Ok Tov mpwTtoPfovAia
amoktrOnke évag peyalog aplBuog ttalokpnrikwv épywv. H Diana Spen-
cer 0TI§ AmooToAEG TNG To 1969 avakdlvye apkeTd «Pulavtivér tpintuyxa
otig povég Tadbadd-Maryam, Atronsd-Maryam, Dabrd-Jamddo Maryam
kat Dabra-Wirq(«In Search of St Luke Ikons in Ethiopia», Journal of Ethi-
opian Studies X, 2, 1972, 0. 67-95). IIpokettat 6Ty ovoia yla ITaAoKpnTIKd
TpinTvxa MOV elkovifouv 0To KevTplkd QUANO SLaPopovg TUTOVG TNG
[Mavayiag Bpegokpatodiong, evw Ta TAEVPIKA GUANA PEPOVV ATIELKOVIOELG
APXAYYEAWYV Kol AmooTOAWV. ZTrv avakoivwor| pag fa mapovotdoovpe kot
Oa peletroovpe éva povo péPog Tov TAOVOLOL Kal AYVWOTOL €V TOAAOIG
VAIKOD TV ITAAK®OV KAl ITAAOKPNTIKOV €PYWV ETIUXEPWVTAG, OOV AVTO
elvar Suvatd, tnv xpovoloynon kat tnv évtar tovg oe KaAATeXViKd

epyaotnpla.
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Nikolaos D. Siomkos
Remarks on Nikolaos Tafouris’ Work

This communication aims to study the different aspects of Nikolaos
Tzafouris’ work, the skilled artist from Candia in the late 15th century. A
number of known and unknown to the research icons that can be attrib-
uted, as we believe, to the painter Nikolaos Tzafouris and his workshop
allows further examination of his art.

The unknown to the scholarship icon with the enthroned Virgin and
the apostles Peter and Paul belongs to the group of late fifteenth-century
Cretan works, which reproduce late-gothic models of Italian painting. The
physiognomic types of the saints, the tonal gradation of their garments,
which give the impression of a sculpture, and their rich decoration on the
edges, indicate the relation to Nikolaos Tzafouris’ art.

Moreover, the icon of the Dormition of the Virgin with saint Dominic
and saint Francis in the Pushkin State Museum of Fine Arts in Moscow is
of particular interest to the present discussion. Work with iconographic
and stylistic dualism has been attributed to the circle of Andreas Ritzos due
to stylistic similarities of the Dormition scene with the art of this skilled
Cretan artist. However, despite these similarities, we think that the physi-
ognomic types of saint Francis and saint Dominic, their small eyes, as well
as the wrinkles on the forehead, are stylistic features which connect these
figures to Tzafouris’ work. The above observation invites us to review this
interesting icon and study the compact of traditional Byzantine style to
Nikolaos Tzafouris’ art.
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NikoAaog A. Ziwukog
[Tapatnpnoetg oto €pyo tov NikoAdov T{agovpn

AvTikeipevo TnG avakoivwong amotelel N HeAETN] TwV OLAPOPETIKWV
eKPAvVOEWV TOv £€pyov Tov NikdAaov T{agovpn, tov de€lotéxvn KpnTikov
(wypdgov and tov Xavdaka tov Téhovg Tov 150V awwva. [vwotd kot
dyvwota otnyv épevva €pya mov Bewpolue O0TL pmopovv va amodofovv
otov {wypdgo Nikodao Tlagpovpn kat To pyactipLd Tov Ba anoteréoovv
TNV AQOopur yla TNV enave&€Taon Tng TEXVNgG Tov.

H ayvwotn otnv épevva ewova pe v évBpovn Ilavayia kat tovg
amootolovg ITétpo kat [Tavdo Bewpovpe Twg evtdooeTal oTnV oudda Twv
KPNTIKOV €YWYV, OTIOVL OL HOPPEG aAvaTIapAyoLV LoTepoyoThika mpdTLTA
™G tTalkn§ (wypa@ikng. Ot pUOLOYVWULKOL TUTIOL TWV LOPPWY, 1| TOVIKT
dapadpon Twv eVOLHATWY TOVG TTOV EVIOXVEL TNV EVTUTIWOT] TOV YAUTITOV,
kabwg Kat n mAovota SLaKkOOUNOT| TOVG OTIG TIAPVPES, ATTOTEAOVV OTOLYEIQL
yvwptpa oty téxvn tov Tlagovpn.

IStaitepo evOla@épov yia Tny €peuva pag Tapovoldlel Kat i elkova Tng
Koipunong tng ®cotokov pe tovg ayiovg Aopnviko kat Ppaykioko oto
Movoeio ITovoktv Tng Mooyag. Epyo pe eLkovoypa@Lko kat TEXVOTPOTILKO
Sviouo, éxet amodobei otov kOKkAO Tov Avdpéa Pit(ov, Adyw Twv avaloyldv
mov mapovotalet | oknvr G Koiunong g ®eotokov e tny TéXvn Tov
Sokipov avtov Kpntikol {wypagov. QoTt000, Tapd T OLYYEVT OTOLXEIL TNG
Koipnong mg @eotokov pe avaloya g (wypagkns tov Avdpéa Pitlov,
TA XAPAKTNPLOTIKA TWV HOPPwWV TwV ayiwv Ppaykiokov kat Aopnvikov pe
T (KPA pATIa Kat ot puTideg Twv ocvondoewv 0To UETwTO Bewpovpe OTL
ovvdéovtat pe TV Wiaitepn téxvn Tov Nikohaov Tlagovpn. H mapamavw
Siamiotwon mpokalel T GLVOAIKT EMAVEEETAOT TOV GUYKEKPLUEVOL €PYOV,
kabwg kat ) depevvnon tng enidpaong g mapadooiakng PulavTivig
texvotporiag oty téxvn Tov Nikohaov Tlagovpn.
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Stergios Stassinopoulos

Particular Features of the Technique Adopted by Important painters
in Venetian Crete

Throughout my long-term employment at the Benaki Museum’s work-
shops, I had the opportunity and good fortune to take on the study and
conservation of works of really important artists. I had the chance to exam-
ine these works through the stereoscopic microscope for long time periods
and use numerous analytical methods, photographical and physicochem-
ical. The results of observations and research led to several interesting evi-
dence regarding the particular features of the technique adopted by paint-
ers, such as Angelos, Damaskinos and Theotokopoulos.

Those features can be observed mainly in the pictorial layer and
above all in the stratigraphic arrangement and the choice of colours. For
example, where others artists use cinnabar to make proplasmos tone (for
clothes), Angelos uses a layer with minium first and then adds cinnabar.
Other characteristics can be detected in the way the drawing is made, the
selection of wood and the paneljoints, paint mediums and finally in the
selection and use of varnish. Theotokopoulos, in particular, having appar-
ently access to the big painting materials market in Venice, experiments
with them, which is evident in his works.

It is curious that hardly any painter of this time, or even later, ac-
cepted these significant improvements in the art of religious painting, ex-
cept perhaps for Klontzas and a few more, whose work I had the oppor-
tunity to examine by using only visual examination. I suspect they partly
used these techniques.
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Y1épylog ZTactvomoviog

IS1auTepOTNTEG OTNV TEXVIKN TWV peEYAAWY {wypdewV
NG Bevetokpatovpevng Kpnng

Kata tn pakpoxpovn epyacia pov ota epyaotnpia tov Movaoeiov
Mmevaxkn, eixa TNV evkaipia, kat Ty TOXN, va avardPw tn pehétn kat
ovvTpnon épywv ToAD onpavtikwv (wypdgwv. Eixa v dvvarotnta
va e§eTtdlw yla peydho Slaotnua ta épya Héoa amd TO OTEPEOOKOTIKO
HikpookoTio, kabwg emiong va xpnowomow mARBog  avalvTikwv
PWTOYPAPIKWV Kal QUOKOXNUKWV peBodwv. ATo Ta amotehéopara Twv
TOPATNPIOEWYV KAL TNG EPEVVAG TIPOEKVYAY APKETA eVOLAPEPOVTA OTOLXELA
TIOV APOPOVV O€ OLAUTEPOTNTEG TNG TEXVIKNAG TwV (wypdgwy, 0w o
Ayyelog, 0 @e0TOoKOTOVAOG Kat 0 Aapaoknvag.

O dLaTeEPOTNTEG AVTEG TTAPATNPOVVTAL KVPIWG 0TO {WwypagLkd oTpa
KA TIPO TIAVTWV 0T OTpwHATIKT Stdtagn Kot oTny emAOYH TWV XPWUATWY.
T mapdadetypa, ekel mov dANoL CwypAagot XprotUOToLoDV Yla TTPOTAAGHO
KivvaPapi(oe podya), o Ayyehog XprOLHOTIOLEL TPWTA VAL OTPWHA [E UiVIO
KoL HeTA TO KivvaPapt. AANeG 1OLattepdTNTEG EVTOTI(OVTAL GTOV TPOTIO IOV
yivetat to 0x€810, otV Moy Kat 0Tov TpOTO oVVSEONG Twv LAWY, OTa
OVLVOETIKA HECA TWV XPWHATWYV Katl, TENOG, OTNV €MAOYN Kat Xpron Twv
Bepvikiwv. Idtaitepa 0 O@eoToKOTOVAOG, £XOVTAG TTPOPAVWS TTPOTPaot 01N
HeydAn ayopd vAikwv (wypagikng otn Bevetia, melpapariferat pe avtd ko
TO ATTOTEAEOA ELVAL EPPAVEG OTA £pYa TOV.

Eivat aflomepiepyo OTL aUTEG OL OHAVTIKEG BEATIWOELG OTNV TEXVIKT TNG
(WYpPAPIKNG EKOVWYV Sev Eytvav anmodekTéG amd To oUVOAO Twv (WwypaPwy
NG EMOXNG, 1] ATO HETAYEVEOTEPOVSG, (e e&aipeon iowg Tov KAovtla kat
KATIOLOVG aKOUA, IOV OpwG dev ixa TN duvaToTnTA Va HEAETHOW TO €pYO
TOVG Tapd povo Ue omTikn e&étaon. Ymoylalopal OTL XpnoLonolovoay
HEPLKWG TLG TEXVIKEG AVTEG.
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Stergios Stasinopoulos, Sofia Mavrou

From the Conservation of a Seemingly Damaged Object
to the Revelation of a Work by Michael Damaskinos

The conservation process and actually the regeneration of an icon that
has been extensively damaged due to fire, presents great interest.

During the primarily diagnostic examination, it became evident the ex-
istence of the scene of “Life giving source” under the burned black varnish.
Indications were also given of the signature of the painter.

Detailed observation was carried out with the use of stereomicroscope
and the deteriorated painted surface was photographically documented.
Photography by raking light illumination gave information regarding the
texture of the paint layer. The examination in the IR spectrum, revealed the
existence of the signature of the painter. Equally important features of the
internal structure of the Icon and of non-visible damage were recorded by
X-rays Roentgen radiogram.

Having as guidance the results which obtained from the above diag-
nostic examination, the conservation treatment of the icon was carried
out. Extra care was given to the process of removing the burned varnish.
The outcome of the treatment was the revelation of the painted scene “Life
giving source” and undoubtedly the exposure of the signature of M. Da-
maskinos.

Despite the extensive damage of the icon, the applied conservation
treatments unified the icon without underestimating any of its historical
or aesthetic values.

The icon belongs to a private collection and the conservation treatment
was carried out in the conservation laboratory of the Benaki museum dur-
ing 2009.
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Ytépylog ZTactvomoviog, Xogia Mavpov

ATIO TN OLVTTPNOT] LLAG PALVOUEVIKA KATECTPARHEVNG ELKOVAG
OTNV amokdALVYn £vOG £pyov Tov MixanA Aapaoknvon

IStaitepo evlagépov mapovotalel n ovvnpnon kat  Sidowon pag
ELKOVAG TTOV VTTEC TN EKTETAUEVEG POOPEG AOYW TTLPKAYLAG.

Me t1¢ mpwrteg e§eTaoELG IOV £yvay StamotwBnke n Vapén (wypakng
He B¢ua tn «Zwodoyxo IInyn» kat emonpudvOnkav mpwteg evdeifelg yla
vnapén voypaeng.

[Tpaypatomnot0nke OMTIKY TAPATHPNOT) [LE OTEPEOCTKOTIKO [ILKPOOTKOTILO
Kot anoTumwlnkav Qwtoypa@ikd OAeg ot @Bopég TG (wypagikng
empavelag tov epyov. H @wtoypa@lon pe EPATTOUEVIKO QWTIOUO
Ponnoe wote va cvuykevipwhoLv TANPoPopie OXETIKA Pe TV AVAYALPN
ETLPAVELA TNG ElKOVAG. Me Tnv e€étaomn oto vépuBpo EPog Tov PATHATOg
860nke n SuvatotnTa va evtomiotei i vroypa@n tov kaAhrtéxvn. Eficov
ONUAVTIKA oTOLXEl Yl THV e0wTePLKN dopn Tov €pyov kabwg kat yia pn
opatég pOopég mapeiye n aktivoypagia Roentgen.

ZOUQwva [E TO AMOTEAEOHATA TIOV TPOEKLYAV ATO TIG TAPATIAV®
dayvwotikég pebodovg, mpayparomomn)Onkav pe dwaitepn mpoooxn
Ol EpYAOiEG CLVTNPNOTG KAl ATOKATACTAONG TNG QOPNTIG EIKOVAG KAl
WOtaitepa o kabBaplopudg (agaipeon) tov kapévov Pepvikion. Amotéleopa
TWV EPYACIOV ALTWV ATav 1 armokalvymn g {wypaekng pe Bépa
«Zwodoxo IInyn» kat PéPata n akopa ONUAVTIKOTEPT ATTOKAALYTN TNG
vroypaeng Tov MixanA Aapacknvoo.

[Mapd Tig onpavtikés @Bopég, ol emepPdoelg mov ywvav édwoav oTo
€pYo pia evotnTa Xwpig va Oixtel n totopikn kat atoBntikn Tov aia.

H ekéva avikel oe 1Otk OLANOYT Kal 1) CUVTNPNON €YLVE OTO
Movoeio Mmevakn to 2009.
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Anastasia Tourta

Icons of the Cretan School in the Museum of Byzantine Culture:
Enrichment Policy Criteria for State Museum Collections

The Museum of Byzantine Culture’s permanent collection Gallery 10,
entitled “Byzantium after Byzantium. The Byzantine legacy in the years
after the Fall (1453-19th c.)”, presents inter alia the different directions
art followed in the Greek regions under Venetian and Turkish rule. The
icons the Museum had in its possession to illustrate the exhibition sec-
tion on painting in the Venetian-ruled regions were few in number, and
qualitatively minor. Thus this group was enriched by representative works
through purchases.

Here we present three icons belonging to the Cretan School, two of
which are datable to the late 15th century. One (50 x 41 cm.) depicts at its
center a full-size Deesis, surrounded by miniature scenes of the Dodekao-
rton. The second (49 x 39.5 cm.) depicts the Man of Sorrows, and though
unsigned it has all the characteristics of the art of Nikolaos Tzafouris. The
third icon (31.1 x 27.7 cm.) depicts St. Govdelaas and carries the signa-
ture of Emmanouil Tzanes and the date 1655. This icon, which was once
privately-owned in Venice, was presented for the first time by Nikolaos
Drandakis in his monograph on the painter. A propos of the presentation
of these three icons, the criteria for enriching the holdings of a state muse-
um through purchases are discussed.
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Avaotacia Tovpta

Ewoveg Kpnrtikng ZxoAng oto Movoeio Bu{avtivov IToAtiopo.
Kpttripla 0tnv Motk eUTAOVTIOUOD TWV CVANOYWV EVOG KPATLKOD
Hovoeiov

Ztn 10n aiBovoa tng poviung éxBeong oto Movoegio Bulavtivol
[ToAttiopov, mov tithogopeitat « To Bu{dvtio peta to Bu{dvtio. H fufavtivi
KANPOVOULd 0TOVG XpOvoug petd TNy Ahwon (1453 - 1906 aL.)», petagy
dA\wv, mtapovaoidlovtal ot StagopeTikég katevBhvoelg mov akolovdnoe n
TEXVI OTIG EAANVIKEG TTIEPLOXEG LTIO PEVETIKT Kal LTIO TOVPKIKT Kuptapxia. Ot
elkoveg ov 81€0ete To Movoeio, yla va «etkovoypag@noovv» tnv ekBeatakn
evotnta yia TN (wypa@ikny o1 PEVETOKPATOVUEVEG TIEPLOXES, NTAV
aplOUNTIKA TEPLOPLOUEVEG KAL TTOLOTIKA OCOVOG OT|LATLAG, OL TEPLOCOTEPEG,.
[ta Tov Adyo avto n evotnta eumAovTiodnke e avTIMIPOoWTELTIKA £pYa,
HECW QyOpWV.

[TapovotdfovTal Tpelg €lkOVEG KPNTIKNG ZXOANG, €K TwV Omoiwv ot
Vo pmopel va xpovodoynbovv otatéAn tov 150v awwva. H pia eikova
Staotdoewv 50 x 41 ex., amekovi(el 0T0 KEVIPO oAoowun Aénor, TNV
omoia mePLBAANOVVY oL pikpoypagnuéveg oknvég tov Awdekdoptov. H
Sevtepn elkdva, Staotdoewv 49 x 39,5 ek., anetkoviCel Tnv Axpa Taneivwon
Kal, HOAOVOTL avumoypa@rn, £XeL OAA Ta XAPAKTNPIOTIKA TNG TEXVNG
tov NikoAdov Tlagovpn. H tpitn ekodva, Staotaocewv 31,1 x 27,7 &x.,
arnetkoviCel tov ayto ToPdelad, eépet vtoypagr tov EppavounA T{ave kot
xpovoloyia 1655. H ewkova, mov Pplokdtav dANote oTnyv Katoxr 81w
otn Bevetia, mapovoidotnke, yla mpwtn @opd, ano tov Nikodao Apavdkrn
0T povoypagia Tov yia Tov (wypd@o. Me tnVv gvkatpia TngG mapovoiaong
TWV TPV EIKOVWV YIVETAL Ava@opd 0T KPLTHPLAL EUTAOVTIONOD €VOG
KPATIKOU HOVOEIOVL HECW AYOPWY.
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Agathoniki Tsilipakou

Issues on Cretan School (Style, Iconography, Tradition)
through the Icon Collection of the Museum of Byzantine Culture

The subject of our study is the presentation of selected examples of four
unpublished icons from the Collection of the Museum of Byzantine Cul-
ture, which come to highlight specific issues on Cretan school - art and
iconography - during 15th and 17th centuries.

Iconographic and stylistic comparisons lead us to relate the Italo — Cre-
tan icon of Christ Man of Sorrows (cat. no. BEI 968, an acquisition in 2007),
not to the paintbrush of the Cretan painter Nikolaos Tzafouris but to a Cre-
tan workshop of the early 16th century working a la greca and a la latina,
adopting in eclectic compositions good prototypes of the time. The icon
with the Triumph of the Cross (cat. no. BEI 514) in a rare, if not unique,
iconographic type, was, after our opinion, a part of the central door of an
iconostasis to the Holy Sanctuary. The nearest parallel is an icon of similar
use, dated to the second half of the 16th c., in the Museum of Zakynthos,
attributed to the painter Michael Damaskinos, on which the two archan-
gels raise a glory with the Virgin and Child. The study both of the iconog-
raphy of our icon, which involves special soteriological, eschatological and
eucharistic symbolism, and also of the style, offers among other valuable
information about decoration of iconostasis doors of Cretan School during
the second half of the 16th to the early 17th century. The two Transfigu-
ration icons of the first half of the 17th c. (cat. Nos. BEI 478 and 875) are
examples adopting iconographic types disseminated by the contribution
of Cretan painters of the 15th and 16th centuries in Greek mainland, and
especially on Mount Athos, which types go back to the Palaeologan period.
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Ayafovikn Tothitakov

Zntpata mept kKpnTIknG oXoAng (téxvn, etkovoypagia, mapadoon)
néoa anod t ZuAoyn Ewovwv tov Movoeiov Bulavtivod TToAttiopot

Iy avakoivwor] pag mapovotdlovpe emeypéva  mapadeiypata
Te00dpwv adnuooievtwy eikovwv (150v -170v at.) and tn ZvAloyn Tov
Movoeiov Bulavtivov IToAwtiopov, ta omoia épyovtal va @wTicouv
(nTpata mepi TG KPNTIKNAG OXOANS.

Eikovoypa@ikés Kal TEXVOTPOTIKEG OVLYKploelg pag odnyovv va
TIPOCYPAYOUVHE TNV EIKOVA LTANOKPNTIKAG TEXVNG He Oépa tnv Akpa
Taneivwon (ap. kat. BEI 968- amoktnpa tov Movoeiov, LeTd amo ayopd, To
2007) oxt otov Cwypago Nikodao Tlagovpn aAAd og kpNTIKO EPYATTHPLO
ToL KUKAOL TOV, TEAOVG 1500V - apxdv 160V alwva, Tov epyalotav ala greca
kot a la latina, vioBetwvtag oe ekAekTioTIKEG OLVOETELG KA TIPOTVTIA TNG
emoxng tov. H eikdva pe Oépa tov «@piapfo tov Ztavpov» (ap. kat. BEI
514) o€ éva oTAvLo, av OXL HOVASIKO, ELKOVOYPAPIKO OXNUA, ATTOTEAOVOE,
KATA TNV anoyr pag, tunua Ovpwpatog n metdouatog Qpaiag ITVAng
téumhov. Kovtivotepo mapdAAnAo i eidva, dpotag xpnons, P’ pood 16ov
awwva, 0to Movoeio ZaxkbvOov, anodidopevrn otov Mixanh Aapaoknvo,
OToL OpWG oL apxdyyelot vywvovy 86&a e T Bpepokpatovoa ITavayia.
H pelétn tng ekovag pag tO00 amod €LKOVOYPAPLKY) Aoy, TOV EVEXEL
OLaiTeEPO OWTNPLOAOYIKO, ECXATOAOYIKO KAl ELXAPLOTIAKO GUUPOAIOUO,
000 Kal Ao TEXVOTPOTIKT|, TTPOoPEpPeL HeTalh dAAwV ToADTIHA oTOLKElN
yta Tov TpoTo dtakdounong Bupwv TEUTAOL KPNTIKNAG OXOANG KaTd TO B’
HLO6 ToVv 160V Kat TI§ apxEG Tov 1700 awwva. Ot dvo elkdveg, o Loov 17o0v
atwva, e Bépa tn Metapopewon (ap. kat. BEI 478 kat 875) amotehovv
napadeiypata viobétnong eikovoypapikwv TOUMWV 1oL SLtadoOnkav e
™ ovpuPolr twv Kpnrikwv (wypdewv tov 150v kat 160v awwva otnv
nretpwtiky EAAada xat daitepa 010 Aylov Opog kat avayovtat oe
TaAaloAdyeta TpATLTA.
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Georgios D. Tsimpoukis

An icon of the Birth of St. John the Baptist from the Collection
of St. Catherine’s of Sinai in Heraklion
and its Possible Iconographic Sources

The icon of the Birth of John the Baptist (92 x 53.5 x 2.6 cm.), today
preserved in the Collection of St. Catherine of Sinai (inv. no. A. K. 010) in
Heraklion, Crete, originates from the Monastery of St. John near Anop-
olis, approximately 15 km. east of Heraklion. According to the preserved
inscription, the icon was painted in 1670, although it has been partly over-
painted at a later date.

Elizabeth, the mother of John, is represented semi-recumbent on the left
side, in front of imposing architectural structures. A table has been laid in
front of her, and three serving women prepare a tray of food for her. At the
bottom left, two nurses take care of the newborn, John, while in the lower
right part Zacharias, leaning on a wooden piece of furniture, writes the
name of his son on a scroll, according to the evangelical narration (Luke
1:63). Despite the symmetrical arrangement of the pictorial elements, the
picture exudes vitality and movement, while some generic details along
with the numerous decorative elements enrich the composition.

From an iconographic point of view, the icon basically follows the ico-
nography of the Birth of the Virgin Mary and the Birth of John the Baptist,
as it had already been developed at the Late Byzantine period. At the same
time, influences from painters of the Cretan School of the 16th century
can be detected. The aim of this study is to identify the influence of earlier
painted works and point out some new elements that enrich the iconogra-
phy of the subject.
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Tewpyrog A. Topmovkng

H ewova tng [Evvnong tov IIpodpopov anod tn ZvAloyn g Ayiag
Awatepivng twv Zivaitav oto Hpakhelo
Kat ta mbavd elkovoypagLka Tng mTpoTumIa

H @opntn eikdva g [Evvnong tov IIpodpodpov, diaotdoewv 92 x 53,5
X 2,6 €K., TOL ONpepa PuAacoeTal 0T ZvAoyn TG Ayiag Akatepivng
Twv Zwvaitwv oto HpdkAewo (ap. evp. A. K. 010), mpoépyetar amd tnv
Iepa Movn Ayiov Iwdvvn kovtd otnv AvwmoAn tov Afpov Xepoovioov
HpakAeiov. Zopgwva pe tn cwlopevn entypa@n, n etkova @uhotexvionke
10 £10G, AXO' (1670), apyotepa opws déxOnke emlwypdeion.

ZT0 aploTEPO THNHA, UMPOOTA amd eMIPANTIKA APXITEKTOVAHATA,
naptotavetar poofamiwpévn 1 EAwodPet. Mmpootd tng otékel éva
otpwpévo Tpaméll, evw de€lotepa tpelg Bepamatvideg otpé@ovtal Tpog Tn
untépa tov Ipodpopov kopilovrag edéopata. Kdtw aplotepd §bo axopn
yuvaikeg meptmotodvtatl o BpE@og, Tov Iwdvvn, evi 010 kdtw deki Tunua
0 Zayapiag, akoVpmIopEVoG oe EVAIVO €MITAO, avaypd@el TAvw og EANTO
Tov PaoTA i yvvalkeia Hop@r| To GVOUA TOV VIOV TOV, CUHPWVA [E TNV
evayyehkn onynon (Aovk. a’, 63: Twdvvng éotiv Ovopa avtod). ITapd tn
OVUUETPIKT SLATAEN TWV EIKOVOYPAPIKWY OTOLXEIWY, 1 EIKOVA ATTOTIVEEL
(wvTAvia Kat Kivior, eV oL pwToypa@ikeég Aemtopépeleg Kat to mAR0og
TwV SLaKOOUNTIKWV oToLKEiwY epmAovTiCovv Tr ovvOeon.

H ewova ota Paocikd tng onpeia akolovBel tnv eikovoypagia tov
Oéparog tng Tévvnong tng Ocotokov kat g [Evvnong tov Ilpodpduov,
onmwg avtr eixe Stapopewbel Ndn and v votepn Pvlavtiviy emoxn,
EVW AVIYVEVOVTAL O€ auTry, eldikdTepa, emdpaoels and {wypdgovg Tng
Kpnrtikng ZxoAng tov 160v awwva. H mapodoa perétn otoxevel apevog
OTOV EVTOTIOHO TWV OPEINWV TOL AYVWOTOL (wypdgov og maladtepa
EPYQl KAl AQETEPOV GTNV ETUOTHAVOT] TWV VEWV OTOLXEIWY, TTOV CUVERAAaV
OTOV EUTMAOVTIONO TG ELKOVOYpa@Piag Tov Bépatog.
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Ioanna Christoforaki

The Presence of Sts. Francis and Benedict on a Cretan Triptych
in the Vatican Picture Gallery

A triptych, measuring 23 x 34.5 cm, which is kept at the Pinacoteca
Vaticana (inv. no. 40548) and has been dated in the fifteenth century, offers
the opportunity to examine the influence of the presence and activity of the
Franciscan Order in the art of Cretan icons. The scene of the Nativity is de-
picted in the central part, whereas Saint Francis of Assisi (1182-1226) and
Saint Benedict of Nursia (480-547) are shown in the lateral wings, slight-
ly turned towards the centre and identified with inscriptions in Latin. In
the Nativity, the Virgin kneels on a rocky terrain in front of a cave, where
the new-born Christ lies in a rectangular manger. On the right-hand wing,
Saint Francis is depicted with his characteristic robe, which is tied in the
waist with a rope and has an opening showing the stigmata on his chest. He
holds a cross in his right hand and a leather-bound book with his left. Saint
Benedict on the left-hand wing wears a monastic garment with a hood,
while holding a rod with his right hand and a closed book with his left.

There is seemingly nothing connecting Saint Benedict with Saint Fran-
cis. The combination of these two saints of the Catholic Church is unusual
in western medieval art and unique, as far as I know, in Cretan icons. The
choice of these two saints is most probably linked with internal changes in
the organization of the Franciscan Order in the mid-fifteenth century.
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Iwavva Xprotogopaxn

H napovoia twv ayiov Opaykiokov kat Bevédiktov
oe kpNTko Tpintuyo ¢ [ivakoOnkng tov Batikavov

Me agoppr) éva tpintuyo, Staotacewv 23 x 34,5 eK., To omoio puAdooeTal
otnv IIivakoBnkn twv Movoeiwv tov Batikavol (ap. gvp. 40548) kat £xel
xpovoloynOei otov 150 awwva, e€etdletar n emidpaon tng mapovaiag
KAl TG dpaotnploTnTag TOL PPAYKIOKAVIKOV TAYHATOG OTHV TEXVI TWV
KPNTIKWV elkovwv. To kevipikd @UANO Tov TpumTUXOL KaTahapfavel N
[évvnon, evw ota mAAivd ewkovifovtal, eha@pws oTpapévol mpog To
KEVTPO, 0 aylog Dpaykiokog g Aci(ng (1182-1226) kat o aylog Bevédiktog
¢ Novpoiag (480-547), o omoiot TavTi{ovTal [e EMYPAPEG OTA AATIVIKAL.
Ztn oknvy ¢ Tévvnong n Havayia yovatiCer oe Ppaxwdes é5agog
UTPOOTA amd €va omnAalo, 61OV PplokeTal 0 VeoyévvnTog XpLoTog Héoa
oe opBoywvia @datvn. 210 dei OANO, 0 Aylog Ppaykiokog TapLoTAVETAL
HE TO XAPAKTNPLOTIKO TOV PACO, TOL OEVEL 0TI UEOT] e OKOLVE Kal PEpEL
dvotypa ar’ Omov @aivovtal Ta otiypata oto 0tndog. Xto dei Tov Xépt
KpaTd oTtavpd Kat 0T1o aplotepd Seppatodeto PiPAio. O aylog Bevédiktog
0TO apLOTEPO PUANO QOpel HOVAOTIKO €VOVUA e KOVKOVALO, EVW KPATA
nowpavtikr pafdo oto ekl xépt kat kKAelotod PLpAio 01O aploTEPO.

Ek mpwtng Ovyewg Timota dev @aivetar va Tov oLVOEEL TOV Aylo
Bevédikto pe tov ayo @paykioko. O ovvévaopdg Twv 600 avTwVY ayiwy
NG kaBoAikng EkkAnoiag eivat aovvin0iotog 0tn SUTIKT HECALWVIKT TEXVN
Kat Hovadtkog, ano 000 yvwpilw, oTig kpnTikeg ewkoves. H emhoyn twv
SYo avtwv ayiwv ovvdéetat bavoTata pe avakatata&elg oty opydvwor
TOL TAypatog Twv PpayKioKkavwy oTa peca Tov 150v atwva.
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KATAAOTI'OX OMIAHTQON KAI ITPOEAPQON XYNEAPION
LIST OF SPEAKERS AND CHAIRPERSONS

T¢évn Alumavn, Tuqua ExBéoewv kat Movoetoloyikng ‘Epevvag tng
AevBvvong Movoeiwv, Ynovpyeio IToArtiopot kat AGOAnTIoHOV

Jenny Albani, Department of Exhibitions and Museum Research,
Directorate of Museums, Section of Exhibitions and Museological Re-
search, Hellenic Ministry of Culture and Sports. jennyalbani@gmail.com

MuptdAn Axepdotov-ITotapdvov, Enitipn AtevBovrpia Bulavtivov
Kat Xplotiavikov Movoeiov

Myrtali Acheimastou-Potamianou, Honorary Director, Byzantine and
Christian Museum. snpotam@gmail.com

Moapia Bappa, Yroyneia diddktwp, EOvikd kat Kamodiotpiako
[Mavemotrpio Abnvav

Maria Vavva, PhD candidate, National and Kapodistrian University of
Athens. mariavavva@gmail.com

Michele Bacci, KaOnyntng, ITavemotripio Freiburg EAPetiag
Michele Bacci, Professor, University of Freiburg, Switzerland.
michele.bacci@unifr.ch

Iwavvng A. BapaArg, Enikovpog kabnyntrg, Iavemotruio @eooaliog
Ioannis D. Varalis, Assistant Professor, University of Thessaly.
iovaralis@uth.gr

Mapia Baoihakn, KaOnyntpia, ITavemotiuo @sooaliag
Maria Vassilaki, Professor, University of Thessaly.
maria.vassilaki2@gmail.com

[Mavaywtng A. Bokotéonovhog, Akadnuaikog, Opotipog Kabnyntng
[Mavemotnuiov ABnvav

Panayotis L. Vocotopoulos, Member of the Academy of Athens, Profes-
sor Emeritus, University of Athens. dim@academyofathens.gr

Mapyapita Bovkyaponovlov, Metadidaktopikry Epevvntpia, Central
European University, BovSanéotn
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Margarita Voulgaropoulou, Post-Doctoral researcher, Central Europe-
an University, Budapest. mvoulgaropoulou@gmail.com

Xpvoa BovpBonovlov, Zvvtnpritpia (wypa@ikwv épywv
Chryssa Vourvopoulou, Paintings Conservator. artcon@hotmail.gr

Aéva Bpavomovlov, Zvuvtnprtpia {wypa@ikwv £pywyv, Movoeio
Mrmevakn

Lena Vranopoulou, Paintings Conservator, Benaki Museum.

vranopoulou@benaki.gr

Caitlin Breare, Xvvtnprtpia (wypagikav épywv, Museum of Fine Arts,
Bootwvn

Caitlin Breare, Assistant Paintings Conservator, Museum of Fine Arts,
Boston. CBreare@mfa.org

Mapia lewpyomovAov, AtevBuvipia, I'evvadelog BipAobnkn,
Apepikavikr ZxoAn Khaoowkwv Znovdwv otnv ABrva

Maria Georgopoulou, Director, The Gennadius Library, American
School of Classical Studies at Athens. mgeorgopoulou.genn@ascsa.edu.gr

Kwvotavtivog Iamrtodylov, Apxatohdyog, Egopeia Apxatotntwv
PeBuvpvov, Kprjt

Konstantinos Giapitsoglou, Archaeologist, Ephorate of Antiquities of
Rethymnon, Crete. kostasgiapi@yahoo.gr

OMya IkpatCov, Opodtipn KaOnyntpia, aveniothpio Kprtng
Olga Gratziou, Professor Emerita, University of Crete.
gratsiou@phl.uoc.gr

Robin Cormack, Opotipog Kabnyntng, Courtauld Institute of Art,
University of London

Robin Cormack, Professor Emeritus, Courtauld Institute of Art, Uni-
versity of London. rsc23@cam.ac.uk

Katepiva Aehanopta, AtevBuvipia, Bulavtivo kat Xpiotiavikd
Movoteio

Katerina Dellaporta, Director, Byzantine and Christian Museum.

katerinadellaporta@yahoo.com

100




Evyevia Apaxomodlov, AevBovipia Epegvvwy, Ivotitovto lotopikawv
Epevvwv - EOviko T8pvpa Epevvarv

Eugenia Drakopoulou, Research Director, Institute of Historical Re-
search - National Hellenic Research Foundation. egidrak@eie.gr

Avaotacia Apavddakn, EmpeAntpia BuCavtiviig ZuAhoyng Movaoegiov
Mrmevakn

Anastasia Drandaki, Curator of the Byzantine Collection, Benaki Mu-
seum. adrandaki@yahoo.gr

Rembrandt Duits, ®wtoypagikny ZvAhoyn, The Warburg Institute,
University of London

Rembrandt Duits, Photographic Collection, The Warburg Institute,
University of London. rembrandt.duits@sas.ac.uk

Helen C. Evans, EmpeAntpia BuCavtivig Téxvng “Mary and Michael
Jaharis”, The Metropolitan Museum of Art, Néa Yopkn

Helen C. Evans, Mary and Michael Jaharis Curator for Byzantine Art,
The Metropolitan Museum of Art, New York. Helen. Evans@metmuseum.

org

Eva Haustein-Bartsch, AtevB0vtpia, Ikonen-Museum Recklinghausen
[eppaviag

Eva Haustein-Bartsch, Director, Ikonen-Museum Recklinghausen,
Germany. haustein@kunst-re.de

[Mavaywtng K. Iwavvov, Enikovpog kabnyntng, [avemotnuo Kpntng
Panagiotis K. Ioannou, Assistant Professor, University of Crete.
ioannou@phl.uoc.gr

Mapia Kafavdkn-Adanmna, Enitiun AtevBovipia Yrnovpyeiov
[ToAttiopo?

Maria Kazanaki-Lappa, Honorary Director, Hellenic Ministry of Cul-
ture. mlappa@hotmail.com

Tewpytog Kakapag, AtevBuvng, Emtypagikod kat Nopopatiko
Movoeio, ABnva

Georgios Kakavas, Director, Epigraphic and Numismatic Museum,
Athens. gthkakavas@hotmail.com
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IoAn KaAappéCov, KaOnyntpia Bulavtiviig Téxvng “Dumbarton Oaks”,
[Mavemotiwo Harvard

Ioli Kalavrezou, Dumbarton Oaks Professor of Byzantine Art, Harvard
University. kalavrez@fas.harvard.edu

Ko omn-@aidpa Kalagdtn, Avaminpwtpia AtevBovrpia, Bufavtivo
Kat Xplotiavikd Movoeio, ABrva

Kalliopi-Phaidra Kalafati, Deputy Director, Byzantine and Christian
Museum, Athens. faidrakalafati@yahoo.gr

Ale&avdpa E. Kallyd, Zvvtnpntpia (wypagikwv épywv, Movaoeio
Mmnevaxn

Alexandra E. Kalliga, Paintings Conservator, Benaki Museum.

kalliga@benaki.gr

Zogia Kalomion-Béptn, Opotiun kabnynrpia, EOviko kat
Kamodiotpraxo [avemotuo AOnvav

Sofia Kalopissi- Verti, Professor Emerita, National and Kapodistrian
University of Athens. skalop@arch.uoa.gr

Ovpavia Kapaytavvn, Apxatohdyog, ITohrtiotiko Idpvpa Opilov
ITeipawwg / Ourania Karagianni, Archaeologist, Piraeus Bank Group Cul-
tural Foundation. rkaragian@yahoo.gr

Avdpoudyxn Katoelaxn, IIpoiotapévn Tunuatog Exnaidevtikwy
[Ipoypappatwy kat Emtkotvwviag, Ynovpyeio ITohtiopov kat ABAntiopov

Andromachi Katselaki, Director, Department of Educational Pro-
grammes and Communication, Hellenic Ministry of Culture and Sports.
archanes1315@yahoo.gr

Kwvotavtia Kepald, Apyatodoyog, EQopeia Apxatotrtwv
Awdekavioov

Konstantia Kephala, Archaeologist, Ephorate of Antiquities of Dodeca-
nese. kefaladina@gmail.com

Baowhikr) KAwtoa, Ymoyrela diddaktwp, EOviko kat Kanodiotplako
[Mavemotrpio Abnvav

Vassiliki Klotsa, PhD candidate, National and Kapodistrian University
of Athens. vklotsa@arch.uoa.gr
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Mapia Kwvotavtovddkn-KitpounAidov, Kabnyntpia, Atevbovrpla
Tov Movoeiov Apxatohoyiag kat Iotopiag tng Téxvng, EOviko kat
Kamodiotpraxo [Havemotiuo AOnvav

Maria Constantoudaki-Kitromilides, Professor, Director of the Muse-
um of Archaeology and History of Art, National and Kapodistrian Uni-
versity of Athens. maconst@arch.uoa.gr

Avaotaoio Aafapidov, AtevBovipia, E@opeia Apyatotitwv
Avatohikng ATTikng

Anastasia Lazaridou, Director, Ephorate of Antiquities of East Attica.
alazaridou@culture.gr

Eiprjvn Aeovraxiavakov, Aéktopag, [Tavemotiuio Aryaiov
Irene Leontakianakou, Lecturer, University of the Aegean.
ileontak@gmail.com

Ayyehikny Avpmeponovlov, Avouyto Iavemotiuio, MeyaAn Bpetavvia
Angeliki Lymberopoulou, The Open University, U.K.
alymberopoulou@open.ac.uk

Xpvoa Makté(ov, Akadnuaikog, Ouotiun Kabnyntpia Iaveniotnpiov
ABnvwv

Chryssa Maltezou, Member of the Academy of Athens, Professor
Emerita of the University of Athens. chr.maltezou@gmail.com

Zogia Mavpov, Zuvtnprtpta (Wypa@ikwy épywv
Sofia Mavrou, Paintings conservator. maurou so@yahoo.gr

Atovhong Movpelatog, Adaxtwp Bulavtivig Apxatoloyiag,
Emotnpovikdg ovvepydatng EOvikob kat Kamodiotprakot Ilavemotnuiov
ABnvwv

Dionysis Mourelatos, Dr. in Byzantine Archaeology, Research fellow,
National and Kapodistrian University of Athens. dmourela@arch.uoa.gr

Mapia [avaywwtidn-Keoiocoyhov, Ouotipn Kadnyntpia, EOviko kot
Kamodiotpraxo [avemotuo AOnvav

Maria Panayotidi-Kesisoglou, Professor Emerita, National and Kapo-
distrian University of Athens. mariapan@arch.uoa.gr
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BapPBapa ITamadomoviov, AtevBOvpia, E@opeia Apxatothtwv Aptag
Varvara Papadopoulou, Director, Ephorate of Antiquities of Arta.
varvara.papadopoulou@gmail.com

EavOn [Ipoeotaxn, Alddktwp Bulavtiviig Apxatohoyiag
Xanthi Proestaki, Dr. in Byzantine Archaeology.
xanthipr@hotmail.com

ABavdolog Zeépoyhov, Kabnyntng, ApiototéAeto Ilavemotnpo
Oe00aloVIKNG

Athanasios Semoglou, Professor, Aristotle University of Thessaloniki.
semoglou@hist.auth.gr

Nikohaog Ziwpkog, Apxatohdyog, E@opeia Apyatotrtwv Xahkidikng
Kat Ayiov Opovg

Nikolaos Siomkos, Archaeologist, Ephorate of Antiquities of Chalcid-
ice and Mount Athos. nsiomkos@culture.gr

Ztépylog Ztaotvomovog, Zuvtnpnth {wypagkwv €pywv
Stergios Stassinopoulos, Painting conservator.
stergios.stassinopoulos@gmail.com

Avaotacia Tovpta, AtevBOvtpia, Evpwmaikd Kévipo Bulavtivav kat
Metapulavtivaoy Mvnueiov

Anastasia Tourta, Director, European Centre for Byzantine and
Post-Byzantine Monuments. Info@ekbmm.gr

AyaBovikn Tolkmdkov, AtevBovTpia, Movoeio Bu{avtivoy
[ToAtTiopot, @eocoalovikn

Agathoniki Tsilipakou, Director, Museum of Byzantine Culture, Thes-
saloniki. ntsilipakou@yahoo.gr

Tewpytog A. Towumovkng, Apxatodoyog, Egopeia Apxatotntwv
Hpaxeiov, Kprtn

Georgios D. Tsimpoukis, Archaeologist, Ephorate of Antiquities
of Heraklion, Crete. gtsimpoukis@gmail.com
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Noavw Xat{ndaxn, 1. Kabnynrpia Iaveniotnuiov Iwavvivov
Nano Chatzidakis, f. Professor, University of loannina.
nanochatzidakis@yahoo.gr

Iwavva Xpiotogopdkn, Epevvrtpia, Kévtpo Epevvag tng Bulavtivig
kat Metapulavtivig Téxvng g Akadnpiag ABnvav
Ioanna Christoforaki, Researcher, Research Centre for Byzantine
and Post-Byzantine Art of the Academy of Athens.
ichristoforaki@yahoo.co.uk
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Owrt. e&weVAov: O Xpio1os kau 11 Zapapeitido (AemToL.)
ABrva, Movoeio IT. kat A. KaveAhomovAov.

Cover picture: Christ and the Samaritan Woman (detail).
Athens, P. and A. Kanellopoulos Museum.









