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Fig. 26. The vita icon of St Marina from the church of Avia Marina, Kyperounda. Cyprus, Kyperounda. Holy Cross Muscum,
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Borrom row [l-1):

10th scene. The plunging of Marina into a cauldron full
of water and the appearance of the dove (Usener p. 38.36-
40 and p. 39.3-6).

11th scene. The baptism of Marina and the appearance
of the dove (Usener p. 39.6-10).

12th scene. The beheading of Marina (Usener p. 45.35-
40).

8-9. In the church of St John Lampadistis in Cyprus,
which houses the tomb of the eponymous saint.” there
are two ‘crusader’ vita icons of the saint dating to the thir-
reenth cencury (figs 27. 28). On each of them the life-cy<le
contains fourteen episodes,” arranged according ro the
sequence of events found in the saint’s synaxarion.

Although the rwo icons are more or less contemporary,
they were not painted by the same artist, nor are we deal-
ing with one work which served as a model for the other,
bur they consist two distiner artistic conceptions. The
difference between the two vica icons lies mainly in the
last scenes, in which each painter chose to depict differ-
enr, if interconnected, episodes relating o the discovery
and translation of the saint’s relics to the church of St
John Lampadistis. One cycle ends with a depiction of this
church, founded by the saint’s parents (fig. 27), whereas
the other ends with the artist, who is painting a picture
of the saint in that very church, just as he appears in the
central panel of the icon (fig. 29). It represents the 'signa-
ture’ of the arrist, who is shown going towards the saint’s
church in the preceding scene.

In contrast to the cycles of the saints already described.
the life-cycle of St John Lampadistis on both icons lays
specizl emphasis on evenrsafter the saing’s death: the find-
ing of his holy relics, their translarion, and the founding
of the church dedicated o his memory. Borh cyeles lay
grear emphasis on the holy place in which the suint's relics
reside, one depicring the church in the last scene while the
other also ends with the church, showing rhe armist encer-
ing and painting the devotional image of the saint.

To date no early manuscript containing a Life of St John
Lampadistis has been found. The episodes conrained in
bath life-cycles correspond to a large extent to the ex-
tremely brief synaxarion of the sainc which has been in-
corporated in the manuscript akolouthia dating wo 17211
The scenes ire read in the following order: top row. right-

hand side, lefi-hand side, botrom row.

T, 2007

The cycle on the first icon contains the following scenes
{fig. 27)."
Top row [l-r]:
1st scene. Birth of John Lampadistis.
2nd scene. John Lampadistis being taught in school.
3rd scene. The wedding of John Lampadistis.
Right-hand side [top to bottom]:
4th scene. John Lampadistis cats the poisoned fish and
goes blind.
Sth scene. John Lampadistis is led to his parents” home
by his facher.
Gth scene. John Lampadistis gives alms ro the poor.
7th scene. The gold-winged cagle appears o John Lam-
padistis.
Left-hand side [zop to borrom]:
8th scene. The saint asks his servant for a bunch of
grapes.
9th scene. The saint is reproved by his father becauss he
ate unblessed grapes.
10ch scene. The saine sends the servant to put the bunch
of grapes on the vine.
[ 1¢th scene. The koimesisof John Lampadistis.
Bottom row [l-r]:
12th scene. The discovery of John Lampadistis” relics.
13th scene. The translation of the relics of St John Lam-
padistis,
14th scene. The church of St John Lampadistis.

The cyele on the second icon (fig. 28)" conrains the
following episodes:

Top row [l-£]:

Istscene, Birth of John Lampadistis.

2nd scene. John Lampadists led by his father o
school.

3rd scene. Wedding of John Lampadistis.

Right-hand side [top to borrom :

4th scene, John Lampadistis eats the poisoned fish and
gocs blind.

Sth scene. John Lampadistis returns to his parents’
home.

Gth scene. The gold-winged eagle appearsto John Lam-

padistis.
7th scene, John Lampadistis asks his servanc fora bunch
of grapes. o

Left-hand side [rop t0 botrom];
8th scene, John Lampadistis is struck by his facher tor
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Fig, 27, The vita icon of St John Lampadistis. Cyprus, Kalopanayvions, Monastery of St John Lampadists,
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Iz 29. Theartise painting the ion of St John Lampadisus, The

Last scene i the cyele on the vir icon of St John Lampadistis.
Cyprus, Kalopanayioris, Monastery of St John Lampadists.

eating unblessed grapes.

9th scene. The re-attachment of the grapes and the
deach of John Lampadistis.

10th scene. Burial of John Lampadistis.

I 1th scene. Discovery of the romb of John Lampadistis,

Borrom row [l-rl:

12th scene. The translation of the relics of John Lam-
padistis,

13th scene. The painter goes to the church of St John
Lampadistis.

14th scene, The artist paints the devotional image of St
John Lampadistis in the church dedicated wo him (fig. 29).

From studying the icons described above, the following
conclusions can be drawn.

Several of the vita icons examined are connecred either
with the burial place of the saint,” asin the case of St John
| ampadistis and St Prokopios,” or with the holy relics of

58

the fAigure depicred, as in the case of St Catherine™ and the
Apostie Philip, or with loca sancea, as in the casc of the
Prophet Maoses whose body, according to tradition. was
never found.

The life-cycles in the vita icons of St Cacherine, St Pane
teleimon, St George, the Prophet Moses, St Prokopios
the Apostle Philip and St Marina are all based on specife
texts. These cycles give visual substance 1o these rexm
highlighting the most impartant points in the text or. in
simple terms, choosing key episodes in the career of each
particular saint. As visual narratives they respecr the b
requirements of story-telling. The selection and arrangs
ment of the images represent a series of episodes which
faciliraze an understanding of the relationship berwesn
cause and effect over time and describe the transition from
an initial o a final state. The time-line is the main axs
in the narrative process. But narrative time is rranslared
in the icon into artistic space, as the scenes are assembled
on i single surface, Taken as a whole the images serve asa
story unfolding, bur at the same time each of them iy an
event of paradigmatic importance.

First of all cach of the episodes in the story depicted is
connected through the storyline wirh the previous events
and with the subsequent ones. The first image provides
the basic reason for what is to follow in the visual narr-
ve. This explains the fact that, apart from the cycles of
John Lampadistis and Moses, none of the cveles exam-
ined puts the birth of the saint first. Generally speaking
a scenc is chosen for the starting point which reveals
the qualities of the saint or some important event in
her/his life. This also constitutes the starting point for
the sequence of events which will follow in subsequent
scenes, none of which could be expluined wirhour the
first scene. The life-cycle of St Catherine opens with the
scene which depicts her, already a Chnistian, praying
in her living quarters. St George's cicle opens with the
scene in which, as a Christian, he distributes his wealth,
The Panteleimon cycle begins with the scene in which,
as the pagan Pantoleon, the saint meers the Christian
Hermolaos who introduces him to the Christian faith.
The life-cycle of the Apostle Philip opens with rhe scene
depicting his conversion by Jesus. The Prokopios cycle
starts with the scene depicring his acquaintance, as Ne-
anias, with Diocletian and his acceprance of his duties as
Duke of Alexandria. This is followed by the vision of the
cross and the successful outcome of the battle against the
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Fig. 30. Codex Sinair. Gr. 364 £. 3. Sinai, St Catherine’s
Monastery,

Saracens which is the result of this vision. The Marina
cyele opens with the scene depicting the meeting with
Olybrios. followed by her imprisonment in the palace
and her torments. The Mases cvele begins with the scene
depicting his birth which entuils his discovery in the Nile
by Pharaoh’s daughter.

Another important observation is thar there are two
different ways in which the life-cycle is arranged around
the central figure of the saint. The first of these can be
<een in the icons of Sts Catherine. George, Prokopios,
Marina and John Lampadistis. Here the cycle begins at
the left-hand end of the top row. continues down the
right-hand side then down the left and finishes at the far
end of the bortom row. The second format is found in the
vita icons of Moses, Panreleimon and Philip, en which
the cycle begins once again at the lef-hand end of the top
row, but the scenes on the verrical sides are read in pairs
from left ro right and top 1o borrom: the cycle ends on the
right-hand corner of the bottom row.

2007

a thizzeenfheJentury »na icona

Fig. 31 lcon of the Cracifixion, Moscow, Museum

of Cremlin,

As visual narrarives the vita icons are directly depend-
ent on texts and they follow the storvline of the narrative,
It is narural therefore thar the life-cycles, when arranged
around the cenrral figure which they are ‘commenting
on', should follow the way in which inscriptions, verses or
commentary are written around i cenrral image or 4 cen-
tral text, as a series of extant examples of miniatures and
icons make clear,” [ will confine myself o just three repre-
sentative examples of which the first two are related to the
first style of reading and the other relates to the second.

The four-line epigram which acts as a kind of commen-
tary on the miniature on £ 3 of Codex Sinait. Gr. 364
(fig. 30)" showing the figures of the Emperor Constan-
tine Monomachos and the Empresses Zoe and Theodora
reads as follows:

Top row:

(1st line) dic rrig rorddoc oainzp vic naveoxodrap

right-hand side:

(2nd line) sy yrig avixzwy snv @acivn 1pidda
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Fig. 32. Codex GKS 6 £ 32'. Copenhagen, Kongelige Bibliorek.

lefi-hand side: Lefr-hand side:
(3nd ling) oxémaig xpdriotor deandin Movoudxoy (3rd line) kevror, mpooniov rd Sila, xoknv mive:
bottom row: Righr-hand side:

(4ch line) duaiuovay Cevyog we nopptpag xAddoy,

The four lines from an epigram by Theodore Prodro-

mos on the frame of a fifteenth-century Byzantine icon of

the Crucifixion (fig. 31)™ are arranged as follows:
Top row:
(1stline) Efpxéng, smaixdng, eppaniodng, Xpioxé pov:
(2nd line) O oravpog ipn' dedpo yovy, Xirep, ndde,

60

(4th line) xai dviioxe rov dardvroc avBpadinov xdpry.

In the famous codex GKS 6 from Copenhagen dared
to the secand half of the rench century the commentary
around the text of Job on £ 32 (fig. 32)" creates a rec-
tangular frame and is read in the following order: across
the top row, down the nightand chen left sides, across the
bortom row:.
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I'he nine vita icons which | have been discussing all date
1o the thirreenth cenrury and, as has been shown, their
cveles rely on specific rexts. Yet the episodes depicred are
not based on the Lives compiled in the mid-tenth century
by Niketas David the Paphlagonian™ or in the second
half of that cenrury by Symeon Meraphrastes. © Bear-
ing in mind that from the eleventh century onwards the
Metaphrastian Menologion was the basic reference point
for the Lives of the saints, one wottld expect the vita icons
of the thirreenth century to source their marerial for the
pictorial cycles from rhere. Nevertheless the hagiographi
cal rexts on which these cveles on the vita icons presented
abave rely are generally speaking pre-Metaphrastian and
have been less widely copied than the Lives compiled by
the ['.;phl‘::;uni.m. and a great deal less than those pur to-
gether by Symeon Metaphrastes.

How can one explain the strange face that the thir
reenth-century vir tcons do not follow versions of Lives
which had become well-known through ‘canonical” texts,
but followed older versions of the Lives? | would assert
that the thirteenth-centurv vira icons are not original
creations of the period, hut copy older vira icons whose
cveles are based on pre-Meraphrastic Lives. This conclu-
dan is based on the observation that in some cases, such as
the vita icans of Moses and of St Panteleimon, the inscrip-
tions accompanying the scenes do not always correspond
to the content of the image. This probably means that the
painters of these icons had older models in from of them

which they copied, withour always being able to idenrity
the scenes correctly, cither because there were no inscrip-
tions on their models or because some of them had worn
away. In trying ro fill in these inscriprions as best they
could, they misinterpreted some things.

I'har vira icons existed before the thirreenth century
is also demonstrared by the earliest example we know
of to date, the ican of St Marina which comes from the
cpanymous church in Filousa in Cyprus (fig. 33).7 1 he
life-cvcle is arranged around three sides of the icon and
must have contained nine scenes altogether: three on the
top row, and three on each of the two sides Nowadays
only the three scenes on the left remain. On the basis of
their stylistic characteristics., the icon can be dated to the
second half of the eleventh century.

Given all this evidence the first appearance of vita icons

s 33. The vita wcon of St Marina from the church of Avia

4

Maring in Filousa, Cyprus. Cyprus, Paphaos, Byzantine
Yi t

Fi

Musceum of Paphos Cathedml

should be dated to the tenth century ac the latest, Actually
the formar of these icons is known since the Roman era.™
The vita icons’ dependence on specific rexts and the wary
in which they are read corresponds to the point made by
E. Gombrich. who considered thar while the image alone
cannot tell the viewer a story they have never heard before,
it is extraordinarily well suited to reminding them of sto

ries they have heard.

Fitos Papamastorakis
\ssociate Professor of Byzantine Art
University of Acgean

titosepE@yahoo.gr
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H. Kessler, Picrorial Narrative and Church Mission in Sixth-
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1-3 (Chicago 1984-1988).
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vitd icons of St George from Sinai or St Prokopios from Jeru-
salem, St Marina from Kyperounda or of the Apostle Philip
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churches in Cyprus, all of which zre examined in chis arricle.
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work of the fifreenth century and the arhers had not then been
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7. The icon measures 75.3 x 51.4 cm. On the icon and its da-
ing to the late twelfth or carly thirteenth century. see Sotiriou
{n. 2) 147-49; K. Weirzmann, Icon Programs of the 12¢h and
13¢h Centuries ar Sinai, DCAAE 12 (1984-1985) 95; Mouriki
(n. 1) 115 fig. 46: H. C. Evans (ed.), Byzantium: Faith and
Power (1261-1557) (exhibition caralogue, The Metropalitan
Museum of Arr, New York 2004) 341-43 no. 201 (N, Pater-
son-Sevlenko) which gives the earlier bibliography,

8. Sodiriou (n.2) 148; Byzantium: Faith and Power (op. cir).
9. Sotiriou (n. 2) 149; Mouriki (n. 1) 115,
10, Sourou (n. 2) 144
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11. See ). Viteau, Passions des saints Ecaterine ¢t Pierre d’
Alexandrie Burbara et Anyiia (Paris 1897) 45.

2, Ihid. 41-65; according to ibid. 2, Symeon Metaphrastes
repeats chis Life with minor variations; the Life which Meta-
phrastes compiled is published in: £( 116 col. 275-302.

13. A. Drandaki, Through Pilgrims’ Eyes: Mt Sinai in Pil-
gnm Narratives of the Thirreenth and Fourteenth Centuries,
DCHAE27 20006) 501-03.
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prehensively studied in D. Mouriki, A Moses Cycle on a Sinai
Icon of the Early Thirteenth Century, in: C, Moss— K. Kiefer
(eds), Byzantine East, Latin Wesr. A re-Historical Studies in
Hanor of Kurt Weitzmann (Princeron 1995) 531-46 figs 1-16,
which givesa derailed description of the cycle and dates the icon

to the carly thirteenth cennury.
15. Mouriki (n. 14} 535-36.
16. Mounki (n_ 141 535, 539.
17. According to Mouriki (n. 14) 538-39.
18. Wenzmann (0. 7) 101,

19. The icon measures 102 x 72 cm: sbid. 101-02. The in-
scriptions were published by Mouriki (n. 1) 76. On che icon and
the life-cycles of St Pantelcimon in Byzantine wall painting, see
S. Koukiaris, Ewkéva tov ayiov Tavieiefpovoc jie oxnvec
tov [Hor tov atn povy T, DCHAE2T (20006) 233-43.
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22, Mournki (n. 1) 116,

23. See B. Latvscv. Hagiographica graeca inedita, Mémoires
de I Académie Impériale des Sciences de 5t. Petersbourg, series
122 (1914) 1V, 40-53.

24. See L. Sternbach, loannes Geomerraz carmen de S.
Panteleemone, Dissertationes classis philologicae Academiae
listevarum Cracoviensis 16 (1892) 218-303; Sternbach used
the 11th-12th-century Paris Cod. Gr. 690 (BHG 1415) for
his edition; on Geometres' encomium see K. Democen, John
Geometres' lambic Life of Saint Pantelcemon. Text, Genreand
Metaphrastic Style, in: Philomathestatos, Studies in Greek and
Byzantine Texti presensed so . Norer {Leuven 2004) 165-84,
esp. 166-67.
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(n, 2) 154-5; also T. Mark-Weincr, Narrative Cycles of the Life
of St. George in Byzantine Art(Ann Arbor 1982) 81-82.
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27, K. Krumbacher, Der beilige Georg in der griechischen
Uberlieferung (Miinchen 1911) 41.58.

28. Edirion AASS Aprilis IT1, [X-XV: the episiofary prologue
1s published by Krumbacher (n. 27) 181-82; sce S, Paschali-
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36. Sce A. Stvlianou, Ar mepmmynasic rov pacoor pavaxov
Baaizeior Bapexy (Nicosin 19571 79-80.

37. Theicon measures 150 x 108 em: see the hook published
by the conservators who restored the icon: K. Gerasimou — K.
Papaioakcim, O dyro¢ Gidimmog. H prydin cixéva wov ayiov
e2g 1o Apaey (1300 ardva) (Lamaka 1997) 17-42.

38. Acra Philippi, in: R. Lipsius — M. Bonnet (cds), Acta
Aposielorum Apecryphall.2 (Leipzig 1903, reprine Darmstacls
1939): Fr. Bovon — B. Bouvier— Fr. Amsler (eds), Acta Philippr
(Turnhour 1999) XXX VL

39, See Acta Philippi (n, 38) 91 Bovon — Bouvier — Amsler
fn. 38) XXXVL

40. Inscription: O A{LNOC PLIALITIOC, AKONOYEH MOI,
1CXC | Sami Philip, Follow me, lesus Chriseos).

4l. lnscripticm: (2 ANINC ANICTON TON NEKPON [The
Saint vaising the dead man)|,

42, lnsa'iptinn: O ATNION AACZON TO HAFON [The
Saint saving the ship).

43. Insenprion: [OATTOCBAITTZZONTTOYC NJA|YTIKOYC]
[The Saint bapiizing the satlors|.

44. Inscriprion; O ANOVCILMENOC THC AFTTPOSICIC
FYNAIKOC THN MOPOHN [The Saine healing the face of the
woman with leprogy).
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45. Inscription; OA(TIO)VCI2MENOC THN ITAPAAIYTON]
XEIPAN TOY FAINOC [The Saint healing the pavalysed hand
of the slieve].

46. lm.cxipl ton: O AN C IRMENGCTTOYC| JEMONI-
ZOMENOYC [The Saing healing the demontacy).

47. lnscnpuul. OF ATTO! YT10 TN EBPAION AIQOKOMENQ!
[The Saints pursued by the Jews!.

48, Insenpuon: OATIONC ATAAE[TOMENOCMETA TOY
AINNIAL T he Saint speaking with Annal.

49, Inscription: Of AT EN TH OYAAKH [The Saings in
prison].

50. Inscription: @ ANONWC [TEMTION TON ANNIA] EIC
ANIN ZONTA [The Sains sending Auna to Hell alive),

51. Inscriprion: QATIOYCANICTONTTON| NEKPONThe
Sainz raising the dead man|.

52. Inscription: Of 4170 HCEPXOMENIOL] EN T'H
{EPAITOAH [The Saints entering Hierapolis]: the serpent
warship practised by the citizens of Hierapolis is indicated by

the two vipers ar the entrance o the rown,

53, lnscription: OATOCIOMEN[OCTOYC] ODALAMOYT
TOYCEANTYOU] [The Saznt healing the eyes of Stachys): the beal-
ing of Stachys by the apostle and his siseer in the cvcle on the
Arsos icon (14th scene) quite correctly follows the arrival of the
apostles in Hicrapolis where they stayed wich the blind Stachys,
whom Philip cured: rhe healing of the blind man, Stachys, is
the subject of the Fourteenth Act of the Apostle Philip, which is
preserved in Xenophon cod, 32, ff. 83-88', see Bovon — Bouvier
—Amsler in. 38) 319-29.

54. Inscription: O A[VI[OF EN TH @YAAKH [The Saints in
prison).

35, Inscriprion: O ANIOC @INITIOC|.| [Saimt Philip...].

56. Inscription: [O ATIOC BAPQOAO|MAIOC CTAYVPOY
ANAPTRMENOC [Saint Bartholomew bung on the cros].

57. Inscription: # KIAEYCIC TOY ATIOY [The raint’s fu-
neral.

58. The icon measures 553 x 42 cm; see S, Sophocleous,
Icines de Chypre, Diacése de Limassol 12¢-16e si¢ele | Nicosia
2006 195 no, 98 fie. 98,

59. The Life has come down to us in the 16ch-17th-century
Ms. Grigoriou 7 (A 554), 432-44 and is unpublished: see Pas-
chalides (n. 28) 210-12; | thank my colleague S. Paschalides for
hringing this manuscript version of the unpublished rext o my
attention,

60. V. Latysev, Menologii anonymi byzantini, Saectli X
(Saine Petersburg 1912, reprinted Leipzig 1970] 2, 178-84.

6L H, Usener, Acta 8. Marinae er S, Chrisrophori, Fest-
schrift zur fiinfren Sacularfeier der Carl-Rupreches- Universiciit
zu Heidelberg (Bonn 1886) 15-47; on the St Marina cycles in
wall painting see: |. Albani, Or toigoypagire tov vaot e
Ayiac Mapivac o tov Movpve e Kpfioe. Fvag dyvmotoc
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Proypagric xikzog e aylae Mapivag, DCHAL 17 (1993-
1994) 211-22.

62 Although the scene is quite dumaged, Olvbrivs, sested
on a throne on the left, can be made our as can the soldier who

s leading Marna wowards him.

(3. Mosr of the scene has heen lost. On either side parts of
the bodies of the two torturers can be made out. Their stance is
the same as in other similar martyrdoms,

GA. The torturer on the right can be made out, parc of the
saint’s body in the cenere and parrof the orturer on the left,

03, O Meinardus, Relics i the Churches and Monasteries
of Cyprus, OQuzkirchliche Studien 19 (1970) 33.

006. lepid Mwiponosic Méopar, 2000 xpdria rexvig Kai
ayrdrmres | Nicosia 2000 nos4-5, 250, 252 (Chr. Charzichris-
wodouloul; it should be noted that the St John Lampadistis
cyvele was painred on the arch over his tomb: Chr, Charzichris-
todoulon. O srovoypagpieés kixkos tov ayiov lwdvery tov
Aapmadion) oy Posavonn) xar petafeiavov ey, 27e
Zrpmimo tne XAE, Tpdypazupa xar meptd nypess esanynoras
xa araxoryaaray Kadag xar reprrige cray 1994-2000

(Achens 2001) 104-05.

7. K. Myriantheas, Oéyw, ladvyng w!apmﬂimm, Bioc
oy oaioy xar dropdpor mazpic mpaty Tedrvor tov Aaymadi-
arov xar toropia tng ey Mapaddon tepic poyiic ror (Nicosia
1969) 81-161, esp. 142-43; an carlicr akolewehia for the saim
was printed in Venice m 1667 and contaims an even bricter
synaxarion than chaz in the 1721 manuscripe version, sbid. 105-
06.

68. The icon measures 99.5 x 05,5 cmi sec lepd Muzpdnodic
Mipgoprin. 66) 250 no. 4 (Chr, Chatzichristodoulon).

09. The icon measures 115 x 75 ¢m: ibed. 252 no. 5 (Che.
Chazichnstodoulou),

70. Forasimilar placing of vita icons near the rombs of saints
in the West, see |. Cannan, Beyond the Limitarions of Visual
Typology: Reconsidering the Funcrion and Audience of three
Vita Panels of Waomen Saints . 1300, in: V. Schmidy (ed.), Zeal
san Panel Painting of the Duecento and Trecento (= Stndies in
the History of Ar¢ 61, Center for Advanced Study in the Visual
Ares, Symposiwm Papers XXXV Washingron D.C. 2002)
291-313.

71. Sce Tsanrilas (n. 32) 256-57.

72. See N. Patterson-Sevéenko, St Catherine of Alexandria
aml Mount Sinai, in: I Armstrong (), Rirual and Art: Byz-
antine Fssays for Christopher Waiter (London 2005) 129- 143;
Drandaki (n. 13) 492-93.

73. On the two main ways of reading verses relating 1o works
of art, see E. Follien, Lordine dei verst in alcuni epigrammi bi-
canuink, Byzaniion 34.1 (1964) 44707,

74. ). Spatharakis, The Portrase in Byzantine Hluminated
Mannseripss (Leiden 1976) 100; K. Weizmann — G. Galavaris.
The Monastery of Saint Catherine as Mount Sinai. The -
minated Greek Manuserspt V: From the Ninth o the Tivelfth
Cenzury (Princeton 1990) 66.

75. H. Beliing — G. Cavallo, Die Bibel des Niketas (Wies-
baden 1979) fig. 15.

76. On this icon. see Vizantiju. Balkani. Ry, feon: XTHE- XV
rekor (Moskvz 1991) no. 97, though the epigram is incorrectly
transcribed: on the epigram, see (. Papagianis, Theodoras
Pradramas, Jambische und hexametrische Tetvasticha auf die
Haupeerzihlungen des Aften und des Newen Testaments(Wies-
baden 1997) 2, 239-40: bath A. Frolow, Quelques inseriptions
sur les oeuvres d'art du moven age, Cubiers Archéologiques
6 (1952) 167 and H. Maguire, Image and Imagination: The
Byzantine Epigram as Evidence for Viewer Response (Toronio

19961 23, read the verses on the icon mcorrectly.

77 Paschalides (n. 28) 15254 no. 17 (Philip): 187-91 no. 33
(George): 206-08 no. 47 (Prokopios): 210-12 no. 49 (Manina);
215-16 no. 51 (Panteleimon).

78. C. Hogel, Symeon Metaphrastes. Rewriting and Canoni-
zation (Copenhagen 2002) 186 (Philip), 188 (Catherine), 20)
(George), 203 ( Prokopios), 203 (Pantelcimon).

79. The icon measures 107.5 x 72 em. A. Papageorgiou,
Esxdreg ing Kinpoy (Nicosia 1992) 3 no. 2. dates the icon to
the 8th or 9th century: S. Saphodeous, feans of Cyprus. 7th-
20th cenrury (Nicosia 1994) 75 no. 1a. dates it 1o the Tth or 8th
century.

80. See N, Patrersan-Sevienkn, The Life of Saint Nicholas in
Byzantine Art(Turin 1983) 163 see also S. Zwirn, The Inten-
ton of Biographical Narration on Mithraic Cult Images, Word
and Image3,3 (1989) 1-18.

81. E, Gombrich, The Imuge and the Eye. Further Studies

i the Psychology of Picrorial Kepresencarion (Cornell 1982)
153-57.
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Pictotial Lives. Narravive in chinteentltcentary vics ioen

TITOX TTIATIAMAZTOPAKHE
Zoypagonsvee Sowg.
Agmyrjorg or froypagiric emovee Tor 1300 ardva

Yo peAf T eéetdiovial EVeEa and TC OEKATEVIE Taial-
drepec Proypagikes eikdvee nov (rioteyvijnray katd
tov 130 alva oty Avatoak) Meodyeio. Mpoketal
yia Tic froypagikes s1kaves e aylag Aiatepivig, tov
ayiov Fewpyiov, tov npognjoy Movor] kar tov ayiov Tla-
vieADIpova, ot omoiec puAdooovrar ot Movij Lwvd, )
froypagus eikdva tov ayior [pokomior mow puidooetar
oo larpapyzio lepoooddipmv. g foypagete eikdvec
100 andotoaor Piainmou kat Tov ayiow ledvvy Aapna-
Sati, Tor PrAACAOVTAl 0TOUC ORMVUROUE VYAOYS OTIV
Kiapo, kar 1) froypagpna) cixdva g ayiag Mapivac nouv
npoépyrTar and tov opuvepo vad oty Kumepotvia mig
Kénpor katpuadooe tar onjpepa 010 Movorio tov Tigiou
Travpod g rac oA,

Q¢ mpoc T froypaguxéc cdveg £govv Sratvnwlel amd
my £e¢ tepa £perva on akoroutles anéyrig: a) a ewo-
viZdueva eactoddia iowc annyoly, aikd dev akorovtoly
e ovviETna Kdnota yvoo td keipeva’ ) o1 oknveg dev
ivar onofletnuéved pe gpovikn axorortia’ katy) non-
wovpyia xat 1 tonoliEon tove dev oyerilovial pe tove
FOPOLC tapnc 1] ta Aelpava Tev ayion nov gwoviZovy.

Ao 1) ovatpanx) napovoiaon tov foypagisay
KEKAGY QUTEY TOY LIKOVOV TTpoktntowy ta akorovla
OUHTEPACHAUIL:

[MoAZ£c Qi QUIES TIS EIKOVES OvvOE£ovTal, E(TE JE TOV
Fpo tagnc tou ayiov, ¥ite je 10 16pd Aciipavo 11e pop-
i 0w Fikovidouy, 1) pe foca sancta.

Or kikiotl faaiZovial oe ovykexpipévors Biovg tov
FIkoVIZOpEvoOY ayioy, o1oue onoiong divouy otk Lid-
ataoy], EmAdyoviag ta eneoodia-sAedid o) otabo-
dpopia kabe ayiov. H cmioyr] kat ) dudradn tov oknvov
arodidouy jua orpd exnelwodlov mov edumperoty Ty
KALAVAN0T] ¢ 0ZE0NS QITIOL KAl GAo1EALOPAL0S pEoa
oTOV Zpovo, Kat TEpypaspory T petaforn and pa apyi-
1] or wa A katdotaon). Ta ewovidia Asttovpyovy
070 ABVOAG TovC (e 1 topia o £28Mn, a2Ad mapdiinia
xafléva and artd og yeyovds pe napaderypankt asia.

O1 froypagnkéc eikdvee o¢ omtkd agnynjata givat
dproa eZapinpéves and ta wEipeva, xat akoiovlody

R

oK T agriynone wve. Eivat proikd Zomdv don
a1 fhoypapixot KUKAOL, OTAY OPYAVEOVOVIG! YU Qi TV
KEVEIPIKY popgr] o ogoiudlovy. akorovloty 1m yopd
JE 1V onola avaypagoviat oL EMypagEs, 1 Entyap-
para 1j ta oxdAia yipe and jua Kevipixy ewéva 1j £ya
KE(PEVD, GINC KAVOLY GAVEPS KA OFLPA Ao twlopeva
napadeiypata puxpoypagay kat cixovey, H opydvaon
1oV floypaptkay KEKAGV YEpo and 11V Kevipik poppi
1ou ayiov yivetat pe dvo tparove. O npdrog pénoc ava-
yvopiZe tar oTic elkove tjg ayias Awarepivne, v ayiow
leapyiov, tov ayiov Ilpokomiov, ¢ ayias Mapivag
xat tov ayiov ledvwn Aapnadony. Le aviéc, o xikAoc
apyiZe and ta apo epd N)C nave opidviias mEupac,
ovveyiler ot debd kabetn mArvpd, pErd oy apotepn
KAbe 1) AALLPA KAl TEARIGVEL O TV KATE opLidviia TAED-
pa. O drvtepog 1pdnoc avayvepileta ouc fhoypapsec
rikovee 1ov ayiov Mmvon, tov ayior [Navrerojpova sa
tov aylov @ikinmor, 67ov 0 KUKAGE apyiler ano ta api-
OTEPA TG AV OPICOV 1AL IAELPAS, KL 1) QVAYaaT) Tey
oxnvev otic kdbereg mirvpéc yivetan and 1a apatepd
npog ta Bedid xat and AAVEe 1POS 1A KATG KAtd aVIIpE-
it ey

Ot kékrot 1ov floypagixay eKOVeOV E5apTavIan (i
ovykexprévorg Biove Ta sovZopeva enetwoddia kat 1)
oripd tove dev atnpifoviar otoue Biovg nov ovvitale
o Nuajrac Aafid Tlagrayev ora pioa v Hov aiva
1j 0 Xepedv Metagpaonijc oo i juat tov 100r atava.
‘Eyoviac vmoyn 6t and tov 1o ardva sat £25¢ 10 M-
vordyto 1ov Metagpaony amowddeor 1o faotko anjio
avapopde tov Biov aylwv. Ba nepipeve kaveic om ot
Proypagirés smdveg tov 13ov aidva Ba avriotoay o
LAKO and ekel. Evrotton. 1 ayoroyixd Keipeva and
1 ontofa eZapraviar 01 KUKAOL Te roypagikony IKovay
0L TAPOLOIA0 THKAV VAL KALE KavOva Apops tappaott-
wa. Avtd odnyei oy vrobean du avteg o foypapixEc
sdvee Sev anoteAotv npard e dijpuovpyia v 13ov
atva, aArd du aviypdpory maimdtepes foypagissc
EIKOVES, 01 KUKAO! Twv ontoimy faciloviay ot npopcia-
ppaatikore Biove.



