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FOUR THIRTEENTH-CENTURY SINAI ICONS
BY THE PAINTER PETER

DOULA MOURIKI

The extensive group of icons datable to the thirteenth century that are preserved in St.
Catherine’s monastery of Sinai includes four panels which should, for various reasons, be attrib-
uted to the same painter.! The key piece, with the Virgin Blachernitissa between Moses and
the Patriarch of Jerusalem, Euthymios II, and with the painter’s narue, Peter (fig. 1), was includ-
ed by George and Maria Sotiriou in their publication of a selection of the Sinai icons.? They
also published another panel of the same group, which depicts the Virgin Kyriotissa, or the
Virgin of the Bush, together with the most prominent monastic personalities in the early history
of Sinai (fig. 8).3 This panel also bears the name of the painter Peter but because the inscriptioh
was revealed at a later date, after the cleaning of the panel, the connection between these two
works was not noticed. We propose to attribute to the painter Peter two more panels (figs. 5
and 11), published here for the first time. The group of the four icons under discussion can be
dated to the third decade of the thirteenth century on the basis of the portrait of the Patriarch
Euthymios II included in one of them. This group is of special significance for three reasons:
a) it represents one of the rare instances of Sinai icons that are securely datable on criteria other
than style; b) it includes panels with a non-serial connection that can safely be attributed to the
same painter, and c) it comprises works of a more personal character within the context of the
monastic community of that period, thus offering evidence for some special groups of icons made
at Sinai in this and in other periods ot its long history.

1. DESCRIPTION OF THE ICONS

a) 7l m.mﬂ Virgin Blachernitissa ?.N.:&m;. Moses and the Patriarch Euthymios NN . of Jerusalem
(figs. 1, 2, 3—4, 16 and 18)

Height: 44.7 cm; width: 37.3 cm; thickness: 1,80 cm; width of raised border: 3 cm. The
panel is composed of two boards of thin wood of almost equal size. Four additional strips of
wood were used for the border. The paint has been applied on the wood without the use of canvas.

The orant Virgin with the medallion of Christ Emmanuel is depicted standing on a foot-
stool in the center. She wears a dark blue chiton and a red-brown maphorion outlined in gold,
with gold tassels, and gold star-shaped ornaments above the forehead and on the shoulders,
as well as on the sleeves of the chiton; two gold strips decorate her cuffs. She wears red shoes.

1 T wish to express my gratitude to His Beati- phylax of the Monastery, for valuable suggestions.
tude the Archbishop Damianos, and the members of 2 G. and M. Sotiriou, Elxéves 1iig Moviig Zt-
the Holy Synaxis of the Monastery of St. Catherine v&, Athens, 1956 (Plates), 1958 (Text) (hereafter cit-
for giving me the permission to publish the icons in ed, Sotiriou, Elxévec), pp. 138—139, and fig. 158.
question. I am indebted to Father Gregorios, Skeuo- 3 Ibid., pp. 134—135, and figs. 155—156,



330 Doula Mouriki

The abbreviations of her name, MHP 67, in red letters as in all the inscriptions on this pancl,
appear above her head. Her nimbus, almost imperceptible today, has an incised rim. Christ
Emmanuel, clad in godd garments, blesses with his right hand, holding a closed white scroll with
the left. He has a large gold cross nimbus. On either side of Christ the abbreviations of his name,
iC XC appear. The medallion of Chaist is red, framed in gold. The footstool on which the
Virgin stands is placed at a shight angle. i is brown, outlined in gold, and on the side to the left
is decorated with a double row of pearls.

Moses and the Patriarch of uﬂgmﬁbngnﬁgma:&ouﬂgﬁﬁncm;n Bla-
chernitissa. Although the prophet is depicted in a three-guarter pose in the direction of the Virgin
and Child, his face is turned towards the viewer. He raises his lett hand in adoration and holds
with the right hand the emerging from the sling of his himation, Tablet of the Law. It is rendered
in orange and inscribed with letters imitating Hebrew. He wears a pink chiton highlighted in
light blue, with clavi consisting of double black stripes. His himation is light blue with shadow
lines in a decper tone; and with white for the highlights. The prophet wears black sandals. The
inscription of his name is: O IIPO)B{H)THC MOYCIC. His nimbus is hardly visible.

The prelate is turned in a three-quarter view towards the Blachernitissa with his hands
raised in prayer. He wears a white sticharion with brown ““potami”, a white epitrachelion with
gold embroidery around the neck and a gold embroidered tasseled hem, a gold embroidered
encheirion with a brown diaper patiern, as well as gold embroidered epimanika. Over the sti-
charion he wears a white polystavrion phelonion, with black crosses enclosed ,cv. black gammadia,

as well as a white omophorion with black crosses. The prelate, who has 2 H._Bg 4is identified

by the inscription above his head, EAEO BB (sic) EYOYMHOC IMATPIAPXHC *HEPOCO-
AHMON O MAKAPHOC.

In the lower section of the panel, on either side of the w_wnwogn_mmﬁ the Z.—Eurn&oc‘
formula, AB(HCIC) IETPOY ZQTPADOY (prayer of the painter Peter), is written in red letters
(fig. 16). The same type of letiers and the same red ink appear in 2 long inscription that covers
the relatively wide border of the panel. The inscription starts at the top, continues on the right
border, then on the left, and then at the bottom. It reads as follows:

1 MAKAPIZOM(E)N CE II(A)CE E TENAIE 6(EOTO)KE IIAPSENE EN CI FAP O AXOPITOC
X(PICTO)C 0 &(EO)C HM[QN) XOPIOHNE EYAOKICE MAKAPTH ECMEN KE IMELC [IPOC-
TACHAN CE EXOMEN HMEP[AC] TAP K(AI) NHKT[OC] IPECBEBIC YIIEP HMON KE TA
CKHIITPA TIC BACIZHAC TEC CEC EIKECIEC KPATINONTE, AHO ANHMNOYNTEC BOQMEN.
XEPE KEXAPTTOME{NH]} O K(YPIO)C META COY.: —

EYPENOY EPHMOC ‘H OY TIKTOYCA EYOYMHCON H OYK OAINOYCA OTI EIIAHOHNEN
TEKNA ANHP EIISEIMHON TOY IINET[MATOC].

The larger moc:on ow this inscription belongs to a troparion sung in the orthros of the feast”

of the Dormition of the Virgin on August 15; this troparion is also included in the Akolouthia
of the Trapeza.5 The smaller section of the inscription reproduces the beginning of an mvoa\.
tikion of the feast of St. Euthymios on January 20.6

4 Cf. ibid., p. me The patriarch is described in-
correctly as having a nimbus in K. Amartos, Tvect-
TR pvnueto mcmxmeaﬁ ‘EMavued; |, Athens, 1928,
p. 47.

5 Cf.Th. Aliprantis, Moses auf dem Berge Sindi,
Die Ikonographie der Berufung des Moses und der
Empfangs der Gesetzestafeln, Z:Enr Gwa p. 94.
Sotiriou, Eixdves, p. 138.”

6 Cf. Sotiriou, Eixbvec, p. 138. An orange g&
outlining the border, which was added at a .much
later period, conceals some of the letters of the
inscription. The text on the-border of the icon con-
tains numerous spelling mistakes. The first section
weads as follows in the Menaion for August 15:

HSRxsvﬁct? oe mgaﬂ al yeveal, Ocotbue MopHéve
& ool ydp & &ydpnrog, MEQ&P 6 Oedg .v_ts,. Xe-

.v.‘.as<§ 703%unce. Moxdpror mqtme x&. Huels, mpo-

araciev oc Eyovres, &vaﬂn Yap %ol votdg TpEC-

Beberg Omdp M@y, wat AR oxiinipa as.n Bacureiog-

Taig oalg ixesfurg wpatdvovrar. D..a n<ct.<ac<dmn
Bodpey cor Xaipe, wsyxpitepévm, 6 Kiplog perd
Gou. ‘Cf. also the Horologion for the inclusion of this
troparion in the Akolouthia of the Trapeza. The sec-
tion of the troparion of the feast day of St. Euthy-
mios reads as follows i in 9@ Menaion for .FESQ mo
Bippitvov Fonuog 4 od therousa, ed8buyooy, 4 odx
@Bivovoa, bri EmafBuvé cou thuva, dvhp EmtBupdy
Tév $ob TvedpaTes.
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The background of the icon under discussion was painted in gold and'Silver, which now
give a dark brownish effect, a feature shared with the three other panels of our group. The absence
of a green strip of ground for the figures to stand on is a further characteristic shared by all for
panels. The main painted area of the Blachernitissa panel is framed by a double series of red
and blue dots and dashes. The reverse side, covered with gesso, is decorated with a thick Greek
cross of brown color, which has stylized trefoil ends and four petals issuing from its center. The
cross is accompanied by the customary formula, IC XC NHEKA, within circles (fig. 18). At
the bottom to the left, there is a fragmentary short inscription which cannot be deciphered. As
we shall see, this type of treatment of the reverse side is found, with slight variations, on three
other panels of our group.

The figures of the Blachernitissa, Moses, and Euthymios II of Jerusalem occupy
all the available space. The Virgin on her footstool is slightly taller than Moses, while
a somewhat shorter scale was adopted for the figure of the prelate All three figures,
with staring eyes, a remote introverted expression, and hieratic immobility, convey a
static quality. The rendering of the bodies is correct, except for the part beneath the
knees, which is rather short. All three figures have small hands. The Virgin's face
is oval and very youthful, with fleshy cheeks and regular features. It is smoothly
modelled in ochre, olive, brown, and red. Moreover, red was used to emphasize the eyelids, one
side of the bridge of the nose, and its tip, the lips, and the outline of the chin. Restricted olive
shading appears around the eyes, the nose, beneath the mouth, and the contour of the chin. Brown
was used for the eyebrows and eyelashes. The depiction of Moses lends itself particularly well
to a stylistic study of this panel. The figure has moderate volume and its garments adhere to
the body, enhancing its plasticity. A slight agitation in the lower section of the chiton is a remi-
niscence of stylistic conventions of the late Comnenian period, while, on the other hand, a soft
human expression on the face, combined with a certain sense of volume in the body, and a relax-
ation in the pose, conform to up-to-date trends observed in some pictorial works from the
early thirteenth century. This is also true of a somewhat painterly approach, shown in the face,
smoothly modelled with ochre, light olive and red, as well as in the fluid treatment of the drap-
ery. Softly modelled and most impressive is the patriarch’s face with very refined features and
a sensitive expression, evoking the appearance of a real portrait. He is represented tonsured.

.vv The Virgin of the Bush between four holy monks of Sinai
(figs. 8, 9—10, 7, 17 and 19)

Height: 38 cm; width: 39.5 em; thickness: 2.4 ¢cm; width of raised border: 3 cm. The panel
is composed of two boards of thick wood of equal size. Unlike the Blachermitissa panel, the paint
has been applied on canvas, which also covered all four edges, but is preserved only on the ver-
tical sides. ) .

The Virgin stands in the center on a footstool holding Christ in front of her according
to the iconographic type of the Kyriotissa which, at Sinai, has been designated as the Virgin of
the Bush on the testimony of this particular icon. The Virgin wears a grey-blue chiton,
a red-brown maphorion, and red shoes. Christ wears deep-red garments and extends both hands,
blessing with the right hand and holding a closed white scroll with the left. The footstool on
which the Virgin stands is placed at a slight angle, revealing the side to the left, which is deco-
rated with pearls. The inscription that accompanies the depiction of the Virgin is: MH(THP)
GEO)Y O (sic) TIC BATOY (Mother of God of the Bush). It is written in red, as is the case of
all the inscriptions on this icon.

The Virgin of the Bush is flanked by two pairs of holy monks of Sinai, identified by the
extant inscriptions of their names. The monk on the far left is St. George Islaelites, O ArIOC



332 Doula Mouriki

TRQPTIOC O HCAAHAITIC. He wears a deep-olive-coloured tunic, 2 grey-blue analabos, a

red-brown mantie, and 2 dark colored konkoulion ™ Next to him stands St. Neilos Sinaites,
O ATTOC NHAOX O CHNABTIC. He wears an olive-coloured tunic, a grey-blue analabos, and an
orange-ochre mantle. The first saint to the Virgin's left is St. Anastasios Sinaites, abbot, 0 A(TIOC)
ATIOC (sic) ANACTACHOC O CHNAHTHC HTOYMENOC. He wears an orange-ochre tunic, a grey-
-blue analabos, and a deep-olive mantle. The saint next to Anastasios is St. John Klimakos,
abbot of Sinai, O ATTOC IANNHC) O T(HC) KAIMAKOC TOY CINA HTOYMENOC. He wears
a deep-olivecolored tumic, a grey-blue analabos, and a red-brown mantle. All four monastic
saints hold ip their right hand a thin, white cross and raise their left hand with an open palm in
a gesture of prayer. The nimbi of the Virgin and of the four holy monks are hardly visible. As
in the previous icons, the background couveys a brownish effect owing to the use of gold and
sitver, traces of which are still preserved. On either side of the Virgin, in the lower section of the
panel, the suppheatory formula, AE(HCIC) IIETPOY ZOTPA®OY (fig. 17), confirms the atiri-
bution of this icon to the painter of the Blachernitissa panel. Both icons show, in addition, a
striking affinity in the decoration of the reverse sides. The icon of the Virgin of the Bush and
the four holy monks of Sinai exhibits on its back, covered with a layer of gesso, a thick Greek
cross of brown color accompanied by the customary formula. IC XC NHKA, within circles
(fig- 19). The cross has stylized trefoil ends and four petals issuing from its center. The entire
design is framed in brown. .

gsauo&gm%g%gwgmggaﬂgﬁnonmﬂﬁmé,
as on the icon of the Blachernitissa. The Virgin on her footstool has a slightly larger scale than
the four monastic saints, who are presented in strict isocephaly. These figures have abandoned
nvnl«m&nwownun‘m.gﬁwo@ncwwmmmr»gﬂcgmwwno:n? Color is used to create rhyth-
mical refations, mainly prodnced by the red-brown in the Virgin’s maphorion and in the mantles
of the two outermost saints, as well as by the orange-ochre in the mantle of St. Neilos and in
»vng#oﬁmﬁg.?gow@o&ﬁggﬁngmou of hagiographic
portinaits on the pages of illnstrated Metaphrastian menologia or on painted menologia icons.

The Virgin’s oval face is exiremely youthful, with a small nose and fleshy red lips. Her face
is modelled with warm tones, and the chin and neck are highlighted with white. Her eyes are
enhanced by thick dark contours and dark curved lines below. They are overshadowed by thick
curved eyebrows. All four monks have identical features. Although their faces do ot reveal
their original state, owing to overcleaning, they were apparently rendered in a painterly style.
The animated quality of these faces is shown in the expressive glances and the nervous brush-
strokes, used to form the eyebrows. Despite a certain monotonous effect produced by iden-
tical features, the refined, impressionistic modelling technique in ochre, white, and red contri-
butes to the infusion of an intense.spiritual life in the faces.

c) St. Makarios of Egypt and St. Makarios of \QSS;&.S
(figs. 11, 12, and NS

Height: 32.5 em; width: 22 cm; thickness varies between 1.5 and 1.8 cm; width of stepped

raised border: 2.5 c¢m.

The small panel consists of a m.sw_o board of thick wood. It has been painted on canvas,
which also eovets the wnmww on all foursides: The paint has flaked in- certain areas of the saint’s
garments.

The monk to the left is identified as St. Makarios of mwwvn by the extant inscription of
his name, written in red: 0 A(T'IOC) ATIOC (sic) EﬁﬁmEOG O AITIITHOC. ' He wears
an orange-ochre tunic, a dark brown analabos; a grey-bhie mantle, and a brown koukoulioh. -
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With his right hand he holds 2 thin, white cross, and with the left, raised with the palm outward,
makes the gesture of prayer. The second monk is St. Makarios of Alexandria, as attested by
the extant ipseription, also in red: O A('IOC) MAKAPIOC O AAEEANAPINOC. He wears
a grey-blue tunic, a dark brown analabos, and a reddish-brown mantle. He is also holding a
white cross with his right hand, and making the gesture of a prayer with the other. The nimbi
of the saints are hardly visible. There is no strip of ground for the figures to stand on. The back-
ground is dark brown with traces of gold. The main painted area is framed by a red line with
a row of small red crosses on the inner side. The back of the panel (fig. 21), covered with a layer
of gesso, shows a brown cross with the usual formula, IC XC NHKA, within circles. As in
the two previous panels, the cross has stylized trefoil ends, as well as four petals issuing from
its center. The entire design has been enclosed within a border of brown color.

The icon with the portraits of two saint Makarios has not been cleaned. Although the
inscription with the painter’s name is not included, the attribution of the panel to the painter
Peter gains ample support from numerous stylistic and technical features. Because of the excel-
lent state of preservation of the faces, this work allows us to better observe the personal style
of our painter. The modelling is free and painterly, characterized by the ample use of white
impressionistic brushstrokes; which impart an animated quality to the faces. Makarios of Egypt
has white hair 2nd a beard rendered with white brushstrokes over olive-ochre, making it appear
grey. Red is used to outline the bridge of the nose on one side and on its tip; spare use of the
same color is noticeable on the cheeks. The face of Makarios of Alexandria also exhibits ample
use of free white brushstrokes for the hair and the central section of his pointed beard. The ears
are formed with bold brushstrokes of brown and white. The hands reveal a similar free model-
ling with ochre, light olive, and a little red. As in the case of the icon with the Virgin of the Bush
and the four Sinaiticsaints, here, too, the figures show a certain relaxation in their frontal poses.

d) St. Procopios
(figs. 5, 6, 14—15 and 20)

Height: 69 cm; width: 37.3 cm; thickness: 2.5—3 cm; width of raised border: 3 cm.

The paint was laid on a thin board reinforced with a second thicker board. This second
board consists of two pieces, 16 and 21 em widg. A further strip of wood was added at the top.
Moreover, two rounded transversal ledges affixed on the back with large nails provide an extra
support to the panel. The icon was painted on canvas, which also covers ﬂwn nawom and extends
slightly to the back. ke

The saint is identified by the inscription of his name in nnm wa.wum& in the
form of two circular cartouches on either side of his head: O ATIOC ITPOKOITHOC; the
cartouches are composed of concentric incised circles. St. Procopios, in frontal pose, holds a thim,
white cross decorated with a red stone in the middle in his right hand and in the left a sheathed
sword with a luxurious golden hilt and a black baldric; the sheath is also black, with two
double parallel lines in gold and a golden tip. The saint wears a greenish-blue tunic with a hem in
dark ochre, a golden collar, golden cuffs decorated with floral designs, and a golden orbiculus
with a rosette, seen on the right shoulder. A thin red belt, outlined in black, passes around the
waist, 2s attested by the small extant fragment on the lett. Over his tunic the saint wears a red
chlamys, decorated with a large golden tablion presently tarnished, as is the case with all sur-

- faces that had been decorated in gold. The tablion of the mantle is ornamented with a diaper

pattern, showing four dots within each lozenge; this pattern is bordered on top and bottom by
a design of contiguous circles, each enclosing a dot. The saint wears black shoes and ochre leat-
her leggings, with red stripes. The luxurious appearance of his garments.is further enhanced




334 Doula Mouriki

by a golden maniakion, outlined in black. K is made of rectangles decorated with pearls, and
separated by black lines. A large oval brooch in the middle, outlined in black, is decorated with
four white pearls. The maniakion matches the golden diadem upon his head. It is composed
of a centerpicce with a red stone and rectangles decorated either with pearls or with a stone of
green or red color. All these segments, outlined in black, are decorated with pearls on the outer
side. The red rim of the nimbus of the saint is enhanced by blae dots, framed on the outside by
a scalloped patiern, also enhanced by pearls.

The background of the pancl has the same dark brownish color that we saw in the other
pancls of our group giving the impression of burnished bronze, the reason being that gold,
traces are still visible, had been mixed with silver. The entire painted surface is framed by a
narrow red strip.

In the lower area of the panel, en either side of St. Procopios, there is an inscription which
needs careful study (figs. 14—15). The lefi-hand sectior and the first line of the right-hand sec-
tion of this inscription are written in gold; the remeining four lines, below the first line of the
latter, are written in red. The inscription in gold letters is as follows: { ATIE TOY SEO)Y
AEXQY / THN [IIPOJBECIN / TION] AOYAON (sic) COY | EDPAIM |/ E®PAIM (uov)ay(cd)
Sabl(ov) 705 O(eo). On the other hand, the mscription in red is: KE H ANATINOC/EONTEC
EY/XECOE ME AIA /TON K(YPION. In fact, the left-hand section of the inscription in gold
was written over an earlier one in red of which a few letters are still discernible: AB{HCIC]...
Z{QTPA®OYL.7 R can thus be inferred that we here have as well the supplicatory
formvula, Prayer of the painter Peter, seen in two of the panels of our group. On the Procopios
panel this inscription assumed 2 more elaborate form with the inclusion of the standard formula,
especially familiar from the notes in the manuscripts, and those who read (the inscription) may
pray to the Lord for me. It can thus be concluded that at some time, probably not too long after
the painting of the icon, another person, a monk with the name of Ephraim, gﬁ%mﬁmﬂ
part of the original supplicatory inscription so as to make himself the recipient of the prayers
of the faithful. -

The back of the Procopios panel (fig. 20) bears a similar decoration to that of the three
previous panels of our group. On a layer of gasso and in the area defined by the two transversal
rounded _nmmnm“.ia have 2 red-brown cross with stylized trefoil ends and four petals issuing from
its center. The cross is accompanied by the formula, IC [Xjc NH [KJA, within circles. Unlike
the case of the three other panels, the cross here had been affixed on a stepped base, a fact
that explains the inseription, ETAYPOY CTACIC, waitten en either side of the base. Beneath the
lower transversal ledge there was another inscription, too damaged to be deciphered. The type
of its letters and their placement recall those on the reverse side of the icon with the meWWT
nitissa (fig. 18). In addition, above the transversal ledge, on the upper left-hand section of the
reverse side of the Procopios panel, the inscription, TOY CINA, has been preserved.

The icon of St. Procopios is very impressive from the artistic point of view. The big size
and high format of the panel have allowed for depiction of a large tigire dominating the avai-
lable space. A monumental rendering, enhanced by the projection of the figure against a uniform
background with no green strip of the pround for the artyt to stand on, is combined with a
markedly decorative approach, as shown by the color combinations; which convey enamel qua-
lity. Particularly effective is the use of red in the chlamys, in modélling of the face, and ih the
inscriptions. The luxurious appeatance of the saint’s garb, complemented by the jewelled diadern
and manigkion, as well as the ornamentation of the rim of the nimbus, adds to the brillient effect
of this work. 'The style of the panel has the painterly quality which characterizes the other panels
of our group as well. The modelling of the face was done with dark ochire, light ochre, and with
red to emphasize the eyelids, one side the of the nose bridge and its tip, the fairly thick lips, the

7 1 am indebted to Father Gregorios for his lelp in decipherinig this section of the inscription,
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cheeks, and the area of the chin. White highlights are noted beneath the eyes;, on the nose, around
the mouth, and on the chin. The light green shading is used sparingly. The face of the martyr
is dominated by his large almond-shaped eyes with thick curved eyebrows and a curved thick
area of olive shading beneath. The expression of the face has an introverted, hieratic quality
which recalls the works from the eleventh century. On the other hand, the body has acquired
a certain breadth, and the contrapposto is clearly shown. The drapery, characterized by a flowing
painterly quality, has few folded lines, which stress the vertical axis. The Procopios figure bears
close stylistic similarity to the Moses figure on the panel of the Blachernitissa. Both figures share
similar proportions, with a characteristic short shank, identical approach to the drapery, and
a similar painterly modelling of the faces.

2. ICONOGRAPHIC REMARKS
a) The Virgin Blachernitissa between Moses and the Patriarch of Jerusalem Euthymios Il

The most striking feature in the iconography of this panel is undoubtedly the portrait of
the prelate identified as Euthymios, Patriarch of Jerusalem, by the accompanying inscription,
which also specifies that the patriarch was already dead (Makarios) at the time when the panel
was painted. This figure, rendered in a slightly smaller degree than that of the Virgin and Moses,
has more precisely been identified as Euthymios H of Jerusalem.8 The presence of an icon with
the portrait of this patriarch at Sinai is explained by the fact that he died in the Monastery and
was buried tbere. The funerary inscription, in Greek and Arabic, engraved on the marble slab
of his tomb, which is placed against the north wall of the easternmost section of the north aisle
of the Katholikon, provides the date of his death and the name of the archbishop of Sinaj in
office at that time. The Greek incription, published on several occasions,® reads as follows:
T "Evdtse xelre v odpa vob &v dy(low) narpds Hudv Eddupton / m(ar)prdpyov ‘I(epocor)bpov: Eroe, oA
() Aex(epfele) 1y’ Hp(pe) 8. "Brl tod bo(iwrdron) mar)p(d)s Hu(@v) Manaxplov dpy(t)emon(émov) /
wo(B) dy(fov) Bpovg Ewvik, “I(noot)s tX(prors)e.’ Thus, Euthymios died on December 13, 1224, when
Makarios was Archbishop of Sinai. Euthymios II is mentioned in the stichera composed in
memory of the patriarchs of Jerusalem, published by Papadopoulos-Kerameus.1® More
precisely, a troparion of a canon mentions explicity that Euthymios, inspired by an angelic
message, went to Sinai, where he terminated his glorious archiepiscopal career. This troparion
reads as follows: Merd wév dve tdfeav Aerrovpyelv HErd9qve Bvokor morudyec, iep Aetvme %ol Mépre
pootdpe, oby Bddupter v6 ehideet, 76 xpyuomiodiv 8’ dyyehou dybod ode 7o TeviE J.m.ewawn— sdnel TEdetidoat THY
e tepapxlec dyhoncyuévov Spbpov.tt The date of death of Patriarch Futhymios® II gives a ferminus
post quem for the icon with his portrait. It therefore must have been painted shortly after
December 13, 1224. The role of the praying patriarch on our icon will become clearer after a
study of the entire composition.

8 Amantos, Zwaitixd pvnueia (as in note 4),
p. 47. Sotiriou, Eixbvec, p. 138, It may be noted
that the Patriarch Euthymios I lived toward the end
of the eleventh century. Cf. O. Tafrali, ,,Inscriptions
grecques chrétiennes du Sinai** in the collection of his
articles -entitled, Mélanges d’Archéologie et d’Epi-
graphie Byzantines, Paris 1913, p. 79 and note 3.

9 Porfirij Uspenskij, Pervoe putesestvie v Sinaj-
skij monastyr’ v 1845 godu, St. Petersburg 1856, p.
246. A. Papadopoules - Kerameus, *Avdexte ‘Iepo-

- copvwerieiic Zrayvoroyiug, II, St. Petersburg 1891

(repr. Brussels 1963), p. 361, note 2. Tafrali, Melan-
ges (as in note 8), p. 79. M. H. L. Rabino, Le Mo-
nastere de Sainte - Catherine (Meont - Sinai}, Sou-
venirs epigraphiques des anciens pelerins, Bulletin de

laSoci¢té Royale de Géographie d’ Egypte XIX (1935)
pp. 31 and 83 (no. inscr. 28). Idem, Le Monastére
de Sainte - Catherine du Mont Sinar (Royal Automo-
bile Club d’Egypte), Cairo, 1938, pp. 27 and 103 (no.
inscr. 33). The inscription in Arabic was published

- by N. Shoucair Bey, The History of Sinai and Arabs,

Cairo, 1916, p. 211 (in Arabic). Cf. Rabino (1935),
p. 29. The Arabic inscription is also reproduced in
Rabino (1938), pp. 27 and 103 (no. inscr. 34).

10 Papadopoulos - Kerameus, *Avélexra (as in
note 9), I, pp. 125,133, 142 etc.; I, p. 33. The sti-
chera are contained in cod. Sabb. 153 of the late
13 th century,

11 Ibid., I, p. 133; M, p. 33.
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At the Monastery of Sinai, originally dedicated to the Virgin, as attested by Procopios, 12 -

icons depicting the Virgin with saints locally venerated enjoyed great popularity. Even after
the period when the Monastery changed its name into St. Catherine’s (10th-11th century), such
icons were impressively namerous, while depictions of St. Catherine become large in number
only at a much Iater period. ’ .

The Sinai icons adhering to this parficolar scheme show the Virgin, preferably in
the iconographic type of the Kyriotissa, which in the local context has been designated as the
Vigin of the Bush on the evidence of the legend on one of the icons of our group (fig. 8).
On the other hand, the orant Virgin with the medallion of Christ Emmanuel, as on the icon
being now discussed, is known as the Biachernitissa but it represents what can best be called
the Blachernitissa-Episkepsis type.” The epithet Blachernitissa seems to have originally been
attributed to the depiction of an orant Virgin without the Child in the apse of the main church
at Biachernae; moreover, one of the celebrated icons had been kept in the rotunda of the Holy
Soros, annexed to the main chorch of Blachemae, depicted a foll-dength Orans with a medallion
of Christ Emmanuel on her breast, and bearing the legend, # Erfoxsirc, as can be inferred
from to the seals and coins with this iconographic type and the very same legend.!4
This type of the Blachernitissa — full length or in bust form — illustrates particularly well the
mystery of the Incarmation, as attested by its appearance in the apses of a number of
churches, especially during the twelfth and the thirteenth centuries.15 On our icon this meaning
is borne out by the first section of the inscription oa the border that has been taken from a hymn
which glorifies the Virgin in her rok as the instrument of the Incarnation of the Logos.16 it
has been argned, I believe correctly, that the iconographic type of the Blachernitissa may be
coesidered in the local contcet as another variant of the Virgin of the Bush,17 mainly on the
hasis of the observation that many iltustrations of the biblical episode of the Burinng Bush show
a frontal orant Vigin at the Bush with a bust of Christ Emmanuel on her breast.18 The idea
that the Blachernitissa type of our icon can be considered as reflecting a Sinaitic iconography
1s supported through its association with Moses. Similar evidence is provided by another Sinai
icon of the thirteenth century, which depicts the Blachernitissa between the Archangels Michael
and Gabriel, St. John Klimakos and St. John of Damascus on the top register, and the Forty
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The depiction of Moses with the Virgin appears frequently on Sinai icons, and such an
association reflects a local point of view.20 As already noted, in these cases the type of the Virgin
is usually that of the Kyriotissa, better known in the local context as the Virgin ot the Bush, an
iconographic type which also stresses the Virgin’s primary role in the mystery of the Incarnation,
since the Burning Bush is one of the most popular prefigurations of the Virgin.2! The depiction
of Moses near the Blachernitissa undoubtedly meant to stress the importance of this biblicak
personality in the scheme of Divine Economy. It may be recalled that in Byzantine hymnography
the Tablet of the Law, which is held by Moses on our icon, has also been considered as a pre-
figuration of the¢ Virgin.22 .

Regarding the iconography of Moses we may note that he has a short thin beard, as is
usually the case with his portraits from the thirteenth century on, whereas Moses is in middle
Byzantine art normally beardless.

b) The Virgin of the Bush between four holy monks of Sinai

The standing Virgin holding the Child in front of her on this icon copies the icono-
graphic type of the Kyriotissa,?? which is here designated as the Virgin of the (Burning) Bush
by the accompanying inscription, thus providing the terminology for a substantial number of
depictions of the Virgin preserved at Sinai.24 Whereas the designation of this particular
type of the Virgin of the Bush has not been detected in other pictorial examples at Sinai or else-
where, a literal illustration of this metaphor appears in a few Sinai icons, where the Virgin, engul-
fed by the Burning Bush, is usually represented in an orant position without the Child.25 )

In the Kyriotissa type — full length or in bust form — the Virgin has Christ axially
placed in front of her supporting him with both hands. Certain variations can be noticed

Holy Fathers of Raithu on the four lower registers.1®

12 Tlept Kmoparey, V, viii, 5. Ed. J. Haury

(Leipzig, 1964).

13 Ci. A. H. S. Megaw and E. J. W. Hawkins,_

The Church of the Holy Apostles at Perachorio, Cy-
prus, and its Frescoes, D. O. P. 16 (1962), pp. 298—
—299.

14 For this iconographic type, see in particular,
C. Belting - Thm; Sub matris tutela. Untersuchungen
zur Vorgeschichte derSchutzmantelmadonna(Abhand-
lungen der Heidelberger Akademie der Wissenschaf-
-ten, Philogophisch-historische Klasse Jahrgang 1976.
3. Abhandlung), Heidelberg 1976, pp. 49—57 (with
earlier bibliography). M. Tatah-Bypah, Hrona Foio-
poguye 3namersd, 3a 3BOPHHAK JIEKOBHE YMETHOCTH
13 (1977, pp. 3—26. : : .

15 For the adoption of this type in the 12'th-
~century church programmes in €ypris, sée Megaw
and Hawkins, Perachorio as in noté 13), p. 299,
and note 43. The half-length variant is often found
in the 13th- and 14 th-century provincial churches,
as shown by numerou imples i ind
Euboea: For-collééted exampl

pumental painting, seé. Tateh-Bypeh, Hrona Boio-
poguye (as in note 14), figs. 3—15.

16 Cf. Aliprantis, Moses auf der Berge Sinai (as
in note 5), p. 30.

17 Ybid., pp. 2930, and- 93--99.

13 A relatively early icon with this iconographic
scheme is preserved at the Orthodox Patriarchate of
Jerusalem. Ibid., fig. 21. Cf. P. Huber, Heilige
Berge — Sinai, Athos, Golgota - Ikonen, Fresken, Mi-
niaturen, Ziirich — Einsiedeln — Cologne, 1987, pls.
23 and 146. 5

19'This unpublished icon forms a pair with a
simpilar icon depicting the epthroned Christ between
the Virgin, John the Baptist, Peter and Paul, Paul
of Latros, and John Klimakos on the top register,
as well as the Forty Holy Fathers of Sinai on the
four lower registers. See Sotiriou, Bhrdveg; pp-
134—135, figs. 153—154. Further Sinai icons depic-
ting the. Blachernitissa include a leaf of a diptych,
where the Virgin is represented between St. John
the Theologian, John the Baptist, and the Archan-
gels Michael and Gabriel on the top register, as
well as-a selection of saints (Ephraim, Anthony, Ar-
senios, Thomas,. Stephen the Protomartyr, Cosmas,
Panteleimon, Damian, the Prophet ‘Daniel, and Ma-
karios).on the two lower registers, Sotirion, BEixbvec,

202, fig. 231, The icon is dated bere in the 14th

ength Blachernitissa is depicted on two further un-
published icons at Sinai: on one .of them dating
probably from the 15 th century, the Virgin is re-

. presented above the Ark of the Covenant; on the

other, ‘dating probably from the end. of the 13 th

century, the Virgin is receiving the adoration of two
censing angels. The latter is presently on the icono-
stasis of the Chapel of St. Symneon Stylites on the
south side of the Catholikon.

20 For some 13 th-century examples, see Soti-
riou, Elbveg, figs. 157, 197. K. Weitzmann, Icon
Painting in the Crusader Kingdom, D. O. P. 20
(1966), fig. 32, K. Weitzmann et al, Les icones, Pa-
ris, 1983, ill; p. 217.

21 For the Marian symbolism of the Burning
Bush in Byzantine art and hymnography, see D.
Mouriki, Ai BBAual mposuxovices g Havaryiag
el tov TpobMhov tiic IlepiPrémrou 106 Muostpd,
*Apyatoroyindy Askviov 25 (1971), Merérar, pp.

22 See, e. g., Sophronios Eustratiades, "H ®co-
T6xog v 7j) Dpvoypapla, Paris — Chenneviéres-sur-
~Marne, 1930, p. 62.

23 For the iconography of the Kyriotissa, see
M. Tati¢-Djuri¢, L'icone de Kyriotissa, Actes du
XVe Congrés International d’Etudes Byzantines
Athénes 1976, 11 B (Art and Archaeology), Athens,
1981, pp. 759786 (with earlier bibliography). For

a summary of the various theories concerning the .

origin of this iconographic type, see S. Kalopissi~
-Verti, Die Kirche der Hagia Triada bei Kranidi in
der Argolis (1244) (Miscellanea Byzantina Mona-
censia 20), 1975, pp. 214—216.

24 For depictions of the Virgin of the Bush
(according to the iconography of the Kyriotissa), see

- Sotiriou, Eixéves, pp. 133, 135, 143, 179, figs. 163

and 197. K. Weitzmann, Loca Sancta and the Re-
presentational Arts of Palestine, D. 0. P. 28 (1974),
pp. 53-—54, figs. 4749, and 51 (repr. in idem,
Studies in the Arts at Sinai, Princeton, 1982, I, pp.

39—40, hercafter, Studies). Ydem, Icon Painting
(as in note 20), pp. 65—66, fig. 32 (repr. in idem,
Studies, XM, pp. 339—340, fig. 32). Idem, Fhe Mo-
nastery of Saint Catherine at Mount Sinai. The Icons.
Volume One: From the Sixth to the Tenth Century,
Princeton 1976, no, B 54, pp. 87—88, pls. XXXIT
and CIX, p. 66, fig. 26. Idem, Icdnes (as in note
20), p. 202, ill. p. 217. A half-length depiction of
the same type is included on a 12 th-century icon
of St. Euthymios. K. Weitzmann et al, 4 Treasury
of Icons, New York, 1966, p. X1V, pl. 24. It should
be noted, h ver, that the appellation, the (Bur-
ning) Bush, has been given o far to a variery of
iconographic types of the Virgin in pictorial works
at Sinai, which include,yapart from the Kyriotissa,
the Blachernitissa (Sotiriou, Eixéveg, p. 138; Alipran-
tis, Moses auf dem Berge Sinai (as in note 5), pp.
2930, 93—99), a seated Virgin with the Child axi-
ally placed before -her. (K. Weitzmann, 4 Group
of Early Twelfth-Century Sinai Icons Attributed to
Cyprus, Studies in memory of David Talbot Rice,
ed. G. Robertson and G. Henderson, Edinburgh,
1975, p. 56 (repr, in Studies, IX, p. 254, pl. 23), and
all types of the Virgin engulfed in 2 burning bush
(cf. ibid., p. 254).

25 According to Professor Weitzmann, the ear-~
liest example of a literal depiction of the type of the
Bush is probably the figure of the Virgin on an
encaustic icon of the Ascension that has been dated
to the 9th — 10th centuries. Weitzmann, Sinai
(as in note 24), no B42, pp. 7071, pl. 3
more explicit example is the bust of the Virgin in the
middle of the upper border of the Kykkotissa panel
of the diptych, which also includes a depiction of St.
Procopios. See ibid., p. 71. Idem, Icon Painting, p. 67,
fig. 35; repr. in Studies, XII, p. 341, fig. 35.
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in the position of the Virgin’s hands. Thus, the Kyriotissa in the earfiest examples holds ber
right hand on the right shoulder of the Child, who is making the gesture of blessing with his
right hand, brought before his chest, whereas in the later works the Virgin usually passes her
right hand before the chest of the Child, who is extending his right hand outwards.26 This obser-
vation holds for the Sinei material as well. The type of the Virgin of the Bush with the charac-
texistics of the Kyriotissa is usmally encountered at Sinai on icons where she is accompanied
by one or more saints. The earliest example in this particular group seems to be the icon depic-
ting the Virgin between SS. Hermolaos and Panteleimon, which has been dated to the first half of
the tenth century.27 Special mention should be made of the serial group of nine (originally ten)
small icons, which can be dated to the early thirteenth century. They depict the Virgin of
the iconographic type under discussion with a different saint every time.23 The apparent pre-
ference for this type of the Virgin in a large group of icons including portraits of saints, often
those that used to enjoy special veneration in the local context (e. g., Moses, Aaron, Elijah, Ste-
phen), make the Kyriotissa type the most explicitly Sinaitic iconographic type of the Virgin. The
evidence provided by the legend, Mother of God of the Bush, found on the icon with the Virgin
and the four most important monastic personalities in the early history of the Monastery, scems
to support the hypothesis that this particular type had been recorded on a particularly vene-
rated icon, kept in the Chapel of the Bash in the eastern section of the Katholikon.

In an aitempt to discover the reason for the choice of the Kyriotissa type for the Sinaitic
Virgin par excellence we are confronted with several theories about its origin and with various
layers of theological interpretation implicit in this type, which only in three pictorial examples
Imown so far has been accompanied by the legend, # Kupudrioon.2® Mirjana Tatié-Durié.
has recently insisted on dogmatic implications of this appellation, associating it with related
expressions in Byzantine hymnography. Compared to other types of the Virgin that lay special
emphasis on the Incarnation, the Kyriotissa type, which also stresses this mystery, emphasizes
the sanctity of the Virgin. The invocation of the Virgin as the Burning Bush and other related
metaphorical expressions in hymnographical texts reflect 2 similar association of ideas.30

The portraits of the holy monks flanking the Virgin of the Bush on our icon provide valu-
able evidence for the early history of Sinai. The first monk, on the left, is St. George Islaclites,
according to the extant inscription of his name (figs. 1 and 9). This epithet surely derives from
the Valley of Isla (Wadi Isla) situated in the southernmost section of the region of Jebel Umm
Shomer in the southwestern corner oI the mountainous region in the Sinai peninsula.3! We would
tend to identify this saint as the celebrated Abba Georgios, called Auselaites from the desert,
“ta Arselaou”, where he lived as a hermit.32 According to the local tradition at the Monastery,
the site has been identified as Wadi Rumhan, a small valley in the northeastern part of the region
Jebel Umm Shomer region of the Southern Sinai, where early Byzantine remains have ‘been
preserved.33 Some biographieal information on St. George Arselaites is included in the seventh-
-century Awfoes of the Monk gﬁmmow on the holy fathers of Sinai.34 It is here reported
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that, in period of great shortage of oil on Mount Sinai, the abbot of the Monastery descen-
ded to “the Arselaou” and requested the holy hermit to accompany him to the Monastery, a
request which was granted. George Arselaites prayed in front ot a pithos, in the old storeroom
for oil, and subsequently quantities of oil came pouring out as from a spring. In the Epitome
of Nektarios and the Description ef Sinai a detailed account of the miracle of the oil is included,
as well as additional information that the event took place at the site of the Chapel of the Zoo-
dochos Pege, which was actually built to commemorate this event.35 In the twenty-seventh Aéyog
of the Klimax St. John Klimakos speaks about Georgios Arselaites with great admiration.36
These references, as well as the inscription accompanying the depiction of George Islaelites on
the Sinai panel, where our saint is neither designated as abbot nor represented near John Kli-
makos, do not allow us to conclude that George Arselaites was the blood brother of John Klima-
kos. As attested in the biography of John Klimakos by Daniel of Raithu, Georgios was appoint-
ed abbot of the Monastery by his brother John Klimakos, and died ten months after him.37
Reference to the monk George, bishop and blood brother of St. John Klimakos, is also made in
a section of the Awyhouc of the Monk Anastasios.38 If George Islaelites or Arselaites is
not the abbot George, brother of John Klimakos, as we believe, it will be difficult to formulate
any reasonable hypothesis about the identity of a Sinai abbot with the name of George who is
mentionedin the Aepdv of John Moschos. The saintly man, characterized as péyag mgw xad
éoxyric, is given credit for the supernatural act, i. e., he received the Holy Communion in the
Church of the Anastasis in Jerusalem without having ever left Sinai.39

The portrait on our icon is, to my knowledge, the only extant pictorial record on Sinai icons
of the physiognomy of an early monastic personality from Sinai bearing the name of George.
The rendering of this portrait recalls depictions of St. Anthony the Great, as indicated by the
ascetic {ace with the white-greyish, pointed beard and by the koukoulion.

The monk depicted next to St. George Islaelites is St. Neilos Sinaites, according to the
extant inscription of his name (figs. 8 and 9). The local tradition, confirmed by early texts, such
as the Avjynoic or Auvpyfoms of Neilos,40 and by the synaxaries and the menaia, identi- -
fies St. Neilos Sinaites as the famous tifth-century Neilos of Ancyra, who became eparch of
Constantinople but abandoned his oftice to adopt the ascetic way of life in various monasteries
in Egypt, and finally at Sinai, where he passed away in peace.41 In these accounts the name of
Neilos is connected with the story of the massacre of the Holy Fathers by the Arabs at Sinai,
and the capture of his own son Theodulos. According to the Synaxary of Constantinople, his
relics, and those of Theodulos and of other ascetics, were transferred to Constantinople by the
Emperor Justin and deposited in the Chuich of St. Paul at the Orphanotropheion.42 St. Neilos
is commemorated on November B

26 Cf. Kalopissi-Verti, Di¢ Kirche der Hagia
Triada (as in note 23), p. 216. Very rately the Kyrio-
vmmw E»ﬁm her ﬂwK EEQ on the w.wmn foot om Qﬁun

T iﬂg QSE wneaw T'(as in nicte N.wv.
B54, pp. mﬂl.mmv Ew Eﬂm »sa OUn

30 H»co,U.—E.. h;&:« de Kyriotissi (as iniote
23), ésp: pps T61-=T771, 776,
31 Setirion, mmxeemm‘n 135; mow the nn»on situa-

tion of n.o <w=nw of Ista, sée P. Barnabé Meister-
mann, Guide du Nil au N@S&&: par le, .w.EQ. et N&::

the’ rvﬁon-aw_m :.2 Qoonwn um_wn_:nm was the bro-
Eon of John Nrwaoa _Setirioy, m~§§n~ p. _wm
ww For the

Anastase sur les saints R:& &: .w,saw O:mnm Chris-
tianus 2 (1902), pp: 65—66 (réeit 1.

35 Nektarios, *Emrous Tijc .Nmmoxnaks\ﬁ *fo-

Topiag, Venice, 1677 (7th edition, Athens, 1980), pp.
199—200. >82.&=m to the Epitome, the miracle bas
been recorded in many Arabic «S._»Sww. Cf. ibid.,
pp. XXV and 199, Ilsgyoaps) vod mmomn?q«eé
“Ogovs Zwd, Venice, 1817 (repr. Athens, 1978),
pp. 135—136.

36 P, G., 88, col. 1112,

37 Jbid., col. 609,

38 See Nau, Récits du moine Anastase (as in
note 34);p. 79 (récit XXXIH).

39 P.G., 88.3, cols, 2988--2989. This tradition
found - its way to the hagiological compendia of
Nikodemos Hagioreites, Zvvalagiorric, Venice, 1819,
pp. 204=-205, and of Sophronios Eustratiades, .\r:.
oAdyiov vijc .Oma&omae *Exxinolas (ed. Apostolike
Diakonia tes Hellados), Athens, n. d., pp. 92—93.
In both compendia the feast day of :..:w saint is
placed on March 11. It should be noted that the
entry for March 11 in the Synaxary of Constanti-
nople includes a2 holy monk with the name of Ge-

orge, whose biographical notice shows no connection
with the early Sinaitic saint under this name. Syna-
xarium E. C., col. 530. In some of the Synaxaria
selecta the monk George is reported to have lived
at the time of John TFzimisces. Ibid., cols. 527—528.
40 However, it is generally agreed that the writ-
er of the Neilos Narratio or Narrationes is not Nei-
los of Ancyra. Cf. P. Mayerson, Observations on the
“Nilus™ Narrationes Journal of the American Research
Center in Egypt 12 (1975), pp. 51—74. For this text
see Migne, P. G. 79, cols. 589-—693; also, the latest
edition by F. Conra, Nilus \?QS:E. Narratio (Leip-
zig, 1983).
41 For some biographical information, see Ni!
I 5&8 ou Nil d’Ancyre dit le Sinaite. {saint),: Dic+
ire de Théologie Catholique 11, cols. 661—674.
42 .wx:aaai:ﬁm C., col. 217. Emmn reference to
the saint.is made in the entry for November 12,
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of the commemoration of the Holy Fathers of Sinai
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The portrzit of St. Neilos on our icon is of the generalized ascetic type which shares iden-
tical features with the portraits of Amastasios and John Klimakos (fig. 10). Among the earfiest
known pictorial records of his physiognomy are his numerons poriraits in the ninth-century
gggﬂ.ﬁvﬁggwgéw—eﬁv&nﬁtEnnvﬂnFEi»wm
with the koukoulion. The rare examples of his portraits in Byzantine decorations include those
in the mosaics of Hosios Loukas*4 and the frescoes of the Chmrch of the Virgin at Studenica
A—EENSYG>§»Q.RH§~W§§§FEnm—oagwgnmgm
E&gnﬂnﬂéggggp&;@égpwﬂﬁggg
exception of the menologia panels, which should be carefully examined, show that St. Neilos
Fwsgnﬂ%g:ucﬂgganﬁ.Enﬁggﬁéugmgbgmﬁ
discussion provides a rare example of his poriraitare in the Monastery, which conforms to the
Ppictorial tradition of his portraits beyond Sinai. Noreover, this tradition is also reflected in the
Hermeneia, whete the saint is presented as an old man with a long, two-pointed beard.47

Eﬁﬁa%dﬂ?—nﬂ&?<§§§cﬁcﬁ~m§§?wwﬁgga
Sinaites, abbot, according to the accompanying inscription (figs. 8 and 10). An attempt to place
this holy monk within a historical context is related to the complex problem of the chronology
and the biographical data of several Sinaitic persomalities bearing the same name.48 Stergios
Eﬁimﬁwnﬁﬁ-&gggggﬁgggggﬁsgmnﬁ»%
g&%ﬁ%%gggﬁn%ggggﬁgc
iarch of Antioch, and author of the "OBnyéc. This Anastasios was born in the middle of
the sixth century, became a monk, and probably held the office of abbot of Sinai. He gained fame
as an orator and author against the heresies of his time, especially Monophysitism. In 599 he
ggg%ﬁ?ﬁ@ﬁo@&«gﬁ@,%gcﬂg death, during 2 riot
Q.H_HuniWFn.nEnEFEnﬁ&E_wmonom.émm&nw.@m—ommwnw:wag&@nﬂ»gom
who was commemorated on April 21 in the synaxaries and menaia under the name of Anasta-
sios Sinaites. In the Synaxary of Constantinople the first place in the entry for that day is reser-
ved for Hosios Anastasios of Sinai. He is particularly praised for his ascetic way of lite, for his
profound wisdom and for the fact that he distingnished himself by composing lives of holy
fathers and edifying homilies.5®

The iconographic context of our Sinai panel indicates that the holy monk designated as
abbot St. Anastasios Sinaites, was the monastic personality under this name who locally enjoyed
the greatest prestige. As attested by the accompanying inscription, he is the only other abbot of
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Sinai, except for St. Jobn Klimakos, chosen to be portrayed on our icon that obviously was
meant to bring together the four most prominent monastic personalities in the early history
of Sinai. This Anastasios is probably the abbot of the same name mentioned in the Asnyhoee,
of the Monk AnastasiosS! and the “great Anastasics” referred to in the Life of St. John
Klimakos by Daniel of Raithu.52

As in the case of St. George Islaclites and St. Neilos, Anastasios Sinaites has not been a
popular subject in icon painting at Sinai. Apart from the depiction under consideration, there
is also a post-Byzantine icon of the Cretan school with a portrait of St. Anthony the Great in
the principal area and portraits, mainly of Sinaitic saints, including “St. Anastasios, abbot of
Mount Sinai”, depicted on the border of the icon.s? )

The last holy monk in the right-hand section of our panel is St. John Klimakos, abbot of Si-
nai, according to the accompanying inscription (figs. 8 and 10). Biographical information on the
most famous monastic personality of Sinai is scanty.54 It is actually based on the shoit vita com-
posed by his contemporary Daniel of Raithu.55 This account does not help us to establish with
accuracy the chronological record of this saint; on the basis of a variety of sources, it has been
concluded that John Klimakos was born shortly before 599 and that he died at some time between
654 and 680.%6

Compared to other holy monks on our icon, the portraits of St. John Klimakes are abun-~
dant in the Monastery and can also be found in the works beyond Sinai. We have ample evi-
dence from the illustrated copies of the Klimax, his magnum opus meant to bea guide for attain-
ing the monastic ideal of virtuous life,57 as well as from his frequent representations on $inai
icons.53 These portraits are usually of a generalized type known ir depictions of holy monks.
The saint is almost invariably represented as an old man with a long, pointed beard. This ¢on-
vention is also recorded in the Hermeneia.5®

In the illustrated copies of the Khmax and in most icons the tamous Sinai abbot does
not wear the koukoulion, 69 as is the case on our icon as well. Moreover, he is more often repre-
sented holding a scroll rather than a cross. The cross, which is the attribute of all four monastic -
saints on this icon, although only one of them suffered martyrdom, reflectsa very old tradition
which identifies the confessor with the martyr.61 Such an approach is often noticeable in Byzan-
tine art as shown, for instance, by the monastic portraits in the mosaics of Hosios Loukas and
the Nea Moni. St. John Klimakos is commemorated on March 30, but the entry for this day
in the Synaxary of Constantinople makes no reference to the synaxis held in the capital on his

43 The popularity of the saint in the Sacra Pa-
rallela is shown by a seated author pertrait, eleven
busts and eighteen medallions that accompany mainly
excerpts from the Adyos dounride. See K. Weitz-
mann, The Miniatures of the Sacra Parallela Parisi-
nus Graecus 923, Princeton 1979, pp; 122, 250252,
figs. 731—733,

44 E. Stikas, 7o Oirodopirov . Xpovindy T
Movije “Oolov Acvxid Gwxidoc, Athens 1970, p.
134, and pl. 34.

45 8. Cirkovi¢, V: Koraé and G. Babi¢; Stude-
nica Monastery, Belgrade 1986, p: 72 Whereas there
is nothing special in the inchusion: of a" portrait of
St. Neilos in the mesaics of Hosios Loukas, an fco-
nographic programme which heavily: relies on mo-
nastic portraits, a puzzling case is feprésénted by the
portrait of St. Neilos in the sober and very care-
fully planned programme in the Church of the Vir-
gitv at Studetiica. A's generally agréed, this particufar
programme- reflects the pétsonal ideas of St Sava,
the founder- of the Serbian Church: It is VEry pro-
bable: that Sava became acquainted-with the spiritual
messages of the writings of St. Neilos at Mount At-
hos. It is interesting to recall that Sava visited twice
Sinai at a later period. , T

46 E. g., a portrait of St. Neilos in the 11th-
-century lectionary in the Vatican (Vat. gr. 1156). Fol.
266, Cf. Weitzmann, Sacra Parallela (as in note 41),
p. 252 and note 155.

47 Hermeneia, p. 164. In one of the sources of
the Hermencia St. Neilos is described as an old man
with a long beard with three curls. Ibid., p. 294.

48 For the Anastasii of Sifiai, se¢ in particular,
S. N. Sakkos, Hept *Avactasiov Zwarrdy, Thessalo-
niki, 1964: E. K. Chrysos, Nedrepar Z¥pevvon meph
* Avaorociov  Zwarrav, Kingovouia 1 (1969), pp.

121—144 (with references to earlier bibliography).

4 See Sakkos, op. cit., pp. 87—160: Here it is
suggested that the hely monk depicted on the Sinai
icon was probably Anastasios I of Antioch (see
p-91).

50 Synaxarium E. C., cols. 617—618. The con-
fusion, regarding the idestity of various Anastasit is
also reflected in the Synaxaria sélecta for April 20,
where we read: ’Avaosrasion o8 v & Bivg, *Aves
otactov, &rioxbiov ’Avrioyetas, *Avecracton tob
Zwi Bpoug, “Avacticiov Erioubrov; *Aveoraston,
7ol doiov *Avaoracton, Tol dykow fepopdprupss *Aver
oractow *Avrioyetag. Ibid., cols. 615—618.

feast day.62 His portraits are not very frequently encountered in church programmes or other

pictorial media beyond the orbit of Sinai.63

51 See Nau, Récils du moine Anastase (as in note
34), p. 80 (récit XXXIV).

52 P. G., 88, col. 608. Cf. K. Amantos, Zirro-
pog ‘forogia zijc ‘Iepdc Movijs tov Zwé (EAkgmi-
»d, 3), Thessaloniki, 1953, p. 23.

33 See idem, Zwairieg pypusia (as in_note 4),
Pp. 43—49. The panel bears the signature: Xelp 4n-
prroiov icpéws.

54 For biographical information on this saint,
see Jean Cli Dictionnaire de Théologie Catholi~
que, 8, cols. 690—693. J. R. Martin, The Illustration
of the Heavenly Ladder of John Climacus, Princeton,
1954; esp.. pp. 5—<6. D. Bogdanovi¢; Jean Climague

dans la littérature byzantine et la littérature serbe
ancienne (Institut d’Etudes Byzantines. Monogra-
phies, 11)., Belgrade, 1968, pp. 7—21 (in Serbo-
~Croatian).

55 P. G., 88, cols. 596—612.

56 Cf. Bogdanovi¢ (as in note 54).

37 Martin, Climacus (as in note 54), pp. 19—23,

8 E.g,, Sotiriou, Eixdves, pp. 95, 134,135, 156,
167, 172, 193, and 208; figs: 83, 153, 156, 170, 180,
188, 220, and 238.

59 Hermeneia, p. 164.

60 St. John Klimakos wears the koukoulion in
the 9th-century Sacra Parallela (Paris, gr. 923). Weitz-
mann, Sacra Parallela (as in note 41), fig. 712; in
a Deesis icon of the Comnenian period (Sotiriou,
Eindveg, fig. 83); in the twin panels depicting the
Holy Fathers of Sinai (ibid., fig. 153) and of Raithu
(unpublished), and in the small icon with the saint’s
portrait from the 15th century (ibid., fig. 238), -

61 See E. E. Malone, The Monk and the Martyr.
The Monk as the Successor of the Martyr, Washing-

ton, D. C., 1950.

62 Synaxarium E. C., cols. 401—402.

‘63 For some examples in monumental decora-
tions, see D. Mouriki, The Mosaics of Nea Moni on
Chios, Athens, 1985, pp. 168-—169.
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c) St. Makarios of Fgypt and St. Makarios of Alexandria

The icon in guestion provides 2 rare example of a paired depiction of the two Egyptian
hermits bearing the name of Makarios who share a common feast on January 19.64

The saint bearing the name ot Makarios of Egypt, or Makarios the Great, is much more
famous than Malkarios of Alexandria; thus, when a portrait bears only the name of Makarios,
we should ascribe it to Makarios of Egypt. This fourth-century ascetic enjoyed great fame in
Egypt on account of the sirict rules he had set for himself, his effective struggles againt demons,
as well as his miracles of raising the dead. He passed away at the age of ninety.65 No spe-
cial information on the physical appearance of Makarios of Egypt is included in the synaxaries. 66
The Hermencia describes him as a very old man 67

St. Makarios of Alexandria, a foarth-century ascetic and friénd of the other Makarios,
also excelled in the trials of hard life that he had set for himself and in his miraculous confron-
tations with demons.58 We find some interesting information in Palladios on his physical ap-
pearance. He was of a somewhat stunted height and had a thin beard with some heir only on
the lip and on the edge of the chin.5 This information found its way into the synaxaries.’® In
the Hermeneia the saint is described as having a cheerful and pleasing appearance.”l

On the Sinai icon under discussion the physiognomy of St. Makarios of Egypt is very close
to the portraits of the four holy monks of Sinai on the previous icon. His portrait recalls the
depactions of St. Anthony the Great, as shown by the ascetic features, the pointed, white beard,
and the koukoulion. On the other hand, St. Makarios of Alexandria is differentiated from the
other Makarios and the four Sinaitic holy monks by his more youthful appearance and the shor-
S-,TNR_.=o§<ﬂ.Ewgvﬁnseﬂmgun?—»mg_—go:_uo_ug.aoun.n&uaniﬁﬁ
while the remaining section of the beard is brown.

Depictions of St. Makarios of Egypt on Sinai icons,?2 are found several times and, on an
ggggﬂwggnofﬁﬂnaﬁgngoENE@EG%ESE»
third hermit, St. Kyriakos.?3 On this icon Makarios of Egypt is represented as a very old man
with a long, white beard, while St. Makarios of Alexandria is characterized by a short beard
and a more youthful appearance, as on our icon.74 St. Makarios of Egypt is rather infrequently
represented in church programmes, e. g., in the Hosios Loukas mosaics,”5 as well as in other
media. 76 On the other hand, no portraits of Makarios of Alexandria beyond Sinai?7 are known
to me.
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d) St. Procopios

The saint depicted on this panel has no special connection with Sinai. Nevertheless, the
inclusion of his portrait on one of the four panels of our group finds ample justification in his
biographical data found in a contemporary source, the account of the martyrs of Palestine by
Eusebios. He is here praised as being Palestine’s first martyr.78 This early account of the
life of Procopios informs us that the fourth-century martyr was born in Aelia, i. e., Jerusalem,
and that he served as a reader and exorcist in the church of Scythopolis. As a confessor of the
Christian faith he had been martyred in Caesarea of Palestine; a basilica built on his tomb became
his cult center. A later legend, read during the Seventh Oecumenical Council in 787, gives an
elaborate account of Procopios’ life, in which he is presented as a high ranking military official. 7
Owing to this legend the martyr enjoyed wide popularity as a wartior saint, and his fame was
second only to that of SS. George, Demetrios, and the two Theodores.80 Of the churches de-
dicated to this saint, commemorated on July 8, we can mention the martyria in Constantinople,
situated in the area of Chelone, and in the Kondylion.31

The portraits of Procopios in Byzantine art present to view a beardless youth, as pre-
scribed in the Hermeneia,82 in a number of variants sharing a common feature: his hair falls
almost to his shoulders as shown, for instance, on an eleventh-century icon at Sinai®3 and in
some ivories.84 Our icon probably reflects the more authoritative variant, according to which
the round, beardless face of the saint is framed by wavy hair, pushed back behind the ears.85 On
this panel Procopios is depicted in the customary attire of a martyr, which is stressed by the
cross which he holds in his right kand. In fact, the only specific allusion to his military career,
according to the above mentioned legend, is the sheathed sword which he holds with his left
hand. Whereas the martyr’s attire for a military saint reflects an earlier tradition, the diadem
on Procopios’ hair is a feature found in the iconography of martyr saints only from the late
twelfth century.86 This feature is frequently noted in the thirteenth-century icon painting at
Sinai.87 }

A unique detail in the iconography of St. Procopios recorded on our icon is the maniakion,
the metal collar that he wears around his neck. As it is well-known, this detail very often dis-
tinguishes the aftire of SS. Sergios and Bacchos,38 as mentioned in the biographical notices
on these two saints in the synaxaries.8? The maniakion is an insignium of authority appropri-

64 Synaxarium E. C., cols, 401—402.

65 For Ec«ﬂvwﬁu mnmc.d_wn.ob on Makarios
of Egypt, sce M e d’ Egypte, Dicti ire de Théo-
logie Catholique, 9, cols. 14521455, The principal
source for his Eﬁm%w:m&ow. See The Lausiac His-
tory of Palladius, ed. C. Builer (Texts and Studies,
VD, Cambridge, 1898, pp. 43—47. An important so-
urce for the hermit’s life is also the Historia mona-
chorum. Sée E. Preuschen, Palladius und Rufinus.
Ein Beitrag zur @R.%«s.g des altesten Monch-
tums, Giessen, 1897, pp. 86— 90.

66 In one of the Synaxaria w&moB it is mentioned
that the hermit was very short. Synaxarium E. C.,
cols. 403—404.

67 Hermeneia, p. 164.

68 For biographical information on this ascetic,
see Macaite d’Alexandrie, Dictionnaire de usm&cw.w
Catholigue, 9, cols. 1440—1441, For reférences'to his
life in Palladios, see The Lausiac NNESQ @-m =.._ uoﬁ
65), pp. 4758,

6 “Hv 8% 76 mmmon aDros aﬂoxgomof vk

manual we find the information that the saint should
be represented as an old man with hair only on
the lip and the edge of the chin. Ibid; p. 294.

72 E. g., on a leaf of a diptych datable to the
13th century. Sotiriou, Eixdves, p. 2025fig. 231
Here the panel is dated to the 14th century.

73 Height 32.5 cm. Width, 21.2 cm.

74 A small unpublished um.un_ belonging to a se-
rial group of the 13th- -century icons portrays St. Ma-
ww:oy as attested from the inscription, and St, Ar-
senios. The short beard and the turban, which cha-
racterize Makarios, probably indicate that we here
have: Makarios 6f Alexandria.

75 Stikas; - Oinobopuindy .NmS.xce (as in note
44), pl. 28. Here St. Makarios is represented on the
same arch with St. John ‘Klimakos:

76 E. g.;in. the Menologion: of :Basil. 7l Meno-
logio di Basilio II (Cod. Vaticano Greco 1613). 11
Aﬂwnomv Furin. 1907, page 334; the two saints de-

-piete: at the r«»& Om the entry for January 19.are

&nl Tob xm;ocn pbvov Exwv ﬂnnxnn woet el 70, mx-
pov Tob HB.«BSn Eqmmmuw.: Yop Goxnsewe’ oddE ol
wplyes g yeverddog: odvol m@w.ao.&. The Lausiac
History (as in note 65), p.'58.

70 Synaxarium E: C,, col. 404;

L Hermeneia, p. 164. However, in one of Eo
texts that have been considered as sources of this

Mak the R and Makarios .the Egyptian

according to the captions, Also in the Fheodore Psal-
ter of the British Library, of 1066 S. Per Nersessian
L'iHlustration des psautiers grecs du Moyen Age. II.
Londres, Add. 19.352, Paris; 1970, fols. 67v and 98,
figs. 109 and 160.

77 It goes without saying that both Makarii en-
joyed popularity in pictorial arts in other parts of

Egypt. Both scem to have had great influence among
the monastic colonies of Nitria, Cf. Macaire ¢’ Alex-
andrie, (as in note 68), col. 1440,

7 Eusebii, De martyribus Palaestinge, 1, 1, ed.
Dindorf, IV (Leipzig, 1871), pp...383—384. Zwo
Eusébe de Césarée, Histoire Ecclésiastigue, IlL, 1. Les
martyrs en Palestine, ed. G. Bardy (Sources ’ chréti-
ennes, 55, Paris, 1958), pp. 121—122.

» muo_. the various legends about St. Procopios,
see . H. Delehaye, Les légendes grecques des saints
militaires, Paris 1909. pp. 77—89. For the various
written sources on the saint’s life, see BHG, 11, pp.
218—20. Auctarium, pp. 161-—2.

80 Cf, Delehaye, Légendes grecques (as in note
79), pp. 2—3.

81 Synaxariym E. C., col. 808, Four churches de-
dicated to St. Procopios .are known:to have existed
in Constantinople. See R. Janin, La Géographie ecclé-
siastique de I'Empire byzantin, Premiére E:ia Le
Siége de Constantinople et le Partiarcat oecuménigue.
IIL- Les églises et les monastéres (2nd ed.), Paris
1969, pp. 443—4.

32 Hermeneia, pp. 157 and 206.

83 Sotirion, Eixdves, fig. 47.

84 E, g., the triptychs with the Great Deisis in
the Palazzo Venezzia, in Rome, in the Museo Cris-
tiano of the Vatican, and in the Louvre(the Harbaville

»:vaarv as well as in the triptych with the Cruci-
fixion in the British Museum, A. Goldschmidt and
K. Weitzmann, Die byzantinischen Elfenbeinskulp-
turen des X— XHI Jahrhunderts, H, Berlin 1934, pls.
X. 31b, XL 32a, XHL 33a, and XV. 38a.

85 E. g., in the Parecclesion of the Katholikon
of Chora. P. A. Underwood,The Kariye Djdami, I—1l,
Princeton 1966; I, p. 257; HI, pl. 501. The exposed
ears arealso found in the late 12th-century frescoes
of the Hagioi Anargyroi In‘Kastoria S. Pélekanides,
Kaoropid, Thessaloniki, 1953, 1, pl. 23, b. The icon
diptych with the Virgin Xykkotissa and St. Proco-
pios at Sinai shows the saint with exposed ears as
on our icon. Sotitiow, Eixdveg, fig. 188; however,
here and in other examples, the martyr’s hair is
curly.

86 One of the earliest examples is found in Ea
frescoes of m::.&» Ladoga. V. Lacarev, Freski Staroj
Ladogi, Moscow 1960 (in Russian), figs. 10—11. For
13th- -century examples see D. Mouriki, Oi roiyo-
yeaples To¥ Zwwijpa xovrd oid *Alenoydes Meya-
eidog, Athens 1978, p. 43, pls, 55—58.

58, 87 E. g., moznoc. .max%wn. figs. 185, 187, and

88 Cf. Mouriki, Nea Moni (as in note 63), pp.
141—142.

89 Synaxarium E. C., col, 115,
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%8?5&%&5&5&.5&?3%:«:%%&%
Ei.rwagugmug%gg&ﬂﬁg of the ma-
niakion only in this depiction of St. Procopios, in cosjunction with the almost identical phy-
EEEEEE&&WE?%&&? two Syrian martyrs in
an attempt to cabance the status of the Procopios, figare on our icon.

3. CONCLUDING REMARKS

The four gﬂgigggﬁng%gﬁa%wg
ﬁrng&s&ﬁgaﬁ?gguonE?ﬁEsﬁggg
Eegagoﬁggggﬁnﬁgggmnnﬁgg.
?cﬂuﬁgéggggwggﬁsggg
The inclusion of the wgggggﬂm&?nﬂggommﬂr
ngggﬁamﬁa&»mg%nﬁg.ﬁggé&%g
of Jerusalem, Enthymios I, and the depictions of the two saints Makarios should lead us to
gnﬁnﬂnnﬂg%gggbusnuﬁ%o@&ou?%ﬁgw&ﬁn
Monastery, the Abbot and Archbishop of Sinai, Makarios. However, neither a portrait of Abbot
Makarios nor any of the extant iscriptions point to such a conclusion.?® On the other hand,
ggmcaoﬁgwggmoﬁﬁé prominent places, which include
or inchaded the name of the painter with a preceding standard supplicatory formula, prayer
of ... (3nms w5.. ), normally used to indicate the patronage in icons, wall paintings, illu-
strated books, and Ktmrgical objects, as well as their function as ex-votos. ‘We should con-
g&ggﬁ%g..gsggggﬁouowggmsavﬁlamg
name. As for the small icon with the portraits of St. Makarios of Egypt and St. Makarios of
Alexandria, the only panel in our group that does not seem to have included an inscription
with the name of the painter, we may assume that it cither was meant to be a gift of the
painter Peter to the Archbishop or that it had been painted under his specific instructions. The
small size of the icon made it suitable for private prayers or for placement on the proskynetarion
on the feast day of these twe saints. The icon in question is, to my knowledge, the only extant
panel with a paired depiction of SS. Makarii in the Monastery, has this liturgical use in the
Katholikon for some time.

Ew»ﬂn_ﬁzrwv&nﬁgtwmw_ggnuwﬂou of three panels in our group is not sur-

prising in itself, since another branch of artistic activity, illaminated manuscripts, show that in

some cases the scribe, painter, and donor were one and the same person.®! Regarding the Sinai
icons under discussion we would expect that the painter and patron were onc and the same
monk.?2 While the supplicatory formutas on our panels do not lead us directly to such a conclu-
_ sion, they indieate that-Peice was the painter and patron of the patels. So far, the only safe hypo-
thesis that can be formulated is that the painter Peter had close connéctions with the Patriarch
of Jerusalem and also.that he was especially favoured by the Abbot and Archbishop of Sinai.
92 Most of the donor portraits ca the Sinai icons

are those of monks. See; e. g.; Sotirion, Eixdvec; pp.
139, 141; 142; 144150, 152, etc., figs. 159, 161,.162,

90 A portrait of the archbishop and abbot of
Sinai is included on the large carly 13th-century icon,
depicting Moses and sceties of his life. See K. Weitz-
mann, Ieon Programm of the 12th and 13th Cen-
wries at AXAR, ser, 4, vol. 12 (1984—
~1986),0p. 978, fig. 28. . 7

91-E. g, the early 12th-centuty Four Gospels of
Melbourne. H. Buchthal, An Hiuminated Byzantine

panel and the we owh icon with: various type
of the Virgin and miracles of Christinclude fetrical

Gospel Book of About 1100 A. 1., Special Bulletin

inscriptions which: reveal that a monk was the pain-
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He could have belonged to the close suite of the Patriarch in Jerusalem and accompanied him
to Sinai.

The composition on the panel with the Blachernitissa between Moses and the Patriarch
Euthymios II, in conjunction with the supplicatory formula, i. . prayer of the painter Peter,
follows in many respects the standard iconographic scheme ot the “presentation-intercession”
theme. According to this scheme, the patron saint of the donor assumes the role of the inter-
cessor to Christ on his behalf. In our panel this particular function of the saintly mediator be-
tween the donor and the Virgin with Christ seems to have been entrusted to the Patiiarch of Jeru-
salem, which explains his monumental scale. Compared to Moses, who with his pose retains
more clearly his role as a witness of the Incarnation, the Patriarch is turned towards the Bla-
chernitissa in an orant position. The substitution of a saint by a recently deceased patriarch, who
had not been canonized ‘or even considered as a saint during his lifetime, as indicated by the
absence of the nimbus, illustrates a unique variant in the iconographic scheme of the “presen-
tation-intercession”. This reinforces the hypothesis that the painter Peter had been so closely
associated with the Patriarch that he wanted to express on this icon his most fervent desire to
be presented to the Blachernitissa by this szintly man. ¥f our interpretation is correct, we could
also understand why the St. Procopios panel bears a more expanded supplicatory formula, which
indicates the special veneration has been accorded to this saint by the painter Peter. As
noted above, Procopios was not one of the s2ints to whom special chapels were dedicated in the
Monastery. The first martyr of Palestine, who was born in Jerusalem and had his principat cult
center in Caesarea, is most likely to have been the patron saint of a painter who had probably
been a former resident of Jerusalem. We might perhaps infer that Procopios was the secular
name of the monk Peter. The justification for such a hypothesis can be based on the mogastic
custom of assuming a religious name beginning with the identical letter used for the
mundane name. In this case, the name Peter could have replaced the original name Procopios.

The portraits of the Patriarch of Jerusalem, Euthymios I, and of St. Procopios clearly

seem to indicate a more personal character in terms of the preferences of the painter Peter, who

was probably a monk. On the other hand, the iconographic types of the Blachernitissa and the
Virgin of the Bush, the portraits of the four more celebrated spiritual fathers in the early history
of Sinai, including at least two wwaoﬁv and the depictions of two Egyptian hermits named Maka-
rios show a close affiliation with the Sinaitic monastic community and suggest a more direct
connection with the. Archbishop and Abbot Makarios, in office at that time,

A careful study of the four panels of our group leaves no doubt that, as suggested above,
they were painted at Sinai. The iconrography and the accompanying inscriptions were planned

».F advance, and appropriate wood panels were chosen for this particular subject matter. The wide
" border of the Blachernitissa panel was intended to accommodate a long inscription which elu-

cidates the contents of the composition. It is also probable that the treatment of the background
on all four panels, which distingnishes our group from the other panels preserved in the Mona-

' stery, was meant to enhance the inscriptions, which include sections of hymnological texts, the

names of historical figures probably depicted for the first time, as well as the supplicatory for-
mulas with the painter’s name, In fact, the relative prominence given to the name of the painter
and patron of the icons, with ne written indication that he was a monk, although it is the most
reasonable assumption in this case, constitutes a further striking feature of the group of panels
discussed in this paper.

" The chronology of the four Sinai panels of our group gravitates towards the date of the

. death of the Patriarch of Jerusalem, Euthymios 11, at Sinai, December 13, 1224. The panel with

the portrait of the Patriarch, rendered without a nimbus but designated “makarios” by the accom-
panying inscription, had in all probability been painted shortly after this date. The small icon

B e T A R e s i e R 2 7 B

of the- National Gallety of Victoria. Centenry Vear tex and donor of the panels. Ibids, pp, 123, 128, and : with the portraits of St. Makarios of Egypt and St. Malkarios of Alexandria should be dated during
- it . © 130, figs. 136143, 146--149, and 150. the tenure of the Archbishop and Abbot of Sinai Makarios, mentioned in the funerary inscription

1961, p. 1, cover illustration.
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on the tomb of the Patriarch in the Katholikon. At the present stage of our knowledge of the
records of Sinai archbishops we can conclude that the term of office for Archbishop Makarios
ranged from 1224 to 1227.93 The panel with the Virgin of the Bush and the four holy monks
of Sinzi should be assigned to the same four-year period, since it shows a close iconographic
and stylistic similarity with the panel depicting the two SS. Makarii. Finally, a dating close to
12241225 may be suggested for the St. Procopios panel, owing to its close stylistic affinity
with the panel of the Blachernitissa, Moses, and Enthymios IL

Having firmly established the chronology of the four icons of our group itis worth to exa-
mine in brief their place in the history of the Byzantine painting of this period. It hardly needs
to be stressed that in both iconography and style all four panels adhere to a sirict Byzantine
tradition. In these works the linear late Commenian style has given way to a more fhuid, painterly
idiom combined with a more monumental approach to the figures, which are characterized by
a moderate volume and a degree of relaxation in their poses. The free painterly style of our Sinai
pancls finds parallels in other examples of icon painting produced at Sinai in the first quarter
of the thirteenth century.4 This trend is also illustrated by Byzantine fresco painting that
can be dated in the same period.95 Thestyle of the four icons of our group is of a type that
could have been practiced anywhere in the Byzantine world. For instance, the monastic portraits
on the pancls of our group share close stylistic affinity with the portrait of Symeon Stylites in
the frescoes of the Panagia Krina on Chios (fig. 14).96 All these observations suggest that we
are dealing with what appears to be a reaction to the impasse which painting experienced in the
late Comnenian period, as well as with a new start for the stylistic developments in the thirteenth
century.

YETHPH CHHAJCKE UKOHE CIIMKAPA TIETPA W3 XIII BEKA
AYIIA MYPHKH

YeTHpH CRHAjCKE HKOHE, OMHOCHO SCTHPH HaHOA KOjH HPEACTaBIbajy mpasope: Bmaxep-
BHTECA H3Mehy Mojcmja H jepycamamcror matpajapxa Esramuja I (cx. 1, 2, 3—4, 16 1 18), Bo-
roponsna ,,Hecaropepa xymena® H3Meljy 9eTHpH cBeTa cHHajcka Monaxa (cit. 8, 910, 7, 17,
 19), c. Maxapnje Ersnarcen B cB. Maxkaprje Asexcasapwmjexd (ca. 11, 12 m 21) 1 cs. Ilpo-
xommje (G 5, 6, 14—15 1 20) Tpebanro 61, B3 pasuux pajiora, faTEpary y Tpehy aexany XIII
BeKa H HPRIMCATH MeToM cimxapy. FiMe caEkapa [leTpa HojaBibyje Ce Y HATIHCHMA HA 1Ba Ia-
Hoa (c11. 8 1 11),-2"IpBo6RTHO e Haia3mio X Ra Tpelioj HxonH B3 oBe rpyne (ca. 5). Ilocrojame
CHIHKapeBOT HMEHa Y CTAaHNapIHo] GopMyia HOHH3HEE MOJHTEe — ,,MoinTBa cilarapa [lerpa®,
3Ha9H j2 je 1 Ilerap 6HO 3aIFTHTHAK OBHX TPHjY MKOHA, KOje CY TAKO 03HAYaBaNe eX-voto.

Hoprper jepycamamckor marpHjapxa Esremuja I, mpemmmynor 13. memem6pa 1224, 1.
na CHHajy, IpeMa BaTIHCY YPE3aHOM Y WEroB rpo6 y HajECTOYHBIEM [eENy CeBEPHOT KpHENA

93 >onon&wm to the list of the archbishops of 95 E. g., some figures in the Nativity and the
Sinai included in the Epitome of Nektarios, the arch- Baptism scenes of Hosios David in Thessaloniki re-

bishop.in office, in 1223, was Euthymios, ix 1224 it
was Makarios, and in 1228 Germanos. Nektarios,
*Emoun “Isponoomxiic “lovoglas (as in note 35),
p. 222,

94 The most outstanding example of this style is
the iconostasis beam discussed by K. Weitzmann in
Byzantium and ‘the West Aroxnd the - Year 1200,
The Year 1200; A Symposium, New York, 1975, pp.
59—61, figs. 15, 16, 18, 19; 21, and 23. For color
reproductions, see K. Weitzmann et al, A Treasury
of Icons, New York, 1966, pl. 35; idem, Mount Sinai’s
Holy Treasures, National Geographic (Janiuary 1964y
pl. on p. 118. ’

veal a very painterly approach. D. Mourtiki, Sitylistic
Trends in Monumental Painting of Greece during the
Eleventh and Twelfth Centuriés, D. O. P. 34—35 (1980
—1981), pp. 119—123, figs. 88—91, 93—96, These
frescoes should, in our opinion, be dated around
1200, but other scholars have proposed a dating in
the. third quarter of the 12th century. See ibid.,
note 137.

* 96 The wall paintings in the Church of the Vir-
gin at Krina on. Chios, recently cleaned and restored,
are soon to be published by Charalampos Pennas to
whny I.am indebted for the photograph of fig. 14,
These frescoes can be dated close to 1200.
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6Gasamake, morephyje Aa je mano Buaxepmuraca (CI. 1) HACTMKAH HEHOCDEAHO HOCIE Tor na-
Tyma. Hxona Ha Xojoj cy mpHkaszaHa jgsa cB. Maxapwja (cit. 11); jemuna n3 IpyIe Koja He HOCH
HATHHC Ca MMeHOM citukapa Ilerpa, anm xoja je 6e3 cymme BeroBo aeio, cyaehn mo BEHOj yoea-
JbEBOj CIHIHOCTH ¢a HanooM Boropommma ,,Hecaropusa kymana“ (cir. 8), Moxe ce JaTHPATH y
BpeMSHCKE pacioR B3Mehy 1224. m 1227. r. OBaj 4eTBOpOTOSHINEH IEPHOM, KOJH OnroBapa
M2ABJATY CHHRjCKOT apXdemmckoma Maxaprja, KoMe je Magd NAHO XOMOHWMHHEX HCIOCHHKA
=3 Ermnra BepoBaTHO GHO HaMeHeH, MOXe ce Takolje IIPE/IOKHTH 32 HKOHY KOja HpefcTABIba
Boropomeny ,,Hecaropusy xymary* msmeliy wernpu cBeTa cEEajcka MoHaxa (CII. 8). Ha xpajy,
mano c8. Ipoxomaja (cn. 5), xoju wMa Gixmcke cTHicke adHAATETE Ca MAHOOM BiaxepHATHCA
(cat. 1), Tpebaso 6m maTHpar® y romuny 1224,

T'pyna ox wermpa on&me HKOHE 0 KOjEMa Pa3sMUIIBAMO je of HocebHor 3auaja 13 TpH
pasnora: a) oHa IpeJcTaBiba jeJaH Off PeTKAX IPAMEpa CHHAjcknX MKkoHa XIIT nexa Koje ce Mo-
Ty ca curypHomhy NaTHPATH NpeMa KPHTEPH]yMEMA KOjE HECY BE32HH 3a CTHY; 6) oHa npen-
CTaBiba MAHOE KOJH C& Ca CHrypHOuiily Mory NpHIECATHE HCTOM CIHKADY 4YHje EME jé HOAATO,
Taxo Aa C¢ MOIY CMATPATH je/JHEM O ETKHX IpHMepa HkoHa 73 XTI seka koje cy ouyBaJie AME
CBOT CIMKapa; B) ona o6yxeara feja koja Cy APATONCHH JONPHEOC IPOYYABADY #cropuje Ca-
Hajckor ManacTapa. Tpebaro 6m, Y TOM KOHTEKCTY, IOMEHYTH HOPTPETS Mojcnja u jepycamam-
cxor narpujapxa Esramuja II ca ExoHe BraxepHETHCE, H YeTHPH HajUCTaKHyTHje MAHACTHPCKE
JMIHOCTH Y paHoj HCTopEjE Cmaaja: cs. Bopha Hciaaemmrekor mim Apceamarckor, ¢s. Hama
Crmajcxor u Jipa mryMasa Amsacracdja H Joama JlecTBHUENKA ca HKOHE Boropouue ,,Hecaro-
pHBe NE%M. Topen Tora, Tpebamo 61 Hoce6HO HOMEHYTH CIHKY Boropopuua ,,Hecaropasa
wwﬁ_.mm.a a0 jeqany jux Boropomume ose BpcTe, Kojd je JONymeH HATIHCOM B Kojr THME 06€e3-
bebyje KpHTEpHjyMe 3a upai@ian 6poj Npyrux camra Boropoxmme, palensx mo Tom y30py B
cagysanmx Ha CraHajy.

ﬂmﬂﬁo% CBE HCTHPH HKOHC HCTOM CJIAKapy M Be3HBaE¢ FBHEXOBE HKOHOrpaduje 3a
Ohvmumm.a,honmﬁao notephyje Aa oy macimkane y CunajckoM manacrapy. Ilo HxoHOTpadickam
obenexjaMa B CTHIY OBe YeTHPH HKOHE CY BEpHE BH3AHTH|CKOj TPa/UMEjE. Y BHMa je Maeapry,
TO3HM KOMHWHCKH CTAI YCTYNHO MecTo (IYATHH]EM, CIEKOBHTHIEM MAHOMY, KOMOGHHOBAHOM
€3 MOHYMEHTAIIHAjHM HPHCTYHOM (urypama, koje ce OIUIEKYjy YMEPEHEOM BEJIHIAROM H H3BEC-
HoM sexepromly crasa. Cio6Gogan crun cimkapa Ilerpa, 3acTyuben 5a YeTHpPH CHHAJCKE MKO-
He, HOKa3yjy ¥ Apyre HKoHe H (pecke Koje ce Mory NaTHpaTh y caM moderak XIII pexa. OsBaj mpa-~
Ba IpEfCTaB/ba PearoBame Ha 3aCTOj KOJH je BUAHTH|CKO CIEAKAPCTBO JOXKHBEIO Y IO3HOM
XOMHUHCKOM IIEPHOAY, & CAMEM THM i HOYETaK HOBOT CTHICKOT Hpousara y XIII seky.
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Fig. 20. Reverse side of the icon of St. Procopios

Fig. 21. Reverse side of the icon of St. Makarios of Egypt and St. Makarios of Alexandria

ZUM STIL KLEINASIATISCHER WANDMALEREIEN
IN DER 1. HALFTE DES 13. JAHRHUNDERTS

MARCELL RESTLE

Das Problem der Wandmalerei in Kleinasien im 13. Jh. ist bereits mehrfach behandelt
worden. Ich erinnere nur an den groBen Uberblick, den unser Kollege Djuri¢ auf dem KongreB
in Athen 1979 gegeben hatl oder an den Aufsatz von Frau Kollegin Thierry aus dem Jahr 1975.2
Sie hat das Problem nocheinmal in ihrem eben vorangegangenen Referat aufgenommen (vgl.
S. 359). Danach soll das 13. Jh. in Kappadokien auf frithere und iltere Vorbilder des 10. und
11. Jhs in Kappadokien selbst zuriickgegriffen haben, weil unmittelbar Vorangehendes aus
dem 12. Jh. nicht vorhanden gewesen sei, auf dem man hitte aufl bauen, das man hitte weiter
entwickeln konnen, auch gar nicht vorhanden gewesen sein konne, weil nach der Schlacht
von Mantzikert die politischen Realititen der Seldschukenherrschaft im Inneren Klein-
asiens wihrend des 12. Jhs ein kiinstlerisches Vacuum fiir die byzantinische Kunst bedeutet
hitten. Dies kann meiner Meinung nach so nicht richtig sein; zu viele Fakten stehen einer sol-
chen Ansicht entgegen. Gestatten Sie mir, hier eine Auswahl von Argumenten vorzutragen, die
zu einer anderen Sicht der Dinge fithren und Kappadokien auch im 13. Jh. mit der allgemeinen
Entwicklung mit der byzantinischen Kunst in Verbindung zeigen, zwar als Provinz, aber immer
noch als Provinz des byzantinischen Kunstbereiches.

Ausgangspunkt fiir eine Betrachtung des 13. Jh.s in Kappadokien bilden die Malereien
der Vierzig- Martyrer-Kirche in Sovis, die auf das Jahr 1216/17 durch eine Inschrift fest datiert
sind. Gerade fibr S6vig 1dBt sich m. E. ein- Riickgritt auf Alteres am wenigsten belegen. Dort
findet sich in Kappadokien zum erstenmal die szenische Darstellung der Vierzig Martyrer von
Sebaste, die in der fibrigen byzantinischen Malerei auBerhalb Kappadokiens schon frither ge-
bréuchlich war - ich erinnere nur an die Sophienkirche in Ochrid — nicht aber in Kappadokien,
wo die Vierzig bislang als einzelne Heilige in der traditioneliél Art dargestellt worden sind.3
Die neue Szene in Sovis kann also nicht einem #lteren kappadokischen Vorbild entnommen
sein, sondern muB unmittelbar von auBen importiert worden sein.

Ahnlich ist auch ein stilistisches Element zu bewerten: In der Szene der Geburt Christi
sitzt Josef links, hat aber eines seiner Beine so untergeschlagen, daB die FuBsohle zu sehen ist
(Abb. 1). Das Motiv ist aufer hier nirgendwo in der kappadokischen Malerei anzutreffen.
Otto Demus hat es als spezielles manieristisches Stilelement der Zeit um 1200 und der 1. Hilite
des 13. Jh.s in der Buchmalerei behandelt.4 In der Wandmalerei habe ich es sonst nur noch in

! Vojislav J. Djurié, La peinture murale Byzan- 3 Zusammenfassend iiber das Thema und seine
tine, Actes du XVg Congrés international d’Etudes Ikonographie O. Demus, Two Palaeologan Mosaic
Byzantines I, Athen 1979, 159—252, fiir Kleinasien, Icons in the Dumbarton Oaks Collection, Dumbarton

besonders im 13. Jh., 207 (Nikaia) und weiter 212f Oaks Papers 14 (1960) 85—119, bes. 96—109.
(Trapezunt) sowie 233—235 (Kappadokien).

2 Nicole Thierry, L’art monumental Byzantin en 4 O. Demus, Studien zur byzantinischen Buchma-
Asie Mineure du XI¢ s. au XIVe, Dumbarton Oaks lerei des 13. Jahrhunderts, Jahrouch der Gsterreichi-
Papers 29 (1975) 73—111, besonders 105—110, schen Byzantinistik 9 (1960) 77--89.
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