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10 The Narrative and Liturgical

Qv OMPARED with textual criticism,
Othchismryoftheanofthc
Middle Ages is a fairly recent
W

discipline still in the state of
collecting, organizing, and editing the
documents, many of which, including
very basic ones, are still unpublished.'
Morcover, art history has only started to
develop a critical method through which
the monuments can propetly be related
o cach other and through which a
clearer and more coherent picture of
historical and artistic trends ultimately
may be achieved. Of course, such a
method has to be flexible and adjusted to
the basic character of the Middle Ages.
Contrasted with the highly individ-
ualized art of the Italian Renaissance, a
methodical treatment of medieval works
of art has to take into account the artist’s
primary concern with the iconographi-

Reprinted with permission from New Tesra-
ment Manuscript Studies, M. M. Parvis and
A. P. Wikgren (eds.) (Chicago, University of
Chicago Press, 1930), pp. 151-74, 215-19,

I When this lecture was delivered at the
meeting held at the University of Chicago in
1948 to honor Edgar J. Goodspeed and to
discuss marters preliminary to the preparation
of 3 new critical eppararus of the Greek New
Testarment it was not intended 1o be published.
This cxplains its preliminary character; many
of i1s asserticas would need 2 fuller documen-
tation than limited space permits. [Weitz-
mann rerurned to a number of points adduced
in this study in his article, “Byzantine Minia-
ture and Jcon Painting in the Eleventh
Century,” Proceedings of the XIIth Inter-
national Gongress of Byzantine Studies. Ox-
ford 5-10 Seprember. 1966 {London, 1967)
pp. 207 fL.; here the recent literatuse. Reprin-
ted herewith, pp.271 ff. Special sttention might
also be drawn to Weirzmann, *“The Constan-
tinopolitan Lectionary, Morgan 639, Studizs
in Art and Literature for Belle da Costa Gresne
(Princeton, 1954), pp. 358 fT.]

Gospel Illustrations

cally accurate rendering of the content,
which Joomed larger in his mind than
formalistic problems, and also his ad-
herence to an established, sanctified
tradition of rendering certain themes
which goes hand in hand with self-
imposed limitations on his invention of
new subject matter. To be sure, the
process of continued copying was by no
means mechanical and permitted ample
opportunity for new stylistic and cven
iconographical interpretations, but this
traditionalism, by which the iconography
of a certain scene retains for centuries,
basic features of an archetype is evident
and can be studied most successfully in
the field of book illumination for a
number of reasons: the comparative
wealth of the extant material; the usually
good state of preservation of miniatures;
their high quality in its best products;
and, what is perhaps the most important
factor, the association of miniatures
with a text, which permits a control over
the iconographic accuracy of the picture.
Pictures and text in manuscripts often
travel together over long stretches of
time, so that obviously the process of
copying ane must have a bearing on that
of the other. Thus a comparison between
the method of textual criticism and of
what we should like to call picture
criticism becomes imperative. It has
become quite obvious that cach resembles
the other in principle to a remarkable
degree,? and that every kind of evidence
as defined by Westcott and Hort in con-
nection with the text of the New Testa-

: Weitzmann, Hlystrations in Roll and Codzx,
A Study of the Origin and Method of Text
Hiustration (2d ed, Princeton, 1970), pp. 1821
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ment*—the internal evidence of readings,
the internal evidence of documents, and
the genealogical evidence—operate in
pictures in much the same way as in
texts; though picture criticism has, of
course, its peculiarities due to the dif-
ference of the medium. But long before
these problems were discussed from the
methodological point of view, the reali-
zation of an interrelation between text
and picture was the working basis for
many scholars in the field of book
illuminartion. I need here only refer to
the various publications of illustrated
New Testament manuscripts in the
University of Chicago collection as one
of the many instances in which the
editors were fully aware of the parallel
trends in the two disciplines of textual and
pictorial criticism.*

The complexity of problems arising
from a methodical study of miniatures
can best be studied in those manuscripts
in which pictures are compiled from
different sources, as for instance in the
Homilies of Gregory of Nazianzus in
Paris (cod. gr. 510), in the Christian
Topography of Cosmas Indicopleustes
in the Vatican (cod. gr. 699), and in
various Psalter manuscripts.” To this
type of illustrated manuscript, which we
should like to call polycyclic, the lec-
tionary of the Gospels also belongs and

?B. F. Westcott and F. . A. Horr, The New
Testament in the Onginal Gresk, Introduction
and Appendix (New York, 1882), pp. 19 ff.
*E. J. Goodspeed, D. W. Riddle, and H. R.
Willoughby, The Rockefeller McGormick New
Testament (Chicago, 1932); E. C, Calwell and
H. R. Willoughby, The Four Gospels of
Karahissar {Chicago, 1936); H. R. Willoughby
and E. C. Colwell, The Elizabeth Day McCor-
mick Apocalypse (Chicago, 1940).

* Weitzmann, Roil and Codex, pp. 198 fI.
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is, in fact, one of the most characteristic
examples. But there arc stll other
reasons for closely cxamining the lec-
tonary. One is its importance as the chief
liturgical book of the Eastern Church
which is reflected in the splendor of its
illustration and another is the enrichment
of our knowledge of illustrated lection-
arics in recent years by a number of
manuscripts from Mounr Athos, some
of which are still unpublished.®

In many instances the lectionary, kept
in the church, was never opened for
reading during the service. It was
deposited on the altar as the most sacred
possession and taken from it only for
the Little Entrance in the Divine Liturgy
when the deacon proceeds to the center
of the church, raises the “Holy Evange-
lion,” saying with a loud voice Zogic
Spfoi, and then carries it back through the
royal doors, depositing it again on the
altar. A book of such importance deserves
special atrention, not only as far as its
rich and splendid illuminarion is con-
cerned, bur also for its covers. The
earliest and ar the same time artisucally
the most outstanding Byzantuine book
cover we possess is, characreristically

*The photographs of the three Athos lec-
tionaries from which examples are reproduced
in thisarticle,i.c, the onein the shevophylakion
of Lavra (Figs. 231, 258, 239), Iviron cod. |
(Fig. 249}, and Dienysiu cod. 587 (ofim 740;
Figs. 239, 24142, 246, 248, 251-53) were
made by the author during his trips o
Mount Athos m 16335 and 1936, [“Miniaturc
and Icon Painting,” pp. 214 f£; herewith
pp. 285 fi. and idem, “Zur byzantinischen
Quelle des Wolfenbiittier Musterbuches,"”
Festschrift Hans R. Haknloser zum 60, Geb-
urtstag, 1859 (Basel and Srtuttgart, 1961),
pp. 223 1]
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Fig. 231 Mount Athes, Lavra, Skevophy-

lakion. Lectionary, Front Cover. Christ
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enoagh, on a lectionary (Fig. 231).7 Kept
as a relic in the skevophylakion of the
Great Lavra on Mount Athos, this
manuscript, according to a Jocal tradition,
was given by the emperor Nicephorus
Phocas to Saint Athanasius, the founder
and the first abbot of this imperial
monastery. Restored though it is, the
cover still conveys the impression of
great splendor, which results from the
employment of the most refined tech-
niques of Byzantine craftsmanship. The
figure of Christ is executed in gold
repoussé, the nimbus is studded with
pearls, the book in the hand of Christ and
the footstool are made in the most
delicate enamel cloisonné technique with
brilliant translucent colors, and two
small enamels with the busts of Saint

7 N. P. Kondakov, Mzmsruunn XxpucTiaugraro
uexycorna £z Adondk (St. Perersburg, 1902),
pp. 95 . and pls. XXVI-XXVIL

Gregory and Saint Basil are probably only
remnants of an originally stll richer
enamel decoration.®

It must be made clear at the outset
that miniatures make no contribution to
the much debated question as to when
the lectionary in its present form came
into being. The oldest illustrated lection-
aries we possess with pictures other
than the portraits of the four evangelists
belong to the tenth century,’ a period
when its present form was firmly estab-
lished. With very few exceptions,'? all
extant illustrated lectionaries were made
either in Constantinople itself or under
the influence of a Constantinopolitan
model, so that the evidence from the
pictures bears out fully the contention of
textual critics that the majority of
lectionaries belong to a Constantino-
politan recension which achicved an
ecumenical character in the Greek
Church as early as the ninth century or
perhaps a little earlier.’!

# The frame with its stones and filigree and
the stones on the ground within the arch are
modern as are the filling of the arch, the left
corner of the foorstool, and the Christ,
Originally, all of these were filled with small
ename! plagues.

Y They are: Patmos cod, 70; Leningrad,
Public Library, cod. 21; Mount Athos, Lavrs,
cod. A 86. Cf. Weitzmann, Die byzantiniscie
Buclwmalerss des 9. und 10. Fahrhunderts
(Berlin, 1933), pp. 46, 59, 66, and pls, LII-
LIV, LXVI-LXVII, LXXI-LXXIIL

10 A, for instance, Parmos cod. 70, which
originated most probably in Asia Minor, and
Milan, Ambrosian Library, cod. D.67 sup.,
a southern Italian manuscript of the thirteenth
century. Cf. A. Mufioz, L'ars byzantin & Iex-
position de Gronta Ferrata {Rome, 1906),
p. 93 and figs. 61-63.

it A, Enrhard, Uberlisferung und Bestand der
hagiographischen und homiletischen Literatur
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MANUSCRIPT SOURCES OF LECTIONARY
ILLUSTRATIONS

When the lectionary was first illus-
trated, the painters obviously saw no need
to invent a new set of illustrations of the
life of Christ but took over picturcs
from an illustrated Gospel book, just as
the lectionary text itself is a derivation of
the continuous Gospel text. We believe
that already in the early Christian period
the four Gospels were illustrated with a
very extensive picture cycle which could
be read, to use a modern simile, like a
comic strip or somewhat in a cinemato-
graphic fashion. It is true thar we have
only a few fragments of early Byzantine
Gospel illustration,'* but two very
prolifically illustrated Gospel books from
the eleventh century, one in Paris
(Bibliothéque Nationale cod. gr. 74)'* and
the other in Florence {Laurenziana

der griechischen Kirche, 1 (Leipzig, 1937),
1, 27,

i3 They are: The Gospels of Rossano. Cf.
0. v. Gebhard: and A. Harnack, Evangeliorwm
Codex grascus purpureus Raossanensis (Berlin,
1880): A. Haseloff, Cedex purpureus Rossanen-
sis (Berlin, 1898); and A, Mufioz, I cedice
purpureo @ Rossane e il Frammento Sinopense
(Rome, 1907). The fragment from Sinope
[Paris, Bibliotheque Nationale, cod. suppl gr.
1286). Cf. H. Omont, Peintures d'un mani-
serit gree de PEvangife de Samr Marthien
(“Monuments E. Piot,"” 7 [Paris, 1900]}, 17511
and pls, XVI-XIX; idem, Minfatures des
plus anciens manuserits grecs de la Bibliothéque
Nationale (2d «d.; Paris, 1929), pp. | ff. and
pls. A-B; A, Grabar, Les Peintures de I’ Evan-
gile de Sinope (Paris, 1948), |Weirzmann,
“Miniature and lcon Painting,” p. 216, re-
printed herewith, p. 290.]

2 H. Omont, Fvangiles avec peintures byzan-
tines du XI*° sidele (Paris [1908]). G. Miller,
Recherches sur 'tconographie de [I'Evangile
(Paris, 1216), pp. xoxvii ff. and passim.
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cod. Plut, VI, 23),** show very clearly
the early Christian system of a densely
spaced, narrative illustration as it exists
similarly in two fragments of early
Christian manuscripts of the Sept-
uagint, the Genesis in Vienna'® and
the so-called Cotton Genesis in the
British Museum in London,'® and
likewise in Middle Byzantine copics
which hark back to Early Byzantine
models like the Octateuchs'” and the
Books of Kings.™
A typical example of narrative Gospel

illustration may be chosen from the

* Millet, Recharches.

' W. Ritter von Hartel and F. Wickoff, Die
Wiener Genesis (Vienna, 1895); H. Gerstinger,
Die Wiener Genesis (Vienna, 1931); P. Buber],
Die byzantinischen Hondschriften (*"Beschrei-
bendes Verzeichnis der illuminierren Hand-
schrifren in Osterreich,” 8, [Leipzig, 1937]),
IV, 65 fi. and pis. XXI-XLIV. [cf. Weirz-
mann, “Die Tllustration der Septuagints,”
Munchner Fahrbuch der bildenden Kunst, 3/3
(1952/53), 06 1., translared and reprinted here-
with, pp. 45 i.]

0 Vatusta Monumenta Rerwm Brirannicarum
(London, 1747), 1, pls. LXVII-LXVIII: C
Tischendorf, Momuanenta sacra medita {nova
collectio; Leipzig, 1857), 2:92ff; J. J.
Tikkanen, “Die Genesismosaiken von S,
Marco in Venedig und the Verhalmnis zu den
Miniaturen der Cotton Bibel,” deta Socieratis
Scientiarum Fennicae, 17 (1889), 90 I

7 So fur, only two have been published com-
pletely: Smyrna, Evangelical School, cod.
Al (now destroved); cf. D. C. Hesseling,
Miniatures dz ["Octateuque grec de Smyrne
(Leiden, 1909), Istanbul, Seraglio, cod. 8;
cf, Th. Ouspensky, L’Octateugue de la
Bibliorhégque du Serail & Constaniinopls {Sofia,
1807).

" Only one illustrated copy exists today, the
Vatican codex grec. 333, Cf. J. Lassus, “Les
miniatures Byzantines du Livre des Rois,”
Mélanges d'archéolegic et d historre, 45 (1928),
38 .
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Fig. 232 Pari¢, Bidliothéque Nationale, Cod.
gr. 74, fol. 4. Flight into Egypr

i
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above-mentioned manuscript in Paris.
It illustrates the episode of the Flight to
Egypt in the following four phases
(Figs. 232-234):'% (1) The Flighr 1o
Egypt proper, in which the Holy Family
consisting of Joseph, the Virgin and
Child, and (in accordance with the
apocryphal Gospels) a son of Joseph, are
received by the personification of Egypt
in front of a walled city; (2) The Massacre
of the Innocents; (3) The Dream of
Joscph, where he is told by the angel to
return. Because of lack of space, this
scene is placed on top of a walled city;
and (4) The Return to Nazareth, in which
Joseph, carrying the Christ Child on his
shoulders, is followed by the Virgin on
the ass and by onc of his sons and 15
received by the personification of the
the aty of Nazareth.

It may be noticed that these four
scenes cover only ten verses (14-23)
of the second chapter of Matthew.
Taking this density of scenes more or
less as a norm, one can well imagine the
extent of the miniature cycle in a fully
illustrated Gospel book whose scenes
would have to be counted by the hun-
dreds.

It seems only natural that, to the
extent permitted in a service book, an
illustrator of a lectionary should adapt

¥ Omont, Evangilzs, pls. 7-8.

Fig. 233 Paris, Bibliothéque Nationale. Cod.
gr. 74, fol. 5. Mazsacre of the Innocenis

Fig. 234 Paris, Bibliothégue Nationale. Cod.
gr. 74, fol. 5". Dream of Joseph and Return

Srom Egypt

this type of illustration. That this is,
indeed, the case can be demonstrated by
the eleventh-century Vatican Lectionary
{cod. gr. 1156)*" where the same scenes
occur in the lection of 26 December
(Figs. 235-238), and in part with the
same peculiarities: (1) The Flight o
Egypt, in which the son of Joseph,
because of lack of space, is lacking, but
where we meet also the receiving personi-
fication of Egypt, not in front of the
Holy Family, but, because of lack of
space, kneeling on top of the walled city:
(2) The Massacre of the Innoceats; (3)
The Dream of Joseph, in this case as a
separate picture; and (4) The Return to
Nazareth, where, once more, Joseph's
son is lacking while the city personifica-

30 Millet, Recherches, p. 13 and passim, [Weitz-
mann, ‘“Miniature and Icon Paintng,” p. 219
and pl. 32 and 33 a-b, herewith, p. 295; V.
Lazarcv, Storia della pittura bizantina (Turm,
1967), p. 188; here the more recent literature. |
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Fig. 235 Varican, Biblioteca. Cod. gr. 1156,
Sfol, 280, Flight into Ezypt

Fig. 236 Vatican, Biblioteca. Ced. gr. 1156,
Jol, 280", Massacre of the Innocents

CHAPTER TEN

Fig. 237 Vatican, Biblioteca. Cod. gr. 1156.
fol. 2877, Dream of Joseph

tion kneels on top of the city.*!

Yet this kind of narrative illustration
1s not frequent in lectionaries and soon
the peculiar nature of the liturgical book
becomes apparent. A pericope is an
mviolate unit, and for this reason artsts

“ A full illustration of this episode would also
include the firet dream of Joseph, which pre-
cedes the flight {verse 13), and although thiy
is lacking in the Paris Gospels, it is represented
in the Vatcan Lectionary (cf. Miller, Re-
charches, iz, 06). It also exists in the Florence
Guospels (Millet, Recherches. fig. 111), which
proves that this scene, too, 1§ part of the full
narrative Gospel cycle.

respect its unity by not inserting pictures
within the text of a lection—the example
just shown from the Vatican manuscript
is one of the very few exceptions. Nor-
mally they select the beginning of the
lection as the most suitable place for its
illustration.

Since it was the tradition of narrative
illustration to have a picture physically
connected as closely as possible with the
text it illustrates, there was a natural
tendency to depict a scene which is
related to the very first verses of the
lection. In an eleventh-century lectionary
from Dionysiu on Mount Athos (cod. 587
[olim 740] Fig. 239),** for instance,
we find a picture of Christ meeting the
blind man as the title miniature to the
lection of the fifth Sunday after Easter
(John 9:1-38). In the Gospel book in
Paris, this episode is illustrated in no less
than ten phases, beginning with the

2 [See the most recentdiscussion: Weitzmann,
*The Wanderings of the Imperial Lectionury
on Mr. Athos,” Reowe des Erudes Sud-Est Euvo-
pdenes, 7 (1969), pp. 239 fT. A number of color
plates are presented in Weitzmann, Aur den
Bibhotheken des Athos (Hamburg, 1963),
pp. 63 ff.]
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Fig. 238 Vatican, Biblioteca. Cod. gr. 1156, fol.
281", Return from Egypt

(LY

healing proper and ending with the healed
blind man worshipping Christ,* while
the Florentine Gospel book has only
four,** the first of which, representing the
meeting before the healing, is not dupli-
cated in the Paris codex, so that al-
together the narrative cycle exists in at
least eleven phases. One might have
expected that the illustrator of the
Dionysiu Lectionary would select the
most important phase, the actual healing
in which Christ touches the eyes of the
blind man, as the headpiece of the
lection. Instead he chose the very first
phase, the meeting before the healing
as represented in the Florentine Gospel.
The space between the dignified figure
of Christ and the slender blind man,
who is depicted in an expressive sil-
houette, is filled by Peter standing in an
clegant contrapposto beside a second
Apostle, and the general effect of this
very balanced compeosition is an enhance-

23 Omont, Evangiles, pls, 159-61.
2+ Millet, Recherches, fig. 663 (where the first
three phases arc reproduced).

Fig. 239 Mount Athos, Dionysiu. Cod. 587, fol.
26*. Healing of the Blind Man

ment of the hieratic element in comparison
with the same scene in the Florentine
Gospel where it is part of a continuous
Story.

Scholars studying the text of the
lectionary are familiar with the incipits
or opening formulae like T6 xonp®d &xsive
and eimev & xUpios which were added to
the Gospel readings when, after their
cutting up into lections, they needed
an introductory phrase.** On occasion
these phrases are quite lengzhy, like that
to the lection for 14 Seprember which
reads T® xkxpd ksivey gupBoUAiow
gmeinocav oi Gpyiepels xal ol wpeo-
BuTepor kaTx ToU inocl &mws altdv
&TTOAECWOIY KGi TIUPEYEVOVTO PSS
mA&TOY AfyovTes Gpov &pov oTaUpWooV
atrrév. In a twelfth-cenrury lectionary
in the Morgan Library in New York
{cod. 692. Fig. 240)* this very phrase

3 E, C. Colwell and D, W. Riddle, Prolege-
mena to the Study of the Lectionary Text of the
Gospels (“*Studies in the Lectionary Text of
the Greek New Testament,” 1| [Chicago,
1033]), pp. 1 ff.

36 B, dz Costa Greene and M. P. Harrsen,
The Pierpone Morgan Library. Exhibinion of
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Fig. 240 New York, Morgan Library. Cod.
692, fol. 2227, Council of the Chief Priests

. i - ~
% v ’

—

is illustrated by two drawings in the
lower corners of the cruciform text page,
one representing two chief priests seated
and holding council, and the other
two more priests on their way to Pilate
to demand Christ’s crucifixion. Ob-
viously, these representations could

not have existed in a Gospel book where
the phrase quoted above does not occur;
and it thus becomes apparent that on
occasion the illustrator of the lectionary
had to invent new narratve ScCencs,
similar in character to those he found

in Gospel books.

In the course of time, however, the
lectionary illustrator centered his atten-
tion on the most important phase of the
story instead of clinging to the initial
verses of the lection for his choice-of
the subject. On 1 January, the story of
Christ among the Doctors is read {Luke

Hhwminared Manuscripts Held at the New York
Public Library (New York, 1934), p. 20,
no. 30 and pl. 36; K. W, Clark, A4 Descriptive
Catalogie of Greek New Testamenr Manu-
scripts in America (Chicago, 1937), pp. 162 ff.
and pl, XXXI.
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2:40-52), an event which in the narrative
cycle of the Florentine Gospel book,
for example, is illustrated with epic
breadth in four phases:*’ (1) Joseph and
Mary go to the feast of the Passover
(verse 42); (2) they leave while Christ
tarries behind (verses 43—44); (3) Christ
teaches among the doctors (verses
46-47). This scene is conflated with
(4) Christ speaking to his mother,
who stands outside with Joseph (verses
48-50).** Of these four phases, the
illustrator of the Dionysiu codex (Fig. 241)
selected not the first, which in the
traditional way would have connected
the picture closely with the beginning of
the text of the lection, but the third
because of its greater significance, and he
added to it the parents from the fourth.
Since we have already met a similar
conflation of phases three and four in the
Paris Gospels, its invention cannot be
credited to the illustrator of the Dionysiu
codex. But the latter related the two parts
in a new and original way by using the
picture frame of the main scene simul-
taneously as a division between interior
and exterior,

Gradually a system of selection and
gradation was worked out by reducing
the number of scenes and by elaborating
with great splendor those of liturgical
significance. While the miniatures in the
Dionysiu Lectionary normally occupy
only the width of one of the two text
columns, in a few places we find larger
miniatures extending over both columns,

37 Millet, Recherches, fig. 656.

# In the codex gr. 510 of the Bibliotheque
Nationale in Paris the third and fourth phases
arc still separate scenes and Christ iy repre-
sented in each of them. Cf. Omonrt, Miniatures
des manuscrits grecs, pl. XXXV,
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Fig. 241 Mounz Athos, Dionysiu. Cod. 387, fol,
135", Ghrist Among the Doctors

as for instance the picture of Christ in
Gethsemane (Fig. 242). Within a richly
ornamented frame Christ appears three
times: (1) ascending the mountain and
praying, (2) praying once more in
proskynests, and (3) speaking thereafter
with his disciples. The root of this
picture is still recognizable as a section
out of a continuous narrative, but by
regrouping the three phases, the artist
unified them into a single picture—
using most intelligently the ascending
ridge of the mountain for the Christ
praying to heaven, the slope beyond the
peak for the sliding posture of Christ in
proskynesis (whereby he created the effect
of utter dejection), and the mountain

as a whole as a backdrop for the group of
the disciples whom he represented with
a keen scnse of observation in various
stages of sleepiness, drowsiness, and
wakefulness. Although this mimature

(3%
v
Vi

heads a group of twelve Passion readings
preceding Good Friday, ncither the
first of these lections (John 13:31-18:1
to which our miniature is attached, nor
any of the following contains the Geth-
semane episode, which occurs in the
lection read on Maundy Thursday
(Matt. 26:40-27:2). As far as we can
see, the transfer of this picture to its
present location was governed by purely
artistic reasons since the first lection,
beginning with John 13:31, has no
striking event which, as an introductory
miniature to the story of the Passion,
would have been as suitable and effective
as Christ’s prayver in Gethsemane.

While reducing the number of scenes
from the Gospels, the illustrator of a
lectionary of the same time often added
scores of miniatures from other sources,
particularly for the pictorialization of
those feasts which are not based on



Fig. 242 Mowunt Athas, Dionysiu. Cod. 587, fol.
66", Gethiemane
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Gospel events. There are, for example,
the various feasts from the life of the
Virgin, among them her Birth, com-
memorated on 8 September, and her
Presentation in the Temple, celebrated on
21 November. In the Vatican Lectionary
mentioned above, the illustration of
the Virgin's birth resembles and surely
15 ultimately derived from a Birth of
Chmst (Fig. 243). The artist has omitted
the figure of the Child’s father, while
keeping the typical Washing of the Child
by two midwives. The Presentation
Fig. 244) shows a greater onginality
and does not seem to be dependent on

any other Gospel scene for its compo-
sinional layout. Here Joachim and Anna,
followed by the candle-bearing daughters
of the Hebrews, present the Virgin

to the priest in the Temple, and the
Virgin 1s repeated sitting on the upper
step of the semicircular marble benches
of the apse of a Chnstian church while
the angel offers her the wafer. As is
well-known, the textual basis for these
mimatures is the Protevangelium of
James (5, 7, and 8), There 1s good reason
to believe that the text of this apocryphal
Gospel was provided at a rather early
time with an extensive cycle of narrative
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Fig. 243 Varican, Biblioteca. Cod. gr. 1156, fol.
246°, Birth of the Virgin

miniatures. Although no such copy exists
today, & certain number of scenes from
such a cycle had migrated into other
texts,2? copies of which are preserved
from the Middle Byzantine period; and
a fairly complete cycle, which, in our
opinion, depends on miniature models,
is preserved in relief on the alabaster
columns of Saint Mark’s in Venice.* The
pictorial evidence points to a consider-
able popularity of the Protevangelium
in the Middle Byzantine period, and the
same can also be demonstrated by the
writings of that time, as for instance the
Homilies of George of Nicomedia, in
which the Protevangelium plays an

 For the principle of migration of miniatures
from one text to another consult Weitzmann,
Roll and Codex, pp. 130-53,

10 H. v. d. Gabelentz, Miztelalterliche Plastik
im Venedig (Leipzig, 1903): G. Costantini,
“Le colonne del ciboric di San Murco &
Venezia,” Arte Cristiana, 3(1915),81f., 166 f1,
235 ff; E. Weigand, *‘Zur Datierung der
Ciboriumssulen von S. Marco in Venedig,”
Studi Byzantini ¢ Neoellemici, 6 (1940), 24011
[For a thorough, recent trestment of this
problem consult J. Lafontaine-Dosogne,
Iconographie de Denfance de la viérge dans
Pempire byzantin of en occident (“Memoires
de 'Académic Royale de Belgique, Classe
des Beaux-Arts,” 11 [Brussels, 1964]).]

Fig. 244 Vatican, Biblioteca. Cod. gr. 1156,
fol. 268°. Presentation of the Virgin in the
Temple

important role.¥!

The situation is much the same with
regard to the Gospel of Nicodemus. That
this apocryphal Gospel, too, was origin-
ally illustrated in an extensive narrative
cycle we know in this case not only from
the Saint Mark’s columns which contain
several scenes based on it but also from
a thirteenth-century Latin manuscript
of the Gospel of Nicodemus itself, the
miniatures of which surely go back to a
Bvzantine model.** Of all the scenes
based on the text of Nicodemus, only the
Anastasis was copied very frequently,
because it was the feast picture for Easter
Sunday and as such had gained a wide-
spread popularity. In the lectionary
fragment in Leningrad (Fig. 245),**
which in our opinion belongs to the tenth

1 1, P. Migne (ed.), Parrologtae cursus com-
pletus . . , series graccus (Paris, 1857-66), 100,
cols, 13351,

2 A, v. Erbach-Farstenau, “Levangclo di
Nicodemo,” Archizio storico dzll’arte, 2(1896),
225 fI.

» C. R. Morey, *“Notes on East Christian
Miniatures,” Art Ballerin, 11 (1929), 57 and
fig. 63. [Consult: Lazarev, Sroria della pittura,
pp. 139 ff., 173, n. 53 and figs. 116-18.]
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Fig. 245 Lemingrad, Public Library. Cod. gr.
21, fol. I°, Anastasis

century,®* Christ is represented in a
mandorla trampling over Hades as he
grasps the hand of Adam. Apparently

it was from the lectionary, where it is
often the frontispiece miniature preceded
on occasion only by the evangelist por-
trait of John, that the Harrowing of Hell
spread into other media (icons, frescoes,
mosaics, and the like) and developed into
what one might call a canonical rendering
of the Easter Feast,

The illustrated text most prolifically
exploited by the lectionary painters was
the menologion, which contains the lives
of saints in the same order as the second
part of the lectionary—also usually
called a menologion—i.e., both begin
1 September. It was an easy procedure
for an illustrator of a lectionary to copy

B Weitzmenn, Bysantinischz  Buchmaleres,

Pr. 59 ff.
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Fig. 246 Moaunt Athos, Dionysiu. Cod. 387, fol.
123, St. Nicholas

from a menologion proper the picture of
a saint which preceded the account of his
life or martyrdom and to transfer it to
the corresponding place in the second
part of the lectionary in front of the
Gospel lection of the day the saint is
commemorated. In certain lectionaries
the pictures of the saints take an even
more impartant place in the artistic dec-
oration than the feast pictures from the
life of Christ. Representations of martyr-
dom are rare, and usually the saints are
depicted standing in a frontal artitude
facing the spectator. In the lectionary
from Dionysiu most saints, such as Saint
Nicholas of Myra (Fig. 246), stand in
front of a background that is ornamenral-
ized and degenerated from an architect-
ural point of view, but whose derivation
from the scenas frons of the Roman
theater can still be recognized. This
type of background behind the standing
saint is tvpical also of the famous meno-
logion in the Vatican Library (cod. gr.
1613) which was made around the year
1000 for the emperor Basil II, as may be
seen in its corresponding miniature of
the same saint (Fig. 247).*F Since the

20T menologio dr Basilie 11 (“Codices e
Vaticanis selecti,” 8 [Turin, 19077}, 226.
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Fig. 247 Vautican, Biblioteca. Cod, gr. 1613, p.
225, Sr1. Nicholas

Vatican manuscript, because of its
dedication to Basil 11, is obviously the
product of the imperial scriptorium, it is
more than probable that the illustrator
of the Dionysiu Lectionary, who must
have studied the Vatican menologion,
also worked in the same scriptorium.
Here the pictures supply evidence for the
localization of the manuscript which
could not be gained on the basis of
textual study alone—one of those cascs
where the textual critic has to incorporate

[Weitzmann, *Miniature and Icon Painting,”
p. 208 and passm, herewith, p. 2723 dem,
“Imperial Lecrionary,” pp. 242 ff. See also
I. Sevienko, *“The Hiuminators of the
Monologium of Basil 11" Dumbarron Qaks
Papers, 16 {1962), 245 fi.; here the recent
literature on the Varican manuscript.]

art-historical information for & more
complete gathering of the internal
evidence of the documents.

Other pictures in the lectionary seem
not 1o be derivative from other sources,
but rather are inventions which neither
illustrate the text of the lection to which
they are attached nor any other text with
which they might originally have been
connected and from which they were
subsequently transferred. One of the great
feasts of the Orthodox Church is the
Elevation of the Holy Cross, celebrated
on 14 September.?® In the Dionysiu and
several other lectionaries this feast iIs
illustrated by a miniature (Fig. 248)
which can be explained on the basis of the

» *Miniature and Icon Pamtmg,” pp. 218 i,
and pls. 31-33.
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Fig. 248 Mounr Athos, Dionysiu. Cod. 387, jol,
118", Elsvation of the Holy Cross

Book of Ceremonies of the emperor
Constantine VII Porphyrogenitus, though
there is no evidence that this book
itself was ever illustrated. Here we
read (1, 31)% that the emperor in person
takes part in the celebration of the feast
in Hagia Sophia, in the course of which
the patriarch mounts the ambo with the
venerated relic of the Holy Cross that was
kept in this church and lifts it over his
head four times toward the four sides

of the ambo. It is this verv moment when
the patriarch, accompanied by several
deacons, lifts the cross while standing on
the ambo of Hagia Sophia which is
depicted in the Dionysiu miniature.

For many pictures of the great feasts
which had become the focus of the
illustrated lectionary, the post-iconoclastic
period developed new iconographical
schemes that were accepted as almost
canonical solutions, so much so that
following generatons saw no need to
change them in any essential point.
Although the lectionary provides a proper
* Constantine VII Porphyrogenitus, Le Livre
des Cérémonmies, 1, trans. A, Vogt (Paris, 1935),
116 fi. and 141 ff,
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setting for the pictures of the great feasts,
some of them were apparently not in-
vented for this service book but for the
mosaic decoration of great churches in
Constantinople.

Most famous for its mosaics was the
Church of the Holy Apostles whose
five domes, arches, and adjacent lunettes
were covered mostly with New Testa-
ment scenes, as we know from the tenth
century poem of Constantinos Rhodios
and from their description by Nicolaos
Mesarites, who around 1200 described
them in considerable detail, Unforrunate-
ly, the one manuscript of the Mesarites
text preserved today is fragmentary.™
The program of these lost mosaics, as
becomes clear from its reconstruction
based on the literary sources, was not
a mere narration of the life of Christ.
Only certain scenes were chosen and
these for particular reasons in some ways
similar to the theological purposes of the
lectionary, and this explains in a large
measure the close relationship between
the two. Mesarites describes in detail the
Metamorphosis mosaic, with which a
miniature in an cleventh-century lection-
ary in the Athos monastery Iviron (cod, 1
Fig. 249)% agrees to such an astonishing

WA, Heisenberg, Grabeskirche und Apostel-
kirche, 2. Die Apasteliirche i Konstantinopel
(Letpzig, 1908), |Cf. R. Krautheimer, “A Note
on Justinign’s Church of the Holy Apostles
in Constanrinople,”” Mdilanges Eugene Tisser-
ant (“Swdi ¢ Testi,” 232, Vatican, 1964), 2:
265 1)

" H. Brockhaus, Die Kunsi tmn den Athos
Klastern (Leipzig, 1891; 2d ed., 1924),
pp. 189 ff. and pl. 25; A. Xyngopoulos, Evan-
ziles avec mmmarures du monpascére d'Iciron
au Mon: Athes (Athens, 1932}, pp. 6 ff. and
pls. 1L
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Fig. 249 Mounr Atkas, Itiron. Cod. 1, fol.
305°. Meramorphosis

degree*” that its derivation from the
lost work in the Apostles Church can
hardly be doubted. He tells us*' that in
the mosaic, which occupied the northern
cupola, the three disciples who had gone
with Christ to Mount Tabor fell pros-
trate, covering their faces with their
hands: that then Peter, the strongest of
them, stood up as far as he could; that
one of them, the older one (i.e. James),
knelt with difficulty upon one knee and
held his heavy head with his left arm
while the greater part of his body was
still carthbound ; and that John did not
even want to look upward, but, like a
man who did not care or think of the
world, a virginal man, seems to inhabit

s Heisenberg, Apostelkivche, pp. 183 i, has
already enumerated this miniature among the
reflections of the Apestle Church mossic,

4 Hetsenberg, Apostelpirche, pp. 321 [For
a more demlled discussion of the Iviron
minigture of. Wenzmann, “Wolfenburel
Musterbuch,” pp. 227 fi]

Mount Tabor as in a house and to lic in
deep sleep. Important also is Mesarites’
remark that Christ was not alone in the
cloud of light but Moses and Elyah
stood with him. While the Iviron
miniature is surely not the first copy ever
made from the lost mosaic, nevertheless
it seems to be the best one among the
preserved monuments, and the few
details which deviate from the descrip-
tion can be explained as changes due to
the process of repeated copying.

The western cupola was occupied by
a representation of the Pentecost** as is
the case in Saint Mark’s in Venice,?
which in many respects resembles the
Apostles Church. This mosaic, with its
peculiar compositional layout adapted
to the hemispheric shape of the cupola,
became the archetype of all Pentecost
pictures in the Middle and Latc Byzan-
tinc periods. The difficuldes which arose
from transforming a dome composition
to a two-dimensional picture plane can
still be realized by looking, for instance,
at the miniature in the tenth-century
lectionary fragment in Leningrad (cod. 21
Fig. 250).* The Apostles, who in the
dome were seated in a full circle, had
to be squeezed into a semicircle, and the
rays descending on their heads are there-
fore slightly curved as they would have
appeared to a spectator looking from
below into the dome. The pUAca, the
representatives of the various nations

42 Heisenberg, Aposteliirche, pp. 38 ff., 196 1.
< 0. Demus, Die Mosaihern von S. Marks in
Venedig (Baden bei Wien, 1933), pp. 18 .
and figs, 2-3.

4 Morey, “East Christian Miniatures,” p. 73
and fig. 83; O, Demus, Byzantine Mosaic
Decoration {London, 1947), pp. B3 fL and
fig. 64.
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Fig. 250 Lemingrad, Public Library, Cod. gr.

21, fol, 1¥', Pentecost

(Acts 2:9-11) who in the mosaic were
represented in the four pendentives
supporting the dome, are in the miniature
reduced to two and placed in the corners.
Thus, from looking at the Metamor-
phosis and Pentecost miniatures it

CHAPTER TEN

becomes obvious that monumental art
had a considerable share in the formation
of what one might call the canonical
rendering of the great feasts which in the
lectionaries and elsewhere developed
into a feast cycle.
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New formulations of New Testament
scenes in mosaic art, a2 medium which
lends itself to hieratic compositional
schemes, were not confined to the cup-
olas (where special formal conditions
prevail) but originated also in other parts
of the wall surface, such as the broad
arches and the adjacent lunettes. There
are quite a number of miniatures in the
Dionysiu Lectionary which, because of
of their hieratic quality, one feels must
have derived from a monumental arche-
type such as the strongly symmetrically
composed Mission of the Apostles
(Fig. 251), in which Christ stands in the
center in a dignified position elevated on a
pear! studded footstool while the Apostles,
six on either side and hecaded by Peter
and Paul, approach Christ in a devoted
attitude. The fact that we deal here with
an intrusion into the lectionary from an
outside source is supported by the fact
that the miniature is associated with the
wrong text passage. Its present location
is before the lection for Ascension day,
on which Luke 24:36-53 is read. The
proper picture for this passage would
be a representation of the appearance of
Christ in which he shows his stigmatized
hands and feet to his disciples.

Still, the reason for the misplacement
can be surmised. The proper lection of
the Mission of the Apostles (Matt. 28:1-
20) is read on the Sabbath of Holy Week,
i.e., ar the very end of the first part of the
lectionary with the movable feasts, and
part of it (verses 16-20) is repeated as
the first of the so-called fwfiva, But
in the latter place the Dionysiu Lection-
ary already had a picture of the Mission
(Fig. 252) which the illustrator apparently
did not want to abandon by substituting
for it the monumental composition of

Fig. 251 Mount Athos, Dionysiu, Cod, 387, fol.
32Y, Mission of the Apostles

the same theme. Therefore, he inserted
the borrowed form clsewhere, where it
was not totally out of place since a
composition of Christ among the Apostles
also fits the Ascension passage Lo some
degree, if not in detail, at leastin its more
general meaning. It is very instructive,
indeed, to compare the two representa-
tions of the Missions of the Apostles.
The one preceding the twivé is a typical
narrative picture in the tradition of
Gospel illustration. Christ stands at the
right on a hill while giving the command
of the mission to the Apostles, who are
represented with a keen sense of psycho-
logical observation. They are divided
into two groups: one is leaning forward
(Trposekivnoay), the other is standing
aside with signs of doubt (é8igTaoav).
Here we have a particularly illuminating
example of how two representations of
the same theme may differ berween a
purely narrative illustration and a hieratic
rendering influenced by a monumental
composition.

The hicratic compositional schemes
developed in monumental art had such
an impact on the illustration of the



Fig. 252 Mount Athos, Dionysin. Cod. 587, fol.
168°. Mission of the Apostles
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Fig. 253 Mount Athos, Dionvsiu. Cod. 587, fol.
197, Christ Speaking about the Circumcision

lectionary that they were adopted by the
miniaturists even in scenes which, so
far as we know, never existed in a fresco
or mosaic. On Wednesday of the fourth
week after Easter, the lection deals with
Christ speaking in the Temple about
circumcision on the Sabbath (John 7:14-
30). In a narrative Gospel book like cod.
gr. 74 in Paris this passage is illustrated
by a picture in which Christ sits on one
side, in front of an architectural structure
suggesting the synagogue, and faces the
Jews on the other while a few disciples
stand between them.** But in the
Dionysiu Lectionary (Fig. 253) Christ
is scated in the center, not on a
chair but on top of a flight of marble
steps which are meant to represent the
semicircular benches in the apse of a
Christian church, while the Jews are
divided into two groups, creating thereby
a symmetrical and at the same tume
monumental and hieratic composition.
This change from a narrative into a
hieratic rendering is a sign of the grow-
ing independence from the Gospel model
and of the establishment of a new type

s Omont, Evangiles, pl. 150a.

of New Testament picture which em-
phasizes the liturgical aspect of the scene
and imbues it with a sense of greater
authority and permanency.

INFLUENCE OF LECTIONARY
ILLUSTRATIONS

To such an extent does the lectionary
of the Middle Byzantine period become
the focus of New Testament illustration
that a retroactive influence upon the
illustration of the canonical Gospels can
be observed. This process is in full har-
mony with the textual development.
Colwell in his Prolesomena has demon-
strated that the opening formulae,
invented as incipits of the lections,
were sometimes taken over by reverse
process, into the running Gospel text.*?
The very Gospel book in Paris which
exemplifies the characteristics of narrative
illustration at the sume tme has a con-
siderable number of miniatures which
were taken over from a lectionary. For
example, toward the end of the Gospel of
Marthew the Crucifixion is represented

“ Colwell and Riddle, Prolegomena, pp. 18 ff.
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Fig. 254 Paris, Bibliothéque Natipnale, Cod.
gr. 74, fol. 58". Crucifixion

three times {Figs. 254-56)*7 although
one picture would have been sufficient.
Of these the second (Fig. 255) is most
typical for the Gospel of Matthew
which alone mentions the resurrection of
the dead, who in the miniature stand in
open sarcophagi, whereas the third
Crucifixion (Fig. 256), which represents
at the left John, the Virgin, and two other
Marys, is clearly based on the Gospel
of John (John 19:25-27). The presence
of the latter in this place cannot be ex-
plained by a misplacement within the
Gospel book because in the text of the
Gospel of John it is not only repeated
but we find once more three Crucifixion
scenes where one would have been
sufficient.*® The most rcasonable as-
sumption is that a lectionary was used
as @ model in which each of the four
consecutive lections of the Passion
{Nos. 6-9), which have the cognate rcad-
ings of the Crucifixion story according to
Mark (15:16-32), Matthew (27:33-54),
Luke (23:32—49), and John (19:25-37),
had a title miniature of the Crucifixion.
Lectionary pictures, for their content
as well as for their compositional schemes,
were copied not only in Gospel books
but also in other texts. The Basil meno-
logion in the Vatican starts the miniature

1 Omont, Evangiles, pls. S0=32.
* Ibid., pls. 175-80

Fig. 255 Paris, Bibliothéque Nationale. Cod.
gr. 74, fol. 39". Crucifixion
Fig. 256 Paris, Bibliothéque Nationale. Cod.
gr. 74, fol. 39*. Crucifixion

Acam s wmavree 4 ‘

cycle for | September with an illustration
of the Luke passage (4:16-22) in which
the Book of Isaiah is given to Christ in
the synagogue (Fig. 257).'% In the
narrative representation of this scenc in
the Gospel book in Paris®*® Christ,
holding the book, sits on one side
and the Jews face him from the other,
and a very similar composition is found
in the lectionary fragment in Leningrad,*!
which obviously depends on the Gospel
tradition. The composition in the Vatican
menologion is totally different: here
Christ stands in the center on a jewel-
studded footstool showing the open
book to the beholder, while the Jews,
divided symmetrically into two groups,
approach Christ from either side in a

# 1 menolagio dif Basilio I, p. 1.

= Omont, Evangilzs. pl. 101,

£ Morey, “East Christian Mimatures,” p. 79
and fig. o4
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Fig. 257 Vancan, Biblioteca. Cod. gr. 1613,
9. 1. Bock of Isaiah Grven to Christ

devour attitude with veiled hands. This
15 obviously an adaptation of the com-
positional scheme invented for the
Mission of the Apostles (cf. Fig. 251).
It so happens that in a lectionary, the
lection for 1 September is preceded by
that for Saturday of Holy Week which
contams the Matthew passage of the
Mission. This suggests that the illus-
trator of the menologion used as a model
a lectionary in which these two scenes
followed cach other, so that a fusion
between the compositional scheme of the
first and the content of the second could
easily be achieved.*?

[t must be the aim of the art historian

2 Weirzmann, Roll and Codex, pp. 180 ff, and
figs. 190-91.
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to work out, by means of a comparative
method, a stemma of illustrated manu-
scripts and, on the basis of picture
criticism, to establish families in a man-
ner similar to that used by the text critic.
One such family would comprise those
lectionaries which show a decisive
influence of the mosaics of the Apostles
Church, such as Iviron cod. 1 with its
lofty Metamorphosis (Fig. 249) and
the fragment in Leningrad {cod. 21)
with its Pentecost transformed under
the influence of a cupola composition
(Fig. 250). It must have been a splendid
lectionary which first absorbed the in-
fluence of monumental art and showed
its hieratic quality in stately full-page
miniatures.
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CLASSICAL INFLUENCES

In surveying the extant material of
illustrated lectionaries we come across
still another type of picture which reveals
quite a different outside influence. Its
chief characteristic is a strong classical
appearance which manifests itself in
different forms. In the so-called Phocas
Lectionary in the skevophylakion of
Lavra, of which we have already seen the
splendid cover (Fig. 231), the first full-
page miniarure prefacing the Easter
lection (John 1:1-7) represents the
Anastasis with a new type of Christ
(Fig. 194).** In the traditional iconog-
raphy as seen in the lectionary fragment
in Leningrad (Fig. 245)%* Christ ap-
proaches Adam and, slightly inclining to
him, takes his hand in order to raisc him
out of Hades. The new type shows
Christ dragging Adam out of Hell just
as Heracles dragged Cerberus out of
Hell, and in his left hand Christ holds
the cross as a sign of victory just as
Heracles holds his club. The only con-
clusion which can be drawn from this
coincidence of types, which surely is not
accidental, is that a Heracles like that
found on Roman sarcophagi (Fig. 195)%*

8 K. Weitzmann, “Das Evangelion im Skeve-
phylakion zu Lawra,” Seminarium Kondako-
vianmm, VITI (1936), 83 fi.

* For the iconography of the Anastasis con-
sult C. R. Morey, Easr Chrizrian Paintings in
the Freer Collztion (New York, 1914),
pp. 45 L.

5 Weitzmann, “Evangclion.” p, 88and pl. IV,
no. 3, [For a more demiled discussion of
classical infiuence on New Testament illus-
tration consult K. Weitzmann, Gezistige
Grundlagen wund Weeen der Makedonischen
Remafssance (Cologne and Opladen, 1963),
pp- 39 ff, translated and reprinted herewith,
pp. 211 ff.]

is responsible for the alteration of the
Anastasis iconography, though the pro-
totype of the miniaturist—or rather of
the arust who first introduced the new
type into Middle Byzantine art—was
surely not a marble relief but a classical
miniature.

The reappearance of classical elements
in Middle Byzantine book illumination
is part of a widespread revival of classical
learning which started at the end of the
ninth century and reached its height in
the tenth century under the emperor
Constantine VII Porphyrogenitus, the
scholar on the imperial throne. Under
his guidance comprehensive encyclo-
pedias of classical learning were made in
which classical texts of all kinds were
copied and excerpted, some of them
surely with their pictures. From these
copies the classical clements spread
into Christian miniatures, into Psalters
like the famous one in Paris (Biblio-
théque Nationale cod. gr. 139) with
its numerous personifications, into the
well-known Joshua Roll in the Varican
(cod. Palat. gr. 431) and, as we learn now,
also into lectionaries of which the Phocas
manuscript in the Lavra is not the only
one to show the impact of what we call
the Macedonian Renaissance.**

The second full-page miniature of the
Phocas Lectionary represents the Birth

“* The evidence for this much debated renais-
sance has been adduced by the author in
several works, most recently in @ monograph
on the Varican Rotulus: The Foshua Roll, a
Waork of the Macedonian Renaissance (Prince-
ton, 1948) and on a broader basis, including
historical, literary, and philelogical evidence,
in Greek Mythology fn Byzantine Arr (Prince-
ton, 1951). [Weitzmann, Geistige Grundlagen,
for a recenr discussion of the Macedomian
Renaissance, herewith, pp, 176 fL. |
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of Christ as the feast picture of Christ-
mas (Fig. 258). In the center lies the
Virgin in a well-understood, almost
elegant contrappostic attitude and in the
foreground we see the Washing of the
Child, resembling in many ways the
Washing of the Child Dionysus by the
nymphs from which it is ultimately
derived,® just as the Christ of the Anas-
tasis has its prototype in a figure of
Heracles, There is no reason to assume
that these classicizing changes were made
for the first ime by the illustrator of the
Phocas Lectionary, Its miniatures, like
those of other lectionarics, merely help
to reconstruct a Renaissance archetype
which we date in the first half of the tenth

century,

EvipeNce FROM LECTIONARY
ILLUSTRATIONS

For the establishment of the internal
evidence of documents, miniatures are
important in still another respect. At
times, they furnish independent evidence
of where a manuscript was made and for
which locality it was destined. The
textual critic depends for informarion
of this kind chiefly on the colophon,
cursed and troublesome as it may be on
occasion. Burt in cases where the manu-
script has no colophon, pictorial evidence
can fill a gap where the textual critic is
at a loss. The third miniature of the
Phocas Lectionary represents the Koi-
mesis of the Virgin, which like other
Virgin scenes is based on an apocryphal
text (Fig. 259). In its present state the
Phocas Lectionary contains only three
miniatures, the Anastasis, the Natvity,
#* Cf. the representation on a Roman sarcoph-
asus. Weitzmann, “Evangelion,” pp. 80 L
and pl. TV, no. 4.
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Fig. 258 Mount Athos, Lavra, Skevopityla-
kion, Lectionary, fol. 144°. Birth of Christ

and the Koimesis, and since the manu-
script is in an excellent and undamaged
condition, there is no reason to assume
thar it ever contained other illustrations.
Now it happens that Easter, Christmas,
and the Day of the Dormition of the
Virgin are the three feast days on which,
at the time of Saint Athanasius, the
founder of the Lavra, all the monks of
Mount Athos came together to hold a
common service in Karyaes, the capital
of the little monastic republic.®® Thus
the selection of these three feast pictures
provides the evidence that the Phocas
Lectionary was actually made for Mount
Athos.

Yet, this does not mean that it was also
executed there. The style of the highly
accomplished miniatures points to the
leading scriptorium of Constantinople
and not to Mount Athos. According to a

"™ K. Lake, The Earlv Davs of Monasticism
on Mounr Athes (Oxford, 1909), p. 92,
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Fig. 259 Mount Arihos, Lavra, Skevopivia-
kion, Lectionary, fol. 134°. Koimests

local tradition it was a gift of the emperor
Nicephorus Phocas to Saint Athanasius,
his personal friend. Phocas was already
dead in 969, a date which in our opinion
is oo early for the miniatures from the
stylistic point of view. But since Saint
Athanasius survived his imperial friend
by several decades and was still alive at
the beginning of the cleventh century,
the tradition that this treasured manu-
script was an impenal gift 1o him is well
borne ourt by the analysis of the picrure
style. Bur it was, as we belicve, Basil I1
and not Phocas who gave the manuscript
to the imperial monastery of the Great
Lavra.*®

Likewise, in the case of the Dionysiu
Lectionary, which has no colophon, its
place of origin and destination can be
made ourt in large measure on the basis

* | This thesis is expanded by Weitzmann in
*Imperial Lectionary.™]

Fig. 260 Mount Arhos, Dionysiu, Cod. 587, fol.
148", Finding of the Head of John the Bagrist

of its pictures. We have already pointed
out the dependence of its pictures of
saints (Fig. 246) on those of the menolog-
ion of Basil I1 (Fig. 247) and have drawn
the conclusion that the Dionysiu manu-
script is likewise 2 product of the
imperial scriprorium, as we know for
sure of the Vatican manuscript. More-
over, there is a marked emphasis among
the miniatures of the former on scenes
from the life of John the Baptist, in-
cluding among others a representation
of the Finding of the Head of John in
the ninth century (Fig. 260). The
representation is of the third of the three
findings which took place at the time of
the emperor Michacl 11T and the patri-
arch Ignatius, both of whom appear in
the picture. The most famous monastery
of Constantinople, dedicated to John the
Baptist, is without question the Studios.
So in all probability the lectionary, which
on stylistic grounds dates around the
the middle of the eleventh century, was
made as an imperial gift for this monas-
tery. In 1039 Isaac Comnenus abdicated
after a short rule of two years and retired
as a monk into the Studios monastery.
Therefore, it is an attractive hypothesis,
though admittedly it lacks final proof,
that the Dionysiu Lectionary was made
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by the order of this emperor at the time
he retired to the Studios. In this manner
the selection of the miniatures has to be
judged in much the same way as the
rubrication of local saints in the comes
of Western manuscripts, whereby the
locality for which it was made can often
be determined.

In this brief sketch we have purposely
centered on those aspects of the illustrated
lectionary which have a bearing on simi-
lar problems of the textual critic, thus
trying to make him conscious that min-
iatures in manuscripts, besides giving
aesthetic enjoyment, can provide him at
times with supplementary evidence
which he cannot gather from the study
of the text alone. It is true, as we said
before, that the illustrations in lectionaries
make no contribution to the establish-
ment of the archetype of the Gospels in
the way the text of the lectionaries
promises to do whenever it will be more
fully studied. But to those who are
interested in the later history of Gospel
and lectionary manuscripts and their
place in various phases of Byzantine
civilization, the pictures speak a language
often just as clear and vivid as the text
itself to show us the importance, function,
and diffusion of the lectionary as the
main service book of the Orthodox
Church.

CHAPTER TEN



