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FORKWORD

An attempt has been made to present Early
Christian and Byzantine Art as a panoramic
story which is meant to be read rather than con-
sulted. It is emphasized that the book is neither
dictionary nor encyclopedia, neither catalogue
nor hand-list. It would have been impossible to
include everything even if that were desirable
in a work directed at a general educated public
as well as students and specialists. Byzantine
studies are still in their infancy and there is
much that needs careful appraisal and reassess-
ment, frequently in the light of new excavations
and discoveries which have not yet reached
final publication. The author is conscious that
his work is only a stage in the gradual rediscov-
ery of the facts, the influences, and the tenden-
cies which, when placed in proper perspective,
should lead to a full and profound understand-
ing of Early Christian and Byzantine Art. At the
same time he has tried to be up to date in matters
of research and he hopes that the story that he
has told gives a true picture in the light of our
knowledge today.

It would be impossible, also, to thank indi-
vidually the innumerable friends, colleagues,
and institutions who have helped during the
preparation of this book and the author hopes
that they will accept this quite inadequate ges-
ture of gratitude. In cases of help over details of
scholarship | have made acknowledgements in
the notes. There are, however, a few close
friends who have watched anxiously over my
work, given constant advice, and made useful
suggestions on different levels: Professor Hugo
Buchthal, the Rev. Gervase Mathew, O.P.,
Mademoiselle Sirarpie Der Nersessian, Sir
Steven Runciman, and Professor Francis Wor-
mald. Before them, here and now, in thanks for
their benevolence | make proskynesis.

JOHN BECKWITH
London, ig68

For the second edition it has proved necessary
to make only one or two changes in the text, but
the Notes and Bibliography have been exten-
sively amplified.












CHAPTER |

PROLOGUE

The Eucharist, the central act of the Christian
religion, was first done in an upper room of a
private house before a restricted company of
chosen disciples. The early Christians had no
public place of worship. After the Ascension
the Apostles ‘were continually in the temple,
praising and blessing God’, and after Pentecost
'‘Peter and John went up together in the temple
at the hour of prayer, being the ninth hour’
(Acts iii). The Temple at Jerusalem was de-
stroyed in A.D.70. The synagogue was in the
first century a.d. a comparatively modern insti-
tution and had no hereditary claim on the rever-
ence and affection of either Jews or Christians;
as well as a place of worship, it was a village in-
stitute and a police court where cases were tried,
prisoners sentenced, and the sentences carried
out. The early Christians were soon forbidden
the synagogue for teaching purposes. The
‘breaking of bread’ was done from ‘house to
house’ (Acts ii:46) followed by a prayer and a
sermon. The company long remained restricted.
All who were not already of the ‘laity’ by bap-
tism and confirmation even those who were
already convinced of the truth of the Gospel
but had not yet received the sacraments - were
invariably turned out before prayer of any kind
was offered. The early Christians had no need
for any special building for worship for at least
a century and a half and were content with the
‘house-churches’ to which there are several
references in the New Testament and in the
second century.l

The first Christian writings were the Epistles
of St Paul. The Gospel of St Mark, written at
Rome in 'translation Greek’ with strong Jewish
overtones about a.d.65-7, is probably the oldest
of the Gospels and reflects both Petrine and
Pauline traditions. The Gospel of St Matthew
was written in Aramaic at Antioch or Jerusalem
about a.d. (So. That of St Luke and the Acts

St Luke was not a Jew but possibly the son of
a Greek freedman of some Roman family, a
physician in constant attendance on St Paul
were written well within the first century a.d.
and are the most literate of the New Testament
writings. The Gospel of St John, which Euse-
bius of Caesarea says was written after the first
three, was probably dictated at Ephesus but
again well within the first century a.d. It seems
probable that the literary stage in the trans-
mission of the Gospel materials belongs largely
to Greek-speaking Christianity. There were no
liturgical books - sacramentaries, lectionaries,
psalters - before the fourth century. There is no
allusion to the surrender, or to any demand for
surrender, of liturgical books during the early
persecutions, though the surrender, or the de-
mand for surrender, of copies of Holy Scrip-
ture is frequently mentioned. There is no appeal
to the authority ofa settled liturgical text during
the controversies of the first three centuries.
Knowledge of the text of the Creed and of the
eucharistie liturgy was withheld from the un-
baptized by the ‘disciplina arcani, and indeed
such a withholding of the text would have been
difficult if it had been committed to writing.2
The earliest account of Christian worship in
any detail occurs in St Justin's Apology, written
about 155, where the Eucharist is described
twice: once it is preceded by the synaxis (meet-
ing) and once it is preceded by the conferring of
baptism. The next earliest witness, St Hippoly-
tus in his Apostolic Tradition written about 215,
also describes the Eucharist twice: once pre-
ceded by the consecration of a bishop, and once
preceded by baptism and confirmation. When
celebrated normally the Eucharist began with
the Offertory - small loaves of bread and a little
wine which the faithful brought with them. The
ceremony was austerely simple and matter-of-
fact. There was no appeal to the senses or to the
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emotions as in the cults of Isis, Hecate, Diony-
sos, or Mithras; there were no sophisticated
speeches or clever philosophical discourses;
there was no mumbo-jumbo. Two accessories
of the Eucharist are mentioned in the New
Testament: the chalice (cf. I Cor. x:16; | Cor.
x:2i) and the table or altar (I Cor. x:2i; Heb.
xiii:i0). St Cyprian, Bishop of Carthage, mar-
tyred in 257, speaks of an altar being placed in
the church and of assisting at God’s altar, and
refers to the use of a pulpit from which the
Gospel was read. Origen of Alexandria, the first
Christian to join the intellectual élite of his age,
speaks of the altar and its adornment. There is,
however, no evidence of fixed altars in Rome
before the fifth century, and portable altars
must have been the general rule in early times.
At the beginning of Diocletian's persecution in
303 the Christians in asmall church, a converted
private house, at Cirta (now Constantine) in
Algeria were asked to surrender the scriptures,
gold and silver chalices, silver dishes, a silver
bowl, silver lamps, bronze candlesticks and
lamps, and various articles of clothing; there
was no reference to an altar. Indeed, Minucius
Felix mentions it as a charge against the Chris-
tians that they had no churches nor altars, and
Arnobius, writing towards the end of the third
and the beginning of the fourth century, states
that Christians were charged with having no
temples, statues, nor effigies of their divinity,
no altars on which to offer sacrifices, incense,
libations, and sacred meals. Cyprian, Tertul-
lian, and Origen, however, all refer to churches
under the name "ecclesia and "domus dei\ Euse-
bius and Optatus mention the existence of
many churches at Rome and elsewhere at the
beginning of the fourth century, but Constan-
tine, in his letter to Eusebius on the building of
Christian churches, refers to the small size and
the ruin of previously existing buildings. To-
day, after more than halfa century of intensive
research through the Mediterranean world,
there is nothing whatever to suggest that before
the reign of Constantine the Church had made
any attempt to develop a monumental architec-
ture of its own.3

The holy water of baptism is mentioned in
the Canons of St Hippolytus, and later St
Cyprian refers to consecrated water. For the
early Christian baptism meant total immersion,
although this was probably soon modified for
convenience. There may, therefore, have been
an early use of fonts, most likely in the form of
a piscina, and certainly bowls of precious metal.
At S. Giovanni in Fonte at Naples, for example,
the earliest surviving baptistery in the West,
dating from the early fifth century, the piscina
was not deep enough for total immersion. The
baptized stood up to his knees in water and the
ceremony was conducted with a triple pouring
of water over his head. Oil was required for the
sacraments of confirmation, holy orders, and
extreme unction. Anointing by consecrated oil
was a Jewish custom, and again sacred vessels
were required. Incense, so intimately associated
with the worship of idols and homage to the
Emperor, was not used by Christians during the
first three centuries. The earliest authentic
record of the use of incense occurs in the Pil-
grimage of Eutheria (or Sylvia) about 385 when
she describes the Sunday vigil service at Jeru-
salem. Incense is first ordered for use in the
Apostolic Canons and in the writings of Diony-
sius the Areopagite, both post-Nicene authori-
ties.

In view of the fact that the Christians at
Cirta were asked to surrender various articles
of clothing, it should be stressed that there is
little proof of the existence of any distinctive
dress of the Christian clergy during the first
three centuries. The first reference to a vest-
ment occurs in the Canons of St Hippolytus;
the next occurs early in the fourth century when
the Emperor Constantine gave to Macarius,
Bishop oflJerusalem, a rich vestment embroid-
ered in gold to wear when administering bap-
tism. Eusebius refers to the tradition that St
John the Evangelist wore the mitre (derived
from that of the Jewish high priest), presum-
ably in his archiépiscopal capacity. Church
vestments seem, however, to be a survival of the
ordinary lay dress worn in the fourth century
and a little later.4



In connexion with the daily offering of the
burnt sacrifice of a lamb in the Jewish Temple
there was vocal and instrumental music. Silver
trumpets were blown by the priests, and the
Levites played various instruments. A special
psalm was appointed for use on each day of the
week, but there is no early evidence for any
scheme of the regular repetitions of the Psalter
corresponding to its use in the Divine Office of
the Christian Church, either in the case of the
Temple or the synagogue services. Jewish
melodic recitation, on the other hand, may have
influenced the mode of chanting the Christian
service. In 347-8 at Antioch a confraternity of
ascetic laymen under the direction of the ortho-
dox monks Flavian and Diodore adopted the
custom of meeting together in private houses
for the recital of the Psalms. They were soon
advised to confine themselves to a basilica by
the Arianizing Bishop of Antioch, who wi-hed
to keep them under observation. The custom,
nevertheless, spread rapidly, and Jérusalem,
rather than Antioch, became the centre and
example for the diffusion of the Divine Office
which became one of the personal achievements
of St Cyril, Bishop of Jerusalem, about 350.
Pope Damasus, about 382. deliberately mod-
elled the Roman office on that of Jerusalem.
Damasus, indeed, whose pontificate (366-84
marked the period of the first definite self-
expression of the Papacy, formulated in brief,
incisive terms the doctrine of Rome upon the
Creed, the Bible, and the Pope. At Milan the
beginnings of the Office appear to go back to
386, when the troubles provoked by the Arian
Empress Justina caused the orthodox to keep
watch at night in the basilicas, during which
time St Ambrose occupied their minds with a
vigil service based on the new Eastern model.
The Psalterium romanum, published by St
Jerome in 383, was to be supplanted almost en-
tirely by the Psalterium gallicanum, a second
version made by St Jerome with the aid of the
Hexapla in 392. when he was at Bethlehem. In
the sixth century a copy of this new version was
sent to Tours and was circulated in Gaul. St
Jerome's final version, the Hebraicum%a tresh
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prologie

translation from the Hebrew, has not been used
tor the services of any church.5
Latin-speaking Christianity first emerges at
Carthage towards the end of the second cen-
tury. but it must be remembered that at this
time the church at Lyons - St Irenaeus, Bishop
of Lyons about 180-200, was a disciple of Poly-
carp, who had been a disciple of St John the
Evangelist - was still mainly composed of
Greek-speaking orientals, and the Roman
Church continued to use Greek in the third
century and perhaps even later. At the begin-
ning of the third century no bishop possessed
such a large, well-organized, and efficient
administrative machine as the Patriarch of
Alexandria. From the time of Bishop Deme-
trius. who died in 232. ecclesiastically Alexan-
dria dominated the whole of Egypt and also the
adjacent areas of Libya and the Pentapolis.
Alexandrian Christian philosophers like Clem-
ent and Origen did much to synthesize neo-
Platonist thought with the teachings of the
Apostles. Language and the philosophical cuirs,
in fact, proved something of a stumbling block.
Christian teaching was expressed in a Greco-
oriental 'dialect" which was apt to be rébarba-
tive to the educated pagan. Although Christi-
anity had made great progress during the first
three centuries, it still remained a minority sect,
was still largely confined to the lower and middle
classes, and had made little impression on the
aristocracy. Eusebius refers more than once to
numbers of rich and well-born Christians in
Antioch and .Alexandria, some serving in the
imperial administration, but Roman nobility
tended to hold fast to its pagan customs. After
the conversion of Constantine imperial support
made Christianity the dominant religion of the
Empire, but it is significant that the religious
change coincided with a social change which
brought to the front men of the middle and
lower classes. Even in the late fourth century,
when asked to become a bishop. Synesius of
Cyrene found his love of studious pursuits and
philosophy combined with his life as a gentle-
man and a landowner a serious obstacle. Cul-
ture, not paganism - Synesius was never
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tempted to worship the ancient gods - kept men
of letters of the old aristocracy at bay from
Christianity. Nevertheless, from the second
century onwards, Christianity had drawn to
itself men of outstanding ability and original
power. To speak only of the West, Tertullian,
Minucius Felix, Cyprian, Arnobius, and Lac-
tantius were all steeped in the rhetorical tradi-
tion of the schools and wrote for an educated
public.6

Even in the first century a.d., moreover, there
had been a few Roman nobles and wealthy
Christians throughout the Empire, among them
the Flavii and the Acilii, who opened their
houses for the breaking of bread and their burial
grounds for the dead. If in Apostolic times
Christians were buried in pagan cemeteries, as
were St Peter and St Paul, they acquired their
own burial grounds outside the walls ol Rome
as early as the second century. Some pagan
cemeteries were sacred to pagan divinities
which were naturally abhorrent to the Chris-
tians, pagans preferred cremation to inhuma-
tion, a practice adopted by the Christians, and
it was inevitable that the Christians should,
like the Jews and various syncretistic sects,
acquire burial grounds of their own. These
were protected by Roman property and funer-
ary laws. In the second century a rich Christian
like Praetextatus placed his ground at the dis-
posal of the faithful, and in the third century
others followed suit; Maximus, Draco, and
Basilla. St Agnes was buried on the Via Nomen-
tana and St Eugenia on the Via Latina 'in their
own ground’. In the early third century Pope
Zephyrinus put the deacon Callixtus in charge
of the cemetery which now bears his name on
the Via Appia - the first to be administered in
the name of the Church under the direct control
of the Bishop of Rome. Zephyrinus (d. 217) was
buried in a tomb above ground on the Via
Appia - by the third century in addition to the
catacombs there were a number of Christian
cemeteries on the surface - but many third-
century Popes were buried in the catacomb of
Callixtus. Within the walls of Rome ground for
churches was probably first acquired during the

long peace of 211-49. The earliest mention of
church property in the city is when the Em-
peror Alexander Severus (222-35), according
to Lampridius writing in the fourth century,
decided a question of disputed ownership of
land between the 4Christian/' and the 'popinarii
in favour of the former, because of the religious
use which they were going to make of it. Alex-
ander Severus was inclined to be tolerant; he
added an image of Christ, with those of Abra-
ham and Orpheus, to his collection of house-
hold gods.7

In 261, under the Emperor Gallienus, Chris-
tianity became a religio licita, but it was still
advisable to avoid publicity. For those who
sought preferment in high places, for those
notable in public life, Christian belief was a
liability. The Christian refusal to take part in
the worship of the Emperor was a seditious act,
and the waters of Christian baptism were con-
sidered, indeed not without reason, to have
undermined the foundations ofthe Empire. The
Christian habit of secret meeting, of careful
screening of their mysteries, and their joy and
fortitude before martyrdom were inevitably a
source of suspicion and alarm. Even it a local
governor or judge was inclined to be tolerant,
his attitude was frequently set at naught by the
mob, gullible, sadistic, and insatiable for the
sight of torture and violent death. The troubles
of the times were often laid by the ignorant and
the not so ignorant at the doors of the faithful.
When the peace of the Empire was constantly
threatened by outside menaces - the great in-
vasion of the Goths which was crushed by
Claudius 11 in 269, and the German invasion
of 276, repulsed by Probus, but leaving Gaul
devastated for years - it was easy to put the
blame on the Christians. ‘Ever since the Chris-
tians have been on the earth, the world has gone
to ruin; many and various scourges have
attacked the human race; and the celestial be-
ings themselves, abandoning the care with
which hitherto they have watched over our
interests, are banished from the regions of the
earth' - so, ironically, relates Arnobius in
Adversus Nationes, Book I, written in 296-7.



Indeed, the worst, most thorough persecution
of all was to begin under Diocletian in 303 and
the Church nearly foundered.*

Peace came finally in 312-13 with the im-
perial pronouncement that everyone might
follow that religion which he considered best,
but it soon became clear that Constantine in-
tended Christianity to be the official faith. One
privilege after another was given to the Church,
including immunity for its ecclesiastics from
compulsory service and obligator) state office,
freedom from taxation, and the right to inherit
property. It soon also became clear that Con-
stantine had views of his own position in the
Church : the Emperor was the Vicar of God and
with the help of the Logos, as Eusebius stated,
he imitated God. steering and standing at the
helm ofall earthly things. ‘How much pow er of
faith in God was sustained in his soul, anyone
might learn by reckoning how on his gold coin-
age his very own image was figured as a type
conceived as looking up and yearning towards
God in prayer/ The portrait was. in fact, based
on that of Alexander, and later the Emperor
Julian was to make great fun of this idea, stating
that in reality Constantine was inflamed with
passion. Helios lusting for Selene. The Em-
peror wanted unit) and peace for the imperial
Church he had founded, but he soon discovered
that the Christians were far from being united
and at peace among themselves. The condem-
nation of Arius and the Nicene Creed were the
next steps. The Council of Nicaea, over which
Constantine presided in 325 like some hea’ enly
messenger of God with a circumambient halo
resembling rays of light*, opened rather than
closed the histon of Arianism on the larger
stage. The problems set by imperial interven-
tion in the affairs of the Church became more
acute when the Emperor himself became a
heretic, particulari) when the Arian Constan-
tius 1l ordered that whatever he wished should
be considered a canon, or when the Emperor's
ideas of justice conflicted with those of the
ecclesiastics. It was for Ambrose, the Bishop,
not Theodosius, the Emperor, todecide whether
the Christians should be compelled to rebuild

PROLOGUE 17

the synagogue which they had destroyed at
Callinicum. With more propriety from the
modern view. St Ambrose excluded Maximus
from the Eucharist because of the murder of
Gratian, and Theodosius because of the mas-
sacre at Thessalonika. Among the Fathers of
the fourth century St Ambrose pointed the way
to the medieval theocracy of the Papacy and in-
dicated that he was prepared to retain for the
Church a penny or two which might properly
have been rendered to Caesar.

In the summer of 384 St Ambrose stated that
the Roman Senate was for the most pan Chris-
tian. but it should be remembered that in the
same year - the year St Jerome published his
correct version of the Four Gospels in Rome -
both Symmachus and Praetextatus attained
high office in the city and dedicated new temples
to the old gods. The complexity of the situation
is illustrated by the pagan Symmachus sponsor-
ing St Augustine's application ihe was then a
Manichee) to be professor of rhetoric at Milan,
in the teeth, as it were, of St Ambrose. Many
pagans married Christians, and frequently the
daughters of such a marriage were brought up
as Christians, the sons as pagans. St Ambrose
was the first Latin Church Father to be born
and educated as a Christian and the first
Roman aristocrat - he came of consular family
and was governor of northern Italy before he
became bishop - publicly to defend the Church.
He was in close personal touch with St Basil,
one of the greatest of the Greek Fathers, also an
aristocrat, and he did not hesitate in his sermons
to follow closely and consistently the treatises of
Plotinus. St Jerome, not quite so well bom but
often happily ensconced in an admiring circle
of grand Roman ladies, feared that his devotion
to Cicero's prose would jeopardize his salvation.
The writings of St Augustine, although his
know ledge of Greek was limited, pay frequent
homage to Plato as well as Vergil. The late
fourth and early fifth century is the golden age
of early Christian theolog) and humamsm.
Christianity, not paganism, was attracting the
finest minds of the age. and even today St
Augustine remains an intellectual power.}
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The history of the Councils of the Church is
not always edifying to the modern reader. The
bishops attending these councils often appear
ferocious, bigoted, unprincipled, and devoid of
charity. St Cyril of Alexandria's behaviour at
the Council of Ephesus in 431, which declared
the Virgin Mary Mother of God and defined
the true personal unity of Christ, was illegal and
dishonest. Nevertheless, the process of stan-
dardization advanced under the combined
efforts of Church and State, and the final con-
demnation of Origen by the Emperor Justinian
in 553 must have seemed meet and just to a
ruler determined to establish throughout the
Empire one faith and one law. In practice the
dogma of the Councils sometimes failed to
make impact on everyday piety. The Empress

Theodora (d. 547) professed strong Mono-
physite sympathies and Justinian himself got
entangled in heresy. The problems of mysticism
and the controversy about images were to per-
turb the faithful for many years to come. Those
who rejected the decrees of the Councils - of
Chalcedon in 451 and of Constantinople in 553

like the Jacobites in Syria and the Copts in
Egypt, exasperated by pressure from the im-
perial administration, were only too ready when
the time came to fall into the hands of Islam.
On the other hand, orthodox theology in the
East was gradually paralysed by its own tradi-
tionalism, and eventually Latin theology,
which owed everything to the Greeks, was to
triumph in independent power and spiritual
life.ll
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EARLY CHRISTIAN ART:

ROME AND THE LEGACY OF THE CAESARS

The earliest Christian vault and wall mosaics
so far discovered are in a small mausoleum not
far from the tomb of St Peter on the Vatican hill.
The mausoleum was built towards the end of
the second century for the Julii family, but the
mosaics probably date from the middle of the
third century and the subjects represented are
a curious mixture of pagan and Christian sym-
bolism. On the walls and ceiling of the tomb the
luxuriant vine of Dionysos has become the
True Vine of Christ. On the north wall a fish is
hooked by an angler standing on rocks while a
second fish swims away. Christ had called St
Peter and St Andrew to leave their nets and be-
come fishers of men (Matthew iv:19), and later
Clement of Alexandria placed additional em-
phasis on the fisherman who recalls the deliver-
ance of Christians by the Apostles from the Sea
of the World and the new birth through bap-
tism. Christ is the Fisher of Souls, and the soul
represented as a fish is washed and reborn
through the waters of baptism into a new,
divine life of Grace - an idea new to the pagan
world. On the east wall Jonah falling into the
mouth of the whale provides an obvious parallel
with the Christian belief in the resurrection of
the body - a belief beyond the hope of any
pagan. On the west wall Christ is represented
as the Good Shepherd, again with a good New
Testament tradition. In the centre of the vault a
beardless charioteer [1] dressed in a tunic and
a flying cloak, nimbed with rays shooting up-
wards and sideways like the arms ol a cross,
bearing in the left hand an orb, the right (which
is missing) possibly raised in an act of benedic-
tion, represents the risen and ascending Christ,
the new Sol Invictus, Sol Salutis, Sol lustitiae.
The pagan type of the sun-god in his chariot, or
the apotheosis of an emperor or a hero, has been

i. Christus-Sol. Mosaic on a vault
in the necropolis under St Peter's. Mid third century.
Rome, Grotte Vaticane

adapted to the Christian beliefin the risen God,
His triumph over death, and, through the orb
in his left hand, His eternal dominion.l






In all the paintings which cover the walls and
ceilings of the catacombs the Resurrection, sal-
vation, and life after death are constantly im-
plied. In the catacomb of Lucina on the Via
Appia, where Pope Cornelius (d. 253) was
buried, dating from the second or third decade
of the third century, the story of Jonah appears
again, and Daniel between the lions. In the so-
called Flavian gallery in the catacomb of Domi-
nila - the assumption that Flavius Clemens and
Flavia Dominila, mentioned by Eusebius of
Caesarea, were responsible for this gallery is
probably correct - the same scenes occur
Though the gallery may date from the middle
of the second century, scholars are agreed that
there is no visual trace of Christianity in the
catacombs before the end of the century. T he
catacomb of Priscilla contains a chapel - the
Cappella Greca - with paintings dating from
the end of the second century, including a
'‘breaking of bread' [2], and another, the Cap-
pella della Velata, provides a Good Shepherd
[3] represented with quick, almost vivacious
brush-strokes, a remarkable Orans [4], and pos-
siblv a very early Virgin and Child [5] of about
the same date. In the catacomb of Callixtus,
dating from the middle of the third century, the
Good Shepherd appears again with delicate
modelling of form, face, and drapery. Shep-
herds were common enough as garden figures
in pagan villas; they represented a romantic
ideal of the bucolic way of life and the more
solid merit of good husbandry and economy,
but they could equally well be adapted to Chris-
tian symbolism. The portraits of the dead
multiply; the faithful stand usually with arms
raised in prayer, surrounded sometimes by
sprays and garlands of flowers and foliage, and
accompanied by inscriptions stating that the
soul lives in peace. One of the most striking of

2-5. The Breaking of Bread (opposite, above),
The Good Shepherd (opposite),

Orans (above), and The Virgin and Child (right).
Wall-paintings. Late second or third century.
Rome, catacomb of Priscilla
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these portraits is that of a woman in the cata-
comb of Thraso, dating from the fourth cen-
tury [6]. In the catacomb of Priscilla the story of
the three youths in the furnace, dating from the
early fourth century, stresses again the theme
of redemption and recalls the commendatio
animae in the liturgy of the Church: ‘Libera
animam servi tui, sicut liberasti Noe de diluvio
... sicut liberasti Danielem de lacu leonum . . .
sicut liberasti tres pueros de camino ignis et de
manu regis iniqui . . . sicut liberasti Susannam

6. Orant Woman. Wall-painting. Mid fourth century.
Rome, catacomb of Thraso

7 (below) Adam and Eve, and 8 (opposite) Noah.
Wall-paintings. Mid fourth century.
Rome, catacomb of St Peter and St Marcelltnus
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9. The Crossing of the Red Sea. Wall-painting. Mid fourth century.

Rome, catacomb on the Via Latina

de falso crimine." The presence of Adam and
Eve in the catacomb of Peter and Marcellinus,
martyred in 304  the decoration continued
through the century - underlines the necessity
for the redemption of Man by Christ from the
consequences of the Fall, but this solemn
theme is represented with all the flaccid super-
ficiality of style current at the time [7]. In the
same catacomb Noah [8] appears wide-eyed,
improbably youthful, gesticulating, painted in
a sketchy, impressionistic technique none the
less telling in its symbolism. In a catacomb on
the Via Latina built for a restricted group of
families, both Christian and pagan, there are
four series of paintings - different hands of
varying quality working at different periods -
ranging in date between 320 and 350. They in-
clude a large number of Old and New Testa-
ment scenes, some profane, and some mytho-

logical scenes. In the largest group forty-one
pictures in all about half of the Old Testament
stories and figures are completely new to cata-
comb painting. One new scene, the Crossing of
the Red Sea [9J, is found on the sarcophagi, but
here its treatment and details are unique. Of
the thirteen New Testament scenes two, the
Sermon on the Mount and the soldiers casting
lots for Christ's clothes at the Crucifixion, are
wholly new, and another scene, the Raising of
Lazarus, is represented with an unusually large
crowd of onlookers, of whom in one case eighty
can be counted. There are scenes of daily life
including the practice of medicine. The pagan
pictures show Ceres/Abbundantia twice and
six illustrations of the Labours of Hercules.
There can be little doubt that the models existed
in the paintings and mosaics of the contem-
porary basilicas, of which few have survived.2
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10. Scenes from the life of Jonah and portraits of the sons of Constantine the Great.
Gilded glass dish found at Cologne. Fourth century. Cologne, Wallraf-Richartz Museum

Large quantities of gilded glass, ranging in
date from the third to the fifth centuries, have
been found in the catacombs, with many ex-
amples bearing Christian subjects. Sometimes
the portrait medallions were made for their own
sake, but the majority formed the bottoms of
cups or plates, or were fused into the sides of
glass vessels. These were mostly made for
domestic use and, as the inscriptions show,
were presents for weddings, birthdays, and
other anniversaries. In many cases they were
used as a kind of seal set in the mortar which
closed a tomb. It has been suggested that the
labels on the earliest of these glasses - for ex-
ample, the family portrait on the great cross in
the Museo Cristiano at Brescia - show peculi-
arities of Egyptian Greek, and, combined with
iconographical details and similarities to the
Faiyum mummy portraits, a case has been

made for Alexandrian influence and craftsmen
working in Italy. But family portraits in differ-
ent media are common enough in Rome and,
since there is no doubt that all kinds of Greek
might have been written in the metropolis, the
main sequences suggest a Roman origin. Never-
theless, this type of work was also produced in
other centres, particularly Cologne. Among a
number of examples found in northern France
and the Rhineland the gilded glass disk with
scenes from the Old and the New Testaments,
found in Cologne, now in the British Museum,
and a dish with the portraits of the sons of Con-
stantine | [10], also found in Cologne, now in
the Wallraf-Richartz Museum, were almost
certainly locally made. Although undoubtedly
the most beautiful are the stern, melancholy
portraits of individuals or family groups which
gaze at the spectator, as it were, from a third-
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century limbo with all the intensity of an early
photograph, the later sequences with their mix-
ture of pagan, Jewish, and Christian symbolism
reflect the popular taste of cosmopolitan Rome.
Among the Christian examples twin busts of
Peter and Paul seem to have been particularly
in demand.3

The style of all these paintings is that of the
declining art of cosmopolitan Rome. There was
no attempt to create a specific Christian style
with formal standards harking back to the age
of Augustus or even beyond; there was no ques-
tion ol a new style breaking away from the tradi-
tions of the past. The early Christians merely
borrowed and ‘baptized’ the symbolism of their
pagan and Jewish neighbours to express their
own beliefs and hopes. It is quite clear that in
the second and third centuries a very high pro-
portion of the well-to-do middle classes in
Rome was of east Mediterranean stock, and
that a substantial percentage of this number was
of servile origin. This accounts in part for the
eclecticism of late antique art but, in any case,
aesthetic standards were low. Constantine in
one of his laws complained that he needed a
large number of architects but that none
existed, and he gave instructions for young men
to be encouraged to learn the art. In another
law he gave immunities to a whole range of
skilled craftsmen - sculptors, painters, mosaic-
ists, cabinet makers, gold- and silversmiths and
the like - so that they might have ‘leisure to
learn their arts’ and might ‘both themselves
become more skilled, and train their sons’.
When big churches were at last built on both
basilican and central plans great importance
was given to luminosity, to the inlaying of
precious metals, to mosaics gleaming with gold
and colour, to stucco work. St Gregory of
Nyssa, when writing his eulogy of St Theodore
Martyr in the second half of the fourth century,
emphasized the beauty of places of worship as
an element of great importance to religious
experience. In the matter of images it was not
a question of presenting divinity directly but of
narrating events in order to edify the soul of the
observer.4

The Emperor Constantine was responsible
for the first large Christian churches. St John
Lateran, the episcopal church of Rome, was
almost certainly the first substantial church to
be built under the Emperor’s patronage and is a
basilica of standard early Christian type. No
less than three of Constantine’s later founda-
tions - the churches of the Holy Sepulchre, of
the Nativity, and of St Peter - were built to a
common pattern, and Eusebius leaves no doubt
of the Emperor’s direct and detailed concern
with the form and progress of these under-
takings. Apart from St John Lateran, Constan-
tine built at Rome the Fons Constantini, St
Peter’'s on the Vatican Hill, S. Paolo fuori le
Mura, the church of the Holy Cross at Jerusa-
lem, S. Lorenzo and SS. Pietro e Marcellino in
Rome besides churches at Ostia, Albano,
Capua, and Naples. He or his mother, the
Augusta Helena, built churches at Jerusalem
on the site of the Holy Sepulchre, on the Mount
of Olives, at the place of the Ascension, at Beth-
lehem over the cave of the Nativity, and at
Mamre at the place where according to tradi-
tion Abraham had entertained the Son of God
with two angels. At Constantinople, among
others churches were built to Holy Wisdom,
Holy Peace, and the Holy Apostles. At Nico-
media a new church was erected to replace the
one destroyed by Diocletian in 303. At Antioch
Constantine began the famous Golden Church,
believed to have been one of the most important
buildings of his reign, although it was not com-
pleted until the time of Constantius Il. Today
the exact site of this church is unknown, but
some believe that it may have served as a model
for the church of St Sergius and St Bacchus at
Constantinople and that of S. Vitale at Ravenna
in the sixth century. We know from the Liber
Pontificalis how the interior of St Peter’s looked.
The shrine of the Apostle was of gold and preci-
ous marbles, the apse was decorated with gold
mosaic. There was a great cross of solid gold,
and the altar was silver-gilt set with four hun-
dred precious stones. There was a large golden
dish for the offertory, and a jewelled ‘tower’ -
possibly a tabernacle to house the Blessed



EARLY CHRISTIAN ART!

Sacrament with a dove of pure gold brooding
over it. Before the Apostle’s tomb was a great
golden corona of lights and four large candle-
sticks with scenes from the Acts of the Apostles
wrought in silver. The nave was lit by thirty-
two hanging candelabra of silver, and the aisles
by thirty more. St Peter's was one of the great
shrines of Christendom but its furnishings
were not exceptional among churches of this
class.5

The mosaic in the semi-dome of the apse of
St Peter’s bore an inscription inferring that the
church was completed under Constans (337-
50) and read: 'The seat of justice, the house of
faith, the hall of modesty, such is [the church]
that you see, the abode of all piety. It proclaims
its joy and pride in the merits both of father and
son for both alike it honours as its founders.’
The inscription was still in position in 794,
since Pope Hadrian I in a letter to Charlemagne
guotes the first line, but it seems to have dis-
appeared before the twelfth century. The
mosaic, which may have been damaged in the
fifth century and was certainly restored by Pope
Severinus (640), was replaced by Innocent 11l
(1198-1216), and this replacement was de-
molished by Clement V11l in 1592. Except in
such details as the insertion of the figures of
Innocent himself and the Roman Church,
there is good reason to believe that the thir-
teenth-century mosaic, of which an official
copy was made just before its demolition,
followed closely the model established by its
predecessor; and that, like it, the early medieval
mosaic, which may well go back substantially
to the fourth century, portrayed a central figure
of Christ, seated in majesty below the heavenly
canopy, and flanked by St Peter and St Paul and
two palm-trees; below, echoing this upper
scene, the Agnus Dei stood among the twelve
Apostle-lambs between the cities of Jerusalem
and Bethlehem, symbolizing the Churches of
the Jews and the Gentiles. The symbolism is
certainly that of the fourth century, and it has
been pointed out that precisely the same scenes
occur, significantly enough, on the face of the
Pola casket opposite to that which portrays the
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Constantinian shrine of St Peter. Pope Sixtus
111 (432 40) enriched St Peter’s still more with
gifts of precious metalwork, and the church
may have undergone minor changes when it
was restored under Leo the Great, who reigned
from 440 to 461. When the Goths and the
Vandals sacked Rome in 410 and 455 we are
specifically told that the ‘holy places’, and in
particular the churches of St Peter and St Paul,
were treated as places of sanctuary. It was left
to the Arabs in 846 to occupy and to loot St
Peter’'s.6

Very little has survived of these Constan-
tinian buildings. In Rome, however, the mauso-
leum of Constantine’s daughter, Constantina or
Constantia, contains some vault mosaics which
imply that religious and secular subjects might
be mixed without any sense of impropriety.
The dome mosaics are now lost, but from a
water-colour copy made by the Portuguese
Francesco d’'Ollanda about 1538-40 we know
that some of the subjects were Susanna and the
Elders, the Sacrifice of Cain and Abel, the
Sacrifice of Elias on Mount Carmel, Tobias,
possibly Lot receiving the Angels, Moses strik-
ing the rock for water, and possibly Noah build-
ing the Ark. Since an upper row of mosaics
contains the Miracle of the Centurion we may
presume that this upper row was given to scenes
from the New Testament. The scenes are
framed by caryatids and acanthus-scrolls; there
was a calendar of saints and below were aquatic
scenes. The whole programme stresses only
partially the commendatio animae and the pur-
pose of the building as a mausoleum. It was
built in two stages: the first between 337 and
351, the second after the death of Constantina
in 354 but before the death of Constantius Il in
361. The mosaics surviving in the vault of the
ambulatory are secular in tone: patterns of
‘objets trouvés' scattered on a ground amid
birds, branches, and fruit, interlaced medallions
with birds and mythological figures, putti har-
vesting grapes [11], and two portrait heads
which may be those of Constantina and her
husband Gallus. The mosaics in the lateral
apses appear to be seventh-century restoration
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11 -13. Vintage scenes (above),

Christ delivering the Law to Moses, or Christ
giving the Keys to St Peter (opposite, above),
and Christ delivering

the Law to St Peter and St Paul (opposite).
Mosaics in the ambulatory vault

(mid fourth century) and in apsidal chapels
of the ambulatory (possibly seventh-century
restorations of fifth-century originals).

Rome, Mausoleum of Constantina

of fifth-century work [12, 13] and show two
kinds of traditio legis, Christ seated on a globe
delivering the Law to Moses, and Christ de-
livering the Law to St Peter and St Paul. All
these mosaics were tidied up and restored under
Pope Gregory XV between 1836 and 1843.7
Constantina’s sarcophagus of porphyry [141
is a remarkable example - quite apart from its
size and grandiloquence - of imperial religious
reticence, or perhaps even ambivalence. Winged
putti amass bunches of grapes in tubs framed
by massive acanthus-scrolls, press grapes into
vats, and hold garlands; two peacocks and a
lamb may have a Christian significance, but
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14. \ intage scenes. Porphyry sarcophagus of Constantina formerly in the Mausoleum of Constantina.

Mid fourth century. Rome, Museo Sacro Vaticano

more swags and Dionysiae masks decorate the
lid. This, in conjunction with the Dionysiae
motifs known to have been depicted on the
floor mosaic and more Dionysiae scenes in the
vault of the ambulatory, earned the building in
Renaissance times the understandable title
'Temple of Bacchus'. The style is similar to a
fragment of a porphyry sarcophagus found at
Constantinople and believed to have been the
tomb of Constantine, and it would appear that
the daughter's tomb is a copy of the father’s. In
late antiquity porphyry, quarried solely at
Mons Porphyriticus, near Coptos in Egypt, was
reserved for imperial use. Various examples of
porphyry sculpture have been found near Alex-
andria, and it may be presumed that workshops

in that city used to handling the material may
have been responsible for the examples found
in Egypt. On the other hand, it seems reason-
able to suppose that blocks were sent overseas
and worked at Rome and Constantinople, pos-
sibly elsewhere. The quarries were destroyed
about 360.8

In January 350 the Emperor Constans was
overthrown by a palace revolution promoted
by Marcellinus, his comes rei privatae, and Mag-
nentius, an officer of Germanic descent, was
proclaimed Augustus. Constans was murdered
by Magnentius in Gaul and perhaps buried
near Tarragona. Some fragmentary mosaics
and wall-paintings in what appears to be an
imperial mausoleum, dating from about 353-8,
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at Centcelles near Tarragona, produce again a
combination of secular and religious subjects:
the Four Seasons involving hunting scenes in
an upper register and two registers of Christian
scenes. Incidentally, the Four Seasons also
occur in mosaic in an early-fourth-century basi-

So tar Christ has appeared as a sun-god, a
fisher of souls, a shepherd, and a law-giver. At
Milan in the chapel of S. Aquilino in S. Lorenzo
[15] Christ is revealed as a teacher in a college of
Apostles with a basket of scrolls in front of Him.
A similar representation occurs at Rome in the

15. Christ teaching the Apostles. Mosaic. Probable ate fourth century

Milan. S. Lorenzo. Chapel ofS. Aquilino

lica at Aquileia. The mosaics and wall-paintings
at Centcelles are so fragmentary that not un-
naturally opinions have differed over the mean-
ing ol the cycles. One scholar considers that
both profane and Christian programmes have a
funerary significance; another considers the
Christian cycle only to refer to the purpose of
the mausoleum and is sceptical about an im-
perial occupant - he believes the building to
have belonged to a rich landowner and refers to
similar Z&ycles de latifundia in North Africa,
Sicily (Piazza Armerina), and Syria. The villa
at Piazza Armerina seems, however, to have
been built under imperial patronage, and the
fact that the near-by village to Centcelles is
called Constanti suggests imperial connexions.

catacomb of Giordanus [16] in the fourth cen-
tury. The mosaic at Milan dates either from the
time of the Arian Bishop Auxentius (355-73) or
from that of St Ambrose <574-97). Clement of
Alexandria had referred to Christ as the bringer
ofa new and purer know ledge of God; for Ter-
tullian Christ is ‘magister, perfectus magister'
who comes ‘ad reformandum et inluminandum
disciplinam’, and law-giver - *ad legem propre
nostram, id est evangelium\ Apart from the
Chi-Rho monogram and the letters .Alpha and
Omega, and His raised position in the centre of
the group, there is little attempt to distinguish
teacher from taught. Christ has a youthful
appearance, beardless, comparatively short-
haired, and differs hardly at all from the younger
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Apostles, who are depicted at various ages with
some degree of naturalism. The young teacher
is still a far cry from the awe-inspiring Christ
Pantocrator of Byzantine art. The company is
seated on a rocky ledge, but otherwise there is

16. Christ teaching the Apostles. Wall-painting.
Fourth century. Rome, catacomb of Giordanus

no attempt to define time or place. In its brevity
of statement the message of the apse of S. Aqui-
lino is still that of the catacombs.10

We know that in the dome of the imperial
mausoleum of Constantina a calendar of saints
had been represented. At Salonika in the rotunda
now known as Hagios Giorgios there is another
calendar, and with it Early Christian art soars
from the arcosolium of the private tomb to the
domes of an imperial palace. The building was
almost certainly part of the palace built by
Theodosius | towards the end of the fourth cen-
tury, although some believe that the rotunda
was not transformed into a church until about

400, when it was originally known as the church
ol the Archangels or Asomati, being in the
guarter of the Asomati. Before architectural
fantasies of considerable complexity saints [17]
sometimes military, sometimes ecclesiastic,

sometimes just civilian, stand in attitudes of
prayer, richly dressed and barbered. When de-
picted as young men, they appear in unearthly
beauty of form and face, like young princes of
the Theodosian house gesturing before an im-
perial pavilion. In the years of its triumph the
Church turned naturally to the ceremonial of
the imperial court for the symbolic expression
of divine authority and power. The mosaics of
Hagios Giorgios express the glory of Roma
aeterna in a new Christian guise and pay homage
to Christ who is the true founder of the Holy
City. In this case we have a direct expression of
the art of the imperial court, and before these
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17. St Onesiphorus and St Porphyrios. Mosaic on the vault. Late fourth century.

Salonika. Hagios Giorgios

lofty, serene, exquisite images the an of the
catacombs fades into pious pictographs of faith.
The mosaic in the apse of S. Pudenziana in
Rome, executed under Pope Innocent | (401-
17), although greatly restored and although
there is no reason to suppose that it is the work
of a coun workshop, extends the atmosphere
of imperial majesty. Below the canopy of
heaven out of which loom the symbols of the
Evangelists and in front of a Golgothic mound
bearing a jewelled cross and the walls and
palaces of the heavenly Jerusalem, Christ,
bearded, long-haired, and haloed [18], sits en-
throned in majesty holding a scroll which pro-

claims Him ‘dominus ecclesiae’. He is sur-
rounded by the Apostles and two allegorical
female figures representing the Ecclesia ex Cir-
cumcisione crowning St Peter and the Ecclesia ex
Gentibus crowning St Paul. The interpretation
of the symbols of the Evangelists has an old
tradition reaching back to St Irenaeus in the
second century. The four beasts of the Revela-
tions to Ezechiel and to St John the Evangelist
were rationalized as follows: St Matthew was
the man because his Gospel begins with the
genealogv of Christ after the flesh: St Mark,
whose opening sentences tell the mission of St
John the Baptist, ‘the voice crying out in the
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18. Christ in Majesty.
Mosaic in the apse. Early fifth centun
Rome, S. Pudenziana

wilderness’, was typified by the lion; the ox was
given to St Luke because it was the animal of
sacrifice and his Gospel begins with the sacri-
fice of Zacharias; St John is the eagle because
his spiritual message transports us aloft to the
very heart of divinity. St Jerome seems to have
been the first of the Latin Fathers to distribute
them in this fashion and at the same time to
justify them in the manner described. Official
Greek theology did not recognize as early as the
West the Apocalypse as a canonical scripture
and accordingly neglected the apocalyptic
beasts*. This interpretation belongs, therefore,
chiefly to the West.12

The symbols of the Evangelists appear again
in the mosaic decoration of the baptistery, S.
Giovanni in Fonte, on the east side of the apse
of S. Restituta, a Constantinian foundation, at
Naples. The mosaics were executed under St
Severus (362-408) in the last years of his episco-
pate. The symbols occur also in the chapel of
S. Matrona at S. Prisca near Capua in the first
half of the fifth century, in the Mausoleum of
Galla Placidia at Ravenna, and in S. Maria
Maggiore in Rome about 432-40. The emblem
of St Mark [19] at Naples is a superb evocation
of an apocalyptic vision. The whole decoration
of S. Giovanni in Fonte, fragmentary though it
is, is important, since not only does it parallel in
many ways the paintings in the humble little
baptistery at Dura-Europos in Mesopotamia,
dating from the middle of the third century, but
also it presents a series of New Testament
scenes - the marriage at Cana, Christ and the
Samaritan woman, the miraculous haul offish,
Christ walking on the lake, the holy women at
the Sepulchre - with the familiar themes of the

19. The symbol of St Mark.
Mosaic. Early fifth century.
Naples, S. Restituta, S. Giovanni in Fonte (baptistery)

Good Shepherd, harts drinking the waters of
life, the traditin legis, rows of Apostles, and a
rich incidental ornament of vases, curtains,
swags of fruit and flowers, various kinds of birds.
The main emphasis lies on the sacramental
nature of the building, placed in a setting of
guasi-imperial grandeur, but it is also clear that
by the early fifth century Early Christian dec-
oration was highly complex, logical in its appli-
cation, and rich in its artistic heritage.13
Imperial grandeur comes to the fore again in
the little mausoleum built by the Empress Galla
Placidia at Ravenna about 425-6, which, in spite
of the restorations undertaken in the nineteenth
century, still remains one of the most enchant-
ing of all early Christian buildings. Galla Placi-
dia accompanied her half-brother, the Emperor
Honorius, to Ravenna in 402, but she was taken
captive in 410 by Alaric the Goth and abducted
to southern Italy, where she was forced to marry
Ataulf. He took her to Spain and died there in
415. Galla Placidia returned to Ravenna and
married a patrician, later the Emperor Con-
stantius 11l. In 421 or 422 Constantius died,
followed by Honorius in 423. Galla Placidia,
who had quarrelled with Honorius, was then at
Constantinople with her young son Valentinian
111, but she returned at once to Ravenna and
decided to erect a mausoleum for the family.
It has been suggested that the mausoleum was
part of a monastery dedicated to St Lawrence,
but this has not been accepted by recent
scholarship, which considers that the little
building was attached to the narthex of the
church of S. Croce built by Galla Placidia about
417-421 2, now destroyed. The numerous
sepulchral motifs in the mosaics and the three
sarcophagi in the side-arms of the building
surest that the structure was intended to be a
mausoleum. The size and proportions of the
sarcophagi correspond to the architectural set-
ting. The Empress, having ruled the Western
Empire during her son's minority for some ten
years, died in Rome in 450, and it is not certain
where she was buried. The iconography of the
mosaics is personal and intricate - scholars
differ over the interpretation of the scene refer-



36 « EARLY CHRISTIAN AND BYZANTINE ART

ring to St Lawrence [20] but the figures of the all the Good Shepherd over the entrance [21]
Apostles, the harts drinking from the Fountain  reaffirm the programme of the commendatio
of Life, doves drinking from vases, and above animae, by now the old tradition ot salvation

20 and 21. St Lawrence (top), and the Good Shepherd. Mosaics on lunettes.
Second quarter of the fifth century. Ravenna, 5. Vitale, Mausoleum of Galla Placidia
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and grace through the sacraments, the teachings
of the Apostles, the martyrdom of the Saints,
and the direct intervention of Christ.l4
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the church with mosaics 122, 23]. In the past the
mosaics in the nave have been assigned to the
time of Pope Liberius and also to the pontificate

22. The Adoration of the Magi. Mosaic on the triumphal arch. c. 432" 4°- Rome, S. Maria Maggiore

In 431 the Council of Ephesus had declared
the Virgin Mary to be the Mother of God, and
at Rome Pope Sixtus 111 (432-40) lost no time
in building a great basilica to S. Maria Maggiore,
probably on the foundations of an earlier church
built by Pope Liberius (352-66), and adorning

of Leo the Great (440-61), but the work is now
generally accepted as dating from the fourth
decade of the fifth century. The triumphal arch,
because of the inscription, was certainly deco-
rated under Sixtus Ill. The influence ofimperial
iconography is once again evident. In the scenes
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23. Pharaoh s Daughter. Mosaic in the nave. c. 432-40.

depicting the childhood of Christ the Virgin is
represented as an Augusta and the Adoration
of the Magi is interpreted in the terms of an im-
perial audience. In the mosaics down the nave
Pharaoh’s daughter [23] is represented not as
an Egyptian princess but again as a Roman
Augusta. Of the original forty-two panels only

Rome, S. Maria Maggiore

twenty-seven are more or less completely pre-
served : on the left, scenes from the lives of
Abraham and Jacob; on the right, scenes from
the lives of Moses and Joshua. In view of the
Virgin’'s lineage it is perhaps rather surprising
that there is no reference to David or Solomon.
The narrative style is vivacious, touched in



EARLY CHRISTIAN ART*.

with an expressionist exuberance quite unlike
any other surviving mosaic cycle, and scholars
have been prompt to detect the influence of the
Greek East, the reflection of Constantinopoli-
tan court art, and, of course, aJewish illustrated
copy of the Septuagint. The difficulty in these
hypotheses lies in the fact that there is little
enough in the Greek East from which to draw
conclusions: there is no Constantinopolitan
mosaic, wall-painting, or manuscript illustra-
tion dating from this time. There seems reason
to believe, however, that there was current in
hellenized Jewish circles of the third century an
illustrated edition of the Septuagint, and the
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frescoes of the synagogue at Dura-Europos,
crude and provincial though they are, establish
alewish Old Testament cycle in wall-painting.
These paintings have little to do with the mo-
saics of S. Maria Maggiore. The reference to
imperial iconography suggests a far more
exalted model or intermediary. The tact re-
mains that the mosaics are in the grand tradi-
tion of Roman imperial art one which was to
come to an end by the turn ot the century.15
Imperial iconography appears to be reflected
in the scheme of decoration in the dome ot the
Orthodox Baptistery at Ravenna [24]. The
baptistery was built in the early fifth century, at

24. The Baptism of Christ. Mosaic on the dome. Mid fifth century. Ravenna, Orthodox Baptistery
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the same time as the cathedral, by Bishop Orso,
who took as his model the Milanese basilica of
St Thecla. Bishop Neon (449-58) added a dome
to the baptistery and decorated it with mosaics,
now much restored, which are closely related
in colour and style to those in the mausoleum
of Galla Placidia. It has also been suggested
that the scheme of decoration in the dome
should be compared to that in Hagios Giorgios
at Salonika. The stucco ornament in the baptis-
tery at Ravenna, now appearing crude because
the top surface of paint and gilding has been
stripped away, may date from the time of
Bishop Orso, since Agnellus states that he had
a taste for this kind of work. In the centre of the
dome is the Baptism of Christ; below the
Apostles move gravely in an adoring circle be-
tween garlands of flowers and draped curtains.
In the lowest zone an architectural frieze, remi-
niscent indeed of Hagios Giorgios, serves as a
rich background for the four Gospels ritually
displayed on altars and alternating with four
episcopal thrones which symbolize, no doubt,
the earthly and the celestial spheres of the
domus Dei. On the walls lush acanthus-scrolls
frame the figures of the Prophets [25], although
only the branches immediately surrounding the
medallions of the Prophets are original. The
intermediate sections are a restoration made in
the 1860s. The whole scheme affirms the con-
tinuity of the prophetic and apostolic traditions
culminating in the Gospels and epitomized in
the Baptism of Christ by the last of the Pro-
phets.16

Although valiant and sometimes cogent
attempts have been made to establish a series of
illustrated rolls in classical literature, it is not
without interest that Seneca, in writing against
the tendencies to luxury ofclassical bibliophiles,
has not a word to say about rolls or codices em-
bellished by pictures or ornaments. \\ ith a tew
significant exceptions all the illustrated classical
books which have survived are known to us
through Carolingian or Middle Byzantine

25. A Prophet. Mosaic. Mid fifth century.
Ravenna, Orthodox Baptistery

copies; the exceptions are the lhas Ambrosiana,
dating from the fifth or early sixth century and
presumed to be based on a third-century pro-
totype, the Vatican Vergil (lat. 3225), and the
Vergilius Romanus (Vat. lat. 3867), the former
dating from the early fifth century and the latter
from the late fifth century. Now it has been
claimed that the illustrations in the Vatican
Vergil (lat. 3225) are original creations of the
fifth century, and that most of the miniatures do
not illustrate Vergil's text as closely as has been
generally assumed. Moreover, it has been
noticed that there are close similarities in style
between the illustrations of the Vatican Vergil
and the mosaics of S. .Maria Maggiore. Both
seem to derive from a common model not much
older than the Vatican Vergil, and this model
would appear to be a copy of the Bible, not a
mythological cycle. The miniatures in the
Vergil are an invention of late date, probably
soon after 400, and many of them have nothing
to do with the Vergilian tradition. It has further
been claimed that the Vatican Vergil is a unique
article of luxury never to be repeated. In view
of these claims it is perhaps of interest to note
that a similar verdict by a différent scholar has
been passed on Filocalus’'s Chronograph of 354,
which we know only through sixteenth- and
early-seventeenth-century copies based on a
Carolingian intermediary lost since 1637. The
original almanack in current use was intended
for a person of rank living at Rome under Con-
stantius Il and was put together as a codex in
353. The almanack listed pagan and imperial
feasts, but it was made for a Christian patron.
None of the models of this codex may be dated
before the second quarter of the fourth century;
the illustrations of the calendar were, therefore,
a completely 'modern’ work in 354. The codex,
planned as such, was a luxury article created
and executed for a precise occasion by an artist
of considerable merit. No doubt there were
other illustrated calendars in codex form cur-
rent in Rome at the time, but this particular
calendar is none the less quite individual. The
style of the illustrations, which include por-
traits of Constantius Il and Gallus in consular
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dress and personifications of cities and of the
months, is a product of the cosmopolitan art of
Rome wherein Greek, oriental, and Latin ele-
ments combine in a decorative system.l7
Eusebius of Caesarea was specially com-
missioned to provide fifty finely written and
splendidly bound copies of the scriptures for
the new churches at Constantinople. It may be
that the purely decorative illuminated ornament
derived originally from the desire to have a
monumental framework round the Eusebian
canon tables and the prologue pages. The Euse-
bian canon produced in Caesarea in the second
qguarter of the fourth century became known in
Italy in the late third quarter of the century
through the Vulgate of St Jerome. The oldest
extant canon tables date, however, from the
sixth century and are to be found in Latin,
Greek, and Syrian manuscripts. The decoration
of initials appears to be of \\ estern, probably
Italian, origin. With one exception, they do not
occur in the older Greek manuscripts but they
turn up in Latin codices of the fourth and fifth
centuries, increase considerably in the sixth
century, and are adopted in earnest in the sev-
enth century. The author portrait has a good
classical tradition which was taken over prob-
ably in the fourth century by the Church. Euse-
bius’s copies of the Gospels may well have
contained portraits of the Evangelists, although
the earliest surviving do not date from before the
sixth century. Indeed, from the fourth and fifth
centuries only three Christian illustrated manu-
scripts - and of these two in the most fragmen-
tary condition - are extant: the Quedlinburg-
Itala fragment of a pre-Vulgate Latin version of
the Old Testament ranging possibly from the
Pentateuch to the Prophets and now consisting
of portions of the tenth and fifteenth chapters of
I Samuel, the second of Il Samuel, and the fifth
of 1 Kings; the charred fragments of the Cotton
Genesis [26], almost universally regarded as the
work of an Alexandrian painter of the early fifth
century; and St Ambrose’s De Fide Catholica
written in a fine uncial before the end of the fifth
century in North Italy and containing a crude
illustration of Christ, beardless, without a nim-

26. Fragment from the Cotton Genesis,
Cotton ms. Otho B.vi, fol. 4. Early fifth century (?).
London, British Museum

bus, seated on a globe and flanked by St Peter
and St Paul each carrying a cross, which may
well be considerably later in date than the script.
The earliest surviving Psalters are the Verona
Codex, which has been dated between the fifth
and the eighth centuries and is illustrated only
in a symbolic manner, and the Latin Psalter of
St Augustine of Canterbury with an Anglo-
Saxon interlinear translation. St Jerome refers
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to purple codices in terms ot' contempt, partly
because he found them not always accurate in
textual matters and partly because he found
them difficult to read. Purple codices were
probably not intended to be read; they were
works of the highest luxury and cost, almost
certainly the result of imperial patronage, and
destined for ritual display. In view of what has
been said above about 'modern' copies of books
in the fourth and fifth centuries, it is of interest
to note that in some of the miniatures of the
Itala fragment where the paint has flaked off,
preliminary drawings and instructions to the
artists are to be found. For example, in the
miniature depicting Samuel’s execution of
Agag the inscription reads: 'facis civitatem et
extra civitatem ubi propheta dextra cecidit
Agam’, which suggests that, whatever the
model at hand, the miniature was the result of
instruction.18

The main reason why the third century pro-
duced no important pagan historical sculptured
reliefs is that events were either not worth com-
memoratine; or were overtaken bv a change of
emperor. On the other hand, the third century
is the great age of the sarcophagus adorned
with reliefs. The portrait head also reveals new

artistic possibilities. Nevertheless, the low
standard of technical skill at the beginning of
the fourth century is amply displayed even in
important public monuments, such as Con-
stantine’s triumphal arch set up in Rome in 315.
The Peace of the Church combined with the
formidable will of Constantine provided the
atmosphere of a liberated and rapidi) expand-
ing Christianity within which a renascence of
the arts was possible. In sarcophagi carving
many of the old traditions of the third century
were reinvigorated, but it is not until the middle
of the fourth century that a change for the better
can be seen. The sarcophagus of Adelfia [27] of
about 340, now at Syracuse but almost certainly
carved in Rome, presents portraits of Adelfia
and her husband firmly in the centre framed by
a shell and applied to a double frieze which
reproduces a jumble of scenes from the Old
and New Testaments. The atmosphere is quite
different from the imperial reticence of the por-
phyry sarcophagi, but there is, nevertheless, a
marked worldliness of approach. The noble
husband and wife, the winged genii holding the
tabula ansata which gives Adelfia’s name, domi-
nate the trite and humble expression of early
Christian beliefs. On the other hand, the sar-

27. Scenes from the Old and the New Testaments. Marble sarcophagus of Adelfia. Rome, c. 340.

Syracuse, Museo Archeologico Nazionale
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28. Scenes from the Old and the New | estaments.
Marble sarcophagus of Junius Bassus. Rome, c. 359-
Rome, Grotte Vaticane

29. Scenes from the Old and the New 1 estaments.
Marble sarcophagus of the Two Brothers.
Rome, mid fourth century. Rome, Museo Lateranense

cophagus of Junius Bassus, who died in 359%*
now in the Grotte Vaticane [28], is of higher
quality, and shows less of the rigidity and
decadence of Adelfia’s sarcophagus and more
sense of space, volume, and plastic rendering of
form and drapery. A considerable number of



EARLY CHRISTIAN ART: ROME AND THE LEGACY OF THE CAESARS * 45

Early Christian sarcophagi have survived and
attempts have been made to classify them
according to stylistic and iconographie affinities,
though some stubbornly elude such an attempt.
The ‘Bethesda’ group, of which the majority
have been found in Gaul, appears to have been
turned out by the same workshop which pro-
duced a 'Red Sea' group, also found mostly in

30. Christ teaching the Apostles.
Marble sarcophagus of Stilicho (?).
Milan, late fourth century. Milan, S. Ambrogio

Gaul. A ‘star and wreath' group may have been
produced by a workshop at Arles. Others may
be connected with a ‘city-gate’ group, most of
which are in Italy, though they were copied in
Gaul. The ‘city-gate’ and ‘columnar’ groups in
their purest examples tend to present one unified
scene on the front, but it has been pointed out
how quickly the ‘columnar’ sarcophagi lose

their architectural consistency and become
assimilated with a ‘frieze’ series, of which the
great majority are in Rome and which again
subdivides into those with single or double
registers of frieze. The ‘frieze’ type, deriving
from the catacomb tradition, presents, as we
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have seen, a medley of small unrelated scenes
with no attempt at formal organization of the
surface. The development of the double register
frieze in Rome is the work approximately of a
single generation and culminates in the fifties
with the sarcophagus of the Two Brothers [29]
and of Junius Bassus, in the latter case a syn-
thesis o f‘columnar’ and ‘frieze’ traditions. The
so-called sarcophagus of Stilicho in S. Ambro-
gio at Milan is a ‘city-gate’ type of considerable
quality with a superb unified vision of Christ
and the Apostles across the front [30]. Since the
marble has been identified as coming from a
guarry in neighbouring Como it seems reason-
able to suppose that the sarcophagus was ex-
ecuted in or near Milan. Stilicho, supreme
commander of the West, trusted friend of the
Emperor Theodosius I, married to his niece
Serena, fell from power in 408, but the sarcopha-
gus is certainly earlier in date, probably some
time between 387 and 390. The solid, measured
rhythms, the greater sense of modelling, the
monumentally of form, all point to the general
revival of the arts which took place in the East
and the West under the Emperor Theodosius
the Great.19

The sarcophagi at Ravenna are generally
mpler in design, consisting of a seated or
ending Christ and Apostles in arcades, like
that of Bishop Liberius (d. 387) in S. Francesco
[31], the traditio legis between palms, as in the
sarcophagus of San Rinaldo in the cathedral
(420-30), a trinity of lambs between palms like
that of Constantius Il (d. 421 or 422) in the
mausoleum of Galla Placidia [32], or peacocks
and vine-scrolls on either side of a medallion
carved with a Chi-Rho monogram and the letters
Alpha and Omega, such as that of Archbishop
Theodore in S. Apollinare in Classe [100].
The quality of the carving is often higher than
the general run of fourth- and fifth-century
sarcophagi, and scholars have been quick to
suggest influence from Constantinople; this
may exist, although it must be remembered that
the ornamental repertory was current in Italy
and the difference may be that the carvings
came from a court workshop. Judging from the
fragments of decoration which have survived
from the church of Hagia Sophia at Constanti-
nople rebuilt after the fire of 404 by Theodosius
Il there are close similarities between sculp-
ture at Ravenna and that at Constantinople,

31. Christ enthroned between Apostles. Marble sarcophagus of Bishop Liberius I11 (d. 387).
Ravenna, second half of the fourth century. Ravenna, S. Francesco
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32. The Lamb of God between Apostles represented as lambs. -Marble sarcophagus of Constantius 111
(d. 421 or 422). Ravenna, first quarter of the fifth century. Ravenna, 5. Vitale, Mausoleum ofGalla Placidia

33. The Sariguzel sarcophagus. Marble. Found near Fenari Isa Djami.
Constantinople, second half of the fourth century. Istanbul, Archaeological Museum

hardly surprising considering the close links -Museum at Istanbul, executed in the second

between the two courts. Nevertheless, there is half of the fourth century. The angels bearing
nothing at Ravenna to compare with the sheer the monogram of Christ in a garland seem to be
beauty and technical subtlety of the Sarigiizel ~ conceived in a full classical tradition; the fore-
sarcophagus [33], now in the Archaeological shortening, the handling of the drapery and the
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ribbon below the garland, the marvellous sense 1'he wooden doors ofS. Sabina in Rome [34]
of space are unrivalled in the West and herald  4,¢¢ presumably from shortly after 432. A

the_ age _vvhen Constan_tinople was the zenith of  ,osaic inscription over the door states that the
civilization for some six hundred vears.2 church was huilt in the time of Pope Celestine |

34. The Multiplication of the Loaves and fishes, detail of the wooden doors, C. 432. Rome, 5. Sabina
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(422-32) by an lllyrian named Peter, but it is
probable that the church was not completed
until the time of Pope Sixtus 11l (432 40), who,
according to the Liber Pontificalis, consecrated

itt. Some scholars have suggested a North
Italian provenance for the doors, presumably
because of the wooden doors carved with scenes
from the life of David in S. Ambrogio, though
these are in a battered and fragmentary condi-
tion and rather different in stvle; others have

detected Syrian influences, but there seems no
reason to doubt their origin in Rome. Of the
twenty-eight original panels only eighteen are
left, and the principle which ruled the choice of

35. Scenes from the Old and the New Testaments.
Ivory casket. North Italy or Rome,

third quarter of the fourth century.

Brescia, Museo Cristiano
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scenes is therefore hard to detect. Some of the
subjects remain enigmatic but, generally speak-
ing, the programme seems to combine parallels
between the Old and the New Testaments with
scenes from the Passion and the Resurrection
of Christ. In the Adoration of the Magi the wise
men approach the Virgin in a single file similar
to the scene on catacomb frescoes and sar-
cophagi at Rome. The style of the wood carving
may also be compared to a number of ivory
carvings which appear to have been produced
in Rome.2

Probably the finest carvings in ivory in the
Early Christian period issued from Roman
workshops. Most scholars agree that the Brescia
casket [35] should be dated to the third quarter
of the fourth century, although an attempt has
been made to place it as early as the second
qguarter. Scenes from the Old and New Testa-
ments are reproduced in cold replica of many
sarcophagus reliefs but the quality is consider-
ably higher. In the precise statement of form,
in the use of space, in the treatment of drapery
and hair, the artist seems to be reaching back
to past aesthetic standards. Opinions differ
over the place of workmanship - North Italy,
Italo-Gallic, Milan but Rome seems the most
likely centre. On the other hand, a small group
of particularly distinguished carvings in ivory
dating from the end of the fourth century differs
slightly in style and yet seems unquestionably
Roman. The magnificent relief carved with a
representation of the Maries at the Sepulchre,
formerly in the Trivulzio Collection, now in the
Castello Sforzesco at Milan [36], is closely re-
lated to a diptych carved with the figures of
priestesses sacrificing at altars and executed for
two of the most important pagan families in
Rome, the Nicomachi and the Symmachi, and
the diptych of Probianus, a formal expression
of office assumed as Vicar of Rome about 400.
The group, which includes the Aesculapius-
Hygeia diptych at Liverpool and a small casket
in the Bibliothéque de I'Arsenal at Paris, shows
that in spite of pagan tenacity in Roman circles
the workshops served both the old and the new
religions and that in the late fourth century
there was a revival of hellenistic excellence per-

36. The Maries at the Sepulchre.
Ivory panel. Rome, late fourth century.
Milan, Castello Sforzesco

haps to be expected in the golden age of Early
Christian humanism. A relief of the Ascension
[37], now in the Bayerisches Nationalmuseum
at Munich, and possibly a diptych revealing
Adam in Paradise and scenes from the life of
St Paul may also belong to the same Roman
group. The theme of the Ascension is paralleled
to a certain extent on the wooden doors of S.
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jj. The .Maries at the Sepulchre and the Ascension. Ivory panel.
Rome, late fourth or early fifth century. Munich, Bayerisches \ aisou*
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38. Six Miracles of Christ. lvory diptych. Rome, third quarter of the fifth century.
London, Victoria and Albert .Museum
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Sabina, except that on the doors angels appear
out of heaven to draw Christ in. The beautiful
Adam-St Paul diptych has also been compared
in style with the doors of S. Sabina, but a com-
parison with the Brescia casket and the Roman
group ofivory carvings is perhaps more telling.
Slightly later, but closely allied to the Probi-
anus diptych, appear to be the panels with
scenes of the Passion and Resurrection of
Christ, now in the British .Museum. These ma\
not be far removed from the consular diptych
of the Lampadii in the .Museo Cristiano at
Brescia, probably of about 410. To between 430
and 440 may be assigned the Berlin-Paris

Nevers panels with scenes from the life of Christ,
the Moses, St Peter, and St Thecla panels in
the British Museum, and the Pola casket with
its interesting representation of the shrine of St
Peter's as Constantine built it. This last group
should be compared stylistically with the doors
of S. Sabina. A final group includes a Bellero-
phon panel and Apotheosis leaf, both in the
British Museum, and the Andrews diptych
carved with scenes depicting the Miracles of
Christ [38], over the dating of which there has
been considerable controversy; however, the
group as a whole appears to have been executed
in the third quarter of the fifth century. After

the capitulation of Romulus Augustulus to
Odo\acar the Ostrogoth in 476 no more Chris-
tian ivory car\ings may be assigned to Roman
workshops, and although four authentic con-
sular diptychs are known Basilius (480),
Boethius (487) [66], Si\idius (488), and Rufus
Gennadius Probus Orestes (530) there is a
marked decline in quality and the last is merely
a coarse copy of a Constantinopolitan diptych
of Clementinus (513).2

Roman workshops also produced some re-
markable silver. A large proportion of this is
chased with pagan and mythological subjects.
Projecta’s casket, found with other silver
treasure on the Esquiline Hill, is a typical ex-
ample of Christian ambivalence towards the
end of the fourth century. Projecta, a Roman
lady of rank, was married to Secundus, a mem-
ber of the great family of the Asterii, and the
casket [39] was intended as a wedding present.
On the lid the Chi-Rho monogram precedes an
inscription which exhorts the pair to live in
Christ but the decoration consists of represen-
tations of Venus, nereids, tritons, and sea-
monsters. Portrait busts of Projecta and her
husband are understandably present and, per-
haps, the entry of the bride into her husband's
house. On the sides of the casket Projecta is

39. Projecta s Casket. Silver. Rome, late fourth century. London, British Museum
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portrayed once again with her maids in attend-
ance. The old pagan custom of conducting the
bride to the wedding in a procession accom-
panied by song and dance was continued by the

40. The Multiplication of the Loaves (?).
Silver reliquary box.

Reputed to have been sent by Pope Damasus
to St Ambrose with relics of the Apostles.
Rome, c. 382. Milan, S. Nazaro

Christians; many of the social aspects of pagan
life were adapted as a matter of course. The
small silver casket in the church of S. Nazaro at
Milan, dating probably from about 382, when
relics were given to the church, is wholly Chris-
tian in character and iconography [40]. The
style, however, is typical of the Theodosian re-
vival of the arts, classicizing in spirit, the forms
transformed nevertheless in the Theodosian
idiom, suspended in space, the drapery sliding
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over the forms in sott folds, taces rounded in
mild contours, \mong the treasure of Traprain
Law, now in the Museum of Antiquities, Edin-
burgh, a flagon chased with representations of
the fall of Man, Moses striking the rock, the
Adoration of the Magi, and a fourth scene diffi-
cult to identify, dating from the late fourth or
early fifth century [41]l, may also have been
made in Rome. It should, at the same time, be
stressed that silver plate found in all parts of the

Empire is so similar that it is frequently difficult
to distinguish its place of manufacture.

Early Christian art was born in the common
market of late antique art. Christian teaching
added new dimensions to religion and phil-
osophy, but the artistic forms were drawn from
the traditions of widespread paganism; their
very familiarity gave them meaning and made
them ready instruments for the new faith.
Hellenistic Jewish traditions were added to the
patrimony of the classical world, and gradually
between the third and the fifth centuries a re-
markably complex Christian illustrative cycle
came into being. The cycle was not necessarily
tied to the scriptures but might reflect learned
comment from the Fathers of the Church, the
customs and tastes of the imperial court, as well
as Jewish and pagan philosophical teaching.
By the time of the Emperor Theodosius the
Great the graph of stylistic excellence began
once more to ascend and Constantinople
show ed signs of artistic hegemony. If Christian
art rising from the catacombs and house-
churches of the third century assumed the
purple by the will of Constantine, towards the
end of the fourth century under the Theodosian
house the purple was beginning to be trans-
figured by the light of the new faith.

41. The Fall of Man.

Silver flagon found at Traprain Law.

Probably Rome, late fourth or early fifth century.
Edinburgh, Museum of Antiquities



CHAPTER 3

EARLY CHRISTIAN ART: THE EASTERN PROVINCES

OF THE EMPIRE AND THE FOUNDATION OF CONSTANTINOPLE

The early Christians had no holy city nor did
the cult for the Holy Places develop for some
considerable time. After the revolt of the
Zealots the Emperor Titus ordered the com-
plete destruction of Jerusalem, the holy city of
the Jews, in the year 70. Whatever survived
remained as an appendix to the new garrison
town which was laid out like a Roman camp
and renamed Aelia Capitolina. The Christian
community, which had moved to Pella at the
beginning of the siege, returned to the new
town to continue a succession of bishops. Since,
however, the Church was organized along the
lines of the civil administration, the metro-
politan bishop of Palestine resided at Caesarea
and the bishops of Jerusalem came under his
jurisdiction. The Christian community was
small and was content to use as its church one
of the houses on Mount Sion, then a suburb
outside the walls. With the conversion of Con-
stantine the small, provincial garrison town
suddenly regained its ancient name and re-
ceived lavish imperial patronage. Constantine
made Jerusalem the Holy City of the Christians.
At the Council of Nicaea in 325 Bishop Macarius
ofJerusalem aroused the interest of the Augusta
Helena in the neglected sites associated by
tradition with the last days of Christ. Her
journey to the Holy Land was rewarded by the
discovery of sacred relics, including the True
Cross and the Instruments of the Passion

discoveries accepted without public question
and evidently meeting the need for tangible
objects of devotion - and she in her turn became
a great benefactress. The large basilica of the
Holy Sepulchre was built east of the rotunda of
the Resurrection and decorated with marble,
gold, and mosaics. More churches, monasteries,
hospitals, and pilgrim caravansaray rapidly
sprang up, and by the middle of the fourth cen-

tury Jerusalem had become the only purely
Christian city throughout the whole of Pales-
tine.l

Events in the fifth century only intensified
the Christian character of the city. During the
religious controversies the monks in the neigh-
bourhood were for the most part Monophysite
in sympathy, but the Bishops of Jerusalem
tended to remain orthodox. Juvenal, Bishop of
Jerusalem, was at first inclined to heresy, but
his visit to the Council of Chalcedon in 451 re-
claimed him for orthodoxy, and, no doubt as a
reward, he was later created Patriarch with
authority over his former superior, the Arch-
bishop of Caesarea. Any monastic opposition
was quelled bv imperial troops but the seeds of
dissidence were never destroyed. Eventually
Jew and heretic were to welcome the Persian
and Arab invaders as liberators from the con-
straint of orthodoxy. In spite of these troubles
the city enjoyed prosperity. In addition to the
attraction of pilgrims Jerusalem became a place
of retirement for grand Roman ladies and for
courtiers no longer in favour at Constantinople.
After her dismissal from the court in 438 the
Empress Eudocia, wife of Theodosius Il, made
her home in Jerusalem. She enlarged the city
walls and built a church in honour of St
Stephen and a palace near the church of the
Holy Sepulchre. In all these undertakings no
expense was spared, and it has been estimated
that the Empress spent more than halfa million
pounds of gold on improving the amenities of
the city. In the sixth century Justinian rebuilt
the churches of St Thomas and St George
which had been burnt down in the outskirts of
Jerusalem during a Samaritan revolt, the
church of the Nativity at Bethlehem some time
after 560, and erected in Jerusalem itself a new
church, the Nea, in honour of the Mother of
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God. This was the last stage in the aggrandise-
ment of early Christian Jerusalem.-

In 614 the Persians, accompanied by Jewish
auxiliaries, occupied and plundered the citv.
All the churches in the neighbourhood and
most of those within the walls were destroyed.
The Patriarch, the survivors of the massacre,
and the relic of the True Cross were carried oft
into Persia and the city was given to the Jews.
The Christian priest Modestus eventuallv
gained control of the administration and a
modest attempt was made to rebuild some of
the churches. After the Emperor Heraclius's
final victory over the Persians the Patriarch, the
Christian prisoners, and the relic of the True
Cross returned to Jerusalem in 621 but the
Byzantine glories of the city were never to be
repeated. Within a few years Islam was trium-
phant in the Near East and in 637 Jerusalem
was captured by the Arabs. Since the Arabs
also claimed the city as holy, the surrender was
peaceful, based on an agreement permitting
freedom of worship between the Patriarch
Sophronius and the Caliph Omar.

Nothing is left today of Early Christian and
Byzantine Jerusalem: the great basilicas of
Constantine and Helena, the pious works of
Eudocia, of Marcian and Zeno, the great under-
takings of Justinian. Mosaic pavements have
been found in or near Jerusalem but these are
secular rather than religious; the floors of the
church of the Nativity at Bethlehem, which
date probably from the first half of the filth
century, are decorated with an abrupt juxta-
position of geometric and floral motifs. Such
geometric floors with the addition ol animal and
bird panels are common enough in the East
Mediterranean : Greece, the Balkans, the Aegean
islands, Syria, and Palestine all provide ex-
amples. Indeed, mosaic pavements are not verv
satisfactory as evidence for Early Christian art.
No wall mosaics, no frescoes, no sculpture have
survived. All that remains today are groups of
silver flagons and stamped earthenware medal-
lions now in the treasuries of St John the Bap-
tist at Monza and in the monastery of St
Columban at Bobbio, near Piacenza. Local
tradition has it that the flagons at Monza were

a gift from Pope Gregory the Great (590 603)
to Queen Theodelinda (d. 625). Bobbio was not
founded until 614, and it seems probable that
the flagons were a gift from Theodelinda. The
earthenware medallions contained dust from
the Holy Land and were stamped with a varietv
of scenes from the life of Christ and Greek in-
scriptions; they were produced for the pilgrim
market and rate as works of art little more than
a hot cross bun, but it is clear that such style as
they possess may be related to the silv er flagons.
The flagons contained holy oils and were again
intended for the pilgrim market - the blessed
oil was issued at the Holy Places and the pilgrim
suspended the flagon round his neck. The
iconography of the scenes stamped on these
flagons is varied, though understandably with
particular emphasis on scenes connected with
the Holy Places; the style is lively and the

42. The Adoration of the .Magi. Silver flask.
Palestine, late sixth or early seventh century.
Monza, cathedral treasury



58 * EARLY CHRISTIAN AND BYZANTINE ART

43 (above) The Annunciation; (opposite) The Miracle at Cana. Gold medallion. Found in Egypt.
Probably Constantinople, sixth century. Berlin, Ehemals Staatliche Museen
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Greek inscriptions have a certain panache.
Sometimes a single scene will occupy the
greater surface of the flagon: the Virgin and
Child enthroned, adored by the Magi and the
Shepherds [42], in which the taut stillness of the
central figures, enmeshed in wiry pleats of dra-
pery, contrasts with the frenetic agitation of
angels. Magi, and herdsmen; or the Ascension
with Christ enthroned in a mandorla supported
by four angels and the Apostles distributed
symmetrically on either side of the Virgin
below - again the imperial reserve of Christ
contrasts with the flurry of angels, all wings
and swirling drapery, and the agitation of the
Apostles. Sometimes there are two scenes: the
Crucifixion represented by a bearded bust of
Christ resting on the top of a cross, either plain
or gnarled, which is erected between the cruci-
fied thieves; and below the Holy Women
approaching the Sepulchre and the angel wait-

ing to greet them. Sometimes seven scenes in
roundels disposed about a central medallion
present those moments in the life of Christ
which have particular bearing on the pilgrim's
intention to see and touch the landmarks of
epiphany. It is probable that some of the icono-
graphical details on these flagons represent local
taste, but the main themes and the style of the
main themes equally probably reflect metro-
politan fashion in metalwork at Constantinople.
From the time of Constantine onwards there
was a constant stream of precious offerings
from the metropolis to the Holy Places, and
Justinian sent a team of master craftsmen to
work in Jerusalem. From the sixth century on-
wards religious subjects begin to appear on
imperial commemorative medallions in gold
(43]. After a treaty with the Persians in 562
Constantinople held the monopoly for gold
coinage in the eastern .Mediterranean. Although
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there is evidence for provincial working of gold
in Isauria and Cilicia about this time, the models
undoubtedly came from Constantinople. All
the historical evidence emphasizes the impor-
tance of the imperial impetus from Constan-
tinople to Jerusalem, and in no sense can the
latter be regarded as a style-creative city.4
Among the relics and reliquaries placed under
the altar of the Sancta Sanctorum in the Lateran
at Rome a small painted wooden box is again an
example of a pilgrim’s souvenir. The box con-
tained earth from the Holy Land in which were
set small stones and scraps of cloth and wood,
many of them labelled 'from the life-giving
place of the Resurrection’, 'from Sion', 'from
the Mount of Olives’, 'from Bethlehem’. The
cover [44] is painted with scenes from the life
of Christ most particularly connected with the
Holy Places: the Nativity at Bethlehem; the
Baptism in the Jordan; the Crucifixion on Gol-
gotha - note that Christ is wearing the colobium,
the long tunic which appears to be Syro-
Palestinian in origin and, unlike the ampullae,
is represented crucified in person between the
two thieves; the Maries at the Sepulchre,
which seems to follow the descriptions of sixth-
century pilgrims in Breviarum de Hierosolyma
and the Itinerarium Antonini, where it is related
that the tomb was surrounded by a grille and
covered with a conical roof which presumably
was supported by columns behind which is the

dome of Constantine’s church of the Resurrec-
tion; and finally the Ascension from the Mount
of Olives. Since the churches were destroyed
by the Persians in 614 and we know that Modes-
tus when he began to rebuild could not emulate
the patronage of the Caesars, it is arguable that
the box dates from before the sack. In any case
the style should be compared with that of the
miniatures in the Rabbuia Gospels, a Peshitta
version completed in the monastery of St John
at Zagba in northern Mesopotamia by 586 [45].
Although there are differences in iconographie
detail - note, however, that Christ is wearing
the colobium and is crucified in person - there
are some remarkable stylistic similarities in the
treatment of form and drapery. Both are pro-
vincial, monastic versions of some superior
model. The paintings on the box are certainly
cruder than the Rabbuia miniatures, but a date
in the late sixth or early seventh century seems
not unreasonable for the pilgrim’s souvenir. It
is not necessary to infer that the Gospels and
the box came from the same model; it is evident
from the scene of the Ascension [46] in the
Rabbuia Gospels that the prototype was quite
different: Christ is standing, not sitting, in the
mandorla which is supported by the apoca-
lyptic beasts as well as angels, the angels admon-
ishing the Apostles on earth are missing on the
box, and the whole scheme is more ambitious
and elaborate. It is equally clear that great works

44. Scenes from the life of Christ.

Painted wooden box containing pilgrims’ mementoes
of the Holy Land.

Palestine, late sixth or early seventh century.

Rome, Vatican, Museo Sacro Cristiano
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45. 1 he Crucifixion. From the Rabbuia Gospels, MS. Plut, i, 56, fol. 13a, completed at Zagba, c. 586.

Florence, Biblioteca Laurenliana

of art were not to be expected from the further
reaches of the Empire.5

In the eyes of the Greeks and the Romans
Jerusalem had never been a city of great im-
portance. After Rome the principal cities were

Antioch and Alexandria; to these cities the
Apostles were quick to take the Gospel, and
Eusebius of Caesarea was later to give a glow-
ing account of the spread of Christianity in the
hellenistic capitals of Syria and Egypt. Antioch
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46. The Ascension.
From the Rabbuia Gospels, fol. 13b

was soon almost the headquarters ofearly Chris-
tianity. St Luke was traditionall} a native. St
Paul and St Barnabas used Antioch as a base
for their missions in the course of which Chris-
tianity began to free itself from Judaism and

sprang to the conquest of the world. In the
fourth and fifth centuries Antioch was more the
capital of the Near East than Constantinople,
the favourite city of Constantius II, the seat ot
the 'Count of the East' and of the commander-
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in-chief of the troops of the eastern prefecture.
It was, nevertheless, dangerously open to Per-
sian attack. It had fallen to Shapur | in 260 and
was later to be occupied and sacked by Khusrau
Il in 538-40. The remnant left by this calamity
was again occupied in 611, and finally in 636 the
Arabs seized the city.

There is no certain archeological evidence of
any church structure in Syria before 344 and
this does not refer to Antioch. The great octag-
onal church at Antioch begun by Constantine
in 326 or 327 near the imperial palace and com-
pleted in 341 under Constantius Il is believed
to have been one of the most important build-
ings of the time. Dedicated to Harmony, con-
structed with a narthex, an ambulatory, and
exedrae on two levels, the church appears to
have been a 'blueprint' for those of St Sergius
and St Bacchus at Constantinople and S. Vitale
at Ravenna some two hundred years later; but
today even the exact site of the Antiochene
church is unknown. The first translation of
relics mentioned by the historians appears to
be that of St Babylas at Antioch. The Caesar
Gallus (351-4) in an attempt to confound the
cult of Apollo at Daphne built a church there
and translated the body of the saint. The oracle
was to be silenced by the presence of the
martyr. Indeed, when the Emperor Julian con-
sulted the oracle after his accession in 361 he
was told that Babylas was obstructing the
powers of the god, and the body was returned
at once to Antioch. Julian found the Christian
cult for relics particularly repellent and often
referred astringently to their 'charnel-houses’.
Shortly afterwards, however, the temple of
Apollo was burnt down and, of course, the
Christians were held responsible. Eventually a
church was built for St Babylas across the
Orontes, possibly about 379-81, since it is
known that Bishop Miletius of Antioch was
buried there after his death in Constantinople.
On the other hand, if this building is to be identi-
fied with the cruciform church at Kaoussie an
inscription in the north aisle states that the
foundation was in 387 at the time of Bishop
Flavianus, and another inscription refers to a

room added by Bishop Theodotus (420-9).
There was further rebuilding after the earth-
quake of 526. The floor mosaics are exclusively
geometric in pattern. It was, after all, hardly
fitting that the faithful should walk on the
images of Christ and the saints.6

A martyrium at Seleucia, asuburb of Antioch,
possibly the shrine of St Thecla, built by the
Emperor Zeno (479-91), contains a fragment
of a floor mosaic in the north ambulatory which
seems to have belonged to the original con-
struction. The decoration consists of an animal
frieze, two series of animals opposed back to
back, one series facing the walls, the other the
colonnades, moving east towards the chancel.
The presence of trees and shrubs and numer-
ous birds suggests that Paradise was intended,
although the effect is that of a zoological copy-
book containing a wide assortment of birds and
beasts in various postures. The frieze is framed
by an undulating vine-scroll inhabited by birds
following without interruption the curves and
angles of the architecture. The church was
clearly one of the most important in Seleucia,
not only for its size but because of its prominent
position near the colonnaded main street. Some
marble reliefs have also survived, but they are
in a most fragmentary state and of rather poor
quality. They have been claimed to represent
an Old Testament cycle corresponding to three
types of manuscript: an Octateuch, a Book of
Kings, and a Psalter; and a New Testament
cycle - a group of particularly damaged pieces -
among which the scale appears to be twice as
large as that of the Old Testament cycle; groups
of saints of varying sizes mostly standing en
face, a series of archangels, and a Christ Panto-
crator probably much later in date than the rest
which may well be sixth-century.'

Christian finds at Antioch made by respon-
sible authorities have so far been disappointing
and are certainly not enough to establish an
Antiochene Christian style or system of icon-
ography. Nor does the silver hoard said to have
been found by Arab workmen in 1910, if its
authenticity is accepted, advance knowledge
much farther. The 'Great Chalice of Antioch’
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[47), decorated with twelve seated figures, in-
cluding two representations of Christ, the four
Evangelists, and six Apostles set between vine-
scrolls, vases, and birds, has been variously
dated between the fourth and the sixth cen-
turies. Rubbed and damaged, provincial in
execution, lacking any real stylistic definition,
it is perhaps not surprising that there have been
doubts over its date. The silver book-covers,
either with saints in arcades or in pairs holding a
cross [48, 49], are equally crude in execution.
They are worked in a late classical idiom show-
ing even sign of exhaustion, and date probabh
from the late sixth or early seventh century. A
plain cross with Greek inscriptions and a plain
chalice also with a Greek inscription complete
the hoard.

Mosaicists from Antioch may conceivabh
have been responsible for the floor in a church
at Mopsuestia, near Adana in the Cilician plain.
It has been claimed that the church dates from
the time of Bishop Theodore (392-428), but
other scholars have considered the dating at
least a hall century too early. The floor is im-
portant because, in spite of the apparent reluc-

47. The Chalice of Antioch.
Silver-gilt. Late sixth or early seventh century.
New York, Metropolitan Museum

48. A Saint. Silver book-cover. Found in the region of Antioch. Late sixth or early seventh century.

Sew York, Metropolitan Museum

49. A Saint holding a cross. Silver book-cover. Found in the region ot Antioch.
Late sixth or early seventh century. New York, Metropolitan Museum
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50. Scene troni the life of Samson.
Floor mosaic. Second half of the fifth century (?).
Alisis-Mopsuestia, church

tance elsewhere to place sacred subjects under
the feet of the faithful, here is a complete cycle
of scenes from the life of Samson [50] and a
representation of Noah's Ark with animals but
no human figures. There is an inscription refer-
ring to the story of Samson. Two other parts of
the floor were decorated with more usual orna-
mental motifs, some including leaves, flowers,
fruit, and birds. The style of these mosaics
appears to be in the common artistic language
of the time and from the evidence to hand there
is nothing specifically Antiochene in their
accent.9

In the numerous churches which have been
discovered in Syria, Palestine, and Transjordan
mosaic floors tend to be secular in tone. Isolated
figures of animals and birds in a geometric
framework are fairly common in the fifth cen-
tury; they occur in several churches at Gerasa,
for example the church of the Prophets,
Apostles, and Martyrs (464-5), the church of
Procopius (526), and that of St George (529-
30). But at Tabgha on the Sea of Galilee the
church of the Multiplication of the Loaves and
Fishes contains a mosaic floor with a Nilotic
landscape in the left and right transepts, dating
from the second half of the fifth century, which
would seem more suitable for a house than a
church, unless the idea behind it was similar to
that of the martyrium of Seleucia, where the
decoration may refer to Paradise. On the other
hand, the mosaic floor in St John the Baptist
(531) at Gerasa presents a Nilotic landscape
with the addition of a city labelled Alexandria
and coupled with representations of the months
and the seasons. St Peter and St Paul, probably
about the same date, has an abbreviated version
of the same programme but with two views ot
cities labelled Alexandria and Memphis. Geo-
graphy makes its appearance about the same
time in the basilica of Dumetios at Nikopolis in
Greece. A panel in the northern wing of the

church depicts the earth, represented by trees
and birds, surrounded by the sea, a broad frame
of water inhabited by numerous fish and two
fishermen. The inscription reads:

Here you see the famous and boundless
ocean

Containing in its midst the earth

Bearing in the skilful images of art every-
thing that breathes and creeps.

The foundation of Dumetios, the great-
hearted arch-priest.

The mosaic is actually a diagram of the world
in which the landscape and the fishing scenes
play the role of symbols. These maps seem to
have been particularly popular in Palestine. At
Haditha a mosaic floor has a Nilotic landscape
with a city view labelled 'Egypt', while another
inscription in the central field proves that the
context is Christian. Similar scenes on pave-
ments occur at Ma'in, el-Muhayet, and above
all at Madaba, which provides a detailed map
of Palestine, parts of Egypt, and originally per-
haps other parts of the inhabited world.10

In addition to these Nilotic scenes and maps,
other elements of cosmography occur: the sun
and the moon, the months, the seasons, and
sometimes hunting and vintage scenes. These
are really nothing more than life on the open
range - ‘scenes de latifundia - commemorating
the pastoral and agricultural pursuits of the
time, also common in North Africa, but scholars
have tried to explain the choice of subject by a
specific religious reason even though the design
is secular. The Madaba map with its numerous
scriptural references has been connected with
the cult of Moses on Mount Nebo near by. It
has been rather implausibly suggested that the
presence of Egypt may have something to do
with ecclesiastical politics of the time. It seems
more likely that the presence of craftsmen who
had been trained to do certain types of floor
decoration originating no doubt in Egypt was
responsible for such schemes. The house-
church tradition died hard in Near Eastern
ecclesiastical decoration. Nevertheless, it has
been argued that the programmes seem to show
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a concern with the facts of the physical universe
in a way not displayed by Christianity at any
previous stage. It has been pointed out that a
Syriac hymn of the seventh century describes
the sixth-century church of Hagia Sophia at
Edessa in terms partly symbolic of the cosmos,
and reflects the teaching of the mystic known
to us as Pseudo-Dionysius, who identified the
church building with the cosmos. Moreover,
this development of mosaic decoration co-
incides with the lifetime of Cosmas Indico-
pleustes, who for the first time attempted to
create a complete and systematic cosmography
on a purely Christian basis. There seems, it has
been concluded, that there was in the sixth cen-
tury a strong desire to bring the physical world
within the confines of the church. This may in
certain instances be so. But the mosaic floor in
tfte monastery of the Lady Mary at Beth-Shean,
about 567, presents avine trellis framing various
pastoral occupations and including a Negro
leading a camel which seem to be merely carry-
ing on a tradition of representing aspects of
rural life so popular in North Africa and, no
doubt, throughout the Mediterranean area,
without any wider mystical or cosmographical
connotations.ll

The mosaics at Antioch, although disappoint-
ing from an Early Christian point of view, at
least give some idea of the secular taste of the
city ranging from the first century a.da. until the
Persian sack of 540. Not so at Alexandria. The
greatest city of the hellenistic world still remains
an enigma. A large part of the Ptolemaic city,
including the palace, is submerged in the
Mediterranean Sea and the remainder is buried
deep below the modern town. Some of the
surviving evidence suggests that the hellenistic
style degenerated more quickly than at Antioch,
but we have no evidence at all of Early Christian
art in the Egyptian metropolis. And yet we
know that in the third century the patriarchate
of Alexandria was one of the most highly
organized in the Church and the city was per-
haps the leading centre of Christian thought.
Since St Mark was supposed to have been
buried there, there must have been an impor-
tant martyrium in his honour. In 391 the Patri-

arch Theophilus destroyed the Serapeum in
which was housed the famous "Daughter' Lib-
rary and on the site erected an octagonal church
dedicated to St John the Baptist and a convent.
Nothing has survived. Although the Emperor
Arcadius (395-408) enlarged the great church
of St Menas in the Mariut, begun under Jovian
(363-4) and substantially completed before the
death of Valentinian in 375, the period ofgrowth
and development in that area came to an end
with the close of the fifth century. The surviv-
ing material presents a decided, if decadent
classical style. The reliefof St Menas [51] from
the associated monastery of St Theda at Enna-
ton, near Alexandria, is possibly a copy ofthat
in the present shrine. The style appears to be
contemporary with that of the church of Theo-
philus, built under the patronage of the Em-
peror Arcadius and consecrated about the first
decade of the fifth century. In treatment of

51. St Menas. Marble.

From the monastery of St Thecla at Ennaton,
near Alexandria. Early fifth century.
Alexandria, Greco-Roman Museum

form and drapery the sculpture echoes work
done at Constantinople at just about the same
time. A carved wooden lintel from the church of
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52 and 53. The Entry into Jerusalem and the Ascension. Details from a wooden lintel from the
church ofal-Mo’allaga, Old Cairo. Late fourth or early fifth century (?). Cairo, Coptic Museum

al-Mo'allaga in Cairo, dating possibly from the  Entry into Jerusalem and the Ascension [52, 53]
late fourth or early fifth century (some scholars  and isaccompanied by a Greek inscription quot-
would prefer a date in the sixth century), may ing the text of a hymn which refers to Christ
also reflect Early Christian style at Alexandria. as all Divinity and the Virgin as dsofujzcop
The lintel is carved with representations of the  rather than qsotokoz. There was also a date,
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always difficult to read, and now replaced by a
modern restoration. Since there is no reference
to the two natures of Christ and the inscription
is in Greek and not Coptic, it is just arguable
that the lintel must date before the Council of
Chalcedon in 451, when the Alexandrian
Church became Monophysite, but the use of
the word Oeofujuop might imply a date before
the Council of Ephesus in 431, when the Virgin
was formally declared Qeotskoc. The hymn on
the lintel appears to reflect Athanasian teaching,
either after the Council of Nicaea in 325 or after
the first three discourses of Athanasius promul-
gated in either 335 or 356. The iconography of
the scenes is certainly peculiar. The Entry into
Jerusalem does not correspond with the text of
the canonical Gospels and takes place inside
rather than outside the walls of the city. The
dancing woman is the 'daughter of Sion' salut-
ing her King in exultation (John xii: 15). Christ
is beardless and without a halo. In the Ascen-
sion Christ, again beardless, enthroned within
a mandorla supported by angels, accompanied
by two symbols of the Evangelists, is separated
from the Virgin by curtains, which suggests the
influence of imperial iconography. On the left
stands the Virgin; on either side twelve spec-
tators, including two bearded men with a cross,
engrossed in the scene, and two beardless men
with a book turning away and appearing to
comment on the scene to the remainder. The
style is similar to that of an ivory comb found
at Antinoé, Upper Egypt, carved with repre-
sentations of the Healing of the Blind Man and
the Raising of Lazarus, and on the other side
angels holding a garland which frames a rider
saint [54]. Both echo the declining standards of
a classical tradition remote from metropolitan
impulses. If Alexandria contributed at all to the
artistic heritage of which Constantinople, after
the collapse of Rome in the fifth century, was to
become the principal guardian, it is arguable
that her role as a metropolis of creative Chris-
tian art had been played out long before the fifth
century.12

Certainly an appreciation of that role is not
advanced by the vestiges of wall-painting
which have survived. The frescoes in the cata-

comb of Karmuz in Alexandria, discovered
about the middle of the last century and now
ruined, are obscurely reflected in watercolour
copies which give the sketchiest impression of
the original and are, indeed, difficult to date.
Those in the underground church at Deir Abu
Hennis at Antinoé also survive fragmentary in
copies and, while it is possible to identify some
of the scenes from the infancy of Christ and
John the Baptist and some of Christ’s miracles,
again they are difficult to date - probably not
before the sixth century. Nor are they neces-

54 (a) Christ on the donkey or a rider saint;
(b) The Raising of Lazarus

and the Healing of the Blind Man.

Ivory comb. Found at Antinoé. Fifth century.
Cairo, Coptic Museum
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55. The Ascension. Wall-painting from the monastery of Apollo at Bawit.
Probably second half of the sixth century. Cairo. Coptic Mustum

sarily a pointer to an Alexandrian style. The
necropolis of al-Bagawat in the Kharga Oasis
in Lpper Egy pt is a Late Roman and Byzantine
cemetery ofthe type already well known in Italy
- in particular, the Isola Sacra near Ostia. The
wall-paintings date from well within the fifth
century. The scenes tend to be related to the
commendatio animae, as in Western cemeteries,
but they have also been related to the Jewish
element in Christian conversion and to the cult
of the Holy Places. The paintings in one chapel
provide an extended cycle of Old Testament
scenes, rough grist to the mill of iconographie
speculation, chosen rather casually and sited at
random in a tangle of vine-scrolls; apocryphal
themes, with the martyrdoms of Thecla, disciple
ol St Paul, and Isaiah, are thrown in. The style
ot these paintings is utterly crude and provin-
cial. Items of Early Christian iconography have

merely been noted in the dregs of late antique
imagery: even the hellenistic personifications
ol Peace, Justice, and Prayer have been tran-
scribed in the idiom of a barely educated
peasant. It must be remembered that even
Alexandria in the fourth and fifth centuries was
at the mercy of formidable communities of
Coptic monks, who occasionally made raids on
civilization much as the Bedouin were to do
later. These monks had some knowledge of
theology, and were prepared to decorate their
monasteries in a rather haphazard fashion, but
they were opposed to hellenistic culture in its
higher sense. At the same time, the heathen
cults, debased and decadent though they were,
lingered on in Egypt: pockets of paganism sur-
vived until well after the Arab Conquest. The
frescoes in the chapels of the monastery of
Apollo at Bawit in Upper Egypt [55], because
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of the type of basket capital employed in the
buildings, cannot date from before the middle
of the sixth century, and may conceivably be
anything up to a hundred years later. The style
reflects metropolitan traditions at Constan-
tinople - they key to which is given by the
mosaics and icons in St Catherine’s monastery
on Mount Sinai [75, 76, 85] dating from the
middle to the second half of the sixth century,
mosaics in Rome and Salonika [125, 141]
dating from the sixth and seventh centuries, and

these metropolitan influences. Of course, by
the late sixth and seventh centuries the inscrip-
tions in these Egyptian monasteries are in Cop-
tic and there were local interests in particular
saints, but there can be no doubt that behind the
idiosyncrasy of provincial piety the germinal
centre was Constantinople.13

With the historical background in mind and
with such evidence as there is, it may perhaps
be wondered whether indeed the famous Cot-
ton Genesis [26] is of Alexandrian origin. Most

56. Saints. Wall-painting from the monastery of St Jeremias at Saqqgara. Late sixth or seventh century.

Cairo, Coptic Museum

the mosaic of the Virgin and Child between
angels in the little church at Kiti on Cyprus [71]
dating probably from the seventh century. The
frescoes from the monastery of Jeremias at
Saqqgara [56] are an even paler reflection of

scholars have assumed this to be the case and
have dated the manuscript to the early fifth cen-
tury, but since the fire of 1731 the codex has
been almost totally ruined; the majority of the
miniatures are so damaged as to be valueless
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57. Fragments from the Alexandrian World Chronicle.
Variously dated between the fifth and seventh centuries. Moscow, .Municipal .Museum oj Fine Art

from a stylistic point of view. Originally the inagood late antique tradition. This or asimilar
codex must have been a luxurious production codex must have been held in high repute in the
decorated with two hundred and fifty - some .Middle Ages, since it has been proved that the
say more than three hundred - miniatures in  mosaicists at S. Marco in Venice used it as a
delicate colours picked out in gold and painted  model for their Genesis cycle in the vestibule.
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In Cotton's day there was a tradition that the
codex had been brought to England by Greek
bishops from Philippi and presented to Henry
V1Il. Queen Elizabeth gave the manuscript to
her Greek tutor, Sir John Fortescue, who in
turn gave it to Sir Robert Cotton. Attempts
have been made to compare the surviving frag-
ments with papyri found in Egypt, with the
Alexandrian World Chronicle, which has been
variously dated between the fifth and the
seventh centuries [57] and is utterly provincial
in style, with ivory carvings not necessarily
made in Egypt, and indeed with textiles found
in Egypt, but none of the arguments is over-
whelming. The origin of the Cotton Genesis
still remains in doubt and the manuscript is
certainly no guide to a hypothetical Alexandrian
style. The close affinity pointed out by some
with the mosaics of S. Pudenziana and S. Maria
Maggiore at Rome in an attempt to narrow the
date brackets is not without its irony.|4

North Africa provides another sequence of
splendid secular mosaics ranging from the sec-
ond century a.d. until the Arab Conquest, but
purely Christian subjects are rare and by the
time they appear standards have plunged down-
hill. Thus, the mosaic showing Daniel between
the lions in the museum at Sfax, dating prob-
ably from the sixth or seventh century, is little
more than folk art with naive charm, but it is
claimed to have been executed with greater care
than most African Early Christian mosaics. A
number of tomb mosaics have been found at
Tabarka; their dating is controversial, but none
seems to be earlier than the fifth century. The
dead are represented in the merest shorthand
ofstyle, crude pictographs of faith with flattened
anonymous forms outlined uncertainly. The
tomb mosaic of the deacon Crescentinus pre-
sents horsemen, various birds, and one tree and
odd sprays of leaves of which the Christian
significance is difficult to interpret; nor does
the inscription with its reference to angels and
martyrs help elucidation. Hunting scenes, and
crude enough they are, turn up in quite a num-
ber of Christian buildings at Carthage in the
sixth century, after the Byzantine reconquest.
At Oued Ramel a pavement in a Christian struc-

ture commemorated various stages in building
and is related to the genre scenes so familiar in
the secular mosaics. Although there is evidence
of a revival after the Byzantine reconquest
some of the pagan silver is handsome in a heavy,
coarse way - Carthage was too remote to enjoy
to the full benefits of any renascence under Jus-
tinian and was spared little enough time,
indeed, to take advantage of it. The Justinianic
mosaics of Cyrenaica vary considerably in
guality but appear to be the work of master
craftsmen, imported possibly from Syria, and
of local assistants. The repertory is a curiously
haphazard collection of motifs, of which sur-
prisingly few are Christian in content. The
mosaics in the church at Qasr el Lebia, c. 53¢,
for example, contain Nilotic scenes, figures of
birds, beasts, and fish, a naked satyr, a view of a
city inscribed Polis Nea Theodorias, and per-
sonifications of Foundation, Renewal, and
Adornment. All three could have been repre-
sented in a church, alaw-court, or a public bath.
Before long the desert, whether in the form of
Arabs or as sand from the Sahara, engulfed the
once prosperous cities of North Africa.l5

There was, then, almost throughout the
Roman Empire a decline: decline of cities, de-
cline of population, decline of morale, decline
of art. The West was subjected to relentless
waves of barbarians for some five hundred years
and was harassed by Islam from the seventh to
the eleventh centuries. The eastern half of the
Empire managed to survive because it pos-
sessed greater economic resources; it was able
to raise large armies from its own subjects and
could if necessary pay large sums of blackmail
to buy off the barbarian onslaught. But one of
the chief causes of the stability of the Eastern
Empire was the siting and impregnability of its
capital.l6

After the Peace of the Church had been
settled in 312-13 Constantine was still far from
being master of the Empire. This uneasy situa-
tion dragged on until 324, when he decided to
attack his co-Emperor Licinius. His troops
went into battle preceded by the labarum bear-
ing the monogram of Christ, while those of
Licinius still carried the emblems of the old
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gods. Licinius was defeated at Chrysopolis on
the Asiatic shore and the little town of Byzan-
tium was won after a naval battle in the straits.
After some deliberation, during which the
potentiality of Nicomedia was weighed in the
balance, Constantine decided to found a new
city on Byzantium as a memorial of the final

58. Constantinople, general view

victory which had given to him, God's friend,
dominion over the world. As a matter of course
the new city was dedicated to the new faith, and
there is no reason to doubt Eusebius’s assertion
that it was never sullied by pagan worship.
Although Constantinople was given the official
title 'Roma Secunda' it did not share the con-
stitutional position of Rome, and for some time
the city was no more than an imperial residence
like Trier, Sardica, or Nicomedia. It seems to
have been Constantine's intention, however, for
the city to become the normal residence of the
Emperor in the eastern parts of his dominion,
and no time was lost nor expense spared to make
it the permanent seat of government.!

The site was superb [58]. Set on a triangular
peninsula at the junction of many waters, both
sweet and salt, Constantinople was to become

the most beautiful, the most secure, and the
most prosperous of cities. The consecration
took place in 325, the position of the land walls
was marked out personally by the Emperor, and
the Empire was ransacked for columns, marble,
sculpture, and treasure of all kinds to adorn the
city. Gifts of land and housing concessions

were made liberally to attract citizens. Some of
the more prominent positions were reserved for
Christian emblems, and among the churches
two were dedicated to Holy Wisdom and Holy
Peace. When the city was dedicated on 11 May
330 a bronze statue of Apollo, whose head had
been replaced by that of Constantine encircled
by the rays of the sun - the rays being the nails
which had pierced Christ - was placed in posi-
tion on a huge porphyry column in the Forum of
Constantine. At the base of this column were
buried the relics of saints, crumbs from the
bread with which Christ had fed the five thou-
sand, the crosses of the thieves, the alabaster
box of ointment, the adze with which Noah had
built the ark, the rock from which water sprang
when touched by the rod of Moses, and the
palladium which Aeneas had taken from Troy
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to Italy. An inscription on the base read: KO
Christ, Ruler and Master of the World, to You
now | dedicate this subject City, and these
sceptres, and the Might of Rome, Protector,
save her from all harm.'8

The main layout of the city built by Constan-
tine was to remain the same throughout Byzan-
tine history. The walls were extended in a huge
triple line [59] in the reign of Theodosius II,
and they stand today, reaching from coast to
coast in splendid ruin. On the other hand, the
details of the city have changed considerably.

59. Constantinople, the walls of Theodosius 11 (408-50)

So determined was Constantine to complete his
work that many of the buildings were shoddily
constructed and soon needed repair. Frequent
earthquakes and fires took their toll; the most
serious fire occurred at the time of the Xika
riots in 532, when more than half the city was
burnt to the ground. Today, of Constantine’s
city nothing but foundations remains. A frag-
ment ofa porphyry sarcophagus, decorated with
Erotes and garlands, is all that survives of what
is thought to be the founder's tomb.19

Very little remains even of Theodosian Con-
stantinople: the great marble base of an obelisk
in the Hippodrome with its representations of
the Augusti in the imperial box, grave, stiffly
seated, surrounded by bearded patricians and
long-haired warriors, receiving the tribute of
the provinces; the head of the Emperor Arca-
dius from the Forum Tauri, wistful but wide-
eyed beneath the imperial diadem, the son of
the Emperor Theodosius who had decreed in
385 that ‘it is not fitting to discuss the princely

judgement, for it is equal to sacrilege to doubt
if that man is worthy whom the Prince has
chosen'; the Sariglizel sarcophagus [33] found
near Fenari Isa Djami, with magnificent angels
bearing the monogram of Christ, carved in a
full hellenistic tradition quite different from
the modish conceptualism of the imperial
image; and some marble jetsam now in the
Archaeological Museum at Istanbul. The jet-
sam ranges from columns and capitals to frag-
ments of reliefs depicting Christ between two
Apostles or the Delivery of the Law. From the

best of these reliefs (and there is considerable
variety of style) certain mutations may be de-
tected through the screen of conscious classi-
cism. The deliberate preservation of classical
traditions is firmly stated on the Sariguizel sar-
cophagus, but the slow change of this tradition
may be seen in both official and religious reliefs.
The drapery slides in spare folds over the soft,
rounded forms, postures are in measured
rhythms, and there is always evident a feeling
for texture and a sense of space. Even in a frieze
of lambs, formerly on the architrave over the
entrance to the outer hall of Hagia Sophia re-
built after the fire of 404, this sense of space,
measured rhythms, and tactile values is present.
As far as we may judge from the surviving frag-
ments there was in the Theodosian period a
cult for refined elegance, typified by the stressed
youth of the Augusti, their imperial gestures
seized, as it were, in agolden web, the prosperity
of the Empire, the indefinable mystique of the
Sacred Presence secure in the wisdom of coun-
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sellors and the might of the army. The cult is
epitomized, indeed, in the great silver dish
chased with the representations of Theodosius
I, Yalentinian II, and Arcadius [60], issued to
celebrate the Decennalia in 388. Before an ele-
gant screen like a stage property the figures of
the Sacred Family, wearing the diadems and
fibulae of imperial majesty, Theodosius him-
self haloed like a god, lean forward from their
thrones, almost suspended in space, to strike
awe into the mind of the spectator, to command
peace by the force of their army, of which

representatives stand caught also in the web of
eternal youth, and to foster Abundance, who
reclines with indolent assurance at the feet of
the Sacred Presence. Although the Theodosian
house was devout and orthodox Christian, there
is no trace of Christian symbolism. The Em-
peror Theodosius is handing a diploma to an
official, and, albeit seated, towers in stature over
subject, co-Caesar, and guard. The scene is,
then, an epiphany, the Sacred Presence made
manifest, and an icon, an image to be adored in
loco niaiestatis. Byzantine art begins here.20

60. Theodosius I, Yalentinian Il, and Arcadius. Silver dish issued to commemorate the Decennalia in 388.

Madrid, Academia de la Historia



CHAPTER 4

EARLY CHRISTIAN ART:

THE SYNTHESIS OF THE SECULAR AND THE RELIGIOUS

The integration of Christian imagery and offi-
cial iconography was a slow and intermittent
process. The Emperor and the imperial admin-
istration had only to state that he was Vicar of
God for the elaborate ritual enacted before the
imperial image to be, so to speak, baptized. The

IMAGE

imperial portrait, the lauraton, represented the
Emperor by proxy and received the same hon-
ours, lights, incense, and proskynesis as if the
Emperor were there in person. An insult to the
lauraton was an insult to the Emperor. The
lauraton was not thought of as an idol and the

61. Constantius Il. Silver dish. Found at Kertch. Mid fourth century. Leningrad, Hermitage
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Church tolerated its veneration even when the
worship of religious images was troubling the
consciences of the faithful. For a long time
official issues of ivory diptychs, silver plate, and
consular medallions were wholly secular in tone.
There were, however, exceptions. From the
time of Constantine the Great coins might bear
the Christian labarum or the Chi-Rho mono-
gram. The great silver dish, found at Kertch,
with a representation of Constantius 1l (337

61) acclaimed by a Victory [61] reveals also a
soldier carrying a shield marked with a Chi-
Rho monogram. If the attribution is correct,
the same Emperor is depicted on the Roths-
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child cameo wearing a diadem inset with a
Christian monogram [62]. Both objects pre-
sumably date from the middle of the fourth
century. On the diptych of Probus, issued prob-
ably at Rome in 406, the Emperor Honorius is
represented as a general holding the labarum, a
rectangular banner inscribed with the words
‘In nomine Christi vincas semper' and sur-
mounted by a Chi-Rho monogram. The orb
held by the Emperor does not yet bear a cross
but supports a Victory carrying both palm and
wreath. About 420 a gold consular solidus was
struck at Constantinople with an indifferent
portrait of Theodosius Il but, on the reverse.

62. Constantius Il and his Empress. Chalcedony. Constantinople, c. 335. Pans. Musée du L uire
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for the first time, a Victory holding a large cross.
This formula was greatly approved of. Indeed,
when Justin 1l (565-78) substituted the per-
sonification of Constantinople for the cross and
Victory the people complained, and a conveni-
ent vision came to Tiberius Il (578-82) to the

63. The Empress Ariadne.
Ivory panel of an imperial diptych. Constantinople,
early sixth century. Florence, Museo Nazionale

effect that the cross should be reinstated. The
new formula proved to be a cross potent raised
on steps with the legend 'Victoria Augustorum’;
the type of cross was probably inspired by the
monumental cross set up by Constantine | in
the Forum of Constantine and for long deeply
venerated. It was to be the one image which did
not arouse the fury of the Iconoclasts.1

On Basil's diptych, issued at Rome in 480,
the consul is revealed in debased style holding
a sceptre surmounted by a cross. Of the six di-
ptychs issued for Areobindus at Constantinople
in 506 only one bears a Christian emblem - a
small cross - between two sizeable horns of
plenty with a large basket of fruit placed below.
Abbundantia dwarfs the symbol of salvation.
In Clementinus's diptych - again at Constan-
tinople but some years later, in 513 - the cross
appears for the first time on these official issues
in an exalted position between, but on the same
level as, the busts of the Emperor Anastasius
and the Empress Ariadne above the tabula
ansata which bears the consul's name. Once
this formula had appeared its use was by no
means constant. When Flavius Anastasius be-
came consul in 517, his diptych reverted to the
usual type, with one small difference on one
leaf by which it appears that banners with
crosses were borne in the processions at the
Hippodrome. In the two superb ivory reliefs,
dating probably from the early sixth century,
which reveal so clearly the attitude of the time
towards the imperial image, the Empress
Ariadne [63] is displayed as a cult-image, be-
dizened with jewels and regalia, framed bv an
ornate baldacchino, but this time the imperial
orb is surmounted by a large cross. Justinian’s
diptych of 521 - one of the most beautiful of all
the consular ivory carvings, original and subtle
in design with its four devices of lion’s masks
set in a cradle of leaves - bears two small crosses
in the central medallion and another precedes
the inscription on the tabula ansata ; the crosses,
indeed, are really more part of the inscriptions
than part of the design. It is not until 540, on
the diptych issued by Justin at Constantinople,
that the bust of Christ, bearded, long-haired,
the head and shoulders backed by a cross-
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nimbus [641, appears between the portraits of
Justinian and Theodora. Like the cross on
Clementinus’s diptych, the head of Christ is
placed on the same level as those of the Augusti
but, curiously enough, all three are placed

IMAGE * Hi

below the tabula ansata. Even in the sixth cen-
tury the hierarchy of beings which in later times
was to become so sacrosanct was not yet prop-
erly worked out; it is particularly surprising
that Justinian and Theodora, so meticulous in

64. Consular diptych ofJustin. Ivory. Constantinople, 540. Berlin, Ehemals Staatluhe Museen



82 * EARLY CHRISTIAN AND BYZANTINE ART

65. Justinian (?). lvory leaf of an imperial diptych. Constantinople, 527.
Paris, Aiusée du Louvre
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66. The Raising of Lazarus, and St Jerome, St Augustine, and St Gregory Paintings executed on the interior
of the consular diptych of Boethius (487) in the seventh century. Brescia, Museo Cristiano
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court protocol, should have permitted their
nephew to issue such an oddity. The imperial
diptych which may or may not represent Jus-
tinian as a victorious general (Zeno and Ana-
stasius have also been mooted) is constructed
with a top register [65] on which two angels
support a medallion containing a bust of Christ,

beardless, short-haired, without a halo, and
holding a cross-sceptre. But even imperial di-
ptychs were far from rigid in their iconography.
The upper register might equally well be carved
with two Victories supporting a medallion
which contains a Tyche or some other personi-
fication.2

67. The Virgin and Child enthroned between Angels; Christ enthroned between St Peter and St Paul.
Ivory diptych. Constantinople, mid sixth century. Berlin, Ehemals Staatliche Museen
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In Early Christian times ivory diptychs came
to be used as part of the liturgy, though their
importance was always greater in the East than
in the West. It became customary to write on
the diptychs the names of those, living or dead,
who were particularly illustrious as members of
the Church. There were ‘diptychs of the living'
and 'diptychs of the dead' whose names were
read out during the eucharistie liturgy. The
custom survives today in the commemoration
of the living and the dead in the Canon of the
.Mass. From such diptychs came the first ec-
clesiastical calendars and martyrologies. Occa-
sionally special diptychs were made to contain
only the names of certain bishops. Exclusion
from these lists became a grave ecclesiastical
penalty, and in the fifth, sixth, and seventh cen-
turies at Constantinople the diptychs were the
instrument of a good deal of ecclesiastical
venom. Several of the consular diptychs were
adapted for Christian use. The diptych of
Boethius, issued in Rome in 487, was in the
seventh century painted on the back with por-
traits of St Jerome, St Augustine, and St
Gregory, the Raising of Lazarus [66], and a
commemoratio pro vivis with names. Clemen-
tinus's diptych received on the back in 772 a
Greek prayer ‘for the living' and a reference to
a monastery of St Agatha, patron of Catania.
The diptych of Philoxenus, issued at Constan-
tinople in 525, was inscribed probably in the
ninth century with the text of the Kyrie eleison,
the Gloria in excelsis, and musical notation. But
as we know from the Roman diptychs ol the late
fourth and fifth centuries, there were also ex-
amples with religious intention from the outset.
One of the finest, almost certainly produced at
Constantinople in the middle of the sixth cen-
tury, presents a majestic bearded Christ en-
throned between St Peter and St Paul and the
Virgin and Child enthroned between angels
[67]. This serenely beautiful work is an example
of the renovatio of the arts which occurred dur-
ing the reign of Justinian. Here, indeed, the
consular diptych has been transformed. Before
an architectural setting redolent of the court,
seated on thrones of intricate workmanship,
Christ and the Virgin are displayed as cult-
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68. The Archangel Michael. Leaf ofan ivory diptych.
Constantinople, between 519 and 527.
London, British Museum
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images. Although the treatment of hair and
drapery is detailed and precise, the modelling of
the forms skilled and authoritative, the figures
at the same time have an almost ghostly lack of
weight. It is difficult to believe that either per-
son is sitting on the throne or that the feet are
really resting on the footstool. The diptych is a
vision of theophany, beheld with awe by the
Sun and the Moon peering over the archway,
contemplated in calm rapture by the angels and
the saints. So, too, the leaf of a diptych carved
with a representation of the Archangel Michael
[68], surely from the same workshop at Con-
stantinople, presents another form of vision.
For all the intricacy of architectural detail, the
authority of the Greek inscription, the grasp of
human form, the rich sweeps of drapery, the
beauty of countenance - human and yet divine -
the archangel is not standing in reality. The
heavenly being floats above the steps, sus-
pended before the archway, the divine mes-
senger made manifest to the faithful.3
According to Eusebius of Caesarea painted
icons of Christ, St Peter, and St Paul were wide-
spread in the early fourth century. It is clear
from his reply to the Empress Constantia, who
had asked for a painted image of Christ, that
Eusebius did not approve of such images.
Nevertheless, in certain quarters images be-
came objects of intense personal devotion.
They were carried in processions, were used as
palladia in battle, and were considered at times
of personal crisis to be sources of divine pro-
tection. Some idea of these processions may be
gathered from the illustration over the Priscil-
lian Prologue to the Gospel of St Matthew
executed at the court of Charlemagne in the
early ninth century [69], which is certainly
based on an earlier model. Those images ‘not
made by hands' or those miraculous in other
ways possessed magical properties from the
start, and in certain cases were considered to be
extensions of the personality of Divinity or the
Saints. Obviously an image which was believed
to be a ‘dwelling of the Holy Ghost' was a very
different thing from one that was merely an
instrument of instruction. From early times
there was a considerable body of opinion in the

69. A Procession of Icons showing

the Ancestors of Christ and including
portraits of Abraham, David, and Jechonias.
From the Priscillian Prologue to St Matthew
in the Lorsch Gospels, Batthyaneum, p. 27,
executed at the Court School of Charlemagne.
Early ninth century. AlbaJulia

Church which disapproved of the cult of icons
and the superstitious practices so often attached
to them. Those of the early Fathers who had
spoken in defence of artistic representations
based their case primarily on the value of
images in the education of the faithful. St Greg-
ory of Nyssa, in his eulogy of St Theodore
.Martyr, pointed out that it was not a question of
presenting Divinity directly but of narrating
events in order to edify the soul. Popular
opinion was not nearly so high-minded; objects
of devotion, not instruction, were required by
the laity, particularly the women.4

The portrait of Christ at Edessa, which was
miraculously made for Abgar the Black, King
ot Osrhoene, was accepted by many as the true
image, the Vera Icon, of Christ, bearded, long-
haired, dark, imprinted on a veil, and became
one of the most revered. Its origins are shrouded
in mystery. The image and a letter from Christ
to King Abgar together with a lamp which had
continued to burn for centuries were found
walled up in a niche above the gate of the city in
544 after a dream sent to the Bishop of Edessa
at a time when the city was threatened by the
Persians. By the intervention of the icon the
Persians raised the siege and the city was saved.
Apparently the people of Syria were more de-
voted to the letter from Christ than to the icon.
Other legends refer to this letter, copies of
which tended to be placed over the gates of a
city. In the fifth and sixth centuries copies were
placed not only over city-gates but over doors
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and tombs in Syria, Asia Minor, and Macedo-
nia. There was no attempt to copy the icon in
Syria, but other versions are known, either as
Veronica’s veil or as the Kamouliana, an image
of Christ 'not made by human hands’, which
was translated in 574 from Cappadocia to Con-
stantinople, where it became a palladium of the
city. The icon was probably destroyed during
the Iconoclast Controversy. Another version
was the Keramion, the printing of the head of
Christ on a tile which was removed from Hiero-
polis or Emesa to Constantinople in 968 by the
Emperor Nicephorus Phocas. The Edessa por-
trait, known as the Mandylion, because the
image was printed on a veil, was translated to
Constantinople in 944, and it is probably about
this time that the icon showing King Abgar
holding the veil [188], now on Mount Sinai, was
painted. The Byzantines had little use for the
letter of Christ which accompanied the icon
and paid their respects to the image. In spite of
the preservation of the classical heritage at
Constantinople, it occurred to no one that the
probable source of this venerable image was
the apotropaic Gorgoneia of pagan times which
was constantly placed over a city-gate.5

The icon of the Theotokos Hodegetria was
the object of special veneration at Constantin-
ople. Supposed to have been painted by St
Luke, the image of the Virgin and Child was
sent from Jerusalem in 438 by the Empress
Eudocia to her sister-in-law, the Empress
Pulcheria, who deposited it in a church built
specially within the Great Palace. This tradi-
tion, however, does not reach farther back than
the early-sixth-century historian Theodore
Anagnostes, and his work survives only in ex-
cerpts 'dictated' in the fourteenth century by
Nicephorus Kallistos Xanthopoulos. Neverthe-
less, there are unmistakable references to the
icon in the late twelfth century by Nikolaos
Mesarites and Anthony of Novgorod, and in the
tenth century by Theophanes Continuatus. It
was the firm belief of the faithful that this icon
survived the Iconoclast Controversy, and after
the return to orthodoxy Michael 111 (842-67)
built a church in the Manganes quarter for the
image within a sanctuary for the blind. There

70. The Virgin and Child (Theotokos Hodegetria).
Painted icon. Rome, c. 609. Rome, Pantheon

71 (opposite). The Virgin and Child
between Archangels. Mosaic in the apse.
Second half of the seventh century.

Km, Panagia Angeloktistos

was a miraculous spring or well near by in wkich
the blind used to bathe in the hope of recovering
their sight. For this reason the church was
called that of the Hodegoi, the pointers of the
wav, and the icon the Hodegetria. The Patri-
arch Photius was later to describe the image as
that of 'a virgin mother carrying in her pure
arms, for the common salvation of our kind, the
common Creator reclining as an infant’ and
fondly 'turning her eyes on her begotten Child
in the affection of her heart’. Frequently, how-
ever, the Virgin looks straight ahead with her
hand pointing to the Child, showing the Way,
the Truth, and the Life. The earliest copy of this



type of icon is the Virgin and Child of the Pan-
theon at Rome [70] probably executed when
the former temple was dedicated in 609 by Pope
Boniface IV to Sancta Maria ad Martyres. The
icon has been compared with the seventh-cen-
tury mosaic in the apse of the little church of the
Panagia Angeloktistos (built by the angels) at
Kiti in southern Cyprus. Here the Virgin [71]
is shown full-length between the Archangels
Michael and Gabriel. She is not designated
Hodegetria but Hagia Maria, which is unusual
for this date, on which scholars are by no means
agreed. The mosaic is of singular beauty and
must have been the work of a team from Con-

stantinople, but the dryness of the modelling
and the stiffness of the drapery suggest a date
after the mid sixth century. On the other hand
with reference to another representation of the
Virgin and Child in northern Cyprus it has been
observed that 'the bold schematization of this
composition, the use of large tesserae, even in the
faces, and the highly decorative borders which
enclosed it claim the Lynthrankomi mosaic on
Cyprus for the first half of the sixth century’
(Megaw). The icon, which may once have been
full-length figure, was almost certainly painted
in Rome, but it reflects the classical revival
of the reign of Justinian at Constantinople.
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While the head of the Virgin in its present con-
dition appears to be painted in a rather stylized
manner, that of the Child is executed in a full
hellenistic tradition: soft curls, delicate model-
ling, wide eyes, and gentle expression. Origi-
nally the right hand of each figure was painted
in gold. The gesture of stretching out the right
hand had long been the act of authority for an
Emperor and of salvation for a god : gold, there-
fore, was used to stress the hand which made
the gesture. A second icon of the same type,
also attributed to St Luke, dating probably from
about 640, is now in the sacristy of S. Francesca
Romana. This church was built into the ruins
of the Temple of Venus and Roma and was
known in the Middle Ages as S. Maria Nova to
distinguish it from S. Maria Antiqua, from
which it took over the diaconate. S. Maria
Antiqua had been partially buried under the
collapse of imperial buildings on the Palatine
after the serious earthquake of 847. The icon,
however, is believed to have been transferred
from the old to the new church. Today only
fragments of the heads of the Virgin and Child
[72] have survived and, although it has been
pointed out that their style corresponds to the
earliest full cycle of frescoes in S. Maria Antiqua
dating from the second quarter of the seventh
century, conclusions are difficult to draw from
such vestiges.6

Apart from the hoard placed at the foot of the
column in the Forum of Constantine, the
metropolis was not at first rich in relics. Through
the good offices of Artemius, prefect of Alex-
andria, the relics of St Timothy arrived at Con-
stantinople in 356, and those of St Andrew and
St Luke in 357. Other relics followed. The
whole city turned out to greet them and they
were received with imperial pomp. Two of the
most deeply venerated were relics of the Virgin,
the Protectress of the City: the maphorion and
the girdle. The Emperor Leo | (457-74) and the
Empress Verina built a church by the convent
of Blachernes to house the maphorion and, no
doubt, an icon - the Panagia Blachernitissa
was invented at this time. It is not, however,
until the reign of Leo VI (886-912) that the gold

72. The Virgin and Child (Theotokos Hodegetria).
Painted icon. Rome, c. 640
Rome, V. Maria Nova (S. Francesca Romana)

solidi issued by him provide the formula: the
Virgin Orans, with or without a nimbus, wear-
ing the maphorion over a long-sleeved chiton.
According to one tradition the girdle, enclosed
in areliquary (rjayiaaop6¢), had been deposited
in the Church of the Chalkoprateia near Hagia
Sophia by the Emperor Arcadius (395-408).
In the last years of the ninth century when the
Empress Zoe Zaoutzina, the second wife of Leo
VI, fell ill, the reliquary was opened, the girdle
was taken to the palace, and the Empress was
healed. In the reliquary a document had been
found which stated that Arcadius had placed
the girdle in the soros. The icon, which was, no
doubt, invented for the occasion, was called the
Panagia Hagiasoritissa or the Panagia Chalko-
prateia. The oldest copy of this type is again in
Rome, in S. Maria del Rosario, actually in the
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73. The Virgin

(Panagia Hagiasoritissa or Chalkoprateia).
Painted icon. Rome, late eighth century.
Rome, S. Maria del Rosario

chapter house of the Dominican nuns but set
on a frame which can be turned so that
the public may see it through a window in
the church. The painting was originally in the
Monasterium Tempuli first mentioned in the
early eighth century and it was already famous
in 905, when Pope Sergius Il (904-11) in-
augurated an annual donation of oil to burn in
a lamp in front of it. The Virgin is represented
in three-quarter view [73], head turned towards
the spectator, her hands raised in prayer. The
icon dates probably from the late eighth cen-
tury and is almost certainly Roman work at a
time when images were forbidden in Constan-
tinople. After the Iconoclast Controversy there
are several variants of the type : the Virgin stand-
ing, turning to the left or right, raises her hands
in a gesture of intercession or prayer to the bust
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of Christ depicted in a segment of the sky; or
only the half figure is represented in the same
attitude, praying to Christ or to the Hand of
God emerging from the segment of sky. The
icon of the Theotokos Nikopoia, one of the few
never to have been attributed to St Luke, was
the special palladium of the Byzantine Em-
perors and had its own chapel in the Great
Palace. The tradition for the icon goes back to
the Emperor Maurice (582 602), but it seems
probable that the image now preserved in S.
Marco at Venice, part of crusader loot, is based
on a model dating from some time after the
Iconoclast Controversy. Incidentally, even in
the Emperor Maurice's day there was still a
great hunger for relics in the capital. The Em-
press Constantina, wife ofthe Emperor Maurice,
asked Pope Gregory the Great for the head of
St Paul or some part of his body - ‘caput eius-
dem sancti Pauli aut aliud quid de corpore
ipsius' - which would be placed in a new church
in the palace dedicated to St Paul, but the Pope
refused, saying that he neither could nor dared.
The image of Christ Chalkites, an icon set
above the main entrance of the Great Palace,
was widely believed to have been first installed
by Constantine | but the tradition had little
foundation in fact. There is some reason for
thinking that the image was already in existence
in the reign of the Emperor Maurice. If the
curious carving in ivory now at Trier represent-
ing a translation of relics at Constantinople [74]
is anv guide, the image was a bust of Christ,
long-haired, bearded, with a cross-nimbus.
Whenever there was an outburst of Iconoclasm
this image was the first to go. Its removal in 726
by members of the court aroused a murderous
onslaught of enraged women, and Theophanes,
writing long after the event, maintained that the
destruction ofthe image led to a persecution of
the educated class and contributed to the de-
cline of higher learning - a curious statement
considering that Iconoclasm was partly an in-
tellectual movement. After the Council of
Nicaea in 787 the image was among the first to
be reinstated by the Empress Irene, but Leo V
removed itagain about 815. The Empress Theo-
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74. A Translation of Relics at Constantinople. lvory. Byzantine, probably sixth century.

Trier, cathedral treasury

dora once more replaced the image over the
Brazen Gate after 843, this time in mosaic with
Christ represented full-length with a cross-
nimbus. The icon must always have been held
in high repute by orthodoxy. As late as the
second decade of the fourteenth century Christ
Chalkites was depicted in mosaic in the inner
narthex of St Saviour in Chora.8

In the monastery of St Catherine on Mount
Sinai three icons may conceivably date from
the sixth century, although some scholars pre-
fer a date in the succeeding century. The first,
a large painted panel with the bust of Christ
Pantocrator, dark, long-haired, and bearded,
has been proposed as a copy of the Christ
Chalkites, is a type which occurs throughout
Byzantine art history, and is only important in
so far as the date is justified. The second [75] is
a painted panel with a representation of the
Virgin and Child enthroned between St Theo-
dore and St George; behind the Virgin two
angels look up towards the hand of God emerg-
ing from heaven in a beam of light. The icon is
a curious mixture. The Virgin and Child, both
nimbed, are represented with some degree of
naturalism, although the proportions of the

\ irgin fall into two halves and the artist has been
troubled by problems of foreshortening, in the
treatment of hands. Interest is concentrated on
the face and the regard. Neither Virgin nor
Child is looking at the spectator. Grave, im-
personal, detached, withdraw n, these unearthly
beings look past and beyond into infinity. The
saints, on the other hand, their narrow atten-
uated forms richly draped in cloak and tunic,
hands holding crosses in improbable grip, their
small unlikely feet set in mere tokens of stance,
gaze hypnotically at the spectator, apparitions
without weight or substance yet generating in-
tensity. The whole group maps out the con-
tours of the religious style which was being
evolved at Constantinople throughout the sixth
century and which was to be adopted wherever
Byzantine influence was felt for the next three
hundred years. The angels are represented in
an entirely different mode: heavily modelled,
caught in movement, breathing with barely
closed lips the spirit of the classical tradition.
They set up a curious counterpoint behind the
solemn liturgy of the Virgin, Child, and Saints;
their upward glance, their movement outward
and away emphasizes the apparition of the hand
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75 The d Child enthroned between St Theodore and St George. Painted icon.
Constantinople, sixth or seventh century. Mount Sinai. monastery cj St Catherine
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of God which in a curious way, because it is
quite small, dominates the scene. The third,
again a painted icon of some size, represents St

76. St Peter. Painted icon.
Constantinople, sixth or seventh century.
Mount Sinai, monastery ofSt Catherine

Peter [76], haloed, bearded, and holding a long
cross. At once the atmosphere of the court por-
trait and the consular diptych is evoked. Like
the consuls, St Peter, placed before an exedra,
represents authority, and as in the diptych of
Justin [64] authority is overshadowed by the
images of ultimate power. The bust of Christ or
God the Father is in the centre, but instead of the
portraits of the Augusti those of the Virgin and
a young saint, possibly Christ, are placed on
either side. Here, then, is a clear case of the
religious icon adopting the formula of secular
portraiture. All four figures gaze intently at the

spectator, and by this concentration of gaze
ethereal power might be said to emerge from
the painted panel, which was believed to draw
its energy from the prototype. This was the
kind of image which watched over the safety of
the home, which might be paraded on the walls
of cities in times of siege, and which might be
expected to work miracles. Just as the diptych
of the Augusta Ariadne revealed the Empress
as a cult-image of secular power [63], the icon
of St Peter is the equivalent of the old”pagan
cult-images. This type of image above all in-
curred the wrath of the Iconoclasts.9

In Rome the fusion of the secular and reli-
gious image was even more complete. Already
in the fifth century the mosaics of S. Maria
Maggiore represented the Virgin as a Roman
Augusta. By the sixth century a special cult-
image had been evolved of which even the
orthodox in the East would have disapproved.
The Virgin was venerated as Queen. One of the
earliest paintings in the church of S. Maria
Antiqua, dating from the first half of the sixth
century, reveals the Virgin and Child en-
throned, adored by angels. The Virgin wears
the imperial diadem and the robes and jewels
of state, but the intention was not to depict her
as Augusta, Basilissa, or Imperatrix. She is
Maria Regina. In spite of a reference in the
Hymnos Akathistos - the great hymn to the
Virgin in the Greek liturgy - this image was
never acceptable to the Byzantine orthodox,
since by investing the Theotokos with the in-
signia of earthly power the supernatural and
the natural orders were too closely juxtaposed.
Unlike the Roman icons previously discussed,
the image of Maria Regina, notwithstanding all
the Byzantine court regalia, is an original West-
ern creation. In the early eighth century Pope
John VII (705-7), who had a particular devo-
tion to the Virgin and referred to himself as the
‘servus sanctae Mariae’, commissioned a great
icon, now in S. Maria in Trastevere, which
showed him kneeling before the Virgin crowned
as Queen [77]. This image is even more remote
and abstract than the Mount Sinai icon. Again
the form of the Virgin divides into half: the
head and shoulders might be part of a standing
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77. The Virgin crowned as Queen (Maria Regina » Painted icon. Rome, between 705 and 707
Rome, S. Maria in Trastevere
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figure, the lower half that of a seated figure.
There is considerable elongation of the form
and for all the monumentality an almost total
lack of weight. The angels, making gestures of
acclamation, lean outwards and gaze past the
divine apparition to mesmerize the onlooker,
who already must have been held by the wide,
staring eyes of the Virgin. Like an imperial
audience when the Emperor was hidden by
curtains and suddenly revealed to the people,
the icon was kept veiled and only at a special

moment in the liturgy was disclosed to the
faithful. Like the Augusti on the great silver
dish of Theodosius | [60] the face of the Virgin
is a serene mask looming out of space to strike
awe in the hearts of men. The icon is one of the
key monuments of Roman papal art in the early
Middle Ages.l0

The contrast between religious and secular
styles is well illustrated by Byzantine metalwork
in the sixth and seventh centuries. Among the
secular silver dishes bearing control stamps of

78. A Goatherd. Silver dish with control stamps of Justinian (527-65).

Leningrad, Hermitage
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the Emperor Justinian there is clear evidence of
a classical renovatlO typified by the exquisite
pastoral scene showing a goatherd seated
among his flock [78] or by the silver fragment of
a dish with a representation of Silenus. Both are
astonishingly classical in approach: the sense of
space, the treatment of the human form, the
soft, intricate drapery folds, the grasp ofanimal
form, the evocation of languor in the pose of
Silenus, of calm repose in the seated goatherd.
Side by side with this deliberate revivifying of
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the old hellenistic forms and patterns, there
was also a more cursive, more simplified, less
virtuoso style. This may be seen in a dish chased
with the scene of Aphrodite visiting Anchises in
his tent, also with control stamps of Justinian,
but it ranges from Anastasian to Heracleian
silver well into the seventh century. The reli-
gious silver also subdivides. There is a large
sequence of plain, severely formal chalices,
dishes, bowls, candlesticks, spoons which have
the minimum of decoration, sometimes a Greek

79. Dish of Paternus, Bishop of Tomi (517-20). Silver and silver-gilt. Constantinople, c. 51S
but with later additions probably made at Tomi. Leningrad. Hermitage
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inscription, sometimes a small, nielloed cross in
the centre of the dish or a monogram within a
vine-scroll. There is a splendid series of large
silver-gilt dishes, with imperial control stamps,
decorated with large Chi-Rho monograms,
Alpha and Omega, Greek inscriptions, and a
richly decorated border of vine-scrolls in-
habited by birds and beasts, like the dish of
Paternus, Bishop of Tomi (517-20) [79], or
those found recently in the great hoard near
Antalya. Silver flabella may be incised with
stylized peacock's feathers and a seraph in the
centre. Vases, like that found at Homs in Syria,
may be almost entirely plain with the exception
of a central band containing devices of foliated
scrolls and medallions with busts of Christ, the
Virgin, Archangels, and Saints [80], in a style

80. Vase decorated with busts of Christ, the Virgin,
Archangels, and Saints. Silver.

Found at Homs in Syria. Sixth century.

Pans, Musée du Louvre

81. Angels on either side of a cross.
Silver dish. Constantinople, sixth century.
Leningrad, Hermitage

not far removed from the simplified hellenistic
sequence of secular silver. But more ambitious
scenes also appear on dishes and vases: pairs of
angels holding between them a large cross [81],
the Communion ofthe Apostles, as in the Stuma
and Riha patens, both with the control stamps
ofJustin Il (565-78) and yet differing from each
other in style [82]. Throughout these religious
sequences, however, the same principles already
observed in the icons are evident: a tendency
towards stylization, an avoidance of a sense of
weight or volume, a statement of intellectual
perception rather than visual record. There is
also a considerable range in quality; sometimes
the silver may be bad in design and inferior in
craftsmanship. The silver-gilt cross generally
believed to have been presented by Justin 1l to
Rome [83] carries two imperial portraits, two
busts of Christ, and an Agnus Dei separated by
foliate devices. These hunched little puppets,
the stylized faces and draperies, and the sche-
matic effect presumably received the approval
of the Augusti Justin and Sophia, who must
have been aware of the hellenistic styles current
at Constantinople at the same time. In the
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82. The Stuma Paten, decorated with the Communion of the Apostles. Silver and silver-pit.
Constantinople, between 565 and 578. Istanbul, Archaeological Museum
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attempt to evoke the religious image without there was some fumbling on the way. Perhaps
danger of iconoclast protest a new convention the most splendid of the early Byzantine works
was being established, and as in all beginnings in silver are those chased with scenes from the

83. The Cross of Justin Il. Silver-gilt. Constantinople, between 565 and 578,
with later additions and restorations made in Rome. Vatican, Treasury oj St Peter s
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84. The Anointing of David. Silver dish. Found in Cyprus. Constantinople, between 610 and 629.

New York, Metropolitan Museum

life of David and bearing the control stamps of
the Emperor Heraclius between the years 610
and 629. The style of these dishes is wholly in
tune with the various sequences of secular plate.
In spite of the religious subject matter and in
spite of the new religious convention of artistic
representation, these Biblical scenes are inter-
preted in the grammar of the late classical style.
In the use of arcades like a stage property, in the
division of the surface of the dish into zones, in
the treatment of face and form [84], there seems

to be a return to Theodosian classicism. With
the organization of some of the scenes within
the entire circumference of the dish, with the
deep chasing of crumpled drapery, with the
vivacity of human and animal forms, even
earlier traditions are evoked, the art of Augus-
tus,, Hadrian, and the Antonines. Thus, some
seven hundred years after the birth of Christ,
some four hundred years after the Peace of the
Church, the Christian image and the secular
theme achieve both synthesis and identity.ll



CHAPTER 5

THE AGE OF JUSTINIAN

In January 532 at Constantinople a fight be-
tween circus factions suddenly flared up into a
full-scale riot against the imperial administra-
tion. Police and guards were lynched, Pro-
copius reports that ‘the city was put to the
flames just as if it had fallen into the hands of
the enemy’, and the Sacred Palace was threat-
ened. ‘Wishing to win over the people' Justinian
dismissed Eudaemon, the prefect of the city
whose firm but severe action in the initial stages
had been wholly admirable, John of Cappa-
docia, the praetorian prefect of the East, and the
guaestor Tribonian. The last two ministers
were strongly disliked by the aristocracy but
there is no reason to think that they were par-
ticularly unpopular with the lower classes, and
it may be that the agitation against them was
encouraged by the patricians. The nephews of
the old Emperor Anastasius, Hypatius and
Pompeius, may also have come under suspicion,
since they were ordered to leave the palace, and,
indeed, on the next day Hypatius was acclaimed
Emperor by the people. By the sixth day it
began to look as though the rioters’ watchword
Nika (conquer) had been well chosen. Justinian,
in a state of panic, took counsel. All his minis-
ters advised flight from the Sacred Palace and
the city until she whom the civil servant John
Lydus judged as ‘surpassing in intelligence all
men who ever lived’, the Empress Theodora,
intervened. Procopius gives the gist of her
words on that crucial day. ‘As to whether it is
wrong for a woman to put herself forward
among men or show daring when others are
faltering, | do not think that the present crisis
allows us to consider one view or the other. For
when a cause is in the utmost peril there seems
to be only one course - to make the very best of
the immediate situation. | hold that now if ever
flight is inexpedient even if it brings safety.
When a man has once been born into light it is

inevitable that he should meet death. But for an
Emperor to become a fugitive is a thing not to
be endured. May | never put oft this purple or
outlive the day when men cease to call me
Augusta. If you wish to flee to safety, my Lord
Emperor, it can easily be done. We have money
in abundance; over there is the sea; here are the
ships. However ... as for me, | hold with the
old saying that purple makes a fine shroud.’
At once her audience gained heart. The
household troops could not be trusted but
Belisarius, supreme commander of the East,
and Mundus, magister militum per Illyricum,
with their own bodyguard made their way to
the Hippodrome and surprised the mob which
had gathered there. Thirty thousand are said
to have perished in the massacre. Hypatius and
Pompeius were arrested and on the next day
executed and their bodies, like those of the vic-
tims of so many later Emperors and Sultans,
were thrown into the sea. The patricians who
had supported them were exiled and their
property confiscated. Justinian was seldom for
long vindictive and later, according to Pro-
copius, he restored to them all, including the
children of Hypatius and Pompeius, ‘both the
distinctions they had previously enjoyed and
all of their wealth that he did not happen to have
presented to any of his friends’. The ministers
dismissed - Eudaemon, John of Cappadocia,
and Tribonian - were soon restored to office.
That was the end of the Nika revolt. But the
city of Constantine, embellished by Theo-
dosius, was a smoking ruin. More than half of
the metropolis, including the Constantinian
foundations of Holy Wisdom, Holy Peace, and
the Twelve Apostles, had been laid waste.!
Justinian at once began to rebuild. The little
church of St Sergius and St Bacchus had been
begun before his accession in 527 and was the
centre of a complex which included the church



of St Peter and St Paul, begun before 519, and
the Hormisdas Palace, Justinian’s residence as
heir to the throne. St Sergius and St Bacchus,
however, adumbrated many of the principles
which were to govern the great undertakings of
the reign. Built on a central plan, the space ex-
panding into niches and floating into galleries,
the church was iconoclastic in its severity. As
far as we know there were no images in mosaic;
only expanses of gold tesserae bordered prob-
ably with floral and vegetable ornament. The
shapes of the capitals, the relation of architec-
tural detail, the ornamental motifs are either an
innovation or a change of presentation. The
traditional lonic, Corinthian, or composite
capital has become a basket-shaped form over
which spreads a wiry network of stylized leaves
deeply undercut. Later, in other buildings,
these capitals were to change into swirls of wind-
blown acanthus, lush, rippling, fantastic. The
ornament, nearly always a distillation of the
acanthus form, may spread farther over impost
block and entablature, running counter to the
vertical thrust of column or pier. A superb in-
scription referring to Justinian and Theodora
marches round the building on the frieze be-
neath the gallery, and their monograms occur
on the capitals. Subtle planning, elegant orna-
ment, harmonious use of marble, semi-precious
stones, and colour, visual and tactile contrast
between marble and mosaic, between light and
dark, mass and void these were the principles
which guided the structures of Justinian.

His crowning monument in architecture is
the great church of Hagia Sophia, built between
532 and 537. Whoever planned St Sergius and
St Bacchus was clearly a genius and a new spirit,
although the awkward proportions and the
clumsy use of the site suggest that a second-rate
master mason was in charge of the construction

perhaps the dream of a brilliant engineer
marred by an insensitive architect. \ot so Hagia
Sophia. Built apparently by an engineer rather
than an architect - Anthemius of Tralles was
‘the man most learned in what is called the
mechanical science not only of the men of his
time but of all men for many generations back'
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(Procopius); he ‘applied geometry to solid
matter' (Agathias) the church was technically
daring, perfect in harmony, ‘marvellous and
terrifying', and one of the largest in Christen-
dom. It was a court church. The vast central
space enveloped by the huge dome and half-
domes was reserved for the clergy of the Patri-
arch and for the Emperor and his retinue. The
Empress and her cortége sat in the gallery at the
west end facing the distant altar. The public -
and one wonders how many of the common
people were admitted in the sixth century

were confined to some of the aisles and galleries.
Once again there is no evidence to suggest that
there were religious images in the mosaic which
covered the upper parts of the walls, vaults, and
domes of the church. Vast areas of gold tesserae
were confined by borders of foliate sprays, fruit,
and geometric ornament. The first dome was
coated in plain gold mosaic. After it collapsed in
558 and a new dome was constructed on differ-
ent principles by the younger Isidore of Miletus,
the mosaic bore the outlines of a huge cross.
Below this mosaic canopy the walls were
sheathed with carefully chosen, carefully
matched sheets of marble, porphyry, and other
stones. In his panegyric on the church Paul the
Silentiary places particular emphasis on this
choice: Khe fresh green from Carystus, poly-
chrome marble from the Phrygian range, in
which a rosy blush mingles with white, or it
shines bright with flowers of deep red and
silver. There is a wealth of porphyry, too, pow-
dered with bright stars, that once had laden the
river boat on the broad Nile. . . . There is the
precious onyx, as if gold were shining through
it; and the marble that the land of Atrax yields,
not from some upland glen, but from the level
plains; in parts fresh green as the sea or emerald
stone, or again like blue cornflowers in grass,
with here and there a drift of fallen snow - a
sweet mingled contrast on the dark shining sur-
face.” The groups of columns in the nave and
galleries are linked by a horizontal mesh of
twisting, curving, stylized acanthus leaves flow-
ing, as it were, from the capitals which are of the
new basket form on which the monograms of
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Justinian and Theodora abound. The total
effect was rich in light and colour enhanced by
the silver-plated synthronon rising in three
tiers in the apse over the golden altar inlaid with
precious stones and raised on columns of gold,
by the silver-plated screen before the chancel,
by the golden lamps hanging between columns
over the altar, in the aisles and galleries, the
golden votive crowns hanging over the altar, by
the great pulpit faced with ivory inlaid with
silver, by curtains of silk and gold. There were
presumably isolated images in Hagia Sophia.
Paul the Silentiary describes a hanging placed
by Justinian in the church which appears to
have been embroidered with the images of
Christ between St Peter and St Paul and bor-
dered by representations of imperial philan-
thropy. The Silentiary also states that the altar
screen bore reliefs of Christ, the Virgin, angels,
prophets, and saints. 'Nor had the craftsmen
forgotten the forms of those others whose child-
hood was with the fishing basket and the net/ In
short, Hagia Sophia was the largest and most
expensive religious theatre imaginable, built
and furnished for the semi-private perform-
ances of the sacred and imperial liturgy. The
audience was God.2

Procopius in his Buildings gives an astonish-
ing list of the churches, hospitals, and palaces
thrown up by Justinian after the Nika riots. Of
the larger churches Hagia Irene was begun on
the site of the former basilica. Rebuilding or
repairs were necessary after another fire in 564,
and more repairs after an earthquake about 740.
Today, the handsome domed basilica is little
more than an impressive shell with vestiges of
an lconoclast cross in mosaic in the apse but
otherwise stripped of its adornment. The
church of the Holy Apostles was rebuilt on the
site of Constantine’s Apostoleion about 536 and
dedicated in 550. By the tenth century the
church was in need of repair, and some recon-
struction was done shortly after 960. Further
repair was needed in 1300 after the Latin Inter-
regnum, but the church was in a ruinous state
by the fifteenth century. When Buondelmonti
visited Constantinople in 1420 the church of
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the Holy Apostles was 'ecclesia iam derupta’.
Finally the whole building was cleared away in
1469 to make room for the mosque erected in
honour of Mehmet Il the Conqueror (al Fatih).
The church of the Holy Apostles was of great
importance. Not only was its plan followed at
Ephesus when Justinian built the church of St
John the Evangelist, completed about 565, but
it served as a model for the three consecutive
basilicas of S. Marco at Venice, which in turn
influenced the building of the cathedral of
Saint-Front at Périgueux in the twelfth century.
Apart from housing the relics of the Apostles
Andrew, Luke, and Timothy, the church was
the pantheon of the Byzantine emperors until
the early eleventh century. The last Emperor to
be buried there was Constantine V111 (d. 1028).
Nikolaos Mesarites wrote a description of the
church some time between 1198 and 1203, but
like most Byzantine panegyrics the text is more
evocative than enlightening from an art-histori-
cal point of view.3

Procopius makes it abundantly plain that
Justinian’s mania for building was not confined
to his capital, nor was this mania necessarily
generated by aesthetic reasons. A large part of
the Buildings (Books I1-V 1) is concerned with
towns rebuilt, frontier fortifications, aqueducts,
roads, bridges, but churches were always a
major concern : Ephesus, Jerusalem, Bethlehem,
Sabratha in Tripoli, Carthage, churches in
Bithynia and Galatia, churches in the Balkans.
Building in the provinces under Justinian rarely
shows the full impact of the contemporary
architecture in the capital. Local traditions were
maintained by local craftsmen, but sometimes
there was a wholesale export of masons and
materials from the metropolis. Sometimes only
the marble furnishings, panellings, capitals,
screens, were exported from the imperial
qguarries in the Proconnesus. Thus, oft the coast
of Sicily a sunken ship has been discovered,
loaded with columns of Proconnesian marble,
ambo, chancel screens, all - to use a modern
term - prefabricated for some church in the
West. On Mount Sinai Justinian built a church
which he dedicated to the Mother of God and



85. The Transfiguration. Mosaic in the apse. Between 548 and 56

Mount Sinai, monastery 0fSt Catherine, church

% ven strong fort and stationed there an im-
portant garrison so that the wild Saracens
might not be able to take advantage of the dis-
trict being uninhabited and use the place as a
base for invading with all possible secrecy the
districts towards Palestine'. Today, within the
monastery of St Catherine on Mount Sinai,
Justinian’s church is one of the best preserved
of all his undertakings. Inscriptions referring to
the Emperor and kis late Empress' and to the
architect Stephen of Aila establish a date be-
tween 548 and 565. As in the churches at Con-
stantinople the walls were sheathed with
carefully matched marble panels, but unlike
Hagia Sophia the apse was decorated with a
magnificent representation of the Transfigura-
tion in mosaic [85]. Christ is represented
between Elias and Moses, an epiphany shim-
mering in white and gold framed by a mandorla

in shades of blue from which emerge broad ravs
of light. Below this awe-inspiring apparition
the Apostles John and James kneel and make
gestures of astonishment and acclamation: St
Peter sprawls beneath the feet of Christ. The
whole scene is framed by bands containing
medallions; these in turn frame busts of the
twelve Apostles, sixteen Prophets, King David,
and two incumbents, Longinus the Hegou-
menos and John the Deacon. In the spandrels
two angels fly towards a medallion containing
the Agnus Dei and below two more medallions
frame busts of the Virgin and St John the Bap-
tist. Above, on either side of two small windows,
Moses takes off his sandals before the burning
bush and receives the Tables of the Law.
Although the capitals and the columns in the
church are of poor local workmanship, there
seems every reason to suppose that the team of
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86. The Last Supper. Mosaic in the nave. Early sixth century. Ravenna, S. Apollinare Nuovo

mosaicists and the materials were sent from the
metropolis and that at Mount Sinai is preserved
the only example of pure Byzantine style in
mosaic dating from the middle of the sixth cen-
tury. Certainly the treatment of form and
drapery and the modelling of the faces appear
to differ from the style at Ravenna (S. Vitale)
or at Salonika (Hosios David), both cities with
local traditions of craftsmanship. Indeed, it is
not without interest to note that the tendency
to outline the form, the elliptical rendering ol
the thigh, the assembling of the form by a sort
of juxtaposition of the component parts, is
reflected in the genre scenes in the mosaic floor
of the Great Palace at Constantinople [142]
which dates probably from the second hall ol
the sixth century.4

Although there is no evidence of direct im-
perial patronage in the building and decoration
of the churches, Ravenna is the next important
mirror of the age ofJustinian. In 493 the Goths
had entered the city but their king Theodoric,
who had been a hostage for ten years at Con-
stantinople during the formative period of his
life, built and decorated under the full influence
of the metropolis. As a matter of course he used
local workmen. In all the monuments at
Ravenna there is inevitably an intricate syn-
thesis of the old imperial traditions of the Theo-
dosian court, the legacies of Rome and Milan,
and the new?stream of inspiration from Con-
stantinople. Theodoric, whose minister was
Cassiodorus, was the classic example of the
enlightened barbarian. Although Arian in
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87. The Garden of Gethsemane. Mosaic in the nave. Early sixth century. Ravenna. S. Apollinare Nuovo

belief, he was impartial in religious matters. He
acknowledged Byzantine suzerainty and his
reign, after the initial wars against the Goths,
was a time of happiness and prosperity through-
out Italy. Agriculture was improved, marshes
were drained, harbours formed, and taxes were
lightened. Theodoric understood something of
the Byzantine mystique but he was equally
sensitive to patrician thought in Italy. Thus,
the church of S. Apollinare Nuovo, which was
originally dedicated to the Saviour, a court
church attached to the palace, was built on a
Western basilican plan in a brick technique
originating at Milan, sheathed in marble by
workers summoned according to Cassiodorus
from Rome, and the capitals were presumably
imported from Constantinople. Beautiful

though the church is in structure alone, its
chief glory is the mosaic decoration in the nave,
where the walls are covered in three tiers. The
highest tier, above the windows, consists of a
series of twenty-six panels - thirteen on each
side of the nave - depicting scenes from the life
of Christ, the oldest surviving in mosaic. Each
panel is flanked by similar motifs which by their
similarity strike a rhythmic beat: the motifis a
kind of niche surmounted by a small silver cross
flanked by doves. The scenes follow in chrono-
logical order starting from the apse and mov-
ing towards the facade. Some scholars have
suggested that these scenes correspond with
Syro-Jacobite or North Italian liturgical texts
but, in fact, the order does not fit the texts; it
seems reasonable to suppose that the intention
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88. Procession of Virgins. Mosaic in the nave.
Between 556 and 569.
Ravenna, S. Apollinare Nuovo

was merely to relate the life of Christ. There are
differences of style in the panels. The mosaics
appear to be the work of two teams; some have
claimed that one master was responsible for the
Miracles and another for the Passion. The style
of both teams depends on Roman models and
traditions - it is not without interest that a com-
parison has been made with the representation



of the Miracles carved in ivory on the Andrews
diptych [38], Roman work of about 460 - with
an economy in relating an historical event
reminiscent of mosaics in S. Maria Maggiore,
S. Paolo fuori le Mura, and SS. Giovanni e
Paolo. A scene may be the merest notation ot an
event, as in the Last Supper [86], or it may ex-
pand into a landscape as in the Garden ot Geth-
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semane [87]. Christ is usually beardless, some-
times short- sometimes long-haired, and dressed
in the imperial purple. The representation ot
the Apostles in a number of these extracts of
narrative recalls those in the apse of S. Aquilino
at Milan [15]. Between the upper windows, the
second tier presents isolated figures ot Apostles
and Prophets. The third tier, the largest and
most striking of all [88], shows on one side the
procession of Virgins moving along the wall
from Classis, the port of Ravenna, to the \ irgin
and Child enthroned, adored by the three Magi,
and on the other side Martyrs moving in pro-
cession from the Palace of Theodoric towards
Christ enthroned. The Virgins are dressed in
the costume of an Augusta, and some scholars
have detected Constantinopolitan influence in
the representations ot Christ and the \ irgin,
which date from the time of Theodoric. The
Virgins and Martyrs and the three Magi do not
date from his time. After the Byzantine recon-
guest in 540 the church was eventually con-
verted from Arianism to orthodoxy. This recon-
ciliatio occurred during the episcopate of
Agnellus (556-69) following an edict ot Jus-
tinian. The church was rededicated to St
Martin of Tours, the hammer of the heretics,
and the Virgins and Martyrs led by St Martin
and the three Magi replaced the previous
figures, which, considering that they are walk-
ing away from the palace and the port of
Ravenna, probably represented Theodoric and
his court and possibly other Arian worthies. In
spite of drastic restoration the lofty beauty ot
these mosaics, gleaming in shades ot white and
grev, green, blue, red, and gold, haunt the mind
long after the visitor has left the church. Also
dating from the time of Agnellus, probably
about 561, a portrait of Justinian represents
him older and stouter than the portrait in S.
Vitale and, indeed, at that time the Emperor
would have been in his late seventies. During
the second quarter ot the eighth century, as
the result of an earthquake, the root ot the apse
collapsed. In the ninth century a crypt was
added, and, probably because of the translation
of relics, the church was finally dedicated to
Sant'Apollinare.5






The Arian Baptistery, built during the reign
of Theodoric - the present church of S. Spirito
was the Arian Cathedral was decorated with
mosaics in the dome which depend upon but
differ from those in the Orthodox Baptistery.
It has been argued that the decoration of the
dome was done in two periods of time (the dis-
tance between the two periods is difficult to de-
termine) by five mosaicists. As in the Orthodox
Baptistery [24] the centre of the dome is domi-
nated by the Baptism of Christ [89] around
which the Apostles, holding crowns or garlands,
move in stately procession. Unlike the Ortho-
dox Baptistery, however, the Apostles move
towards an altar-throne, draped and cushioned,
on which rests a jewelled cross. This scene, the
Etimasia, 'the throne set in heaven' of the
fourth chapter of the Apocalypse, first appears
upon the triumphal arch of S. Maria Maggiore
in Rome, but no doubt there were earlier repre-
sentations in the East in Constantinian times.
The style of the mosaics in the Arian Baptistery
is more simplified, both in form and drapery,
than that in the Orthodox Baptistery; subtleties
of light and shade, of modelling and movement,
in composition and sense of space are all missing
in this nonetheless impressive vision.

Probably one of the most beautiful of all
church interiors, even though posterity has
meddled and marred, is that of S. \itale at
Ravenna. There is no evidence, in spite of the

89. The Baptism of Christ; below, the Apostles.
Mosaic in the dome. Early sixth century.
Ravenna, Arian Baptistery
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imperial portraits in the apse, of imperial
patronage for the construction, although the
plan comes very close to Justinian’s court
churches. The church was begun after the
return of Bishop Ecclesius (521-32) from an
embassy to Constantinople about 525 and was
financed by a local banker, Julianus Argen-
tarius. When Ecclesius died the construction
was continued under Bishop Victor (538-45),
whose monogram appears with that of Ecclesius
on the capitals of the ground floor. The church
was not completed and consecrated until 547,
at the beginning of Maximum's episcopate (546-
56) whose portrait appears in the imperial suite
in the apse and whose ivory chair which bears
his monogram stands today in the Archiépis-
copal Palace. Centrally planned, octagonal, with
an apse, a narthex, and galleries, S. \ itale is un-
guestionably Byzantine in conception and has
often been considered a sister building of St
Sergius and St Bacchus at Constantinople. The
plan is close enough, but the construction is
more subtle than that of the metropolitan
church, with its breathtaking swoops into space,
its elegant loftiness, its caressing light. There is
no doubt that the column shafts and capitals were
imported from the Proconnesian workshops.
On the other hand, the workmen appear to have
been local, much of the material used is local
even though the bricks imitate those of Con-
stantinople, and it is possible that the architect
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go. Christ enthroned between St Vitalis and Bishop Ecclesius. Mosaic in the apse.

Second quarter of the sixth century. Ravenna, S. Vitale

was a Latin who had served his apprenticeship
in the metropolis. Once again the crowning
glory is the mosaic and marble decoration in the
chancel. Since Bishop Ecclesius is depicted at
the left hand of Christ in the apse [90] it is
arguable that this part of the mosaic decoration
dates from his lifetime, but many scholars con-
sider the entire decoration to have been done
under Maximian. Christ, beardless, short-
haired, cross-nimbed, clothed in imperial
purple, is seated on a globe between archangels
who present St Vitalis and Bishop Ecclesius.
St Vitalis stands on the right of Christ in court
dress with hands veiled by the chlamys ready to
receive the crown offered by Christ; on the left

of Christ Bishop Ecclesius offers his church.
Beneath the globe is a flowery terrace on which
the archangels, the saints, and the bishop stand,
and from which the Four Rivers of Paradise
emerge. Above, in the spandrels, are the cities
ofJerusalem and Bethlehem. The theme of the
other scenes in the chancel is, on the whole,
eucharistie. On the left tympanum Abraham
receives the three Angels under the oak at
Mamre and prepares to sacrifice Isaac [91]; in
the spandrels there is a representation of Jere-
miah and Moses receiving the Tables of the
Law with the Israelites below; at the top of the
tympanum two angels bear a medallion con-
taining a jewelled cross. On the right tympanum
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91. The Sacrifice of Isaac. Mosaic on the left tympanum. Second quarter of the sixth century.

Ravenna,S. Vitale

Abel and Melchisedek make sacrifices; in the
spandrels Moses unlooses his sandal before the
burning bush and tends the flocks ofJethro and
there is a representation of Isaiah; the angels
bearing the cross and medallion are repeated.
In the vault of the chancel four angels on globes
support a central garland framing the Agnus
Dei. On the soffit of the arch at the centrance to
the chancel a chain of medallions with busts of
Apostles and Saints, including St Gervase and
St Protase, sons of St Vitalis - Milanese influ-
ence here - mount to the crowning bust of
Christ, bearded, long-haired. On the walls be-
tween the gallery openings and the entrance and
at the apsidal ends of the chancel the four Evan-

gelists are revealed seated in a rocky landscape
with their symbols above them. In between
these major scenes there is an astonishing
wealth of incidental ornament: vases filled with
fruit pecked by birds, peacocks, crossed cornu-
copias, flowers, acanthus-scrolls inhabited by a
positive zoo of birds and beasts - the whole a
blaze of gold and rich colour which waxes and
wanes with the light of day, and night - with all
the silver and gold lamps which must have hung

within the chancel area - overwhelming in
flickering radiance. And then the imperial
portraits . . .

Within the apse, to the left and right of the
large windows, above the marble and porphyry
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92. Justinian and his suite, including Archbishop Maximian. Mosaic panel in the chancel. Probably c. S47.

Ravenna, S. Vitale

sheathing of the walls which serves as a back-
ground to the bishop’s throne, the imperial
epiphanies are revealed to the people. On the
Gospel side the Emperor Justinian [92], haloed,
stands in full regalia holding a great gold dish.
On his right and slightly behind him on his left
stand two ministers of state and a secretary; on
his left again Archbishop Maximian and two
members of his clergy, one of them holding a
great book bound in gold and precious stones;
on his far right, a group of the imperial guard.
They stand poised on a green ground, caught
for a moment and, we hope, for numbers of
years, in the slightly swaying movement of a
slow procession which has suddenly turned as
one man to confront the spectator. In this act of
slightly swaying, suddenly turning, all members
ot the imperial cortége bend their proud, stern,
yet kindly gaze on the subject faithful. There is

no attempt, as there is in the Theodosian Mis-
sorium, to differentiate the Emperor by height
or isolation. Justinian appears to be slightly
shorter than Maximian, and his retinue crowd
in closely round the central figure, whose
chlamys, purple with a great gold, green, and
red tablion and pinned with an outsize gold and
jewelled fibula, is nevertheless allowed more
room in width and scope of gesture - the veiled
left hand supporting the bowl moves in front of
Maximian’s elbow. But the contrast between
this richly jewelled, purple-draped figure and
the rest ol the suite, whose dress is predomi-
nantly white, is dramatic enough. All the figures
are slightly elongated and their length is accen-
tuated by the straight-falling, severe lines of
their robes, which mask the form and and em-
phasize the sharp characterization of the heads
above them. At the same time the natural and
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93. Theodora and her suite. Mosaic panel in the chancel. Probably c. 547.

Ravenna, S. Vitale

the supernatural image is evoked. Justinian, the
Vicar of God, is the imperial ideal incarnate. In
the setting of the scene there is no attempt to
suggest place. The imperial epiphany is re-
vealed before a golden background on a green
floor. The finite forms, the attributes of power,
the portraits from life, suggest a moment of
time, but this vision emerges from and radiates
light, colour, and harmony in infinity.

On the Epistle side the Empress Theodora
[93], a towering figure bedizened in jewels, dia-
dem, catatheistae, necklace, her purple chlamys
embroidered in gold with the figures of the
three Magi - note the accent on epiphany
holding a great gold chalice, preceded by two
chamberlains and followed by seven ladies in
waiting, also pauses in procession. As in the
opposite panel, the whole cortége seems to have
turned in a moment of procession to bend their

gaze on the faithful. But there is less concert of
intensity. Some of the ladies have their eyes on
the Augusta, others gaze in different directions;
one of the chamberlains is reaching out to a
knotted curtain in the doorway but looks to-
wards the Empress. Only Theodora, the chief
chamberlain, and the principal ladies in waiting
are engaging the onlooker with their proud, im-
passive stare. Except for her exaggerated height
in the panel, Procopius's description of the
Augusta reverberates through time: ‘she was
fair of face and charming as well, but short and
inclined to pallor, not indeed completely with-
out colour but slightly sallow. The expression
of her eyes was always grim and tense’. In this
panel time and place tend to obtrude as inciden-
tals. When and where is this scene supposed to
have occurred? The Empress is standing in a
niche surmounted by a conch, the ladies wait
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under a swathed canopy, a small fountain plays
on the left in front of the doorway - the setting
appears to be wholly secular, as though the
Augusta were about to leave the palace for a
dedication ceremony. Some have argued that
the background is not to be taken for an ‘archi-
tectural reality’ but merely an imperial attribute
and symbol. Some have assumed the back-
ground to be ecclesiastic and that the two panels
should be interpreted as the Grand Entry of the
Emperor during the Mass - the portraits would
then fit in to the general eucharistie scheme of
decoration in the chancel. Others have flatly
denied this theory, maintaining that the Grand
Entry of the Emperor was not introduced until
the time ofJustin Il and that at no time did the
Empress take part in the procession of oblates -
no woman was permitted to cross the choir
barrier. This again has been countered by the
assertion that the Grand Entry was in practice
before Justin 11, and that the panels portray the
procession before entering the sanctuary so that
the presence of the Empress was possible. On
the other hand, at Constantinople when the
Empress went in state to Hagia Sophia she
usually moved from the palace to the gallery at
the west end and did not descend into the nave
of the church. Most of these discussions are
really disagreements over the interpretation of
Constantine VITs Book of Ceremonies, com-
piled in the tenth century, and need not detain
us here. The panels more likely record imperial
interest in the recent Byzantine reconquest of
Italy, their support of the viceroy Maximian,
an imperial nominee, the presentation of gifts
to the church of S. Vitale, and the stressing of
the two spheres of authority, the imperium and
the sacerdotium. It is certain that Justinian and
Theodora never went to Ravenna; the portraits
must have been sent from Constantinople to be
copied in mosaic as a lauraton to confirm the
imperial presence and, since Theodora died in
548, they were presumably executed in time for
the dedication of the church by Maximian
in 547-7

Ofall the gifts sent by Justinian to his viceroy
Maximian only one remains: an ivory chair

carved on the front with the monogram of the
bishop. Moreover, Maximian's chair is the only
one to have survived almost in its entirety from
the Early Christian period. The carved ivory
panels which cover the wooden core present a
series of styles within a strong hellenistic tradi-
tion, and a series of scenes from the life of Christ
and from the life of Joseph; St John the Baptist
between the four Evangelists dominates the
front of the chair; in addition, there is a rich
vocabulary of incidental ornament [94]. Unfor-
tunately the chair is no longer in its original
state. The panels depicting the life of Joseph
appear to be intact - perhaps the parallel to be
drawn from these scenes is that Maximian was
expected to be to Justinian what Joseph was to
Pharaoh - but of the original thirty-nine panels
carved with the life of Christ, only twenty-seven
have survived, though in a few cases these may
be supplemented by eighteenth-century draw-
ings. The disposition of the surviving panels has
been the subject of controversy. In addition,
parts of the ornamental borders and intervening
strips of ornament have disappeared. The chair
was ineptly restored in 1884, at which time most
ofthe original wooden framework was destroyed
and the surface of the ivory was allowed to de-
teriorate, probably through injudicious clean-
ing. In 1919 the chair was again reconstructed,
a number of panels which had found their way
into other collections were returned, and a final
restoration was completed in 1956. The as-
sembly marks on the backs of the panels are
Greek letters contemporary with the carving.
While most scholars have been in agreement
over the date, shortly before 547, there has been
considerable controversy over the place of
origin: Antioch, Alexandria, Ravenna, or Con-
stantinople. There is no doubt, however, that
the chair must be considered with the Barberini
leaf, various parts of imperial diptychs, the

94. Maximian’s Chair. Ivory.
Constantinople, c. 547.
Ravenna, Archiépiscopal Museum
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sacred diptych now in Berlin, and the great
silver dish of Bishop Paternus [79], which pro-
vides interesting parallels with ornament on
the chair - all official works whose provenance
in Constantinople now seems certain - with
fragments of marble carving in the Archaeologi-
cal Museum, Istanbul, and it must be placed
within the atmosphere of renovatio unquestion-
ably generated in the reign of Justinian at the
metropolis. There are, of course, differences of
style in these various artefacts, just as there are
among the consular diptvchs and in the silver
bearing imperial stamps. It must be remem-
bered that there was no rigid homogeneity of
style at Constantinople in the sixth century. Art
was still eclectic. There seems no reason to
doubt that there was a school of ivory carvers
working for the Emperor and the court capable
of producing Christian subjects within the
hellenistic tradition which makes the silver of
Justinian so remarkable. There is no documen-
tary evidence stating that the chair was a gift
from the Emperor but it seems likely that it was
sent as a symbol of the Emperor’s benevolence -
it was surely not intended to be sat on but was
probably carried in procession decked with
drapery and cushions on which rested the Gos-
pels or a jewelled cross - to mark the restoration
of Byzantine power in Italy and, more particu-
larly, to confirm the position of Maximian as
Bishop of Ravenna. Maximian was a poor
deacon from Pola who rose to high position
through his political adroitness. He won the
favour of both Justinian and Theodora - to
impress both of them was no easy task - and he
was appointed bishop of Ravenna against the
wishes of the people, who were eventually
mollified by his discretion, generosity, and
public works. Maximian’s chair should thus be
seen as a symbol of many aspects of Early By-
zantine style and history, a monument in the
late antique tradition and yet no longer late
antique, representing the cult of hellenism so
constant in the metropolis, Christian in spirit
yet in heritage Greek, a symbol of the combined
rule of the sacerdotium and the imperium. The
chair stands today in the Archiépiscopal Palace

near a chapel containing a curious representa-
tion of Christ dressed as a warrior treading
beasts, now heavily restored, and with a vault
of which the mosaic decoration parallels though
with a reduced colour range that of the chancel
in S. Vitale: angels on a globe reaching up to
support a garland framing the Agnus Dei. The
chapel was built under Bishop Peter Il between
494 and 519/520 and the mosaic decoration
dates from the same time, but the chapel vault,
the chain of medallions containing busts of
Apostles, which were to appear also in S. Vitale,
at Poreé (Parenzo) on the Dalmatian coast, in the
church of the Panagia Kanakaria on Cyprus, in
the church decorated by Justinian on Mount
Sinai, all confirm that Constantinople was the
hub of style and iconography.8

S. Vitale was not the only church in Ravenna
to have been built or decorated under the patron-
age of the banker Julianus Argentarius. He was
the donor of the mosaics in the apse and arch of
S. Michele in Affricisco about 545, now removed
to Berlin, where they may be seen restored after
much damage - the church was in a ruinous
state in the middle of the nineteenth century.
The mosaics, present in the apse a youthful
Christ with a jewelled cross-nimbus holding a
large cross-staff between angels in a remote
landscape. On the arch, above the figures of SS.
Cosmas and Damian, a long-haired, bearded
Christ enthroned between nine angels of which
seven blow trumpets, forecast later representa-
tions of the Last Judgement. Under the arch,
twelve doves move towards the Agnus Dei
part of the common grammar of Early Christian
symbolism.

Symbolism is particularly rampant in S.
Apollinare in Classe, another church decorated
at the expense ofJulianus Argentarius and con-
secrated by Archbishop Maximian in 549.
Although the church is preserved in all its sim-
plicity of space and form - one of the most
beautiful of Early Christian basilicas - and
much ofthe original marble sheathing, columns,
and capitals, all from the Proconnesian quarries,
survives, the mosaics in the apse have been par-
ticularly insensitively restored. St Apollinaris
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95. St Apollinaris in prayer amid symbols of the Apostles and the Transfiguration.
Mosaic in the apse. Shortly before 549. Ravenna, S. Apollinare in Classe

stands in prayer in the centre, six lambs on
either side, in an idealized landscape; above
looms a large jewelled cross in a starry medal-
lion between the busts of Moses and Elias
emerging from the heavens - a curious, almost
iconoclastic metaphor for the Transfiguration

with three lambs below representing Peter,
James, and John [95]. Between the windows of
the apse bishops of Ravenna are represented,
and, indeed, many bishops are buried in the
church. On the arch the mosaics, which may
date from the seventh century, possibly even
the ninth century, comprise a bust of Christ
Pantocrator in a medallion appearing in the
heavens with the symbols of the Evangelists;
below, twelve lambs emerge from Bethlehem
and Jerusalem and proceed towards Christ;

below again, palm-trees. On either side of the
apse archangels in court dress hold a banner
inscribed ‘Hagios, Hagios, Hagios' and below
them are half-figures of the Evangelists. The
church is an interesting combination of im-
ported materials and local construction, of
Western Early Christian iconography with By-
zantine injections, of local portraits and Byzan-
tine imagery. In the seventh century Archbishop
Reparatus paid tribute to the decorations in S.
Vitale by adding on the side walls of the apse a
reduced and conflated version of the Old Testa-
ment scenes of sacrifice involving Abel, Mel-
chisedek, and Abraham, and a second imperial
epiphany: Constantine IV Pogonatus (668-85)
conferring privileges on the church, accom-
panied by his brothers Heraclius and Tiberius



c)6. Constantine IV Pogonatus conferring privileges
on the church ot S. Apollinare in Classe,
accompanied by his brothers Heraclius and

Tiberius and by his son Justinian 11, and attended by
Archbishop Reparatus, a priest, and three deacons.
Mosaic panel in the apse. Between 668 and 685.
Ravenna, S. Apollinare in Classe

and by his son Justinian Il; with him is Repara-
tus accompanied by a priest and three deacons
[96]. But these images have none of the subtlety
of modelling, the breadth and depth of vision
of the S. Vitale laurata\ the figures of the
seventh-century Augusti and the clergy have
been reduced to flat rectangles of colour, almost
depersonalized but for the piercing gaze, en-
tirely incorporeal, mere paradigms of form.9



Across the sea on the Dalmatian coast at
Porec (Parenzo) the entire complex of a bishop’s
church has been preserved: basilica, atrium,
baptistery, a martyr’'s chapel, and an audience
hall. Once again, the marble sheathing par-
ticularly handsome marble and mother-of-pearl
incrustation below the windows and the capi-
tals and columns came from the imperial
quarries, and once again the workmen were
local, this time not remarkably expert. Accord-
ing to the inscription the church was rebuilt b\

1)7. The Virgin and Child enthroned
between archangels and saints. Mosaic in the apse.
c. 550. Porec, Euphrasian basilica

Bishop Euphrasius, whose portrait appears in
the mosaic in the central apse, probably about
550. The dominant personalities in the apse
mosaic, however, are the Virgin and Child en-
throned between archangels, to whom St
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Maurus, an Istrian saint, and three others un-
named offer garlands or crowns or a book [97].
Bishop Euphrasius offers his church, followed
by the deacon Claudius and his son Euphrasius,
who offers a book. Above the Virgin a hand
holding a garland emerges from the heavens.
Beneath this scene, between the windows, are
the isolated figures of the Archangel Michael
holding an orb, Zacharias bearing a small box
and a censer, and St John the Baptist with a
cross. To the left and right are striking repre-

sentations of the Annunciation and the Visita-
tion. In the lower part of the triumphal arch
twelve medallions contain busts of female saints
mounting towards an Agnus Dei at the top.
Above, the young, beardless Christ, seated on a
globe, is flanked by the twelve Apostles. In the
north apse a young Christ blesses St Cosmas
and St Damian, and in the south apse He blesses
St Ursus and St Severus. At one time there was
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a large representation of the Transfiguration on
the eastern facade above the central apse, and
on the western facade Christ was depicted with
the twelve Apostles and the Apocalyptic can-
delabra, presumably another early version of
the Last Judgement, but these are almost en-
tirely destroyed. On the eastern facade the
Transfiguration is almost impossible to read,
but on the western facade four figures of the
Apostles remain and a little vegetable decora-
tion. It has been suggested that the entire pro-
gramme stresses the Incarnation of the Son of
Man and the Divine Nature of Christ. In the
middle of the sixth century the Monophysite
heresy attracted a good deal of attention after
all the Empress Theodora’s leanings towards
the heresy had caused a good deal of scandal
among the orthodox - and a number of bishops,
not only Eastern but African and Western, in-
cluding Bishop Euphrasius, had subscribed to
the belief. For this the Dalmatian bishop came
under papal censure. It is possible that the pro-
gramme of decoration in the Euphrasian basilica
was intended to proclaim his return to ortho-
doxy. On the other hand, the mosaics in the
apse appear to pay particular respect to the
Virgin, a respect emphasized by the unusual
sequence of female saints in medallions on the
triumphal arch. Although the mosaics have
been restored in many areas inside the church,
the style may be compared well enough with
work done in the churches of Ravenna; the
accents of style in the Annunciation and Visita-
tion scenes come close to scenes in S. Apollinare
Nuovo. The same school seems to have been
responsible for both schemes of decoration.
Nevertheless, a representation of the Virgin
and Child enthroned, flanked by archangels,
occurs in the apse of the little church of the
Panagia Kanakaria at Lynthrankomi on Cyprus,
dating from the middle of the sixth century, and
there is the customary chain of medallions bear-
ing the busts of the twelve Apostles [98] border-
ing the arch of the apse, familiar at Ravenna and
on Mount Sinai. Whatever the school, it seems
likely that Constantinople must have been the
source.l0

98. St Andrew. Detail from the mosaic border
on the arch of the apse. Mid sixth century.
Lynthrankomi, Panagia Kanakaria

Sculpture at Ravenna in the course of the
sixth century is almost entirely symbolic. On
the sarcophagi and on chancel reliefs much play
is made with vine-scrolls inhabited by birds,
palms, Chi-Rho monograms framed by gar-
lands, lambs, plain crosses, birds on either side
ofan amphora, many ofthese symbols set before
an architectural screen which may consist of
arches and gables, conches, columns, and capi-
tals. The style has a certain robustness: fleshy
vines growing from a ponderous amphora [99],
sturdy guinea-fowl on either side of a mono-
gram of Christ in the church of S. Agata, or pea-
cocks on either side of a Chi-Rho monogram
with vine-scrolls as on the sarcophagus re-used
by Archbishop Theodore [L100] in the seventh
century and now in S. Apollinare in Classe. The
ambo of Agnellus [101] in the cathedral at
Ravenna is carved with aseries of panels bearing
an assortment of fish, birds, and animals, framed
by strips of a dry foliate ornament reminiscent
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gg_ Peacocks on a vine-scroll issuing from an amphora: between them a cross. Marble relief. Mid sixth centun.
Ravenna, S. Apollinare in Classe

too. Sarcophagus of Archbishop Theodore. Marble. Sixth centun . Ravenna. S. Apollinare in Classe
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I0l. Ambo of Archbishop Agnellus. Marble. Between 556 and 56g. Ravenna Cathedral



of that on some of the consular diptychs. In-
deed, close parallels to these flattened forms in
panels and similar ornament is to he found
among the disiecta membra of marble decoration
in the Archaeological Museum, Istanbul, and
the origins no doubt were the workshops in the
Proconnesus. On the other hand, the stucco
ornament in S. \itale with its coarse, loose
studies of vine- and acanthus-scrolls is presum-
ably local work and recalls the inferior qualit\
of the stucco produced about the middle of the
fifth century in the Orthodox Baptistery. After
the sixth century there seems to have been a
general decline at Ravenna. There was a tend-
ency to re-use old sarcophagi. By the time it was
necessary to bury Archbishop Felix (d. 724)
local craftsmen could produce little more than a
naive, vapid, and blundering evocation [102] of
past forms and types.ll
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of the apse decoration shows the familiar row of
twelve lambs converging on the Agnus Dei, but
above a tremendous and, for us, a new vision is
revealed. Christ, bearded, long-haired, haloed,
dressed in white and gold robes and holding a
roll in His left hand, the right hand raised in a
gesture of authority, stands in the midst of the
heavens [103] from which at one time emerged
the hand of God holding a wreath. On either
side St Peter and St Paul make gestures of
acclamation and introduce the titular saints
Cosmas and Damian, who are followed by St
Theodore Stratelates - essentially a Byzantine
saint - and Pope Felix IV on the banks of the
Jordan. It is instructive to compare the physi-
ognomy of Christ with that of the transfigured
Christ on Mount Sinai [85]: the Roman version
is heavier, more blunt, more ‘academic’, but
there is no question that in all the glinting haze

102. Sarcophagus of Archbishop Felix (d. 724). .Marble. Ravenna, 5. ipoflirtare in Classe

At Rome under the patronage of Pope Felix
IV (d. 530) the church of St Cosmas and St
Damian was decorated with mosaics in the apse
and arch which suggest that the old Roman
traditions were beginning to feel the impact of
the renovatio at Constantinople. The lower part

of blue, green, white, and gold, the figures in the
Roman church dominate the apse with a monu-
mental authority set in space which predicates
eternity. If the authority derives from the great
mosaic in the apse of S. Pudenziana [18], there
are nevertheless new ingredients in the treatment
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103. Christ acclaimed by St Peter and St Paul,
who introduce St Cosmas and St Damian,

St Theodore Stratelates, and Pope Felix 1V
on the banks of the Jordan. Mosaic in the apse.
c. 520-30. Rome, St Cosmas and St Damian

ofform and drapery. Although the Apostles and
the titular saints are conventionally dressed, St
Theodore wears contemporary Byzantine court
costume. Unfortunately this magnificent mosaic
has more than once been tampered with. Pope
Gregory X111 (1572-85) removed the figure of
Pope Felix and substituted an image of Pope
Gregory the Great, but later the original image
was restored under Alexander VII (1655-67)
by Cardinal Francesco Barberini, who had a
copy of the original in his possession. Pope
Urban VIII (1623-44) also meddled with the
mosaic. During his pontificate the arch was

abbreviated, the present Baroque archivolt was
inserted under the soffit of the arch, and an oval
window was cut into the top of the vault of the
apse. These operations concealed the border
and removed at the summit of the apse the
monogram and the hand of God with the
wreath. On the triumphal arch may be seen
today only a truncated version of the Apocalyp-
tic Adoration of the Lamb. The Lamb is re-
vealed on an altar in front of a cross with a scroll
at the foot of the altar; on either side are the
seven candlesticks, the four angels, but only
two of the symbols of the Evangelists, those of
St Matthew and St John; the twenty-four
Elders offering crowns have been reduced to
the merest vestige. Nevertheless, the mosaics of
St Cosmas and St Damian are some of the most
beautiful and impressive in Rome; they were
copied more than once in the ninth century
under Paschal | and Gregory IV. In the sense



ot space, in the treatment of face and form, in
the handling of drapery, the impact of new
aesthetic forces is e\ident. Indeed, a compari-
son of this mosaic with the fresco in the cata-
comb ot Commodilla [104] which shows the
\ irgin and Child enthroned between St Felix
and St Adauctus with the deceased lady Tur-
tura standing at one side, dating from about 528,
makes the difference clear enough. Granted that
the wall-painting is a comparatively humble
votive offering and the artist not of the same
standard as those working for Pope Felix, the
style is nevertheless drier, more schematic, and
remote from any sense of artistic renewal. The
forms are elongated, lacking in weight, and de-
pend for their dramatic intensity upon the mes-
meric gaze of Divinity, saints, and donor
- characteristics to be found in metropolitan
icons of the time - but there is a marked atmos-
phere of provincialism. -

By the sixth century the production ofillumi-
nated books at Constantinople must have been
considerable. Unfortunately those surviving
today may be numbered on the fingers of one
hand, and three have been subject to contro-
versy. The copy of Dioscurides's Materia
Medica, executed at Constantinople in 512 for
the Princess Juliana Anicia - she was a grand-
daughter of the Emperor Yalentinian 111 and
the wife of Areobindus, consul in 506 - contains
some four hundred and fifty pictures of plants,
birds, and poisonous beasts preceded by seven
miniatures including two portraits of the
author, a physician and chemist from Cilicia
living in the first century, two groups of famous
physicians, and a portrait ofthe Princess Juliana
Anicia seated between Magnanimity and Pru-
dence, attended by Gratitude of the Arts and
Love ofthe Foundress ofa church at Honoratae,
a suburb of Constantinople. It has been
suggested that the sixth-century copy was
based on a compilation of the third or fourth
century, since only a portion of the codex is
devoted to Dioscurides’s treatise; a lost herbal
of the physician Crateuas seems also to have
been called upon when the codex or its proto-
type was assembled. While the portraits of
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104. The Virgin and Child enthroned

between St Felix and St Adauctus

and attended by Turtura. Wall-painting, c. 528.
Rome, catacomb of Commodilla.

church ofSt Felix and St Adauctus

Dioscurides and the physicians appear to be in
a full hellenistic tradition - they are today badly
flaked - that of the Princess Juliana seems to
depend upon Theodosian style of the late
fourth century [105]; the set of the head, the
sloping shoulders, the soft folds of sliding
drapery.13

Three purple codices appear to date from
about the middle of the sixth century. These
manuscripts are works of great luxury. The
parchment has been painted purple, the script
is in gold or silver, and the illuminations are
executed in a singular, refined style. The
Vienna Genesis, now only a quarter of the



105. Princess Juliana Anicia between Magnanimity
and Prudence attended by Gratitude of the Arts

and Love of the Foundress of a church at Honoratae,
a suburb of Constantinople.

From a copy of Dioscurides's Materia Medica,

ms. Med. gr. i, fol. 6 verso. Constantinople, 512.
Vienna, Osterreichische Nationalbibliothek

original codex, certainly reflects an earlier
model - some suggest a Jewish version pro-
duced in Syria or Palestine, since the Greek
text is a variant of the '‘pure’ Septuagint tradi-
tion. Indeed, later Byzantine manuscripts illus-
trating Genesis are evidently based on other
compositions. It is not surprising, therefore,
that scholars should have differed over the
provenance of the manuscript at Vienna: some
have suggested Antioch or Asia Minor, others
have preferred Jerusalem. But a purple codex
in late antiquity or the early Byzantine period
predicates imperial patronage, and it seems



likely that this Greek copy of Genesis, albeit
a variant of the ‘purel Septuagint tradition, was
produced at Constantinople and was intended
as an imperial gift. The illustrations, placed in
the lower half or part of the page, sometimes in
two registers, are painted in soft, glowing
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colours; the scenes are condensed to the point
of the narrative and sometimes telescope one
into another; there is a sharp sense of movement
and gesture, a light ness of touch, and an extra-
ordinary evocation of atmosphere - as in the
story of Rebecca [106] or when Joseph presents

106. The story of Rebecca. From a copy of the Book of Genesis, ms. Theol. gr. 31, fol. 13.
Probably Constantinople, sixth century. Vienna, Osterreichische Nationalbibliothek



130 « EARLY CHRISTIAN AND BYZANTINE ART

107. Joseph presents his father to Pharaoh. From a copy of the Book of Genesis, MS. | heol. gr. 31, tol. 36.
Probably Constantinople, sixth century. Vienna, Osterreichische A atwna/bib/iothek

his father to Pharaoh [107]. Pharaoh, be it
noted, is represented as a Byzantine Augustus,
wearing a Theodosian imperial diadem, whose
guards recall the retinue on the Theodosian
Missorium. It has been pointed out that the
paintings were not intended to illustrate the
text; the text was intended to explain the pic-

tures, which were to be used as an aid to medita-
tion and prayer like some of the later icon cycles
or the rosary in the West. Throughout the frag-
ments of the codex there is an atmosphere of
exalted intimacy and private devotion.l4

The Codex Rossanensis and the Codex
Sinopensis are probably the earliest surviving
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108. Christ before Pilate; below, the Repentance of Judas. From an Evangelistary, Codex Rossanensis, fol. 15.
Probably Constantinople, sixth century, Rossano
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109. St Mark. From the Codex Rossanensis, fol. 241

illustrated Greek Gospel texts, and they are far  aloud during Lent: the Healing of the Blind
from complete. In the Codex Rossanensis the Man, the story of the Good Samaritan, the
surviving illustrations appear to provide visual  Raising of Lazarus, the Entry into Jerusalem,
meditations on extracts from the Gospels read the Cleansing of the Temple, the parable of the



Wise and the Foolish Virgins, the Last Supper
and the Washing of the Feet, the Communion
of Bread and Wine in separate scenes, Geth-
semane, Christ before Pilate and the story of
Judas [108], the choice made between Christ
and Barabbas. Within this sequence several
folios are missing, as are the canon tables,
although there is a frontispiece with busts of
the four Evangelists set in a circular frame. All
the illustrations probably preceded the canon
tables - during rebinding at a later date the
order has been disarranged; they occupy the
upper half of the page, of which the lower half
is decorated with busts of four Prophets each
holding scrolls bearing texts relevant to the New
Testament scene above, or, in two cases, the
New Testament scene occupies the whole page.
The one has Christ before Pilate in the top
register, the repentance and death of Judas in
the lower, the other has the choice between
Christ and Barabbas dominating the whole
page, although divided into two registers. After
the canon tables came the text of St Matthew,
probably with a portrait at the beginning, but
it has not survived. The text of St Mark (which

110. The Multiplication of the Loaves and Fishes.
From an Evangelistary,
Codex Sinopensis, ms. suppl. gr. 1286, fol. 15.

From Sinope. Probably Constantinople, sixth century.

Paris, Bibliotheque Nationale
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breaks oft after chapter x\i:14) is preceded by
his portrait 1109]; he is seated in a wicker chair
in a simplified architectural setting, penning a
scroll at the dictation ofa female figure standing
near by presumably adapted from an earlier
portrait of a poet and his muse.13

The arrangement of the illustrations in the
Codex Sinopensis is different. All that has sur-
vived is a fragment of the text of St Matthew,
and in this case the five extant miniatures are
set at the foot of the page, as in the Vienna
Genesis, and come either before or after the
relevant parts of the text. These small scenes -
the Beheading of St John the Baptist and
Herod’s Feast, a first and second Multiplication
of Loaves and Fishes [lio], the Healing of the
Blind Man (Matthew ix:37), and the Cursing
of the Fig Tree - are all placed between two
busts of Prophets holding scrolls inscribed with
texts adumbrating the New Testament scene
which they frame. In both codices, however,
the same principles of decoration obtain: the
purple parchment serves as a background to the
scenes, which are touched in with gold and
glowing colours with considerable economy of
effect on a ground line; architectural detail and
elements of landscape are presented like theatri-
cal properties; and the figures are evoked in
compact miniature forms which flow into move-
ment or smoulder like embers of energy. Occa-
sionally there are exceptions to this evocation
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111. A canon table. From the Rabbuia Gospels, Ms. Flut, i, 56, fol. 4 verso. Completed at Zagba c. 586.
Florence, Biblioteca Laurentiana
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»2 . A canon table. From a Gospels, MS. Add. 511fol. ... Probably Constantinople, late sixth century
London, British Museum
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of a scene, exceptions which appear to occur
more frequently in the Vienna Genesis, but the
fragmentary state of the two Evangeliaries must
be kept in mind, where the purple page is
‘pierced' by an illusion of space which includes
sky, landscape, architecture, and the activity
of the characters: the illustration is a window
on to a particular world. This rectangular view
on to a section of narrative was to be taken up
constantly by later Byzantine artists, whether
they were dealing with scenes from the Holy
Scriptures or incidents in the lives of saints.
There are, moreover, intermediate stages in the
Vienna Genesis where the window is less obvi-
ous but the scene remains a complex, particular
world in miniature without contracting into a
shorthand notation of confronted forces. On
the other hand, a number ofscenes in the Gene-
sis are narrated in the mode of distillation so
typical of the two Gospel texts. Most scholars
are agreed that the Vienna Genesis is the earliest
of the three manuscripts and that it appears to
synthesize earlier traditions about which only
surmise is possible today, but the mode of dis-
tillation which occurs in all three may well be
an invention of the sixth century.16

It is quite clear that the decoration of the
Rabbuia Gospels, dating from the year 586,
whose provincial provenance is mercifully not
subject to speculation, though the date has not
escaped scholastic questioning, comes from a
different tradition. Written at the monastery of
St John at Zagba in northern Mesopotamia the
Gospel book is not a purple codex, not written
in Greek, and the set of canon tables [111], the
sequence of illustrations, and, indeed, the whole
text is arranged to read in the Syriac tradition
from right to left. The scenes illustrating the
life of Christ placed on either side of the canon
tables - small, lively vignettes in rich colours
and a sketchy technique (similar decoration
occurs in Paris, syr. 33, another early Syriac
manuscript) - forecast the decoration of a
sequence of post-iconoclastic psalters starting
in the ninth century with the Chludov Psalter
[149] and continuing in the eleventh century
with Paris, gr. 74 and British Museum, Add.
ms. 19352, executed in the monastery of St John

ofStudiusat Constantinople in 1066. The canon
tables themselves offer a richness of decoration
in marked contrast with those believed to have
been executed in Constantinople about the
same time or a little later - for example, British
Museum, Add. ms. 5111, where the decoration
[112], though elaborate, is severe, precise, spare,
and devoid of fantasy; the tables in the Rabbuia
Gospels appear to have more affinities with
those in Armenian manuscripts dating from the
tenth century. In addition to the small scenes
accompanying the canon tables, the Rabbuia
Gospels contains a series of full-page miniatures
which in part continue the narrative - the
Crucifixion [45] and Resurrection, the Ascen-
sion [46] and Pentecost - in part refer to the
recruitment of Apostles, with a most unusual
scene depicting the election of Matthias, in part
to the authorship of the canon tables with por-
traits of Ammonius and Eusebius, and in addi-
tion offer portraits of the Virgin and Child
standing beneath a baldacchino and Christ en-
throned between four monks. Whereas the
small scenes are sketched in with economy of
effect, the full-scale miniatures of the Cruci-
fixion, Resurrection, and Pentecost are worked
out with considerable detail in an illusion of
space and are at the same time quite differ-
ent from similar illusionistic scenes in the
purple codices. The atmosphere of decoration
in the Rabbuia Gospels is unquestionably mon-
astic. Even so, the models for these full-scale
miniatures must have been steeped in sophisti-
cated east Mediterranean traditions, but in
view of the almost total lack of evidence as far
as manuscript decoration is concerned it would
be rash to draw any peremptory conclusions on
the source of these models. On the other hand,
in view of the attempts of scholars in the past to
assign the purple codices to an East Mediter-
ranean workshop - Antioch, Jerusalem, or just
Asia Minor - it should be stressed that the
decoration of the Rabbuia Gospels runs counter
to such hypotheses. Moreover, in the portrait
of Christ enthroned between four monks [113]
He is revealed with short, curly, dark hair and a
slight beard quite different from the so-called
Syrian type with long hair and beard, which
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113. Christ enthroned between four monks. From the Rabbuia Gospels, tol. 14

suggests also that attempts at establishing
regional iconographie types in this period are a
waste of time. This short-haired, short-bearded
Christ is not isolated in the Rabbuia Gospels;
the tvpe appears again in a standing version

between cypresses and framed by a large medal-
lion in a now incomplete Syriac Gospels in the
church of St James of Sarug at Diarbakr in
northern Mesopotamia dating from the late
sixth or seventh century.l7
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The difficulties of unravelling the complex
overlay of traditions which might occur in vari-
ous parts of the Eastern Empire are notorious.
Constantinople, as metropolis, might be ex-
pected to attract more discrete elements than a
provincial city or monastery, and it has been
shown that in the sixth century the capital was
the source of the new elements, but the illustra-
tions in Paris, syr. 341, a Bible now incomplete
but dating probably from the late sixth or early
seventh century, allowing for differences of
hand, suggest that a number of traditions might
be synthesized in a provincial scriptorium. The
illustration of Moses before Pharaoh [114], in
spite of a certain crudeness of facture, is a re-
markably faithful copy ofa late antique model -
Pharaoh is dressed as an early Byzantine prince
-and not far removed from the tradition of the
portraits in the copy of Dioscurides’s Materia
Medica produced for Princess Juliana Anicia at
Constantinople [105]). On the other hand, the
miniature revealing the Virgin as the Source
of Wisdom [115], standing holding the Child
Christ in a shield reminiscent of the icon of the
Theotokos Nikopoia, between the personifi-
cation of the Church and Solomon dressed as

a sixth-century Augustus, establishes that a
more up-to-date metropolitan model was at
hand.18

114. Moses before Pharaoh.

From a Syriac Bible, ms. syr. 341, fol. 8 recto.
Probably late sixth or early seventh century.
Paris. Bibliothéque Nationale

115. The Virgin as the Source of Wisdom.

From a Syriac Bible, ms. syr. 341, fol. 118 recto.
Probably late sixth or early seventh century.
Parts, Bibliotheque Nationale
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As in earlier times, once the provincial artist
has taken over a type the result may evoke com-
parisons from one part of the Empire to another.
The four full-page illustrations on two leaves,
bound into the tenth-century Etchmiadzin
Gospels produced in the Armenian monastery

of \oravank\ are presumably contemporary
with the Rabbuia Gospels, but the style is com-
pletely different and has little in common with
other Syriac manuscripts about this time. The
ivory covers [116] which bind the Etchmiadzin
Gospels date unquestionably from the sixth

116. Christ and the Virgin enthroned; scenes from the life of Christ. Diptych used as a book-cover
for the Etchmiadzin Gospels, MS. Matenadaran 2374. Byzantine, sixth century. Yerevan



century; they are a five-part sacred diptych
representing a beardless, short-haired Christ
enthroned between St Peter and St Paul, sur-
mounted by angels bearing a garlanded cross
and framed by scenes from the life of Christ,
and the Virgin and Child enthroned between
archangels, again surmounted by angels bearing
a garlanded cross and framed by scenes from
the infancy of Christ. The diptych is a crude
example of the style set by the Barberini diptych
and other fragments of imperial diptychs, Maxi-
mian's chair at Ravenna [94], and by the sacred
diptych now in Berlin [67], all Constantino-
politan work dating from the first half of the
sixth century. The miniatures represent the
Annunciation to the Virgin, the Annunciation
to Zacharias, the Adoration of the Magi, and
the Baptism of Christ. Unlike the Rabbuia
cycle, which is narrative, the Etchmiadzin
group emphasizes the theophanic mysteries and
recalls the holy places commemorated on the
silver ampullae now at Monza and Bobbio and,
no doubt, in the martyria of Palestine. On the
other hand, the centralized treatment of the
Adoration of the Magi [117] is paralleled by
ivory carvings usually assigned to Syria or
Egypt, the handling of feature, form, and hair-
style is reflected in Coptic paintings at Bawit
and in Coptic sculpture in Cairo, and the repre-
sentation of the Child Christ in a shield-like
mandorla appears again at Bawit and Saqgara
but is also to be found on an icon on Mount
Sinai, in S. Maria Antiqua at Rome, and in
Paris, syr. 341. The Baptism of Christ evokes a
beardless youthful Christ [118] with bushy,
curly hair - very Coptic in appearance - framed
by a border containing rows of pelicans piercing

117 (above right). The Adoration of the Magi.
A page bound in to the Etchmiadzin Gospels,
Ms. Matenadaran 2374.

Armenia, late sixth or seventh century. Yerevan

118. The Baptism of Christ.

A page bound in to the Etchmiadzin Gospels,
Ms. Matenadaran 2374.

Armenia, late sixth or seventh century. Yerevan
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their breasts beneath a paten and above a
chalice, and the four Evangelists. Not only the
theophanic mystery is represented - the hand
of God, the Dove, the youthful Christ - but the
Eucharist is symbolized and the Passion is
adumbrated. Armenian scholars consider these
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miniatures to be the work of an Armenian artist
and compare them to vestiges of wall-paintings
in the seventh-century churches of Lmbat,
T'alin, and Arudj, but there seems to have been
a strong connexion with Egypt, from which the
model may have come.l9

119. St Luke framed by scenes from the life of Christ.

From the Gospels of St Augustine,
Ms. 286, fol. 129 verso. ltaly, late sixth century.
Cambridge, Corpus Christi College
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In the West the problems of provenance and
models set by illustrated manuscripts are no
less intricate. Paleographers agree that the Gos-
pels of St Augustine, the Apostle of the English,
who landed in Thanet in 597, was written in
Italy in the sixth century, and it is probable that
the fragment of the manuscript no. 286, now in
the library of Corpus Christi College, Cam-
bridge, was either brought to England by the
early missionaries or sent to them shortly after-
wards by Pope Gregory the Great (590-603).



Only two pages of miniatures have survived:
fol. 125 with scenes from the life of Christ
arranged in squares starting with the Entry into
Jerusalem and ending with Simon of Cyrene
bearing the Cross, and fol. 12g verso with the
portrait of St Luke seated under an arch, his
symbol appearing in the conch, and on either
side scenes from the ministry of Christ [119].
But there seems no reason to doubt that origi-
nally the manuscript contained four portraits of
the Evangelists and at least three sets of com-
posite miniatures, one before the Gospel of St
.Matthew illustrating the early life of Christ, the
set before St Luke, and a third illustrating the
Passion at the end of the Gospel of St John.
Since twenty leaves are missing from the begin-
ning of the codex there must have been the
usual prologues to the Gospels including a set
of canon tables. In all there may have been
seventy-two, possibly even eighty-four New
Testament scenes. Whereas in the composite
miniature each square has a single scene, in the
miniatures framing St Luke each rectangle con-
tains two scenes set one above the other. Some
of the latter illustrate already familiar subjects
such as Zacharias and the Angel and Christ
among the Doctors, but one panel combines the
parable of the fig-tree (Luke xiii :6) with a repre-
sentation of Christ addressing three persons
which it would be baffling to identify were it not
for the inscription referring to Christ saving
'Foxes have holes, and the birds of the air have
nests but the Son of Man hath not where to lay
his head’ (Luke ix: 58). The portrait of St Luke
is conventional enough in the stylistic idiom of
the time - simplification of feature, form, and
drapery, loss of weight, and a certain weakness
of line - but the little figures in the narrative
miniatures have no close parallels. In a sense
they recall the five-part sacred diptych ex-
ecuted in Rome about 430 and the large five-
part diptych now acting as a book-cover in the
cathedral treasury at Milan, probably North
Italian and dating from the sixth century [120],
but by the nature of the medium the ivory carv-
ings are more defined, and such a comparison is
inevitably tangential. In the manuscript there
is little attempt at modelling, the illusion of
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landscape is reduced to a series of billows of
différent colour, and every scene has been con-
densed into a dry pictograph of an incident.2

120. Scenes from the life of Christ. lvory diptych
used as a book-cover. North Italy, sixth century.
Milan, cathedral treasury
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i2i. The Legislation on Mount Sinai and The illustrations of the Ashburnham Penta-
the Tabernacle. From the Ashburnham Pentateuch, teuch, dating probably from the late sixth or

MS. nouv. acg. lat. 2334, fol. 76 recto. seventh century, are more ambitious but are
Probably Italy, late sixth or seventh century. equally baffling as to their model and their
Paris, Bibliothéque Nationale provenance. Again paleographers agree on the
date of the uncial script, which was apparently
written in a centre outside the main Latin



stream, possibly east of Italy, but art-historians
have been at a loss when faced by the minia-
tures, of which some are encaustic, and Spain,
southern Gaul, Italy, and North Africa have all
been mooted. The text of the Scriptures is the
Vulgate, but the labels under the miniatures
follow the old Latin version. The title page on
fol. 2 recto presents a list of the sacred books
with their Jewish and l.atin names in a frame be-
tween parted cherry-red curtains draped round
columns, believed by some to be a reference to
the Torah in a synagogue. Nineteen full-page
miniatures have survived, ranging from the
Creation of the World to Moses expounding
the Law to the Jews. In some cases one scene
such as the Flood (fol. 9 recto) may occupy the
whole page, but more frequently a number of
scenes follow upon each other reading from left
to right (although there are exceptions to this),
which presupposes a Western tradition. Never-
theless, more than one scholar has invoked
Jewish traditions and influences on the Penta-
teuch, and most scholars consider that the artist
was familiar with the East - or North Africa.
Characteristic of the decoration is a persistent
and complex use of architecture with incidental
curtains, hanging crowns, and lamps [121]
which looks forward to aspects of Carolingian

THE AGE OF JUSTINIAN =« 145

illumination and drawing. The manuscript was
restored in eastern France in the eighth century,
and by the ninth century it had reached Tours,
where it seems to have exercised no influence at
all until the late eleventh century. The Moutiers-
Grandval Bible executed at Tours between 834
and 843 clearly followed a different model, and
the Bamberg Bible with its Genesis cycle read-
ing from right to left suggests that there was
some other Syriac model in the scriptorium.
The costume of the women in the Ashburnham
Pentateuch, particularly the mantilla draped
over high, braided hair, recalls the orant ladies
in Roman catacombs of the fourth century [6],
and the vertical bands on the long tunics run-
ning from shoulder to foot may be seen on many
Coptic grave-clothes dating from the fourth to
the early seventh century. Much of the male
costume looks uncompromisingly Western,
almost Frankish. Wherever the Ashburnham
Pentateuch was copied, it seems probable that
a fourth-century Roman model was at hand,
and whatever else was brought to bear on it in
the course of production, the result is far re-
moved from the Eastern manuscripts which
have survived. The artists of the Vienna Gene-
sis, though equally retrospective, were living in
a different world.2



CHAPTER 6

THE FORSAKEN WEST AND THE EMERGENCE

OF THE SUPREME PONTIFF

Ehe late sixth and seventh centuries were times
of great trouble and unrest. In 586 the Lom-
bards invaded Italy - the first barbaric horde to
arrive with no kind of imperial sanction. In vain
the Pope appealed for help to the Emperor.
Pope Pelagius Il (579-90) sent the deacon
Gregory, later Pope Gregory the Great (590-
603), to Constantinople with instructions to
haunt the palace night and day, but the imperial
administration acting for Justin II, who was
mad, and later the Emperor Maurice, conscien-
tious, able, and soon on cordial terms with
Gregory, was fully occupied by the Persian
menace on the eastern front. No troops could
be spared; the exarch in Italy admitted that he
was hardly equipped to defend Ravenna, still
less Rome. For the next three centuries the
situation of the Papacy was precarious indeed.
Until well into the eighth century few Popes,
not even Gregory the Great, dared to be con-
secrated without the approval of the Emperor
or the exarch. Loyalty to the imperial concept
continued long after all hope of sustained mili-
tary intervention had evaporated and was not
without peril. Throughout the seventh century
the Monothelite heresy over the distinction of
the Divine and human wills of Christ disrupted
Christian peace. The heresy received imperial
support. More than once the Popes were sum-
moned to Constantinople to give an account of
themselves and their theological position; more
than once they were humiliated and treated
with contempt. Pope Honorius | (625-38), a
man of integrity and untarnished reputation,
was condemned as a heretic because of an in-
judicious letter by the sixth general council at
Constantinople in 680; Pope Martin | was
seized in Rome, and on his arrival in the metro-
polis in 653 or 654 was brutally molested until

he died, a forsaken and starved martyr, in the
Crimea in 655. The last Pope to be sum-
moned to Constantinople was Constantine
(708-11), who took with him the future Pope
Gregory Il (715-31), but this time the papal
party was received honourably by Justinian Il
and they returned safely to Rome in 711. Greek
historians were to accuse Gregory Il of break-
ing off relations with the Byzantine Emperor
and taking the West with him, but in fact he re-
mained loyal to the imperial concept while
protesting strongly against Leo Ill's attempts
at illegal taxation and his Iconoclastic decrees.
Indeed, the Iconoclastic Controversy which
began officially in 725 created a permanent rift
between East and West. Eventually the Lom-
bards occupied Ravenna, and by 751 the ex-
archate had come to an end. The Popes were
forced to treat - not unprofitably - with the
Lombards; a large part of the exarchate became
papal territory, but they never trusted them.
They turned instead, as they had done inter-
mittently since the sixth century, to the Franks.
The anointing of Pepin by Pope Stephen Il at
Paris in 753 - which confirmed a previous
anointing by St Boniface, acting on papal in-
structions - was the cornerstone of the medieval
theory of kingship by the grace of God and
of papal superiority over the temporal power.
In less than fifty years the Frankish king-
ship was converted into the renewed Western
Empire of Rome, and, mirabile dictu, Charle-
magne was recognized by the Emperor of East
Rome.

The foundations of papal power, not only in
the spiritual but in the temporal sphere, had in
fact been laid by Pope Gregory the Great. His
personality transformed the Roman bishop of
the Early Christian Church into the medieval
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sovereign pontiff. The son of a rich nobleman,
he had been Prefect of Rome before he became
monk and deacon. His six years as papal nuncio
at the imperial court between 579 and 585 gave
him a profound insight into politics and diplo-
macy. It is not without significance that in spite
of his mission Gregon never troubled to learn
Greek and was to complain (Ep. \ii:27) that
there was no one at Constantinople who could
translate Latin competently. After his consecra-
tion as Pope the maintenance of imperial power
in the West depended more on him than upon
the exarch, and by the time of his death the in-
cessant energy of Gregory had switched the
reality of power into his own hands. The Lom-
bards were supreme in northern Italy but Greg-
ory ruled the central territories. The bishops,
moreover, all over the Empire reported to Rome.
In all the advice which issued as a result of these
reports Gregory pressed relentlessly the auth-
ority of the Church: the Pope was above the
exarch; the Church was above the State; a
wrong against man was a wrong against God.
His Regulae Pastoralis Liber became part of the
ordinary training of a bishop, and the Emperor
Maurice ordered a translation into Greek. His
corpus on Divinity, the Moralia inJob, which
he wrote at Constantinople, was to become a
popular classic. The fourteen books of his
letters, known as the Registrimi Gregorii, be-
came a standard work of reference on Roman
religion and diplomacy. He became the most
popular of all the Fathers of the Church, prob-
ably more influential than St Ambrose, St
Augustine, or St Jerome. Few libraries in the
Middle Ages were without a complete set of his
works. His keen interest in the missions to the
barbarians, particularly the English, led to the
triumph of Rome over Celtic practice at the
Synod of \\ hitby in 664, to the success of the
Anglo-Saxon missions among the German and
Frisian tribes, and to the apostolate of St Boni-
face, who before setting out on his work in 718
went to Rome to receive a letter of recommenda-
tion from the reigning Pope, Gregory II.

St Gregory the Great was monk and abbot
before he became Pope. In the second book of
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his Dialogues he paid tribute to another great
saint, Benedict of Nursia (d. about 547), whose
Rule for Monks became the basis for Western
monastic life. Previous rules had been little
more than collections of religious precepts. St
Benedict was the first to write a true monastic
code. With the direct approval of St Gregory,
who commended it for its moderation and
lucidity, the code gradually came into use.
Charlemagne, who visited Montecassino in 787,
obtained a copy of the Rule and, in that general
effort towards organization and uniformity
which characterized his government, saw to its
dissemination in the re-established Western
Empire. By the year 817 at a chapter held at
Aachen the assembled bishops and abbots were
asked: ‘Can there be any monks besides those
who observe the Rule of St Benedict ?” Benedic-
tine monasticism was eventually to become the
chief cultural force almost everywhere in
Europe and the backbone of resistance to West-
ern imperial paternalism. If the foundations of
papal power were laid by Gregory the Great,
the structure was stabilized by those who ob-
served mostjaithfully the Rule of St Benedict.!

In spite of the troubled times and the constant
fear of Lombard occupation - the Lombards
passed from paganism to orthodoxy via Arian-
ism, but their presence in Italy was a serious
menace to papal stability - artistic production
still continued in Rome. Pope Pelagius Il em-
bellished the Shrine of St Peter and rebuilt S.
Lorenzo fuori le Mura. The mosaic on the tri-
umphal arch represents Christ enthroned be-
tween the SS. Peter and Paul, Lawrence,
Stephen, Hippolytus, and Pope Pelagius him-
self [122]; in the spandrels are the towns of
Bethlehem and Jerusalem. The mosaic was re-
stored on several occasions during the medieval
period, and today only the figures of St Law-
rence and the Pope date from the sixth century;
the head of St Hippolytus appears to be a restor-
ation made at some time between the seventh
and ninth centuries; the other figures were re-
paired about 1100. In general the disposition
has been compared to the apse mosaics in S.
Vitale at Ravenna, but the figures of the Pope



122. Christ enthroned between SS. Peter,

Paul, Lawrence, Stephen, Hippolytus,

and Pope Pelagius I1; in the spandrels,

the towns of Bethlehem and Jerusalem.

Mosaic on the triumphal arch. Between 579 and 590,
largely restored during the medieval period.

Rome, S. Lorenzofuori le Alurei

and St Lawrence are more elongated and less
massive. The OIld Library in the Lateran Palace
was redecorated under Pope Gregory | towards
the end of the sixth century with simulated cur-
tains hanging from a bar and portraits of the
Fathers of the Church, including St Augustine
[123] which presents a marked simplification of
form and drapery, an improbable relationship
between the saint and the book he appears to be
blessing, and an almost complete loss of depth.2

According to the Liber Pontificalis Pope Hon-
orius | (625-38) was particularly active in pre-
serving and restoring the churches of Rome.
That of S. Agnese fuori le Mura was rebuilt,
like S. Lorenzo, as a galleried basilica, about
630. The mosaic in the apse reveals St Agnes
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dressed as an Augusta [124] between Pope
Honorius and Pope Symmachus; above, the
hand ot God emerges from a cloud in a starry
firmament. The grave, impassive, elongated
figures stand well spaced against a gold ground,
the Popes turning slightly inward on minute
feet towards the saint, who stares like a be-
dizened doll into the body ofthe church. Lofty,
remote, impersonal, the forms mereh make a
statement of sanctity and papal patronage.

123. St Augustine. Wall-painting. Late sixth century.
Rome, Lateran Palace. Old Library
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Strong Byzantine influences ma\ be detected
throughout the architecture in proportions and
measurements and in the mosaic. It may well
be that Byzantine workmen, perhaps even a
Byzantine architect, were called upon. The
mosaic, repaired to a certain extent by Pope
Hadrian 1 (772-95), looks straight past the
Iconoclast Controversy towards the art of
Constantinople in the tenth century: Byzantine
art in its most static aspect.

124. St Agnes. -Mosaic in the apse. c. 630 :).
Rome, 5. Agnese
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125. The Virgin in prayer amid Apostles and Saints. Mosaic in the apse. Between 640 and 642.
Rome, S. Giovanni in Laterano, Baptistery, Oratory 0j'S. Venanzio

Pope John IV (640-2) was a Dalmatian, the
son of the scholasticus - an advocate - Venan-
tius, and because the Slavs were overrunning
the country of his birth, he arranged for the
relics of the more important Dalmatian saints
to be brought to Rome. They were housed in
the Oratory of S. Venanzio in the baptistery of
S. Giovanni in Laterano, and a mosaic was
commissioned to decorate the apse. The bust
of Christ, bearded, long-haired, haloed, emerges
from clouds between busts ofangels; below, the
Virgin stands in prayer with Apostles and other
saints [125] on either side these extend beyond
the apse on to the walls of the chapel. The design

appears to be an adaptation of the theme of the
Ascension with a number of later saints added;
many of these are dressed in Byzantine court
costume. The impression given by the mosaic,
if compared with those of slightly earlier date
in the church of Hagios Demetrios at Salonika,
is that local artists were responsible, mixing
local traditions with strong Byzantine influ-
ences. Once again the figures of the saints lack
the sense of sheer bulk in contrast with the
saints and donors in Hagios Demetrios, the
drive of the line is less certain, and the model-
ling of the faces strikes one as slight and in-
decisive.4
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Equally provincial in flavour is the apse mo-
saic in S. Stefano Rotondo probably executed
during the reign of Pope Theodore | (642-9).
Theodore, the first Pope to be named Sovereign
Pontiff, was a Greek from Jerusalem, the son of
a bishop. It is not without interest that the
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Pietro in Vincoli, usually dated about 680, has
become a dry, schematic notation of the human
form 1127], the drapery mapped out into seg-
ments, the head out of proportion with the rest
of the body. The mosaic decoration formerly in
the Chapel of the Virgin in Old St Peter's ex-

126. A jewelled cross surmounted by a bust of Christ flanked by St Primus and St Felicianus.
Mosaic in the apse. Between 642 and 649. Rome, S. Stefano Rotondo

jewelled cross surmounted by the bust of Christ
[126] recalls the pattern of iconography found
in the Crucifixion on the silver ampullae from
Palestine. The cross is placed in a stylized
garden and is flanked by St Primus and St
Felicianus dressed in simplified Byzantine
court costume. No doubt there were similar
representations in Jerusalem, possibly even in
Constantinople, but the Roman mosaic, now
considerably damaged and restored, follows the
etiolated forms already seen in S. Lorenzo and
in the Oratory of S. Venanzio. Further stages in
the decline of mosaic technique in Rome may
be charted. The portrait of St Sebastian in S.

ecuted for Pope John VII (705-7) and now
scattered in the crypt of St Peter’s, in the
Lateran Museum, in S. Maria in Cosmedin,
and at Florence in the church of S. Marco, pre-
sents similar characteristics. The fragment of
the Adoration of the Magi, now in S. Maria in
Cosmedin, with its uncertain evocation of form,
weak line, and vapid faces [128], suggests that
the workshop traditions were running thin. The
decline of aesthetic vision and force was accom-
panied by a decline in skill.5

This decline seems to have closed in quite
rapidly at Rome during the second half of the
seventh century in spite of the almost certain



127 (above left). St Sebastian. Mosaic panel.
c. 680. Rome, S. Pietro in Vincoli

128 (left). The Virgin and Child enthroned.
Fragment of an Adoration of the Magi.

Part of the decoration

in the Chapel of the Virgin in Old St Peter’s.
Between 705 and 707. Rome, S. Maria in Cosmedin

129 (above). St Anne. Wall-painting. 649.
Rome, S. .Maria Antiqua



130. The Maccabees. Wall-painting. 649. Rome, S. Maria Antiqua

presence of Greek fresco painters in the city.
The decoration of S. Maria Antiqua was con-
tinued under the patronage of a succession of
Popes. Pope Martin | (649-55), of noble birth,
from Todi on the Tiber, and one of the noblest
of the Popes, was consecrated without waiting
for imperial confirmation and, having sum-
moned the Lateran Council which condemned
the Monothelite heresy in defiance of the Em-
peror, he gave instructions for the Council to be
recorded on the walls of S. Maria Antiqua. The
paintings also include a fine St Anne bearing the

Virgin in her arms, identified by a Greek in-
scription [129], and the equally fine representa-
tion of the Maccabees [130], again with Greek
inscriptions, which bear witness to a sturdy
Byzantine intervention. The serene modelling
of the faces, the handling of the drapery and the
form beneath the drapery - note, in particular,
the figure of Solomone, the mother of the
Maccabees - and the overall luminosity are
clearly foreign to the local output. Moreover,
the elongation of the forms, the use of high-
lights to emphasize folds of drapery, the grave



131. The Angel of the Annunciation.
Wall-painting. 649. Rome, S. Maria Antiqua

sense of purpose, as in the mosaics of S. Agnese,
look forward to Byzantine art after the Icono-
clast Controversy. The message of these paint-
ings may also have been read by Carolingian
artists. The style of drapery and the treatment
of form of an angel in the Annunciation group
in the nave [131] give intimations of an idiom
which was to be crystallized in the drawings of
the Utrecht Psalter produced at Reims about
820. This strong Greek tradition continued
under Pope John VI (705-7). He was the son
of a Byzantine official, Plato, the curator of the
imperial palace at Rome. He had been educated
at Constantinople and returned to Rome a man

of learning and eloquence. He seems also to
have learnt that discretion is the better part of
valour, for he declined to comment on the
decrees of the Quinisextine Council 'in which
were many articles against the See of Rome’ and
simply returned them unanswered, uncon-
firmed, to the truculent Justinian Il. He called
himself the servant of the Mother of God, and

132. St Luke. Wall-painting. Between 668 and 685.
Rome, catacomb o f Gommodilla

his chapel in Old St Peter's and the great icon in
S. Maria in Trastevere [77] bear witness to this
devotion. He also decorated S. Maria Antiqua
and called in Greek artists to do some of the
work. The great Adoration of Christ on the
Cross painted on the triumphal arch is now
difficult to read, but the head of a seraph with
its delicate modelling and hellenistic overtones
suggests the collaboration ofa Byzantine trained
in the workshops of Constantinople. The busts
of Apostles in medallions on the left wall of the
presbytery, the types vividly evoked in an im-
pressionist technique, are in marked contrast
with the portrait of St Luke in the catacomb of
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Commodilla [132] dating from the reign of
Constantine 1V (668-85), where the schema-
tized, simplified form betrays the local Roman
tradition. It seems certain that different sons of
artists worked for John VII. The Adoration of
the Magi on the left wall of the presbytery
appears to be fairly close in style to the mosaic
panel of the same subject in S. Maria in Cos-
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medin, which is on a différent level of accom-
plishment from that of the Byzantine artists.

In spite of the Byzantine interventions the
local traditions prevail. The prothesis or chapel
of Theodotus in S. Maria Antiqua was re-
decorated under Pope Zacharias (741-52), a
Greek by birth, but the Crucifixion panel [133],
although Christ is wearing the solobium familiar

Rie Crucifixion. W all-painting. Between 741 and 752.
Rome. S. Mana Antiqua, prothesis or chapel o f Theodotus



156 * EARLY CHRISTIAN AND BYZANTINE ART

in Syriac manuscripts, carries Latin inscrip-
tions and seems to be the work of Roman rather
than Eastern artists. The portraits below of the
Pope Zacharias, the donor Theodotus, an
official of the diaconia, and SS. Quiricus and
Julitta, Peter and Paul on either side of the
Virgin and Child enthroned are executed in the
Byzantine idiom, yet the general effect is arid
and mechanical. Moreover, in the scenes from
the life of St Quiricus and St Julitta, the forms,
with the lengthening of the thigh and the short-
ening of the shin, the lack of modelling and the
segmentation of the drapery are entirely local.
These characteristics appear also at S. Saba and
at S. Maria in Via Lata in the middle of the
eighth century and were to continue in Roman
art until the high Middle Ages. More paintings
were executed in S. Maria Antiqua in the apse
and in the right and left aisles under Pope Paul |
(757-67), and again the Byzantine models are
desiccated and simplified, although the series
of Eastern saints in the left aisle with their
Greek inscriptions are not without a sense of
monumentality and power. The fresco of the
Virgin and Child enthroned between saints and
Pope Hadrian | (772-95) in the atrium illus-
trates the increasing stylization : flattened forms
mapped out by monotonous vertical lines. Pope
Leo Il (795-806) had placed a silver ciborium
over the high altar, but towards the middle of
the ninth century S. Maria Antiqua was aban-
doned. A severe earthquake in 847 undermined
the imperial buildings overlooking the church
on the north-eastern edge of the Palatine hill,
and S. Maria Antiqua was partially buried
under the rubble. The diaconia was transferred
under Pope Leo IV (847-55)to a new building
on the Via Sacra, called at first by the name of
the old church but later changed to S. Maria
Nova, and later still to S. Francesca Romana.
S. Maria Antigua was finally and completely
buried during the fire which devastated that
part of Rome after the Norman sack in 1084.

In northern Italy the influence of the Lom-
bards on art tended to be barbaric. Like most
barbarians, they preferred portable objects in
gold and silver, often highly wrought. The
sculpture executed under their dominion, if we

are to consider the grave-slab of St Cumianus
at Bobbio (713-44), the altar of Ratchis at Civi-
dale (737-44), or the altar slab of Sigualdus in
the same town (762-76), is crude, provincial,
and rébarbative. But the little church of S. Maria
on a hill near the village of Castelseprio, since its
frescoes were discovered in 1944, has become a
bone of art-historical contention. The church
itself has been described with reason as ‘one of
the poorest pieces of construction on Italian
soil' and there seems little reason to question
the date in the seventh century assigned to it in
the first place. The frescoes, as the inscriptions
witness, are the work of a Greek, small in scale,
their fresh, delicate colours now much faded,
but wholly competent and worthy of compari-
son with those done for Pope Martin | in S.
Maria Antiqua about 650 or the Byzantine pro-
duction for John VII in the same church.
Nevertheless, dates in the fifth or sixth, eighth,
ninth, and even tenth centuries have been can-
vassed by art-historians. A graffito cut into a
border referring to Ardericus, Archbishop of
Milan (938-45), has prevented anyone from
suggesting a later date and would seem to
nullify the tenth-century proposition. Nor are
the arguments for a ninth-century date, based
largely on iconographie speculation, at all con-
vincing. The fifth- or sixth-century date would
appear to be ruled out by the rusticity of the
building; it seems hard to believe that a church
so close to Milan could have been so shoddily
built in those centuries. Nor does the style
parallel in any way Byzantine sixth-century
modes, about which we are tolerably well in-
formed. A comparison of the Flight into Egypt
[134] with the outlines of the same subject in
the church of S. Salvatore at Brescia provides an
interesting parallel, but unfortunately the date
of the frescoes of S. Salvatore is equally open to
speculation, though the proposal by some for
the second half of the eighth century seems
plausible. In any case, the frescoes which are at
all legible in that church seem closer in style to
the local manifestations in Rome, to frescoes in
S. Maria in Valle at Cividale, also highly con-
troversial, difficult to read, but possibly second
half of the eighth century, and to those in the



- The Flight into Egypt. \\ all-pair.rir.g
Castelscprw, church

'55 Christ Pantocrator. Wall-painting. . 700.

Castelseprio, church

church of St John the Baptist at Mstair in the
early ninth century. On the other hand, the
Byzantine frescoes at Castelseprio seem to fit
more readily into place between the work done
for Martin | and that done for John VII, and
art-historical opinion appears to be settling for
a date about 700. The surviving scenes are de-
voted to the infancy of Christ, ranging from the
Annunciation to the Presentation in the T empie,
set in an illusion of landscape or architectural
space ver} subtle for the time, with aremarkable
handling ofform, drapery, and incidental detail,
and a spirited sense of movement. The drapery
folds, nevertheless - a complex series of angular
ridges emphasized by highlights - make a
decidedly metallic impression and betray the
copyist, who foreshadows in a disturbing way
tenth-century mannerisms. A fine bust of
Christ Pantocrator [135], bearded, long-haired,
cross-haloed, in a medallion, the face sensi-
tively modelled with large luminous eyes, small
delicate mouth, and a refined nose, indicates
the tenacity of Byzantine craft traditions.
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Traditions in North Italy, as at Constanti-
nople and at Rome, might exist side by side
without necessarily influencing each other. A
Greek worked at Castelseprio about 700, but
artists at Milan, Bobbio, or Nonantola show
little appreciation of the fact. The crucial factor
was the model under the artist's nose. Thus, the
illustrations in a copy of St Gregory's Sermons
on the Gospels, produced at Nonantola about
800, show the weakening in the grasp of the
human form [136], the reluctance to look at

136. St Peter presenting the deacon David Peter.
From a copy of St Gregory’s Sermons

on the Gospels, MS. CXLVI1, fol. 7 verso.
Nonantola, c. 800. Vercelli, Biblioteca Capitolare

nature, and the painstaking yet incompetent
tracing of line familiar in Roman wall-paintings
of the same time. The figures of St Peter and the
deacon David Peter owe nothing to the Greek
who worked at Castelseprio; they are mere dia-
grams of an earlier model in a Western tradi-
tion. The portrait of Apollo Medicus, square-
nimbed, seated under an arch, in a North Italian
copy of Isidore of Seville’s Etymologiae of about
the first quarter of the ninth century, is of con-

siderably higher quality than the illustrations
produced at Nonantola, but the main principles
of style are the same and these owe nothing to
Byzantine artists either living or dead. Farther
north Salzburg managed to maintain its ‘pri-
vate' link with the East. Aquileia was not far
away and books from the East could be pro-
cured. Yet such influence might prove barren.
A copy of St John Chrysostom’s Sermons on
St Matthew in Latin translation includes a por-
trait of the author [137] which presumably was

137. St John Chrysostom. From a Latin copy

of St John Chrysostom's Sermons on St Matthew,
MS. cod. 1007, fol. 1. Salzburg, early ninth century.
Vienila, Osterreichische Nationalbibliothek

taken from a seventh-century Byzantine ver-
sion, but the model has been reduced in colours
of green, yellow, rust, and blue to a flat pattern,
decorative but sterile. No manuscript produced
in Italy and certainly none of the great insular
manuscripts - such as the Codex Amiatinus and
the Lindisfarne Gospels executed in the north
of England in the late seventh or early eighth
century or the Codex Aureus at Stockholm pro-
duced at Canterbury in the third quarter of the
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eighth century ‘explains’ Charlemagne’s
great Coronation Gospels, now at Vienna,
dating troni some years before 800. The con-
clusion seems inescapable that there were
Greeks and Syrians at his court. The portraits
of the Evangelists in the Vienna Gospels [138]
are the expression ofa living hellenistic tradition
which, in spite of the Iconoclast Controversy,
could only have survived at Constantinople.
Even so, this Byzantine tradition was not easily
assimilated by the northern artists. A genera-
tion later at Reims all they could do was to pro-
duce a caricature of Byzantine style, and this
caricature proved to be one of the main life-
lines in the development of north-west Euro-
pean art.8

138. St Matthew. From the Coronation Gospels
of the Holy Roman Empire, fol. 15.

Aachen, before 800.

I lentia. If eitliehe und Geistliche Schatzkammer
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CHAPTER 7

THE TROUBLED EAST

The seventh and eighth centuries were times of
trouble and unrest for East Rome. Almost at
the same time that the Lombards were occupy-
ing Italy, the Slavs and the Avars invaded the
territories west and north of Constantinople,
surged over the Balkans destroying towns and
communications, and in 626 besieged the
metropolis. The defeat of the barbarians by the
Emperor Heraclius outside Constantinople
broke Avar power, but for centuries the Balkans
were in the hands of different groups of Slavs.
Their presence, cutting the great Via Egnatia
which linked Constantinople and Salonika with
the West, was one of the chief causes of the
estrangement between East and West. In the
late seventh century the Bulgars appeared in
the northern Balkans and for three centuries
were to be a constant menace to the imperial
organization. On the eastern front the Persian
victories between 611 and 618, which engulfed
Antioch, Jerusalem, and Alexandria, were coun-
tered by Heraclius at Nineveh in 627, but barely
had the Persian danger been eliminated when
Islam and the Arabs erupted in the Near East,
and by 646 the Byzantine Empire was shorn
of Mesopotamia, Syria, Palestine, and Egypt.
In the spring of 669 the Arabs attacked Con-
stantinople; between 674 and 677 there were
yearly onslaughts. The final siege came in 717-
18, when the Emperor Leo Ill decimated the
Muslim army and destroyed the Arab fleet.
More than once during these times the Byzan-
tine Emperors had contemplated abandoning
the metropolis. Heraclius, the son of the Exarch
of Africa, swept to power by the African fleet,
had considered moving the capital to Carthage.
His grandson, Constans Il, went to Rome in
667 and was the first Emperor to be seen in the
old capital for a hundred and ninety years, but
he settled in Syracuse, causing open dissatisfac-
tion at Constantinople. Byzantine military and

civil servants had long since lost interest in the
West; they looked to the East.

Asia Minor was the basis of the medieval
Byzantine state. Here the theme system - the
new military and civil organization which gave
the shrunken Empire its special strength
came into being; it was gradually extended to
the Balkans in Thrace about 680 and in Central
Greece some time after 687. Byzantine diplo-
macy was concerned first with the new Umay-
yad Caliphate and secondly with the peoples
of Eastern Europe and Western Asia: Bulgar
and Turkic nomads, Caucasian tribes, and not
least the Armenians. With the Khazar princi-
pality in the Caucasus relations were particu-
larly friendly. Heraclius called the Khazar
prince his son and promised him his daughter
Eudocia in marriage. When shown a portrait of
the ‘Augusta of the Romans’, the Khagan was
consumed with love for its ‘archetype’. Happily
for the little princess, perhaps, the Khagan
died before the marriage could take place; but
later in the century, when Justinian Il was in
exile at the Khazar court, he married the
Khagan's sister, and on his restoration in 705
crowned her Augusta, making his son by her
co-Caesar. Constantine V also married a Khazar
princess, and his son Leo 1V was known as ‘the
Khazar’. In addition to this alliance with the
Khagan the Byzantine administration set great
store by Cherson on the south coast of the
Crimea; in the ninth century it was to become a
theme. From Cherson the nomadic tribes of
the East European plain could be kept under
observation. Byzantine control over Armenia
had been established by the sixth century, but
the rise of the Arabs altered the situation, and a
large part of Armenian territory was lost to the
Empire. Nevertheless, Constantinople served
as a place of refuge for Armenian bishops and
noblemen, and at various times numbers of



Armenian families were forcibly removed from
their country to colonize other parts of the Em-
pire, includine Thrace and Cyprus. The
Armenian element in the Byzantine army was
of the greatest importance: in the sixth century
Procopius mentions by name no less than seven-
teen Armenian commanders, including the
great Narses. Some rose to the highest power.
Several Byzantine Emperors were of partiali}
or wholly Armenian descent.

Under Heraclius Greek became the official
language of the state, and culturally the state
was Greek: but the Byzantine Empire was
multi-racial and, at the same time, jealoush
preserved its claims to the inheritance of Rome.
To the Arabs and to other peoples of the East
the Byzantines were Romans - Rumi. The chief
unifying factor was Christian orthodoxy, al-
though this was frequently split by heresy -
Monophysism, Monothelism, and Iconoclasm
- with inevitable repressive measures and
counter-measures. For all its snobbish attitude
to education and Greek -culture, medieval
Byzantine society could not avoid a certain dis-
integration of standards of behaviour. By keep-
ing close watch over the abyss of barbarism the
Byzantines hoped to control it and, if possible,
baptize it, but in so doing the abyss sometimes
enveloped them, and they appear to the modern
eye not infrequently as savage and violent as any
barbarian. With their fierce, intellectual, gloomy
Christianity - neither God nor His Saints ever
smiles - went often a concern with magic,
prophecy, and all kinds of witchcraft which
affected the aristocracy as well as the common
people. But the achievement must always be
kept in mind ; the city itself, the first great stable
government in modern history, the rule ol law,
the diplomatic triumphs from which modern
statesmen might learn, a gold currency which
was standard for more than eight hundred years,
a remarkable civil service open to all the talents,
an almost Scottish respect for education, and a
way of life which aroused the envy and admira-
tion of all who saw it.:

Salonika was to become the second city ot the
Empire. Like Constantinople it was ‘the city
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guarded by God', with a privileged place ‘in the
heart of the Emperor'. Galerius built a palace
there and raised an arch of triumph; Constan-
tine | made a harbour; Theodosius | fortified
the town and made it a seat of imperial govern-
ment. The city was a military and naval base
and a great port and centre of commerce, rich,
populous, and proud of its traditions. The
rotunda of Hagios Giorgios with its magnificent
mosaics was part of the imperial palace, but
there were other great churches. The church of
the Acheiropoeitos, built about 470, was a gal-
leried basilica with aisles and an inner and an
outer narthex. Dedicated to the Virgin - the
church is sometimes referred to as that of the
Hodegetria - the building housed an icon ‘not
made by human hands' of the Virgin Hodege-
tria. The walls were sheathed with marble. The
half-dome of the apse and the soffits of the
ground-floor arcades were covered with mosaics.
Of this splendid late-fifth-century decoration
only the soffit mosaics have survived : ornamen-
tal patterns of vine and acanthus leaves issuing
from vases, geometric and floral interlace in-
habited by birds, rosettes, sprays of leaves and
flowers, with sometimes a cross in a medallion
at the head of the arch. This type of decoration
developed from similar patterns in Hagios
Giorgios, and since it is to be found at a later
date in the ornamental frame of a mosaic in the
comparatively humble church of Hosios David,
we may assume that there was a local school of
mosaicists working at Salonika in the fifth and
sixth centuries. The apse of the church ot
Hosios David in the Latomos Monastery is
decorated with mosaic [139] representing the
vision of Ezechiel. Christ, beardless, long-
haired. cross-haloed, holding a scroll with a
text from lIsaiah, is seated in a circular mandorla
from which emerge the symbols of the Evan-
gelists. The apparition is poised over a terraced
landscape bordered by a stream well stocked
with fish. On either side Ezechiel and Habakkuk
witness the scene, their small scale emphasizing
the cataclysmic grandeur of Divinity revealed.
Nevertheless, the treatment of the drapery and
figure of Christ, of the Angel ot St Matthew,
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and of the two Prophets is a far cry from the
majestic apparitions in Hagios Giorgios a cen-
tury earlier and approaches the more diffuse
linearism of the now lost aisle mosaics in the
church of Hagios Demetrios dating from about
the late sixth or early seventh century.2

Why St Demetrius, an obscure saint mar-
tyred in 303, should have become the patron of
Salonika has never been satisfactorily explained,
although the fusion of pagan divinity and thera-
peutic cults with that of the Christian martyr
seems probable. Tradition states that Leontius,
Prefect of Illyricum, was miraculously healed
of paralysis at the tomb of the saint and in grati-

tude built a great church about 412-13 over the
humble martyrium. From this time the cult
grew until St Demetrius came to be venerated
more than Christ. He saved the city from
plague, famine, and the barbarian; he walked
on the sea, raising a storm to disperse an enemy
fleet; he gave sight to the blind and reason to
the insane. He ‘dwelt’ in aciborium plated with
silver situated on the left side of the nave, and
pilgrims flocked from all parts of the Empire to
light candles in his presence. The holy oil pro-
cured at the 'dwelling’ was regarded as a pana-
cea against all evil. In the late sixth and seventh
centuries the Slavs and the Avars made six
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*39 (opposite). The \ ision of Ezechiel. Mosaic in the apse. Probably sixth century.

Salonika, /.atooios Monastery. Hosws Daini

140. St Demetrius, a donor, and a child. Mosaic panel in the south aisle.
Probably late sixth or early seventh century. Salonika. Hagios Demetrios

attempts to storm the city and were foiled each
time by St Demetrius. The Arabs were power-
less against him until 904, when they pillaged
the city and sold twenty thousand souls into
slavery. There was always the comforting
legend that if St Demetrius could not save the
city he would die with her. This he was called
on to do in 904, in 1185, when the city was
sacked by the Normans, and in 1430, when it
was finally captured by the Turks.

The church of Hagios Demetrios, a complex
cross-transept basilica, must have been one of
the most impressive buildings of the Empire.
It was burnt down in 1917, and the present

church is a brash replica but includes large por-
tions of the original walls, the original columns
and capitals, and part of the original decoration.
The aisle mosaics, now lost, were all ex-voto
panels offered in honour of St Demetrius by the
citizens of Salonika and included a Virgin and
Child enthroned between angels receiving a
citizen presented by the saint, four scenes refer-
ring to a miracle worked on an aristocratic
young girl, Maria, showing St Demetrius
‘dwelling’ in his ciborium, and other scenes
commemorating St Demetrius's care for chil-
dren. The style of these mosaics is far from
homogeneous, and it is conceivable that they
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date from various times ranging from the late
fifth into the sixth century. A panel in the south
aisle, which has survived the fire, representing
St Demetrius, a donor, and a child [140] - the
saint standing before his 'dwelling’, the donor
and the child moving towards him in a stylized
landscape - appears from the organization of
the form and drapery, the schematic folds, the
small heads set on the long ungainly bodies, to
date from the late sixth or early seventh century
and reflects mannerisms current in Rome. It is,
perhaps, useful to remember that for a long
time Salonika was under the ecclesiastical juris-
diction of Rome. After a fire which occurred
some time between 629 and 634 and a naval
attack probably in 647 the church was restored,
and a new series of ex-voto panels were com-
missioned. Medallions containing portraits of
the bishop and deacon who held office at the

time of the restoration interrupt the earlier
decoration in the aisle. These new undertakings
reflect the metropolitan style of East Rome as
we know it on Mount Sinai and in Cyprus.
'There is in the later panels a firmness and pre-
cision of line, a tightness in the overall arrange-
ment, noticeable particularly in the rigid
enframement of the figures by their backdrops,
a frank and bold use of geometric principles as
a positive means of organising forms, and a
vigour and liveliness of colour such as cannot
be found in the earlier ones. In terms of the
Salonikan past, at least as far as we know it,
there is a new departure' (Kitzinger). Although
some of these new panels continue to stress St
Demetrius's interest in children, the portraits
ofthe officials and the inscriptions which accom-
pany them refer not so much to personal favours
from the saint as to his actions in the interest of

141. St Demetrius between donors. Mosaic panel. After 647. Salonika, Hagios Demetrios



the city. He had averted the storm of the bar-
barian's fleet and had saved the city. Some of
the portraits, therefore, are expressions of
official policy, and it is reasonable to suppose
that they were inspired by the court art of Con-
stantinople. St Demetrius is still portrayed as
an idealized young man in Byzantine court
dress, but the donors [141 ] are revealed as grave,
troubled, determined forces quite unlike the
vapid symbols of the earlier local phase. More
than once in the history of the an of the second
city of the Empire metropolitan styles were to
intrude among the local traditions. And yet
when the Iconoclast Controversy broke out
with all the violence of exacerbated puritanism.
the traditions of the city were strong enough to
keep the church of St Demetrius from harm.
In some of the churches images were stripped
from their walls, but the ‘dwelling* of St Deme-

1 4 Pastoral scenes. Mosaic floor. Second halt of the sixth century | :
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trius was left untouched, and Salonika re-
mained at heart iconodule and orthodox.

In the metropolis itself very little evidence
has survived from the late sixth to the ninth
century. The date of a mosaic floor discovered
in the area of the Sacred Palace has been the
subject of controversy, but it was probably laid
down in the second half of the sixth century. It
provides a salutary reminder of the complexity
of the artistic currents viable in the city. The
floor presents scenes of country life [142 ], remi-
niscent of the North African and Syrian ‘life on
the open range' series, in a highly naturalistic
style - bodies superbly modelled, drapery worn
and felt, complex in movement and posture,
varied in tone and shade - all framed in a lush
border of acanthus-scrolls inhabited by birds
and beasts and occasionally interrupted by a
mask peering through foliage. This type of floor

Istanfru GrcaS Palace
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143. St Sergius or St Bacchus. Silver dish. Between 641 and 651. London, British Museum

decoration must have been common enough
in the palaces at Constantinople; there is no
reason to suppose that it was confined to an
imperial pavilion. This style - hellenistic, pas-
toral, idyllic - runs in direct contrast to the
modes which were considered suitable for
religious and official representation; it is a
parallel expression which continued, probably
with little change, for several centuries. Xor
was it confined to the medium of mosaic. Silver
with Heraclian control stamps (610-629/31) is
decorated with a wide range of classical imag-

ery, pagan gods and goddesses, Silenus and
Maenads, Atalanta and .Meleager, all chased in
a free, naturalistic style in a spirit of pagan
revelry far removed from the atmosphere of
high-minded gloom suggested by the official
portrait or the icon. The standards established
by the Heraclian silver were continued in the
seventh century. A jug chased with Nereids on
sea-monsters, bearing the control stamps of
Constans Il between the years 641 and 651, is
perhaps less elegant in style than the Heraclian
silver, but it is wholly classical in spirit. At the



same time a dish chased with the bust of a saint,
possibly St Sergius or St Bacchus [143], bearing
stamps contemporary with the jug, shows that
the synthesis between religious and secular
modes established by the Cyprus treasure with
scenes from the life of David [84] was main-
tained in the mid seventh century. Silver, jewel-
lery, and coins apart, there is nothing in an\
medium which may be assigned with confidence
to the metropolis in this century; no building,
no wall-painting, no mosaic has survived except
for a small mosaic panel recently found in
Kalenderhane Camii with a version of the
Presentation in the Temple which may date
from the seventh or early eighth century. It so,
it is the only surviving pre-lconoclastic pro-
grammatic church mosaic in Constantinople
and the earliest surviving Hypopante represen-
tation in Byzantine art. And yet we know that
Justinian Il in the first part of his reign (685-
95), wishing to emulate his distinguished name-
sake, undertook a number of building enter-
prises, and by pulling down a church to make
room for one of his projects antagonized the
clergy of Constantinople. To raise money the
treasurer Stephen, a Persian eunuch, and Theo-
dotus, the public logothete, resorted to torture
and imprisonment. Overseers and workmen
alike were flogged and stoned if they did not
measure up to the requirements of the imperial
administration. Eventually the people rioted.
The Blues led the revolt, releasing from his
confinement the general Leontius, who had
commanded with distinction in Armenia in 687,
and making him Emperor. Justinian was hauled
to the Hippodrome, branded on the nose and
tongue, and banished to Cherson. The mob
wanted his life, but Leontius was firmly cle-
ment. The ministers, on the other hand, were
handed over to the people, and Stephen and
Theodotus were dragged through the streets of
the city until they were dead. It is not impos-
sible that the people in their fury tore down
whatever Justinian Il had put up.4

Some impression of the type of mosaic dec-
oration which was fashionable during the reign
of Justinian Il may perhaps be gained from
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work done under the Umayyad Caliphs at
Jerusalem, Bethlehem, and Damascus. By the
end of the seventh century the Caliphs were
trving to emulate the Byzantine Emperors. Not
only did they adopt Byzantine techniques of
administration, Byzantine legal usage, and the
collection of revenue, but they were also deter-
mined to erect religious monuments which
were imperial in scale. The annual attacks on
Constantinople showed clearly enough that the
Caliphate hoped to establish its own imperial
dynasty in the metropolis. After Leo IIPs re-
sounding defeat of Islamic power in 718 the
Umayyad Caliphate abandoned this ambition
and concentrated their attention on the eastern
provinces. If they could not rule at Constanti-
nople they might assimilate the heritage of the
Sasanid kings of Persia. Before this switch of
policy, which was to be confirmed by the
Abbasid dynasty ruling from Baghdad after
750, the pseudo-imperial monuments had been
built: the Dome of the Rock in the Haram ash-
Sharif at Jerusalem, the great mosques at
Medina and Damascus. The Dome of the Rock
was built by 'Abd al-Malik about 690; the
mosques of Damascus and Medina were built
by his son al-Walid | between 705 and 712.
While there is no textual reference on the
source of the decoration of the Dome of the
Rock, there is clear evidence that the Caliph
asked and obtained help from the Byzantine
Emperor in decorating the mosques at Medina
and Damascus. One source, al-Tabari (d. 923),
based on a good tradition, states that the Em-
peror sent 100,000 mithgals of gold, 100 work-
men, and 40 loads of mosaic cubes. Another
source, supported by an imposing list of excel-
lent authorities, reports that the Emperor sent
loads of mosaic cubes and some twenty-odd
workmen - kbut some say ten workmen, adding
“1 have sent you ten who are equal to a hun-
dred", and [sent also] 80,000 dinars as a sub-
vention for them'. It seems, therefore, reason-
able to suppose that the mosaic decoration now
surviving in the Dome of the Rock is Byzantine
in spirit and Byzantine in execution. The lush
acanthus-scrolls in green and gold, the jewelled
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trees hung with Byzantine and Sasanid imperial
insignia, the florid palmettes, the vases studded
with pearls are an elaboration of the mosaic
decoration in a room over the south-west ramp
in Hagia Sophia and the border of the mosaic in
the Sacred Palace at Constantinople. The
architectural fantasies and idealized landscapes
in the courtyard ofthe Great Mosque at Damas-
cus are in direct line of descent from those of
Hagios Giorgios at Salonika. For all the proud
assertion of the Kufic inscription coursing
round the walls of the Dome of the Rock that
the Divine Person is a unity, the ornament,
paradisal, reminiscent of ciboria, canon tables,
perhaps even local martyria and memoriae, is
redolent of Byzantine Christianity.5

The church of the Nativity at Bethlehem was
in the peculiar position of being shared by
Christian and Muslim. The Caliph Omar after
the fall of Jerusalem had agreed to this double
occupation in 638. The south side of the tran-
sept, which faced Mecca, was reserved for
Muslim worship; the rest of the church was
left to the Christians. The basilica had been a
Constantinian foundation, but Justinian rebuilt
it in the sixth century, though some consider
that it was in part based on the church of the
Virgin in the Blachernae at Constantinople re-
modelled in the reign ofJustin Il. The mosaics
covering the walls of the nave, now in wretched
condition, were restored in the twelfth century,
but the originals representing the six General
Councils of the Church and six provincial
councils must date from shortly after the Quini-
sextine Council at Constantinople in 692. The
councils are represented by schematic evoca-
tions of the church in which they took place
with the name of the city above the roof. Below,
the Gospels are displayed on an altar beneath a
baldacchino, and in the space between the
altar and the arch of the baldacchino inscrip-
tions summarize the decisions of the Council.
In between the symbols of the Councils there
may be a large jewelled cross before a stylized
landscape or complex ‘pillars’ of vases, splayed
Sasanid wings, foliage, jewels, or splayed acan-
thus leaves similar to the decoration in the
Dome of the Rock. Presumably the craftsmen

who worked at Jerusalem in 691 went on to
Bethlehem some time after 694. The fashion for
representing the Councils of the Church was
already current at Constantinople. In the tetra-
pylon known as the Milion, from which all
roads of the city and the Empire branched, the
vault was decorated with mosaics (or paintings)
representing the six General Councils of the
Church, and similar images were commissioned
for the Sacred Palace. Presumably these images
were produced shortly after 694; they were
imitated at Rome in the narthex of St Peter’s in
712 after the concordat between Justinian I
and Pope Constantine, and at Naples in the
church of St Peter about 766-7. Since the sev-
enth century it had become the custom at Con-
stantinople to pin up the decrees of the Councils
in the narthex of Hagia Sophia, but the choice
of the Milion, which bore at the same time the
figures of Constantine and Helena, holding the
True Cross, and the Tyche of the city, suggests
that more than dogmatic information was in-
tended: it was a political manifesto with some
magical implications. Constantine V, the most
thorough of the Iconoclast Emperors, had no
hesitation in removing these images and replac-
ing them with a portrait of his favourite chario-
teer amid sporting events in the Hippodrome.
The games here were sponsored bv the imperial
administration and were a manifestation of
imperial benevolence. The new images were by
no means the expression of frivolity; they were
a form of imperial propaganda.6

The rumblings of Iconoclasm had begun in
the early eighth century. Justinian Il was the
first Emperor to introduce the image of Christ
on the Byzantine coin, and during his reign two
different types were prevalent : one full-bearded,
long-haired - the classic type of Christ Panto-
crator - and the other slightly bearded, with
short curly hair. But these images were not re-
tained by Justinian's immediate successors. The
coins of the Emperors immediately preceding
the Isaurian or Syrian dynasty, those of the
Armenian Philippicus Bardanes (711-13), of
Anastasius Il (713-16), and Theodosius Il
(716-17), showed a cross potent on steps in-
stead of the two types of Christ, and this version



was maintained throughout the Iconoclast
period. There were variants, but these reflect
dynastic rather than religious policy. Philip-
picus Bardanes had refused to enter Constanti-
nople until the image of the Sixth Council (680
1) had been erased from a wall in the Sacred
Palace, but, since he also insisted on the names
of Sergius and Honorius being reinscribed on
the diptychs and their portraits reinstated in
churches, this was more an expression of Mono-
thelism than Iconoclasmi. When the Syrian
Emperor Leo IIl (717-41) came to the throne
after twenty years of anarchy and revolution,
his immediate tasks were to provide for the de-
fence of the frontiers, to check Arab aggression,
which threatened the metropolis a few months
after his accession, and to consolidate the new
dynasty by restoring the prosperity of the
Empire. Within a year the Arabs suffered a
crushing defeat and, although they remained
formidable during the reign of Leo and his son
Constantine, their attacks came to nothing. The
collapse of the Umayyad dynasty in 750 fol-
lowed by the removal of Islamic power from
Syria to Mesopotamia set the seal on these de-
feats. To reassert the imperial administration
and to defend the frontiers Leo IIl extended
the system of the themes, reducing them in size,
and took care that the governors were capable
and loyal. From these themes Constantine V
was able to draw contingents to form an im-
perial army removed from the influence of local
leaders and provincial ties. To cover the heavy
costs of administration and the army Leo had
to resort to severe, sometimes illegal, taxation,
which led to a serious clash with Pope Gregory
Il long before the Iconoclast Controversy.
The Controversy involved more issues than
an attack on the superstitious practices con-
nected with images. There was an attempt to
reassert imperial power over the Church and a
direct attack on the monasteries, their im-
munity from taxation, their drain on the man-
power ofthe Empire, and their influence, which
frequently opposed the imperial will. The new
men at the head of the administration were
drawn largely from the Eastern provinces,
which had long been hostile to the veneration
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of images. To them the Iconoclast edicts were
an attempt to purify a religion which had be-
come sullied by superstitious, magical prac-
tices. Ironically enough, Leo Il1, a great states-
man and general, was led to take the first steps
in the Controversy by a serious volcanic erup-
tion between Thera and Therasa in 726, which
he regarded as an expression of the wrath of
God. The consequences were in many ways
disastrous. At Constantinople the people led by
the women rioted, and the Patriarch Germanus
refused to agree with imperial policy. Greece
and the Cyclades set up a rival Emperor,
although the rebellion was quickly crushed by
the imperial army and the fleet. In 730 Ger-
manus the Patriarch was deposed and the Icono-
clast Athanasius elected in his place. There was
universal outcry in Italy. Pope Gregory IlI,
already on bad terms with the imperial govern-
ment, excommunicated the exarch, refused to
recognize the new Patriarch, and denounced
the decrees as heresy. In 731 Pope Gregory 111
called a synod to Rome, where all Iconoclasts
were excommunicated. To Leo this was impu-
dent rebellion. He dispatched the fleet on a
punitive expedition, but a storm in the Adriatic
created havoc among the ships. In 738 Gregory
Il appealed to Charles Martel. In fact, the
decree of 730 was enforced with moderation.
There was no systematic persecution. When
Leo Ill died in 741 the Patriarch's palace and
many of the churches in Constantinople still
retained their mosaics and wall-paintings. The
chief cause for scandal was the portable icon
with its magical powers of speaking, bleeding,
moving, and curing.

Even Constantine V (741-75), one of the
ablest of the Iconoclast Emperors, adored by
the largely Iconoclast army, took his time over
enforcing the decrees. The revolt of his brother-
in-law Artavasdus, supported by the Icono-
dules, shortly after Constantine had left the city
to lead a campaign against the Arabs, might
justifiably be regarded as a stab in the back, but
after its suppression the Emperor turned to
more important matters : the safety of the fron-
tiers and the prosperity of the Empire. In a
series of campaigns against the Arabs he estab-
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lished Byzantine power to such an extent that
by 757 the mere mention of his name caused
them to lose heart. Nine campaigns against the
Bulgars made them sue for peace in 765, and a
final victory in 772 earned him a triumphal
entry into Constantinople. The finances of the
Empire were maintained by severe taxation and
strict government. When Leo 1V inspected the
treasury after his father’s death he was gratified
by the sight of an immense store of gold. And
yet Constantine kept great state in the Sacred
Palace and sponsored buildings and secular
works of art, including imperial portraits to
which honours were paid in loco majestatis.
Nothing has survived. He had received the edu-
cation considered suitable for a Byzantine prince
and was, therefore, a man of letters and a theo-
logian. He considered the cult of the Virgin and
the saints as useless as the monks themselves
and wrote sermons on the matter which were
ordered to be read in churches. He disapproved
strongly of men withdrawing from the world,
from official life, from service in the army, and
he extracted an oath from his devoted troops
that they would have nothing to do with images
or monks. In 753 Constantine called a council
to consider the worship of images. The bishops
attending refused to accept the Emperor’s
views on the Virgin and the saints, but they ex-
communicated all Iconodules and recom-
mended further that they should be punished
by the secular authority. But serious persecu-
tion did not begin until 765. Tn that year’,
wrote Theophanes, ‘the Emperor raged madly
against all that feared God.’ All the churches in
Constantinople were stripped of their decora-
tion, some of them, like St Euphemia, were
secularized, and all writings in favour of images
were ordered to be destroyed. Icons, relics,
amulets were ferreted out and the owners
punished by blinding, branding, nose-slitting,
tongue-cutting, or flogging. Constantine tried
to destroy the monastic order. The property of
the monks was confiscated, monasteries were
secularized, some were turned into barracks,
others handed over to private persons. Not only
the monks but many high officials suffered mar-
tyrdom in the Hippodrome; others fled to Italy.

With the accession of Leo IV (775-80) there
was a merciful lull, but towards the end of his
reign the persecutions were renewed. After his
death the Iconodules could breathe again. The
Empress Irene the Athenian was determined to
return to orthodoxy, and after careful prepara-
tion the seventh General Council of the Church
was held at Nicaea in the presence of papal
legates in 787. Within a month the Council
recommended the veneration ofimages, worked
out doctrine to support it, and considered
matters of ecclesiastical discipline. It was a
triumph for the Empress Irene, for Plato,
Abbot of Sakkudion, and for his nephew Theo-
dore of the monastery of St John of Studius,
where already in 786 the monks had been re-
instated. When the old controversy broke out
anew under the Armenian Emperor Leo V in
815, the monks of the Studion defied the Em-
peror and were again dispersed, but a palace
revolution set the Phrygian Michael Il (820-9)
on the throne and the exiles were recalled.
Under his son and successor Theophilus (829-
42) persecutions were renewed with bouts of
savagery and terrorism, but orthodoxy had by
now gained both confidence and ground. There
was a strong body of opinion in the Sacred
Palace in favour of the forbidden images. Even
before the death of her husband, whom she
loved and respected, the Empress Theodora
and her daughters prayed secretly before icons
in their apartments, and it was during the period
of her regency that orthodoxy was finally re-
stored in 843’

Like Constantine V, Theophilus had kept
great state. He made a number of alterations in
the Sacred Palace; new pavilions were built and
decorated with marble, mosaic, or wall-paint-
ing, and given romantic names, Love, the Pearl,
Camilas, Mousikos, and Harmony. Ambassa-
dors to the Abbasid court at Baghdad were in-
structed to take note of palaces, decoration,
ceremony, and dress. The palace at Bryas on
the Asiatic coast opposite the metropolis appears
to have been a copy of an Abbasid building.
Abbasid silks were imported for new fashions
in dress at the court. Following Abbasid court
ritual, which was based on Sasanid ceremony,



Theophilus placed in the Magnaura, one of the
halls of audience in the Sacred Palace, a golden
plane-tree on which perched golden birds near
to the golden throne itself supported or flanked
by lions and griffins in gold. In the same hall
were two organs gleaming with enamels and
precious stones, and the Pentapyrgion, which
housed part of the imperial regalia. Many of
these were automata. When the Emperor gave
audience in the Magnaura, during the acts of
proskynesis, the birds sang and fluttered their
wings, the lions roared and thrashed their tails
on the ground, the griffins reared up and pawed
the air, and the throne itself soared into space
with the Emperor seated upon it like a great
golden idol. Later in the century, when hard up
for money to pay the army, Michael 11l melted
down the gold automata, including the tree, the
lions and griffins, and they were not replaced
until the tenth century. There is considerable
evidence of Byzantine and Arab study of hellen-
istic technical writers, particularly Heron of
Alexandria, whose most popular works were the
Pneumatica and the Automata. Hydraulic de-
vices were common enough in Constantinople.
Chinese ambassadors from the "Pang court
have left a description of the city: ‘There is a
gate two hundred foot high, entirely covered
with bronze [the Golden Gate]. In the imperial
palace there is a human figure of gold which
marks the hours by striking bells. The buildings
are decorated with glass and crystal, gold, ivory,
and rare woods. The roofs are made of cement
and are fiat. In the heat of the summer machines
worked by water power carry up water to the
roof, which is used to refresh the air by falling
in showers in front of the windows.' Interest in
automata naturally coincided with the invention
and construction of engines of war. The use of
Greek Fire and the development in the methods
of throwing it had been a major factor in Leo
I1l's defeat of the Arabs in 718. The perfection
of siege instruments for defence and attack, the
system of Byzantine fortification which pre-
served the city for centuries, depended on By-
zantine interest in mechanics and logistics. In
this they were more advanced than their neigh-
bours.8
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Nothing has survived of all these wonders.
From the Iconoclast period no mosaic, except
for a representation ofa large cross in the church
of I loly Peace and some crosses let into mosaic
in a room over the south-west ramp in Hagia
Sophia, remains in the city. Vestiges of an
Iconoclast cross could once be seen in the apse
of the now destroyed church of the Dormition
at Nicaea, and other vestiges may still be seen in
Hagia Sophia at Salonika. It is possible that this
church was built in the early eighth century, but
the decoration of the apse and vault of the choir
is dated by inscription to the reigns of the Em-
press Irene and her son Constantine VI, with
whom Bishop Theophilus is associated, be-
tween 780 and 797. In spite of the Iconodule
policy of the Empress there were no images of
saints in this decoration, which consisted of a
large cross in the conch of the apse and a green
and gold ‘carpet’ of mosaic in the vault: an all-
over pattern of small crosses, geometric devices,
and stylized leaves. According to imperial cus-
tom Irene was prepared to set up her own image
and that of her son in mosaic. Such a portrait
was commissioned for the convent of the Virgin
of the Spring outside Constantinople after the
waters of the spring had miraculously cured the
Empress of a haemorrhage which threatened
her life. On two sides of the church Irene and
Constantine were depicted bearing in their
hands offerings, presumably in the tradition of
the imperial portraits at Ravenna. In addition
the Empress gave to the convent vestments and
curtains in cloth of gold and, jointly with her
son, offered a crown and liturgical vessels, also
gold, with precious stones and pearls. These
gifts were in the tradition of imperial largesse
and had little bearing on the Iconoclast Con-
troversy. The bronze doors at Hagia Sophia
bear the inscriptions of Theophilus, Theodora,
and Michael Ill; the doors themselves are of
earlier date and were only restored in 841. A
copy of Ptolemy's astronomical writings (Vati-
can, cod. gr. 1291) may be dated to the years
813-20, but by its nature offers little evidence
of the state of the arts in Constantinople apart
from showing in that category the maintenance
of a Late Antique tradition.9
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A few textiles preserved in the West, mainly
with secular subjects, may date from the Icono-
clast period. The great imperial silk from Mozac
[144], now at Lyon, woven with two Augusti on

144. Emperors hunting. Silk compound twill.
Constantinople, mid eighth century.
Lyon, Musée Historique des Tissus

horseback spearing lions, is traditionally sup-
posed to have been wrapped round a relic pre-
sented by Pepin the Short; the silk was a gift to

Pepin from Constantine V in the middle of the
eighth century. The Emperors, beardless, wear
stiff', heavily ornamented dress, and their styli-
zation contrasts with the naturalistic treatment

of the horses, which are caparisoned in the Per-
sian manner. The Charioteer silk [145], divided
between Aachen and the Musée de Cluny, Paris,
which probably came from the tomb of Charle-
magne (d. 814), also combines ‘hellenistic and
Persian motifs and appears almost certainly to
have been woven at Constantinople in the late
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145- A Charioteer. Silk compound twill. Constantinople, late eighth century. Paris, Muséede Cluny






eighth century. A quadriga silk with the figure
of an emperor in fragmentary condition, found
in a shrine at Verdun, now in the Victoria and
Albert .Museum, also seems to date from this
time or into the ninth century. A silk woven
with a lion and leopard hunt in which the hun-
ters appear to be imperial, found in the Sancta
Sanctorum at Rome, is coarser in style and may
be of later date, but the workshop was probably
at Constantinople. A group of large ‘royal hunt-
ing' silks produced under strong Persian influ-
ence with the hunters sometimes wearing
Sasanid regalia [146] appears to date from the
eighth or ninth century, but their provenance
is uncertain. An important series of poly-
chrome silks on a red ground has been assigned
to various dates from the sixth century on-
wards. They include an Apotheosis scene found
in the shrine of St Landrade, abbess of Miinster-
bilsen (d. about 680-90), and of St Amour,
deacon and confessor at Liege in the ninth cen-
tury, a lion-strangler, of which examples have
been found at Chur, Trent, and Ottobeuren,
and the finest of them all, an Annunciation and
Nativity silk [147, 148] from the Sancta Sanc-
torum. In this group there is a marked variation
in quality, and it may be that some of the silks
were woven in the provinces. An entry in the
Liber Pontificalis refers to a textile woven with
the scenes of the Annunciation and the Nativity
which was presented by Pope Leo Il (795—
806). The Trent silk lines the book-cover of a
ninth-century Gregorian Sacramentary. The
Ottobeuren silk is connected with a tradition
that it served to wrap the relics of St Alexander
when they were brought in the time of Charle-
magne from Rome to Vienne and from there by
Toto, first Abbot of Ottobeuren, to his abbey.
All this circumstantial evidence suggests that
the silks date from the late eighth or early ninth
century and, if they were produced at Constan-
tinople, as seems likely, are indicative, in the
case of the Sancta Sanctorum silk, of a return to
images shortly after the Council of Nicaea in

146. Emperors hunting. Silk compound twill.
Constantinople (?), late eighth or ninth century.
Berlin, Ehemals Staatliche Museen
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787. It is equally possible that this type of silk
was woven well into the ninth century. From
what we know of later Byzantine silk produc-
tion, once a pattern had been established the
looms repeated it over a considerable span of
time.

One of the first images to be reinstated after
the return to orthodoxy in 843 was that of Christ
over the Chalke Gate, for which the Patriarch
Methodius (843-7) composed an epigram. But
it took time, apparently, before an extensive
programme of religious decoration could be im-
plemented. In the Sacred Palace the Chryso-
triclinion was decorated between 856 and 867,
after the retirement of the Empress Theodora,
since she is not mentioned in the epigrams, and
another hall also before 867. New work in the
church of the Theotokos of the Pharos was
completed by 864. Mosaics in Hagia Sophia
were not begun until shortly before 867 and
were probably not completed before the end of
the century. During the ten years (856-66) that
Theodora's brother Bardas exercised supreme
power there was a great intellectual revival.
Theophilus had done much to encourage this
revival, but Bardas founded the school of the
Magnaura, where he gathered the most dis-
tinguished scholars of the day. Leo of Salonika,
one of the outstanding minds of the ninth cen-
tury, skilled in mathematics, medicine, and
philosophy, was made director, and with him
were associated professors of geometry, astro-
nomy, and philology. Bardas visited the school
constantly, and under his influence the renewal
bore a marked secular and classical character,
causing some alarm in ecclesiastical circles. The
brilliant, learned, and unscrupulous Photius
owed his elevation to the patriarchate to the
Caesar Bardas. Between them they accom-
plished the conversion of the Slavs. Bardas and
Photius sent Constantine, later known as Cyril,
who was then teaching philosophy in Constan-
tinople, and his brother Methodius to apos-
tolize the barbarians. They were natives of
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147 and 148. The Annunciation and the Nativity. Salonika and familiar with the language and
Silk compound twill. customs of the Slavs. They translated the Gos-
Constantinople (?), late eighth or ninth century. pels into a Slav dialect in a script which they
Vatican, Museo Sacro Cristiano invented, they preached in Slav, introduced a

Slav liturgy, and trained Slav priests. In 864 the
Tsar Boris of Bulgaria was baptized, and in
spite of the resistance of the Bulgar aristocracy,
he compelled his people to adopt Christianity.



These two conversions were a triumph for the
Bvzantine administration. Both Bardas and
Photius were keenly aware of their importance.
The prestile of the Empire had been notabh
increased. The Bulgars were still to be a menace
to the peace of the Empire, but their adoption
of Christianity placed in the hands ot the im-
perial administration a diplomatic trump card
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which more than once saved the city. The great
Bvzantine glories of the tenth century, the so-
called ‘Macedonian Renaissance*, owe much to
the influence of the Caesar Bardas and the
Patriarch Photius. Moreover, there was to be
little or no interruption in this intellectual and
artistic hegemony until the Franks and the
Venetians destroyed it in 1204.



CHAPTER 8

THE TRIUMPH OF ORTHODOXY

The triumph of Orthodoxy was celebrated on
the first Sunday in Lent, 11 March 843, and has
remained one of the great feasts of the Eastern
Church. The Empress Theodora had insisted
on certain conditions, of which the main theme
was the necessity for moderation, and these had
been accepted by the Patriarch and the Church.
But throughout the ninth century the peace of
the Church was troubled by the conflict be-
tween the extreme party of Iconodules, based
for the most part on the monastery of St John
of Studius, and the moderates, who were as a
rule the court party. The conflict was further
complicated by the ambitions of the protagon-
ists, both ecclesiastical and lay, the incompati-
bility of temperaments between good men on
both sides, and the rivalries of court factions in-
triguing round a young Emperor, dissolute and
a sot, who seemed to be incapable of fulfilling
his destiny and went out of his way to affront
the dignity of the Church. Some reflection of
the bitterness of the religious conflict may be
seen in the decoration of a small group of
psalters - the Chludov Psalter, Pantocrator 61,
and Paris, gr. 20 - dating probably from the
second half of the ninth century but believed to
be copied from a prototype worked out in the
patriarchal offices at Constantinople either by
Methodius (843-7) or during the first term of
Photius (858-67). The decoration of these
psalters consists of small illustrations, probably
as many as three hundred, set in the margins of
the page adjacent to the text and representing
scenes from the Old and New Testaments. In
addition a number of the scenes refer to the
struggle over images, in particular the Council
of 815 and the final victory of the Iconodule
Patriarch Nicephorus over the Iconoclast Patri-
arch Theodotus (d. 821), the Emperor Leo V,
and John the Grammarian, who had been
active against images from 813 and became

Patriarch in 837. The artist represents in the
spirit of a modern cartoon Nicephorus, some-
times holding an icon of Christ in his hand,
trampling on his adversaries [149], an indignity
which not even the Emperor was spared, while
John the Grammarian is given diabolical traits.
Later, in 1066, this type of psalter was to be
copied in the monastery of Studius, where
Theodore of Caesarea, probably on the instruc-
tions of the synkellos Michael, then introduced
in his pictures Abbot Theodore of Studius,
implying that he was just as important in the
Controversy as Nicephorus. Now the Studite
monks had not always seen eye to eye with Nice-
phorus, and their attitude to Methodius verged
on rebellion. The Studite copy (British Mu-
seum, Add. ms. 19352) is the only one of the
sequence of psalters which deliberately elevates
Theodore of Studius in this manner, which
suggests that the prototype was not Studite. It
has been argued cogently that Methodius, who
in his early years had copied psalters, is the
most likely person to have worked out the pro-
gramme of illustrations - not only to celebrate
the triumph of Orthodoxy but as propaganda
for the theological justification of image wor-
ship against entrenched Iconoclasts and to
glorify Methodius’s teacher Nicephorus in the
teeth of Studite opposition. Although copies of
the prototype were made as late as the thirteenth
century - for example, the Hamilton Psalter
(Berlin, Staatliche Museen, Kupferstichkabi-
nett, 78 A.9) - it is hard to believe that these
psalters had a wide circulation. The propaganda,
if such it was, cannot have been intended for the
general public but only for a small circle of
ecclesiastics with access to the material. Never-
theless, the complexity of the programme re-
guired a number of scribes and artists and a
large reference library for the selection of pic-
torial models. This small group of ninth-cen-
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149. The Patriarch Xicephorus triumphant over John the Grammarian. From the Chludov Psalter,
Ms. 129 D, fol. 51 verso. Second half of the ninth century. Moscow, Historical Museum
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tun psalters embodies the earliest Byzantine
examples of the genre to have survived, and it is
difficult at the present extent of our knowledge
to establish the nature of the models used. Cer-
tain small scenes - the Last Supper, for ex-
ample - echo similar scenes in the sixth-century
purple codices, but the general principle of
marginal decoration, the vivid colours, the
sketchy, impressionist technique recall the
illustrations in the margins of the canon tables
of the Rabbuia Gospels. \o doubt a fully illus-
trated pre-lconoclast psalter provided the main
model, but the polemical scenes are clearly ‘in-
ventions7of the ninth century.l

Moreover, this polemical aspect of Byzantine
art in the ninth century was not confined to a
small group of psalters. It seems probable that
the rival factions produced single pieces of pic-
torial propaganda which were designed for the
general public or with a single recipient in
mind. During the unedifying struggle between
the rival Patriarchs Ignatius and Photius a
friend and colleague of the latter. Bishop Greg-
ory Asbestas, prepared with his own hand the
illustrations of a luxurious publication of the
acts of a local council at Constantinople with
the intention of discrediting Ignatius. Like John
the Grammarian Ignatius was associated with
the Devil. This glossy expression of ecclesiasti-
cal venom was destined for the attention of Pope
Nicholas I, but it never reached him. In 861, as
soon as the Ignatians were in power again, the
offending images were destroyed. Nor were
polemics confined to parchment, paint, and
astringent verse. When the Chrysotriclinion in
the Sacred Palace was redecorated with mosaic
between the years 856 and 867 - probably about
859, the time of Photius's enjoyment ofsupreme
power with the Caesar Bardas - the figure of
Christ enthroned was set in mosaic as in former
times over the imperial throne and above the
door opposite was placed the Virgin - the epi-
gram in the Palatine Anthology stresses that the
Virgin was a sacred gateway which referred, of
course, to the Incarnation - and at her feet were
portrayed Michael Ill, the Patriarch, and other
Iconodule notables. The simultaneous appear-

ance of the Emperor and the Patriarch in one of
the principal halls of state in the Sacred Palace
is interesting because during the second half of
the ninth century the principle of diarchy, the
theory of two powers, spiritual and temporal,
was much in the air. The theory was published
in the Epanagoge, certainly the work of Photius,
which served as an introduction to the Basilica,
a manual of law finally issued under Leo VI.
The rights and duties of Emperor and Patriarch
were defined in a manner which must have given
great satisfaction in Rome, since the indepen-
dence of the spiritual power was carefully
stressed, but cannot have given pleasure to the
imperial administration. In fact, the distasteful
theory which verged on treason was quietly
shelved. In 886, when Leo VI came to the
throne, he lost no time in deposing Photius and
replaced him with his own brother Stephen,
then nineteen years of age. The appointment
had already been planned by Basil, and it is
clear that the imperial administration was not
prepared to tolerate a patriarch determined to
overreach his position and resist the imperial
will. Later Romanus | was to repeat the policy
and assigned his young, wholly unsuitable son
Theophylact to the patriarchal throne. How-
ever unworthy the appointment, it was essen-
tial for the Vicar of God to be master in his own
house.2

Naturally, luxurious illustrated manuscripts
were prepared with the express intention of
flattering the imperial person. The splendid
copy of the Sermons of St Gregory Nazianzen
(Paris, gr. 510) executed for Basil, who could
neither read nor write, is unigue among the
manuscripts of the homilies. Because ofthe por-

150. The Vision of Ezechiel in

the Valley of Dry Bones.

From a copy of the Homilies of

St Gregon Nazianzen, Ms. gr. 510, fol. 438 verso.
Between 880 and 882.

Paris, Bibliothéeque X arionale
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traits of Basil, his wife Eudocia Ingerina, and
their sons Leo and Alexander the manuscript
may be dated between the years 880 and 882,
since it evidently predates the marriage of Leo
VI and Theophano which took place in that
year, or even 879 because of the portrait of
Constantine, and in the illustrations to the text
more than once the idea of the Emperor as de-
fender and propagator of the faith, the successor
of Constantine the Great, is underlined. The
approach to the illustrations is similar to that in
the psalters, with the same interest in theologi-
cal speculations and echoes of contemporary
events. It is clear that during the preparation of
the manuscript old models of varying dates and
origins were consulted, including an illustrated
Life of St Gregory Nazianzen by Gregory Pres-
byter, an illustrated history of the Christian
emperors as well as the Old and New Testa-
ments, but in some cases the artists were not
just passive interpreters; they adapted their
models to suit a particular scene. A variety of
styles in the manuscript suggests a number of
artists as well as models, but above the often
ponderous rescripts may be sensed an atmos-
phere of novelty. The entire conception of the
illustrations as theological exegesis, demanding
great learning and subtle thought in the selec-
tion of subjects, appears to be new. The influ-
ence of Photius, the most learned man of his
time and, while the manuscript was being pre-
pared, reconciled with Basil, seems probable;
he is known to have greatly admired St Gregory
Nazianzen. There is also a strong sense of classi-
cal revival in some of the miniatures, particu-
larly in the well-known Vision of Ezechiel [150],
where the modelling of the faces, the soft, flut-
tering drapery, the feeling for form, the illusion
of landscape propose that at least one artist was
thinking quite freshly about his prototype.3
Much in the same spirit and close in style,
dating possibly from a few years earlier than the
copy of the Sermons of St Gregory Nazianzen,
a copy of the Christian Topography of Cosmas
Indicopleustes (Vatican, gr. 699) is of cardinal
importance for our understanding of Byzantine
style in the second halfofthe ninth century. The

original was written between 543 and 552 at
Alexandria and is a strange mixture of pseudo-
science, Chaldaean legend, religious doctrine,
and theories ofa Christian cosmogony based on
the Scriptures. Photius held the work in lowr
repute, but others must have thought differ-
ently, since Vatican gr. 699 is one of the most
splendid of Byzantine manuscripts, and more
handsome copies, now in Florence (Lauren-
ziana, Plut, ix, cod. 28) and on Mount Sinai
(cod. 1186), were produced in the eleventh cen-
tury. The illustrations are equally varied:
Ptolemaic maps, plants, animals, cosmographie
diagrams, portraits of prophets, and large sym-
bolic scenes from the Old and New Testaments.
Theological exegesis comes to the fore again.
Melchisedek, portrayed as a sixth-century
Augustus, bearded, wearing the diadem and the
imperial chlamys, represents the eternal priest-
king, the Sacrifice of Isaac is the type of the
Passion, the Ascension of Elijah is the type of
the Ascension of Christ. In all these scenes
blows a strong classical wind, Abraham splen-
didly hellenistic with flowing hair and beard,
drapery crumpled and flying in movement,
Isaac [151] represented with a modelling of
limb and facé which recalls the sixth-century
mosaics in the Sacred Palace, and the superb
Conversion of St Paul with its mixture of pro-
skynesis, declamation, and conversation. On
the other hand, the various visions of Christ
enthroned Isaiah, Ezechiel, and the Resurrec-
tion of the Dead [152] - establish the ninth-
century shape of Divinity as it was portrayed
in the churches of Constantinople and Salonika.
Indeed, the Resurrection of the Dead mapped
out in tiers of angels, prophets, and saints in
descending order is a microcosm of a certain
type of contemporary church decoration. The
magnificent page with the portraits of Anna and
Simeon in roundels, echoing no doubt current
types of circular icon, of which none have sur-
vived, and the full-length figures of the Virgin,
Christ, St John the Baptist, Zacharias and
Elizabeth not only look back to the wall-paint-
ings in S. Maria Antiqua in Rome but straight
ahead to the prophets and saints which were
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151. The Sacrifice of Isaac. From a copy of the Christian Topography of Cosmas Indicopleustes,
ms. gr. 699. tol. 59 recto. Second half of the ninth century Bibliottca 4pi



152. The Resurrection of the Dead. From a copy of the Christian Topography of Cosmas Indicopleustes,
Ms. gr. 699, fol. 89 recto. Second half of the ninth century. Vatican. Biblioteca Apostolica



being set up in mosaic there and then in Hagia
Sophia at Constantinople. These truly monu-
mental figures might well have stepped down
from the walls ofa church [i 53]. Severe, sombre,
devoid ofemotion. Divinity and the attendants
of Divinity were revealed as a solemn statement
of fact before which the denials and jeers of the
Iconoclasts were intended to evaporate like the
smoke which had at one time consumed the
holy images.*

On 2Q Mardi 7 Photius had delivered a
sermon in Hagia Sophia before the Christ-
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15; Ab ve. .Anna and Simeon; below, the Virgin.
Christ. St John the Baptist. Zacharias and Elizabeth
From a copy oi the Christian Topography

of Cosmas Indicopleustes, \is. gr. 699, fol. 76 recto.
Second half of the ninth century.

Vatican. Biblioteca Apostolica



154- The Virgin and Child enthroned. Detail from the mosaic in the apse. Before 867.
Istanbul, Hagia Sophia



155- The Archangel Gabriel. Fragments of a mosaic on the south side of the apse. Before 867.
Istanbul, Hagia Sophia
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loving Emperors Michael and Basil when the
form of the Theotokos had been depicted and
uncovered. The image was the symbol of the
defeat of Iconoclasm and the inauguration of a
new era. Tf one called this day’, said Photius,
‘the beginning and day of Orthodoxy (lest | say
something excessive) one would not be far
wrong.” Until this day, the Patriarch pointed
out, Hagia Sophia had remained deprived of
representational images. Its ‘visual mysteries’
had been scraped off' by the Iconoclasts, and ‘it
had not yet received the privilege of pictorial
representation’. Melancholy was the aspect of
the Church shorn of its glory, disfigured by the
scars of heresy, but now, raised from the depths
of oblivion, the image of the Theotokos had
been restored and in like manner the images of
the saints would also rise. There seems no
reason to doubt that Photius was referring to
the great Virgin and Child enthroned [154] be-
tween the Archangels Michael and Gabriel
which still survives in the apse of the church.
The inscription on the face of the semidome is
fragmentary but the full text in the Palatine
Anthology reads: ‘The images which the im-
postors had cast down here the pious emperors
have again set up’, referring, of course, to
Michael Ill and Basil I. The splendid garland
borders framing the inscription and similar
borders coursing round the interior edges of the
windows of the apse emphasize the sense of
triumph redolent throughout the decoration.
Today large areas of gold background have
vanished; only vestiges of the Archangel
Michael remain. Much of the original sixth-
century mosaic still survives in parts of the
church, and it has been proved that the second
major campaign of work occurred in the second
half of the ninth century; the great figures that
survive have not been subjected to later restora-
tion during subsequent periods of Byzantine
history. These ninth-century images are among
the most majestic visions in the whole develop-
ment of Byzantine art. The sensitive modelling
of the faces, the treatment of form and drapery,
the rich yet delicate use of colour, all combine
in a serene harmony of light and tone. The

Archangel Gabriel [155] is in a sense more re-
splendent than the Mother of God, framed by
huge wings in shades of purple, brown, blue,
white, grey, and green, the folds of the white
and gold chlamys magnificently managed as the
hands stretch out to display orb and sceptre - a
Byzantine court official transfigured by wings
and halo. The figures are three times life size
and yet, such is the size of Hagia Sophia, may
hardly be appreciated from the ground. They
relate, in fact, badly to the building which was
never intended to be adorned with figurated
mosaics, and they must always have been diffi-
cult to read. From recent reports it is clear that
the artist designed his figures from a platform
more or less level with the windows of the apse
semidome, giving them the proportions which
looked correct from his scaffold and which to-
day only look reasonably correct if the visitor
stands immediately below the mosaic - a posi-
tion inaccessible to a Byzantine worshipper.
The artist laid out the figure of the Virgin as if
it were meant for the lower ring of a dome, to be
viewed straight up, as in the dome of Hagia
Sophia at Salonika [162], where the figures of
the Virgin and the Apostles watching the Ascen-
sion of Christ are elongated along the curve of
the dome to be read quasi-correctly in propor-
tion by the viewer directly beneath.5

The north and south tympana of Hagia
Sophia at Constantinople provide almost the
only vertical wall space in the nave suitable
for figurated mosaics, and this space is con-
fined by the form of the tympana, of which
the surface is broken by a row of flat niches
at the base and two rows of windows above.
The mosaic decoration, therefore, had to con-
form to a horizontal division into three super-
imposed registers. Because of the niches and
the windows only single figures could be con-
sidered: in the niches a row of bishops, in
the middle windowr zone a row of prophets, in
the upper zone angels including four arch-
angels acting as bodyguard to the Pantocrator
in the dome. A large part of this decoration no
longer exists, but it is known that on the south
tympanum among the bishops represented



were St Anthimus of Nicomedia, St Basil, St
Gregor) Nazianzen, St Dionysius the Areopa-
gite, St Nicholas, and St Gregory of Armenia,;
among the prophets, Isaiah. On the north tym-
panum among the bishops were St Ignatius the
Younger, St Methodius, St Gregory Thauma-
turge, St John Chrysostom, St Ignatius Theo-
phoros, St Cyril, and St Athanasius; among the
prophets were Jeremiah, Jonah, Habakkuk, and
Ezechiel. Among the bishops on the north tym-
panum three and the fragments of a fourth still
exist; St Ignatius the Younger [156], St John
Chrysostom [157], St Ignatius Theophoros,
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and vestiges of St Athanasius. A decorative
border of geometric ornament following the
recesses and projections of the lower surface of
the tympanum gave the impression of a con-
tinuous parapet in front of which the bishops
stood, just as standing saints are often placed in
front of a recessed wall in the miniatures of
Byzantine calendars. All three bishops, haloed,
dressed as priests, wear the pallium and carry
jewelled codices in the crook of the left arm; the
right hand is raised to bless - with the exception
of St Ignatius, who places his right hand on the
top corner of the codex. They stare hypnotically

156 and 157. St Ignatius the Younger and St John Chrysostom.
.Mosaic panels on the north tympanum. Late ninth century. Istanbul, Hagia Sophia
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into the nave with some differentiation of physi-
ognomy, but the movement and fall of the
drapery is almost identical, naturalistic, with
widely spaced folds following the posture of the
body. Again, such is the immensity of Hagia
Sophia that these mosaics are difficult to read
from the floor of the nave, and even from the
galleries appear dwarfed by the vast structure.
The portraits are close in style to those in Basil’s
copy of the Sermons of St Gregory Nazianzen,
and it seems probable that the mosaics were
executed towards the end of Basil's reign or
during that of Leo VI (886-912).

In three cases the choice of the bishops is un-
usual, but these are all commemorated in the
Typicon of Hagia Sophia (Patmos, cod. 266)
dating from about 890. St Methodius (d. 843)
was the Patriarch who is described in the Typi-
con as having ‘set up orthodoxy and driven
away error’. The Patriarch Ignatius (d. 877)
had been canonized and his name had been in-
scribed on the diptvchs by his old enemy Pho-
tius before 886. The inclusion of St Gregory
the llluminator, the apostle of Armenia, in the
Typicon and in the decoration of Hagia Sophia
is apparently the earliest evidence for the official
recognition of this saint by the Byzantine
Church. An Armenian legend states that the
relics were discovered in Constantinople dur-
ing the reign of Michael 111 (842-67), but Basil
sponsored the cult for political and dynastic
reasons. Certainly Photius, who also had
Armenian blood and believed himselfadescend-
ant of St Gregory’s family, used his influence.
In a letter to Zacharias, catholicos of Armenia,
he had praised the saint and, when inventing a
gratifying genealogy for Basil, an upstart of
Armenian and Slav parentage who began his
road to fortune as a groom, he had traced Basil’s
descent to ‘Tiridates the great king of the
Armenians who was in the time of the holy
martyr Gregory'. Thus, it may be seen that
even in the decoration of Hagia Sophia political
overtones might be struck.6

The new work in the nave was completed by
a representation of Christ Pantocrator in the
dome surrounded by seraphim, of which frag-

ments still exist, in the pendentives. The inten-
tion was obvious, but Leo VI stressed the
meaning in a sermon during the consecration of
a church built by his father-in-law Stylianus
Zaoutzes. Christ reigned in the dome of heaven
surrounded by His celestial court arrayed before
Him in proper order - angels, prophets, and
bishops. This decoration, however, was com-
plemented by a number of scenes in the galler-
ies. In the vaults of the south gallery there was
another Christ Pantocrator surrounded by
seraphim and cherubim and a representation of
Pentecost; in the north gallery the vaults were
decorated with the Baptism of Christ and (pos-
sibly) the Transfiguration. All the scenes, be it
noted, are theophanies. After the return to
Orthodoxy the representation of direct visions
of God had assumed particular importance.
Indeed, since the time of Constantine V the
chief problem of the Controversy had been the
nature of the true imacge. If the Divine Power
could be confined by the flesh of man, then why
should He not be represented by an image?
After 843 there was a continuous stressing of the
Incarnation of God and the necessity of circum-
scribing Him by an image. At a council in 869-
70 it was even ruled that to deny images, especi-
ally those of Christ, was to risk failure to recog-
nize Him on the day of resurrection.

Hagia Sophia had four vestibules, of which
only one, the south-western, is decorated with
mosaic today, and this is of a later period than
the late ninth or early tenth century; but the
south-eastern vestibule is known to have had a
mosaic with an unidentified subject over the
‘Door of the Poor'. The mosaic over the im-
perial doorway leading from the narthex into
the nave is probably the most famous of all. A
bearded Emperor crowned with the stemma is
prostrate before Christ enthroned [158]. Christ
holds an open book in which is written ‘Peace
be unto you. | am the Light of the World/
Slightly below and on either side of the head
of Christ are roundels enclosing the busts of the
Virgin and the Archangel Gabriel. Attempts
have been made to identify the Emperor as
Basil I, but most scholars prefer Leo VI, who is
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158. Leo VI making proskynesis before Christ. Mosaic in the lunette over the imperial doorway.

Late ninth century. Istanbul, Hagia Sophia

known to have set up metrical inscriptions
(now lost) in central parts of the church which
probably commemorated work undertaken by
him. Moreover, Leo preached a sermon on the
Annunciation early in his reign which appears
to elucidate the iconography of the panel. The
prophecy of an Archangel had been made fact.
He who had been sent to Nazareth, a provincial
town ofJudea, was now 'in the city of Our Lord
Emperor' Christ to acclaim his glory in the
Sacred Palace. The Virgin's Son, the Saviour
of the World, reigned not only over one people
but all the peoples of the earth - a reference to
the pan-nationalism of the Byzantine Empire,
a view much to the fore after the conversion of
the Slavs and the Bulgars - and all those in
Heaven and Hell. The Virgin was glorified by
the light she had given to the world. That light
was none other than Christ himself, who is

Divine Wisdom. The Virgin as Mother of an
Emperor is herself an Empress, and to her Leo
owes everything he possesses, especially his
empire, and he implores her to protect and guide
him. In the mosaic Leo the Wise makes pro-
skynesis before Christ who is Wisdom. Light,
and Peace, while the Archangel Gabriel and the
Virgin, Messenger and Instrument of the In-
carnation, make constant intercession for him
who is Christ's Vicar on earth. The quality of
the mosaic is perhaps less fine than that in the
apse, but the majesty of the design, the lofty
vision of Christ enthroned with the great Em-
peror crouched at His feet is unforgettable. The
style of this delineation, particularly the head
and form of Christ, comes close to similar repre-
sentations in Vatican, gr. 699 and Paris, gr. 510;
the head of Leo is reflected in the coins of the
period."






159. The Emperor Alexander.
Mosaic in the north gallery. 912 13.
Istanbul, Hagia Sophia

It is not without irony that one of the finest
representations of a Byzantine Emperor to have
survived should be the portrait of the Emperor
Alexander, the worthless brother of Leo VI,
who reigned as Leo prophesied for thirteen dis-
astrous months (912-13). The mosaic [159] in
the north gallery of Hagia Sophia reveals the
personification of Byzantine majesty: the hand-
some, stern, bearded face framed by the crown,
perpendulia of pearls, and halo, the tall, broad
form swathed in the purple skaramangion and
the loros loaded with jewels and pearls, the feet
in scarlet and jewelled buskins, the hands hold-
ing orb and akakia. In this manner, according
to the Book of Ceremonies, the Augustus was
apparelled when he went in procession on
Easter Sunday for the services in Hagia Sophia.
The Emperor is identified by an inscription
giving his name and monograms which read:
‘Lord help thy servant, the orthodox faithful
Emperor.” It seems reasonable to suppose that
the portrait was set up during Alexander's
mercifully brief reign. He had been crowned
co-Emperor at the age of nine in 879, thus
sharing the throne with his father and his elder
brother. Leo VI, however, kept him firmly in
the background of affairs, and Alexander led a
life of dissipation. No succeeding member of
the imperial house, certainly not his nephew
Constantine VII, would have wished to com-
memorate him. As a result this mosaic and the
surrounding areas in the north gallery have the
unusual distinction of being datable to one
year.8

Above the south-west vestibule and ramp in
Hagia Sophia are two rooms which were part of
the patriarchal offices. The large secretori over
the vestibule contains mosaics which date prob-
ably from the late ninth or early tenth century.
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In the lunette over the door leading to the west
gallery there are the remains of a Deesis: Christ
enthroned with the Virgin standing on His
right. St John the Baptist no longer survives,
and all the gold ground has disappeared. In the
lower zone of the vaults were originally busts
of the twelve Apostles and the four Patriarchs
of Constantinople who took a leading part in the
Iconoclast Controversy: Germanus, Tarasius,
Nicephorus, and Methodius. Of the Apostles
only the busts of St Peter, St Andrew, St
Simon Zelotes, St James, and another unidenti-
fied have survived. In the upper zone of the
vaults five standing figures remain: Ezechiel, St
Stephen, the first Christian martyr, the Em-
peror Constantine the Great, portrayed as a
bearded Byzantine Augustus, an unidentified
saint, and a bishop, but originally there must
have been twenty standing figures. The pro-
gramme once again appears to celebrate the
triumph of Orthodoxy, but the importance of
theophany is also stressed, and the general
trend is symbolic rather than narrative.

This type of decoration, however, was not
confined to Hagia Sophia. From a sermon de-
livered by Photius during the inauguration of a
church built within the precincts of the Sacred
Palace, possibly the Nea (though this has been
doubted) completed by Basil in 876, we learn
that Christ Pantocrator amid concentric circles
of angels reigned in the dome, the Virgin orant
was placed in the apse, and the rest of the church
was decorated with a hierarchy of apostles,
martyrs, prophets, patriarchs, and bishops. For
Photius the church was ‘another heaven' on
earth, and Christ ruled in His palace on earth
as He reigned in heaven - an idea of the im-
perial court of heaven taken up by Leo VI in
more than one sermon. In a church built
and decorated in the monastery of Kauleas
Leo makes it clear that the programme was
hierarchic, symbolic, with no suggestion of nar-
rative scenes from the Gospels. The ninth-
century decoration, sponsored by a certain
Naukratios, of the church of the Dormition at
Xicaea also stressed the atmosphere of a
heavenly court. The four angels in the choir
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160. Two Heavenly Powers, Dominion and Might. Mosaic on the choir vault.
Second half of the ninth century. Nicaea, church of the Dormition

vault [160], dressed in imperial court dress, ion, Might, Sovereignty, and Strength - con-
holding the labarum and an orb and identified template the throne of God in the centre of the
by inscriptions as Heavenly Powers - Domin-  vault. Another inscription refers to Psalm



103.XiX-XX: ‘The Lord has prepared his throne
in the heavens; and his kingdom ruleth over all.
Bless the Lord, ye his angels, that excel in
strength, that do his commandments, hearken-
ing unto the voice of his word." These magnifi-
cent images were complemented in the apse by
a great apparition of the Virgin standing on a
dais [161] and presenting the Child to the world.
Above her head a hand emerged from heaven
and three rays of light through which an in-
scription read: ‘Thou hast conceived Him
before Time/ The hand of God and the three
ravs represent the Trinity, the procession of the
Son from the hand of the Father, the Logos
which existed before Time and the divine origin
ofthe Child which was made flesh by the consent
of the Virgin. Moreover, the words of the in-
scription repeat the first words ofa hymn sung
during the office for the feast of the triumph of
Orthodoxy. No Byzantine mosaic gave better
evidence of the lofty theological atmosphere in
which the first works of church decoration were
undertaken after the end of the Controversy,
and the destruction of the church ofthe Dormi-
tion at Nicaea must be regarded as one of the
major artistic losses of modern times.

In Hagia Sophia at Salonika, restored to-
wards the end of the ninth century, the \ irgin
and Child are enthroned in the apse as in Hagia
Sophia at Constantinople [154], but the propor-
tions of the forms and the setting in the vault are
even less satisfactory. It has, indeed, been sug-
gested that the upper halfofthe Virgin and Child
are a restoration of the eleventh or twelfth cen-
turv. Certainly the outsize head of the Virgin,
finely drawn but out of proportion with the rest
of the body, seems to be very different in style
from the figure of the Virgin in the cupola. The
general effect is undeniably botched. The mo-
saic representation of the Ascension [162], on
the other hand, in the cupola is remarkable for
its attempt, not entirely successful, to adjust the
proportions of the body to the curve of the
dome; in photographs, all the figures standing
look absurdly elongated. The ~irgin and the
Apostles are set in a striking stylized landscape
of trees and undergrowth, their varied move-
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161. The Virgin and Child. -Mosaic in the apse.
Second half of the ninth century.
Xicaea, church ofthe Dormitton



162. The Ascension. Mosaic in the cupola. Late ninth century. Salonika, Hagia Sophia



ments of wonder stressed by complicated
rhythms of drapery as they gaze up at Christ
seated in a mandorla supported by angels. The
head of Christ is close in style to the head of
Christ in the imperial lunette in Hagia Sophia
in Constantinople, but here again there is a dis-
proportion between head and body and the
angels, whether fixing or standing, though de-
lineated in brilliant colours, lack the majesty of
the Archangel Gabriel in the apse of Hagia
Sophia. Nevertheless, the whole vision caught
in vivid tones of green and blue against a gold
ground shimmers magically in a green-gold
light. An inscription states that the work was
done under Archbishop Paul. There were two
Archbishops of Salonika named Paul, one living
in the ninth century, a contemporary of Photius
with whom he corresponded in 885, and another
living in the eleventh century. The stylistic
mannerisms of the mosaic, the handling of form
and drapery, suggest that the earlier Paul was
responsible.l

Among the so-called minor arts a few impor-
tant works have survived from the reign of Leo
V1. A fragment of an ivory sceptre [163], now
in Berlin, reveals the Emperor being crowned
bv the Virgin with the .Archangel Gabriel by
her side; on the obverse is represented Christ
between St Peter and St Paul; on the ends St
Cosmas and St Damian. Inscriptions refer to
the Basileus Leo twice and suggest that the
sceptre was carved early in the reign: ‘May you
strive [for prosperin']. Lord Emperor Leo, and
max xou succeed." The fragment is important
because ninth-century carxings are either lost or
difficult to recognize and the style of this par-
ticular piece is. unlike the tenth-century and
later sequences of Byzantine ivory reliefs. The
figures are hunched, thick-set, intensely gazing,
and recall a little those chased on the sixth-
century silver-gilt cross of Justin Il in the Aati-
can [83]. This broad, stunted style is paralleled
on a jasper carved with a representation ot a
standing Christ blessing and bearing an in-
scription on the back referring to the Emperor
Leo, formerly in the Vatican and noxv in the
Victoria and .Alben Museum [164]. A second
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163. (a) Christ between St Peter and St Paul;
(o) Leo VI croxvned by the Virgin

and accompanied by the Archangel Gabriel.
Fragment of an ivory sceptre.

Late ninth century.

Berlin, Ehemals Staatliche .Unseen

jasper, also in the Victoria and Albert Museum,
carved with Christ on the Cross between the
Virgin and St John [165] was almost certainly
executed in the same xvorkshop, and the quality
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164 (left). Christ Pantocrator. Jasper.
Late ninth century.
London, Victoria and Albert Museum

165. Christ on the Cross between the Virgin

and St John. Jasper. Late ninth or tenth century.
London, Victoria and Albert Museum

166 (below). Leo VI and Saints.

Detail from a votive crown in enamel and silver-gilt.
Late ninth or early tenth century.

Venice, S. Marco, treasury



167. Christ on the Cross amid Saints and Archangels. Enamelled and silver-gilt book-cover,
cod. lat. i. 101, gia Reserv. 56. Late ninth or early tenth century. | tnice, Biblioteca .Marciana
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of both reliefs hints at palatine production. The
close similarity of these carvings suggests that
there was a definite trend in the reign of Leo VI
towards a simplified style concerned with mass,
solidity, and plastic volumes from which the
more refined and elegant characteristics of work
produced for Constantine VIl were to develop.1l

Similarly in gold and enamels the style, in
spite of the finicky aspect of the technique, is
broad and simplified. The small votive crown
with a portrait of Leo VI and various saints
[166], now in the treasury of S. Marco at Venice,
is far from complete, but the heavy pearl frame-
work dominates the offering on which stylized
images mapped out in segments of brilliant
colour against a green ground emerge as pious
symbols. On a book-cover of the same date, in
the Biblioteca Marciana [167], the gold base and
the closely packed pearl borders almost over-
whelm the little image of Christ crucified,
clothed in the colobium, vivid against the same
green ground, and the stylized busts of arch-
angels and saints. Even in secular jewellery like
the superb ninth-century arm-bands of gold
and enamels, found at Salonika, decorated with
stylized leaves, flowers, and birds set against a
green ground [168] - a technique which dis-
appeared in the tenth century - one is conscious
of a separate artistic impulse which seems to
have been generated during the reign of Leo.
The arm-bands are surely part of a court
apparel. The treatment of the intertwined gold
strands separated by dotted bands, the delicacy
of the enamels, the beauty and charm of the
design combine in ornaments of the highest
quality. All the splendour and wealth of the
ninth-century Byzantine imperial court is
epitomized for us today by one ivory sceptre,

168. A pair of arm-bands. Enamel and silver-gilt.
Found at Salonika. Ninth century.
Salonika, Archaeological Museum

a little votive crown, two jasper cameos, and a
pair of gold and enamel bracelets fit for an
Augusta to mime in as she acknowledged the
chants of the factions.12



CHAPTER 9
THE SCHOLAR EMPEROR

AND THE TRIUMPH OF THE

The premature but timely death of the Emperor
Alexander left his nephew Constantine Por-
phyrogenitus, a child of seven years, in supreme
power. At once there was a running struggle for
control by the Empress-Mother Zoe, who was
not well liked, the Patriarch Nicholas, a pushing
and shifty politician, aristocratic generals like
Constantine Dukas and Leo Phocas, and eventu-
ally an admiral risen from the ranks, Romanus
Lacapenus. The child was sickly, and this poor
state of health undoubtedly saved his life. The
contestants for power did not expect him to live
long, so no one troubled to murder or mutilate
him. Moreover, in spite of Alexander the reign-
ing dynasty was adored by the populace, and it
would have been impolitic to end it with a child
murder. At the time there were other more
pressing matters to deal with. The Bulgar war,
provoked by Alexander, set the imperial admin-
istration at once at a disadvantage, and before
long the city was besieged by the Tsar Symeon,
who demanded nothing less than the imperial
crown and the marriage of Constantine to one
of his daughters. To the enraged alarm of the
Empress Zoe, who had been for the time con-
fined to a convent, the Patriarch Nicholas
agreed to these proposals and even undertook a
makeshift coronation in the Bulgar camp. When
these secret and highly improper negotiations
leaked out the city was appalled. Zoe seriously
considered the deposition of the Patriarch, but,
as there was no one suitable to take his place,
she had to be content with an outburst of fury
and instructions to meddle no more in affairs of
state. The Tsar Symeon raised the siege, but in
917 a combined Byzantine military and naval
operation in the Chersonese came to a miserable
end with a strong smell of treachery on the part
of Romanus Lacapenus and the Bulgar Tsar
triumphant. For three years the walls of the city

IMPERIAL

IDEAL

were the sole defence of the Empire. By this
time Zoe, the Patriarch, and Leo Phocas were
equally discredited, and in 919 the admiral
Romanus Lacapenus seized power. He at once
married his daughter Helen to Constantine,
who was barely fourteen years old, and in 920
assumed the imperial crown. For the next
twenty-five years Constantine, quasi-main-
tained in state as senior and orthodox Emperor,
was deprived of power and not infrequently in-
sulted on ceremonial occasions by the implica-
tion that his father was a lecher, his mother a
whore, and himself a bastard. But he was not
murdered. He was allowed to work in his library
and his studio, for he was an artist as well as a
scholar, he was assigned secretaries and crafts-
men, and his marriage eventually was happy.
Moreover, his father-in-law proved to be a
great Emperor, strong, vigorous, and wise.
Romanus | turned the tide against the Bulgars
and began a series of conquests which were to
continue for a hundred years. The prestige of
the Byzantine imperial mystique was never
better illustrated than on that day, 9 September
924, when the usurping Emperor, dressed in
full regalia and carrying the maphorion of the
Virgin, sailed in the imperial barge up the
Golden Horn to meet the Tsar Symeon at a
jetty and there to harangue the barbarian on
mortality, bloodshed, and Christian peace.
Without more ado, without bargaining for ran-
som or hostages, without even attempting to
call the Emperor to question, the terrible Tsar
led his army home.l

Constantine immersed himself in classical
studies. The revival of learning begun under
Bardas and Photius reached its height in the
tenth century under the scholar Emperor. He
collated encyclopedias of classical texts, he
supervised the continuators of Theophanes the



202 <« EARLY CHRISTIAN AND BYZANTINE ART

historian, and his great book on the ceremonies
of the court leaves the world immeasurably in
his debt. His minute to his son Romanus Il on
the administration of the Empire, with its pene-
trating sense of geography, of the peoples
dangerous to the Empire and the diplomatic
means of dealing with them, is a masterpiece of
Byzantine intelligence. He was also a painter of
renown, though none of his works has survived,
and he interested himselfin all kinds of crafts-
men: stonemasons, carpenters, metal workers,
even blacksmiths. Palace gossip hinted that he
sold his paintings to buy food and drink, of
which he was reputed to be too fond. Constan-
tine was neither a glutton nor a sot and he was
no prig. He liked to relax in good company, he
enjoyed the exhibitions of wrestling and jug-
gling which were sometimes given after dinner
in the Sacred Palace, and it is clear that Liut-
prand of Cremona on his first embassy to the
Byzantine court thought him a capital fellow.
His wife and children adored him, the Empress
Helena always on the watch for intrigues
against her husband, and the purple-born prin-
cesses, once grown up, enthusiastically acted
as his secretaries and research assistants. When
he finally became autocrat, after his brothers-
in-law had ousted their father and were in turn
circumvented by their sister, Constantine gov-
erned well for fifteen years. He preferred
diplomacy to war, fulfilled in splendour the

palatine rites, and was truly Roman in sponsor-
ing justice, peace, and prosperity. Although
Romanus | had been a great Emperor, he had
never been loved by his people, he was un-
lettered and ill at ease amid the ceremonies of
the court. Constantine had inherited his grand-
father’s handsome looks - tall, broad-should-
ered, the long face with its aquiline nose, pierc-
ing eyes, and long black beard and hair which
were so well suited to the imperial regalia. To
the people of the city, who were always im-
pressed by beauty and learning, Constantine
VIl Porphyrogenitus epitomized Byzantine
imperial majesty.2

Just as in the histories supervised by him and
in his own biography of his grandfather, where
a third dimension was introduced in the study
of character, so too in the works of art produced
for him an extra depth may be detected. Pos-
sibly one of the most beautiful sequences of
drawings of all time, the Joshua Rotulus (Vati-
can, gr. 431) with its sensitive washes of brown,
blue, white, and purple, its delicate grades of
tone, its studies of landscape and architecture
caught in a mirage of classicism, its feeling for
form in the round, brings us very close to the
personality of Constantine. On the first sheet,
where Joshua is depicted leading the Israelites
towards the Jordan [169], the illusion of land-
scape, the distant view of buildings, the evoca-
tion of trees, the modelling of men and horses

169. Joshua leading the Israelites towards the Jordan. From the Joshua Roll, Ms. gr. 431, sheet 1.
Constantinople, tenth century. Vatican, Biblioteca Apostolica
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establish at once the new standards. And yet
there is much throughout the drawings in the
treatment of drapery and the representation of
movement, not to speak of direct misunder-

standing of the classical model, which betrays
the tenth-century copyist. Constantine was one
of the few Byzantine scholars who was able to
identify himself and his writings with the
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authors of antiquity, but his artists, for all his
encouragement and advice, could never quite
make that leap into the past. Nor for that matter
did they trouble much to take their eyes from
the illustration before them and look at the
world in which they lived. Constantine could
sharpen their vision of the models, he was the
best teacher and could correct their efforts, he
could insist on an exact replica, and that was all.
Even the superb portraits of the Evangelists in
the Gospels (cod. 43) now belonging to the
Stavronikita monastery on Mount Athos, which
appear to be almost direct copies of classical
philosophers - only St Luke [170] is preparing
to write on a roll, the others are addressing
themselves to codices - show by a stiffness of
posture, an uncertainty in matters of perspec-
tive, an incipient mannerism in the treatment
of drapery that the artist was cramped by the
inadequacy of his perception or his skill in ex-
ecution. Nevertheless, the evocations of classi-
cal architecture before which the Evangelists
sit are indeed striking and far more skilled than
any similar attempt by a contemporary artist in
other parts of the western world. Once again
these portraits establish a standard which was
to be more or less maintained at Constantinople
for the rest of the Middle Ages. Their noble
faces, the harmonious proportions of form and
structure, whether of the body or of buildings,
the subtle and rich colours, the sense of space
and atmosphere are set down with an authority
which only an artist trained at the court of Con-
stantine could command. The great Psalter
now in the Bibliotheque Nationale (Paris, gr.
139) was a Psalter probably never equalled. One
after another the large-scale illustrations depict-
ing scenes from the lives of David and Moses,
the prayer of Hannah, the story of Jonah, the
prayers of Isaiah and Hezekiah astonish the on-
looker by their vivid sense of antiquity. Gone
for the moment are those sombre portraits of
prophets and saints, the haughty lowering of
the official image, those paradigms of brooding
and distant Divinity. Instead, David plays his
harp in a pastoral setting which might have
come from the house of Livia, nymphs and

personifications abound, the daughters of Israel
pirouette before a classical portico, and in the
Crossing of the Red Sea there is a study of male
and female nudes which is surprising and mas-
terly. Perhaps the most beautiful of all is the
miniature representing the prayer of Isaiah
[171], where the prophet stands between the
personifications of Night and Dawn, raising
his hands and gazing up to the hand of God
appearing from the heavens. The figure of the
prophet in all its nobility of conception may be
compared with similar portrayals of the Evan-
gelists in a fine Gospel in Paris (gr. 70) and in
another in the British Museum (Add. ms.
28815) both dating from the middle of the tenth
century and surely from a palatine workshop.
The artists were making a virtue out of a for-
mula, glorifying a tradition already sacred. But
the representation of Night typifies a new in-
jection of classical elements, a new understand-
ing of sensuous beauty, and a heightening of
technigque to deal with these new calls on the
artist’'s ability. The treatment of trees and
plants, the illusion of space, echo the Joshua
Rotulus, and all these classicizing elements
point to the supervision of Constantine. There
is no textual evidence that any of these manu-
scripts were executed for the Emperor, and it
must be remembered that the illustrations in a
Bible produced for the patrician Leo about 940
(Vatican, Reg. gr. 1) vie in quality with those of
the Paris Psalter. The miniature showing Moses
receiving the Tables of the Law [172] surpasses
in vision and technique the same subject in the
Psalter. Indeed in all the Psalter illustrations
there is a spirit of academicism, of painstaking
labour to achieve authenticity, of firm reins on
aesthetic invention which is less conspicuous in
the Bible of the patrician Leo. And yet so iden-
tical in atmosphere are the two productions
that it is difficult to believe that the same scrip-
torium was not responsible. Perhaps the artist
working on Leo’s Bible was a fraction more
talented than his colleague working on the
Psalter. Whatever the circumstances, the mid-
tenth-century output was to dominate the
future, and as late as the fourteenth century
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171. lsaiah between Night and Dawn. From a Psalter, MS. gr. 139, tol. 435 verso.
Constantinople, mid tenth century. Parts, Bibliotheque Nationale
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172. Moses receiving the Tables of the Law. From the Bible of Leo the Patrician,
Ms. Reg. gr. i, fol. 155 verso. Constantinople, c. 940. Vatican, Biblioteca Apostolica
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artists were turning for inspiration to the pala-
tine standards reanimated by Constantine/

In ivory carvings there are clear points of
reference. The panel carved with a representa-
tion of Christ crowning a bearded Emperor in
full regalia, now in Moscow [173], is identified
by inscriptions: Constantine, Autocrat, Basileus
of the Romans. The coronation of Constantine
occurred in his father’s lifetime when he was a
child, and it is obvious that the panel cannot
refer to this ceremony. The panel must have
been executed after the Emperor had been rid
of his father-in-law and his brothers-in-law and

173. The Epiphany of the Emperor
Constantine V11 Porphyrogenitus.
Ivory relief, ¢. 945. Moscow, Museum of Fine Art

THE TRIUMPH OF THE

IMPERIAL IDEAL * 207

before he had created his son Romanus Augus-
tus and co-Emperor, which suggests a date
about 945; it is an ex-voto relief proclaiming
sole sovereignty. Many of the characteristics
visible in the manuscripts come to the fore: the
new feeling of depth, a kind of third dimension,
the emphasis on personality, a firm sense of
modelling, a naturalistic approach to draperies,
whether it is the stiff switch of the jewelled loros
or the softly falling folds and the horizontal
creases of the robe of Christ, and always an
advance in technical ability. A triptych in the
Palazzo Venezia, in Rome, carved with the Dee-
sis and rows of saints set in hierarchy [174], also
carries an inscription asking Divinity to pre-
serve Constantine from harm and to give him
peace. The style of the carving is such that
there can be no doubt that Constantine is the
Emperor, and it is conceivable that the relief
was executed slightly earlier than the ex-voto
panel. Two other triptychs, one in the Louvre,
the other in the Vatican, carry no reference to
Constantine, but the subject matter is the same,
the quality is if anything higher, the ornament
richer, and there can be no doubt of their pala-
tine origin. All three are litanies or suffrages for
the Emperor; the slight differences of style are
a matter of hands rather than of place. The
theme of prayer for the safety of the Emperor is
taken up again on three ivory panels represent-
ing some of the finest work of the palatine
artists. The panel in the Museo Archeologico at
Venice carved with portraits of St John the
Evangelist and St Paul [175] standing on an
arcaded dais and holding codices in their hands
bears an inscription: 'The instrument of God
[St Paul] holds colloquy with the chaste man
[St John] to preserve the Emperor Constantine
from harm. The second panel in the Kunst-
historisches Museum at Vienna reveals St An-
drew and St Peter standing on a similar dais
but holding scrolls, and states: ‘Your blood
brother [according to St Matthew iv:i8 Peter
and Andrew were brothers], the proclaimer of
Divine Mystery, absolves the Emperor Con-
stantine from sin.’ The third panel in the Griines
Gewdlbe at Dresden is carved with the same



208 ¢« EARLY CHRISTIAN AND BYZANTINE ART

174. The Deesis and Saints. Ivory triptych. Second quarter ot the tenth century. Rome, Museo del Palazzo Venezia
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175. St John the Evangelist and St Paul.
Ivory panel. Mid tenth century.
Venice, Museo Archeologico

subjects as the first, though there are differences
of presentation and gesture, and the inscription
is the same. Superb in gquality, monumentally
conceived, carved with the authority of an
artist who seems to have had a feeling for his
classical models akin to that of his imperial
patron, these noble representations with their
elongation of form swathed in softly pressed
folds which fall diagonally in close pleats to the
feet are signposts of aspects of Middle Byzan-
tine style which were to become more exag-
gerated under the Comnenes two centuries
later. Indeed, this is predicated by the imperial
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portraits: the image of Constantine and those
of his son Romanus and daughter-in-law
Eudocia 117h], the latter panel carved between

176. The Coronation of Romanus Il and Eudocia.
Ivory relief. Between 945 and 949.
Paris, Cabinet des Médailles

945 and 949, with their elongated slenderness
of form and the accent on the richness of the
imperial regalia, herald those lofty portraits of
Comnene majesty which were to be set up in
mosaic in the south gallery of Hagia Sophia.
Like so much else in literature and the arts, the
mode was struck by Constantine. Moreover,
the death of Constantine in 959 did not entail a
sudden collapse of standards, as happened so
frequently in the West. The evidence is pro-
vided by the large ivory reliquary of the True
Cross [177], carved with a representation of the
Deesis and saints and inscriptions referring to
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177. The Deesis and Saints. lvory reliquary
of the True Cross. Between 963 and 969.
Cortona, S’. Francesco

the Emperor Nicephorus Phocas (963-9) and to
Stephen, Keeper of the Treasury of Hagia
Sophia, now in S. Francesco at Cortona. The
usurping Emperor was notorious for his lack of
interest in works of art, his miserliness, and his
uncouthness, but the administration main-
tained the workshops, and the reliquary at Cor-
tona still breathes the spirit of the Porphyro-
genitus, classicizing, monumental, and serene.4

Phis same spirit speaks in terms of gold and
enamel. The great reliquary at Limburg, silver-
gilt, enamelled, set with pearls and precious

stones, bears inscriptions stating that 'The
Emperors Constantine and Romanus, in a set-
ting of translucent gems and pearls, have given
this sacred Wood a home of wonders’ and Tn
deepest honouring of Christ Basil the Proedros
caused this repository to be decorated’. The first
inscription presumably refers to the actual
mounting of the cross, which must have been
done after Romanus Il had been made co-
Emperor in 948. The second inscription is on
the outer case, which contained many other
relics besides the True Cross: fragments of
clothing belonging to Christ and the Virgin, the
sponge, fragments of the Crown of Thorns, and
the hair of John the Baptist. Basil the Proedros,
a bastard of Romanus | and a eunuch, had been
made a patrician by Constantine in 944 and
later parakoimomenos. He was created Proedros

President of the Council - by Nicephorus
Phocas after the palace revolution which
brought the general to power, and for many
years Basil was one of the leading figures of the
court, himself an able general and a gifted
statesman. It seems probable therefore that the
outer case [179] of the reliquary dates from
964-5. Basil was a patron of the arts: a jewelled
cup bearing his name is now in the treasury of

178. Onyx chalice decorated with silver-gilt, enamels,
and pearls. Second half of the tenth century.
Venice, 5 . Alarco, treasury
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179. Container tor a relic of the True Cross. Enamel and silver-gilt. 964-5.
Limburg an der Lahn, cathedral treasury
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180. The Archangel Michael. Silver-gilt, enamelled icon. Second half of the tenth century.
Venice, S. Alarco, treasury
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S. .Marco at Venice and a copy of the Homilies
of St John Chrysostom, now in the Dionysiou
monastery on Mount Athos, was written for
him in 955. After the death of Constantine,
Basil may well have taken over the supervision
of the imperial workshops. The reliquary,
which has been somewhat restored in modern
times, is decorated with magnificent enamels,
but the chasing of the silver on the back of the
box is equally fine. For all the minuteness of
detail, the richness of colour, the ability to
suggest modelling, tone, fold, and form in a net-
work of gold cloisons and enamel, there is a
subtle sense of space and a sheer sensuous tactile
joy. The figures of the saints, differentiated
with finesse and ingenuity, are revealed against
a gold ground in much the same way as the
Evangelists in acourt Gospels ofthe time (Paris,
gr. 70). Similar enamels set in gold embellished
with pearls and precious stones and mounted on
two onyx chalices [178] bearing inscriptions
which probably refer to Romanus Il (959-63),
now in the treasury of S. Marco at \ enice, re-
inforce the atmosphere of court patronage. The
busts of the Virgin, archangels, and saints are
traced in delicate gold wires which confine the
rich colours, often in two shades of brilliant
blue, so that the beholder receives the impres-
sion ofa refulgent microcosm ofsanctity. There
was, of course, much play with gold for its own
sake. A reliquary ofthe True Cross, formerly at
Maastricht, now in the Vatican, with an inscrip-
tion referring to Romanus 11, is entirely in gold
relief. The superb gold and enamel icon of the
Archangel Michael [180] in the treasury of S.
Marco is an evocation of angelic majesty in
which gold plays the major part and the gold
filigree, the little enamelled busts of saints, the
precious stones are merely a lavish trimming.
These miracles of the goldsmith's craft rightly
attracted the admiration of all visitors to Con-
stantinople. The sheer massing of gold orna-
ment in the churches of the city, even if the
ordinary folk never penetrated farther than the
outer courts of the Sacred Palace, were enough
to confirm the impression of boundless wealth,
mastery over the world, and endless favour to
the God-guarded city. Xor were these gold arte-
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facts confined to the city; many were sent to
persons and places as gifts. The great book-
cover on a Gospel Lectionary now kept as a relic
in the treasury of the Great Lavra on Mount
Athos is today only a fraction ofits former glory:
the figure of Christ [181] chased in gold, nimbus

181. Christ Pantocrator. Silver-gilt,
enamelled bookcover. Second half of the tenth century
Mount Athos, Great Lavra, treasury

studded with pearls, book and small dais bril-
liant with enamels, and two small enamelled
panels with busts of St Gregory and St Basil.
According to local tradition the Lectionary was
given by the Emperor Nicephorus Phocas to St
Athanasius, the founder and the first abbot of
this imperial monastery, but the style of the
three handsome miniatures depicting the Har-
rowing of Hell, the Nativity, and the Dormi-
tion points to a date later than the reign of that
Emperor. St Athanasius was still alive at the
beginning of the eleventh century, and it seems
likely that Basil Il gave the book to the Great
Lavra. The selection of the illustrations to the
feasts - Easter, Christmas, and the Dormition -
indicates that the Lectionary was especially



214 * EARLY CHRISTIAN AND BYZANTINE ART

commissioned for Mount Athos, since on these
days in the time of St Athanasius it was the cus-
tom for all the monks on the Holy Mountain to
go to Karyes, the capital of the monastic com-
munities, to hold a common service. Crowns
were not infrequently issued as gifts and claims
to suzerainty. Only two have survived. The so-
called Crown of Constantine IX Monomachos
[182] now in Budapest may be dated by the
triple portraits of the Augusti Zoe and Theo-
dora, nieces of Basil Il, and Zoe’s third husband
Constantine IX between the years 1042 and
1050. The diadem, which is incomplete, seems
almost certainly to be a female crown and was
presumably a gift to the wife of a Hungarian
king, possibly at the time of the marriages of
Andrew | of Hungary (1046-61) to Anastasia of
Russia and of her brother - they were grand-
children of a Byzantine princess - to a daughter
of Constantine IX. On the other hand, the
iconography of the other panels which make up
the diadem, the personifications of Sincerity

and Humility and two dancing girls placed
between scrolls inhabited by birds, conform
more to an article of private apparel than to an
instrument of state. A change of style may also
be observed. All the figures are visualized in
terms of pattern rather than form; the sense of
space and depth so typical of the tenth-century
enamels has been jettisoned for intricate detail
and superficial charm. The Holy Crown of
Hungary [183] is a different matter. On one side
Christ enthroned between cypresses is accom-
panied by the Archangels Gabriel and Michael
and the patron Apostles of the Christian mis-
sions; on the other side the Emperor Michael
VIl Dukas (1071-8) is set parallel to Christ
Pantocrator, and below him parallel to the
Archangels are placed busts of his son Constan-
tine (1074-8) and King Géza | of Hungary
(1074-7). There seems to be in this case no
doubt about the political significance of the
crown. The iconography implies that Géza |
was regarded as a satellite king by the imperial

182. Diadem of an Augusta, known as the Crown of Constantine X Monomachos.
Silver-gilt and enamels. Between 1042 and 1050. Budapest, National Museum



rHE SCHOLAR EMPEROR: THE TRIUMPH Of THE IMPERIAL IDEAL 215

183. Michael V11 Dukas, his son Constantine. and Géza |. King of Hungary. Detail from the
Holy Crown of Hungary. Silver-gilt and enamels. Between 1074 and 1077. Budapest (formerly)

draper} as an arbitrar} network of lines, and a

administration. The same stylistic principles as
tendency towards prettiness for all the solem-

on the diadem of Constantine Monomachos are
evident: the forms treated as a flat pattern, the nity of the symbol/
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184. Lions (with detail). Silk compound twill. Between 976 and 1025. Cologne, cathedral treasury

185. Elephants (with detail). Silk compound twill. Late tenth century. Aachen, cathedral treasury
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A small group of woven silks has survived
from the reign of Basil Il. Several fragments of
silk woven in compound twill with a pattern of
large stylized lions now at Berlin, Dusseldorf,
Krefeld, and Cologne [184] bear inscriptions
referring to the Emperors Basil and Constan-
tine, the sovereigns who love Christ. Since
neither of the usurping Emperors Nicephorus
Phocas or John Tzimisces is named, it may be
presumed that the silk was woven after 976,
but earlier versions existed. A Lion silk formerly
at Auxerre bore an inscription referring to Leo
V1, and another at Siegburg, destroyed in :he
Second World War, was dated to the joint reign
of Romanus | Lacapenus and his son Christo-
pher (921-3). These heavy silks were intended
& hangings with a heraldic design of golden :an
lions, their blue eyes staring through red pupils,
against a red ground. Similarly an ever, heavier
twilled silk with a design of elephants [185],
introduced into the tomb of Charlemagne by
the Emperor Otto Ill after the recognition of
the year ioco, must also date from the early pan
of the reign of Basil and Constantine. In this

IDEAL

case, however, the inscription merely states
that the silk was woven in the imperial work-
shops in the Zeuxippos. On a brick-red ground
four large medallions (two on the right are not
complete) contain caparisoned elephants set
amid the foliage of a standardized tree in
colours of white, yellow-tan, dark green, and
blue. Between these large medallions, which are
well over two feet in diameter, are set small
roundels composed of geometric designs and
stylized foliage. The pattern shows marked Is-
lamic influence. Two splendid Eagle silks may
also be presumed to have been woven in the
imperial workshops. They are much lighter in
weight than the Lion or Elephant silks and could
be made up into vestments. The chasuble of St
Albuin (975-1006). now in the Cathedral Treas-
ury at Bressanone (Brixen), is patterned with
large dark greer. eagles, the details picked out in
yellow, on rose-purple, with large dark green
rcsenes in the intervening spaces. The shroud

St Germain in Saint-Eusébe at Auxerre [186]
is woven with an identical pattern but in colours
ot dark blue, dark blue-green, and yellow.

188 Edes (WWithdeal). Sikanpourd il Late tathareadydesathaatiry, Auxerre, Saint-Eusébe
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There is frequent reference in the documents
to cloth of gold, either as curtains, hangings, or
costume, but not surprisingly none has sur-
vived. A few examples of silks brocaded with
gold thread are known, such as the shroud of St
Siviard at Sens decorated with griffins in
roundels, white, purple, and gold on a white
ground.The borders are similar to those in the
roundels of the Elephant silk at Aachen, but
this is no argument for date. Byzantine textile
patterns tend to be conservative. Recognitions
of the shrine of St Siviard were made at Sens in
the eleventh and twelfth centuries, but the
earlier date seems likely for the inclusion of the
silk. With a people so sensitive to tactile values
experiment in silk texture was inevitable, and
numerous variants of the basic twill weave are
known. An important series, called for con-
venience 'incised twills’ because the pattern in a
silk of one colour appears to be engraved and is
best seen in movement against different lights,
was made over a considerable period of time.
Kutic inscriptions which some of them bear
suggest that this type of silk was made by Is-
lamic craftsmen, but whether within or without
the Empire is now difficult to determine.
Islamic servants of the Byzantine state were
permitted freedom of worship, and there was at
least one mosque in the city. The patterns are
apt to be small in scale with continuous foliate
scrolls and floral devices - silks of this type were
sometimes used as ground for gold embroidery
- but other sequences are patterned with birds
and animals. Many of these silks were exported
to the West and were made up into vestments
for prominent ecclesiastics living in the late
tenth and early eleventh centuries. A particu-
larly fine ‘incised twill’ with a portrait of a
Byzantine Emperor without an inscription was
found in the tomb of St Ulrich of Augsburg
(d. 973), but many complete chasubles still
exist in German treasuries. Experiments were
made in contrasting the texture of the pattern
with the texture of the ground. Examples have
been found in the tomb of Pope Clement Il (d.
1047) at Bamberg and in that of King Edward
the Confessor (d. 1066) at Westminster. The

patterns of lions and griffins, birds of different
kinds, plant-forms and foliage exercised con-
siderable influence on Western decoration.
Weavers in Spain quickly copied Byzantine
models, and these, too, were included in West-
ern shrines. The large griffin silk found in the
reliquary of St Théophréde (St Chaffre) in the
church at Le Monastier (Haute-Loire) is a parti-
cularly fine example of Catalan plagiarization.7

The silk tapestry found in the tomb of Bishop
Gunther in the cathedral of Bamberg was pre-
sumably acquired by him during his visit to
Constantinople in 1064-5. The bishop died in
Hungary on the return journey and, unfortu-
nately, the tapestry was used as a shroud. A
mounted Emperor in full regalia holding a
labarum is receiving a diadem and a tonfa, a
crown crested with peacock’s feathers [187],
from personifications of cities. The figures are
displayed against a violet-purple ground sewn
with small flowers in shades of pink and blue;
at the top and bottom is a border of floral de-
vices in interlaced roundels in yellow, pink,
green, and blue, on the same violet-purple
ground. There are no inscriptions. As the tapes-
try is incomplete there may have been a titulus
in a lower border, but today the Emperor, whose
face has disappeared, is difficult to identify.
Constantine | and Justinian | are possible
candidates but in view of the date of acquisition
Basil 11 seems more than likely. After his vic-
tory over the Bulgars in 1017 Basil celebrated a
double triumph in Athens and at Constanti-
nople, and when entering the metropolis by the
Golden Gate he was offered a diadem crested
with peacock’s feathers. In view of the subject
it seems probable that the tapestry was an im-
perial gift to Bishop Gunther, possibly intended
for the Holy Roman Emperor Henry 1V, a
lauraton to show who was the real Emperor. The
donor was presumably Constantine X Dukas, a
civilian lawyer totally uninterested in military
matters, and therefore the portrait is unlikely to
be his, but the motive behind the gift was surely
political.8

A few painted icons on Mount Sinai have
been attributed to the tenth century. They in-
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187. An Imperial Triumph. Silk tapestry.

Found in the tomb ot Bishop Gunther (d. 1065) in Bamberg Cathedral. Bamberg, cathedral treasury

elude a rather indifferent representation of
Christ washing the feet of His disciples and a
composition of the Twelve Feasts, assigned to
Constantinople, which looks more to the suc-
ceeding century. A fragmentary painting of
higher quality which portrays Christ between

two archangels and SS. Cosmas, Pantaleimon,
and Damian has been assigned to the imperial
workshops in the tenth century. But perhaps
the most important of this small, far from
homogeneous group is an icon which shows
King Abgar holding the Mandylion juxtaposed
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188. King Abgar holding the Mandylion; St Thaddeus, St Paul the Theban, St Anthony
St Basil, and St Ephraim. Icon. Probably c. 945. Mount Sinai, monastery ofSt Catherine
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to representations of St Thaddeus, St Paul the
Theban, St Anthony, St Basil, and St Ephraim
f188]. The Mandylion was transferred from
Edessa to Constantinople in 1*44. Shortly after-
wards, perhaps on the first anniversary, 16
August Q45, a homily for the feast was written
probably by a court official under the super-
vision of Constantine VII. It has been suggested
that the icon now on Mount Sinai was produced
in a Constantinopolitan workshop about this
time and, although it is difficult to believe that
the painting was produced in an imperial work-
shop, that the portrait of King \bgar is, in fact,
that of Constantine VII. The representation of
the .Mandylion on the icon appears to be the
earliest pictorial exidence of this holy relic to
have survived. The commemoration of feasts
was to become one of the main types of icon
during the eleventh century. Many panels on
Mount Sinai are painted with representations
of the Twelve Feasts distributed in diptych
form or with complete sets of saints for a par-
ticular month in a set of twelve. These calendar
icons which reflect contemporary menologia
may also be painted on the reverse side with
scenes from the life of Christ; they are partly
liturgical and partly narrative. Sometimes the
top row of an icon is occupied by five images of
the Virgin, of which four copy famous miracu-
lous icons at Constantinople, the Panagia
Nikopoia, the Blachernitissa, the Hodegetria,
the Hagiasoritissa, and the fifth is the less well-
known Cheimeutissa. Sometimes an icon may
be painted with a single scene like the Last
Judgement or may include several scenes from
the life of the Virgin which are not included in
the Twelve Feasts; sometimes there is a pic-
torial rendering of a liturgical ceremony such
as the Elevation of the True Cross with the
Patriarch, surrounded by clergy, standing in
the ambo of Hagia Sophia and raising the cross
in his hands. Many of these scenes, of course,
are to be found in Gospel Lectionaries of the
period which combine narrative and liturgical
scenes with a complete calendar. Mutual inter-
penetration of the various media, icon painting
and miniature painting, was clearly consider-
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able. Liturgical programmes were apparently
planned by learned clergy without regard tor a
special medium of the representational arts.
They were - the comparison has been tenta-
tivelv and justly made - like some of Bach's
music composed without a specific instrument
in mind. From the stylistic point of view there is
a tendenev to veer away trom the monumental
classicism of the tenth century. The physical
reality of the individual figure is apt to be dim-
inished in an attempt to create an effect of
greater spirituality. The vivid colours, fre-
guently outlined and heightened with gold -
the beautiful Gospels in Paris (gr. 74) immedi-
ately come to mind - seem almost an imitation
of cloisonné technique, and the sharp juxta-
positions of colour recall contemporary en-
amels. As in the enamels, prettiness and charm
are in the air, and as in the textiles, there is a
sense of crystallization.J

Curiously enough there appears to be no
record of any major building operation or mo-
saic decoration undertaken during the reign of
Constantine VIl and his immediate successors.
Perhaps after the activities of Basil 1 and Leo \ |
there was no need. The Myrelaion, a small
funerary church, was built by Romanus | in the
monastery of that name, but only the structure
and a few traces of mosaic on the vaults have
survived. It seems from the poem by Constan-
tine of Rhodes which was addressed to Con-
stantine VIl and written between 931 and 944
that the decoration of the church of the Holy
Apostles was of some age - like Constantine
himself, who had been imperial secretary and a
faithful servant of Leo VI. Basil | is known to
have restored and consolidated the church, but
he appears to have stripped the imperial mauso-
leum at the east end of its mosaics and used the
material for the decoration of the Xea. Accord-
ing to the continuator of Theophanes the work
undertaken by Basil in 868-81 was limited to
minor repairs. The account of Constantine of
Rhodes is incomplete, but the mosaic decora-
tion which covered the cupolas, pendentives,
and the vaults of the church is described in
some detail and consisted probably of twelve
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scenes from the life of Christ ranging from the
Annunciation to the Ascension. Christ Panto-
crator reigned as usual in the central dome, and
around Him were disposed the Virgin and the
Apostles. This type of decoration was by no
means unique in Constantinople. From a ser-
mon of Leo VI we know that the church of
Stylianus Zaoutzes also contained scenes de-
picting the principal events in the life of Christ,
and this interest in the Twelve Feasts of the
Church was to become dominant in the suc-
ceeding centuries. Moreover, in spite of the
lack of documentary sources the structure of
the church of the Holy Apostles seems to have
been thoroughly altered between 944 and 985.
From representations of the church in the
Menologion of Basil Il (Vatican, gr. 1613) ex-
ecuted about 985 it appears that Justinian’s
cupolas, of which four had been pendentive
domes and only the central fifth had windows,
were considerably modified. In the Menologion
all the domes are raised on drums pierced by
windows, and the central dome is taller than the
others. If the identification is correct, this form
is confirmed by a miniature in two early-twelfth-
century copies of the homilies ofJames of Kok-
kinobaphos (Vatican, gr. 1162, fol. 2; Paris, gr.
1208, fol. 3 verso [207]) showing a five-domed
church with tall drums and windows and with
the representation in one of the vaults of the
Mission of the Apostles. Now this scene is de-
scribed by Nicolaos Mesarites shortly after 1200
as being in the central dome of Holy Apostles,
and from his description, which is again in-
complete, we learn that this decoration, though
by and large conforming to the general pattern
of the Twelve Feasts, was a great deal more
complex than that described by Constantine of
Rhodes. There were, for example, representa-
tions of St Matthew among the Syrians, St Luke
preaching at Antioch, St Simon among the
Persians and the Saracens, St Bartholomew
preaching to the Armenians, and St Mark at
Alexandria. Some of the scenes after the Resur-
rection are given in greater detail, such as the
attempts of the priests to bribe the soldiers on
guard at the Sepulchre and to suborn Pilate.

Whether this programme was worked out in the
middle of the tenth century is difficult to con-
firm, but the church of the Holy Apostles was
second only to Hagia Sophia in importance and
more than once served as a model for other
churches (in particular all three versions of S.
Marco at Venice), and it continued to be the
pantheon of the Byzantine Emperors until well
into the eleventh century. The last Emperor to
be buried there was Constantine V111 (d. 1028).
The decoration of this church must always have
been of prime importance. When the central
dome collapsed after an earthquake in 1296,
Andronicus 11 lost no time in rebuilding it.10
In the provinces there is sporadic evidence of
sculpture and painting. The Armenian church
ofthe Holy Cross was built between 915 and 921
by King Gagik, whose portrait still survives on
the facade, on the small island of Aght’amar
about two miles from the southern shore of
Lake Van. From the beginning King Gagik in-
tended the island to be a refuge. He built a wide
wall with high towers to protect the palace, the
church, and the new town which sprang up in
little more than five years, adorned with ter-
raced gardens, fountains, and orchards. The
church, built of local pink tufa, is remarkable
for the external sculptured decoration, which
ranges from scenes taken from the Old and New
Testaments to portraits of King Gagik and two
Artzruni princes, Sahak and Hamazasp, wear-
ing oriental court costume. The sculpture,
which is scattered in tiers round the building,
gives the effect of being flattened between two
planes. Although the relief is high, there is
hardly any surface modelling. Features and
draperies are mapped out in deep grooves or
shallow incisions. The forms are highly stylized,
and there is little movement even where action
is indicated. The broad treatment, the intense
expression of the faces with their deeply marked
almond eyes, the strange birds and beasts, the
almost Coptic approach to vine-scrolls and
foliage, conjure up an odd sense of vitality.
Many of the images hark back to Early Chris-
tian models, others, like the King of Nineveh
interviewing Jonah or King Saul, evoke Abba-
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sid influences, and Goliath is dressed like a
Byzantine warrior. In an upper frieze an in-
habited vine-scroll coursing round the building
brings to mind Coptic textiles. Armenian in-
scriptions predicate Armenian sculptors, and
Armenian scholarship stresses the high quality
of the work, but a comparison with the admit-
tedly more restricted decoration in the monas-
tery of Constantine Lips at Constantinople
dedicated in 907 surely establishes different
levels of excellence. There the carving of birds,
peacocks, quails, and eagles, of foliage, of gar-
landed crosses is executed with a crispness and
masterv over the material quite in a different
class from the Armenian church. The paintings
which cover the interior walls of the church
date from the same time as the sculpture and,
with their broad, sketchy treatment, the sche-
matized drapery, and the intense gaze of the
figures, share many of its characteristics. The
remains of a Genesis cycle in the drum of the
dome shows a type of church decoration hither-
to unknown in early medieval art. A Gospel
cycle starting in the upper zone of the south
exedra continues in the north exedra, and it has
been remarked that a representation of the
second Coming of Christ in the conch above
the south door has marked affinities with the
miniatures in the ninth-century copy of the
Christian Topography of Cosmas Indicopleus-
tes (Vatican, gr. 699) [151-3] and the Sacra
Parallela of John of Damascus (Paris, gr. 923).
This last scene establishes that there was already
current a monumental composition of the
Second Coming which preceded the fully de-
veloped type of the Last Judgement known in
Byzantine art from the eleventh century on-
wards. Both sculpture and paintings throw con-
siderable light on aspects of East Christian art;
they present a curious mixture of Early Chris-
tian survivals, contemporary fashions at Con-
stantinople and Baghdad, and marked oriental
decorative elements, with a strong emphasis on
the palatine character of the church.ll

There was a considerable production of
Gospel Books in Armenia in the tenth and
eleventh centuries. The Etchmiadzin Gospels
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(Matenadaran 2374) executed in the monastery
of Noravank', Siunik’, in 989, with their beauti-
ful canon tables and full-page miniatures, reflect
vividly some Early Christian model. The minia-
ture of the Sacrifice of Isaac [189] has little of

189. The Sacrifice of Isaac. From the
Etchmiadzin Gospels, ms. .Matenadaran 2374.
Noravank’, Siunik', 989. Yerevan

the reanimated classical spirit of the works done
for Constantine V II, but it restates some hum-
bler, provincial version with fidelity and force.
Many of the copies, like the Gospels written
in 966 by the priest Sargis for his fellow-priest
T'oros now at Baltimore (Walters Art Gallery
ms. 537) or the Gospel of 1038 (Matenadaran
6201), have little to do with Byzantine art; they
represent strange folk traditions. Others, like
the handsome Gospel of Mugni produced in
north-western Armenia about the middle of the
eleventh century (Matenadaran 7736), appear
to have been strongly influenced by the art of
the metropolis, but this influence is by no means
constant, and local accents, so to speak, fre-
quently break through.2
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In Cappadocia numerous rock churches con-
tain wall-paintings whose style and condition
present various difficulties, but a number may
be dated by inscriptions. Broadly speaking the
paintings of the Goreme region and the Peris-
trema valley may be divided into two main
groups, the first belonging to a period when the
area was a buffer between the Byzantine Em-
pire and the Arabs, the second to the time when
the Arabs had been expelled, after the cam-
paigns of Nicephorus Phocas in the second half
of the tenth century. The early group is archaiz-
ing in style and draws extensively from Early
Christian sources. The scenes from the life of
Christ occur in chronological order, and there
is no suggestion of a Twelve Feast arrange-
ment. Considerable space is given to apocryphal
scenes. The second group, which dates from
the tenth century onwards, depends clearly on
the art of the metropolis. In Avvali kilisse an
inscription refers to Constantine VII and the
fragment of a date suggests some time in the
early part of his reign (913-20). The frescoes
are in the ‘archaic’ style and in very poor con-
dition, but in the south chapel scenes from the
childhood and the later life of Christ may be
deciphered, and in the north chapel a Deesis,
an apocalyptic vision of Christ in Majesty, a
Last Judgement, and the Dormition. Tavchanli
kilisse, a chapel near Sinassos, may also date
from the early part of the reign of Constantine
VIE The chapels of Tchaouch In and Toqale
kilisse contain portraits and inscriptions refer-
ring to Nicephorus Phocas (963-9) and Theo-
phano; the former has a portrait of Bardas
Phocas, father of Nicephorus, created Caesar
when his son came to power, and Leo Phocas
curopalates, created at the same time. The
Phocas family were extensive landowners in
this area, and Leo Phocas had previously been
strategos of the Cappadocian theme. All the
figures are haloed and all the faces have been
carefully erased; the paintings are in lamentable
condition. The chapel of St Barbara at Sighanle
is decorated with paintings of provincial quality

among them an Annunciation, a Visitation,
and a Harrowing of Hell - and they are dated by
an inscription to the reign of Basil Il and Con-
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stantine V 111 either in 1006 or 1021. The same
reign is recorded in a dedicatory inscription in
the Dirikli kilisse in the Peristrema valley. Gen-
erally speaking the quality of all these wall-
paintings makes one sigh for the art of the
metropolis; their interest is archaeological and
iconographical, bolstered by the fact that they
exist at all in that remote area.l3

Between 986 and 994 Hagia Sophia at Con-
stantinople was closed for repairs. Possibly at
this time the tympanum in the south-west vesti-
bule was decorated with a representation of
the Virgin and Child enthroned [190] between
the Emperors Constantine | and Justinian I. The
beautiful inscriptions naming the Emperors
appear to date from the second half of the tenth
or the beginning of the eleventh century. It has
been suggested that the decoration was set up
to commemorate the victory of the usurping
Emperor John | Tzimisces (969-76) over
Svjatoslav, Prince of Kiev, in 971 which was
attributed to the parading of the Theotokos
Hodegetria before the Byzantine army, or,
alternatively, to celebrate the victories of Basil
Il which culminated in his triumph over the
Bulgars in 1017. On the other hand, these vic-
tories are in a sense irrelevant. The founder of
Constantinople is offering the city and the
builder of the greatest church in Christendom
is offering Hagia Sophia to the Virgin, and at
any time it would be only right and fitting for
these Emperors to be so signally commemorated
in a place of honour. They are dressed in medi-
eval Byzantine imperial regalia, the emphasis
being on the stemma, the stiff jewelled loros,
and the scarlet buskins studded with pearls,
but, unlike the portrait of Constantine in the
patriarchal offices upstairs, the faces are clean-
shaven. The modelling of the faces, the evoca-
tion of bone structure, the lines framing the
mouth and creasing the forehead, the treatment
of form and drapery are very different from the
portrait of Basil Il triumphant over the Bulgars
in his Psalter (Venice, Marciana, gr. 17, fol. 1),
executed possibly after 1017. It seems likely
that the artists had before them models closer
in date to the lives of the Emperors commem-
orated. The representation of the Virgin and
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190. The Virgin and Child enthroned between the Emperors Constantine | and Justinian 1.
Mosaic tympanum over the door leading from the south vestibule into the narthex.
Late tenth or early eleventh century. Istanbul, Hagia Sophia

Child with its narrowing and elongation of
form, its more compact folds of drapery, and a
kind of density of physiognomy is not only a
lofty alternative to the great vision of the \ irgin
in the apse of Hagia Sophia [154], where the ex-
pansive form flows in streams of drapery and the
face is cast in nervous mobility, but seems closer
in style to the enthroned Virgin and Child [191]
in the apse of the catholicon of Hosios Loukas
about 1020, though here the drapery is con-
siderablv. more mannered and schematized.

The artists responsible for the mosaic in the
south-west vestibule were still working within
the classicizing tendencies operative in the
middle of the tenth century. The full, heavy
modelling and the naturalistic fall of drapery
are directly in line with the palatine traditions
mirrored, indeed, in the numerous illustrations
of the Menologion of Basil Il (\atican, gr.
1613), executed about 985, and one ol the mile-
stones in the history of Byzantine art. This
splendid manuscript, decorated by eight artists.
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191. The Virgin and Child enthroned.
Mosaic in the apse. ¢. 1020. Hosios Loukas, catholicon

of whom two, Michael and Simeon, are de-
scribed as ‘of the Blachernae’, not only bears
witness to the maintenance of the palatine stan-
dards towards the end of the tenth century but
shows a development in the direction of a new
interest in narrative [192], a more solid treat-
ment of form, and, for all the monotony of
martyrdoms, a zest for scene and place which
amounts to innovation. Even in a humbler
manuscript like the pocket Psalter - usually
known as the Bristol Psalter (British Museum,
Add. ms. 40713) - decorated with marginal
illustrations in the tradition of the patriarchal
scriptorium probably early in the eleventh cen-
tury, palatine influences may be detected.
Quite a number of the scenes - David pro-
claimed king, the repentance of David, David
and Goliath, the prayers of Hannah, Isaiah, and
Ezechiel - are reduced versions of the full-page
miniatures in the Paris Psalter (gr. 139) [171].

Perhaps the great palatine Psalter was sent over
to the patriarchal offices for study. No doubt
there were constant comings and goings be-
tween the various workshops. Certainly for the
decoration of the tympanum in the south-west
vestibule of Hagia Sophia the best craftsmen
available would have been called upon where-
ever they were working at the time.l4

About the same time, towards the end of the
tenth and into the eleventh century, there
appears to have been a change of style in the
ivory carvings. A relief carved with the Entry
into Jerusalem, now in Berlin [193], and another
carved with the Dormition of the Virgin in the
Staatsbibliothek, Munich [194], provide the
starting points for the sequence. The relief of
the Dormition is set in a book-cover of the so-
called Evangeliarv of Otto 11l (983-1002),
which was in fact a gift from the Emperor Henry
Il (1002-27)t0 the cathedral of Bamberg. Both
manuscript, which was written and illuminated
at Reichenau in the late tenth century, and
cover are of the same date. It is possible that the
reliefs were brought from Constantinople by
the Princess Theophano who married the Em-
peror Otto Il in 972, although the style of these
reliefs is not like the Court style, typified about
this time by the ivory reliquary of the True
Cross made for the Emperor Nicephorus Phocas
(963-9) [177]. The ingredients of the new style
consist of high relief, deep undercutting, angu-
lar, crisp drapery, the hair treated in tight curls,
rather jagged profiles, and a tendency to treat
some of the figures as puppets. Many of the
triptychs or parts of triptychs are carved with
selections from the Twelve Feasts: in the
Louvre, for example, a triptych reveals the
Nativity on the central panel, the Entry into
Jerusalem and the Harrowing of Hell on the
left-hand panel, and the Ascension on the right.

1@ (right). The Entry into Jerusalem. Ivory panel.
Late tenth century.
Berlin, Ehemals Staatliehe Museen

194 (far right). The Dormition.
Ivory panel on a book-cover, Ms. CIm. 4453,
Late tenth century. Munteli, Staatsbibliothek
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192. Jonah. From a Menoloeion. ms. er. 1613. fol. 59, executed for Basil |l in the Palace of the Blachemae
985. | atican, Biblioteca T/ stoltea
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Isolated panels may be carved with the Cruci-
fixion (New York, Metropolitan Museum) or
the Deesis, the Presentation of the Virgin, or
the Washing of the Feet of the Apostles (all
three in Berlin). Although the suggestion has
been made that the triptych carved with the ex-
posure of the Forty Martyrs of Sebaste and
warrior saints in the Hermitage and a single

relief carved with the Forty Martyrs in Berlin
may date from the fourteenth century, it seems
more likely that these reliefs should join the
earlier group. Pseudo-Kufic inscriptions on the
shields of St Demetrius and St Procopius, and
on the scabbard of St Theodore Stratelates, in
the Hermitage triptych tend to confirm the
earlier dating. The style of these reliefs has also

195- The Veroli Casket. Ivory. Late tenth or early eleventh century. London, Victoria and Albert Museum

196. Mythological figures. Enamelled glass bowl. Eleventh century. Venice, S. Marco, treasury
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been compared with illustrations in an eleventh-
century Menologion in Moscow (Historical
Museum, cod. gr. 183). Indeed, the well-known
Yeroli Casket in the Victoria and Albert Mu-
seum [195] carved with scenes from classical
drama and mythology, also part of the same
group, has been compared with miniatures in a
copy of the Pseudo-Oppian's Cynegetica (Ven-
ice, Marciana, gr. 479) which is usually dated to
the eleventh century and an enamelled glass
bowl with mythological figures and pseudo-
Kufic inscriptions [196] in the treasury of S.
Marco at Venice. Within the same stylistic
context may be placed two reliefs in steatite - a
small panel carved with a boar-hunt in the Vic-
toria and Albert .Museum and a fine representa-
tion of the Dormition [197] at Vienna.l5

St Luke the younger had prophesied in 942
that Romanus Il would capture Crete, and in
961 through the generalship of Nicephorus
Phocas the prophecy was made fact. Romanus
decided to build a large church on the site of
Luke's hermitage and tomb - the saint had died

197. The Dormition. Steatite.
Late tenth or early eleventh century.
I lama, Kunsthistorisches Museum
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in 953. But the project as it stands today seems
not to have been realized until the time of Basil
I, when, after 1017, he went to Athens to give
thanks for his victory over the Bulgars to the
Virgin of Athens in the Parthenon. According
to the monastery’s own tradition the founda-
tion of the catholicon is due to Romanus IlI,
who is said to have prepared his and his wife's
tomb near that of the saint. Two formerly hand-
some sarcophagi in the crypt of the main church
seem to confirm this tradition, but the sar-
cophagi have been stripped of their metal cover-
ing in 1823, and long before that, probably
during the Frankish occupation, the contents
had been rifled. The presence of other tombs in
the western part of the crypt suggests that the
abbots of the monastery were buried there. So
there are elements of doubt about the date of
the foundation. The publication of the frescoes
in the north-east chapel indicates that the
founder was the begoumenos Philotheos and the
catholicon was constructed in 1011, a date how-
ever which has since been disputed. In the ex-
tensive mosaic decoration of the catholicon
there are no imperial portraits, such as might be
expected in an imperial foundation, and the
presence on the walls of St Nikon Metanoites,
who died in 998, advances the probable date
well into the reign of Basil Il. The carved frieze
of palmettes combined with Kufic letters on the
outside walls has been compared to similar dec-
oration in the church of Nicodemus at Athens
erected about 1049. On the other hand, the
absence of St Meletios, who was a prominent
ascetic in Greece during the second half of the
eleventh century, in the mosaic decoration
suggests that it was set up before the middle of
the century. The catholicon of Hosios Loukas
is, therefore, the earliest Middle Byzantine
church in which the decoration has survived
almost complete. In fact, the dome of the
church with its mosaic of the Pantocrator col-
lapsed after an earthquake in 1593, and a num-
ber of scenes including the Annunciation,
which has been replaced by a fresco, and some
saints are missing. Generally speaking, how-
ever, the decoration conforms to the post-
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198-200. The Crucifixion (above),

the Harrow ing of Hell (opposite, above),

and the Washing of the Feet of the Apostles (opposite).
Mosaics, c¢. 1020. Hosios Loukas, catholicon

Iconoclast liturgical system. The Virgin and
Child are enthroned in the apse, Pentecost is
represented in the dome of the sanctuary,
Christ Pantocrator surrounded by four arch-
angels was placed in the main dome, and on the
pendentives the Annunciation, the Nativity,
the Presentation, and the Baptism of Christ. In
the narthex unfolds the cycle of the Passion and
the Resurrection. Elsewhere, all over the church
the invasion of the saints has taken place, rather
more than one hundred and forty all told. The
marble panelling goes up to a considerable
height, leaving the domes, semi-domes, niches,
and arches to be covered by mosaic which is
unified by the gold ground and yet divided by
its own architectural frame. Detail is confined
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to a minimum. In the scene of the Crucifixion
[198], for example, the representation is re-
duced to three figures: Christ on the cross set
with wedges on a small mound, the Virgin and
St John, small symbols of the sun and moon,
and inscriptions which identify the Saviour and
the scene and remind the spectator of Christ’s
commending His mother and His disciple to
one another. The livid body of the dead Christ
hangs limply on the Tree of Life; a little blood
spurts from the hands, feet, and the lance-given
wound. The Virgin and the Disciple stand, or
rather float, against the gold ground, as wit-
nesses of the sublime sacrifice, she draped in a
dark blue robe and veil, he in a pale green tunic
and a pale pink cloak. There is no suggestion of
historical narrative; the scene is a reminder of a
liturgical feast. Similarly, the Harrowing of
Hell [199] is depicted with monumental sim-
plicity: Christ triumphant over the gates and
shackles of Hell, gripping the cross like a stan-
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dard of victory and leading Adam and Eve from
a tomb, while on the other side David and
Solomon rise from their sarcophagus to greet
the apparition with wonder and respect. The
laconic brevity of this cataclysmic event is more
telling than a thousand words and more moving
than a host of images. Even in a scene which
calls for a number of persons, as in the \\ ashing
of the Feet [200], the division of the Apostles
into two groups on either side of Christ drying
the feet of St Peter and St John(r) unloosening
his sandal amounts to a composition of great
severity and restraint. The liturgical note sings
through the sacred act of divine humility. There
are variations in quality of design and tech-
nique. It has been argued that the artists re-
sponsible for the decoration of the narthex were
better than those working in the naos. Indeed,
in the representation of individual saints the
images vary from the sublime to the stereotype.
But in general the church of Hosios Loukas is a
worthy reminder of the lost churches of Con-
stantinople, and it is difficult not to believe that
the artists had learnt their craft in the metro-
polis.16

In the south gallery of Hagia Sophia at Con-
stantinople the portraits of the Empress Zoe
(1028-50), daughter of Constantine Y Ill, and
her first husband Romanus 111 Argyrus (1028-
34) were placed on either side of Christ en-
throned. It is probable that the panel was set up
during the repairs to the great church initiated
by Romanus Ill. Unfortunately Romanus |11
blundered in everything he did, and even his
building of the large church of the Theotokos
Peribleptos in Psamatia, where he was later
buried, did not escape the scorn of his contem-
poraries. His murder by a handsome Paphla-
gonian, who had already become the Empress’s
lover, was unmourned. Michael IV (1034-41)
was not incompetent, but his epilepsy soon un-
fitted him for the ceremonies of the court, and
the fiscal extortions of his brother John the
Orphanotrophus, who was the real power be-
hind the throne, made this new family hated by
the people. All the same Michael Psellus speaks
well of the Emperor and seems to have ap-

proved of his building a large church in honour
of St Cosmas and St Damian, the Hagioi Anar-
gyroi - ‘a glorious monument’ - in a suburb of
the city on the east side where Michael IV was
finally laid to rest beside the holy altar. Before
his death Michael persuaded Zoe to adopt his
nephew Michael Kalaphates as her son and co-
Emperor. This worthless young man, as Michael
V (1041-2), committed the final folly of banish-
ing Zoe to the island of Prinkipo. It was prob-
ably at this time that the portraits in the south
gallery of Hagia Sophia were defaced. The
people were not prepared to see their beloved
Mama, a daughter of the glorious dynasty of
Basil I, niece of Basil 1l, treated thus by the son
of a Paphlagonian docker. Zoe was brought
back from exile. Her sister Theodora was con-
veved in state from her convent of the Petrion
by the Phanar to the Sacred Palace. The two
ladies were reinstated in the purple. Michael
V and his uncle Constantine the Nobilissimus
had taken refuge in St John of Studius, and Zoe
was inclined to be merciful to them. But Theo-
dora was adamant. The Paphlagonians were in-
duced to leave the altar to which they were
clinging and they were blinded in the street.
For a few months the sisters ruled as co-
Empresses, but neither of them had a head for
affairs of state and Zoe in her sixties allowed
herself to be persuaded to marry again. Shortly
after the marriage the portraits in the south
gallery of Hagia Sophia were restored [201], and
today the faces of Constantine IX Monomachos
(1042-55) and the Empress Zoe gaze down from
the golden walls. In comparison with the mosaic
in the tympanum over the door in the south-
west vestibule there are several marked changes.
The face and head of Christ, which for some
reason unknown also had to be restored, are less
dense in structure than those of the Virgin; the
planes of the face are built up in a rather sketchy,
impressionistic technique. The drapery, though
still classicizing and modelling the form, tends
to be more mannered, with complicated folds
and creases running across the body. The
Augusti are encased in richly ornamented court
dress, more elaborate than that worn by Con-
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201. Christ enthroned between the Emperor Constantine IX Monomachos and the Empress Zoe.
Mosaic panel in the south gallery. Probably executed between 1028 and 1034.
defaced in 1041. and restored shortly after 1042. Istanbul, Hagia Sophia

stantine and Justinian, above which the heads
of Zoe and her husband emerge as recognizable
portraits. Even in her sixties Zoe's face showed
little sign of age, and she retained her beauty
almost up to her death. Constantine IX was a
handsome man, of great charm and warmth of
disposition; some of the distinction of his fea-
tures is reflected in the mosaic in spite of the
accentuation of the cheekbones by circular de-
vices. This type of court portrait with the face,
which seems to have been taken from life,
emerging through and above the screen of intri-
cate regalia was to continue until the end and

was to be adopted in most territories subject to
Byzantine influence.l7

Between 1048 and 1054 Constantine IX built
the church and convent of St George of the
Mangana, where he was eventually buried,
though he changed his mind at least three times
over the general plan, and at times it looked as
though it would never be finished. ‘The whole
conception was on a magnificent and lofty scale.
The edifice itself was decorated with gold stars
throughout, like the vault of heaven, but where-
as the real heaven is adorned with its golden
stars only at intervals, the surface of this one
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202. The Crucifixion. Mosaic. Mid eleventh century. Nea Mom, Chios

was entirely in gold, issuing forth from its
centre as if in a never-ending stream.” Michael
Psellus goes on to praise the cloisters, the lawns
full of flowers, the fountains, the hanging gar-
dens, the dewy grass sprinkled with moisture,
the shade under the trees, the gracefulness of
the piscina. 'To attempt to place its various
merits in any order of preference was useless,
for when all the parts were so lovely, even the
least attractive could not fail to give pleasure
inimitable.” Today, little more than the site is
known. On Chios, however, the Nea Moni
founded by Constantine 1X still stands. Some
years back three hermits had found in the
middle of a burnt forest on Mount Privation a
myrtle bush unharmed, and hanging from its
branches an icon of the Virgin. They sought out
Constantine Monomachos, who was then in
exile on Mytilene, and obtained a promise that

if ever he became Emperor he would build a
church in the mountains of Chios. After his en-
thronement the hermits reminded him of his
promise. Building went on throughout the
reign and was not completed until the auto-
cracy of Theodora (1054-6). The three hermits
were buried in the church. A team of mosaicists
was sent from Constantinople, and some frag-
ments of their work still survive. The scheme
of decoration follows the same liturgical pattern
as that of Hosios Loukas but, since the building
was of a different type, there were differences of
application. Eight Feasts of the Church were
placed in the niches below the dome and six
others in the vaults of the exonarthex; in the
dome itself Christ Pantocrator (now lost) was
surrounded by twelve orders of angels; in the
apse the Virgin was orant; in the prothesis and
diaconicon were the Archangels Michael and
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203. The Harrowing ot Hell. Mosaic. -Mid eleventh centun. Xea Mow, Chios

Gabriel. There was the usual invasion of saints,
many represented as busts in roundels reminis-
cent of pre-lconoclast decoration. The scenes
and the manner of their depiction are more
elaborate than those in Hosios Loukas. In the
Crucifixion [202] the Virgin is accompanied by
the two other Maries and the centurion stands
behind St John. In the Harrowing of Hell [203]
the position of Christ is changed, and a number
of figures are massed behind Adam and Eve on
the one hand and behind David and Solomon
on the other; behind each group the landscape
of Limbo is evoked. The Washing of the Feet
is a completely different composition with the
Apostles sitting in various postures on a long
bench and Christ on the extreme left washing
the feet of St Peter. In all the scenes the outline
of the figures and the detail of their forms is
deeply stressed. The faces tend to have heavy

brows, deep shadows under the eyes, and the
dark hair of the men, their beards and brows,
conjure up an atmosphere of strong Levantine
virility set in a framework of vivid colours
against the brilliant gold ground. The overall
sternness of expression, the intent, deep-set
gaze, the concentration on solemnity wherever
the spectator turns, make a forceful and sombre
impact. It is somehow a relief to leave the
church and to calm oneself by contemplating
the magnificent natural view to be seen from a
balcony near by. The mosaics of the Nea Moni
must in their dav have been magnificent and
alarming. Lnlike the atmosphere of the court
during the reign of Zoe and Constantine and
the objects made for their personal use, there is
never a hint of the need for charm.18

Phis grim atmosphere was certainly not con-
fined to the Nea Moni; it appears about the
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same time at Kiev. Vladimir Svyatoslavovich,
Grand Prince of Kiev (978-1015), although re-
puted to have already three wives and eight
hundred concubines at his disposal, demanded
as a price for help in war and for his conversion
to Christianity the hand of a purple-born prin-
cess. To the imperial administration, fully
aware of the advantages they had gained by the
conversions of the Slavs and the Bulgars in the
ninth century, the opportunity for widening
their sphere of influence was not to be missed.
There was also a grave necessity. In 987 the
metropolis was closely besieged by rebels, the
young Basil Il had been defeated in the field,
and it was essential to secure military reinforce-
ments from Kiev. There was nothing to be done
but swallow imperial pride and hand over the
unhappy princess. Anna complained bitterly
that she was being sent into slavery and would
rather die than leave the city, but she did her
duty. Through her and the clergy she brought
with her South Russia became Christian, and
closely linked with the Byzantine administra-
tion. Vladimir also summoned Greek craftsmen
to Kiev and proceeded to build between 989 and
996 the church of the Virgin, which was elabor-
ately decorated with marble, porphyry, slate,
mosaics, and frescoes. The church collapsed in
1240, but it is known that the decoration fol-
lowed the standard Byzantine pattern. Vladi-
mir's son Yaroslav (1019-54) was responsible
for a number of religious buildings in the prin-
cipality. The Pechersky Monastery was founded
about the middle of the eleventh century; its
statutes were received from St John of Studius
at Constantinople, and close relations were
maintained between Slav countries and Mount
Athos. The church of the Dormition within its
precincts was decorated by artists from Con-
stantinople between 1083 arxd 1Q89 on a pattern
similar to that of Hagia Sophia at Kiev, but
nothing has survived. In 1037 Yaroslav founded
the great cathedral of Hagia Sophia as the seat
of the Metropolitan, and the Greek Theopempt
was sent from Constantinople to take up his
duties. The mosaic decoration was undertaken
between 1043 and 1046 in the central apse and

the area under the central dome, but the fresco
decoration in the remainder of the church was
not completed before 1061 or 1067. The Christ
Pantocrator in the dome and the Virgin Orans
in the apse are overwhelmingly monumental in
conception. Christ was surrounded by four
archangels, of which only one remains. Lower
down, between the windows of the drum, the
Apostles were arrayed, and of these only the
half-figure of St Paul survives. The Evangelists
were portrayed in the pendentives, and here
only the portrait of St Mark is intact. Above the
triumphal arch three medallions contain the
busts of Christ, the Virgin, and St John the
Baptist; on the pillars on either side of the arch
the figures of the Virgin and the Archangel
Gabriel refer to the Annunciation. On the east-
ern and western arches, between the Evan-
gelists, medallions contain busts of the Virgin
and Christ, the latter portrayed as priest, an
iconographie rarity. In the middle register of
the apse was set the Communion of the Apostles
on either side of a ciborium and altar flanked by
archangels bearing large flabella. The role of
Christ as priest was further stressed by the
presence in the same register of the High Priests
Aaron and Melchisedek, but these no longer
exist. Lost also are the mosaics of the bema
which represented Old Testament prophets and
kings. The lower part of the apse is decorated
with a row of eight saints and two archdeacons
gazing majestically into the centre of the church.
Finally, on the arches supporting the dome,
medallions contain the busts of the Forty
Martyrs of Sebaste. From this brief iconogra-
phie survey it may be seen that the decoration of
Hagia Sophia at Kiev complements in several
important instances the evidence supplied by
Hosios Loukas and the Nea Moni on Chios. In
all cases the inscriptions accompanying the
Kievan mosaics are in Greek. There seems no
reason to doubt that Byzantine artists executed
the work, possibly with the help of some local
trainees, and that the whole plan is based on
models at Constantinople. The great Christ
Pantocrator in the dome falls nobly into line
with similar representations in Hosios Loukas,
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Daphni, and the churches of Palermo. The im-
pressive Virgin Orans in the apse, the superb
Eucharistic Liturgy, the solemn portraits of the
saints must have had an overwhelming effect on
the Vikings of Kiev. When Vladimir's ambas-
sadors had visited Constantinople in 987, they
had attended a great service in Hagia Sophia;
they were overcome with emotion and believed
themselves to be in Heaven with the angels de-
scending and hovering over their heads. It was
the effect of candlelight, incense, and mosaic,
but the Byzantine clergy encouraged their
belief. Now Vladimir’'s son had summoned the
angels to Kiev.19

The frescoes tend to veer away from the By-
zantine canon. There is a freer approach to the
Gospel cycle which shows several deviations
from the system of Feasts. As in the apse, great
stress is placed on the importance of the Euchar-
ist. This may have been considered particularly
necessary since in his pagan days \ ladimir had
permitted animal and human sacrifices to his
gods, and such traditions are apt to die hard. On
the other hand, Byzantine imperial court tradi-
tions were closely followed. In the gallery where
the family of the Grand Prince attended .Mass
there was on the western wall a representation
of Christ enthroned attended by Yaroslav,
earn ing a model of the cathedral, and his eldest
son, with the Grand Princess lIrene and her
eldest daughter; on the south wall were four
younger daughters, on the north wall four
younger sons. Although Yaroslav and Irene
wear Byzantine crowns, three of the daughters,
who were shortly to become Queens of N orway,
France, and Hungary, are uncrowned. It has
been presumed therefore that the fresco was
executed in 1045. Elsewhere in the church
were depicted scenes from the lives of St Peter,
St Paul, and St George - who was the patron of
Yaroslav - and a host of single figures were
scattered without any logical pattern on arches
and pillars. Unlike Byzantine churches, the
walls of Hagia Sophia at Kiev are covered in
fresco down to the floor, the decoration is fre-
guently haphazard and unsymmetrical, and the
ornamental details reflect local folk art. It has
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been argued cogently that this decoration must
have been the work of a Byzantino-Kievan
workshop with the local craftsmen gradually
predominating.20

The earliest series of frescoes in the cathedral
of Hagia Sophia at Ochrid in Macedonia (now
Yugoslavia) have been compared to those in the
narthex of Hagia Sophia at Salonika and the
mosaics of Hagia Sophia at Kiev. Some believe
that the church at Ochrid was built towards the
end of the tenth century, during the reign of
Tsar Samuel, on the occasion of the elevation
of the archbishopric into a patriarchate. In
1019, however, Basil Il reduced the see to an
archbishopric, and from that date it depended
directly on the imperial administration at Con-
stantinople. A manuscript in Paris (gr. 880, ff.
407-8) states that Leo, cartophylax of Hagia
Sophia at Constantinople and later Archbishop
of Ochrid (1037-59), built 'the lower church
in the name of Divine Wisdom’, but there are
those who consider that Leo only 'renewed' the
church. Certainly the frescoes in the choir and
some in the nave and the rez-de-chaussée of the
narthex appear to date from the middle of the
eleventh century and must reflect the art of the
metropolis. A surprising number of portraits of
Patriarchs of Constantinople and Popes of
Rome suggest that, like the Church of Cyprus,
the archbishopric of Ochrid had direct relations
not only with the imperial court but also with
Rome. Presumably these portraits date from
before the letter of 1052 sent by Michael Ceru-
larius, Patriarch of Constantinople, and Arch-
bishop Leo of Ochrid to John, Bishop of Trani,
which precipitated the schism between the
Eastern and Western Churches in 1054. As a
rule the Papacy was not honoured in Byzantine
and Slav churches in this manner, although
isolated Popes might be commemorated - Pope
Clement in Hagia Sophia at Kiev, for example.
In the apse, the Virgin and Child were en-
throned as usual, but beneath, instead of the
Communion of the Apostles, Christ is making
the Offertory, the prayer of the proskomedia said
immediately after the Grand Entry, before an
altar flanked by archangels holding flabella and
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attended by the Apostles. The Divine Liturgy
is invoked whereby Christ, sacrificing and sacri-
ficed, offers Mass perpetually amid angelic
splendour intheimpenetrable depths ofl leaven.
The Patriarchs below arc the earthly witnesses
of this holy liturgy. The vault of the church is
occupied by the Ascension [204], and beneath
this scene, on the sides of the barrel-vault, two
rows ofangels aremarkable sight fly towards
the apse. Below, again on the south side of the
church, are scenes from the life of Abraham,
and on the north side Jacob's Ladder, the He-
brews in the Fiery Furnace, and two scenes
from the life of St Basil in which the saint has a
vision of Christ making the Offertory, and cele-
brates his first Mass. In fact the scenes all stress
two main themes of Byzantine church decora-
tion: the Incarnation and the Eucharist. They
also suggest that the decoration of Byzantine
churches was not necessarily confined to a rigid
scheme. Within the conventions of the period
innumerable variants might be evolved. It is
equally clear from the surviving monuments of
the eleventh century that there was no hard
conformity of style. Sometimes these develop-
ments might occur under local influence, as at
Kiev; sometimes, as in Cappadocia, the pro-
vincial decoration receives an injection from the
art of the metropolis. In Qarabach kilisse, for
example, an inscription refers to the protospath-
anos Michael Skepedis, a nun Catherine, a
monk Niphon, and the date 1060 ! under the
Emperor Constantine Dukas. The frescoes are

204. The Ascension. Wall-painting.
Mid eleventh century.
Ochrid, Hagia Sophia
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for the most part in poor condition, but it has
been suggested that the influence of Con-
stantinople is responsible for new types of
iconography in scenes of the Nativity, the
Crucifixion, the Communion of the Apostles,
and the Harrowing of Hell. The frescoes in
Qaranleq kilisse are also dependent on the great
Byzantine models of the eleventh century.2
During the reign of Constantine X Dukas
(1059-67), after the earthquake of 1065, the
patrician Nicephorus restored the mosaics in
the narthex of the church of the Dormition
(now totally destroyed) at Nicaea. This decora-
tion consisted ofa double cross against a ground
of stars within a roundel at the centre of the
vault, reminiscent perhaps of the decoration in
the church of St George in the Mangana de-
scribed by Michael Psellus. Medallions con-
taining busts of Christ Pantocrator, St John the
Baptist, St Joachim, and St Anne, also in the
vault, suggest that the Incarnation was again
intended as the main theme. In the four corners
of the vault were distributed the four Evan-
gelists, and in the lunette over the door there
was a bust of the Virgin Orans. Like the mosaics
at Kiev the forms were broad and heavy, but
unlike the principal monuments of this century
the bodies tend to disintegrate under the pat-
tern of folds. One of the main features of Middle
Byzantine style is the tendency for the drapery
to create its own pattern across the form, but
there were elements in the decoration at Nicaea
which looked forward to Late Comnene art.22



CHAPTER 10O

METROPOLITAN AUTHORITY

In the eyes of modern historians the course of
the Byzantine Empire in the eleventh century
was set on swift decline. But no Byzantine
bureaucrat, however wise and responsible,
could have foreseen the calamities to come, and
no Byzantine general would have pointed to the
Battle of Manzikert in 1071, when the once
glorious Byzantine army was routed without a
full-scale engagement, as the beginning of the
end. If a Nicephorus Phocas or a Basil Il had
been ruling at the time, the rout would have
mattered little, but there was no one with vision
or character to pull the state together, and
eventually a large part of Asia Minor, the source
of manpower and solid wealth, was lost to the
Empire for ever. To the superficial observer the
Empire seemed prosperous and mighty, no
serious enemy menaced the frontiers, and By-
zantine diplomacy manoeuvred in their eyes
successfully in areas far beyond the limits of the
Empire. But after the death of Basil Il the
throne was occupied by a rapid succession of
mediocre, not to say frivolous, Emperors and
Empresses, and the struggle for power hardened
into a suicidal contest between the civil admin-
istration and the military aristocracy. Inevitably
the civil administration with its headquarters
entrenched at Constantinople was better placed
than the aristocracy with their great estates in
the Balkans and Asia Minor. The citizens of
Constantinople, secure behind the impregnable
walls, enriched by trade with Asia, the Middle
East, and southern Europe, protected by God
and the Virgin, were blind to the needs of the
Empire, which could only survive with a strong
army and navy. Time and again the people sup-
ported civilian autocrats who, either deliber-
ately or through negligence, destroyed the
military organization of the Empire. Further-
more, the aristocracy, by engulfing the small
landowners who provided the manpower of the

army, undermined the entire structure, social,
economic, and political, so that when great
dangers appeared on the horizon, the adminis-
tration had to rely on private armies and mer-
cenaries with increased liability to treachery
and double dealing.

None of these dangers was at all comparable
to the serious menaces which the Empire had
withstood in the seventh and eighth centuries,
but in the eleventh century there was no Herac-
lius, no Leo Ill, no Constantine V after the
death of the Bulgaroctonos. Imperial secre-
taries like Michael Psellus were well aware of
the canker in the rose, that behind the imperial
liturgy matters were far from satisfactory, that
revenue hard gained was squandered frequently
to little purpose, but no Byzantine statesman of
the time could overcome his mistrust of a mili-
tary usurper. The city had never forgiven Nice-
phorus Phocas for its occupation by Armenian
troops, and the astute Basil 1l had always exer-
cised his armies in distant campaigns. When
finally a military aristocratic family was settled
on the throne, it was almost too late. Although
the Empire rallied under the Comnene dynasty
- between them Alexius I, John II, and Manuel
reigned for just under a hundred years, from
1081 to 1180 - the situation of the known world
had so changed that the manifold abilities of
these Emperors were not enough to preserve
the delicate balance of power in Middle Eastern
politics once the Western states were com-
mitted to the massed aggression of the Cru-
sades. Valuable commercial rights were ceded
to the Venetians, the Genoese, and the Pisans,
who in the end throttled Byzantine trade and
infuriated the Greeks by their avarice. Byzan-
tine diplomacy was regarded in the West as a
devious essay in perfidy. The Western armies
marching through Byzantine territory were re-
garded with reason by the bureaucracy as an



undisciplined rabble to be policed at all costs,
if not by their own troops, by friendly Slav and
Islamic princes.

By the end of the Third Crusade in 1192
many people from the West had some know-
ledge of the prestigious metropolis. Her palp-
able wealth, her treasures, her relics, her in-
numerable palaces and churches, her mosques
(these gave particular offence to the Crusaders;
Latins resident in Constantinople tried to burn
down a mosque when the Fourth Crusade was
outside the walls and a whole quarter of the city
was devastated by fire before the final catas-
trophe), the strange ceremonies of the court,
the very cult of the Byzantine Emperors made
Constantinople unique, awe-inspiring, and the
object of envy and cupidity. The pity of it was
that by the end of the twelfth century the God-
guarded city was little more than a glittering
facade.l

During this apparently imperceptible period
of decline the influence of Byzantine art
reached its highest point and its widest range.
Previously a few Greek craftsmen at the court
of Charlemagne might have given a short, sharp
injection of something new and strange into
\\ estern achievement, or servants in attendance
on the Empress Theophano might have influ-
enced artists working for the Ottonian Em-
perors, but there was no staying power to the
boost. The art of Kievan Rus', of the Slavs and
the Bulgars always remained firmly within the
Byzantine compass, even when the Greek mas-
ters died or returned to the city. Matters were
different in the West, which had its own models
and traditions. In the late eleventh and twelfth
centuries, however, there was a new receptive-
ness to Byzantine art. In Italy it was to be ex-
pected; the south had long been partly under
Byzantine rule, the Papacy was always in touch
with the metropolis, and Venice in a sense was
a daughter of Byzantium, but the Normans in
Sicily called in a succession of Greek teams to
decorate their churches. As a matter of course
the upstart kings had themselves portrayed in
Byzantine court costume. Cities in the Holy
Roman Empire forged their own links with the

METROPOLITAN AUTHORITY * 24|

metropolis: Salzburg, Regensburg, and par-
ticularly Cologne, whose merchants commis-
sioned manuscripts from Constantinople for
churches at home. Roger of Helmarshausen
had never visited Constantinople, but in his
treatise De Diversibus Artibus, which he wrote
under the name of Theophilus, his interest in
Byzantine art from the craftsman's point of
view is more than once made plain. He admired
the Byzantine technique of gilding glass, of
making mosaic, and curiously enough of pro-
ducing glazed earthenware, since the quality of
Byzantine pottery tends to be rather mediocre.
Perhaps Roger was thinking of glazed tiles, of
which a few fragments of good quality have
survived and are now in the Louvre. He admired
Byzantine decoration and ‘Greek foliage' in
particular, although it is far from clear what he
meant by the latter. Suger, Abbot of Saint-
Denis, liked to ask travellers returning from
Constantinople about the beauties of the city,
partly because he hoped to hear that his own
abbey compared favourably with the splendours
of Hagia Sophia. We may be sure that in the
middle of the twelfth century Henry of Blois,
Bishop of Winchester, directed artists working
for him in England to study Byzantine illumi-
nated manuscripts, and before him Master
Hugo, working at Bury St Edmunds between
1130 and 1140, was clearly familiar with Early
Comnene style. In addition at Venice there was
a revival of interest in the works of the Early
Christian period, but this, too, reflects a fashion
which was then current at Constantinople.
Before 1204 Venice was little more than a By-
zantine apprentice, and after the sack she lost
no time in clothing herself in the robes of the
conquered city .2

The authority and traditions of the Byzan-
tine workshops were unaffected by the palace
intrigues and the tortuous policies of the
bureaucracy. A copy of the Homilies of St John
Chrysostom produced for Michael VII Dukas
about 1078 contains four altered miniatures of
which one portrays the usurping Emperor
Xicephorus |11 Botaneiates (1078-81) standing
between St John Chrysostom and St Michael
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205- The Emperor Nicephorus 111 Botaneiates between St John Chrysostom and the Archangel .Michael.
From a copy of the Homilies of St John Chrysostom, ms. Coislin 79, fol. 2 verso, c. 1078.
Paris. Bibliothéque Nationale



[205], and another the same Emperor with the
Empress Maria of Alania, the former wife of
Michael V11, crowned by Christ. The portraits
are executed with supreme elegance of effect,
the grave, handsome faces haloed against a
golden ground, the jewelled loros and the richly
embroidered or brocaded robes creating a cara-
pace of majesty, the calculated disproportion of
the elongated figures with their tiny hands and
feet stressing the remote rarefaction of the im-

inundation. From a copy of a Psalter
and a New Testament, ms. 3, foi. So verso
(former!} Mount Athos, Pantocrator, ms. 49).
Late eleventh century.
Washington, D.C., The Dumbarton Oaks Collection
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perial image Nor were works of quality neces-
sarily confined to the court workshops. A
Psalter and New Testament, formerly on
.Mount Athos (Pantocrator, no. 49) and now at
Dumbarton Oaks (ms no. 3), with Paschal
Tables for the years 1084-1101, contain minia-
tures painted against a gold ground with deli-
cate, elegant figures which on the one hand lo .
back to the court school of the tenth century,
and on the other look forw ard to the mosaics in
Christ in Chora executed in the early fourteenth
century. The manuscript was surely produced
at Constantinople and has been compared with
a Gospel Book copied by Peter Grammaticus of
the school of the Chalkoprateia in 1070 Paris,
suppl. gr. 1096) and a Psalter w-ritten in icSS by
Michael Attaliates (Vatican, gr. 342). AD three
manuscripts are smaller in scale than the Homi-
lies of St John Chrysostom produced for
Michael VII and Nicephorus 111, but the
Psalters belong to the so-called ‘aristocratic
recension*. The light colours with a predomi-
nance of pale blues, familiar in manuscripts of
the early eleventh century, are heightened by
vivid touches of red; even the veil of the Per-
sonification of Night (foL 77) in the Vision of
Isaiah is red instead o: blue. The small figures
are attenuated, with a corresponding loss in
bodily weight, and are set against buildings and
landscape which serve more as a backdrop than
as an evocation of space as in the headpiece to
the Magnificat fol. 8c verso) 2Cr . which
shows the Annunciation and the Virgin seated
near a small house. The style is quite different
from the Studite group dating from the middle
of the eleventh century - for example. British
Museum. Add. ms. 19352. executed at S: John
of Studius in 1066, and Paris, gr. 74 - where the
figures are even slighter and the colours just as
vivid, but with much use of gold articulation
and hatching. This so-called ‘style mignon’

‘style cloisonne* continued weU into the twelfth
century and could be combined with the ‘cour’
style, as in the superb Four Gospels at Parma
(Bibi. Palat. 5 . dating from the second half of
the eleventh century. There was also a marked
fashion for setting scenes in elaborate frames,
either in copies of the New Testament like






207 (opposite). The Ascension.

From a copy of the Homilies of the Virgin
by James of Kokkinobaphos,

ms. gr. 1208, fol. 3 verso.

First half of the twelfth century.

Pans, Bibliothéque \ attortale

Bodleian ms. Auct. T. infra 1. io (Mise. 136)
or the Acts of the Apostles (Paris, suppl. gr.
1262), dated to 1101, or in the Homilies of the
Virgin by the monk James of Kokkinobaphos
[207], wherein the brilliance and ingenuity of
the architectural framework almost swamp the
main scene. There was undoubtedly a great
variety in the metropolitan production of the
twelfth century, and the work of provincial
workshops is still virtually uncharted. Of the
late twelfth century there are no satisfactorily
dated manuscripts which can be safely assigned
to the metropolis with the exception ofa Psalter
dated to 1177 (Vatican Barberini, gr. 320).
which belongs to a retrospective current, and
possibly a Gospels produced by a certain
Matthew and dated 1164 (Paris, suppl. gr. 1162
which contains portraits of the Evangelists in a
mannered, rather desiccated style. Colours tend
to darken and the technical execution to decline
in quality.3

The consummate elegance of the late-elev-
enth- and early-twelfth-century manuscripts
was not necessarily extended to other media.
The serpentine relief carved with a bust of the
Virgin Orans [208] and an inscription referring
to Nicephorus Botaneiates lacks the delicate
modelling of the miniatures. The face is con-
ceived in broad contours and emerges heavily
from the light folds of the veil and above the
tightly creased draperies. This broad, heavy
style is repeated in two marble reliefs from the
church of the Theotokos Peribleptos in Psama-
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208. The Virgin Orans. Serpentine.
Betw een 1078 and 1081.
London, Victoria and Albert Museum

tia, now in Berlin, carved with full-length
images of the Virgin Orans and the Archangel
Michael. Nicephorus Botaneiates had repaired
the church, which had been built in 1031 by
Romanus 111 Argyrus, and both Emperors were
to be buried there. The reliefs date presumably
from the later reign. The forms rise in high
relief; in the case of the Virgin the tight creases
of the veil contrast with the vertical folds ot the
robe, which fall almost without interruption
from the waist to the ground, although the
occasional horizontal crease suggests the catch-
ing of the drapery against the form; in the case
of the Archangel the form is masked by court
costume, but the elongation of the figure, the
small hands and feet, and the attributes ol
power echo at some remove the imperial por-
traits in the copy of the Homilies of St John
Chry sostom. The heavy features of the face and
similar patterns of drapery occur in a marble
fragment carved with a representation ot the
Virgin and Child and found near the mosque ot
Sokollu Mehmet Pasha not far from St Sergius
and St Bacchus, now in the .Archaeological
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Museum at Istanbul [209]. All these reliefs are
in marked contrast with a superb ruin of marble
carving, also in relief, of the Virgin Orans dis-
covered in the débris of St George of the Man-
gana built by Constantine IX between 1048 and
1054, also now in the Archaeological Museum
at Istanbul. The almost mannered treatment of
the drapery with its crisply crushed folds, the
lightness of the elongated form, and the slight
dryness of effect [210] suggest a date after
rather than before the sculpture produced for

209. The Virgin and Child. Marble relief

found near the mosque of Sokollu Mehmet Pasha.
Second half of the eleventh century.

Istanbul, Archaeological Museum

210 (right). The Virgin Orans.

Marble panel from St George of the Mangana.
Eleventh or twelfth century.

Istanbul, Archaeological Museum

Nicephorus Botaneiates. It seems likely that the
Mangana relief was added to the decoration of
the church of St George long after the death of
Constantine IX and probably in the twelfth
century. With this relief should be considered
the beautiful pierced ivory panel carved with
the busts of St John the Baptist, St Philip, St
Stephen, St Andrew, and St Thomas [211] in
the Victoria and Albert Museum, an ivory
casket decorated with busts of Christ, the Virgin,
and various saints in the Museo Nazionale at



Florence, and the unique ivory statuerte ot the
Theotokos Hodegetria [212 also in the Victoria
and Alben Museum. The style of the statuette
seems to fall somewhere between the Psamatia
reliefs and the Virgin Orans from St George of
the Mangana. In his apprehension of a more
mannered elongation of the form and in his
cursive treatment of the drapery the artist, for
all his backward glance at ivory carvings of the
tenth century, proposes aspects of the new
Comnene style.’

2ii.StJohn the Baptist with busts of

St Philip, St Stephen, St Andrew, and Sr Thomas.
Ivoiy relief. Twelfth century.

London, I ictona and Albert Museum

212 (right). The Virgin and Child. Ivory statuerte.

Twelfth century. London, f ictona and Albert Museum
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Also Early Comnene are parts of the Pala
cTOro in S. Marco at Venice, but its history is
almost as entangled and protracted as that of
the church which houses it. The first Pala d'Oro
was ordered from Constantinople in 976 by
Doge Pietro | Orseolo (976-8); this appears to
have been a series of gold plaques nailed on a
wooden ground like the Pala of Torcello and
that of Caorle. A completely new Pala was
ordered for S. Marco shortly before 1105 by
Doge Ordelaffo Falier (1102-18). It consisted of
agold and enamelled antependium and included
possibly portraits of the Emperor Alexius I, the
Empress Irene, the co-Emperor John II, and
the Doge Ordelaffo Falier. Only the portraits of
the Empress and the Doge have survived, and
the latter has been altered by a change of head
and the addition ofa halo. But already the com-
plications begin. If the imperial portraits be-
longed to the new Pala as ordered by the Doge,
this would suggest an imperial gift, for which
there is no evidence. It is equally possible that
the portrait of the Empress lIrene and other
panels were added when the Pala was altered in
1209 to include booty from Constantinople. The
upper part of the Pala is considered to be con-
structed from a series of panels illustrating the
Twelve Feasts which came from an iconostasis
either in Hagia Sophia or in the church of the
Pantocrator (the traditions are conflicting). The
four Evangelists, an extended series of panels
recounting the life of St Mark, a number of
isolated panels representing Prophets and
Apostles, and a series devoted to the life of
Christ appear to be the work of Venetian
craftsmen. The Pala was reconstituted in 1342-
5 under the Doge Andrea Dandolo, and it is
probable that groups of Byzantine enamels
from various sources and ranging in date from
the tenth to the twelfth century were included
in the gold, pearl, and precious stone setting,
to which enamels in the Gothic style were
added. The Pala was cleaned in 1647 and again
in the nineteenth century. The Byzantine en-
amels as typified by the portrait of Solomon
[213] have the brilliance and luminosity of the
contemporary manuscripts, with the same
elongation of the form and the same tendency
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213. Solomon. Enamelled, silver-gilt plaque on
the Pala d'Oro. Shortly before 1105. Venice, S. Alano

to weightlessness. The twelfth-century en-
amels are more intricate than the earlier groups,
with a maze of gold cloisons and a wider colour
range. If the tradition about the panels showing
the Twelve Feasts is correct, there was a tend-
ency towards even greater intricacy and a de-
cline in quality. Nevertheless, the Entry into
Jerusalem [214] is a noble composition, and in
its exploitation of the medium remarkable.
Generally speaking the Venetian enamels are
more restricted in colour range, coarser in fac-
ture, and uninspired in design. With the panels
reputedly from the Constantinopolitan icono-
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2iq. The Entry into Jerusalem. Enamelled, silver-gilt plaque
formerly part of an iconostasis in Hagia Sophia or the church of the Pantocrator in Constantinople,

now on the Pala d'Oro. Twelfth century. | cnice, S. Marco
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stasis should be considered a reliquary of the
True Cross at Esztergom which deploys the
same mannerisms, a panel with the Cruci-
fixion in the Wittelsbacher Ausgleichsfonds at
Munich, a panel with the Harrowing of Hell in
the Kremlin, and a panel with the Crucifixion
in a composite icon in the Hermitage Museum.5
Unfortunately the evidence for Comnene
style in mosaic and fresco is not provided by the
metropolis, but the grounds for inference that
the metropolis was the source are very solid. In
spite of the fact that the Empire was sinking to
its doom, philanthropy was still lavish and not
always confined t0 the imperial house. The
grand and the rich felt it their duty to build
churches, if only to serve as their last resting
place. Romanus Argyrus and Nicephorus Bota-
neiates were not alone in their patronage of the
church of the Theotokos Peribleptos. Thus, the
church of Christ Philanthropus was founded by
Irene, the daughter of Nicephorus Khoumnos;
the church of the Theotokos Pammakaristos
was possibly founded by the curopalates and
Grand Domestic John Comnenus and his wife
Anna Dalassena their son was to be the Em-
peror Alexius | Comnenus (1081-1118)
although arguments have been advanced for a
later John Comnenus and his wife Anna Du-
kaena and a late-twelfth-century date, in spite
of the fact that both Alexius | and his daughter
Anna Comnena were buried in the church; and
the church of Christ Pantocrator was founded
by the Empress lIrene, wife of the Emperor
John Il Comnenus (1118 43) and daughter of
St Ladislas, King of Hungary. The church of
Christ in Chora was built between 1077 and
1081 by Maria Dukaena, then protovestiaria
(Mistress of the Robes) at the imperial court
and exercising considerable influence in the
struggle for power between the Dukas and the
Comnene families, but it was extensively altered
about 1120 by lIsaac Comnenus, third son of
Alexius | and Irene Dukaena and grandson of
Maria. lIsaac also built the church of Cosmo-
sotira at the mouth of the Maritza. The Em-
peror Manuel (1143-80) added a church to the
Pantocrator Monastery. A new? monastery
dedicated to St Michael was built at Kataskepe

on the Black Sea. Throughout the century
Hagia Sophia and the church of the Holy
Apostles were kept in splendid repair. Nor was
the decoration confined to the churches : Manuel
added to the mosaics of the Sacred Palace, and
he rebuilt and decorated the Palace of the
Blachernae with scenes from the ‘wars of anti-
quity’ and his own exploits in hunting and war.
The Spanish Jew Benjamin of Tudela was im-
pressed by these histories and noted the skill
with which they were set off by the polychrome
columns around them. He admired the imperial
throne glowing with gold and jewels so that
even darkness was made light. He praised the
paved courts which separated the imperial
pavilions and the beauty of the gardens with
their rare trees, flowers, and long stretches of
sparkling water. To the Jew it was not just
great wealth and countless treasures amassed
at the metropolis; he was stunned by the artistry
with which they were employed and the skill
which seemed to make all things possible.
Alexius, son ofJohn Axoukh, Grand Domestic
under John Il and Manuel, also had his palace
decorated with mosaics. They celebrated the
deeds of the Sultan of Iconium - by 1078 the
Seljuk Turks had reached Nicaea, and by the
twelfth century the Sultanate of RUm in Asia
Minor was taken for granted. Andronicus |
(1182-5) adorned his palace near the monastery
of the Forty Martyrs with more mosaics of
hunting and circus scenes and incidents in his
own life. In 1185 lIsaac Angelus celebrated his
accession to the throne with commemorative
mosaics. All these marvels are ho more.6

But in the church of the Dormition at Daphni,
not far from Athens, the evidence comes to light.
Apparently the church was rebuilt towards the
end of the eleventh century in a monastery
which was already rich and distinguished. At
one time frescoes in the narthex represented the
founders or refounders of Daphni, two Em-
perors with names illegible but reigning pre-
sumably prior to 1204 and probably Alexius I
and John Il - the latter had been made co-
Emperor in 1092. In 1207 Cistercian monks
settled at Daphni, building a small cloister on
the south side, and they retained the monastery



215- Christ Pantocrator. Mosaic in the dome. c. iioo.

until 1458. The vestiges of mosaic decoration
in the church were drastically restored between

and 1897, but no visitor leaves the building
without a profound sense of wonder and awe
before their beauty. The church is smaller than
the main church of Hosios Loukas, and the
catholicon is dominated by one of the most
tremendous visions of the Christ Pantocrator
ever conceived by man. Against a shimmering

Dap:::

church o fthe Dominion

gold ground Christ is revealed [215] in the
aspect of Jehovah, a heavy Semitic judge with
thick nose and full, cruel mouth, the thick-
browed eyes gazing pitilessly to one side, the
lower lids underlined with shadow, the long
hair offset by a full beard and moustache, the
massive shoulders clothed in a brown-gold
tunic and a dark blue cloak, one sinew} hand
grasping a jewelled codex, the other raised in






216-18. The Annunciation jrove, left ,

the Nativity <Ufi 1 and the Transfiguration ~
Mosaics in squinches. C. 1100.

Daphm. church ofthe Dormition

blessing but conveying also menace and con-
demnation. The impact of the mosaics in the
X ea Moni on Chios comes at once to mind, but
elsewhere in the church at Daphni this sombre
atmosphere is dispersed. This is partly due to
the spacing ofthe figures and the large expanses
of gold mosaic which must have covered the
walls. The programme is much the same as that
of Hosios Loukas and in the Xea Moni, but
there is a new lightness of touch in the scenes
from the life of Christ. The Annunciation 216].
for example, is set in a squinch, the Angel and
the Virgin as it were at right angles to one an-
other. The Angel is in classical dress and walks
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with a gesture of salutation towards the Virgin,
who is seated on a cushioned stool. There is
nothing between them but a gold void which
trames and projects them before the spectator.
In the Nativity 217 .also inasquinch, the gold
background recedes to reveal a rocky landscape
with trees, a stream, and pasture land in the
centre of which a dark cave is lightened by the
Child in a manger picked out by three streams
of fight from heaven. The Virgin, haloed in
gold, reclines in front, St Joseph sits a little to
one side, and beyond him and slightly above
the shepherds stand in wonder. Leaning over
the rim of this world angels bow with gestures
of acclamation; one ot them turns towards the
shepherds. Throughout there is an atmosphere
of light, peace, and joy. The vividness ot the
colours, the attention to detail in a firmament of
gold, the sharp sense of form and gestures re-
mind one of the miniatures in the copies of the
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Homilies on the Virgin by the monk James of
Kokkinobaphos (Paris, Bibl. Nat. gr. 1208;
Vatican, gr. 1162), where details of landscape
and stretches of shrub are evoked against a
golden ground, where angels bend over the edge
of the world to intervene in the affairs of men,
and where these affairs are presented with a new
sprightliness. These same characteristics are
visible in spite of the restoration in the Trans-
figuration [218], also in a squinch, and here too
a fresh wind of classicism seems to be blowing
over the landscape and filling but not disturb-
ing the folds of drapery which define the splen-
did forms. In the Crucifixion [219] the scene is
confined to Christ on the Cross between the
Virgin and St John, but for all the severity of
the drama there is a tenderness in the looks and

219. The Crucifixion. Mosaic panel, c. 1100.
Daphni, church ofthe Dormition

gestures of the onlookers which is a far cry from
the terribilita of the Nea Moni and Kiev. Even
at the foot of the cross flowers and herbs un-
dulate around the skull of Golgotha. In the
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Harrowing of Hell [220] - a well-developed
scene with a full complement of protagonists -
it is clear that the master has been studying
anew classical models, or has been to a school
where such traditions were still a living force.
In the narthex a number of lunettes are given
to scenes from the life of the Virgin presented
with considerable dramatic effect, a foretaste of
what the fourteenth-century craftsmen were to
do in the narthex of Christ in Chora at Constan-
tinople. Daphni seems to be the turning point
when the sombre records of theophanv, the old
hieratic Feasts of the Church, the grim pres-
ence of countless saints are infused with a joyous
light and movement as though the Byzantine
heart had ceased to brood over the sorrows of
God and Man and had lifted to the call of
angels.7

These new trends are emphasized by com-
parison with work done in the church of the
Archangel Michael at Kiev, which was founded
by the Grand Prince Svjatopolk (Michael) in
1108; the mosaics probably date from between
1111 and 1112, All that remains of the decora-
tions of this church is the Divine Liturgy in the
apse and seven Apostles and Saints on the walls
and pillars. Both in style and technique the
work is coarser; there can be no doubt that
Kievan assistants have been called in, but the
spirit of Daphni is nowhere to be found. The
answer is simple. In 1080 Greek mosaicists
were sent from the monastery of the Blachernae
in Constantinople to decorate the church ot the
Dormition in the Pechersky Monastery at Kiev.
This decoration no longer survives. The artists
remained at Kiev; they became monks in the
Pechersky Monastery, where they were known
as the ‘twelve brethren’, and they died there.
They trained Kievan pupils, of whom one,
Alimpios, is known by name. It has been argued
plausibly that the mosaics in the church of the
Archangel Michael were executed by the sur-
vivors of the Greek artists and their Kievan
assistants. The representation of the Eucharist
in the apse and the figures of Christ and the
angels are the most Greek, and there are even
mistakes in the Slavonic inscriptions; some ol
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220. The Harrowing of Hell. Mosaic panel, hoc Dapkm. -:nur-n / the Dvr*?:::
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the heads of the Apostles appear to be the work
of these same craftsmen, but the bodies and the
drapery presumably were entrusted to the
apprentices. The style looks backw ard to Nicaea,
Chios, and Hosios Loukas rather than forward
to Daphni, which suggests that the new wave of
classicism so prevalent in the latter church
gathered impetus after the mosaicists from
Blachernae had moved to Kiev.8

The links between Kiev and Constantinople
were fairly firm. The mosaics in the church of
the Archangel Michael were the last to be pro-
duced in Russia because the expense proved
prohibitive. But fresco-painting continued
closely under Byzantine influence. The paint-
ings in the south-w est tower of Hagia Sophia at
Kiev were probably done in the reign of Vladi-
mir Monomakh (1113-25), who was greatly
attached to all things Byzantine. His mother

was a daughter of Constantine X Dukas, and
one of his daughters married Leo, the son of
Romanus 1V Diogenes. On the walls of the
tower are represented games in the Hippodrome
at Constantinople, including an interesting
view of the kathisma with the Emperor and his
court in attendance. The Kievan Grand Princes
understood well enough the meaning of the
contests in the Hippodrome, which were an
important part of the imperial liturgy and sub-
scribed to the power of the Emperor. This ‘tri-
umphal’ aspect was continued with various
hunting scenes - boars, wild horses, foxes,
wolves - and in the north-west tower hawking
and trapping various kinds of birds. Scenes
from Byzantine court life were also depicted in
the north-west tower. Unfortunately this im-
portant cycle of frescoes is fragmentary and
badly preserved.9

221. (a) The Virgin and Child between the Emperor John II Comnenus and the Empress Irene, c. 1118.
(b, opposite) The co-Emperor Alexius, ¢ 1122. Mosaic panels in the south gallery. Istanbul, Hagia Sophia



The mosaic panel in the south gallery of
Hagia Sophia at Constantinople represents the
Virgin and Child standing between the Km-
peror John Il Comnenus holding a bag of gold
and the Empress Irene with a diploma in her
hands [221] and was set up no doubt to com-
memorate their accession in 1118. The portrait
of the prince Alexius was probably added in
1122, when he was proclaimed co-Emperor at
the age of seventeen. In comparison with the
portraits of Zoe and Constantine 11X [201] the
forms are more elongated, elegant, and refined.
It has been suggested that the faces are less ani-
mated both formally and psychologically and
that a dry linearism has taken over, including
the four pink curves which indicate the cheeks
of Irene. Certainly the sketchiness and rough-
ness visible in the Zoe panel has disappeared,
but as court portraits the images have remark-
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able force and validity. Were the Augusti sud-
denly to materialize, recognition would be in-
stantaneous: the swarthy Emperor with his long
nose and steadfast expression, the high moral
principles of his public and private life made
fact by his very presence, the devout Irene with
her fair hair and clear complexion, and the sickly
Caesar, ill-tempered and rather petulant. The
figures of the Virgin and Child with their sensi-
tive modelling, grave, gentle, and alert expres-
sions, and the naturalistic treatment of the
drapery postulate the true reality between the
bedizened images of earthly power.10

The church at the Gelati Monastery in Geor-
gia was partly decorated in mosaic between
1125 and 1130. In the apse the Virgin and Child
are represented between the Archangels Michael
and Gabriel, but the quality of the style and
facture is again a far cry from Daphni or the
imperial portraits in Hagia Sophia at Constan-
tinople. Although the craftsmen appear to be
familiar with the general characteristics of
Early Comnene style, there is a lack of vitality,
a stiffness of posture and gesture, a mechanical
treatment of the drapery, a heaviness of physi-
ognomy which betray the indifferent and pro-
vincial artist. In the attempt to suggest facial
modelling the craftsmen have resorted to a kind
of schematic linearism which results in an
empty, flattened mask. The mosaic is not with-
out interest, since it forecasts the fate of the
Bvzantine images once deprived of metropoli-
tan impulses. After the last breath of the spirit
the patterns froze.ll

In 1130 Roger Il d'Hauteville, having united
southern Italy and Sicily, assumed the title of
king. St Bernard of Clairvaux wrote percipi-
enti} to the Western Emperor Lothair that 'he
who makes himself king of Sicily is attacking
the Emperor’, but the remark applied equally
well to the Basileus at Constantinople. Roger
had himself portrayed as a Byzantine Emperor
on his seals and on his coins; his portrait in
mosaic in the Martorana at Palermo not only
reveals him receiving his crown from Christ but
suggests that visually he was like Christ [222] -
imperial christomimesis carried farther than



258 < EARLY CHRISTIAN AND BYZANTINE ART

would have been considered proper at the By-
zantine court. His status as Apostolic Legate
placed him in a position of ecclesiastical as well
as secular suzerainty similar to that of the By-
zantine Emperor. He allowed himself to be
addressed as 'Basileus’ and demanded, during

222. Christ crowning King Roger Il of Sicily.
Mosaic panel, c. 1148. Palermo, Martorana

negotiations for a Greek princess as wife for his
son, that he should be recognized as the equal
of the Emperor, a demand that the Emperor
Manuel could hardly accept and which he must
have considered brashly impertinent. The
negotiations fell through. After the Second
Crusade of 1147, in the autumn of which year
Roger attacked Corfu and Greece, he made
serious plans to advance on the metropolis, sack
the Comnenes, and set himself up in a Latin
kingdom on the Bosphorus. Meanwhile, no
effort nor expense was spared to cut the right
figure at Palermo. His palace-chapel was built

as a synthesis of Greek and Latin forms, with a
Siculo-Arabic painted and honeycombed ceil-
ing. The Normans realized that the island could
not be held without toleration of all three cul-
tures, and the chapel was intended to symbolize
this understanding. Greek artists were sum-
moned to complete the decoration in mosaic,
and a Greek inscription round the base of the
cupola implies that this was done in 1143. In
fact the work continued until Roger’s death in
1154 and was only completed by his son, Wil-
liam I. Some of this work was undertaken by a
second team which had been called in to decor-
ate the apse of the near-by church of Cefalu,
which had been created a cathedral by the Anti-
pope Anacletus Il in 1131 and which was in-
tended to serve as Roger’'s mausoleum. In 1145
he gave to the new cathedral two porphyry sar-
cophagi which were to be placed in the choir,
although these were later removed by his
daughter-in-law Queen Margaret and placed in
the cathedral at Palermo. A mosaic inscription
in the apse of Cefalu states in Latin that the dec-
oration was completed by 1148, but again this
date does not apply to the whole church. Royal
interest lapsed after Roger’s death, to revive
briefly under William I and again under William
I, when work started up again in the seventies,
probably by Sicilian craftsmen. Only the mo-
saics of the apse can with confidence be assigned
to the Byzantine team.12

Greek masters might be called in and Byzan-
tine iconography adhered to in principle, but
the decoration of Roger’s churches was given a
firm Latin twist. Cefalu was built as a South
Italian basilica without a dome and this necessi-
tated placing the bust of Christ Pantocrator in
the vault of the apse, while the Virgin was set
between four Archangels in the tier below, and
below again in two tiers the twelve Apostles.
Confrontation with this majestic vision of the
court of Christ cannot fail to overawe the spec-
tator. The portrait of Christ [223] must rank as
one of the most sublime attempts to represent
the Logos Incarnate. No longer the terrifying
judge of Daphni [215], Christ is portrayed as a
youthful, aristocratic ascetic, gazing gravely,



223. Christ Pantocrator. Mosaic in the apse. e. 1148.
Cefaliy, church

sadly, but with infinite pity on the assembled
faithful. The Latin and Greek inscriptions in
the book He holds proclaim Him the Light of
the World. The hand raised in blessing reaches
out in an act of love. The atmosphere of lofty
serenity infuses all the figures of the apse. The
Virgin, the Archangels, the Apostles - each
subtly distinguished one from another, each one
a masterpiece in its own right, each one a type
made glorious - combine with harmony and
dignity into one of the noblest of Christian
pantheons. In a sense the style is less ‘classical’
than that at Daphni. At Cefalu the bodies tend
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to disappear behind the copious folds of drapery.
The firm lines which define the forms and the
drapery contribute a statement ghostly though
not pale, unreal and yet positive, distant and yet
most powerfully present. These divine and
apostolic beings are seen not as assertions of
humanity but as visitors from another world,
saviours indeed and timeless guardians of the
Word.13

The decoration of the Cappella Palatina prob-
ably never rose to the quality of the work at
Cefalu, and today so drastic have been succes-
sive stages of restoration that it is difficult to
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come to any satisfactory assessment of the orig- dome and drum followed the Byzantine canon
inai interior. The chapel is an architectural with arepresentation of Christ Pantocrator sur-
hybrid, combining the nave of a Western basi- rounded by his court of archangels, angels,
lica with a domed sanctuary. The mosaics in the  Prophets, and Eyangelists [224]. The prophets

224- Christ Pantocrator and Angels. Mosaic in the cupola, c. 1143. Palermo, Cappella Palatina
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225. The Flight into Egypt. Mosaic panel. Mid twelfth century. Palermo, Cappella Palatina

David, Solomon, Zacharias, and St John the
Baptist stand in four niches separated by seated
figures of the Evangelists in the squinches.
Eight additional prophets are portrayed as busts
in the spandrels between the niches and the
squinches. This work was done by the first
team of Greeks in a Comnene style less de-
veloped than that at Cefalti. The forms are more
solid, the drapery moulding the limbs, and
much less ethereal. The mosaics in the three
apses have been grossly restored, and, although
the Christ Pantocrator in the main apse follows
the Sicilian convention, it belongs to a later
phase than the main sequence in the sanctuary;
in view of the portraits of St Paul and St An-
drew in the side apses, it has been suggested
that originally St Peter, since the chapel is dedi-
cated to him, may have been placed in the main
apse. The seated Virgin below the Christ Panto-
crator is not part of the original decoration. The

saints to the left and ri¢cht of the central window

St Peter, St Mary Magdalen, St James, and
St John the Baptist - again do not conform to
the Byzantine canon, and the opposition of St
James to St Peter may reflect the Norman policy
of playing oft'the Primate of Jerusalem against
the Primate of Rome. Roger at one time even
toyed with the idea of recognizing the primacy
of Constantinople, which would have placed
him at once in the hands of the Byzantine Em-
peror, but he thought better of it. In the side
apses two large busts of St Paul and St Andrew
accompanied by figures of saints whose relics
were buried there also do not conform to the
Byzantine tradition, which demanded in the
prothesis and the diaconicon a close connexion
between the decoration and the liturgy of the
Mass. The presence, however, of the Virgin and
Child and St John the Baptist in the northern
apse may refer to the preparation of the Euchar-
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ist in the Greek Church. For in this rite the
priest extracts from the host the central particle
which bears the seal of Christ called the Lamb
(Amnos), and Byzantine liturgists compared the
position of the Amnos in the centre of the bread
to the Son of Man in the womb of the Virgin.
The rite is accompanied by the words of St
John the Baptist referring to the Lamb of God.
It can hardly be mere coincidence to find in an
apse in the Cappella Palatina equating with the
prothesis of a Greek church the figures of the
Virgin and Child with St John the Baptist hold-
ing a scroll bearing his prophecy about the
Lamb. In the sanctuary scenes from the life of
Christ and an abbreviated hierarchy of saints
follow the Byzantine convention, but the order
of the scenes has been altered to emphasize on
the south wall the Flight into Egypt [225], the
Presentation in the Temple, and the Entry into
Jerusalem - ascene typical of Middle Comnene
style - which were considered to be analogies
to the royal profectio, adventus, and occursus and
which could be seen from the royal loggia in the
north wall. The mosaics in the nave consist
mainly of a biblical cycle beginning with the
Creation and ending with the story of Jacob.
Extensive illustration of the Old Testament is
a feature of Early Christian and Western medi-
eval church decoration but was not current, as
far as we know, in Middle Byzantine schemes.
So it may be seen that in a number of ways the
decoration of Roger’s chapel deviated from the
Byzantine canon. In style the decoration of the
cupola and the drum is more akin to Daphni,
but with the arrival of the new team a newer
style takes over. The image of the Christ Panto-
crator in the main apse is derived from that of
Cefalu, and many of the Christological scenes
are clearly the work of the new artists. It has
been argued that the 'dynastic axis’ based on
the royal box was an introduction of William |
after 1154 involving wholesale redecoration of
the sanctuary and the transepts, of which some
was done by Sicilian assistants trained by the
Greeks, but others prefer to retain the plan and
the execution of the plan within the reign of
Roger Il. The nave was only decorated from
about 1160 onwards and the aisles probably as

late as 1170. William 1l (1171-89) appears to
have had second thoughts about the 'dynastic
axis’'. He placed the throne at the west end and
ordered the large mosaic of Christ enthroned
between St Peter and St Paul on the west wall.
In spite of the vicissitudes of the programme
the decoration of the Cappella Palatina was held
to be of great importance and governed to a cer-
tain extent the style and iconography of images
in other Sicilian churches. Even today in its
botched and restored condition the interior of
the chapel provides an extraordinary and un-
forgettable experience.l4

The small church of S. Maria delll Ammira-
glio, usually known as La Martorana, was built
by George of Antioch and more or less com-
pleted by 1143, although the mosaic decoration
was not finished before 1148. George was the
son of Syro-Greek parents, Michael and Theo-
dula of Antioch, and with his father had served
under the Emir of al-Mahdia in Tunisia. In
1112 he attached himself to Roger of Sicily,
served with distinction under Admiral Christo-
doulos in Roger’s African wars, was himself
created x~dmiral in 1126, and in 1132 became a
kind of Grand Vizir to the king with the titles
Emir of Emirs, Archon of Archons, and Am-
miratus ammiratorum. The titles in three
languages are typical of the Norman adminis-
tration. George was a devout Christian with a
particular devotion to the Mother of God. He
dedicated his church to her, Greek and Arabic
inscriptions sang her praises both inside and
outside the walls of the church, and the dedica-
tory panel in mosaic [226] reveals him prostrate
before the Virgin holding a scroll and turned
towards a bust of Christ appearing in a seg-
ment of sky in the upper right corner - a version
of the icon of the Panagia Chalkoprateia at Con-
stantinople; the inscription on the scroll asks
Christ to protect and forgive George, who
erected this house for her. George died in 1151,
and his epitaph repeated the assertion of his
love for the Virgin. In plan the church was a
typical Middle Byzantine square building with
a dome supported by four columns in the centre
and surrounded by an ambulatory, the cross-
arms barrel-vaulted, and with three apses at the
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26. George of Antioch prostrate before the Virgin. Mosaic panel. Before 1148. Palermo, Martorana



227. Christ Pantocrator and Angels. Mosaic in the cupola. Before 1148. Palermo, Martorana
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228. The Prophets Jeremiah and Elijah. Mosaic. Before 1148. Palermo, Martovana

east end. In construction, however, various
Sicilian features were introduced, including
pointed arches, squinches with receding steps
in the drum, and columns set in the angles ol
the apse. At the west end there was a narthex
and an open portico. The bell tower, also a
Western feature, stood isolated opposite the
facade. Unfortunately posterity was unable to
leave this beautiful little church alone; it was
greatly altered in 1433, possibly again in 1451,
and drastic changes were made from 1588 on-
wards. An attempt was made to enlarge the
church by incorporating the narthex and the
portico, thus destroying the original west wall,
the walls of the narthex, and their decoration.
In the seventeenth century a chapel was added
on the north-east side of the church, thus de-
stroying the mosaics on the north wall, and in
1683 the main apse was completely destroyed
with all its mosaics to make room for a Baroque
chapel which has since been removed. Further

drastic changes were made in the eighteenth
century, so that the present church, albeit tact-
fully restored in the second halt of the nine-
teenth century, is a mere ghost of its former self.
Since that time several parts of the mosaic dec-
oration have been again restored, leaving a
rather chilly impression. However, Christ Pan-
tocrator is enthroned in the dome adored by
four Archangels making a standing proskynesis
and involving a distortion of form which is
unique in Byzantine art [227]. Instead of the
usual court costume, the Archangels are dressed
in toga and himation, their hands veiled, their
wings sweeping across their backs, and they
appear to be dancing round the Saviour, who is
framed by their wings - the effect is extra-
ordinary. The Greek inscription around the
figure of Christ is taken from John viii:12 and,
as at Cefalu and in the Cappella Palatina, hails
Him as the Light of the World. On the rim of
the cupola an Arabic inscription gives the text
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of a Byzantine hymn. On the drum are placed
eight full-length Prophets holding scrolls with
Greek inscriptions: Jeremiah, lIsaiah, David,
Moses, Zachariah, Daniel, Elisha, and Elijah
[228]. In the squinches between the windows
are the four Evangelists, and the Greek inscrip-
tions round the niches give the beginnings of
the Gospels, as in the Cappella Palatina. There
seems no reason to doubt that the programme of
decoration conformed to the Byzantine canon
but because of the smallness of the church was
abridged somewhat; the scenes which have sur-
vived echo similar scenes in the Cappella Pala-
tina but are reduced in content; there are the
usual groups of Church Fathers, martyrs, dea-
cons, and warriors. The north and south barrel-
vaults contain eight standing figures of the
Apostles; the vault to the east of the central
square holds the Archangels Michael and
Gabriel in court costume, and we may be cer-
tain, in view of the donor's devotion, that the

229. The Nativity. -Mosaic. Before 1148.
Palermo, Martorana

Virgin and Child were placed in the main apse.
The images ofJoachim and St Anne have sur-
vived in the prothesis and diaconicon respec-
tively. Of the Twelve Feasts it seems likely that
there were never more than four, and these con-
cerned the Virgin as much as Christ: the An-
nunciation on the wall facing west, as in the
Cappella Palatina, with the Virgin seated in-
stead of standing; on the wall opposite the
Presentation, again abbreviated in comparison
with the Cappella Palatina; on the vault to the
west of the central square the Nativity, with the
journey and the Adoration of the Magi ex-
cluded, and the Dormition [229, 230]. In view
of the date, it seems certain that the team work-
ing in the palatine chapel and at Cefalu also
worked in the Martorana: there is a general
homogeneity of style throughout, though in the
latter church there is an added sense of sim-
plicity and intimacy. In its heyday the Martor-
ana must have been a glorious jewel; even now

230. The Dormition. Mosaic. Before 1148.
Palermo, Martoratia



the colours have a richness and vivacity which
not even the most ruthless restorer has suc-
ceeded in ironing out. In the scenes of the An-
nunciation and the Presentation there is a
remarkable sense of movement and lightness,
reminiscent of Daphni; in the Nativity and the
Dormition the drama is evoked with a tender-
ness and dignity which were to develop even
more in the second halfofthe century. The dedi-
catory portraits have survived on what may be
the remnants of the original west wall of the
narthex. In view of the inscription held by
the Virgin, these must have been in place before
the death of George of Antioch in 1151. Mu-
hammad ibn Djobair saw and admired the
‘church of the Antiochene’ in 1185, and while
he was marvelling at the beauty of the marble
walls, the golden mosaics, and the facade with
its bell-tower ‘adorned with many columns' he
was told by his Sicilian guide that the founder,
Vizir to the grandfather of the present king
(William 11), had spent several hundredweight
of gold on the building.55

The great abbey church of Monreale high on
the hills outside Palermo was planned by Wil-
liam Il (1166-89) partly as the symbol of his
ecclesiastical policy and partly as his mausoleum.
In less than ten years the Cluniae abbot was
created an Archbishop with special relation to
the King and the Papacy and outside the juris-
diction of the Archbishop of Palermo. The
speed with which the church was built and dec-
orated suggests that William Il intended to pre-
sent afait accompli to the enemies of such a plan,
particularly Walter of the Mill, Archbishop of
Palermo, many of the Sicilian bishops and
barons, and those whose property was trans-
ferred to the jurisdiction of the new see. After
the death of William 11, although the rights of
the see were confirmed by his successors, the
position of the archbishop was always precari-
ous, and its prestige and power died in fact with
the King. The church was built on the site of
Hagia Kyriaka, which had been the see of the
Greek Metropolitan of Palermo in the days of
Muslim rule, and it is clear that the King in-
tended to revive that metropolitan tradition.
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Founded in 1174 and colonized by Benedictine
monks from La Cava in 1176, the monastery
and church were substantially completed by
1183, although the left tower of the west front
was never finished; the pavement of the nave
and aisles and the marble incrustation of the
walls of the aisles were not added until the nine-
teenth century. Like the Cappella Palatina, the
church is a combination of a Latin basilica and
a Greek catholicon, but because of its great size
only the apses and the presbytery were vaulted
and a lantern was substituted for a dome. The
dominating features are the great apse with its
magnificent Christ Pantocrator, the Virgin
Panachrantos enthroned [231] the icon of the
Virgin Immaculate was kept at Hagia Sophia in
Constantinople and many churches were dedi-
cated to this type - their court of Seraphim,
Archangels, Apostles, and Saints, and the vast
areas of mosaic on the walls. The Byzantine
church was a perfect harmony of marble panel-
ling which covered the walls and rich mosaics
which covered the vaults. At Monreale the
marble panelling only rises to the level of the
lowest windows. In a Byzantine church the dec-
oration stressed the liturgical function and the
main feasts of the Church; it was never, as far
as we know, didactic nor concerned with his-
torical narrative. At Monreale the mosaics, in
addition to the court of Christ at the east end,
represent a history of the Christian religion:
Old Testament scenes from the Creation of the
World [232] to Jacob's struggle with the Angel
in the nave, scenes from the life of Christ in the
central square and the transepts, Christ's
miracles in the aisle [233], stories of St Peter and
St Paul in the side apses, and in the entrance
porch scenes from the life of the Virgin and the
Infancy of Christ (these have now disappeared).
On the west wall of the nave were added stories
of local saints: St Castrensius, St Cassius, and
St Castus. Throughout the church prophets,
saints, and martyrs proliferate wherever space
could be found for them. In addition the An-
nunciation is repeated on the arch before the
sanctuary in accordance with Byzantine tradi-
tion, archangels support the Holy Mandylion



231. Christ Pantocrator; below, the Virgin Panachrantos enthroned. Mosaic in the apse. Before 1183.
Monreale, abbey church
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232. The Creation of the World. Mosaic. Before 1183. Monreale, abbey church

233. Christ Healing the Ten Lepers and the Two Blind Men. Mosaic. Before 1183.
Monreale, abbey church
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234. King William Il offering Monreale to the Virgin. Mosaic panel. Before 1183. Monreale, abbey church



on the arch separating the fore-choir from the
crossing, and on the two piers of this same arch
are two dedicatory panels portraying William
Il crowned by Christ no brash attempt at
christomimesis here, but the royal throne was
placed immediately below' and William otter-
ing the church to the Virgin [234]. The King is
wearing Byzantine court dress and is crowned
with a Byzantine stemma what the Comnenes
must have thought of this has not been revealed,
and by this time Andronicus | (i 182(1183)-5)
was facing far greater troubles than matters of
court protocol. This vast programme is carried
out with logic, order, and nearly absolute sym-
metry; at no time, as in some of the later Serbian
churches, does iconography run amok. The
style is homogeneous throughout, and there can
be no doubt that it was the amazing work of a
fresh team of Byzantine craftsmen imported
from the metropolis towards the end of the
seventies. There can also be no doubt that the
structure of the church and its decoration were
planned from the beginning; the mosaics are
neither an afterthought nor a well-fitting acces-
sory. The members of the team were not left to
their own devices: they were referred to the
decoration of the Cappella Palatina; they were
instructed about local interests in iconography
and the stories of local saints; inscriptions were
to be largely in Latin. In spite of the immensity
of the task it was almost certainly completed
before the death of the King, possibly some
years before, but it must be remembered that
Byzantine mosaic craftsmen worked astonish-
ingly fast. A detailed plan from the outset, a
well-trained team, and swiftness of execution
do much to explain the astonishing unity and
sweep of the design. But it must have been a
challenge even for them. Most Middle Byzan-
tine churches that have survived are of moder-
ate size and the areas for the mosaics are defined
by the architectural component parts. At Mon-
reale the team was presented probably for the
first time with huge, flat expanses of wall which
they decorated with a sequence of large pic-
tures completely integrated into the general
plan. The effect is overwhelming.16
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The style is also new. Monreale is today one
of the key monuments of Late Comnene artistic
development. The stages of this development
may be traced in different parts of the Byzan-
tine world. At Nerczi in Macedonia a small
church dedicated to St Pantaleimon was built
by Alexis, son of Constantine Angelus and his
wife, Theodora, a younger daughter of the Em-
peror Alexius | Comnenus, and the date 1164
is given on the lintel over the main door. Several
artists were sent to paint the interior, and the
master who executed the great Feasts of the
Church, the Feasts of the Virgin, and the por-
traits of most of the saints in the first zone of the
naos was certainly trained in the school respon-
sible for the imperial foundations. Not only do
the artists treat the wall space as a composi-
tional unit triple windows at the ends of the
north and south arms were blocked to give
more surface - not only is the formal excellence
and quality of the work remarkable in so remote
an area, but there is clear evidence of a new
emotional approach, with violently agitated
drapery, flickering highlights, and strange elon-
gation of forms. In the tense curves of the De-
position and above all in the Lamentation over
the Dead Christ [235, 236] the agony of griefis
made manifest in this new phase of Byzantine
art. The Virgin, her face distorted with sorrow,
sways to the left in a squatting position and em-
braces the dead Christ, whose pale form is par-
tially framed by the dark blue robes of the
Virgin; the Apostles are bent in paroxysms of
grief, and from the sky emerge half-figures of
wailing angels. Similar characteristics may be
observed at Djurdjevi Stupovi about 1168,
although these frescoes, now7removed to Bel-
grade, are in ruinous condition, in the Hagioi
Anargvroi at Kastoria, where movement is even
more exaggerated and curious ripples of drap-
ery outline in places the contours of the body,
in Hagios Nikolaos tou Kasnitze in the same
town, and in St George at Kurbinovo on Lake
Prespa in Macedonia dated 1191, where the
Angel of the Annunciation, slender, elongated,
with capricious drapery fluttering, rippling,
salutes the Virgin on the other side of the chan-



272 « EARLY CHRISTIAN AND BYZANTINE ART

235 and 236. The Deposition and the Lamentation. Wall-paintings, c. 1164. Nerezi, St Pantaleimon



237. The Angel of the Annunciation. Wall-painting.
1191. Kurbinovo, St George

cel arch [237]. The same characteristics appear
in an icon of the Annunciation on Mount Sinai,
dating from about 1170-80, one of four which
may have formed part of an iconostasis previous
to that constructed by Cretan artists in the early
seventeenth century; with its vivid colours and
qguality of execution, it must surely be Con-
stantinopolitan work [238]. In St Nicholas at
Markova Varos, near Prilep in Macedonia, the
frescoes of the apse and the Annunciation on
the triumphal arch all conform to the same con-
ventions. At Backovo, south of Philippopolis in
Bulgaria, a monastery for Georgian monks had
been founded in 1083 by Grigorios Pakourian,
Grand Domestic and head of the Byzantine
armies, but the paintings in the church date
probably from the second half of the twelfth
century - an inscription refers to the hieromona-
chos Neophitos, who was fifth in order from
1083. The paintings are more restrained than
the Macedonian group (the Deesis in the apse is
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238. The Annunciation. Icon. Constantinople,
c. 1170-80. Mount Sinai, monastery of St Catherine

a case in point), but even so there is a tendency
towards elaborate draperies and contrasts in
highlights and shadows. In Russia the church
of St George of Old Ladoga was painted by
masters of the Novgorod School about 1180,
and that of Spas-Nereditsa about 1199 (de-
stroyed in the Second World War) had decora-
tion which also combined reflections from the
Novgorod School with Caucasian and Western
influences - for example the portrait of St
Ripsimé, an Armenian saint, in the diaconicon,
presumably owes its presence to the Caucasian
Princess Maria, sister of the wife of the Grand
Duke Vsevolod, and wife of Prince Jaroslav
Vladimirovich who built the church. The fres-
coes in Spas-Nereditsa included a great variety
of subjects and covered the walls from top to
bottom; from the Deesis in the Last Judgement
it may be seen that Late Comnene style was un-
doubtedly animating the Novgorod School: the
complicated drapery, the exaggerated high-
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lights and shadows, the new dramatic exposi-
tion.

In South Russia at Vladimir there is evidence
of direct Greek participation. Prince Vsevolod
(1154-1212) had spent the years 1162-9 in
exile at Constantinople with his mother, a By-
zantine princess, and there acquired a deep
admiration for Byzantine civilization. His son
Constantine spoke excellent Greek, and his
brother Michael was to found at Vladimir a
school run by Greek and Russian monks. When
Vsevolod returned to Vladimir he rebuilt the
cathedral of the Dormition between 1185 and
1189 and founded the church of St Demetrius
in 1194. Of the frescoes executed in the latter
church about 1197 only the Last Judgement has
survived, but it seems certain that a Greek artist
was responsible for the twelve Apostles and the
angels on the south side of the large vault, while
Russian artists painted the angels on the north
side and the frescoes representing Paradise
covering the entire surface of the small vault.
The treatment of the drapery fits naturally into
the pattern of Late Comnene style without the
exaggerated mannerisms of some of the Mace-
donian painters; the faces are modelled in brush
strokes of the most complex nature, giving
depth, solidity, and a sharp sense of life; as
usual, the use of highlights and shadow is ex-
tremely subtle. More remote and more provin-
cial, agroup ofrock churches - Qaranleq Kilisse,
Elmale Kilisse, and Tchareqle kilisse - in Cap-
padocia were decorated towards the end of the
twelfth century, and the style depends on the
latest developments in the metropolis: the same
agitated drapery, the same bold chiaroscuro,
the same treatment of form.l7

A number of churches on Cyprus provide
additional evidence for the development of
Comnene style in the twelfth century. The little
church of the Panagia Phorbiotissa at Asinou
was founded by the magistros Nicephorus
Euphorbinos Katakalon, son of Constantine
Euphorbinos, Duke and Governor of Cyprus
between 1103 and 1107, and the favourite gen-
eral of the Emperor Alexius I Comnenus. The
first stage of the painted decoration was finished

in 1106, and the dedicatory portraits imply that
Nicephorus’s first wife Zephyra, who had died
in 1099, had not yet been superseded by his
second wife, the purple-born Princess Maria,
daughter of Alexius I, at which time he was
honoured with the title panhypersebastos. In
view of the founder’s position and his close con-
nexions with the imperial court even before his
grand marriage it is not surprising that the little
church contains work of considerable quality.
The fresco of the Dormition on the west wall of
the nave bears all the ingredients of Early Com-
nene style: elegant forms, delicate features,
fine-lined drapery modelling the forms, a cer-
tain lightness of effect. On the other hand, the
equally small church of the Holy Apostles at
Perachorio, not far from Nicosia, is less well
documented, but on structural and stylistic
grounds the building and its decoration have
been assigned to the latter part of the reign of
the Emperor Manuel, between 1160 and 1180.
The style of the frescoes is more advanced than
Asinou and approaches that of the earlier Mace-
donian churches, without adopting the exag-
gerated mannerisms of the paintings at Kur-
binovo. The procession of angels in the dome
has none of the dramatic intensity of the 'danc-
ing’ archangels in the dome of the Martorana at
Palermo, but the style in general reflects the
later stages in the decoration of the Cappella
Palatina before Monreale got under way. It is
paralleled to a certain extent by the first cycle
of paintings by Theodore Apseudes in the cave-
hermitage known as the Enkleistra of St Neo-
phytus, near Paphos, dated to the year 1183,
where a fresco of the Crucifixion is in Middle
Comnene ‘court’ style, whereas the second
cvcle, after 1197, is more exaggerated than the
decoration of Perachorio. The latter cycle and
the frescoes in the church of Panagia tou Arakou
at Lagoudera, dated 1192, conform to the gen-
eral characteristics of Late Comnene style. At
Lagoudera a fine Christ Pantocrator has sur-
vived in the dome, a tender, almost tearful
image with delicate hands clasping a jewelled
codex against the sweeping folds of the cloak -
none of the Daphni menace here - and among



the Feasts of the Church the Nativity [239] is
notable for its flurry of angels, the empressement
of the Magi and the shepherds, and little inci-
dental details busy round the large central
figure of the Virgin. The drapery ofthe angel on
the right side of the hill vies with that of Kur-
binovo for eccentricitv.18
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originated in the Coirmene foundations at Con-
stantinople. Curiously enough there appears to
have been a loss of spiritual intensity. For all the
violence of emotion sometimes displayed - the
Lamentation at Nerezi [236] comes at once to
mind - the effect is apt to be facile and rather
dry. The agitated figures, the burst of feeling,

239- The Nativity. Wall-painting. 1192. Lagoudera, Cyprus, Panagia ton Arakou

All these monuments were comparatively
minor undertakings, and many have been over-
praised, but their importance lies in signposting
the source of style to the metropolis. It would
seem that the concept of the wall as a composi-
tional unit, the dynamic integration of figures
and scenes, the new approach to form and
drapery - great swirls of drapery over animated
frames - the new emotional content must have

the spinning dynamism are subordinate to a
theatrical display which, when tapped, rings
hollow. The great Christ Pantocrators at Cefalii
and Monreale are both splendid [223, 231];
both dominate the scene and the emotions. The
size of the Monreale Christ was intended to
stun the beholder, the handsome, sentimental
face, the vast sweep of the enfolding arms were
intended to comfort the faithful, perhaps, but






240. Our Lady ot Vladimir. Icon.
Constantinople, first half of the twelfth century.
Moscow, Tretyakov Gallery

there is something vacuous about the image.
The Christ of Cefalii, with aristocratic and
ascetic reserve compels the spectator towards
Him and holds the attention by sheer spiritual
intensity. One is a sublime devotional image,
the other a splendid mime. It may be suspected
that this dichotomy existed at Constantinople.
The painted icon of the Virgin and Child ot
Vladimir [240], of which only the faces are
original, dating from the first half of the twelfth
century, in its refined tenderness, pensive, re-
mote and yet so utterly close, seems to breathe
the very spirit of Incarnation. On the other
hand, the mosaic portable icons of the Virgin
and Child at Chilandari on Mount Athos and
on Mount Sinai [241], surely also from Con-
stantinople, for all their splendour and rich-
ness of effect share some of the vacuity of the
Pantocrator at Monreale. Clearly there were
different levels of excellence at the metropolis
and differences of intention; objects for export
must have varied in quality, but the contempor-
ary world knew well enough that the best in
whatever shape or form came from Constan-
tinople.19

Few of the palaces built by the Norman kings
of Sicily have survived. In the ruins of the
Favara and the Menani, both built by Roger II,
and in what remains of the Cuba built in 1180
by William Il no traces of mosaic decoration
have been found. In the Ziza, however, begun
by William | and finished by his son, the Sala
Terrena has a mosaic panel of interlaced roun-
dels containing pairs of peacocks on either side
of a date-palm and a pair of archers aiming at
birds in a stylized tree; this kind of decoration
must have been fairly common in the grander
kind of palace. Flower motifs and palmettes
turn up in some of the incidental decoration in
the churches, and it has been suggested that
one of the craftsmen working at the Ziza went
on to Monreale. The Norman Stanza in the
royal palace at Palermo, on the other hand, has
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241. The Virgin and Child.
Mosaic icon. Late twelfth century.
Mount At/ios, Chilandari

been described as offering the most sumptuous
secular decoration of the Norman epoch which
has come down to the present time. Most of the
marble panelling and the pavement was re-
newed in the nineteenth century, and the mo-
saics in the vaults and the upper parts of the
walls have been extensively restored at various
times. Nevertheless they give an interesting
picture of the type of decoration which might
be used in a small room: hunting scenes, pea-
cocks, swans, lions, leopards, antelopes, and
various heraldic devices set amid stylized trees
or in roundels amid foliated scrolls. The domi-
nant colours are green and gold, but pink and
various shades of blue were also used. The work
appears to have been put in hand between 1160
and 1170 and was probably assigned to Sicilian
craftsmen.2
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In northern Italy the chieflandmarks of By-
zantine influence are the cathedral at Torcello
and the church of S. Marco at Venice, but in
both cases the plan of operation lagged in com-
parison with the expedition of Monreale, and
both have been subjected to extensive restora-
tion. At Torcello the mosaics in the apse of the
diaconicon and the row of Apostles in the main
apse are usually assigned to the first half of the
twelfth century, while the haunting vision of
the Virgin and Child [242] isolated in the golden
expanse of the conch ofthe main apse is assigned
with reason to the late twelfth century. Cer-
tainly the treatment of face, form, and folds is in
the idiom ofthe Greek masters working at Mon-
reale, and it seems probable that a Greek was
active at Torcello. The cast of face, the sche-

242. The Virgin and Child. Mosaic in the apse.
Late twelfth centurv. Torcello Cathedral

matic folds with islands of space about the
knees, the fringed maphorion, the antiphon of
light and dark pleats, the gold highlighting of
the drapery are all to be found at Monreale. It
is probable that Byzantine artists also planned
the Last Judgement on the west wall of the
cathedral, but their execution has been obliter-
ated by restoration, and it seems that the lower
parts of the mosaic were the work of Venetian
craftsmen, some of them traceable at S. Marco.
Their idiom is a local dialect.2l

The decoration of S. Marco is a prolonged
and tangled affair marred not infrequently by
later restorations. The third church copied like
the others the church of the Holy Apostles at
Constantinople, and like the Apostoleion was
intended to be a martyrium, a dynastic church
and, to a certain extent, the pantheon of the
Doges. Begun about 1063, consecrated in 1085,
the brick fabric rose rapidly, and by 1100 the
church was lined with marble. A serious fire in
1106 undid much of the work, and the church
had to be reconsecrated in m i. The mosaics
in the apse representing St Peter, St Mark, St
Hermagoras, and St Nicola - of whom relics
were brought to Venice about 1100 - appear to
date to between 1100 and 1112 and may have
survived the fire [243]. The mosaics of Apostles
in the main doorway also date to about the same
time, since they may be related to vestiges of
mosaic formerly in the Basilica Ursiana at Ra-
venna, now in the Museo Nazionale, which may
be dated about 1112. A new campaign seems to
have begun about the middle of the twelfth
century, at which time the domes of the Pente-
cost and of Emmanuel were completed. These
were followed towards the end of the century
by the dome of the Ascension and the surround-
ing arches with scenes of the Passion and the
Harrowing of Hell. The Genesis mosaic, the
earliest work in the narthex, seems to have been
completed about 1218, since similar ornament
was produced by Venetian craftsmen in S.
Paolo fuori le Mura in Rome in that year and is
documented. But the narthex decoration as a
whole was not completed until 1280. The mo-
saics in the west arm date to about 1220. New
mosaics were added from time to time until the
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middle of the fifteenth century, by which time
the restorer had started work. The basis of most
of these designs was Late Comnene, but from
the beginning, in contrast to Monreale, the style
was never pure Byzantine. The divergence from
Byzantine style is the more surprising since it
has been shown that the architectural details of
the third church of S. Marco derive directly
from Constantinopolitan models, not only the
sixth-century Church of the Holy Apostles but
also late-eleventh-and twelfth-century churches
like Christ in Chora, the Pammakaristos, and
the Pantocrator. The revival of Early Christian
style current in Venice during the twelfth and
thirteenth centuries was a direct imitation of a
fashion at Constantinople. On the other hand,
in monumental sculpture, as in mosaic, the
Venetian artists quickly followed paths of their
own. The fine Deesis [244] in the south aisle of
S. Marco dating from the eleventh or twelfth
century was either commissioned or looted from
the metropolis, as were the Ascent of Alexander

243. St Peter. Mosaic in the apse.
Between 1100 and 1112. Venice, S. Marco

244 (below). The Deesis. Marble relief
in the south aisle. Constantinople,
eleventh or twelfth century. Venice, S. .Marco



245- The Ascent of Alexander. Marble relief on the north side. Constantinople, eleventh or twelfth century.
Venice, S. Alarco

246. Herakles. Marble relief on the west fagade. 247. St Demetrius. Marble relief on the west fagade.
Constantinople, eleventh or twelfth century. Constantinople, eleventh or twelfth century.
Venice, S. Marco Venice, S. Marco



[2451 on the north fagade, the controversial
I lerakles with a boar and the St Demetrius [246,
247) on the west facade. The Gothic fantasy of
Herakles with the Keryneian stag on the same
facade, dating probably from about 1230, shows
the parting of the ways. The relief, now in the
Cappella Zeno, of the Theotokos Aniketos (In-
vincible) [248] bears an inscription stating that

248. The Theotokos Aniketos.
Marble relief. Second half of the thirteenth century.
Venice, S. Marco, Cappella Zeno

249 (right). The Madonna dello Schioppo.
Marble relief in the north transept.
Thirteenth century. Venice, S. .Marco

"the water which Moses once produced from a
rock by his prayer flows now by the efforts of
Michael, whom Christ protect together with his
consort Irene’. Popular belief held that the
marble was part of the rock from which Moses
drew water in the desert, but the panel must
have served as a dedicatory icon for a fountain
or an aqueduct. The only Byzantine Emperor
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who fits the grenerai conditions is Michael IX
(1295-1320), whose wife Ricta, Xene, or Maria
was also called Irene, but, since the relief in-
fluenced Venetian sculpture of the early four-
teenth century, this date appears to be too late -
quite apart from the unlikelihood of sculpture
being taken from Constantinople after the re-
turn of the Greek Emperors to the city. It is
possible that the inscription refers to the Des-
pot Michael of Epirus (1237-71) and that the
relief was taken from one of his towns. Generally
speaking, direct Venetian copies of Byzantine
reliefs are weak and mannered, and only when
the Romanesque and Gothic styles of northern
Italy and the Holy Roman Empire are fused
with the Byzantine pastiche comes the promise

of a rich development. The sculpture on the
west facade, on the central porch, and indeed on
most of the doors - Porta S. Alippio, Porta dei
Fiori, Porta di San Giovanni - the Madonna
dello Schioppo in the north transept [249], and
the Baptism of Christ in the baptistery are im-
portant stages in this fusion. The extraordi-
nary effect which the first sight of S. Marco
makes on the visitor - quite apart from the light
at any time of day or night and the sparkle of
marble, mosaic, and gilding - is the strange
marriage of Byzantine domes with a Roman-
esque and Gothic fagade. Born of a Lombard
and \ enetian wind, S. Marco rises like a By-
zantine Aphrodite amid fountains of Gothic
foam.2



CHAPTER 11

METROPOLITAN DIFFUSION AND DECLINE

If the Third Crusade (1189-92) had done little
to further Latin ambition apart from the capture
of Cyprus, it had served to convince several
leaders that the occupation of Constantinople
was an essential preliminary to war against the
infidel. So wrote Frederick Barbarossa to the
Pope when asking for his blessing on such an
enterprise. The marriage of Barbarossa’'s son
Henry to Constance, the heiress of Sicily,
united two kingdoms hostile to the Greeks, and
on becoming Holy Roman Emperor in 1190 his
main policy was to establish Western imperial
overlordship over the entire eastern Mediter-
ranean. In 1195 the Byzantine Emperor Isaac 11
Angelus was deposed and blinded by his
brother, who assumed the purple as Alexius
111, but the change was not for the better. Not
only the Germans but the Serbs and the Bul-
gars were quick to take advantage of the appa-
rent weakness of the Empire, and Alexius, in a
desperate attempt to gain time, agreed to pay
the German Emperor a heavy tribute. The
collection of this tax, known as the alamamkon,
nearly provoked a revolution. Alexius found it
so difficult to raise the required sum that he was
driven to the extraordinary expedient of open-
ing the imperial tombs in the church of the
Holy Apostles and removing and melting down
the gold and silver treasure found in them. The
tax and the plundering of the tombs in 1197
must have made a profound impression on the
Byzantine people, who by now loathed the
Latins for their arrogance and their greed. The
German Emperor Henry VI died in September
1197, having already received recognition from
the rulers of Cyprus and Lesser Armenia.
Serbia was virtually an independent state. By-
zantine campaigns against Bulgaria, and Byzan-
tine intrigue involving the murder of the Princes
Asen and Peter, only revealed the impotence of
the central administration; the young Bulgar

Prince Kalojan acknowledged papal supremacy
and was crowned Tsar in 1197. The Venetians
under the guidance of the old Doge Enrico
Dandolo saw that the time was propitious for
an attack on the metropolis, the Fourth Crusade
with a Byzantine pretender in their midst and
two of its leaders allied by marriage to the im-
perial family played straight into Venetian
hands, and on 13 April 1204 the Latins were
masters of Constantinople. After the inevitable
three days’ sack one of the most beautiful cities
of the world was left a smoking ruin. Loot
amassed in three churches was valued at 400,000
silver marks - more than four times the sum
demanded by the Venetians for the transport of
the Crusade. Never, said Villehardouin, since
the world was created had so much booty been
seen in any city. The bitterness of victory was
revealed later. Once a Latin Emperor had been
elected and the Empire had been divided up
like a fief in Brittany, it was evident that the
Crusaders had no idea of what to do with a
world economy, a world policy, or a world state.
Hatred, envy, and greed had led Christian
leaders on to an act of incredible political tolly.
The Greeks neither forgot nor forgave. Only
Pope Innocent 11l was conscious of the serious
crime against Christian civilization. He de-
scribed it as a ‘work of darkness’ and confessed
himself weakened by disappointment, shame,
and anxiety.l

While the Crusaders were carving out fiefs in
x\sia Minor and the Morea, the Greeks at once
began to retrieve the situation. Alexius and
David Comnenus, grandsons of the Emperor
Andronicus I, with the help of their aunt Queen
Tamar of Georgia, occupied Trebizond and
established a dominion along the Black Sea
shores of Asia Minor. Michael Dukas Angelus
Comnenus, a cousin of Isaac Il and Alexius 111
and a bastard of the sebastocrator John Dukas -
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the combination of illustrious names typifies
the network of kinship - took command of the
district round Arta and made himself Despot of
Epirus. Leo Sgouros married a daughter of
Alexius 111 and held out stubbornly in Corinth
and the Argolid. More important than these,
Theodore Lascaris also married a daughter of
Alexius |11, set up a dominion at Nicaea, and
attracted to his person the uprooted elements of
the Byzantine Church and State. In Holy Week
1208 the new Patriarch Michael Autorianus
crowned Theodore Lascaris as Emperor, and
Nicaea in the eyes of the Greeks became the
capital of the legitimate Empire. But it was no
longer the Roman Empire. Theodore’s position
was confirmed by a resounding defeat of Seljuq
and Latin troops near Antioch on the Meander
in 1211. Durins; the battle the Sultan of Rim
was killed by Theodore. Alexius 111, who had
called on the Sultan's assistance, was found
among the prisoners and was confined in a mon-
astery at Nicaea. Not only had Theodore killed
his most dangerous enemy, but the last surviv-
ing Greek claimant to the Byzantine throne was
in his hands. Meanwhile the Latin Emperors
had provoked a Bulgar war, and the Serbs were
the dominant power in the Balkans.2

During the reign of Stephen Nemanja (1169-
96), in spite of setbacks from expeditions by the
Emperor Manuel in 1172 and the Emperor
Isaac Il Angelus in 1190, the Serbs finally
gained complete independence. Nevertheless,
their religion had been received from the By-
zantine Church and their culture was essentially
Byzantine. Their princes wore Byzantine court
costume, founded churches and monasteries in
the tradition of the Augusti, and frequently re-
tired to them before death. Thus Stephen
Nemanja entered the monastery of Studenica
after his abdication in 1196 and before retiring
to Mount Athos. Serbian literature and law
owed much to the metropolis. Eventually in
1345 Stephen Dusan was to adopt the imperial
title and to establish the Serbian Patriarchate.
There can be no doubt that after the sack of
Constantinople Greek artists fled to Serbia. The
evidence begins at Studenica in the church of

the Virgin with work dated to the year 1209 by
the painter of Prince Yuka, the elder son of
Stephen Nemanja. The style of these paintings
is quite different from that at Nerezi or at Kur-
binovo. In some ways the artist has returned to
the severe, withdrawn, traditional images of the
eleventh century. The exaggeration of emotion,
the strange proportions of the figures, and the
idiosyncratic treatment of drapery found at
Kurbinovo appear to have been bypassed. The
impressive representation of the Crucifixion
[250] on the west wall of the catholicon of the
church of the Virgin at Studenica is a grave,
monumental statement of a type of event. The
tenderness of the Early Comnene style is pres-
ent without the drama of the later years. The
forms are solidly delineated, the drapery falls
in heavy folds, occasionally caught at the knee,
and the protagonists stand or hang like ademon-
stration of belief. This epic quality was to
continue in all the Serbian paintings of the thir-
teenth century.3

In western Serbia, in the former state of
RaSka, King Vladislav | (1233-42) founded at
\ lilesevaa monastery and achurch ofthe Ascen-
sion. The church (1234-6) was intended to be
the mausoleum of the king and ranked high in
the land, becoming an important artistic, ec-
clesiastic, and political centre. The king's uncle
St Sava on his death in 1235 was buried at
Mileseva. Several times burnt and partially re-
built, the church in its present form dates from
the 1860s, but the architecture is recognized by
Serbian scholars as the first clearly worked-out
blending of Byzantine and Romanesque ele-
ments in Serbian art. Three distinct sets of fres-
coes have survived, of which some are signed by
artists with Greek names - George, Demetrius,
and Theodore - although these are claimed to
be Serb; ‘court’ painters were at work in the
nave, ‘monastic’ painters were employed in the
narthex, and there is a third set in the exonar-
thex, but all three campaigns date from the
reign of King Vladislav. It seems plausible to
substitute the word Greek for ‘court’ and Ser-
bian for ‘monastic’. Against a gold background
scenes from the life of Christ and the usual
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250. The Crucifixion. Wall-painting on the vest wall. 1209. Studenica
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assembly of saints are represented with great
dignity and force. The faces are sensitively
modelled, the head of the Virgin Annunciate
for example [251], and the drapery has none of
the mannerisms of Late Comnene style. The

251. The Virgin Annunciate.
Wall-painting. Between 1234 and 1236.
Mileseva, church of the Ascension

complex and touching Descent from the Cross
is painted with a remarkable feeling for form,
the limp body of Christ held by the upright
Virgin, His hand kissed by another Mary, His
feet not yet freed from the cross. There is an
atmosphere of profound but not hysterical grief.
In the scene where the Holy Women are con-
fronted by the Angel at the Sepulchre [252], the
gleaming white robes of the messenger and his
noble face dominate the composition - huddled,
sleeping soldiers below, the great stone on
which the Angel is seated, and the flinching
women on his left. Whoever these painters
were, Greek or Serb, the strong classical tradi-
tion which emerges once more could only have
come from a metropolitan school. There is

always something new. The portrait of King
Vladislav [253] presented by the Virgin to
Christ enthroned appears to have been taken
from life and is revealed with astonishing psy-
chological penetration. This same reading

252. The Angel at the Sepulchre.
Wall-painting. Between 1234 and 1236.
Mileseva, church ofthe Ascension

occurs in the narthex where the Nemanic kings
are portrayed: St Sava, King Stephen the First
crowned - only the pictograph of Stephen Ne-
manja as the monk Simeon appears stereotyped
and lacks the feeling of first-hand knowledge.
In the exonarthex vestiges of a Last Judgement
suggest that the artist had not benefited from
contact with a living metropolitan tradition; the
distinction of quality from that in the nave is
marked.4

253. King Vladislav presented by the Virgin
to Christ enthroned. Wall-painting.
Between 1234 and 1236.

Mileseva, church ofthe Ascension
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An artist of considerable ability was at work
in the church at Moraca in 1252. He carried on
the principles of clear, articulated composition
to be found at Mileseva, but unfortunately only
the cycle of Elias in the diaconicon has survived;
the remainder of his work has been drastically
repainted in the sixteenth and seventeenth cen-
turies. Undoubtedly the great glory of Serbian
or Greek art in the thirteenth century is to be
found at Sopocani. The monastery was founded
by King Stephen Uros | (1242-76) about 1256,
and the church dedicated to the Trinity was in-
tended as a mausoleum and a cathedral. His
mother Queen Anna Dandolo was buried in the
narthex, and her death (in 1256 or 1258) is
represented in fresco on the north wall of the
narthex. Uros transferred the body of his father
King Stephen Prvovencani (1195-1227) from
Zica (he had previously lain at Studenica) to
Sopocani; his cousin Prince George was buried
there, and finally Uros himself, against the
south wall of the church under the portrait of
the founder. In the sanctuary a portrait of the
third Serbian Archbishop Sava Il, youngest
brother of Uros, elected in 1263, and in the nar-
thex the portraits of the King, Queen Helena of
Anjou, and their sons Dragutin and Milutin
suggest that the paintings were completed be-
tween 1263 and 1268, the year of Dragutin’s
marriage. The tower and the exonarthex were
probably added towards the end of the thir-
teenth or the beginning of the fourteenth cen-
tury, and the frescoes in the latter date from the
reign of King Stephen Dusan (1331-48; Tsar
until 1355)- In the earlier cycles Serbian scholars
make a distinction between the ‘court’ style
visible at Djurdjevi Stupovi, King Radoslav’s
narthex in the church ofthe Virgin at Studenica,
the lesser church of St Nicholas in the same
monastery, at Mileseva, Moraca, and Gradac,
and the ‘monastic’ style evident in the nave of
the main church at Studenica, in the hermitage
of Peter of Korisa at Zica, the church of the
Holy Apostles at Pec, and elsewhere. At Sopo-
cani, as at Mileseva, both styles are to be found
- the latter in the narthex and the side chapels.
In the nave there are two sets of paintings: in
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the upper zone of the central square a master
worked in an archaic style reminiscent of Kur-
binovo and the Hagioi Anargyrioi at Kastoria,
using strongly marked outlines, emphasized
folds of drapery, and a rather crude colour
scheme. The frescoes on the lower spaces were
executed under the direction of a great artist
trained according to some at Salonika or Nicaea,
although there is little to judge by at either centre
today. Different hands were governed by this
master, who set about his task with a grasp of
composition monumental in scale, of rhythmic
masses, of firmly modelled form. Fresh recol-
lections of pastoral scenes merge into the majes-
tic visions of the great Feasts set against a
golden ground. The full force of the artist’s
talent is revealed in his version of the Dormi-
tion [254] on the west wall of the nave, where
between architectural fantasies and crowds of
Apostles, angels, and devout women the Virgin
lies on a richly draped couch and behind her
Christ stands holding her soul. Tenderness and
gravity, reserved emotion, liturgical restraint
infuse the solemn scene. After Sopocani, with
the possible exception of the monastery at
Banjska, mausoleum of King Milutin I, now a
total ruin, there appears to have been a Iull in
artistic activity. The next stage with new de-
velopments was to occur at the end of the cen-
tury at Ochrid, and it should be stressed that at
the time Ochrid was not part of Serbia.®

There is far less evidence of cultural activity
in Bulgaria at this time, but at Bojana near Sofia
a small tomb-chapel is decorated with paintings
of some quality. An inscription refers to Kalo-
jan sebastocrator, cousin of the Tsar, grandson
of St Stephen, King of Serbia ... in the time ot
the true-believing, God-fearing, Christ-loving
Tsar Constantine Asen, and gives the date 1259.
Life-size portraits of Prince Kalojan and his
wife Dessislava, of the Tsar Constantine Asen
and the Tsarina lIrene, dressed in Byzantine
court costume, are painted with that breath of
realism already sensed at Mileaeva. The Tsarina
was a daughter of the Emperor Theodore 1l
Lascaris of Nicaea, and when she died in 1270
the T sar married a niece ofthe Emperor Michael
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254. The Dormition. Wall-painting on the west wall of the nave. Between 1258 and 1264.

Sopocani, church ofthe Trinity

V1l Palaeologus. The connexions with Byzan-
tine civilization were, therefore, particularly
close. In the chapel the image of Christ is desig-
nated Chalkitis, which refers to the icon over
the brazen gate of the Sacred Palace at Constan-
tinople, and it seems reasonable to suppose that
the artist, probably a Bulgar, had received train-
ing either in the metropolis or in a centre where
the old traditions had been cherished. The
usual cycle of Twelve Feasts decorates the
chapel, with the addition of some Bulgarian
saints.6

IHluminated manuscripts of the luxury class
do not appear to have been produced in Serbian

or Bulgarian scriptoria, but in the eastern parts
of the Byzantine Empire, in Georgia and Ar-
menia, there had always been a demand for
handsome books. The sacred texts were to the
Armenians the equivalent of the icons to the
Greeks and were not infrequently paraded be-
fore battle. Many of the illustrations to the texts
fall outside the scope of Byzantine art or its in-
fluence; there were strong local traditions and a
flavour of the Orient. Occasionally, however, in
the eleventh century manuscripts had been
produced within the sphere of Byzantium. The
Gospels (Jerusalem, Armenian Patriarchate
Library no. 2556) written for Gagik, King of
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Kars, probably between 1029 and 1064 are
lavishly illustrated with miniatures and rich
ornamental bands. The portrait of Gagik and
his Queen and daughter is wholly oriental

they are seated cross-legged on a low couch
covered with a rug, the women dressed in the
Persian manner, and the silks worn by all three
are probably Abbasid. On the other hand, the
Gospel scenes are clearly copied from Byzan-
tine models, and the ornament is a blend of
Byzantine and Armenian decoration. Presum-
ably the artist was an Armenian with some train-

ing in a Greek scriptorium. The equally hand-
some Gospels brought from Trebizond to
Venice (Mekhitarist Library at S. Lazzaro, no.
1400) - in the twelfth century it had belonged
to a Cilician nobleman - date from about the
same time as Gagik's Gospels and were prob-
ably produced in the same area, although it is
conceivable that some of the full-page minia-
tures with Greek inscriptions may have been
painted by a Greek. The Presentation, the Bap-
tism [255], and the portrait of St John appear to
be well within the Byzantine tradition; on the

255. The Baptism of Christ. From a Gospels, MS. 1400. Kars (Armenia), mid eleventh century.

Venice, Mekhitarist Library
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other hand, some of the miniatures, such as the
portrait of St Mark and that of Christ enthroned,
are clearly the work of an Armenian who had
not been to a Byzantine school. Work of a pro-
vincial kind continued in Greater Armenia even
after the Seljuq Turks had occupied a large part
of Asia Minor, but in Cilicia, where the Ar-
menians formed a new kingdom which enjoyed
considerable prosperity in the twelfth and thir-
teenth centuries, important scriptoria were
established at the monastery of Skevra near the
royal fortress of Lambron, at Mlidj near the
fortress of Paperon, at Grner, Akner, Drazark,
and Sis, and above all in the second half of the
thirteenth century at Hromkla, the seat of the
Catholicos. Indeed, the Catholicos Constantine
I (1221-67) was a great patron of the arts, and
his painter T'oros Roslin rivalled the best that
Constantinople had produced. T'oros Roslin
was not alone at this time; a certain Kyrakos
was working in the same scriptorium and others,
Constantine and Barsegh, had been employed
by Bishop John, the brother of King Het'um |,
himself an accomplished scribe. One of the
finest Gospels produced for Prince Yasak
(Washington, Freer Gallery, no. 32.18), a sec-
ond Gospels produced for the same prince, and
the Gospels of Queen Keran (Jerusalem, Ar-
menian Patriarchate Library, nos. 2563 and
2568) cannot be assighed to any known artist.
The signed works by T'oros Roslin range in
date from 1256 to 1268, and it has been argued
plausibly that the Freer Gospels may have been
executed under the direction of the master to-
wards the end of that period. T'oros Roslin not
only knew Byzantine models; he was equally
familiar with Western manuscripts, with the
productions of the Crusader Kingdom oflJeru-
salem, and even with Chinese works of art. The
Crusades had brought the Armenians of Cilicia
in close contact with the Latin world. The sis-
ters and daughters of Het'um | all married
Frankish noblemen; the customs of Western
chivalry were partially adopted at the Armenian
court - two sons of Het'um | were knighted at
ceremonies which copied Western custom;
French and Latin were used in some of the

* 2C1

official documents of the Armenian chancellery.
More extraordinary, perhaps, is the Chinese
and Mongol influence, but it must be remem-
bered that already in 1222 the Mongols had
made their first appearance in Europe and that
Kiev had been destroyed by them in 1240. On
T'oros's pages are to be found lions with manes
rising in flame-like haloes and spirals covering
their bodies and faces; birds with sweeping tails
and wings like Chinese flying cranes; trees with
gnarled and twisted trunks; the mount of a
rider lunging neck and head like a water buffalo.
Nor was the artist just being eclectic with his
models; his compositions show careful observa-
tion of contemporary life and the people around
him. In the Gospels dated 1262 (Jerusalem, Ar-
menian Patriarchate Library, no. 2660) executed
for Prince Leo (later Leo Il, 1270-89), the por-
traits of the Evangelists in brilliant colours
against a gold ground follow Byzantine models,
although the incidental ornament in the mar-
gins of the text and the profusely decorated
head-pieces (khorans) and canon tables con-
tains a good deal of Cilician invention. The
double portrait of Prince Leo and Princess
Keran (fol. 288) [256] presents them in court
dress, crowned and haloed, but not in Byzan-
tine court apparel, nor are the crowns Byzan-
tine in form. The silks worn by Princess Keran
appear to be based on Seljug models, while
those worn by Prince Leo were fashionable in
various parts of the Near East from Constan-
tinople outwards. In the Gospel dated to 1268
(Jerusalem, Armenian Patriarchate Library, no.
3627) the Crucifixion is clearly derived from a
Western model (fol. 328), particularly in the
type of Christ and the personifications of
Ecclesia and Synagogue - both wearing West-
ent crowns, whereas in the Byzantine model
only the maphorion would have been worn.
Contemporary dress turns up quite frequently
in the Freer Gospels - in particular Christ in the
House of Levi [257] (p. 373) and the Marriage at
Cana [258] (p. 548). Chinese influence is to be
found in a title page with a portrait of Christ
Emmanuel [259] in a Lectionary of 1288 exe-
cuted for King Het'um Il attributed to Toros
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256 (left). Prince Leo and Princess Reran.
From a Gospels, ms. 2660, fol. 288,

executed by T'oros Roslin at Hromkla. 1262.
Jerusalem, Armenian Patriarchate Library

257 (right). Christ in the House of Levi.
From a Gospels, ms. 32.18, p. 373,

executed under the influence of T'oros Roslin
probably at Hromkla. Shortly before 1268.

If ashmgton, D.C., Freer Gallery ofArt

258 (below). The Marriage at Cana.
From the Freer Gospels, p. 548

DIFFUSION AND DECLINE
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259. Christ Emmanuel.

From a Gospel Lectionary, Ms. 979,
executed probably by Toros Roslin. 1288.
Yerevan

Roslin  (Yerevan, Matenadaran, no. 979).
Throughout this extraordinary sequence ot
manuscripts the style is remarkable for its
vigour and liveliness, plastic modelling, rich-
ness of detail and colour, and astonishing in-
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260. The Panada Chalkoprateia. Painted icon
in its original silver-gilt and enamelled frame.
Before 1235 but repainted

towards the end of the fourteenth century.
Freising, cathedral ofSt Mary and St Korbinian

vention. In the fourteenth century the Cilician
painters were to abandon this rich elegance and
return to simpler and more severe forms. This
new manner was to culminate in the work ot
Sargis Pidzak. who exercised even greater in-
fluence than T'oros Roslin - possibly because
it was less eclectic and closer to the national
tradition - and in that of T'oros of Taron. who
worked in the province of Siunik' in Greater
Armenia during the first half of the fourteenth
century. With the deaths of these artists the
great period of Armenian illumination comes
to an end.

For all the upheaval and diaspora of artists
from Constantinople after 1204 there seems to
be no doubt that some stayed in the ruined city
and worked on both Greek and Latin commis-
sions. The icon of the Virgin Chalkoprateia
260 now in the cathedral of St Mary and St
Korbinian at Freising (Oberbayern)in its initial
stage seems to have been painted before 1235.
The contemporary silver-gilt frame with en-
amels bears an inscription referring to Manuel
Dishypatos. imperial kanstrisios and levite in
Constantinople, who became in 1235 Metro-
politan of Salonika (he died in 1261). The icon
was painted over by a Byzantine artist working
in Italy probably towards the end of the late
fourteenth century, and additions were made to
the metal frame about the same time. A Latin
inscription states that the icon was an imperial
gift to Duke Gian Galeazzo of Milan which
passed through various hands to the Bishop of
Freising. Nicodemus della Scala, on 23 Sep-
tember 1440. Various icons dating from the
thirteenth century on Mount Sinai may also
have come from the metropolis, including a
ruined Panagia he Paraklests%a Christ Panto-
crator. an icon of St Nicholas combined with a
Deesis. Apostles, and Saints, a fragmentary
Deesis, and the Virgin and Child between St
John the Baptist and St George, all essentially
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261. The Virgin and Child enthroned between Angels.
Icon. Constantinople, thirteenth century.

Mount Sinai, monastery of St Catherine
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262. The Virgin and Child enthroned. Icon. By a Byzantine artist working in the West
towards the end of the thirteenth century. Washington, D.C.yNational Gallery of Art
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Comnene in style. An enthroned Virgin and
Child between Angels, however, is much more
forward-looking [261]. The figures still retain
the Comnene elongation, but the draper, is
mapped out in a hatchwork of gold highlights,
the forms beneath the draper have a new
solidity, and the three-quarter slant of the faces
hints at a Paleologue mannerism. This icon has
been used plausibly in the chain of arguments
which has led scholars to attribute to a Byzan-
tine master two handsome icons of the en-
throned Virgin and Child now in Washington
[262]. Both the Kahn and the Mellon icons
came from La Calahorra in Spain, and in spite
of the characteristic of ‘exploding gold lines'
common to these and the Mount Sinai icon,
show strong Western influences. It has been
suggested, therefore, that the Greek master had
seen Duccio's Rucellai Madonna, which may
be dated to 1285. It so happens that two mem-
bers of the imperial house came to the West in
the second half of the thirteenth century. The
Empress Anna-Constance, daughter of Fred-
erick Il Hohenstaufen, widow of the Emperor
John Ill Dukas Yatatzes, had been sent back to
the West after Michael \ 11l Palaeologus had
failed to get a divorce in his attempt to marry
her. In 1269 Anna-Constance went to Valencia
and lived with her niece Constance, who was
married to Don Pedro 111, later King of Aragon,
and died as a nun in 1313. She might well have
brought a Greek artist in her train. Alterna-
tively, though less likely, such an artist might
have accompanied the Emperor John IV Las-
caris, blinded as a child of eleven in 1261 by
Michael \ 111, but later known to have escaped
to the West and to have been welcomed by
Charles of Anjou in Sicily about 1273. Although
there has been considerable difference of
opinion over the date of the Kahn and Mellon
icons, the last decade of the thirteenth century
seems most acceptable.’

Manuscripts were produced or adjusted for
Latin customers in the metropolis. A Gospels
(Athens, Nat. Lib. cod. 118) now in poor con-
dition was copied by the monk Sergius in the
first half of the thirteenth century: the portraits
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of St Matthew, St Luke, and St John show
them holding scrolls bearing Latin texts. In
style the portraits are close to those in another
els (Paris, gr. 54) written about the middle

ot the thirteenth century in Greek with a Latin
translation. The illustrations are only half com-
plete, but they include portraits of the Evan-
gelists on a gold ground as well as various Gos-
pel scenes, of which some have aslightly Italian-
ate flavour. How ever, the codex appears to be a
direct copy of a Gospels on Mount Athos
lviron, cod. 5 . although it has been pointed
out that it falls short of the latter in elegance and
finesse of execution. A glance at the portrait of
St John ’'263] shows that already the chief

265 StlJohn the Evangelist. From a Gospels.
ms. gr. 54, foi. 278 verso. Constantinople,
tiiirteenth century. Paris, Bibliotheque XattonaU

characteristics of the early Palaeologue style are
in operation : the long backward gaze at tenth-
century models, the broadening and stunting of
form as opposed to the Comnene elongation,
the interest in incidental details, a tendency to-
wards greater natura’ism of feature. The Gos-
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pels on Mount Athos with its portraits of the
four Evangelists, about thirty scenes from the
life of Christ, and some Latin inscriptions
appears to have been produced at Constanti-
nople before 1260, and by 1285 the new style
was well set in its ways. A Gospel written by the
monk Theophilus at Constantinople (British
Museum, cod. Burney 20) contains illustra-
tions [264] which develop still further the new

264. St Luke. From a Gospel Book,

MS. cod. Burney 20, fol. 142 verso,

written by the monk Theophilus.
Constantinople, 1285. London, British Museum
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solid forms set before sturdy architectural con-
structions in a new sense of space. Even when
there are no paraphernalia in a given scene, the
portrayal of the standing figures of saints
against a gold ground, as in Vatican, gr. 1208,
an Acts and Epistles based on Vatican, cod.
Chris, gr. vm, 54, is of such high quality and
authority [265] that one is inclined to think that
a new imperial scriptorium employing the best

triumphant Greeks. Two of the Canon Tables
in a Gospel Book, Vatican gr. 1158, display
Palaeologue monograms; it reached the Vatican
as a present to Pope Innocent VIII from the
last queen of Cyprus, whose mother was a
Palaeologue. Gr. 1208 came from the same
source. (Another female member of the family,
possibly Theodora Raoulaina, a niece of the
Emperor Michael VIII, was highly educated
and had a fine library which she bequeathed to
her favourite monastery on her death in 1300.)
The thirteenth-century Psalter in Jerusalem
(Greek Patriarchate Library, Hagiou Taphou
51) contains an illustration of David listening to
Nathan and David doing penance [266] with
such retrospective tendencies and so close to the
productions inspired by Constantine VIl Por-
phyrogenitus that the artist might almost have
been instructed by the imperial ghost. Cer-
tainly at Nicaea in the third quarter of the cen-
tury such quality could not be attained. A group
of rather shoddy and diluted versions of greater
models - it must, of course, be remembered
that a good deal of routine stuft' was produced
at Constantinople, Paris, gr. 1335 for example -

265. St Luke and St James.

From a copy of the Acts and Epistles,

ms. gr. 1208, fol. i verso.

Constantinople, second half of the thirteenth century.
Vatican, Biblioteca Apostolica
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266. David listening to Nathan and doing penance. From a Psalter, ms. Hagiou Taphou 51, fol. 108.
Constantinople, thirteenth century. Jerusalem, Greek Patriarchate Library
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are thought to have been produced at Nicaea:
the Chicago New Testament (Rockefeller
McCormick 2400), the Four Gospels of’Kara-
hissar (Leningrad, State Library, gr. 105), the
Holkham Lectionary (ms. 3), Mount Athos
Lavra b 26, and a New Testament given to King
Louis IX of France by the Emperor Michael
V11l Palaeologus in 1269 (Paris, Coislin 200)
are all permeated with Late Comnene manner-
isms, preserved, as it were, in cold storage but
without the new breath of life detectable in
Vatican, gr. 1208.9

Little is known of the religious foundations
of the Lascarids. John Vatatzes built a monas-
tery at Sosandra. Theodore Il Lascaris built a
church to St Tryphon, the patron of Nicaea,
and in its precincts he established schools of
grammar and rhetoric. Both John Vatatzes and
his son Theodore Il founded libraries, and
Nicephorus Blemmydes was sent to buy re-
ligious and scientific manuscripts in Thrace,
Macedonia, Thessaly, and on Mount Athos.
Blemmydes was not the only scholar at the
court; both Nicetas Acominates and George
Acropolites were welcomed there and became
tutors of Theodore Il. Today Nicaea is reduced
to a miserable village. Such evidence as has sur-
vived suggests a cold and timid conservatism in
the new capital. It also seems clear that the new
stirrings of artistic life were not nurtured at
Trebizond. The fragmentary paintings in the
church of Hagia Sophia dating from the middle
of the thirteenth century are apparently the
work of artists introduced from Constantinople.
Those in the Theokepastos Monastery dating
probably from the early fourteenth century
show signs of the new movement, but even so
the style is harsh and the colours are crude. The
church of St Anne, the oldest in the town, with
an inscription referring to a restoration by Basil
| in the year 884-5, contains a few traces of fres-
coes which have been variously dated between
the fourteenth and the sixteenth centuries. Even
in Epirus, where at Arta the Despot Michael
had established a court in rivalry to that of
Nicaea with scholars like John Apocaucus,
George Bardanes, and Demetrius Chomatianus,
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the monuments which have survived are apt to
be disappointing. The strangely built church

acrobatic on columns  of the Panagia Pari-
goritissa (the Virgin of Consolation), refounded
by the Despot Nicephorus and his wife Anna
Palaeologina between 1282 and 1289, contains
a damaged mosaic of Christ Pantocrator sur-
rounded by orders of angels and prophets [267 ]
dating from about 1290. Although this is one of
the earliest of the Palaeologue monuments,
there is little to show from the vestiges that re-
main that the newr movement had beginnings
here. The head of Christ harks back to a more
distinguished predecessor at Daphni and is a
dry, vacuous version of the old noble theme.l0

267. Christ Pantocrator. Mosaic in the dome. c¢. 1290.
Arta, Panagia Pangoritissa

Michael Palaeologus, Regent of Nicaea,
found himself master of the metropolis almost
by accident. At first he refused to believe his
sister Eulogia, who awoke him with the news
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from Constantinople. But the arrival of a sec-
ond courier carrying the regalia of Baldwin Il
which had been abandoned in the Palace of the
Blachernae confirmed the message from the
occupying general Alexius Strategopoulos, and
Michael joyfully made preparations for his state
entry. The Emperor John IV Lascaris, eleven
years old, was left behind at Nicaea. Within a
year the child was blinded by the most humane
of the six methods known, as Michael an-
nounced, and was confined to a castle on the
Black Sea. Meanwhile, on 15 August 1261,
Michael Palaeologus entered the city by the
Golden Gate and, preceded by the icon of
the Theotokos Hodegetria, walked the length of
the city to the church of Hagia Sophia. There he
was crowned by the Patriarch Arsenius, and he
eventually retired to the Sacred Palace, since
the Palace of the Blachernae had been left un-
inhabitable by Baldwin Il. Michael VIII had
come to a desolate city, but at once he began to
restore the walls, to dredge the harbour of the
Kontoscalion, and to initiate repairs in some of
the churches, notably Hagia Sophia and the
Panagia Peribleptos. In ashort time the imperial
city began to show signs of new life. Between
1284 and 1300 more churches were built; St
Andrew in Krisei (Kodja Mustafa Pasha
Djami), the south church of the monastery of
Constantine Lips (Fenari Isa Djami), and the
north church of the monastery of the Theo-
tokos Pammakaristos, all three perhaps by the
same architect. But some quarters of the city
were never redeveloped. Ehe west and the
middle were gradually abandoned, and the
majority of the people lived along the shores of
the Golden Horn and the Sea of Marmara.ll
Probably during the repairs to Hagia Sophia
the mosaic panel with a representation of the
Deesis [268] in the south gallery was restored.
Such is the beauty and quality of this mosaic
that scholars have been led to assign the panel
to the late eleventh or early twelfth century, and
certainly there are stylistic parallels in the sec-
ond half of the twelfth century - Nerezi in par-
ticular - which might support a pre-conguest
hypothesis. On the other hand, others have
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recognized close stylistic affinities with the mo-
saics in the church of Christ in Chora (Kariye
Djami) executed in the second decade of the
fourteenth century. A detailed technical scru-
tiny may resolve this dilemma, and there seems
reason to believe that a panel of earlier date had
existed. The tender wistfulness of the Virgin's
expression, the grave concentration of St John
the Baptist, and the serene watchfulness of
Christ are, no doubt, Comnene in origin, but
the new naturalism treatment of hair, physi-
oghomy, drapery, and hands - of the Palaeo-
logue style seems also to be present. Similarly
the frescoes in the little church of St Euphemia
near the Hippodrome including fourteen scenes
of the Passio Euphemiae and representations of
St George and St Demetrius, dated in the past
to the eighth and ninth centuries, should be
seen as works dating from the late thirteenth or
early fourteenth century. During repairs in the
church of the Theotokos Pammakaristos in-
stigated by the Grand Constable Michael Gla-
bas about 1293-4 frescoes were added to the
south facade which are now fragmentary, but
they included a Dormition cycle and a typo-
logical scene.referring to the Virgin. The frag-
ments show the Virgin praying in her house at
Jerusalem - an incident taken from the apocry-
phal text of the Pseudo-John - and Christ
appearing in the top right-hand corner to an-
nounce her departure from this world, St Peter
before a small square tower no doubt being
addressed by Christ after He had promised the
Virgin that anyone invoking her name should
find mercy, and lower down the ‘Closed Door’,
one of the traditional symbols of the Virgin
based on Ezechiel xliv:2. It has been suggested
that this curious scene was followed on the
south fagade by other typological scenes: the
Burning Bush, Jacob’s Ladder, Gideon’s Fleece,
and so on. The elaboration of the Dormition
theme and of the whole narrative cycle of the
Virgin seems to be a marked characteristic of
Palaeologue art. It occurs again in the church of
the Peribleptos (otherwise known as St Clem-
ent) at Ochrid, where the paintings dated to
1295 are signed by two or possibly three Greek
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268. Christ. Detail from the mosaic panel of the Deesis in the south gallery. Late thirteenth century.
Istanbul, Hagia Sophia
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masters, Astrapas, Michael (believed by some
to be the son or disciple of Astrapas, by others
to be one and the same artist Michael Astrapas
or tou Astrapou - like lightning'), and Euty-
chios. The Dormition cycle at Ochrid is com-
posed, in fact, of episodes different from those
in the Pammakaristos, and appears to be in-
spired by a pastoral letter of John of Salonika.
In view of Serbian claims, it is important to note
that Ochrid was not part of Serbia at this time,
that the church was founded during the reign
of Andronicus Il Palaeologus and his wife

and fairly complete frescoes in their restored
state seem rather crude and garish, the style is
unquestionably of the new metropolitan vin-
tage, and they are the earliest full statement of
this stage. If the central theme of the Dormition
[269] is compared with that at Sopocani [254],
it will be seen that there is an even greater elab-
oration of the composition, an even fuller sense
of plasticity, a more intense and vivid expres-
sion, and sharper contrasts between light and
shadow. The scene of the Betrayal [270] is a
violent expression of drama in which the still

20Q The Dormition. Wall-painting, c. 1295. Ochrid, church of the Penbleptos (St Clement)

Irene by the Grand Heteriarch Pragon Sgouros,
who married a daughter of Andronicus 11, and
that the Greek painters may have been brought
from Constantinople or Salonika. All the paint-
ings date from the same time except those in the
north-east chapel, dated 1365, and the funerary
portrait of the Serbian nobleman related to
Kral Marko, Ostoja Rajakovic, who died in 1379
or 1380. Although the colours of the remarkable

figure of Christ is the target for a flurry of
figures led by the massive Judas threatening
almost to overwhelm physically his victim.
The frescoes in the church and narthex in the
monastery of Chilandari on Mount Athos are
considered by Serbian scholars to be the work
of Michael and Eutychios in the early four-
teenth century. Very similar work was being
undertaken in the Protaton at Kariye and in the
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270. The Betrayal of Christ. Wall-painting, c. 1295. Oehrid, church of the Perihleptos

church at Yatopedi on the Holy Mountain
around 1300, and even though KkAstrapas'
means iike lightning', it seems difficult to be-
lieve that those particular Greeks worked so
fast as to cover all the churches in the area with
fresco in the new style. It seems more likely that
a team of painters coming from Constantinople
or Salonika were working in Macedonia and
Chalkidiki. Nevertheless, the names Astrapas

or Michael Astrapas turn up at Arilje in 1296, at
Prizren between 1307 and 1309, and about 1310
at Zica, and there seems every reason to assume
that they founded the important Serbian school
of King Milutin.12

The parecclesion of the Pammakaristos was
built against the south wall of the church, prob-
ably about 1310, by the widow of Michael Gla-
bas, Maria Dukaena Comnena Palaeologina,
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who at the time called herself Martha the nun.
The wording of the epigram by Manuel Philes,
which still exists on the exterior cornice, sug-
gests that Glabas left military service only to
die. His last campaign was in 1306, when he
was in his sixties and a martyr to gout, which
prevented him from taking an active part in the
operations. The epigram of Philes is comple-
mented by another inscription in mosaic round
the face of the apse which also refers to Martha
the nun who 'set up this thank-offering to God
in memory of Michael Glabas her husband,
who was a renowned warrior and worthy proto-
strator\ The perambulatory which enveloped
the building on the south, west, and north sides
was probably added about the middle of the

fourteenth century and may have had some con-
nexion with the mosaic portraits of the Emperor
Andronicus 11l (1328-41) and his Empress
Anna of Savoy, which, extant in the sixteenth
century, were placed to the right of one of the
outside doors. This perambulatory was added
partly for the accommodation of more tombs,
and it was done at a time when little importance
was attached to the preservation of Philes’ epi-
gram - presumably some time after the death of
Martha the nun. The beautiful mosaics in full
Palaeologue style which decorate the interior of
the parecclesion date from her time and tend to
follow the Byzantine canon - Christ Pantocra-
tor in the dome surrounded by twelve Prophets
- but in the apse Christ Hyperagathos is flanked
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in the chancel by the Virgin and St John the
Baptist, an unusual form of the Deesis, with
four archangels in the vault. In the prothesis
another unusual variant from the norm occurs
with St James the Brother of the Lord in the
apse symbolizing the founding of the Patriarch-
ate of Jerusalem, St Clement representing the
see of Rome, and St Metrophanes of Constan-
tinople, the first authenticated bishop ofthe city
during the time of Constantine the Great and
representing therefore the Patriarchate of Con-
stantinople. In the diaconicon appear the three
great Church Fathers, St Gregory the Theo-
logian in the apse, St Cyril, and St Athanasius.
Apart from a number of saints and bishops only
one Feast of the Church has survived, the Bap-

271 and 272. The Nativity (left)

and the Harrowing of Hell (right).
Fragments of mosaics.

Between 1312 and 1315.

Salonika, church of the Holy Apostles

tism of Christ to the east of the dome, but it is
reasonable to assume that the Dormition occu-
pied the west wall over the door; probably only
nine of the usual twelve Feasts were actually
represented. A sculptured frieze and cornice
a vine pattern with birds and lions single or in
pairs separates the marble incrustation (which
has now disappeared) from the mosaics. A
small capital carved with three busts of Apostles,
found in the cistern and now in Ayasofya Mu-
seum, has been compared to the sculptured
archivolt in the south church of the monastery
of Constantine Lips, dating from about 1300,
and may have come from an iconostasis or a
wall-tomb. Although the -capital has been
claimed as a masterpiece of Late Byzantine
sculpture, its quality is not particularly high. A
fragment of a marble entablature carved with a
bust of a beardless Apostle was found in the
inner narthex of the main church and is now in
Ayasofya Museum. It may have come from an
iconostasis either Comnene or Palaeologue.l3
Almost contemporary with the decoration of
the parecclesion of the Pammakaristos the little
church of the Holy Apostles at Salonika was
founded, according to the incised monograms,
by the Patriarch Niphon (1312-15), and the
fragments of mosaics and wall-paintings suggest
that the team almost certainly came from Con-
stantinople. In the south barrel-vault the mo-
saics represent the Nativity [271] and the
Baptism of Christ, on the west wall the Trans-
figuration and the Entry into Jerusalem, on the
north barrel-vault the Crucifixion and the Har-
rowing of Hell [272]. From what remains of the
scenes it appears that they are represented with
all the dynamism and complexity of the frescoes
in the Peribleptos at Ochrid and with all the
luminosity and exquisite sense of colour to be
found in the Pammakaristos and the church of
Christ in Chora. The multiplication of detail
and of genre scenes, the intensity of expression,
the newrsense of form all emerge in delectable
miniature and recall the small portable mosaics
which had become such a devotional fashion of
the period. Fortunately these small panels have
survived in some number: at Vatopedi and the
Grand Lavra on Mount Athos, on Mount Sinai,
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on Patmos, in church treasuries in Italy and
Belgium, in museums in Russia, Europe, and
America. Originally these small mosaics, which
are worked in gold, silver, lapis lazuli, and other
semi-precious stones, were framed in silver or
silver-gilt with enamels and precious stones,
but, as the Empire became more impoverished,
the icons were eventually stripped of their rich
frames. Among the finest of these are the Trans-
figuration in the Louvre [273], which in its
dovetailing ofComnene and Palaeologue charac-
teristics has sometimes led scholars to assign it
to an earlier date, the two panels of the Twelve
Feasts in the Museo dell'Opera del Duomo in
Florence [274], which was given to the church
of S. Giovanni in that city in 1394 by a Venetian
lady Nicoletta da Grioni, widow of a chamber-
lain of the Emperor John VI Cantacuzene
(1341-55), an icon of St Demetrius at Sasso-
ferrato, and an icon of St John Chrysostom
[275] in the Dumbarton Oaks Collection.l4
The church of the monastery of the Chora
stands downhill from the Adrianople Gate at

273. The Transfiguration. Miniature mosaic.
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Constantinople and not far from the Theodo-
sian walls, which today extend in majestic ruin
from the Sea of Marmara to the Golden Horn
[59]. Its origins are rooted in the early history of
the city. The term Chora suggests that the mon-
astery was first founded on a suburban estate,
possibly outside the city before the Theodosian
walls were built, but it also has a mystical sense
particularly current in the fourteenth century
to denote an attribute of Christ and the Virgin.
Christ is the Chora, the dwelling-place of the
living; the Virgin is the Chora, the dwelling-
place of the Uncontainable God. This latter
meaning is made evident in the church by sev-
eral inscriptions dating from the fourteenth
century and accompanying mosaic images. The
present building incorporates three phases of
Byzantine construction: the eleventh, twelfth,
and fourteenth centuries. The eleventh-century
church was extensively altered about 1120 by
Isaac Comnenus, third son of the Emperor
Alexius | Comnenus and Irene Dukaena, and
grandson of the foundress Maria Dukaena. His

Constantinople, late thirteenth or early fourteenth century.

Paris, Musée du Louvre
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274 A and B. The Twelve Feasts. Miniature mosaic. Constantinople, early fourteenth century.
t lorenee, Museo dell Opera del Duomo y
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275. St John Chrysostom. Miniature mosaic. Constantinople, early fourteenth century.
Washington, D.C., The Dumbarton Oaks Collection
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portrait survives in mosaic as a commemoration  Melane, who before she became a nun was
of patrons adoring Christ [276] and the Virgin  known as the Lady of the Mongols, .Maria
in the inner narthex of the church with that of Palaeologina, half-sister of Andronicus II, a

276. Christ and the Virgin adored by Isaac Comnenus and Melane the nun.
Fragments of a mosaic in the inner narthex. Istanbul, church of Christ in Chora
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natural daughter of Michael Vili. She had also
been a patroness of the convent of the Theo-
tokos Panaghiotissa, whose church was known
as that of the Theotokos Mongoulion but is
better known today as St Mary of the Mongols.
Maria Palaeologina was twice betrothed and
once married to Mongol Khans, but after her
husband's death she returned to Constantinople.
In 1307 she was prepared to marry the Khan
Harbadan in an attempt to impress the Sultan
Osman, who was menacing the city, but the
marriage did not take place and she entered a
convent. By the beginning of the fourteenth
century the church of the Chora had fallen into
such disrepair as to render its use a serious
danger. In 1275 the monastery had been occu-
pied by the Patriarch John X1 Bekkos, probably
because of its proximity to the Palace of the
Blachernae, and later the Patriarch Athanasius
I (1289-93; 1303-9) found it useful to dwell
there. The Chora was also near the palace of
Theodore Metochites, Logothete of the privy
purse, of the general treasury, and finally
Grand Logothete to the Emperor Andronicus
Il. Theodore, the leading statesman of the day,
a scholar of many accomplishments, a scientist
and a poet, undertook the restoration of the
Chora which began about 1315 and was com-
pleted by the end of 1320 or early in 1321. His
claims as patron of the church are recorded in
his poems and in those of his pupil and friend
Nicephorus Gregoras, who was to become the
opponent and critical historian of the 1lesychast
Controversy, but in any case the mosaic over
the tympanum leading from the inner narthex
into the church depicts him wearing the strange
costume of his office - he was then Logothete of
the general treasury - and kneeling before
Christ ‘the dwelling-place of the living’ [277].

The mosaics and frescoes in the church of the
Chora are among the key works of Late Byzan-

277. Theodore Metochites,

Logothete of the Imperial Treasury.
Detail from the mosaic tympanum.
Second decade of the fourteenth century.
Istanbul\ church of Christ in Chora

tine art. No longer concentrating on the theo-
phanic mysteries, the liturgical feasts, or the
invasion of the saints, no longer attempting to
subdue the spectator by tremendous majesty
and mesmeric glowering, no longer necessarily
sublime, the mosaics offer instead with con-
siderable freedom of expression the intimacy
of a living faith transfigured by gold and bril-
liant colour, luminous, exquisite, and serene.
On the vaults and lunettes of the exonarthex the
mosaics portray a full genealogy of Christ,
cycles of His infancy and His ministry, and in
the narthex scenes from the life of the Virgin
taken from the canonical and the apocryphal
Gospels. On the faces and soffits of the arches
are figures of saints. In addition, there is a bust
of Christ over the entrance door, opposite this
lunette another with the Virgin and Child be-
tween two angels, the large figures of Christ and
the Virgin with vestiges of Isaac Comnenus and
Melane the nun, and over the door leading into
the naos Theodore Metochites presenting his
church to the enthroned Christ. In the catholi-
con none of the Feasts of the Church has sur-
vived with the exception of the Dormition - a
beautifully restrained composition without the
elaboration of the Peribleptos at Ochrid - in its
customary place over the west door. On either
side of the chancel there is to the left a large
mosaic panel with a standing figure of Christ
The dwelling-place of the living’, and to the
right the Theotokos Hodegetria The dwelling-
place of the Uncontainable’; these flanked the
templon or iconostasis, which would also have
borne portable icons and had been a common
feature of Byzantine churches since Comnene
times. Over the Virgin and Child a sculptured
tympanum was added later in the century;
within the tympanum a bust of Christ Panto-
crator is executed in fresco. It seems likely that
the stone carving should date from about the
same time as the sculpture framing the arcosolia
in the parecclesion which, since it cuts into the
frescoes, must be of about the middle or the
second half of the fourteenth century.

Even in a conventional scene like the Nativity
[278] the Palaeologue artists have scaled down
the great theme into a graceful idyll in which
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278. | he Nativity. Mosaic panel in the narthex. Istanbul, church of Christ in Chora

angels, shepherds, and midwives, the denizens
of heaven and the denizens of earth, are in
colloquy around the central figures. The gold
background gives an air of unreality to what is
essentially a pastoral scene. This dichotomy
between the real and the unreal, the natural and
the supernatural, runs through the cycles but is
never forced. The platforms, stages, theatrical
properties on which or against which the figures
are set are in a sense integrated by the universal
gold background. Many of the scenes, such as
the Enrolment of the Virgin and St Joseph for
Taxation, appear to be new to Byzantine art,
and of these ‘new’ scenes one of the most en-
chanting is the First Seven Steps of the Virgin
[279]. Before asimple architectural background
topped by two cypresses the Virgin, watched
anxiously by a maidservant whose veil makes a
great red arch above the Virgin's head, walks

towards St Anne, who is seated. This most
human scene is depicted with the utmost tender-
ness and grace and with those different layers of
meaning and memory which were so much
appreciated by the Byzantines. The figure of the
maid alone with her billowing veil recalls the
classical heritage, the Psalters of Constantine
V1l Porphyrogenitus, the traditions of the
Patriarchal Library. At the same time the line,
flow, and colour of the veil in contrast with the
gold-edged, pale blue robe and the pink and
brown wall are sheer visual delight. This is only
one small instance of the infinite variety of in-
vention within a firm tradition and the sensuous
beauty of the mosaics of the Chora.

279. The First Seven Steps of the Virgin.
Mosaic in the narthex.
Istanbul, church of Christ in Chora
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The parecclesion was designed as a mortuary
chapel; four flat niches once contained sar-
cophagi and above them, in the back and on the
soffits of the arch, were portraits of the deceased.

On the adjoining domical vault of the eastern

bay and its two lunettes unfold the numerous

scenes and elements attendant on the Last
Judgement [281], again one of the masterpieces

280. The Harrowing of Hell. Wall-painting in the apse. Istanbul, church of Christ in Chora, parecclesion

The frescoes are devoted to themes of Resur-
rection and Judgement, of mortality and salva-
tion, of the importance of the Virgin in the
divine plan for man’s redemption assisted by
the prophets and the saints. The east end of the
chapel is dominated by a magnificent Harrow-
ing of Hell [280] in the apse, which must rank as
one of the great paintings of all time. On either
side of the bema are depicted two resurrection
miracles of Christ, the Raising of the Widow’s
Son and the Raising of the Daughter ofJairus.

of Byzantine painting. The dome above the
western bay is assigned to the Virgin - busts of
the Virgin and Child are surrounded by angels
and in the pendentives four hymnographers, St
John of Damascus, St Cosmas the Poet, St
Joseph the Poet, and St Theophanes, compose
hymns which refer to the Virgin and the funer-
ary nature of the chapel. A large proportion of
the western bay is decorated with OIld Testa-
ment events which are seen as being typological
of the Virgin: Jacob’s Ladder, the Burning
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28l. The Last Judgement. Wall-painting in the vault. Istanbul, church of Christ in Chora, parecclesion

Bush, the sacred vessels deposited in the Holy
of Holies in Solomon'’s temple, the closed gates
of Jerusalem, and the altar of Moses. As it hap-
pens the hymns of two of the hymnographers in
the pendentives also refer toJacob’s Ladder and
to Mary who is the ladder between earth and
heaven or the bridge leading all who praise her
from death to life. Finally, at the west end of the
upper zone, above the main entrance to the
chapel, are depicted the Souls of the Righteous
in the Hand of God. Among the individual

figures on the walls of the chapel there is a series
of six Church Fathers and twenty saints and
martyrs. Few of the tomb niches can be identi-
fied; one in the south wall of the west bay be-
longed to a member of the Tornikes family. In
the outer narthex were buried Irene Raoulina
Palaeologina, widow of Constantine Palaeo-
logus (brother of Andronicus Il) and mother-
in-law of Irene, the daughter of Theodore Meto-
chites, and a certain Demetrius who appears to
have been of royal lineage.l5
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Contemporary developments in Serbia fol-
lowed closely the art of the metropolis. During
the reign of King Stephen Uros Il Milutin
(1282-1321) Serbian power expanded even
farther, the whole of northern Macedonia was
occupied, and the discovery ofrich silver-mines
worked by Germans had considerably increased
Serbian resources. Understandably the Byzan-
tine administration accepted with ill grace the
occupation of northern Macedonia, and on five
occasions Theodore Metochites was sent to the
Serbian court in order to reach some agreement
on the matter. It was indicative of the basic
weakness of the Byzantine Empire that thtfait
accompli had to be accepted. When agreement
was reached in 1299 the Emperor Andronicus
Il gave Milutin his five-year-old daughter
Simonis in marriage and recognized the occu-
pied towns, which included Skoplje, as dowry.
From this time Milutin’s relations with Con-

stantinople began to be cordial, and Byzantine
cultural influence became even stronger than
before. The architecture of Serbian churches in
the early fourteenth century becomes more
complicated : high walls with many arches and
openings precluded the monumental decora-
tion of the past. The subjects were divided into
cycles along horizontal bands, but, as in the
past, the liturgical functions of certain parts of
the church dictated the choice of subject. Bro-
ken spaces, smaller areas, reduced size could be
adapted without difficulty to the new intimacy
of the Palaeologue style. Between 1306 and 1309
King Milutin rebuilt the church of the Bogoro-
dica Ljeviaka at Prizren with five domes, a nar-
thex, and an exonarthex over which was set a
bell-tower. The paintings in the narthex are
signed by the masters Nikola and Astrapas. The
portrait of the founder within the church re-
veals him in full Byzantine regalia complete with

282. | he Communion of the Apostles. Wall-painting. Between 1306 and 1309.

Prizren, church ofthe Bogorodica Ljeviska



283. King Milutin. Wall-painting. 1313-14.
Studeniea, King's Church

284. The Nativity of the Virgin. Wall-painting.
1313-14. Studeniea, Kings Church
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imperial crown, sceptre, and akakia: the down-
ward trend of the brows, eyes, and mouth sug-
gests something of the compressed and reck-
less energy of the man. The Communion of the
Apostles [282] is set before a complex architec-
tural background, and the solid mass ot the
bowed Apostles contrasts somewhat with the
slender forms of Christ and the Angels: draper)
is a network of hatched lines: the faces of the
Apostles are painted with an approach to real-
ism which is perhaps superficial.

At Studeniea the King's Church was founded
by Milutin in 1313-14 and dedicated to St Joa-
chim and St Anne. His portrait in the church
[283] presents the same figure augusti) crowned
and vested as at Prizren, but this time he carries
a model of the church at Studeniea. The fres-
coes, though not signed, are completely within
the tradition of the school and indeed ot Palaeo-
logue style. The Nativity of the Virgin, in a

scene more developed than that in the church
of the Chora, is represented before an architec-
tural fantasy typical of the Serbian school, and
there is considerable incidental detail [284]:
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numerous servants attend St Anne, the Virgin
is shown on the right in a cot being fanned by a
girl while St Joachim stands by apparently deep
in conversation with her, and on the left the
Virgin is about to have a bath, with the midwife
testing the temperature of the water. The fres-
coes in the little church of St Nicetas at Skoplje
were signed by Michael and Eutychios about
1310, and it is believed that the artists moved
on from there to Studenica. After that they
passed on to the church of St George, Staro
Nagoricino, which had been rebuilt ‘from the
foundations’ in 1313, the year of a victory over
the Turks. This was painted in 1317. The fres-
coes comprise scenes from the Passion of Christ
and the life of the Virgin in the north chapel,
the legends of St George and St Nicholas in the
south chapel, and in the narthex the entire
calendar of the Church is illustrated. The last
church to be signed by Michael and Eutychios
is Gracanica in 1321, where Michael painted
some of his finest frescoes. The representation
of Elijah in the desert is noteworthy not only
for his handling of face and form but for the
strange stylized landscape in the midst of which
Elijah awaits the arrival of the raven. This styli-
zation shows the way to developments at
Mistra.16

After the death of King Milutin dynastic
troubles disturbed the affairs of the realm.
Milutin’s son Stephen Uros |1l (1321-31)
finally gained ascendancy and proceeded to
support the Byzantine Emperor Andronicus Il
against his grandson Andronicus Ill. The
latter, on achieving supreme power, immedi-
ately formed an alliance with the Bulgars, but
at the battle of Velbuzd in 1330 the Serbs were
victorious and the Bulgar Tsar Michael was
slain in flight. In spite of Stephen Uros 11Es
victory, the Serbian nobles had lost confidence
in him. He was deposed and strangled in 1331.
His son Stephen Dusan, who was eventually to
assume an imperial title, was crowned in his
stead. The troubled times did not interfere with
royal building schemes. Urof Il founded a
church intended to be his mausoleum at Decani
in 1328, but it was not completed until 1335.
The Franciscan Vita of Kotor built the church

under the direction of Archbishop Danilo I,
and ‘pictores graeci’ from Kotor undertook the
decoration. The painters were inferior to the
masters of King Milutin and, although some of
the individual scenes have a certain charm

for example, St Philip and Queen Kandakia’'s
eunuch [283] - it must be said that iconography
gets the better of art: not only the Genesis, Pas-
sion, and Judgement cycles are split into nu-
merous scenes, but the entire calendar of the
Church, as at Staro Nagoricino, was relentlessly
illustrated. The church of St Nicholas at Psaca
was built in the time of the Tsar Stephen Dusan
shortly before 1358, but the frescoes date from
after 1366, when VukaSin was king. The por-
traits in the church represent the Tsar Stephen
Dusan, King Vukasin, the sebastocrator Vlatko
and his wife Vladislava, Prince Pasko, Princess
Ozra, and Vlatko’s son Ugljeseva. Vlatko and
Pasko hold the model of the church in their
hands. These portraits, which have some qual-
ity, are an important aspect of medieval Serbian
art. At Ravanica the paintings dating from
1376-7 are signed by Constantine. Towards the
end of the fourteenth century the school of the
Metropolitan John near Prilep returned to a
more monumental style based partly on the
models of the previous century. There was a
return also to brighter and fresher colours and
a renewed attempt at psychological penetration
in the human portrait. The finest work of the
school appears to be in the monastery of St
Andrew on the Treska river; the paintings are
signed by the Metropolitan John and by Greg-
ory and dated 1389, the year of the decisive
battle of Kossovo which finally broke medieval
Serbian power. The Metropolitan John also
signed and dated to the year 1394 an icon of
Christ Saviour and Zoodotes in the monastery
of Zrze. At Kalenic a monastery was founded
between 1407 and 1413 by the protodoviar Bog-
dan under the despot Stephen; the founder’s
portrait appears on the north wall of the nar-
thex. Western influence may be detected in the
portrayal of the saints in the narthex, but in the
Miracle at Cana [286] in the apse the masters
seem still to be working in the Palaeologue
idiom: a complex architectural background, an



285. St Philip and Queen Kandakia's eunuch. Wall-painting. Shortly before 1335. Decani, church

286. The Miracle at Cana. Wall-painting. Shortly before 1413. Kalemc, church
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increase of detail, and marked conversational
implications. About the same time, 1407-18,
the Despot Stephen Lazarevic built the church
of Manasija, also called Resava, and here Con-
stantine the philosopher, grammarian, histor-
ian, and translator founded a school of litera-
ture and orthography which continued in spite
of the Turks until the end of the seventeenth
century. The Despot Stephen was also a con-
noisseur and patron of letters. Serbian paintings
at this time are considered to be by the school of
Morava, which for all its debt to the Byzantine
patrimony also showed Western influence from
Venice and the Adriatic coast. The system of
dividing the frescoes recalls decoration at
Ravanica (1377), Sisojevac, and kalenic. The
harmony between architecture and painting is
reminiscent of the great schemes of the thir-
teenth century. Miracles and parables of Christ
dominate the choice of subjects, and the lower
zone of the choir is occupied almost entirely by
warrior saints. The paintings are similar in style
to the miniatures of Radoslav, the most impor-
tant painter of the Morava school, who may
have had a hand in the frescoes at Manasija. The
representation of the Archangel Michael shows
the grave, monumental, well-modelled figure
typical of the style. In 1439 Manasija, the last
great medieval Serbian monument, was cap-
tured by the Turks.l7

In Bulgaria at Ivanovo, a village in the north-
ern part of the country not far from the Danube,
asmall church was built inagrotto and decorated
with frescoes at the command of the Tsar lvan
Alexander (1331-71), whose portrait figures
among them. Because of the size of the church
the frescoes are on a miniature scale, but they
include thirty Gospel scenes mostly concerned
with the Passion of Christ and a number of
curious hellenistic elements: caryatids support-
ing architraves with lions at the base of the
columns, half-naked figures emerging from
fluttering draperies. The artists came from
Tirnovo, but the style is wholly within the
Palaeologue tradition. Manuscripts were also
produced for the Bulgar Tsar, who was a cul-
tured man with an interest in the arts. A Gos-
pels (British Museum, Curzon ms. 153) contains

the portraits of Ivan Alexander (fol. 2 verso),
his wife Theodora, their sons Ilvan Asen and
Ivan Sisman, their daughter (fol. 3), and a son-
in-law Constantine; the manuscript was com-
missioned in 1356. About the same time a
Psalter (Moscow, Historical Museum) was ex-
ecuted for the Tsar, and, some years before, the
twelfth-century chronicle of Constantine Man-
asses was translated into Bulgarian (Vatican,
cod. slav Il1) and illustrated. A picture of the
death of a son of Ivan Alexander suggests a date
about 1345. The illustrations do not spare the
feelings of the Bulgars; they even include Basil
IPs terrible vengeance after 1014, when the
Bulgar army was blinded to a man, leaving one
in a hundred with a single eye to lead the rest
home. St Peter and St Paul at Tirnovo was dec-
orated with frescoes in the fourteenth century,
but these have been repainted at a later date.
Bulgarian scholars are inclined to date these
overpaintings to the succeeding century, but
others are more hesitant. With the Turkish con-
qguest of Serbia and Bulgaria many craftsmen
fled to Russia, and under Prince Dimitri Don-
skoy (1359-89) of Moscow that city became the
centre of Slav resistance to the Ottoman armies.
Following the great battle of Kulikovo in 1380,
when the Russian armies inflicted a crushing
defeat on the Tartars, the Princes of Moscow
began to see themselves as the Christian inheri-
tors of the moribund Byzantine Empire. It is,
therefore, not surprising that one of the chief
artists working at Moscow in the 1390s should
be the Greek Theophanes, who twenty years
before had left Constantinople for Novgorod.
There he produced the superb though now
fragmentary frescoes in the church of the
Transfiguration (1378) which astonish us today
by their dynamic expression and their extra-
ordinary portraiture. In a sense Theophanes
was too personal to be a Byzantine artist. Be-
tween 1395 and 1405 he decorated three
churches in Moscow : the church of the Nativity
of the Virgin, the cathedral of the Archangels,
and the cathedral of the Annunciation. None of
this decoration has survived. It is known that
he worked in conjunction with the Russian
master Andrei Rublev (c. 1370-c. 1430), who
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must have learned much from the distinguished
Greek, although he was never a direct pupil.
The last brilliant burst of Byzantine genius was
in fact to merge into the local traditions of the
Moscow school.

The production of painted icons continued at
Constantinople throughout the thirteenth, four-
teenth. and fifteenth centuries. Many have sur-
vived and may be seen in various monasteries on
Mount Athos. Mount Sinai. Patmos, in the
monaster} of the Transfiguration at Meteora,
in the monastery of Ylattadon at Salonika, in
the church o' St Therapon on Metilene, in the
Byzantine Museum at Athens, in the Mace-
donian State Collections at Skoplje many here
came from the church of the Peribleptos at
Ochrid . in the Hermitage, and isolated icons
are scattered in collections in different parts of
the world. The quality is far from consistent,
nor is it possible to distinguish between poor
metropolitan quality and provincial work, but

the rule is: the earlier the better. Thus the mag-
nificent icon of the Annunciation from the
church of the Peribleptos at Ochrid seems to be
unquestionably metropolitan and to date from
the early fourteenth century. In the treatment
of form and drapery, in the superb sweeping
movement of the Angel towards the Virgin, in
its marvellous colour, the icon might well have
been painted by one of the masters at work in the
church of the Chora. The icons of the Twelve
Apostles, of the prophet Elijah, of the Annunci-
ation, of the Dormirion, and an exquisite por-
trayal of the Virgin and Child surrounded by
busts of saints, all daring from the first half of
the fourteenth century and all in the Hermitage,
also seem to be metropolitan work. A singularly
beautiful icon of the Crucifixion surrounded by
small panels depicting the Twelve Feasts on
Mount Sinai bears all the marks of the most re-
fined Palaeologue style. The delicate poignancy
of the central theme is gently stressed by the

237, Aristadtre\irgmadChildsunouced by b gsof sarnts OipychrdigLery. Raintsdwood
metal. enameL earls adpeaasdaes Crdatimgde betwnwaan 1557 ad 1334 cuenca* caihedral
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touching reminders of the life of Christ which
surround it. In the British Museum an icon
painted with four episodes from the Twelve
Feasts - the Annunciation, the Nativity, the
Baptism, and the Transfiguration - was ac-
guired from a monastery dedicated to the Virgin
in the Wadi Natrun in Egypt, and may be com-
pared to similar icons on Mount Sinai and in
the Hermitage. No work of high quality was
made at St Catherine’s Monastery; all the best
icons were imported. It is reasonable to sup-
pose, therefore, that these too are metropolitan
work dating from the early fourteenth century.
A few icons have survived with their metal
frames. An icon of the Virgin and Child in the
Tretyakov Gallery in Moscow has a silver frame
with the portraits in the bottom corners of Con-
stantine Acropolites (d. about 1324), son of the
historian George Acropolites (1217-82) - both
held office as Grand Logothete - and his
wife Maria Comnena Tornikina Acropolitissa,
daughter of the Duke of the Thrakesian Theme ;
their second daughter Eudocia married Michael,
the son of the Emperor John Il Comnene of
Trebizond. The handsome diptych reliquary
in Cuenca Cathedral [287] was made for
Thomas Preljubovic, Despot of Yannina (1367-
84), whose portrait is shown at the foot of Christ ;
the face has been scratched, presumably after
his assassination in 1384. The two panels are
covered with silver-gilt, incised and embossed,
and garnished with innumerable pearls and
precious stones. The icon itself is a copy of a
diptych (only one leaf has survived) in the mon-
astery of the Transfiguration at Meteora painted
for Maria Palaeologina, daughter of Simeon
Uros Palaeologus, who was married in 1359 at
Trikkala to Thomas Preljubovic. She presented
the diptych to the monastery at Meteora be-
cause her brother John-Joasaph was the second
founder. An icon of the Incredulity of St
Thomas in the same monastery also bears the
portraits of Thomas Preljubovic and Maria
Palaeologina. The icon of Christ Pantocrator
[288] in the Hermitage dated 1363 carries small
portraits of the donors, the Grand Stratoped-
arch Alexius (only vestiges of the head and head-
dress have survived), and the Grand Primi-

288. Christ Pantocrator. Icon. Constantinople, 1363.
Leningrad, Hermitage

cerion John, who were the founders of the
church of Christ Pantocrator at Constantinople.
The mildly benign, slightly vacuous expression
of Christ and the modelling of the face by means
of fine white lines are characteristic of the art of
the period, which was beginning to be affected
by the Hesychast Controversy. The diptych
painted with busts of the mourning Virgin and
the dead Christ - ‘the image of pity’ - in the
monastery of the Transfiguration at Meteora
[289], dating from the late fourteenth century,
has been related both technically and stylisti-
cally to the large portable icon of the Crucifixion
in the church of Christ EIkomenos at Monem-
vasia, produced possibly by an artist who had
worked on the decoration of the church of the
Peribleptos at Mistra. The Monemvasia icon is
believed to have been inspired by the Byzantine
Passion play Christ Suffering, but in any case
‘the image of pity’ had become a popular sub-
ject at Constantinople from the beginning of
the century. A miniature mosaic of the same
subject now in S. Croce in Gerusalemme in
Rome is certainly metropolitan work. The
double-sided icon of Poganovo [290], now in the
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289. The Mourning Virgin and the Dead Christ. Icon-diptych. Late fourteenth century.
Meteora, monastery of the Transfiguration

290. The Vision of Ezechiel and Habakkuk; on the reverse, the Mourning Virgin and St John the Evangelist.
Double-sided icon ofPoganovo. Probably Salonika, c. 1395. Sofia, Archaeological Museum



2Ql. Scenes trom the Passion of Christ. The Bessarion reliquary.

I ainted \\ood, metal, enamel, and precious stones. Constantinople, late fourteenth or early fifteenth century.
Venice, Galleria dell’Accademia
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Archaeological Museum at Sofia, is painted on
one side with the Vision of God to the prophets
Ezechiel and Habakkuk, and on the other are
representations of the mourning Virgin and
St John the Evangelist. Greek inscriptions
refer to the miracle at Latomos - that is the
monastery and church of Hosios David at
Salonika and to the Empress Helena, the wife
of the Emperor Manuel Il (1391-1425). She
was a daughter ofa Bulgar or Serbian nobleman
from the region of Poganovo and married
Manuel in 1391. The icon was probably given
to the monastery shortly after October 1395,
when her father Constantine Dejanovic was
killed at Rovina. The Virgin and St John the
Evangelist were both patrons of Poganovo. It
would appear that the type of the Virgin Kata-
phuge (the Refuge) is based on a painting in 'the
Refuge’ beneath the church of the Virgin
Acheiropoetis at Salonika ; indeed, the icon gave
its name to a quarter in the city. Furthermore,
the Vision of God on the icon and a similar
representation in fresco at Backovo (dating
from about 1100) depend on the sixth-century
mosaic in Hosios David at Salonika, but it has
also been suggested that both images may reflect
a miniature in an illustrated Diegesis of Ignatius,
Abbot of the Acapniou Monastery at Salonika,
who wrote about the miraculous appearance of
the mosaic at Hosios David. All in all, the icon
would seem to have been produced at Salonika
about 1395. Finally, the handsome Bessarion
reliquary [291] contains a silver-gilt cross with
Christ on its upper face and the figures of Con-
stantine and Helena in niello on either side with
above two angels in repoussé. Among the Greek
inscriptions one refers to Irene, the niece of
Michael IX Palaeologus (1295-1320), and
another to Gregory the Confessor, who is be-
lieved to be the Patriarch Gregory Il (1443-
59). At some time this reliquary was placed in
the present wooden case with a sliding cover.
The cover and its border are decorated on the
outside with painted scenes, the former with
the Crucifixion, the latter with seven scenes
from the Passion of Christ. The style of these
paintings appears to be related to an icon of the
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Crucifixion on Patmos and that produced for
Maria Palaeologina, wife of Thomas Prelju-
bovic, at Meteora, which suggests a date in the
second half of the fourteenth century. The re-
liguary was given by the great scholar Cardinal
Bessarion (1403-72) to the Scuola della Carita
in Venice in 1463 and is now after various vicis-
situdes in the Galleria dell’Accademia. A work
of delicate beauty, the reliquary is a touching
witness to the high standards at Constantinople
almost up to the final catastrophe.l9
Manuscript production also continued, often
on a grand scale. The chrysobul addressed in
1301 to the Metropolitan of Monemvasia by the
Emperor Andronicus 11 (1282-1328) bestowing
privileges is unusual in that it has at the begin-
ning an impressive portrait of the Emperor
[292] holding the document which he has just
presented to Christ and standing on a red
cushion decorated with double-headed eagles.

292. The Emperor Andronicus Il

presenting a chrysobul to Christ.

Chrysobul, ms. i (Index x.a.e. 3750), addressed
in 1301 to the Metropolitan of Monemvasia.
Athens, Byzantine Museum
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Another example of the Palaeologue court por-
trait is to be found in a copy ol the works ol
Hippocrates (Paris, gr. 2144) executed lor the
Grand Duke Alexis Apocaucos (d. 1345). Cur-
tains are drawn back to reveal the Grand Duke
reading the Apophthegms of Hippocrates with
an attendant behind him. The hint ol lite,
already noticed in Serbian and Bulgarian fres-
coes, is given once more, and although to our
eyes there seems to be an uncertainty about per-
spective, the persons of the Grand Duke and
his attendant are convincing historical state-
ments. Attractive liturgical manuscripts were
also produced in the provinces. A Menologion
at Oxford (Bodleian, gr. th. f. 1) containing a
calendar for the liturgical year, the Twelve
Feasts, and seven scenes from the life of St
Demetrius appears from the dedication to have
been produced at Salonika between 1322 and
1340 for the Despot Demetrius | Palaeologus.
Two artists were responsible for the miniatures
and, while they were working in the Palaeologue
idiom, it is clear that their standards were not
those of the court. The court style continues
with the illustrations in the theological works
of the Emperor John VI Cantacuzene (1341 -55)
written after his abdication between 1370 and
1375, during his long life as a monk. In these
illustrations there is an interesting dichotomy
of style. In the portrait of John as Emperor and
as the monk Joasaph [293] a strong naturalistic
trend is revealed; the expansive form and the
expressive line are more marked than in the por-
trait of the Grand Duke Alexis, and yet the
three angels above, referring to their visit to
Abraham and a passage in the Emperor’s first
Apologia against the Muhammadans which he
holds in his left hand, are represented in the
characteristic Palaeologue mode. Moreover, the
illumination of the Transfiguration in the same
manuscript [294] is merely a tenth-century
model brought up to date. This multiple aspect
of style was never absent in Byzantine art. John
VI Cantacuzene was in part responsible for a
change of attitude in artistic matters. His sup-
port of the Hesychast monks raised into a poli-
tical issue a matter which had been better left

293. The Emperor John VI Cantacuzene.

From a copy of the theological works of the Emperor,
ms. gr. 1242, fol. 123 verso.

Constantinople, between 1370 and 1375.

Paris, Bibliotheque Nationale

in decent obscurity on Mount Athos. Hesy-
chasm was a form of quietism involving auto-
suggestive practices in an attempt to achieve the
vision of the uncreated light of God. From a
theological point of view the Hesychasts made
the distinction between the divine essence,
which no man could see, and the divine energy,
which some men through elaborate asceticism
could see. From the political point of view
Hesychasm represented a reaction of national
Greek theology against Western scholasticism;
to a man the Hesychasts were anti-Latin. Greg-
ory Palamas (d. about 1360), Bishop of Salonika
from 1349, was one of the strongest advocates
for Hesychasm and was opposed by Barlaam of
Calabria, who came to Constantinople in 1339,
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294. The Transfiguration. From a copy of the theological works of the Emperor John VI Cantacuzene,
ms. gr. 1242, fol. 92 verso. Constantinople, between 1370 and 1375. Paris, Bibliotheque Nationale
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during the reign of Andronicus 111 (1328-41).
Barlaam was particularly scathing about the
monks’ pseudo-mystical practices, which he
labelled ‘omphalopsychia’. Nicephorus Gre-
goras (d. after 1339), the friend of Theodore
Metochites, was also a keen opponent. Gener-
ally speaking, the court party of the Palaeo-
logues, who were deeply concerned over the
union with Rome, were as a rule anti-Hesychast,
an attitude entangled by dynastic rivalry, since
the usurping Cantacuzene led the opposite
party. Although John VI was deposed, his sup-
port and his presence on Mount Athos meant
that in fact the reactionary element in the Greek
Church won the day. By the end of the four-
teenth century Hesychasm had become adogma
of Orthodoxy. As a result all ‘humanist’ ele-
ments in religious art were frowned upon, and
one rich vein of the Palaeologue style was per-
manently sealed. Although the portrait of the
Emperor Manuel Il Palaeologus (1391-1425)
in the copy of his funeral oration for his brother
Theodore, Despot of the Morea (d. 1407),
carries on to some extent the ‘naturalistic’
idiom, there is a strong backward trend in the

court portraits in a copy of the works of St
Denys the Areopagite produced between 1401
and 1408. The forms have returned to a flat
pattern, and even the busts of the Virgin and
Child above seem etiolated and mere transcripts
of Divinity. Once the return to this convention
had been made, the artists could still evolve a
beautiful image. The Lincoln College Typicon,
a monastic rule of the Convent of Our Lady of
Good Hope at Constantinople, preceded by a
preface of the foundress Euphrosyne Comnena
Dukaena Palaeologina, grand-niece of the Em-
peror Michael VIII, contains nine double
portraits of the foundress, her parents, and
other members of her family, a representation
of the Virgin, and one of the monastic com-
munity [295]. The portraits date from the
period around the middle of the fourteenth cen-
tury, and against a golden ground one brilliant
apparition follows another. Stiffly they stand
and gesture, encased in the heavy brocades and
diadems of their rank, their faces gravely de-
manding to be recognized. The court portrait
of the eleventh century might have been set
down the day before.2

295. The nuns of the Convent of

Our Lady of Good Hope at Constantinople.
From a Typicon of the Convent.

Mid fourteenth century. Oxford\ Lincoln College
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296. The Calling of the Chosen. Front of the so-called Dalmatic of Charlemagne, in fact a patriarchal sakkos
of the mid fourteenth century. Gold, silver, and silk embroidery on a silk ground. Rome, St Peter s, treasury

A few vestments and embroidered cloths
have survived from the last phase of the Empire.
The patriarchal sakkos in the Vatican, com-
monly known as the Dalmatic of Charlemagne,
is a magnificent example of ecclesiastical em-
broidery dating from the middle of the four-
teenth century. The theme of the vestment is
Salvation. On the front [296], the Calling of the

Chosen is represented with Christ Emmanuel
enthroned between the Virgin and St John the
Baptist and a crowd of angels; below, the
Chosen offer their liturgy of praise. Christ is
designated the Resurrection and the Life, and
in His hands the open Gospel reads 'Come ye
blessed of my Father, inherit the kingdom pre-
pared for you' (Matthew xxv:34). In the lower
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2Q7- The Transfiguration. Back of the sakkns of illustration 296

corners Abraham and the Good Shepherd are
placed outside the main scene. On the back
[297] the Transfiguration follows twelfth-
century commentaries on the Gospel texts
which analysed the separate reactions of the
Apostles; included in this scene are small
vignettes of Christ leading the Apostles up and
down the mountain. On the shoulders of the

vestment the Communion of the Apostles is
represented, alluding to the Eucharist, which
provides the way to Salvation. The sakkos is
embroidered in gold and silver with a little
colour on a dark blue silk ground. The closed
and open compositions are worked out with
great elegance and grace, and the figure style
is one of the finest aspects of Palaeologue art.



208. The Crucifixion and the Harrowing of Hell. Front of the ‘little’ sakkos
of the Metropolitan Photius of Moscow (1408-32). Gold, silver, and silk embroidery on silk.
Constantinople, early fifteenth century. Moscow, Kremlin Armoury

Two other splendid vestments are connected
with the Metropolitan Photius of Moscow
(1408-32). The ‘little’ sakkos is traditionally
believed to have been sent from Constantinople
to Moscow for the ceremonies in connexion
with the canonization of Peter, the first Metro-
politan of Moscow, in 1339, whose portrait is
included among the Hierarchs in the vertical

borders. The centre of the front [298] is em-
broidered in gold, silver, and coloured silk with
the Crucifixion and the Harrowing of Hell en-
closed within crosses; the centre of the back
bears the Transfiguration and the Ascension
also enclosed within crosses. The crosses are
flanked by full-length figures of the prophets,
at the sides are saints, and in the intervening
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spaces is the Nicene Creed. On the shoulders
appear the Entry into Jerusalem and Pentecost,
and the Raising of Lazarus and the young
Christ between Constantine and Helena. These
sides have been repaired with embroidered
bands containing framed Arabic inscriptions
guoting texts from the Koran; the sleeves and
the ornamentation with pearls are ot later date.
It has been argued that the 'little' sakkos is in
fact contemporary with the ‘large’ sakkos of
Photius which has embroidered portraits of
Vasily Dimitrievich, Grand Prince ot Moscow,
and his wife Sophia Vitovtovna, with accom-
panying inscriptions in Russian, and the future
Emperor John VIII Palaeologus and his wife
Anna Vasilyevna with inscriptions in Greek.
Beside John is the portrait of Photius with a
Greek inscription 'Metropolitan ot Kiev and
all Russia, Photius’. The sakkos must have been
sent to Moscow as a present between the time
of John’s marriage in 1416 and Anna Vasil-
yevna’'s death in 1418. Once again the Feasts of
the Church are embroidered in gold, silver, and
coloured silks with both figures and scenes out-
lined with pearls, the Nicene Creed, afew scenes
from the OIld Testament - the Sacrifice and
Hospitality of Abraham, Jacob's Ladder - and
in deference to the Lithuanian Princess Sophia
Vitovtovna, among the saints three Lithuanian
martyrs. Borders of circles and crosses in seed
pearls have been added at a later date.

Among other types of liturgical vestments
surviving from the last phase of the Empire the
most important are the epitaphioi. Indeed, in
view of the imminent demise of the Empire it is
meet and just that those equivalents to a pall or
shroud should still exist. During the Orthodox
liturgy for Holy Week the epitaphios was used
on Good Friday and Easter Eve to cover the
ceremonial bier of Christ. The dead Christ is
embroidered or painted on it, and the image
was venerated by the faithful. During the four-
teenth century the epitaphios was carried on the
heads of the clergy during the Grand Entry,
and the scene is illustrated in the representation
of the Eucharist in the apse of some of the
churches of the period. The two earliest known
are one which belonged to the church of the

Peribleptos at Ochrid and bore the name of
Andronicus Palaeologus, presumably Androni-
cus Il (1282- 1328) since 1918 its whereabouts
has been unknown; the other was the gift of
King Milutin (1282 1321) to an unknown
church and is now in the Museum of the Ser-
bian Orthodox Church at Belgrade. The Slav-
onic inscription reads ‘Remember, Lord, the
soul of Thy servant Milutin Lros’, which
suggests that Milutin was already dead. The
embroidered figure of Christ [299] in gold
thread on a dark red ground is intended to be

299. The Dead Christ. Epitaphios of King Milutin.
Gold embroidery on a silk ground.

Early fourteenth century.

Belgrade, Museum ofthe Serbian Orthodox Church
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seen vertically instead of horizontally, is ritually
covered with an aér or chalice veil, and is sur-
rounded by two cherubim and six angels inter-
spersed with the thrice repeated ‘Hagios’.

The epitaphios of Milutin is the most severely
liturgical of all the existing shrouds. The finest
of all, however, is the epitaphios discovered in
the modern church of the Panagia of Panagouda
at Salonika and now in the Byzantine Museum
at Athens. There are no inscriptions and no in-
dications whether Salonika or Constantinople
was the place of workmanship, but there is gen-
eral agreement that the shroud dates from the
fourteenth century. The Body of Christ with
attendant heavenly powers and the Evangelists

300. The Dead Christ.

Detail from the Salonika epitaphios.

Gold, silver, and silk embroidery on silk.
Fourteenth century. Athens, Byzantine Museum

form a central section [300] flanked on either
side by panels depicting the Communion of the
Apostles in each kind. Thus, the element of
mourning is connected with the sacrament of
the Eucharist. Embroidered almost entirely in
gold and silver thread with a little blue silk, the
epitaphios is one of the masterpieces of Byzan-
tine art. Technically superb, visually astonish-
ing, the design is executed in the finest tradi-
tions of the Palaeologue style by which the
themes of praise, deep emotion at the sufferings
of the Saviour, and the full intentions of the
Divine Liturgy are most gloriously realized.
Other epitaphioi have survived in Wallachia,
Moldavia, and Roumania. One in the Victoria

and Albert Museum, dated to the year 1407,
refers to Nicholas Eudaimonioannes and his
family, who as archons of Monemvasia held a
prominent place in the history of the Morea
until the final capitulation to the Turks. But
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301. Procession of Martyrs. none can compare in quality of style and tech-

Wall-painting. Mid fourteenth century. nique with the epitaphios from Salonika.-1

Mistra, Brontocheion (Afendiko) The last stage is at hand. Mistra with its high
citadel and its little churches and monasteries
became the centre of the final flowering of the
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Byzantine genius and for a few years was to sur-
vive even the fall of Constantinople. Mistra had
been built by Guillaume de Villehardouin,
Prince of Achaea, who had married en troisieme
nocesin 1258 Anna Comnena Dukaena, daughter
of the Despot Michael Il Angelus of Epirus.
The marriage involved him in the conflict be-
tween Epirus and Nicaea, and in 1259 he was
captured in battle on the plains of Pelagonia.
After more than two years’ captivity he gained
his freedom by surrendering the three great for-
tresses of the Morea - Mistra, Maina, and
Monemvasia - to Michael V11l Palaeologus,
who was then master of Constantinople. The
acquisition of these fortresses had considerable
consequences. In 1348 a Greek Despot was
established at Mistra in the person of Manuel
Cantacuzene (d. 1380), son of the Emperor
John VI, and from this time the town tended to
be the normal place of residence for the future
successor to the throne of the Augusti and, con-
versely, a place of retirement for unsuccessful
politicians. Even before the final collapse there
was a resurgence of intellectual life. George
Gemistus Pletho dreamed ofa Utopia at Mistra,
drafted a new constitution for it based on Plato’s
Republic, and spoke of a regenerated Sparta. He
was an impressive figure at the Council of Flor-
ence in 1439, and Italian humanists were over-
whelmed by his scholarship. Mistra is now a
beautiful crumbling ruin looking over the vale
of Sparta, but many of the little churches still
stand: the convent of the Holy Theodores
founded by the protosynkellos Pachomius be-
fore 1296, the Brontocheion (Afendiko) founded
by the same man before 1310, the Metropolis
built in the same year by the Metropolitan Xice-
phorus Moschopoulos and transformed by the
Metropolitan Matthew at an unknown date,
Hagia Sophia built by the Despot Manuel Can-
tacuzene about 1350, the church of the Peri-
bleptos built in the second halfof the fourteenth
century, and the Pantanassa built by John
Frangopoulos protostrator possibly in 1428 and
certainly before 1445. Many of these churches
have vestiges of wall-paintings. The Procession
of Martyrs in the Brontocheion [301], dating

from about the middle of the fourteenth cen-
century, is painted with a kind of aristocratic
finesse, elegant, lofty, and rich in colour. Scenes
tend to telescope into each other in a galaxy of
animated figures. In the representation of the
Nativity in the Peribleptos painted about 1400 a
new stage was reached. In a strange, jagged
landscape [302] the slight dark blue form of the
Virgin sleeps beside her Child, oblivious of the
joyous salutations of angels, shepherds, and
Magi, the ministrations of mid wives, the seated
Joseph. The light of romantic pathos had been
kindled - so soon to be snuffed out. Indeed, one
of the most beautiful of the paintings in the
Pantanassa executed before the fall of the im-
perial city is the Raising of Lazarus [303],
evoked in a quintessence of Palaeologue style
full of light and fervour.22

Strangest of all, almost on the eve of the
Turkish Conquest a new aspect of Byzantine
art comes to light in the city itself. In one of the
arcosolia in the exonarthex of the church in
Chora the remains of a tomb painting reveals
the deceased, probably a woman, standing
alone before the Virgin and Child. The Virgin is
shown in three-quarter view [304] and is on the
same scale as the woman with whom she ap-
pears to be conversing. This extraordinary
scene is unique in Byzantine art. Never before
had a human being, however exalted in rank or
sanctity, been represented in colloquy with
Divinity in this manner. Also for the first time
fixed rules of perspective appear to be applied.
The woman stands on a marble floor, of which
the front edge becomes part of the frame of the
picture. Her dress, made of an Italian silk tissue
or velvet, falls in thick, natural folds. The Virgin
sits on a chair, her feet on a footstool, of which
the angels seem to be visually ‘correct’. The
treatment of form beneath the drapery and the
stiff folds of the drapery itself are a new depar-
ture. There can be little doubt that the artist had
studied the art of the Italian Renaissance and
had profited by it. In spite of Hesychasm, in
spite of the Greek contempt for the Latins, in
spite of the fact that the death rattle of the
metropolis had already begun, the Byzantine
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302. The Nativity. Wall-painting, c. 1400. Mistra, church of the Peribleptos
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303. The Raising of Lazarus. Wall-painting. Second quarter of the fifteenth century.
Mistra, Pantanassa
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304. The Virgin and Child and a Woman.
Fragment of a wall-painting

Mid fifteenth century.

Istanbul, church of Christ in Chora, parecclesion

artist with the sound of Turkish cannon outside
the walls was prepared to start a wholly new
phase in the artistic history of the Empire. But
it was too late. Many times before the Byzantine
Empire had been reduced to the walls of the
city, and always there had been hope in God's
purpose, in the wonder-working icons of the
Virgin, in the imperial mystique. This time, on
the last night when the Emperor Constantine
X1 received Holy Communion and begged for-
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giveness of his court and his citizens, it must
have seemed to many that Extreme Lnction
was being administered to the city. In a matter
of hours the brave man was to die at the Gate of
St Romanus. Within those same hours the Em-
pire of the Ottoman Turks, which already
stretched from Mesopotamia to the shores ot
the Adriatic Sea, gained at last its capital, bell-
haunted, gong-sounding, prayer-murmuring
Istanbul.-3



CHAPTER 12

EPILOGUE

In the early part of this century it was still pos-
sible for a great Byzantine art-historian and
archaeologist to write of his subject that in its
fidelity to sacrosanct tradition Byzantine art is
not without analogy to that of ancient Egypt. It
had infinite decorative charm, but it grew lan-
guid for want of living ideas; it too readily
abandoned initiative to live content in ‘the nar-
row proficiency of perpetual iteration'. The
general trend of this century’s studies has been
to demonstrate that such strictures are unwar-
ranted. The rediscovery of mosaics and frescoes
in various parts of Istanbul, excavations and the
uncovering of treasure in Russia, Asia Minor,
Syria, and Greece, the reappraisal of frescoes
and mosaics in Macedonia, the Peloponnese,
Serbia, Bulgaria, and South Russia, the re-
newed study of manuscript illuminations, icons,
carvings in ivory, vessels of silver, gold, and
enamel, and last but not least the study of texts
have produced a new ‘mosaic' of Byzantine art-
history. These discoveries and reappraisals are
by no means concluded; hardly a year goes by
without some new fact, some new architectural
or artistic detail, some new interpretation being
aired or brought to light. Byzantine art was
monumental, kaleidoscopic, constantly open to
fashion, energizing and far-reaching. Already in
the thirties such intimations had broken through
the Celtic twilight of Yeats’s poetry.

Astraddle on the dolphin’s mire and blood,

Spirit after spirit! The smithies break the
flood,

The golden smithies of the Emperor!

Marbles of the dancing floor

Break bitter furies of complexity,

Those images that yet

Fresh images beget,

That dolphin-torn, that gong-tormented
sea.l

There was, of course, a recurrent taste for
classical allusion, a recurrent awareness of the
Greco-Roman inheritance. Princess Anna Com-
nena was not alone in this awareness, and her
reactions to beauty and intellect are typical of
the Byzantine administrative class. In many
ways the reactions were quite mathematical,
with a constant stress on exact symmetry, har-
mony, eurhythmos, and balanced movements.
The Byzantines had an absorbed interest in
optics - another subject of interest to Princess
Anna - which led not only to experiments in
perspective but to a concentration on light, con-
ceived as itself incorporeal, though finding ex-
pression in contrasting colours. They believed
in the existence of an invisible world of which
the material is the shadow - so that an image
presupposes the Image just as a shadow pre-
supposes the human body that casts it, and is
closely linked with it. Above all, Byzantine art
was an expression of the divine and the imperial
liturgy conceived as a sacred drama. The drama
was enacted before the altar of God, the throne
of the Emperor, before the kathisma in the Hip-
podrome, sometimes in the streets, to which all
contributed, from the chants of the factions and
the gestures of the Augusti to the glinting icons
of Christ and the saints. Liturgy must have a
worthy background and worthy properties; cer-
tain things had to be seen from a great distance,
bathed in light, light-reflecting; others had to
be seen near at hand, in movement, confound-
ing in mechanism, rich to the sight and touch.
Therefore, harmony, proportions, and colour
conceived as light materialized were essential.
There was a zest for tactile things: for rare
marbles and precious stones, for gold and
enamel, for ivory and silk. Like a Greek peasant
today, the Byzantines cared to stroke works of
art. Magic was also present. If an ancient statue
happened to resemble an unpopular minister,



the people were apt to take vengeance on the
statue; or in the case of the Emperor Alexander,
a work of art might be restored in the hope of
regaining health and potency. Byzantine de-
scriptions and panegyrics of buildings empha-
size repeatedly that the eyes should not rest on
the decoration but should wander. The Byzan-
tines could never have been satisfied with any
system of perspective which presupposes that
the human eye is a fiat object gazing immobile
at a vertical plane. When the Patriarch Photius
describes the ninth-century church of the Nea,
details of craftsmanship are highly praised and
there is a recurrent emphasis on the eyes. For
him there were three elements of aesthetic ap-
preciation: joy, wonder, and an inner turmoil.
The thirty gold crowns with their pendant
jewels hung round the altar of Hagia Sophia
must always have been in gentle motion. The
patterns on some of the finest Byzantine silks
could only be seen when the wearer moved.2
The Byzantines were interested in hidden
meaning: the scriptural scene which contained
two or more meanings for the initiated; a clas-
sical quotation whether in art or in literature
bringing with it a cluster of associated images,
memories, sometimes quite tangential. There
was always a sharp contrast in the Byzantine
world between the status of the scholar and that
of the artist. There was no cult for the person-
ality of the artist as in modern times. The artist
was a craftsman who worked by contract on
materials provided for him by his employer; if
he broke the contract he could be 'brought to
reason by flogging, mutilation and deportation’,
according to the Book of the Eparch dating
probably from the reign of the Emperor Leo VI
(886-912). The scholar was the élite. The re-
markable civil service was acareer open through-
out Byzantine history to all the talents according
to the degree of knowledge of good letters pos-
sessed by thé candidates for office. The history
of Byzantine art is, it has been suggested, un-
intelligible if the tastes of the civil service are
ignored. But these tastes are far from easy to
diagnose. Throughout nearly a thousand years
of Byzantine history little is known about secular
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decoration. It has been pointed out that as late
as the fourteenth and fifteenth centuries Byzan-
tine schoolboys learnt their grammar, their
rhetoric, and their logic from textbooks of the
fourth century, that Byzantine literature, both
highbrow and lowbrow, merely continued the
forms which had been elaborated by the sixth
century, that Church homiletics never departed
from the exemplars that had been set by the
Fathers in the fourth century, except in the
direction of greater obscurity, that even when
the Byzantine intellectual went a-whoring after
pagan philosophy, it was not Plato but the Neo-
Platonists and especially Proclus that fascinated
him most. Thus speaks an advocatus diaboli.
Plotinus, one of the greatest of the Xeo-Platon-
ists, is seldom quoted by the Byzantines, but it
seems difficult to believe that they did not know
his works; perhaps he was too direct, writing in
too simple a style for them to appreciate or to
admire. They liked a showy, rather complicated
style which succeeding scholars have found in-
tolerable. And yet some of the histories and
memoirs are written in aremarkably clear, lucid,
'up-to-date’ manner - Constantine VI I's minute
to his son Romanus on the governing of the
Empire, Michael Psellus’'s crisp and witty
memoirs; even Princess Anna, who liked a fine
turn of phrase, could be sharp and direct. By-
zantine philosophy was always synthetic, and
much of its originality was hidden in commen-
tary; Byzantine aesthetic criticism, such as it
was, was always opaque. Many ofthe poems and
epigrams referring to works of art may be dis-
missed as clichés by which the scholar displayed
his learning. And yet for all the frozen ‘good
taste’ of the literature, for all the strange pre-
occupation with the magic of numbers and their
proportion in a multiple diversity of harmony,
the arts soared time and again to produce an in-
effable expression of religious belief. Even when
the artists worked outside the Empire, away
from the supervision of the civil and ecclesias-
tical administration, they were capable of ad-
justing their forms to meet the needs and tastes
of their patrons, whether at Kiev, Palermo, or
Sopocani.3
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Unfortunately Byzantine art may never be
seen as it was meant to be seen - a totality of
aesthetic experience. The Augusti, the court,
the imperial and patriarchal processions, the
hymns and chants, the great diadems and robes,
the high cosmetics and the heavy scents, the
multiplicity of races, the great dromons breath-
ing Greek fire, the imperial barge glittering with
gold and purple, the eunuchs, secretaries,
generals, admirals in the different costume of
their rank are no more than a dream on a sum-
mer’s day. We are left with a few odds and ends,

here a great church in a state of decay, there
fragments of mosaic and wall-painting, a few
manuscripts, icons, carvings in ivory, an occa-
sional jewel. But from these disiecta membra
something may be perceived: a serene, austere
expression of religious dogma and imperial
power, a concept of the Godhead which was
never cheap, sentimental, nor tawdry, an un-
abashed love for magnificence, for splendour,
and for high estate, and shafts of Beauty con-
ceived and apprehended through the senses by
Mind.4
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GLOSSARY

Adventus. Arrival (of an Emperor).

Akakia. A silk purse filled with dust. Part of the im-
perial regalia.

Ambo. Pulpit.

Ampulla. Small flask.

Anastasis. Resurrection. Usually represented in By-
zantine art by the Harrowing of Hell.

Archon. Governor.

Arcosolium. A niche for a tomb.

Atrium. A colonnaded forecourt to a church.

Augustus, Augusta. Title given to the Emperor and
Empress and sometimes to other members of the
imperial family.

Basileus. King or Emperor.

Basket capital. A capital of hemispherical or nearly
hemispherical shape decorated with a wicker design
imitating a basket.

Berna. The chancel part of a Greek church.

Cartophylax. Keeper of manuscripts.

Catatheistae. The pendant ornaments on an imperial
crown.

Catholicon. The nave of a Greek church.

Catholicos. An archbishop in the Orthodox Church
with primate authority; the Patriarch of Armenia.
Chlamys. A short cloak fastened by a fibula or brooch

on the right shoulder.

Chrysobul. An imperial letter or diploma granting
privileges.

Ciborium. A free-standing canopy above an altar.

Codex. Book.

Colobium. A long, sleeveless tunic.

Conch. Top of asemicircular niche shaped like a shell.

Curopiates. A court official of high rank.

Deesis. Christ represented between the Virgin and St
John the Baptist.

Diacomcon. In Byzantine churches a chamber to the
south of the sanctuary serving as sacristy and vestry.

Diptych, consular, imperial, sacred. Two panels of
ivory joined together, carved on one side with a
representation of the Emperor, the Empress, or a
Consul, and on the other side hollowed out to receive
wax. The diptychs were issued as a rule by Consuls
on taking office in the New Year. Sacred diptychs
inscribed with the commemoration of the living and
the dead were placed on the altar during the cele-
bration of the Mass.

Dromon. A large Byzantine ship.

Epitaphion. A Byzantine liturgical cloth used in the
Good Friday ceremonies.

Etimasia, Hetimasia. The preparation of the Throne
of God (for the Last Judgement).

Exarchate. A district presided over by a governor
owing allegiance to the Byzantine Emperor.

Exedra. Open recess.

Exonarthex. Byzantine churches sometimes have two
narthices. The exonarthex is the outer chamber
entered first by the visitor.

Ex voto. An offering made in pursuance of a vow.

Fibula. Brooch.

Flabellum. Liturgical fan.

Hieromonachos. A senior monk.

Himation. Tunic.

Hodegetna. Showing the Way. An attribute of the
Virgin.

Hyperagathos. Most good, noble.

Iconoclast. Destroyer or breaker of images, opposed
to images.

Iconodule. Servant of images, in favour of images.

Iconostasis. A screen separating the chancel from the
main area of a Byzantine church, usually decorated
with a number of icons.

Kanstrisios. A Byzantine official.

Kathisma. The imperial box at the Hippodrome.

Labarum. The Christian standard. A Roman military
standard decorated with the monogram of Christ
(/) - Chi-Rho - probably introduced by Constan-
tine the Great after his vision before the Battle of the
Milvian Bridge (a.d. 312).

Lauraton. The imperial portrait set up in a hall of
state or justice when the Emperor was not present.

Logothete. Counsellor to the Emperor, sometimes in
command of the Treasury and the Privy Purse.

Loros. A jewelled stole worn only by those of imperial
rank.

Maphonon. Veil.

Martyrium. Church built over the tomb of a martyr.

Menologium. Lives of Saints arranged according to the
Church’s calendar.

Monophysite. A heretic who believed that in the
person of Christ there is only a single, and divine,
nature as distinct from the Orthodox view of the
double nature of Christ - human and divine.

Monothelite. A heretic who believed that Christ had
only a single, and divine, will as distinct from the



Orthodox view of the double will of Christ
and divine.

Naos. Church, temple, nave.

Narthex. Antechamber to the main body of a church.

Occursus. A meeting (with the Emperor).

Orans. A figure in an attitude of prayer.

Palladium. Originally the image or statue of Pallas
which in the reign of llus fell from heaven at Troy
and during the Trojan war was carried off by Ulysses
and Diomed, because the fate of the city depended
on the possession of this image. By analogy any
sacred image of which the possession involved the
fate of a city.

Pallium. Originally a covering or a cloak. In Christian
times the election of a bishop entailed the reception
of a pallium from the hands of the Pope. This was
usually done at Rome, but at times the pallium was
sent to a distant see.

Panachrantos. Immaculate.

Panagia. Most holy.

Pautocrator. Creator of All.

Parakoimomenos. A special kind of chamberlain who
slept within call of the Emperor or the Empress.

Parecelesion. Side-chapel.

Pentapyrgion. Cupboard with five turrets, possibly
five compartments.

Perpenduha. The pendant ornaments on an imperial
crown.

Primicerion. A Byzantine official of high rank.

Profectio. A setting out or going away (on the part of
the Emperor and usually in connexion with a cam-
paign).

Proskomedia. The Offertory in the Greek Mass.

Proskynesis. An act of homage before the Emperor or
his image, and later before the image of Christ, wEich
entailed falling on to the knees and touching the
ground with the forehead, the hands held out in sup-
plication.

Prothesis. In Byzantine churches a room to the north
of the sanctuary where the sacred elements of the
Eucharist were prepared and stored.

Protodoviar. A Byzantine official.

Protospatharws. A Byzantine military rank.

Protostrator. A Byzantine General.

Protosynkellos. A chamberlain, a proctor.
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Sacramentary. A book containing those passages in
the Mass which are said by the officiating priest. For
example, the Sacramentary contains the Canon of
the Mass but not the readings from the Epistles or
the Gospels which were read by the deacon and sub-
deacon and were set out in separate books arranged
according to the Church calendar and known as
lectionaries, evangeliaries, epistolaries, books of
pericopes, etc.

Sakkos. A Greek liturgical vestment rather like a dal-
matic.

Sehastocrator. A Byzantine Commander-in-chief.

Seereton. An office for secretarial work.

Skaramangwn. A tunic. Part of the imperial regalia.

Soros. Reliquary.

Stemma. An imperial crown.

Strategos. A Byzantine General.

Stratopedarch. A Byzantine official of military rank
who could also be a provincial governor.

Synkellos. A Prior, someone who looked after the
economy of a monastery.

Synthronon. In a Byzantine church bench or benches
reserved for the clergy arranged in a semicircular or
rectangular position in the apse.

Tablion. A badge of office in the form of a square of
silk or gold thread applied to the chlamys.

Tabula ansata. Lit. a panel with handles. On consular
diptychs the panel bears the name and style of the
consul.

Templon. In Middle Byzantine churches, a trabeated
colonnade closing off the bema.

Tetrapylon. Having four gateways. A ceremonial arch
with openings on all four sides.

Theme. A Byzantine administrative district.

Theometor. Mother of God. Greek: Geopfjrcop.

Theophany. A revelation of God to Man.

Theotokos. Mother of God.

Titulus. A dedicatory inscription on an icon.

Toufa. An imperial diadem with a crest of peacock’s
feathers.

Uncial. Loosely, a capital letter. Having the large
rounded forms (not joined together) characteristic
of early Greek and Latin manuscripts.

Zoodotes. Giver of Life.
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Wall-painting, c. 528. Rome, catacomb of Commodilla,
church ofSt Felix and St Adauctus (Pont. Comm. di
Arch. Sacra)

105. Princess Juliana Anicia between Magnanimity
and Prudence attended by Gratitude of the Arts and
Love of the Foundress of a church at Honoratae, a
suburb of Constantinople. From a copy of Dio-
scurides’s Materia Medica, MS. Med. gr. 1, fol. 6
verso. Constantinople, 512. \ lenna, Osterreichische
Xationalbibliothek

106. The story of Rebecca. From a copy of the Book of
Genesis, ms. Theol. gr. 31, fol. 13. Probably Con-
stantinople, sixth century. Vienna, Osterreichische
Xationalbibliothek
107. Joseph presents his father to Pharaoh. From a
copy of the Book of Genesis, Ms. Theol. gr. 31, fol.
36. Probably Constantinople, sixth century. | lenna.
Osterreichische Xationalbibliothek

1ST OF ILLUSTRATIONS * 381

108. Christ before Pilate; below, the Repentance of
Judas. From an Evangelistary, Codex Rossanensis,
fol. 15. Probably Constantinople, sixth century.
Rossano (Giraudon)

109. St Mark. From the Codex Rossanensis, fol. 241
(Giraudon)

no. The Multiplication of the Loaves and Fishes.
From an Evangelistary, Codex Sinopensis, MSs.
suppl. gr. 1286, fol. 15. From Sinope. Probably Con-
stantinople, sixth century. Parts, Bibliothéque Xa-
ttonale (Giraudon)

n i . A canon table. From the Rabbuia Gospels, Ms.
Plut. I, 56, fol. 4 verso. Completed at Zagba c. 586.
Florence, Biblioteca Laurentiana (Dr G. Pineider)

112. A canon table. From a Gospels, MS. Add. 5111,
fol. ii . Probably Constantinople, late sixth century.
London, British Museum

113. Christ enthroned betw een four monks. From the
Rabbuia Gospels, fol. 14 (Dr G. Pineider)

114. -Moses before Pharaoh. From a SyTiac Bible, ms.
syr. 341, fol. 8 recto. Probably late sixth or early
seventh century. Paris, Bibliothéque Xationale

115. The Virgin as the Source of Wisdom. From a
Svriac Bible, Ms. syr. 341, fol. 118 recto. Probably
late sixth or early seventh century. Paris, Biblio-
théque Xationale

116. Christ and the Virgin enthroned; scenes from
the life of Christ. Dipty ch used as a book-cover tor
the Etchmiadzin Gospels, ms. Matenadaran 2374.
Byzantine, sixth century. Yerrean (Editions du
Cercle d'Art)

117. The Adoration of the Magi. A page bound in to
the Etchmiadzin Gospels, MS. Matenadaran 2374.
Armenia, late sixth or seventh century. Yerevan
(Editions du Cercle d\Art)

118. The Baptism of Christ. A page bound in to the
Etchmiadzin Gospels, MS. Matenadaran 2374. Arm-
enia, late sixth or seventh century. Yerevan (Editions
du Cercle d\Art)

119. St Luke framed by scenes from the life of Christ.
From the Gospels of St Augustine, Ms. 286, fol. 129
verso. ltaly, late sixth century. Cambridge, Corpus
Christi College

120. Scenes from the life of Christ. Ivory diptych used
as a book-cover. North Italy, sixth century. Milan,
cathedral treasury (Hirmer Fotoarchiv)

121. The Legislation on Mount Sinai and the Taber-
nacle. From the Ashburnham Pentateuch, ms. nouv.
acq. lat. 2334, fol. 76 recto. Probably Italy, late sixth
or seventh century . Paris, Bibliotheque Xationale
122. Christ enthroned between SS. Peter, Paul, Law-
rence, Stephen, Hippolytus, and Pope Pelagius I1;
in the spandrels, the towns of Bethlehem and Jeru-
salem. Mosaic on the triumphal arch. Between 579
and 590, largely restored during the medieval period.



Rome, 5. Lorenzo fuori le Muro (Alinari; Mansell
Collection)

123. St Augustine. Wall-painting. Late sixth century.
Rome, Lateran Palace, Old Library (Gall. Mus.
Vaticani)

124, St Agnes. Mosaic in the apse. c. 630 (?). Rome, S.
Agnese (Gabinetto Fotografico)

125. The Virgin in prayer amid Apostles and Saints.
Mosaic in the apse. Between 640 and 642. Rome, S.
Giovanni in Laterano, Baptistery, Oratory 0j S. Ven-
anzio (Anderson; Mansell Collection)

126. A jewelled cross surmounted by a bust of Christ
flanked by St Primus and St Felicianus. Mosaic in
the apse. Between 642 and 649. Rome, S. Stefano
Rotondo (Gabinetto Fotografico)

127. St Sebastian. Mosaic panel, c¢. 680. Rome, S.
Pietro in Vincoli (Alinari; Mansell Collection)

128. The Virgin and Child enthroned. Fragment of
an Adoration of the Magi. Part of the decoration in
the Chapel of the Virgin in Old St Peter’s. Between
705 and 707. Rome, 5 . Maria in Cosmedin (Gabinetto
Fotografico)

129. St Anne. Wall-painting. 649. Rome, S. Maria
Antiqua (Gabinetto Fotografico)

130. The Maccabees. Wall-painting. 649. Rome, S.
Maria Antiqua (Gabinetto Fotografico)

131. The Angel of the Annunciation. Wall-painting.
649. Rome, 5. Maria Antiqua (Gabinetto Foto-
grafico)

132. St Luke. Wall-painting. Between 668 and 685.
Rome, catacomb of Commodilla (Pont. Comm. di
Arch. Sacra)

133. The Crucifixion. Wall-painting. Between 741
and 752. Rome, S. Mana Antiqua, prothesis or chapel
of Theodotus (Hirmer Fotoarchiv)

134. The Flight into Egypt. Wall-painting, c. 700.
Castelseprio, church (Perotti)

135. Christ Pantocrator. Wall-painting, c. 700. Castel-
seprio, church (Perotti)

136. St Peter presenting the deacon David Peter. From
acopy of St Gregory’s Sermons on the Gospels, ms.
cXLviii, fol. 7 verso. Nonantola, ¢. 800. Vercelli,
Biblioteca Capitolare (Ann Minchow)

137. St John Chrysostom. From a Latin copy of St
John Chrysostom’s Sermons on St Matthew, Ms.
cod. 1007, fol. 1. Salzburg, early ninth century.
Vienna, Osterreichische Nationalbibliothek
138. St Matthew. From the Coronation Gospels of
the Holy Roman Empire, fol. 15. Aachen, before
800. Vienna, Weltliche und Geistliche Schatzkammer
139. The Vision of Ezechiel. Mosaic in the apse.
Probably sixth century. Salonika, Latomos Monas-
tery, Hosios David (Photo Lykides)

140. St Demetrius, a donor, and a child. Mosaic panel

in the south aisle. Probably late sixth or early seventh
century. Salonika, Hagios Demetrios (Photo Tom-
bazi)

141. St Demetrius between donors. Mosaic panel.
After 647. Salonika, Hagios Demetrios (Photo Ly-
kides)

142. Pastoral scenes. Mosaic floor. Second half of the
sixth century (?). Istanbul, Great Palace

143. St Sergius or St Bacchus. Silver dish. Between
641 and 651. London, British Museum
144. Emperors hunting. Silk compound twill. Con-
stantinople, mid eighth century. Lyon, Musée His-
torique des Tissus

145. A Charioteer. Silk compound twill. Constanti-
nople, late eighth century. Paris, Musée de Cluny

146. Emperors hunting. Silk compound twill. Con-
stantinople (?), late eighth or ninth century. Berlin,
Ehemals Staatliche Museen (Giraudon)

147. The Annunciation. Silk compound twill. Con-
stantinople (?), late eighth or ninth century. Vatican,
Museo Sacro Cristiano (Gall. Mus. Vaticani)

148. The Nativity. Silk compound twill. Constantin-
ople (?), late eighth or ninth century. Vatican, .Museo
Sacro Cristiano (Gall. Mus. Vaticani)

149. The Patriarch Nicephorus triumphant over John
the Grammarian. From the Chludov Psalter, Ms. 129
D, fol. 51 verso. Second half of the ninth century.
Moscow, Historical Museum

150. The Vision of Ezechiel in the Valley of Dry Bones.
From a copy of the Homilies of St Gregory Nazian-
zen, ms. gr. 510, fol. 438 verso. Between 880 and 882.
Paris, Bibliotheque Nationale (Hirmer Fotoarchiv)
151. The Sacrifice of Isaac. From a copy of the Chris-
tian Topography of Cosmas Indicopleustes, Ms. gr.
699, fol. 59 recto. Second half of the ninth century.
Vatican, Biblioteca Apostolica

152. The Resurrection of the Dead. From a copy of
the Christian Topography of Cosmas Indicopleustes,
ms. gr. 699, fol. 89 recto. Second half of the ninth
century. Vatican, Biblioteca Apostolica
153. Above, Anna and Simeon; below, the Virgin,
Christ, StJohn the Baptist, Zacharias and Elizabeth.
From a copy of the Christian Topography of Cosmas
Indicopleustes, Ms. gr. 699, fol. 76 recto. Second half
of the ninth century. Vatican, Biblioteca Apostolica

154. The Virgin and Child enthroned. Detail from the
mosaic in the apse. Before 867. Istanbul, Hagta
Sophia (The Byzantine Institute, Inc.)

155. The Archangel Gabriel. Fragments of a mosaic
on the south side of the apse. Before 867. Istanbul,
Hagia Sophia (The Byzantine Institute, Inc.)

156. St Ignatius the Younger. Mosaic panel on the
north tympanum. Late ninth century. Istanbul,
Hagia Sophia (The Byzantine Institute, Inc.)



57 StJohn Chrysostom. Mosaic panel on the north
tympanum. Late ninth century. Istanbul. Hagia
Sophia (The Byzantine Institute, Inc.)
158. Leo VI making proskynesis before Christ. Mo-
saic in the lunette over the imperial doorway. Late
ninth century. Istanbul, Hagia Sophia (The Byzan-
tine Institute, Inc.)
159. The Emperor Alexander. Mosaic in the north
gallery 912-13. Istanbul. Hapa Sophia *The Byzan-
tine Institute, Inc.)
160. Two Heavenly Powers, Dominion and Might.
Mosaic on the choir vault. Second halfof the ninth
century, Ntcaea, church ofthe Dormiti n(Hermitage
Museum, Leningrad)
161. The Virgin and Child. Mosaic in the apse. Sec-
ond halt' of the ninth century. Nicaea. church ofthe
Dormition (Hermitage Museum, Leningrad*
162. The Ascension. Mosaic in the cupola. Late ninth
century. Salonika. Hagia Sophia 1Photo Lykides)
163. (» Christ between St Peter and St Paul: (B Leo
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290. The Vision of Ezechiel and Habakkuk; on the
reverse, the Mourning Virgin and St John the Evan-
gelist. Double-sided icon of Poganovo. Probably
Salonika, c. 1395. Sofia, Archaeological Museum

291. Scenes from the Passion of Christ. The Bessarion
reliquary. Painted wood, metal, enamel, and preci-
ous stones. Constantinople, late fourteenth or early
fifteenth century. Venice, Galleria dell'Accademia
(Exposition: Athens 1964)

292. The Emperor Andronicus Il presenting achryso-
bul to Christ. Chrysobul, MS. 1 (Index x.a.e. 3750),
addressed in 1301 to the Metropolitan of Monem-
vasia. Athens, Byzantine Museum (Exposition:
Athens 1964)

293. The Emperor John VI Cantacuzene. From a
copy of the theological works of the Emperor, MS. gr.
1242, fol. 123 verso. Constantinople, between 1370
and 1375. Paris, Bibliothéque Nationale

294. The Transfiguration. From a copy of the theo-
logical works of the Emperor John VI Cantacuzene,
Ms. gr. 1242, fol. 92 verso. Constantinople, between
1370 and 1375. Paris, Bibliothéque Nationale

295. The nuns of the Convent of Our Lady of Good
Hope at Constantinople. From a Typicon of the
Convent. Mid fourteenth century. Oxford, Lincoln
College

296. The Calling of the Chosen. Front of the so-called
Dalmatic of Charlemagne, in fact a patriarchal sakkos
of the mid fourteenth century. Gold, silver, and silk
embroider}* on a silk ground. Rome, St Peter's,
treasury (Alinari)



297. The Transfiguration. Back of the sakkos of illus-
tration 296 (Alinari)

298. The Crucifixion and the Harrowing of Hell.
Front of the ‘little’ sakkos of the .Metropolitan Pho-
tius of Moscow (1408-32). Gold, silver, and silk em-
broidery on silk. Constantinople, early fifteenth cen-
tury. Moscow, Kremlin Armoury

299. The Dead Christ. Epitaphios of King Milutin.
Gold embroider} on asilk ground. Early fourteenth
century. Belgrade, Museum of the Serbian Orthodox
Church

300. The Dead Christ. Detail from the Salonika epi-
taphios. Gold, silver, and silk embroider} on silk.
Fourteenth century. Athens, Byzantine
(Hirmer Fotoarchiv)

301. Procession of Martyrs. Wall-painting. Mid four-
teenth century. Mistra, Brontocheion (Afendiko)
(Josephine Powell)

302. The Nativity. Wall-painting, c. 1400. Mistra,
church ofthe Peribleptos (Josephine Powell)

Museum
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303. The Raising of Lazarus Wall-painting. Second
guarter of the fifteenth century Mistra, Pantanassa
(Josephine Powell)

304. The Virgin and Child and a Woman. Fragment
of a wall-painting. Mid fifteenth century. Istanbul,
church of Christ in Chora, parecclesion (The Byzan-
tine Institute, Inc.)

The courtesy of the following is acknowledged for per-
mission to reproduce illustrations: The Trustees of
the British Museum (illustrations 26, 39, 68, 112, 143,
264); Staatliche Museen, Berlin, Preussischer Kultur-
besitz, Antikenabteilung (illustration 43), Frihchrist-
lich-byzantinische Sammlung (illustrations 64. 67,
163, 193); The Master and Fellows of Corpus Christi
College, Cambridge (illustration 119); The Freer
Gallery of Art, Smithsonian Institution, Washington,
D C. (illustrations 257, 258).
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References to the notes are given to the page on which
the note occurs, followed by the humber of the note;
thus 36920 indicates page 369, note 20. Only those
notes are indexed which contain matter to which there
is no obvious reference from the text.

Aachen, 147
Cathedral treasury, Charioteer silk from tomb of
Charlemagne, 172; Elephant silk from tomb of
Charlemagne, 216 (ill. 185), 217, 218
Abbasids, 167, 170, 222-3, 29°
'Abd al-Malik, Caliph, 167
Abgar the Black, King of Osrhoene, 86; portrait
(Sinai), 88, 219-21 (ill. 188)
Acilii, 16
Acts of the Apostles, 13
Adauctus, St, portrait (Rome), 127 (ill. 104)
Adelfia, sarcophagus of, 43-4 (ill. 27)
Adversus Nationes (Arnobius), 16
Aelia Capitolina (Jerusalem), 56
Aeneas, 75
Aesculapius-Hygeia diptych, 50
Africa, North, mosaic workshops, 67, 68, 74, 165
Agathias, 103
Aght'amar, church of the Holy Cross, 222-3
Agnellus, Archbishop of Ravenna, 41, 109; ambo of,
122-5 (ill- 101)
Agnes, St, portrait (Rome), 148-9 (ill. 124); tomb, 16
Akner, scriptorium, 291
Alamanikon, 283
Alaric the Goth, 35
Alba Julia, see Lorsch Gospels
Albano, Constantine’s church, 26
Albuin, St, chasuble of, 217
Alexander the Great, portrait, 17
Alexander, Emperor, 193, 201, 345; portrait (Con-
stantinople), 192 (ill. 159), 193
Alexander Severus, Emperor, 16
Alexander VI, Pope, 126
Alexander, St, relics of, 175
Alexandria, 15, 30, 62, 67, 68 ff., 116, 160, 182
Greco-Roman Museum, relief of St Menas from
Ennaton, 68 (ill. 51)
Karmuz, catacomb of, frescoes, 70
Serapeum, 68
see also Ennaton
Alexandrian World Chronicle, 73 (ill. 57), 74

Alexis (builder of Nerezi), 271

Alexis Apocaucos, Grand Duke, portrait (Hippo-
crates), 330

Alexis Comnenus, 283

Alexius I Comnenus, Emperor, 240, 250, 271, 274;
portraits (Constantinople), 257 (ill. 221), (Daphni),
250, (Pala d’Oro), 248

Alexius 111, Emperor, 283, 283-4

Alexius, Grand Domestic, 250

Alexius, Grand Stratopedarch, portrait (Leningrad),
326

Alexius Strategopoulos, General, 302

Alimpios (Greek mosaicist), 254

Amalric, King of Jerusalem, 36920

Ambrose, St, Bishop of Milan, 15, 17, 31, 42, 147,
portrait (Milan), 35110

Amiatinus, Codex, 158

Ammonius, portrait (Rabbuia Gospels), 136

Amour, St, silk from tomb of, 175

Anacletus 11, Antipope, 258

Anastasia of Russia, 214

Anastasius |, Emperor, 84, 102; portrait (Clemen-
tinus diptych), 80

Anastasius I, Emperor, 168

Andrew I, King of Hungary, 214

Andrew, St, relics of, 90, 104

Andrews diptych, 52 (ill. 38), 53, 109

Andronicus |, Emperor, 250, 271, 283

Andronicus 1l Palaeologus, Emperor, 222, 304, 313,
315, 319, 320, 322; chrysobul of (with portrait), 329-
30 (ill. 292); epitaphios of, 337

Andronicus 1ll, Emperor, 322, 332; portrait (Con-
stantinople), 306

Aniketos, Theotokos, 281 (ill. 248)

Anna, Grand Princess of Kiev, 236

Anna of Savoy, Empress, portrait (Constantinople),
306

Anna Comnena, 250, 344, 345

Anna Comnena Dukaena, 340

Anna Constance, Empress, 297

Anna Dalassena, 250

Anna Dandolo, Queen of Serbia, 288

Anna Dukaena, 250

Anna Palaeologina, 30!

Anna Vasilyevna, Empress, portrait (Moscow), 337

Antalya, silver-gilt dishes from, 98

Antélias, gospel book and cover, 3707



Anthemius of Tralles, 103
Anthimus of Nicomedia, St,
nople), 189
Anthony of Novgorod, 88
Antinoé
Deir Abu Hennis, church, frescoes, 70-1
ivory comb found at, 70 (ill. 54)
Antioch on the Meander, 284
Antioch on the Orontes, 15, 62 ff., 68, 116, 128, 136,
160, 262
Golden Church, 26, 64
St Babylas, 64
see also Kaoussie, Seleucia
Antioch Chalice, 64-5 (ill. 47)
Apollinaris, St, portrait (Ravenna), 118-19 (ill. 95);
relics, 109
Apology (Justin), 13
Apostolic Canons, 14
Apostolic Tradition (Hippolytus), 13
Aquileia, 31, 158
Arcadius, Emperor, 68, 90; dish of, 77 (ill. 60); por-
trait (Constantinople), 76
Ardericus, Archbishop of Milan, 156
Areobindus, 127; diptychs of, 80
Ariadne, Empress, portraits (Clementinus diptych),
80, (ivory relief at Florence), 80 (ill. 63), 94
Arianism, 15, 17, 109, 147
Arilje, 305
Arius, 17
Arles, sarcophagi from, 45
Armenia, 136, 140-2, 160, 160-1, 190, 222-3, 289-95
illumination, schools of, 136, 140-2 (ills. 117, 118),
223, 289-95 (ills. 255-9)
sculpture workshops, 222
Arnobius, 14, 16
Arsenius, Patriarch of Constantinople, 302
Arta, 284, 301
Parigoritissa, 301; mosaic of Christ Pantocrator,
301 (ill. 267)
Artavasdus, 169
Artemius, Prefect of Alexandria, 90
Arudj, church, wall-paintings, 142
Asen, Prince of Bulgaria, 283
Ashburnham Pentateuch (Paris, MS. nouv. acq. lat.
2334), 144-5 (ill. 121)
Asinou, Panagia Phorbiotissa, frescoes, 274
Asterii family, 53
Astrapas (painter at Ochrid, etc.), 302-4, 305, 320
Ataulf the Goth, 35
Athanasius I, Patriarch of Constantinople, 169, 315
Athanasius, St, 70, 213, 214; portraits (Constanti-
nople), 189, 307
Athens, 218, 229
Byzantine Museum, chrysobul of Andronicus 11,

portrait (Constanti-
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329 (ill. 292); epitaphos from Salonika, 338 (ill.
300)
icons, 325
Church of Nicodemus, 229
National Library, MS. cod. 118 (Gospels), 297
Athos, Mount, 236, 284, 301, 325, 330, 332
Chilandari, frescoes in church and narthex, 304;
icon of the Virgin and Child, 277 (ill. 241), 36819
Dionvsiou, Homilies of St John Chrysostom of
Basil the Proedros, 213
Great Lavra, book-cover of Gospel Lectionary,
213-14 (ill. 181); M S.B26,301; mosaic panel, 307
Iviron, MS. cod. 5 (Gospels), 297-8
Kariye, Protaton, frescoes, 304-5
Stavronikita, MS. cod. 43 (Gospels), 203 (ill. 170),
204
Augsburg, silk from tomb of St Ulrich, 218
Augustine of Canterbury, St, Gospels (Cambridge,
Corpus Christi, MS. 286), 142-3 (ill. 119); Latin
Psalter, 42
Augustine of Hippo, St, 17, 147; portraits (Brescia),
83 (ill. 66), 85, (Rome), 148, 149 (ill. 123)
Aureus, Codex, 158
Automata (Heron), 171
Auxentius, Bishop of Milan, 31
Auxerre, Saint-Eusébe, Lion silk from, 217; shroud
of St Germain, 217 (ill. 186)
Avars, 160, 162-3
Avvali kilisse, 224

Babylas, St, relics of, 64

Backovo, monastery church, frescoes, 273, 329

Bagawat, al-, cemetery, 71

Baghdad, 167, 170, 223

Baldwin 11, Emperor, 302

Baltimore, Walters .Art Gallery- MS. 537 (Gospels of
Sargis), 223

Bamberg Cathedral, Evangeliary of Otto Il from,
226, 227 (ill. 194); silks from tomb of Pope Clement
11, 218, of Bishop Gunther, 218, 219 (ill. 187)

Bamberg Bible, 145

Banjska, monastery, 288

Barberini, Francesco, Cardinal, 126

Barberini leaf, 116, 141

Bardas, Emperor, 175-7, 180, 201

Bardas Phocas, Emperor, 224; portrait (Cappadocia),
224

Barlaam of Calabria, 330-2

Barnabas, St, 63

Barsegh (illuminator at Hromkla), 291

Basil I, Emperor, 180, 182, 188, 190, 193, 221, 232,
301; portrait (Sermons of Gregory Nazianzen),
180-2

Basil 11, Emperor, 213, 217, 218, 224. 229, 232, 236,



Basil 11, Emperor continued
237, 240, 324; Menologion of (Vat. gr. 1613), 222,
225-6, 227 (ill. 192); Psalter of (Venice, Marc. gr.
17), 224
Basil the Proedros, 210-13
Basil, St, 17; portraits (Athos), 213, (Constantinople),
189, (Ochrid), 239, (Sinai), 221
Basil, consular diptych of, 53, 80
Basilica (law manual), 180
Basilius Pictor, 30910
Bawit, monastery of Apollo, frescoes from, 71-2 (ill.
55), 141
Belgrade, Museum of the Serbian Orthodox Church,
epitaphios of King Milutin, 337-8 (ill. 299)
Belisarius, 102
Benedict of Nursia, St, 147
Benjamin of Tudela, 250
Berlin, Ehemals Staatliche Museen
Gold: medallion from Palestine, 58-9 (ill. 43)
Ivory: diptych from Constantinople, 84 (ill. 67),
85-6, 141; diptych of Justin, see Justin I, Em-
peror; panels with life of Christ, 53; panels with
the Deesis, Forty Martyrs, Presentation of the
Virgin, Washing of the Feet, 228; relief with the
Entry into Jerusalem, 226, 227 (ill. 193); sceptre
of Leo VI, 197 (ill. 163)
Manuscript : see Hamilton Psalter
Marble: reliefs from Psamatia, 245, 247
Mosaics: from Ravenna, 118
Silks: hunting, 174 (ill. 146), 175; lion, 217
Bernard of Clairvaux, St, 257
Bessarion reliquary, 328 (ill. 291), 329
Bethlehem, 15, 167
Justinian's churches, 56, 104
Nativity, church of the, 26, 56, 57, 168; mosaic,
168, 36920
Beth-Shean, monastery of the Lady Mary, mosaic
floor, 68
Blachernitissa, Panagia, 90, 221
Bobbio, monastery, 158; grave-slab of St Cumianus,
156; silver flagons and earthenware medallions, 57,
141
Boethius, consular diptych of, 53, 83 (ill. 66), 85
Bogdan, Protodoviar, 322
Bojana, tomb-chapel, frescoes, 288-9
Boniface 1V, Pope, 89
Boniface, St, 146, 147
Book of Ceremonies (Constantine VII), 116, 193
Boris, Tsar of Bulgaria, 176
Brescia
Museo Cristiano, casket, ivory, 49 (ill. 35), 50, 53;
cross from Roman catacombs, 25; diptych of Boe-
thius, see Boethius; of the Lampadii, 53
S. Salvatore, frescoes, 156
Bressanone (Brixen), cathedral treasury, chasuble of
St Albuin, 217

Breviarium de Hierosolyma, 60

Bristol Psalter (B.iM. Add. 40713), 226

Bryas, palace, 170

Budapest, National Museum, ‘Crown of Constantine
IX Monomachos', 214 (ill. 182), 215

Buildings (Procopius), 104

Buondelmonti, 104

Bury St Edmunds, school of illumination, 241

Byzantium, 75 : see also Constantinople and Istanbul

Caesarea, 42, 56

Cairo
al-Mo'allaga, church of, wooden lintel from, 68-70

(ills. 52, 53)

Coptic Museum, comb, ivory, from Antinoé, 70
(ill. 54); frescoes from Bawit, see Bawit, from
Saggara, see Saqqgara; lintel, wooden, from church
of al-Mo'allaga, 68-70 (ills. 52, 53)

Calahorra, La, icons from, 297

Callinicum, 17

Callixtus, Deacon, 16 ; catacomb, see Rome, Catacomb
of Callixtus

Cambridge, Corpus Christi College, see Augustine of
Canterbury, St, Gospels

Canons (Hippolytus), 14

Canterbury, school of illumination, 158

Caorle, pala, 248

Cappadocia, fresco painting in, 224, 239, 274, 3616

Capua, Constantine's church, 26

Carthage, 15, 74, 104, 160

Cassiodorus (minister of Theodoric), 106, 107

Castelseprio, S. Maria, frescoes, 156-7 (ills. 134, 135),
158

Cava, La, 267

Cefalu, church, mosaics, 258-9 (ill. 223), 261, 265,
266; sarcophagi from, 258

Celestine 1, Pope, 48-9

Centcelles, imperial mausoleum (?), 30-1

Chalcedon, Council of, 18, 56, 70

Chalkites, Christ, 91-2, 289

Chalkoprateia, Panagia, 90-1 (ill. 73), 262, 295 (ill.
260)

Charlemagne, Emperor, 27, 146, 147, 159, 241; ‘dal-
matic of, 334-5 (ills. 296, 297); silks from tomb of,
172-5 (ill. 145), 216 (ill. 185), 217

Charles of Anjou, 297

Charles Martel, 169

Cheimeutissa, Panagia, 221

Chémochmédi, plaque of the Crucifixion, 364s

Cherson, 160, 167

Chicago, MS. Rockefeller McCormick 2400 (New
Testament), 301

Chinese influence on Armenian illumination, 291

Chludov Psalter (Moscow, MS. 129D), 136, 178-80
(ill. 149)

Christodoulos, i\dmiral, 262



Christopher, Emperor, 217

Chrysopolis, Battle of, 75

Chur, silk from, 175

Cicero, 17

Cirta (Constantine), early Christian church, 14

Cividale, S. .Maria in Valle, altars of Ratchis and
Sigualdus, 156; frescoes, 156

Claudius 11, Emperor, 16

Clement II, Pope, silk from tomb of, 218

Clement V111, Pope, 27

Clement, St, portrait (Constantinople), 307

Clement of Alexandria, 15, 19, 31

Clementinus, diptych of, 53, 80, 81, 85

Cologne, 241
Cathedral treasury, Lion silk, 216 (ill. 184), 217
Wallraf-Richartz Museum, dish, glass, with por-

traits, 25 (ill. 10)

Como, marble quarry, 46

Constance, Empress, 283

Constance, Queen of Aragon, 297

Constans I, Emperor, 27, 30

Constans Il, Emperor, 160, 166

Constantia, Empress, 86

Constantia, Empress, 91

Constantina, mausoleum, portraits, and sarcophagus,
see Rome: .Mausoleum of Constantina and Museo
Sacro Vaticano

Constantine 1, Catholicos, 291

Constantine I, Emperor, 14, 15, 17, 26, 43, 55, 56, 57,
59, 64, 74-6, 80, 91, 161, 168, 182, 307; portraits
(Constantinople), 75, 168, 193, 224-5 (ill- 19°),
(Moscow), 156; tomb (?), 30, 76

Constantine 1V Pogonatus, Emperor, 155; portrait
(Ravenna), 119-20 (ill. 96)

Constantine V, Emperor, 160, 168, 169, 169-70, 172,
190

Constantine VI, Emperor, 171 ; portrait (Constanti-
nople), 171

Constantine VIl Porphyrogenitus, Emperor, 116,
193, 200, 201 ft., 221, 223, 224, 298, 345; portrait
(Moscow, ivory panel), 207 (ill. 173), 209

Constantine V111, Emperor, 104, 222, 224, 232

Constantine 1X Monomachos, Emperor, 233, 234,
235, 246; crown of, 214 (ill. 182), 215; portrait
(crown), 214, (Constantinople), 232-3 (ill. 201), 257

Constantine X Dukas, Emperor, 201, 218, 239, 256

Constantine X1, Emperor, 343

Constantine, Pope, 146, 168

Constantine (illuminator of Hromkla), 291

Constantine (painter of Ravanica), 322

Constantine the Nobilissimus, 232

Constantine of Rhodes, 221, 222

Constantine Acropolites, icon with portrait (Moscow ),
326

Constantine Angelus, 271

Innpry o 391

Constantine Asen, Tsar, portrait (Bojana), 288

Constantine Dejanovic, 329

Constantine Euphorbinos, Duke and Governor of
Cyprus, 274

Constantine Manasses, Chronicle of (MS. Vat. cod.
Slav 11), 324

Constantine Palaeologus, 319

Constantine, see Cirta

Constantinople, 59, 60, 70, 72, 75-7 (ill. 58), 102 ft.,
160, 167, 169, 170, 218, 240 ft., 283, 340-3; see also
Istanbul for buildings

Constantinople, Council of, 18, 146

Constantius IL Emperor, 17, 26, 63, 64; dish of, 78
(ill. 61), 79; portraits (Filocalus), 41-2, (Rothschild
cameo), 79 (ill. 62)

Constantius 111, Emperor, 35; sarcophagus, 46, 47
(ill. 32)

Copts, 18

Corinth, 284

Cornelius, Pope, tomb, 2!

Coronation Gospels of the Holy Roman Empire, 158-
9 (ill. 138)

Cortona, S. Francesco, reliquary of the True Cross,
209-10 (ill. 177)

Cosmas and Damian, SS., portraits (Berlin, ivory
sceptre), 197, (Porec), 121, (from Ravenna), 118,
(Rome), 125-6 (ill. 103), (Sinai), 219

Cosmas the Poet, St, portrait (Constantinople), 318

Cosmas Indicopleustes, Christian Topography of, 68;
(Laur. Plut. IX and Mt Sinai cod. 1186), 182; (Vat.
gr. 699), 182-5 (ills. 151-3), 19L 223

Cosmosotira, church, 250

Cotton, Sir Robert, 74

Cotton Genesis (B.M. MS. Otho B V1), 42 (ill. 26),
72-4

Crateuas, herbal of, 127

Crescentinus, Deacon, tomb mosaic from Tabarka, 74

Crusades, 241, 258, 283, 291

Cuenca Cathedral, diptych reliquary, 325 (ill. 287),
326

Cumianus, St, grave-slab of, 156
Cynegetica (pseudo-Oppian; Venice, Marc. gr. 479),
229

Cyprian, St, Bishop of Carthage, 14, 16

Cyprus, treasure from, with scenes of the life ol David,
100-1 (ill. 84), 167

Cyril, St, Bishop of Jerusalem, 15; portraits (Con-
stantinople), 189, 307

Cyril of Alexandria, St, 18

Cyril, apostle of the Slavs, 175-6

Damascus, 167; mosque, 167, 168
Damasus, Pope, 15

Dandolo, Andrea, Doge of Venice, 248
Dandolo, Enrico, Doge of Venice, 283



Danilo I, Archbishop of Kotor, 322
Daphni
Church of the Dormition, frescoes, 250; mosaics,
236-7,250-4 (ills. 215-19), 255 (ill. 220), 257, 258,
259,262,267,301
St Babylas, 64
David, Emperor, 364s
David Comnenus, 283
David Peter, Deacon, portrait (St Gregory’s Sermons
on the Gospels), 158 (ill. 136)
Decani, church, 322, 323 (ill. 285)
Demetrius, Bishop of Alexandria, 15
Demetrius, St, 162-3; portraits (Constantinople),
302, (Leningrad), 228, (Oxford, Menologion), 330,
(Salonika), 163-5 (ills. 140, 141), (Sassoferrato), 309,
(Venice), 280 (ill. 247), 281
Demetrius (painter at MileSeva), 284
Demetrius Chomatianus, 301
Demetrius | Palaeologus, Despot of Epirus, 330
Denys the Areopagite, St, 332
Dessislava, Princess, portrait (Bojana), 288
Dialogues (Gregory the Great), 147
Diarbakr, St James of Sarug, Syriac Gospels, 137
Diegesis (Ignatius of Salonika), 329
Dimitri Donskoy, Prince of Moscow, 324
Diocletian, Emperor, 14, 17, 26
Diodore (monk of Antioch), 15
Dionysius the Areopagite, 14, 332; portrait (Con-
stantinople), 189
Dionysius, Pseudo-, 68
Dionysos, cult of, 14, 30
Dioscurides, see Materia Aledica
Dirikli kilisse, 224
Diversibus Artibus, De (Theophilus), 241
Djamati, medallions from an icon, 364s
Djurdjevi Stupovi, frescoes from, 271, 288
Dragutin, Prince of Serbia, portrait (Sopocani), 288
Drazark, scriptorium, 291
Dresden, Griines Gewdlbe, ivory panel with St John
Evangelist and St Paul, 207-9
Duccio, 299
Dura-Europos, baptistery, 35, 39
Dusseldorf, lion silk at, 217

Ecclesius, Bishop of Ravenna, h i; portrait (S. Vitale),
112 (ill. 90)
Edessa
Hagia Sophia, 68
Mandvlion from, 86-8, 221
Edinburgh, Museum of Antiquities, see Traprain Law
treasure
Edward the Confessor, King of England, silk from
tomb of, 218
Egnatia, Via, 160
Egypt, 62, 67, 68 ff., 141, 142

Elizabeth I, Queen of England, 74

Elmale kilisse, 274

Emesa, 88

Ennaton, St Thecla, relief of St Menas from, 68 (ill.
51)

Epanagoge, 180

Eparch, Book of the, 345

Ephesus, 13
St John Evangelist, 104

Ephesus, Council of, 18, 37, 70

Epitaphioi, 337-8 (ills. 299, 300)

Esztergom, reliquary of the True Cross, 248-50

Etchmiadzin Gospels (Matenadaran 2374), 140-2
(ills. 116-18), 223 (ill. 189)

Etymologiae (Isidore of Seville), 158

Eudaemon, Prefect of Constantinople, 102

Eudocia, Empress (wife of Theodosius 11), 56, 57, 83

Eudocia, Empress (wife of Romanus Il), portrait
(Paris, ivory), 209 (ill. 176)

Eudocia Ingerina, Empress, portrait (Sermons of
Gregory Nazianzen), 180-2

Eudocia (daughter of Heraclius), 160

Eugenia, St, tomb, 16

Eulogia (sister of Michael Palaeologus), 301

Euphrasius, Bishop of Parenzo, 121, 122; portrait
(Porec), 121

Euphrosyne Comnena Dukaena Palaeologina, 332;
portrait (Lincoln College Typicon), 332

Eusebius of Caesarea, 13, 14, 15, 17, 21, 26,42,62, 75,
86; portrait (Rabbuia Gospels), 136

Eutheria, Pilgrimage of, 14

Eutychios (painter at Ochrid, etc.), 304, 304-5, 322

Faiyum mummy portraits, 25
Falier, Ordelaffo, Doge of Venice, 248
Felicianus, St, portrait (Rome), 151 (ill. 126)
Felix, Archbishop of Ravenna, sarcophagus, 125 (ill.
102)
Felix 1V, Pope, 125; portrait (Rome), 125, 126 (ill.
103)
Felix, St, portrait (Rome), 127 (ill. 104)
Fide Catholica, De (Ambrose), 42
Filocalus’'s Chronograph, 41-2
Flavia Dominila, catacomb, 21
Flavian (monk of Antioch), 15
Flavianus, Bishop of Antioch, 64
Flavii, 16
Flavius Anastasius, consular diptych of, 80
Flavius Clemens, catacomb, 21
Florence
Biblioteca Laurentiana, see Cosmas Indicopleustes,
Christian Topography of; Rabbuia Gospels
Museo Nazionale, ivory casket with busts of Christ,
the Virgin and Saints, 246-7; ivory reliefs of Em-
press Ariadne, see Ariadne, Empress



Museo dell'Opera del Duomo, mosaic icons from
S. Gio\anni, 309, 310 11 (ill. 274)
S. Marco, mosaic decoration from Old St Peter's,
15*
Florence, Council of, 340
Fortescue, Sir John, 74
Frederick | Barbarossa, 283
Frederick Il Hohenstaufen, 297
Freer Gospels (Washington, Freer MS. 32.18), 291,
293 (ills. 257, 258)
Freising Cathedral, Chalkoprateia, 295 (ill. 260)

Gagik, King of Kars, 222; Gospels of, 289-90; por-
traits (Aght'amar), 222, (Gospels), 290

Galerius, Emperor, 161

Galla Placidia, Empress, 35 ; mausoleum, see Ravenna,
S. Vitale

Gallienus, Emperor, 16

Gallus, Emperor, 64; portrait (Filocalus), 41-2

Gallus (husband of Constantina), portrait (Rome), 27

Gelati, monastery, church, icon of Christ Pantocrator,
364s; mosaics, 257

George, St, portrait (Constantinople), 302

George (painter at MileSeva), 284

George of Antioch, 262, 267; portrait (Palermo), 262,
263 (ill. 226)

George Acropolites, 301, 326

George Bardanes, 301

George Gemistus Pletho, 340

Gerasa, churches, mosaic floors, 67

Germain, St, shroud of, 217 (ill. 186)

Germanus, Patriarch of Constantinople, 169; portrait
(Constantinople), 193

Gervase, St, portrait (Ravenna), 113

Géza |, King of Hungary, portrait (Holy Crown ot
Hungary), 214-15 (ill. 183)

Gian Galeazzo, Duke of Milan, 295

Gorerne valley, rock churches, 224

Gracanica. church, frescoes, 322

Gradac, church, frescoes, 288

Gratian, Emperor, 17

Gregory Asbestas, Bishop of Svracuse, 180

Gregory Palamas, Bishop of Salonika. 330

Gregory |11, Patriarch of Salonika. 329

Gregory the Great. Pope, 57,91,142,146, 146-7, 148;
portrait (Rome), 126

Gregory Il, Pope, 146, 147, 169

Gregory 111, Pope, 169

Gregory 1V, Pope, 126

Gregory X111, Pope, 126

Gregory XV, Pope, 28

Gregory of Armenia, St. portrait (Constantinople),
189, 190

Gregory Nazianzen, St. 180-2; life of (Gregory Pres-
byter), 182; portrait (Constantinople), 189; Sermons
of (Paris gr. 510), 180-2 (ill. 150), 190, 191
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Gregory of Nyssa, St, 26, 86

Gregon Thaumaturge, St, portraits (Constantinople),
189

Gregory Preshyter, 182

Grigorios Pakourian, Grand Domestic, 273

Grner, scriptorium, 291

Guillaume de Villehardouin, 340

Gunther, Bishop of Bamberg, silk from tomb of, 218,
219 (ill. 187)

Haditha. mosaic floor, 67

Hadrian |, Pope, 27, 149; portrait (Rome), 156
Hagiasoritissa. Panagia, 90-1 (ill. 73). 221
Hamazasp, Prince of Armenia, portrait (Aght'amar),
222

Hamilton Psalter (Berlin, MS. 78 A. 9), 178
Harbadan, Khan, 315

Hebraicum (Jerome), 15

Hecate, cult of, 14

Helena, Empress (mother of Constantine 1), 26, 56,
57; portraits (Constantinople), 168. IMoscow;j. 337
Helena. Empress (wife of Constantine V1), 201. 202
Helena, Empress (wife of Manuel 11). 329

Helena of Anjou, Queen of Serbia, portrait (Sopocani),
288

Henry of Blois, Bishop of Winchester. 241

Henry Il, Holy Roman Emperor, 226

Henry IV. Holy Roman Emperor, 218

Henry VI. Holy Roman Emperor, 283

Henry V1II, King of England. 74

Heraclius. Emperor, 57, 101, 160. 161, 166

Heron of .Alexandria. 171

Hesychast Controversy, 315, 326, 330-2

Het'um I, King, 291

Het'um 1, King, Lectionary of (I erevan 979), 291-5
(ill. 259); portrait (Skevra), 37c

Hexapla, 15

Hieropolis, 88

Hippocrates, works of (Paris, MS. gr. 2144 -, 330
Hippolytus, St. 13, 14; portrait 'Rome), 147-8 ill-
122)

Hodegetria. Theotokos. 08-9 (ill. 70), 9c ill. 72 . 161,
221, 224. 247 (ill. 212), 302, 315

Holkham Lectionary, 301

Homs, vase from, 98 (ill. 80)

Honoratae, church, 127, 128 (ill. 105)

Honorius, Emperor, 35, 169; portrait (Probus dip-
tych), 79

Honorius |, Pope, 146, 148; portrait (Rome). 149

Hosios Loukas, catholicon. 229; mosaics. 225. 226
(ill. 191), 229-32 (ills. 198-200). 235. 236, 251, 253,
256; sarcophagi, 229

Hromkla. scriptorium. 291, 292 (ill. 256). 293 (ill.
257)> 3707

Hugo, Master (of Bury St Edmunds). 241

Hymnos A kathistos, 94
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Hypatius (nephew of Emperor Anastasius), 102

Iconium, 250
Iconoclasts, 80, 88, 91, 146, 161, 165, 168 ff., 178, 185,
188, 193
Iconodules, 169, 170, 171, 178, 180
Ignatius, Abbot of the Acapniou Monastery at Sal-
onika, 329
Ignatius, St, Patriarch of Constantinople, 180, 190
Ignatius the Younger, St, portrait (Constantinople),
189-90 (ill. 156)
Ignatius Theophoros, St, portrait (Constantinople),
189
Ilias Ambrosiana, 41
Image of Pity, 326
Innocent 111, Pope, 27, 283
Innocent 1V, Pope, portrait (Rome), 27
Innocent V111, Pope, 298
Irenaeus, St, Bishop of Lyons, 15
Irene, Empress (wife of Leo 1V), 91, 170, 171 ; por-
trait (Constantinople), 171
Irene, Empress (wife ofJohn 11), 250; portraits (Con-
stantinople), 256 (ill. 221), 257, (Pala d’Oro), 248
Irene, Empress (wife of Alexius 1), 250, 309
Irene, Empress (wife of Andronicus I1), 304
Irene, Grand Princess of Kiev, portrait (Kiev), 237
Irene, Tsarina of Bulgaria, portrait (Bojana), 288
Irene (daughter of Nicephorus Khoumnos), 250
Irene (daughter of Theodore Metochites), 319
Irene (niece of Michael 1X), 329
Irene Raoulina Palaeologina (wife of Constantine
Palaeologus), 319
Isaac 11 Angelus, Emperor, 250, 283, 284
Isaac Comnenus, 250, 309; portrait (Constantinople),
30g-13 (in. 276), 315
Isidore of Miletus, 103
Isidore of Seville, 158
Isis, cult of, 14
Istanbul
Apostles, church of the Holy (Constantine’s), 26,
102, (Justinian’s), 104,221, (Mehmet I1’s mosque),
104, (Basil 1), 221-2, (Andronicus 11), 222; tombs,
283
Archaeological Museum: fragments, marble, from
Constantine’s city, 76, from Justinian’s city, 118,
125; Virgin and Child, marble, from mosque of
Sokollu Mehmet Pasha, 245-6 (ill. 209); Virgin
Orans, marble, from St George of the Mangana,
246 (ill. 210), 247; see also Sarigiizel sarcophagus;
Stuma Paten
Ayasofia Museum, capital and entablature from the
Pammakaristos, 307
Blachernae, church of the Virgin, 90, 168; palace,
250, 302, 315; school of illumination, 226, 227
(ill. 192), 254
Chalke Gate, 175

Istanbul continued

Chalkoprateia, church of the, 90; school of illumi-
nation, 243

Christ in Chora, church of (Kariye Djami), 250,
309, 325, 36919; frescoes (parecclesion), 307, 315,
318-19 (ills. 280, 281), 340, 343 (ill. 304); mosaics,
92, 243, 254, 279, 302, 309-17 (ills. 276-9)

Constantine Lips, monastery of, 223; south church
(Fenari Isa Djami), 302; archivolt, 307

Fenari Isa Djami, see Constantine Lips

Forum of Constantine, cross and hoard at foot of
column, 75, 80, 90

Golden Gate, 218, 302

Good Hope, Convent of Our Lady of, Typicon
from, 332, 333 (ill. 295)

Great Palace, 169, 170-1, 175, 302; icons, 88, 91,
91-2; mosaics, 106, 165-6 (ill. 142), 168, 180, 182,
250, 289

Hagioi Anargyroi, 232

Hagia Irene, 26, 75, 102, 104; mosaic, 171

Hagia Sophia, 26, 75, 102, 103-4, i85 237. 248.
250, 267, 302
decoration after 404, 46, 76
doors, bronze, 171
mosaics: apse, 186 (ill. 154), 187 (ill. 155), 188,

195, 197, 225; dome, 103, 190; galleries, north,
190, 192 (ill. 159), 193, south, 190, 209, 232-3
@il. 201), 256 (ill. 221), 257, 302, 303 (ill. 268);
imperial doorway, 190-1 (ill. 158), 197; secreton
over vestibule, 193; south-west ramp, room over,
168, 171, 193; tympana, north and south, 188-90
(ills. 156, 157); vestibules, 190, 224-5 (ill- 190),
226, 232

Hodegoi, church of the, 838

Hormisdas Palace, 103

Kalenderhane Djami, see St Mary Kyriotissa
Kariye Djami, see Christ in Chora

Kauleas, monastery of, 193
Kodja Mustafa Pasha Djami, see St Andrew' in
Krisei

Kontoscalion, harbour, 302
Milion, 168
Myrelaion, 221

Nea, 193, 221, 345

Pammakaristos, church of the Theotokos, 250, 279;
frescoes, 302,304 ; north church, 302 ; parecclesion,
305-7

Panaghiotissa, church of the, 315
Pantocrator, church of Christ, 250, 279, 326

Peribleptos, see Psamatia

Pharos, church of the Theotokos of the, 175, 3572

Philanthropus, church of Christ, 250

Sacred Palace, see Great Palace

St Andrew in Krisei (Kodja Mustafa Pasha Djami),
302

St Euphemia, 170; frescoes, 302



Istanbul continued
St George of the Mangana, 88, 233, 239; marble
Virgin Orans from, 246 (ill. 210), 247
St John of Studius. 170, 178, 232, 236; school of
illumination, 136, 243
St Man kvriotissa (kalenderhane Djamil. 167,
3681*
SS. Peter and Paul, 102-3
St Polyeuktos, 357-
SS. Sergius and Bacchus, 26, 64, 102-3, 111
St Stephen of Daphne, 357-
Sokollu Mehmet Pasha, mosque, marble fragment
with Virgin and Child from, 245-6 (ilL 209;
Virgin of the Spring, convent of the, 171
W alls of Theodosius 11, 76 (ill. 59), 309
Itinerarium Antonini, 60
Ilvan Alexander, Tsar of Bulgaria, 324; portraits (B.M.
Gospels), 324, (lvanovo), 324; Psalter of Moscow .
3
Ilvan Asen, portrait (B.M. Gospels), 324
Ivan Sisman. portrait B.M. Gospels), 324
Ilvanovo, church, frescoes, 324

Jacobites, 18
Jacopo da Camerino, 350-5
Jacopo Torrito, 35c5
James of Kokkinobaphos. Homilies 1Paris gr. 1208].
222, 244 (ill. 207). 245, 253-4; (Vat. gr. 1162), 222,
253-4
Jaroslav Madimirovich, Prince, 273
Jerome, St, 15, 17, 35, 42, 42-3, 147; portrait (Bres-
cia), 83 (ill. 66). 85
Jerusalem, 14, 15. 56-7, 59, 60, 62, 88, 128, 136, 151.
160, 167, 168, 291
Armenian Patriarchate Libran, MSS. 2469 Gos-
pels and cover), 37c-: 2556 (Gospels of King
zik), 259-90; 1 speis of Prince Yasak),
291; 2568 (Gospels of Queen Keran), 291. 26b3
Gospels of Prince Lee . 291. 292 (ill. 256): 3627
(Gospels of 1268), 291
Constantine's churches, 26
Dome of the Rock, 167-8
Greek Patriarchate Libran, MS. Hagiou Taphou
51 (Psalter). 298, 3CO (ilL 266). 364
Holy Sepulchre, church of the, 26, 56: scriptorium,
3&r
Justinian's churches. 56, 104
Nea, 56-7
Palace of Eudocia. 56
St George. 56
St Stephen, 56
St Thomas, 56
Temple, 13, 15
John, Bishop of Trani. 237
John | Tzimisces, Emperor. 217. 224
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John Il Comncnus. Emperor. 24c. 250. 326; portraits
(Constantinoplej. 256 (ill. 221 ). 257, iDaphni). 25c,
(Pala d'Oro). 248

John |11l Dukas Vatatzes. Emperor. 297, 301

John 1V Lascaris. Emperor, 297, 302

John VI Cantacuzene. Emperor, 309. 330-2. 340.
372*- ; theological works of. with portrait (Paris,
gr. 1242), 330 (ill. 293). 331 (ill. 294)

John \ 111 Palaeologus. Emperor, portrait (Moscow »
jji

John, Grand Primicerion. portrait (Leningrad). 326

John. Metropolitan. 322

John X1 Bekkos. Patriarch of Constantinople. 315

John 1V, Pope. 150

John VII. Pope, 94. 151, 154-5, 156

John Chrysostom. St. Homilies Athos). 213. (Paris.
MS. Coislin 79). 241-3 (ill. 205), 243. 245; portraits
(Constantinople). 189 (ilk 157 . 241-5 (ill. 205).
(Sermons on St Matthew .15s ill. 13-7 . Washing-
ton), 309, 312 (ilL 2757; Sermons 00 St Matthew
(Vienna, cod. 1007), 158 (ilL 137)

John of Damascus. St. 223; portrait (Constantinople).
318

John the Evangelist. St. 14. 15; Gospel of. 13

John of Cappadocia. 102

John the Grammarian. 178, 180; portrait (Chludov
Psalter), 178, 179 (ill. 149)

John the Orphanotrophiis. 252

John of Salonika. 304

John Apocaucus. 301

John Axoukh. 250

John Comnenus. Grand Domestic. 25c¢

John Dukas. Sebastocrator. 283

John Frangopoulos. Protostrator. 34c

John Joasaph. 326

John Lydus. 102

John Skylitzes. chronicle of. 369-

Joseph the Poet. St. portrait (Constantinople). 318

Joshua Roll Vat. gr. 431), 202-5 (ill. 169.204

Jovian. Emperor. 68

Julian. Emperor. 17. 64

Juliana Amcm. Princess. 127, 138; portrait Dioscun-
des). 127. 128 (ill. 105)

Julianus Argentarius (of Ravenna», in, 118

Julitta. St. portrait Rome . 156

Junius Bassus, sarcophagus of. 43-4 ilk 28). 46

Justin I. Emperor, consular diptych of. 80-4 (ilL 64).
%!

Justin Il. Emperor. So0,98,116.146,16 8; cross of. 98-
100 (ill. 83), 197

Justin. St. 13
Justinian |, Emperor. 18. 5r 57, * "4, 85, 89, 97,
102 ff., 168; consular diptych oC 80-4; portraits

(Constantinople). 224-5 (ill. 19c*. (Justin diptych).
81-4 (ill. 64). Ravenna. S. Apollinare Nuovo). 109.
(Ravenna. S. Vitale). 109. 114-15 (uk 92)



Justinian II, Emperor, 146, 154, 160, 167, 168; por-
trait (Ravenna), 119-20 (ill. 96)
Juvenal, Bishop of Jerusalem, 56

Kahn icon, see Washington, National Gallery of Art
Kalenic, church, paintings, 322-4 (ill. 286)
Kalliergis (fresco-painter), 3708
Kalojan, Sebastocrator, 288
Kalojan, Tsar of Bulgaria, 283
Kamouliana, 88
Kaoussie, church, 64
Karahissar, Four Gospels of, 301
Kars, scriptorium, 289-91 (ill. 255)
Kastoria
Hagioi Anargyroi, frescoes, 271, 288
Hagios Nikolaos tou Kasnitze, frescoes, 271
Kataphuge, Virgin, 329
Kataskepe, monastery of St Michael, 250
Katskhi, icon of the Redeemer, 364s
Keramion, 88
Keran, Queen of Armenia, Gospels (Jerusalem,
Armenian Patriarchate MS. 2568), 291; portrait
(Gospels of Prince Leo), 291, 292 (ill. 256)
Kertch, silver dish from, 78 (ill. 61), 79
Khakhuli triptych, 364s
Khazar, Khagan of, 160
Khobi, icon of the Virgin, 364s
Khusrau 1l of Persia, 64
Kiev, 235 ff., 241, 291, 345
Church of the Archangel Michael, 254-6
Church of the Virgin, 236
Hagia Sophia, mosaics, 236-7, 237, 239, 254; paint-
ings, 237, 256
Pechersky Monastery, 236, 254
Kiti, Panagia Angeloktistos, Hodegetria mosaic, 72,
89-90 (ill. 71)
Kossovo, Battle of, 322
Kotor, 322
Kral Marko, 304
Krefeld, Lion silk at, 217
Kulikovo, Battle of, 324
Kurbinovo, St George, frescoes, 271-3 (ill. 237), 274,
275, 284, 288
Kyrakos (illuminator at Hromkla), 291

Lactantius, 16

Ladislas, St, King of Hungary, 250

Ladoga, Old, St George, frescoes, 273

Lagoudera, Panagia tou Arakou, frescoes, 274-5 (ill-
239)

Lambron, 291

Lampadii, consular diptych of the, 53

Lampridius, 16

Landrade, St, silk from tomb of, 175

Lateran Council, 153

Leningrad
Hermitage
Dishes: with angels and cross, 98 (ill. 81); with
goatherd, 96-8 (ill. 78); from Kertch, 78 (ill. 61),
79; of Paternus, see Paternus
Icons: composite, with the Crucifixion, 250; Con-
stantinopolitan, 325, 326; of Christ Pantocrator
of Alexius, 326 (ill. 288)
Ivory: triptych with the Forty Martyrs of Sebaste,
228
State Library, MS. gr. 105 (Gospels of Karahissar),
301
Leo, Archbishop of Ochrid, 237
Leo I, Emperor, 90
Leo Ill, Emperor, 146, 160, 167, 169, 171
Leo IV, Emperor, 160, 170
Leo V, Emperor, 91, 170, 178, 3631l
Leo VI, Emperor, 90, 180, 182, 190, 193, 197-200,
217, 221, 222, 345; portraits (Berlin, ivory sceptre),
197 (ill. 163), (Constantinople), 190-1 (ill. 158),
(Venice, votive crown), 198 (ill. 166), 200
Leo the Great, Pope, 27, 37, 3505
Leo Ill, Pope, 156, 175
Leo IV, Pope, 156
Leo, Prince, Gospels of (Jerusalem, Armenian Patri-
archate, MS. 2660), with portrait, 291, 292 (ill. 256)
Leo IIl of Georgia, 364s
Leo the Patrician, Bible of (Vat. Reg. gr. 1), 204, 206
(in. 172)
Leo of Salonika, 175
Leo Phocas, 201, 224
Leo Sgouros, 284
Leontius, Emperor, 167
Leontius, Prefect of Illlyricum, 162
Liber Pontificalis, 26, 49, 148, 175
Liberius 111, Bishop of Ravenna, sarcophagus, 46
(@ill- 31)
Liberius, Pope, 37
Licinius, Emperor, 74-5
Liege, 175
Limburg an der Lahn, cathedral treasury, reliquary
of the True Cross, 210-13 (ill. 179)
Lindisfarne Gospels, 158
Liutprand of Cremona, 202
Liverpool, Aesculapius-Hygeia diptych, 50
Lmbat, church, wall-paintings, 142
Lombards, 146 ff., 160
London
British Museum
Glass: disk from Cologne, 25
Icon : from Wadi Natrun, 326
Ivory: Apotheosis leaf, 53 : diptych with the Arch-
angel Michael, 85 (ill. 68), 86; panels, with Bel-
lerophon, 53, with Moses, St Peter, and St
Thecla, 53, with the Passion and Resurrection, 53



London, British Museum continued
Manuscripts: Add. 51ii (Gospels), 135 (ill. 112),
136; Add. 19352 (Stridite Psalter), 136, 178, 243;
Add. 28815 (Gospels), 204; cod. Burney 20 (Gos-
pels of Theophilus), 298 (ill. 264); Curzon 153
(Gospels of Ivan Alexander), 324; see also Bristol
Psalter; Cotton Genesis
Silver: bowl with St Sergius or St Bacchus, 166-7
(ill. 143); see also Projecta, casket of
Victoria and Albert Museum
Epitaphios: of Nicholas Eudaimonioannes, 338
Ivory: panel with busts of saints, 246-7 (ill. 211);
Theotokos Hodegetria, 246-7 (ill. 212); see also
Andrews diptych; Veroli casket
Jasper: of Christ on the Cross, 197-200 (ill. 165);
of Leo VI, 197-200 (ill. 164)
Serpentine: Virgin Orans, 245 (ill. 208)
Silk: quadriga, from Verdun, 175
Steatite: panel with boar-hunt, 229
Longinus the Hegoumenos, portrait (Sinai), 105
Lorsch Gospels (Alba Julia, MS. Batthyaneum), 86,
87 (in. 69)
Lothair, Emperor, 257
Louis IX, King of France, New Testament of (MS.
Paris Coislin 200), 301
Luke, St, 13, 63, 88, 90, 91; Gospel of, 13; portraits,
142 (ill. 119), T43, 154-5 (ill. 132); relics of, 90, 104
Luke the Younger, St, 229
Lynthrankomi, Panagia Kanakaria, mosaics, 89, 118,
122 (ill. 98)
Lyons, 15
Musée Historique des Tissus, silk from Mozac, 172
(ill. 144)

Maastricht, reliquary from, 213

Macarius, Bishop of Jerusalem, 14, 56

Macedonian Renaissance, 177

Madaba, mosaic floor, 67

Madrid, Academia de la Historia, dish of Theodosius
I, see Theodosius I, Emperor, dish of

Magnentius, Emperor, 30

Ma’in, mosaic floor, 67

Maina, 340

Maio of Bari, 36920

Mamre, Constantine’s church, 26

Manasija (Resava), church, frescoes, 324

Mandylion, 88, 219-21 (ill. 188), 261

Manuel I, Emperor, 240, 250, 258, 274, 284, 37110

Manuel Il Palaeologus, Emperor, 329; portrait, 332

Manuel Cantacuzene, Despot of Epirus, 340

Manuel Dishypatos, Metropolitan of Salonika, 295

Manuel Philes, 306

Manzikert, Battle of, 240

Maphorion of the Virgin, 90
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Marcellinus, comes rei privatae, 30

Marcian, 57

Margaret, Queen of Sicily, 258

Maria of Alania, Empress, portrait (Homilies of St
John Chrysostom), 243

Maria Comnena Tornikina Acropolitissa, portrait
(Moscow), 326

Maria Dukaena, 250, 309

Maria Dukaena Comnena Palaeologina, 305-6

Maria Palaeologina (daughter of Michael VIII), 313-
15

Maria Palaeologina (daughter of Simeon UroS Palaeo-
logus), 326, 329

Mariamme, Empress, 364s

Mark, St, 68; Gospel, 13

Markova VaroS, St Nicholas, frescoes, 273

Martha the Nun, 306

Martin I, Pope, 146, 153, 156

Marnili, triptych and pectoral cross, 364s

Materia Medica (Dioscurides; Vienna, MS. Med. gr.
1), 127, 128 (ill. 105), 138

Matthew, Metropolitan of Mistra, 340

Matthew, St, Gospel of, 13; Sermons on (John Chry-
sostom), 158 (ill. 137)

Matthew (illuminator of Paris suppl. gr. 1162), 245

Maurice, Emperor, 91, 146, 147

Maurus, St, portrait (Porec), 121

Maximian, Archbishop of Ravenna, in, 112, 116,
118; chair of, 111, 116-18 (ill. 94), 141 ; portrait (S.
Vitale), in, 114 (ill. 92)

Maximus, Emperor, 16, 17

Medina, mosque, 167

Mehmet Il, the Conqueror, 104

Melane the Nun, portrait (Constantinople), 313-15
(ill. 276), 315

Meletios, St, 229

Melisende, Queen of Outremer, Psalter of (Paris, lat.
12056), 36920

Mellon icon, see Washington, National Gallery of Art

Menas, St, relief of, 68 (ill. 51)

Messina, scriptorium, 36920

Meteora, monastery of the Transfiguration, 325; dip-
tych of Maria Palaeologina, 326, 329; icon of St
Thomas, 326; Image of Pity, 326, 327 (ill. 289)

Methodius, St, Patriarch of Constantinople, 175, 178,
190; portraits (Constantinople), 189, 193

Methodius, apostle of the Slavs, 175-6

Metrophanes, St, Bishop of Constantinople, portrait
(Constantinople), 307

Michael, Despot of Epirus, 282, 283-4, 30!

Michael 11 Angelus, Despot of Epirus, 340

Michael 11, Emperor, 170

Michael 111, Emperor, 88, 171, 180, 188, 190

Michael 1V, Emperor, 232

Michael V, Emperor, 232



Michael VII Dukas, Emperor, 241, 243; portrait
(Holy Crown of Hungary), 214-15 (ill. 183)
Michael VII1 Palaeologus, Emperor, 288-9, 297, 298,
301, 301-2, 315, 332, 340
Michael 1X Palaeologus, Emperor, 281-2, 329
Michael Autorianus, Patriarch, 284
Michael Cerularius, Patriarch of Constantinople, 237
Michael, Tsar of Bulgaria, 322
Michael (illuminator of the Blachernae), 226
Michael (painter at Ochrid, etc.), 304, 304-5, 322
Michael Attaliates, 243
Michael Glabas, Grand Constable, 302, 305-6
Michael Psellus, 232, 234, 239, 240, 345
Michael Skepedis, protospatharios, 239
Milan, 15, 17,31,46, 50, 107, 113, 158
Castello Sforzesco, ivory relief from Trivulzio Col-
lection, 50 (ill. 36)
Cathedral, treasury, five-part diptych used as book-
cover, 143 (ill. 120)
S. Ambrogio, sarcophagus of Stilicho, 45 (ill. 30),
46; wooden doors, 49
S. Lorenzo, Chapel of S. Aquilino, mosaic, 31-2
(ill. 15), 109
S. Nazaro, silver reliquary casket, 54-5 (ill. 40)
S. Thecla, 4!
S. Vittore in Ciel d’Oro, mosaics, 35110
Mileseva, Church of the Ascension, 284; frescoes,
284-6 (ills. 251, 252), 287 (ill. 253), 288
Miletius, Bishop of Antioch, 64
Milutin, King of Serbia, 288, 305, 320 ft'.; epitaphios
of, 337-8 (ill. 299); portraits (Prizren), 320-1,
(Sopocani), 288, (Studenica), 321 (ill. 283)
Minucius Felix, 14, 16
Misis-Mopsuestia, church, mosaic floor, 65-7 (ill. 50)
Mistra, 322, 339-40
Brontocheion (Afendiko), 340; frescoes, 339 (ill.
301), 340
Hagia Sophia, 340
Pantanassa, church of the, 340; frescoes, 340, 342
(ill- 303)
Peribleptos, church of the, 340; frescoes, 326, 340,
341 (ill. 302)
Theodores, convent of the Holy, 340
Mithras, cult of, 14
Mlidj, scriptorium, 291
MIkhé, Queen of Armenia, Gospels of, 363*
Modestus (priest of Jerusalem), 57, 60
Monastier, Le, silk from reliquary of St Théophrede,
218
Monemvasia, 329, 338, 340
Church of Christ Elkomenos, icon of the Cruci-
fixion, 326
Mongol influence on Armenian illumination, 291
Monophysite heresy, 18, 56, 70, 122, 16!
Monothelite heresy, 146, 153, 161, 169

Monreale, abbey church, 267; mosaics, 267-71 (ills.
23i-4), 274, 275-7, 2717, 278, 279
Montecassino, 147
Monza, Cathedral, treasury, silver flagons from Pales-
tine, 57-9 (ill. 42), 141
Mopsuestia, see Misis-Mopsuestia
Moraca, church, frescoes, 288
Moralia inJob (Gregory the Great), 147
Moscow, 324-5
Annunciation, Cathedral of the, frescoes, 324
Archangels, Cathedral of the, frescoes, 324
Historical Museum, MS. cod. gr. 183 (Meno-
logion), 228-9; see also Chludov Psalter; Ivan Alex-
ander, Psalter of
Kremlin, panel with the Harrowing of Hell, 250;
sakkos of Photius, 336-7 (ill. 298)
Municipal Museum of Fine Art, ivory panel of
Constantine VIl Porphyrogenitus, 207 (ill. 173);
see also Alexandrian World Chronicle
Nativity of the Virgin, church of the, frescoes, 324
Tretyakov Gallery, see Constantine Acropolites,
icon of; Vladimir, Our Lady of
Moses, cult of, 67
Moutiers-Grandval Bible, 145
Mozac, imperial silk from, 172 (ill. 144)
Mugni, Gospel of (Matenadaran 7736), 223
Muhammad ibn Djobair, 267
Muhayet, el, mosaic floor, 67
Mundus, 102.
Munich
Bayerisches Nationalmuseum, ivory relief with
Maries at the Sepulchre and the Ascension, 50-3
(ill- 37)
Staatsbibliothek, ivory relief with Dormition of the
Virgin, 226, 227 (ill. 194)
Wittelsbacher Ausgleichsfonds, gold and enamel
panel with the Crucifixion, 250
Munsterbilsen, 175
Mdastair, St John the Baptist, frescoes, 156-7
Myra, Monastery of Holy Sion, 35711
Mytilene, St Therapon, icon, 325

Naples

Constantine's church, 26

S. Pietro, mosaics, 168

S. Restituta, S. Giovanni in Fonte, 14; mosaics, 34

@ill- 1935

Narses, 161
Natrun, Wadi, icon from, 326
Naukratios (donor of decoration at Nicaea), 193
Nea Moni, 234-5 (ills. 202, 203), 236, 253, 254
Nebo, Mount, 67
Neon, Bishop of Ravenna, 41
Neophitos, hieromonachos of Backovo, 273
Neo-Platonism, 15, 345



Nerezi, St Panteleimon, frescoes, 271, 272 (ills. 235,
236), 275, 284, 302
Nevers, ivory panels with the life of Christ, 53
New York, Metropolitan Museum of Art, book-
covers, silver, from Antioch, 65 (ills. 48, 4g); chalice
from Antioch, see Antioch Chalice; dish, silver, with
Anointing of David, 100 1 (ill. 84); ivory panel with
the Crucifixion, 228
Nicaea, 250, 284, 288, 298-301, 340
Church of the Dominion, mosaics, 171, 193 5 (ills.
160, 161), 239, 256
St Tryphon, 301
Nicaea, Council of, 17, 56, 70, 91, 170, 175
Nicene Creed, 17
Nicephorus, Despot of Epirus, 301
Nicephorus Il Phocas, Emperor, 88, 210, 213, 217,
224, 229, 240; reliquary of, 209-10 (ill. 177), 226
Nicephorus Il Botaneiates, Emperor, 245, 246, 250;
portrait (Homilies of St John Chrysostom), 241-3
(ill. 205)
Nicephorus Moschopoulos, Metropolitan of Mistra,
340
Nicephorus, Patriarch of Constantinople, 178; por-
traits (Chludov Psalter), 178, 179 (ill. 149), (Con-
stantinople), 193
Nicephorus (of Nicaea), 239
Nicephorus Blemmydes, 301
Nicephorus Euphorbinos katakalon, 274
Nicephorus Gregoras, 315, 332
Nicephorus kallistos Xanthopoulos, 838
Nicephorus khoumnos, 250
Nicetas Acominates, 301
Nicholas, Patriarch of Constantinople, 201
Nicholas 1, Pope, 180
Nicholas IV, Pope, 3505
Nicholas, St, portraits (Constantinople), 189, (Sinai),
295, (Venice), 278
Nicholas Eudaimonioannes, epitaphios of, 338
Nicodemus della Scala, Bishop of Freising, 295
Nicoletta da Orioni, 309
Nicomachi, diptych of the, 50
Nicomedia, 75; Constantine’s church, 26
Nika riots, 76, 102
Nikola (painter at Prizren), 320
Nikolaos Mesarites, 88, 104, 222
Nikon Metanoites, St, portrait (Hosios Loukas), 229
Nikopoia, Theotokos, 91, 138, 221
Nikopolis, basilica of Dumetios, mosaic panel, 67
Nineveh, Battle of, 160
Niphon, Patriarch of Salonika, 307
Nonantola, school of illumination, 158 (ill. 136)
Noravank’, school of illumination, 140, 141 (ills. 117,
118), 223 (ill. 189)
Novgorod, 273; Church of the Transfiguration, fres-
coes, 324
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Ochrid
I lagia Sophia, frescoes, 237-9 (ill. 204)
Peribleptos (St Clement), epitaphios from, 337;
frescoes, 288, 302 4 (ill. 269), 305 (ill. 270), 307,
315; icons from, 325
Odovacar the Ostrogoth, 53
Ollanda, Francesco d’, 27
Omar, Caliph, 57, 168
Oppian, pseudo-, 229
Optatus, 14
Origen of Alexandria, 14, 15, 18
Orseolo, Pietro I, Doge of Venice, 248
Orso, Bishop of Ravenna, 41
Orthodoxy, Triumph of, 178, 188, 193, 195
Osman, Sultan of the Ottoman Turks, 315
Ostia
Constantine’s church, 26
Isola Sacra, 71
Ostoja Rajakovic, portrait (Ochrid), 304
Otto I, Emperor, 226
Otto 111, Emperor, 217; Evangeliary of, 226, 227 (ill.
194)
Ottobeuren, silk from, 175
Oued Ramel, mosaic pavement, 74
Oxford
Bodleian Library, MSS. Auct. T. infra 1.10 (Mise.
136) (New Testament), 243-5; gr-th. f. 1 (Meno-
logion), 330
Lincoln College, Typicon, 332, 333 (ill. 295)
Ozra, Princess of Serbia, portrait (Psaca), 322
Pachomius, Protosynkellos, 340
Palermo, 345
Cappella Palatina, 258, 267; mosaics, 258, 259-62
(ills. 224, 225), 265, 266, 271, 274
Cuba Palace, 277
Favara Palace, 277
Martorana, 262-5; mosaics, 257-8 (ill. 222), 262-7
(ills. 226-30), 274
Menani Palace, 277
scriptorium, 36920
Ziza Palace, 277
Palestine, mosaic workshops, 57, 67
Palmer, Richard, Archbishop of Messina, 36920
Panachrantos, Virgin, 267, 268 (ill. 231)
Pantocrator, Christ: Antioch, 64; Arta, 301 (ill. 267);
Castelseprio, 157 (ill. 135); Cefalt, 258-9 (ill. 223),
262, 275; Constantinople, 168, 188, 190, 193, 306,
315; Daphni, 236-7, 251-3 (ill. 215); Hosios Loukas,
229, 230, 236; kiev, 236; Lagoudera, 274; Lenin-
grad, 326 (ill. 288); Monreale, 267, 268 (ill. 231);
Nea Moni, 234; Nicaea, 239; Palermo, 236-7, 260-1
(ill. 224), 262, 264 (ill. 227), 265; Ravenna, 119;
Sinai, 92, 295
Pantoleon (miniaturist), 3654
Paperon, 291
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Paphos, Enkleistra of St Neophytus, fresco, 274
Parenzo, see Poreé
Paris
Bibliothéque de I’Arsenal, ivory casket, 50
Bibliothéque Nationale, MSS: Coislin 200, 301;
gr. 20, 178; gr. 54 (Gospels), 297 (ill. 263); gr. 70
(Gospels), 204, 213; gr. 74 (Gospels), 136, 221,
243; gr- 139 (Psalter), 204, 205 (ill. 171), 226; gr.
880, 237; gr. 1335, 298-30! ; suppl. gr. 1096 (Gos-
pel Book), 243; suppl. gr. 1162 (Gospels), 245;
suppl. gr. 1262 (Acts), 245; syr. 33, 136; syr. 341
(Bible), 138-40 (ills. 114, 115), 141; see also Ash-
burnham Pentateuch; Gregory Nazianzen, Ser-
mons of; Hippocrates, works of; James oi Kok-
kinobaphos, Homilies of; John VI Cantacuzene,
theological works of; John Chrysostom, St, Homi-
lies of; Melisende, Queen, Psalter of; Sacra
Parallela ; Sinopensis, Codex
Cabinet des Médailles, ivory with Romanus Il and
Eudocia, 209 (ill. 176)
Musée de Cluny, Charioteer silk, 172-5 (ill. 145)
Musée du Louvre
Ivory: diptych with Justinian(?), 82 (ill. 65), 84;
triptychs, of Constantine VII, 207, with Twelve
Feasts, 226
Mosaic: icon, 308 (ill. 273), 309
Silver: vase from Homs, 98 (ill. 80)
Tiles: glazed, 24!
see also Rothschild cameo
Parma, Biblioteca Palatina, MS. 5 (Four Gospels),
243
Paschal I, Pope, 126
Pasko, Prince of Serbia, portrait (Psaca), 322
Paternus, Bishop of Tomi, dish of, 97 (ill. 79), 98, 118
Patmos, icons, 325, 329; mosaic panel, 309; Typicon
of Hagia Sophia (cod. 266), 190
Paul, Archbishop of Salonika, 197
Paul I, Pope, 156
Paul, St, 63; Epistles, 13; relics, 91
Paul the Silentiary, 103, 104
Peace of the Church, 43, 74
Pec, Church of the Holy Apostles, frescoes, 288
Pedro 111, King of Aragon, 297
Pelagius Il, Pope, 146, 147; portrait (Rome), 147-8
@ill. 122)
Pella, 56
Pepin the Short, King of the Franks, 146, 172
Perachorio, Holy Apostles, 274
Périgueux, Saint-Front, 104
Peristrema valley, rock churches, 224
Peter Il, Bishop of Ravenna, 118
Peter, Metropolitan of Moscow, portrait (Vatican),
336
Peter, Prince of Bulgaria, 283
Peter (builder of S. Sabina, Rome), 49
Peter Grammaticus, 243

Philippi, 74

Philippicus Bardanes, Emperor, 168, 169

Philotheos Kokkinos, Patriarch, 37218

Philoxenus, diptych of, 85

Phorbiotissa, Panagia, 36818

Photius, Metropolitan of Moscow, iarge’ sakkos of,
336, 337; iittle’ sakkos of, 336-7 (ill. 298)

Photius, Patriarch of Constantinople, 88, 175-7, 178,
180, 182, 185-8, 190, 193, 197, 201, 345

Piazza i\rmerina, villa, 3!

Plato, 17, 340, 345

Plato (father of Pope John VII), 154

Plato, Abbot of Sakkudion, 170

Plotinus, 17, 345

Pneumatica (Heron), 171

Poganovo, icon of, 326-9 (ill. 290)

Pola casket, 27, 53

Polycarp, 15

Pompeius (nephew of Emperor Anastasius), 102

Porec (Parenzo), Euphrasian Basilica, 121; mosaics,
118, 121-2 (ill. 97)

Porphyriticus, Mons, 30

Praetextatus, 16, 17

Pragon Sgouros, Grand Heteriarch, 304

Prilep, 273, 322

Primus, St, portrait (Rome), 151 (ill. 126)

Prinkipo, 232

Priscillian Prologue to the Gospels of St Matthew,
see Lorsch Gospels

Prizren, Bogorodica LjeviSka, 320; paintings, 305,
320-1 (ill. 282)

Probianus, diptych of, 50, 53

Probus, Emperor, 16; diptych of, 79

Proclus, 345

Proconnesus, marbles from the, 104, ni, 118, 125
Procopius, 102, 103, 104, 115, 161

Projecta, casket of, 53-4 (ill. 39)

Protase, St, portrait (Ravenna), 113

Psaca, St Nicholas, frescoes, 322

Psalterium gallicanum (Jerome), 15

Psalterium romanum (Jerome), 15

Psamatia, church of the Theotokos Peribleptos, 232,
250, 302; reliefs from, 245, 247

Ptolemy (Vat. cod. gr. 1291), 171

Pulcheria, Empress, 38

Qarabach kilisse, 239

Qaranleq kilisse, 239, 274

Qasr el Lebia, church, mosaics, 74
Quedlinburg-Itala fragment, 42, 43
Quinisextine Council, 154, 168
Quiricus, St, portrait (Rome), 156

Rabbuia Gospels, 60, 62 (ill. 45), 63 (ill. 46), 134 (ill.
h i), 136-7 (ill. 113), 140, 141, 180
Radoslav, King of Serbia, 288



Radosla\ (painter of the Morava school), 324
Ra$ka, 284
Ravanica, church, frescoes, 322, 324
Ravenna, 106 ft., 122-3, *an
Archiépiscopal Museum, chair ot Maximian, see
Maximian; chapel, 118
Arian Baptistery, mosaics, 110 (ill. 89), 111
Basilica L rsiana, mosaics from, 278
Cathedral, ambo of Archbishop Agnellus, 122-5
(ill. 101); sarcophagus of S. Rinaldo, 46
Orthodox Baptistery, mosaics, 39-41 (ills. 24, 25),
111 ; stucco ornament, 41, 125
S. Agata, sarcophagus, 122
S. Apollinare in Classe, 118; mosaics, 118-20 (ills.
95, 96); sarcophagi, 46, 122, 123 (ills. 99, 100), 125
(ill. 102)
S. Apollinare Nuovo, 107; mosaics, 106 (ill. 86),
107-9 (ills. 87, 88), 122
S. Croce (destroyed), 35
S. Francesco, sarcophagus of Liberius 111, 46 (ill.
31)
S. Michele in Aft'ricisco, mosaics from, 118
S. Spirito, 111
S. Vitale, 26, 64, 111 - 12; mosaics, 106, 109, 112-16
(ills. 90-3), 118, 120, 147, 171; stucco ornament,
125; Mausoleum of Galla Placidia, 35, mosaics, 35,
35-7 (ills. 20, 21), 41, sarcophagus of Constantius
111, 46, 47 (ill- 32)
Regensburg, 241
Registrimi Gregor/, 147
Regulae Pastoralis Liber (Gregory the Great), 147
Reichenau, school of illumination, 226
Reims, school of illumination, 154, 159
Reparatus, Archbishop ol Ravenna, 119; portrait
(Ravenna), 120 (ill. 96)
Resava, see Manasija
Riha Paten, 98
Rinaldo, S., sarcophagus, 46
Ripsime, St, portrait (Spas-Nereditsa), 273
Roger Il, King of Sicily, 257-8, 262, 277; portrait
(Palermo), 257-8 (ill. 222)
Roger of Helmarshausen, 24!
Romanus I, Emperor, 180, 201, 202, 210, 217, 221
Romanus 11, Emperor, 202, 207, 210, 213, 229; por-
trait (Paris, ivory), 209 (ill. 176)
Romanus 11 Argyrus, Emperor, 232, 245, 250; por-
trait (Constantinople), 232
Romanus 1V Diogenes, Emperor, 256
Romanus Lacapenus, see Romanus |, Emperor
Rome, 72, 75, 146, 160
Biblioteca Apostolica, MSS.: Barberini gr. 320
(Psalter), 245; cod. Chris, gr. V111, 54, 298; cod.
gr. 1291 (Ptolemy), 171 ; gr. 342 (Psalter), 243; gr.
1158 (Gospel Book), 298; gr. 1208 (Acts and
Epistles), 298, 299 (ill. 265), 301 ; see also Basil I,
Menologion of; Constantine Manasses, chronicle
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Rome, Biblioteca Apostolica, MSS. continued

of; Cosmas Indicopleustes, Christian Topography
of; Joshua Roll; Leo the Patrician, Bible of; Vati-
can Vergil; Vergilius Romanus

Catacombs: Callixtus, 16, 21 ; Commodilla, church
of St Felix and St Adauctus, fresco, 127 (ill. 104),
portrait of St Luke, 154-5 (ill. 132); Dominila, 21 ;
Giordanus, mosaic, 31, 32 (ill. 16); Lucina, 21;
Peter and Marcellinus, SS., mosaics, 22 (ill. 7), 23
(ill. 8), 24; Priscilla, Cappella Greca, 20 (ill. 2), 21,
Cappella della Velata, 20 (ill. 3), 21 (ills. 4, 5);
Thraso, 21-2 (ill. 6); Via Latina, 16, 24 (ill. 9)

Constantina, mausoleum of, mosaics, 27-30 (ills.
11-13), 32; sarcophagus, see Museo Sacro Vati-
cano

Fons Constantini, 26

Grotte Vaticane, mausoleum of the Julii, mosaics,
19 (ill. 1); sarcophagus ofJunius Bassus, 43-4 (ill.
28), 46

Lateran Palace, OId Library, wall-painting, 148,
149 (ill. 123)

Museo Lateranense, mosaic decoration from OId St
Peter’s, 151 ; sarcophagus of the Two Brothers, 44
(ill. 29), 46

Museo Sacro Vaticano, ivon triptych of Constan-
tine VII, 207; pilgrim’s reliquary box from Pales-
tine, 60, 61 (ill. 44); reliquary from Maastricht,
213; sarcophagus of Constantina, 28-30 (ill. 14);
silks from Sancta Sanctorum, 175, 176 (ill. 147),
177 (ill. 148)

Palazzo Venezia, ivory triptych with the Deesis,
207, 208, (ill. 174)

Pantheon, Hodegetria, 88-9 (ill. 70)

S. Agnese fuori le Mura, 148; mosaics, 148-9 (ill.

124), 153_4
SS. Cosmas and Damian, mosaics, 125-7 (ill. 103),

3505

S. Croce in Gerusalemme, miniature mosaic, 326

S. Francesca Romana, see S. Maria Nova

S. Giovanni in Laterano, 26; apse mosaic, 350N
baptistery. Oratory of S. Venanzio, mosaic, 150 '
(ill. 125), 151; pilgrim’s reliquary box from, 60,
61 (ill. 44)

SS. Giovanni e Paolo, mosaics, 109

S. Lorenzo fuori le Mura, 26, 147; frescoes, 3592;
mosaic triumphal arch, 147-8 (ill. 122), 151

S. Maria Antiqua, 90, 156; wall-paintings, sixth-
century, 94, seventh-century, 90, 141, 152 (ill.
129), 153-5 J3> 130, i56, eighth-century,
154-5, 155-6 (ill- 133), 156

S. Maria in Cosmedin, mosaic decoration from Old
St Peter’s, 151, 152 (ill. 128), 155

S. Maria Maggiore, 37; mosaics, 35, 37-9 (ills. 22,
23), 41, 74, 9T i09, 111

S. Maria Nova (S. Francesca Romana), 156; Hode-
getria painting, 90 (ill. 72)
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Rome continued
S. Maria del Rosario, Panagia Chalkoprateia
(Hagiasoritissa), 90-1 (ill. 73)
S. Maria in Trastevere, Maria Regina, 94-6 (ill. 77),
154
S. Maria in Via Lata, paintings, 156
S. Paolo fuori le Mura, 26, 27; mosaics, 109, 278
St Peter’'s, Old, 26, 26-7, 53, 147, Chapel of the
Virgin ofJohn VI, 154, (mosaic decoration from),
151, 152 (ill. 128), narthex, mosaics, 168; present
church, treasury, cross of Justin 11, 98-100 (ill.
83), 197, ‘Dalmatic of Charlemagne’ (sakkos), 334-
5 (ills. 296, 297)
SS. Pietro e Marcellino, 26
S. Pietro in Vincoli, mosaic portrait of St Sebastian,
151, 152 (ill. 127)
S. Pudenziana, mosaic in apse, 33-5 (ill. 18), 74, 125
S. Saba, paintings, 156
S. Sabina, wooden doors, 48-50 (ill. 34), 50-3
S. Stefano Rotondo, mosaic in the apse, 151 (ill.
126)
Triumphal arch of Constantine (315), 43
Romulus Augustulus, Emperor, 53
Rossanensis, Codex, 130-3 (ills. 108, 109)
Rossano, see Rossanensis, Codex
Rothschild cameo, 79 (ill. 62)
Rovina, Battle of, 329
Rublev, Andrei, 324-5
Rucellai Madonna, 297
Rufus Gennadius Probus Orestes, consular diptych
of, 53
Rum, Sultan of, 250, 284

Sabratha, Justinian’s churches, 104
Sacra Parallela (John of Damascus; Paris, gr. 923),
223
Sahak, Prince of Armenia, portrait (Aght'amar), 222
Saint-Denis, abbey, 241
St Menas, church, 68
Salonika, 72, 160, 161 ff., 176, 182, 197, 288, 304, 305,
329, 330
Acapniou Monastery, 329
Acheiropoeitos, church of the, 161 ; Kataphuge, 329
Archaeological Museum, ninth-century armbands,
200 (ill. 168)
Holy Apostles, 307; mosaics, 306 (ill. 271), 307-9
(@ill. 272)
Hosios David, 329; mosaics, 106, 161-2 (ill. 139),
329
Hagios Demetrios, 163; mosaics, 150, 162-5 (ills.
140, 141)
Hagios Giorgios, mosaics, 32-3 (ill. 17), 41, 161,
162, 168
Hagia Sophia, mosaics, 171, 188, 195-7 (ill- 162),
237

Salonika continued
Panagouda, church of the Panagia of, epitaphios
from, 338 (ill. 300)
Vlattadon monastery, icon, 325
Salzburg, 241; school of illumination, 158 (ill. 137)
Samuel, Tsar of Bulgaria, 237
Santa Prisca, S. Matrona, mosaics, 35
Sagqara, monastery of Jeremias, frescoes from, 72
(ill. 56), 141
Sardica, 75
Sargis Pidzak, 223, 295, 3707
Sarigiizel sarcophagus, 47-8 (ill. 33), 76
Sasanids, 167, 170, 175
Sassoferrato, mosaic icon of St Demetrius, 309
Sava Il, Archbishop, portrait (Sopocani), 288
Sava, St, 284, 36819; portrait (MileSeva), 286
Schioppo, Madonna dello, 281 (ill. 249), 282
Secundus of the Asterii, 53
Seleucia, martyrium, 64, 67
Seljuq Turks, 250, 284, 291
Seneca, 41
Sens, shroud of St Siviard, 218
Serbia, schools of fresco-painting, 284-9 (ills. 250-4),
304-5, 320 ff. (ills. 282-6)
Serena (wife of Stilicho), 46
Sergius, Emperor, 169
Sergius 111, Pope, 91, 3505
Sergius (scribe), 297
Severinus, Pope, 27
Severus, St, Bishop of Naples, 35; portrait (Porec),
121
Sfax, museum, mosaic with Daniel, 74
Shapur | of Persia, 64
Sicily, mosaic workshops, 241, 258, 262, 277
Siegburg, Lion silk from (destroyed), 217
Sighanle, St Barbara, 224
Simeon Xemanja, St, 36819
Simeon (illuminator of the Blachernae), 226
Simeon Uros Palaeologus, 326
Simonis, Queen of Serbia, 320
Sinai, Mount, monastery of St Catherine
icons: sixth and seventh century, 72, 92-4 (ills. 75,
76), 141; tenth century, 88, 218-21 (ill. 188);
twelfth century, 273 (ill. 238); thirteenth century,
277, 295-7 (ill. 261); thirteenth-fifteenth centur-
ies, 325,325-6
Justinian’s church, 104-5
mosaics: 72, 105-6 (ill. 85), 118, 122, 125, 307
MSS. : see Cosmas Indicopleustes, Christian Topo-
graphy of
Sinope, see Sinopensis, Codex
Sinopensis, Codex (Paris, MS. suppl. gr. 1286), 130-
2, 133-6 (ill. no)
Sion, Mount, 56
Sis, scriptorium, 291



Sisojevac, church, frescoes, 324
Siviard, St, shroud of, 218
Sividius, consular diptych of, 53
Sixtus 111, Pope, 27, 37, 49
Skevra, monastery, scriptorium, 291 ; triptych, 370
Skoplje, 320
Macedonian State Collections, icons, 325
St Nicetas, frescoes, 322
Sorta, Archaeological Museum, icon of Poganovo,
326-9 (ill. 290)
Sophia, Empress, 98
Sophia Vitovtovna, Grand Princess of Moscow, por-
trait (Moscow), 337
Sophronius, Patriarch of Jerusalem, 57
Sopocani, church of the Trinity, frescoes, 288, 289
(ill. 254), 304, 345
Sosandra, monastery, 301
Spas-Nereditsa, church, frescoes, 273
Staro Nagoricino, St George, frescoes, 322
Stephen Lazarevic, Despot, 322, 324
Stephen Dusan, Emperor of Serbia, 284, 288, 322;
portrait (Psaca), 322
Stephen Nemanja. King of Serbia, 284; portrait
(MileSeva), 286
Stephen Prvovencani, King of Serbia, 288
Stephen Uros I, King of Serbia, 288; portrait (Sopo-
cani), 286
Stephen Uros Il Milutin, King of Serbia, see Milutin
Stephen Uros |11, King of Serbia, 322
Stephen, Patriarch of Constantinople, 180
Stephen 11, Pope, 146
Stephen VI, Pope, 3505
Stephen (treasurer of Hagia Sophia), 210
Stephen (treasurer of Justinian 11), 167
Stephen of Aila, 105
Stilicho, sarcophagus of, 45 (ill. 30), 46
Studenica, 284
Church of the Virgin, frescoes, 284, 285 (ill. 250),
288
King's Church, 288, 321 ; frescoes, 321-2 (ills. 283,
284)
Stuma Paten, 98, 99 (ill. 82)
Stylianus Zaoutzes, 190, 222
Suger, Abbot of Saint-Denis, 241
Svjatopolk, Grand Prince of Kiev, 254
Svjatoslav, Grand Prince of Kiev, 224
Symeon (miniaturist), 36514
Symeon, Tsar of Bulgaria, 201
Symmachi, diptych of the, 50
Symmachus, Pope, portrait (Rome), 149
Symmachus, 17
Synesius of Cyrene, 15-16
Syracuse, 160
Museo Archeologico Nazionale, sarcophagus of
Adelfia, 43-4 (ill. 27)
Syria, 57, 62, 64, 67, 74, 86-8, 128, 136 ft., 165, 169
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Tabari, al-, 167

Tabarka, tomb mosaics from, 74

Tabgha, church of the Multiplication of the Loaves
and Fishes, mosaic floor, 67

T'alin, church, wall-paintings, 142

Tamar, Queen of Georgia, 283; pectoral cross of, 364s

Tarasius, Patriarch of Constantinople, portrait (Con-
stantinople), 193

Tarragona, see Centcelles

Tavchanli kilisse, 224

Tchaouch In, chapel, 224

Tchareqle kilisse, 274

Tertullian, 14, 16, 31

Theodelinda, Queen, 57

Theodora, Empress (wife of Justinian), 18, 91-2, 102,
103, 115, 116, 118, 122; portraits (Justin diptych),
81-4 (ill. 64), (Ravenna), 115-16 (ill. 93)

Theodora, Empress (wife of Theophilus), 170, 171,
ITS,

Theodora, co-Empress with Zoe, 214, 232, 234

Theodora, Tsarina of Bulgaria, portrait (B.M. Gos-
pels), 324

Theodora Raoulaina (niece of Michael \ 111), 298

Theodore, Abbot of St John Studius, 170, 178

Theodore, Archbishop of Ravenna, sarcophagus, 46,
122, 123 (ill. 100)

Theodore, Bishop of Antioch, 65

Theodore, Despot of the Morea, 332

Theodore Il Lascaris, Emperor, 284, 288, 301

Theodore 1, Pope, 151

Theodore Martyr, St, Eulogy (Gregory of N'yssa), 26,
86

Theodore Stratelates, St, portraits (Leningrad), 228,
(Rome), 125-6 (ill. 103)

Theodore (painter at Mileseva), 284

Theodore Anagnostes, 88

Theodore Apseudes, 274

Theodore Metochites, Grand Logothete, 315, 319,
320, 332; portrait (Constantinople), 314 (ill. 277),
315

Theodoric, King of the Ostrogoths, 106-7, 109, hi ;
portrait (Ravenna), 109

Theodosian Missorium, see Theodosius |, Emperor,
dish of

Theodosius |, Emperor, 17, 32, 46, 55, 161; dish of,
77 (ill. 60), 96, 114, 130

Theodosius Il, Emperor, 46, 56, 76, 102; portrait
(solidus, c. 420), 79

Theodosius 111, Emperor, 168

Theodotus, Bishop of Antioch, 64

Theodotus, Patriarch of Constantinople, 178

Theodotus (donor of chapel in S. Maria Antiqua),
portrait, 156

Theodotus (public logothete of Justinian I1), 167

Theopempt, Metropolitan of Kiev, 236

Theophanes, St, portrait (Constantinople), 318
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Theophanes, 91, 170
Theophanes Continuatus, 88, 201-2, 221
Theophanes (painter, of Constantinople and Nov-
gorod), 324
Theophano, Empress, 182, 224, 226, 241
Theophilus, Bishop of Salonika, 171
Theophilus, Emperor, 170-1, 171, 175
Theophilus, Patriarch of Alexandria, 68
Theophilus (scribe of Constantinople), 298 (ill. 264)
Théophrede, St, silk from tomb of, 218
Theophylact, Patriarch of Constantinople, 180
Thomas Preljubovic, Despot of Yannina, reliquary
with portrait, 325 (ill. 287), 326; portrait at Meteora,
326
Tiberius Il, Emperor, 80
Tiflis, National Museum, icon and pectoral cross, 364s
Timothy, St, relics of, 90, 104
Tiridates, King of the Armenians, 190
Tirnovo, SS. Peter and Paul, frescoes, 324
Titus, Emperor, 56
Todi, 153
Tomi, dish from, 97 (ill. 79), 98, 118
Togale kilisse, 224
Torcello Cathedral, mosaics, 278 (ill. 242); pala, 248
Tornikes family, 319
T oros Roslin, 223, 291-5 (ills. 256, 257, 259)
T 'oros of Taron, 295
Toto, Abbot of Ottobeuren, 175
Tours, 15; school of illumination, 145
Transjordan, mosaic workshops, 67
Traprain Law, treasure of, 55 (ill. 41)
Trebizond, 283, 301, 326
Gospels from (Venice, Mekhitarist MS.
290-1 (ill. 255)
Hagia Sophia, frescoes, 301
St Anne, frescoes, 301
Theokepastos Monastery, frescoes, 301
Trent, silk from, 175
Treska river, monastery of St Andrew, frescoes, 322
Tribonian (quaestor of Constantinople), 102
Trier, 75; Cathedral, treasury, ivory carving with
Translation of Relics, 91, 92 (ill. 74)
Trikkala, 326
Troy, 75
Turtura, portrait (Rome), 127 (ill. 104)
Two Brothers, sarcophagus of the, 44 (ill. 29), 46

1400),

UgljeSeva, portrait (Psaca), 322
Ulrich, St, silk from tomb of, 218
Umayyad Caliphate, 160, 167, 169
Urban V111, Pope, 126

Ursus, St, portrait (Porec), 121
Utrecht Psalter, 154

Valencia, 297

Valentinian I, Emperor, 68

Valentinian 11, Emperor, dish of, 77 (ill. 60)
Valentinian 111, Emperor, 35, 127

Vasak, Prince, Gospels of, 291

Vasily Dimitrievich, Grand Prince of Moscow, por-
trait (Moscow), 337

Vatican, see Rome: Biblioteca Apostolica, Grotte
Vaticane, Museo Sacro Vaticano, St Peter’s

Vatican Vergil (Vat. lat. 3225), 41

Vatopedi, church, frescoes, 304-5; mosaic panel, 307

Velbuzd, Battle of, 322

Venantius (father of Pope John 1V), 150

Venice, 241, 324

Accademia, see Bessarion reliquary

Biblioteca Marciana, jewelled book-cover, 199 (ill.
167), 200; see also Basil 11, Psalter of; Cynegetica

Mekhitarist Library, MS. 1400 (Trebizond Gos-
pels), 290-1 (ill. 255); Gospels of Queen MIkhé,
334

Museo Archeologico, ivory panel with St John
Evangelist and St Paul, 207-9 (ill. 175)

S. Marco, 104, 222, 278-9
bowl: enamelled glass, with mythological figures,

228 (ill. 196), 229
chalices: of Basil the Proedros, 210-13; onyx, of
Romanus Il (?), 210 (ill. 178), 213
crown: votive, of Leo VI, 198 (ill. 166), 200
icon: with the Archangel Michael, 212 (ill. 180),
213; of the Theotokos Nikopoia, 91
mosaics: 73, 278-9 (ill. 243)
Pala d'Oro: 248-50 (ills. 213, 214)
sculpture: 279-82 (ills. 244-9)
Vercelli, Biblioteca Capitolare, St Gregory’s Sermons
on the Gospels (MS. CXLVIII), 158 (ill. 136)
Verdun, quadriga silk from, 175
Vergil, 17; see also Vatican Vergil, Vergilius Romanus
Vergilius Romanus (Vat. lat. 3867), 41
Verina, Empress, 90
Veroli Casket, 228 (ill. 195), 229
Verona Codex, 42
Victor, Bishop of Ravenna, 111
Victor, St, 35110
Vienna

Kunsthistorisches Museum, ivory panel with St
Andrew and St Peter, 207-9; relief of the Dormi-
tion, 229 (ill. 197)

Osterreichische Nationalbibliothek, seeJohn Chry-
sostom, St, Sermons on St Matthew; Materia
Medica (Dioscurides); Vienna Genesis

Weltliche und Geistliche Schatzkammer, see Coron-
ation Gospels of the Holy Roman Empire

Vienna Genesis, 127-30 (ills. 106, 107), 133-6, 145
Vienne, 175

Villehardouin, 283, 340

Vita of Kotor, 322



Vitalis, St, portrait (Ravenna), 112 (ill. 90)
Viadimir
Cathedral of the Dormition, 274
St Demetrius, frescoes, 274
Vladimir, Our Lady of, 276 (ill. 240), 277
Vladimir Monomakh, Grand Prince of Kiev, 256
Vladimir Svyatoslavovich, Grand Prince of Kiev, 236,
237
Vladislav 1, King, 284; portrait (MileSeva), 286, 287
(ill- 253)
Vlatko, Sebastocrator, portrait (Psaca), 322
Vsevolod, Grand Duke, 273, 274
Vuka, Prince, 284
VukaSin, King of Serbia, 322; portrait (Psaéa), 322
Vulgate of St Jerome, 42

Walid, al-, I, Caliph, 167

Walter of the Mill, Archbishop of Palermo, 267

Washington, D.C.
Dumbarton Oaks Collection, mosaic icon of St
John Chrysostom, 309, 312 (ill. 275); MS. 3
(Psalter and New Testament), 243 (ill. 206)
Freer Gallery of Art, Gospels of Prince Vasak, see
Freer Gospels
National Gallen* of Art, Kahn and Mellon icons,
296 (ill. 262), 297

Westminster Abbey, silk from tomb of Edward the

Confessor, 218
Whitby, Synod of, 147
William |, King of Sicily, 258, 202, 277
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William 11, King of Sicily, 258, 262, 267, 277; por-
trait (Monreale), 270 (ill. 234), 271
Winchester, school of illumination, 241

Yaroslav, Grand Prince of Kiev, 236; portrait (Kiev),
237

Yeats, W. B., 344

Yerevan, Gospel (Matenadaran 6201), 223; Gospel
book and cover (Matenadaran 7690), 3707; see also
Etchmiadzin Gospels; HeFum 11, Lectionary of;
Mugni, Gospel of

Zacharias, Catholicon of Armenia, 190

Zacharias, Pope, 155; portrait (Rome), 156

Zagba, school of illumination, 60, 62 (ill. 45), 63 (ill.
46), 134 (ill. h i), 136-7 (ill. 113)

Zealots, Revolt of the, 56

Zeno, Emperor, 57, 64, 84

Zephyra (wife of Nicephorus Euphorbinos Kata-
kalon), 274

Zephyrinus, Pope, tomb, 16

Zeuxippos, silk workshops, 216 (ill. 185), 217

Zica, Hermitage of Peter of Korisa, frescoes, 288, 305

Zoe, Empress, 201, 232-3; portraits (Constantinople),
232-3 (ill. 201), 235, 257, (crown of Constantine 1X),
214

Zoe Zaoutzina, Empress, 90

Zrze, monastery, icon of Christ Saviour and Zoodotes,
322
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The appreciation of early Christian and Byzantine Art as a sublime expression of religious
thought and feeling is a comparatively modern phenomenon. Byzantine art is both

static and dynamic: static in the sense that once an image was established it was felt that no
improvement was necessary; dynamic in the sense that there was never one style and
these styles or modes were constantly changing. The story is not only complex in its
unravelling but ranges widely over various media: mosaic, wall painting and painted
panels, sculpture in marble and ivory, manuscript illumination, gold, silver, and precious
stones, jewellery, silk, and rich vestments. This enthralling account by a gifted medieval
art-historian should remain a standard work for many years to come.

Cover photographs: front, detail of an elephant on a
silk compound twill of the late tenth century in the
cathedral treasury at Aachen (photo: Snark Inter-
national); back, the Transfiguration, mosaic of between
548 and 565 in the apse of the church of the monastery
of St Catherine on Mount Sinai (photo: Alexandria-
Michigan-Princeton Archaeological Expedition to
Mount Sinai). Design: Gerald Cinamon.



