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THE ARTISTIC ACTIVITY OF THEOPHANES THE CRETAN
IN WESTERN THESSALY AND THE EMERGENCE

OF THE “CRETAN SCHOOL”

OF PAINTING IN OTTOMAN GREECE

Konstantinos M. Vapheiades

ABSTRACT: One of the leading Cretan artists of the sixteenth century, whose pro-
duction has not been thoroughly and critically examined yet, was Theophanes
Strelitzas. The following article will expand our knowledge of his prolific artistic
activity under monastic patronage in West Thessaly, already known from the
katholikon of the Monastery of St. Nicholas Anapausas. In the first place, unpub-
lished icons which pertain to Theophanes’s artistic idiom will be presented from
ecclesiastical collections of the wider region. Based on this evidence, the article
will raise questions concerning the emergence of the “Cretan School” of painting
in Ottoman Greece. This discussion aims at a critical questioning of the prevail-
ing art historical narrative on the Cretan style’s dissermination in Thessaly and

continental Greece in general.

Keywornps: Theophanes painter, Cretan School of painting, post-Byzantine icons,
Meteora, Thessaly

AEZEIZ-KAEIAIA: Ogopdvng {wypdgog, Kpntikn XxoAn, uetapulaviivéq eikoveg,
Metéwpa, Oeooalia

I. INTRODUCTION

The style of painting defined as the “Cretan School” undoubtedly represents
one of the most important chapters in the history of post-Byzantine paint-
ing!. This is mainly because a large number of churches, especially in the mo-
nastic communities of Mount Athos and Meteora, are adorned with frescoes and
icons executed by painters attributed to this maniera. Mainstream art historical
narratives associate the art of Theophanes Strelitzas or Bathas (pre-1527 - 122

1 For the "Cretan School” of painting in Ottoman Greece see for example Xyngopoulos, ZxeSiaoua,
61-190. Chatzidakis, “Contribution”. Idem, O kpntik6¢ {wypdpog Ocopdavng. Vokotopoulos, H konTt-
k1 {wypapikn. Triantaphyllopoulos, MeAéteg. lepd Movn Ayiou Atovuaiou. Ot Tolxoypapie ToU Ka-
BoAkov. Vapheiades, Mepi ¢ v ABw «kpnTikne» {wypapikng. Lytari, O totyoypapikog Stdkoaog.
Tsigaridas, @sopdvnc o Kpng. Vapheiades, H téxvn g SouAsiag.
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August 1559) with the emergence and dissemination of the “Cretan School” in
Ottoman Greece.

Nonetheless, we still do not possess a complete picture of Theophanes’s
work, nor has a detailed study been made of the actual extent of his contribution
to the development of post-Byzantine painting in mainland Greece or, by ex-
tension, the relationship between his work and that of other sixteenth-century
artists. It should be pointed out that the work of these other artists has not re-
ceived the same scholarly attention as that of Theophanes. Consequently, this
has created the misleading impression that Theophanes is the chief exponent of
the “Cretan School”. The problem is intensified by the stereotypical views that
have come to prevail in this field of research, views that hinder our understand-
ing of the art of this period. These views present Crete as the only artistic centre
in the Orthodox world that is worthy of note and the “Cretan School” as the only
worthy example of late Constantinopolitan art. They also present Theophanes as
a unique phenomenon that is unconnected with the artistic output of Ottoman
Greece, even though it is a well-known fact that Theophanes was the scion of an
artistic family from the Peloponnese and that not a single work of his has sur-
vived on Crete, despite the impressive scale of his output?.

Be that as it may, it is undeniable that the work of Theophanes the Cretan
represents a landmark in the development of post-Byzantine painting. On the
basis of inscriptions or marginal notes, three monumental ensembles were exe-
cuted by this painter: the painted decoration in the katholikon of the Monastery
of St. Nicholas Anapausas at Meteora (1527) and the frescoes in the katholika of
the Monastery of Great Lavra (1535)° and the Monastery of Stavroniketa (1540)
on Mount Athos*. Moreover, it is considered certain that Theophanes also paint-
ed the refectories of these two Athonite monasteries®, as well as the Chapel of
St. John the Baptist and the old portal of Stavroniketa Monastery®. In addition

2 Cf Vapheiades, “Towxoypagieg otig Kapuécg”, 40-41. Idem, "O {wypdypog @copdavng o Kpng kat n
Téxvn oTov ABw Kot Ta MeTéwpa Katé tov 16° awwva”, 148-149. Idem, H téxvn ™ SovAciag, 67-79.

3 See Millet, Monuments de [‘Athos, pls. 115-139. Xyngopoulos, Zxediaaua, 100-103. Chatzidakis, “Re-
cherches”, 317-318. Garidis, La peinture murale, 139-140. Vapheiades, H téyvn g SovAsiag, 85-86.

4 See Millet, op. cit., pl. 167.3. Xyngopoulos, op. cit, 103. Chatzidakis, op. cit., 318. Idem, O kpnTik6g
{wypapog Osopavng. Garidis, op. cit., 142-158. Vapheiades, op. cit., 97-98.

5  For the refectory of the Great Lavra monastery see Millet, op. cit., pls. 140-152. Xyngopoulos, op. cit.,
109. Chatzidakis, op. cit., 319-320. Garidis, op. cit., 140-141. Yiannias, The wall paintings in the trapeza
of the Great Lavra. Idem, "Ot ayloypa@ieg Twv tpamelwv tou Ayiov ‘Opoug”’, 323-362. Tavlakis, To
ELKOVOYPaPIKO TTPOYpaupe, 41-74. Vapheiades, H éxvn ¢ SovAsiag, 86-90. For the refectory of
the Stavroniketa monastery see Millet, Monuments, op. cit, pls. 166-167.2. Chatzidakis, O kpnTikog
{wypapog Osopavng, 59-61. Garidis, op. cit.,, 140. Yiannias, op. cit,, 350. Tavlakis, op. cit., 87-94.

6 See Chatzidakis, op. cit., 61-62. Cf. Toutos, Fousteris, Eupetriptov, cat. 14.3. For the murals of the old
portal see ibid., no. 14.4.
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to these frescoes, about sixty-five icons have been attributed to the painter, ac-
cording to the catalogue compiled by Efthymios Tsigaridas’. It should be noted
that these icons, most of which are on Mount Athos, have been attributed to
Theophanes on the basis of stylistic criteria as none of them actually bears the
artist’s signature. Given that the extant output of other well-known and equally
productive sixteenth-century “Cretan” painters numbers no more than 10-15
icons, the scale of Theophanes'’s output is truly impressive.

II. THE FRESCOES IN THE KATHOLIKON
OF THE MONASTERY OF ST. NICHOLAS ANAPAUSAS

The Monastery of St. Nicholas Anapausas was most probably founded in the
mid-fourteenth century and then completely renovated in the early sixteenth cen-
tury, which is when the present katholikon was built, according to the dedicatory
inscription: + ANH'EPOH EK BAOPON O OEIOX K(AI) TANXEIITQX NAQXY TOY
EN AT'THX TIATPOZX EIMQON / NIKOAAOQY. ITAPA TOY ITANIEPOTATOY MITPOIIQ-
AITOY AAPIXHY KHP AIONIZIOY K(AI) TOY OXEIQTAT(0Y)/EN IEPOMONAXEIX
KHP NIKANQPOZX K(AI) EEAPXOY XTATQN. K(AI) T(QN) EYPIXKOMENQN AAEA-
®ON EIXT(/PIOH AE K(AI) AIA EE0A0Y TOY EYTEAOYZ [K]YITPIANOY IEPOAIA-
KONOY /ET(EI) ,ZwAot’ [7036 = 1527] MHNI OKTQOBPIOY IB’ EN I(AIKTIONI) A/
Xeip Ocopavn / M(ONA)X(OY) TOY EN TH / KPITH XTPEAH/TZAX [...]2.

According to the inscription, the founders of the katholikon of the Monastery
of St. Nicholas Anapausas were Dionysios, the Metropolitan of Larissa, known
as ‘the Merciful’ (ca. 1482 - ca. 1489, t1510)°, and Nikanor, Exarch of the Diocese
of Stagoi (1521). However, the cost of the painted decoration was undertaken
by the hierodeacon Kyprianos, about whom we have no other information. It is
very likely that the deacon who is portrayed without a halo and kneeling be-

7 Tsigaridas, @sopavng o Kpng, 35-40. Four other icons are associated with Theophanes. See Pazaras,
"TPEeLG ElKOVEG TOU KUKAOL Tou @go@dvn Tou Kpntog”, 371-390. Vasilakis, Ot eikdveg Tou ApxovtikoU
Tooitoq, cat. 3.

8 Translation: This divine and most sacred church of our holy father Nicholas was built by his Excellen-
cy the Metropolitan of Larissa Dionysios and the most blessed hieromonk Nikanor, Exarch of Stagoi,
and his brotherhood. It was decorated at the expense of the unworthy hierodeacon Kyprianos on 12
October in the first indiction of the year 1527, by the hand of the Cretan monk Theophanes Strelitzas
(Chatzidakis, “Recherches”, Appendice, cat. 1 on page 344. Sophianos, Tsigaridas, lepd povn) Ayiou
NikoAdou Avamauad, 34. Velenis, "H ypapn”, 212-213). Also read Vapheiades, H téxvn ¢ SovAciag,
134.

9 For St. Dionysios, Archbishop of Larissa and monk of Anapausas Monastery, see selectively Sophia-
nos, Tsigaridas, op. cit, 35. Rigo, La ‘Cronaca delle Meteore’, 39-48.
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tween Saints Athanasios and Cyril of Alexandria in the sanctuary of the katho-
likon is Kyprianos’s donor portrait!® (fig. 1).

It should be noted that St. Bessarion ‘of the Saviour’, the scion of a wealthy
priestly family and a leading figure of his day, was transferred to the Diocese of
Stagoi in 1521. Later he became Metropolitan of Larissa (1527-1540), with his
seat being at Trikala. As is well-known, he was responsible for many charitable
works, including, of course, the construction of the Monastery of the Saviour of
the Great Gates at Dousiko (1527-1534)!!. Although the dedicatory inscription
in the katholikon of the Monastery of St. Nicholas Anapausas does not mention
the hierarch’s name, it seems that St. Bessarion was behind the idea of inviting
Theophanes the Cretan to execute the painted decoration at Meteora and not the
hierodeacon Kyprianos!2

The frescoes in the katholikon of the Monastery of St. Nicholas Anapausas,
partially preserved and on the facade of the church, are considered to be The-
ophanes’s first monumental work?!3, although they presuppose previous experi-
ence of fresco decoration of churches.

Despite the problems of organising the decoration in a building of such pe-
culiar design, both the iconographic programme of the katholikon and the ico-
nography as a whole generally follow the dictates of the Palaiologan period. The
iconography of the scene of the Dormition of St. Ephraim!* - which is modelled
on the icons depicting the same subject in Lefkada (mid-fifteenth cent.), at the
Byzantine and Christian Museum in Athens (post-1456) and at the Iveron Mon-
astery on Mount Athos (late fifteenth cent.)! - as well as the iconography of in-
dividual figures, such as the Man of Sorrows - which may be considered to have
been modelled on the icons in the Saroglou Collection (late fifteenth cent.), the
icons in Patmos (second half of fifteenth cent.), and the icons of Nikolaos Tzafou-

10 Sophianos, Tsigaridas, op. cit,, fig. on page 179.

11 For the deeds of St. Bessarion see Sophianos, latopikd oydéAia.

12 See Vapheiades, "Téxvn kat EkkAnoia otnv Oeoooiia’, 10.

13 See Xyngopoulos, Zyediaaua, 96-100. Chatzidakis, “Recherches”, 315-317. Garidis, La peinture mu-
rale, 137-139. Sophianos, Tsigaridas, lepd povn Ayiou NikoAdou Avamavad, 79-99. Tsigaridas, O¢co-
pavng o Kpng, 13-32. Vapheiades, H téxvn ¢ SovAsiag, 108-110.

14 Martin, "The Death of Ephraim”. Xyngopoulos, op. cit., 180-182. Pallas, "Eikéva tou Ayiov Evotobi-
ov", 356-363. Chatzidakis, “Essai sur |'école dite 'ltalogreque”, 189-194. Bougrat, “L'église Saint-Jean".
Garidis, op. cit,, 143-145, no. 647 on page 144. loannidaki-Dostoglou, "Tapaotdoelq Ko oEwE 0oi-
WV Kol aoknt@v". Acheimastou-Potamianou, “H Koipnon tou oaiov Egpaip Tou Zupou”. Tanoulas,
"Onpaic’ avtn n mAeupa Tov Mapadeioov”. Byzantium, Faith and Power, cat. 80 (K. Ph. Kalafatis).

15 For the first icon see Chatzinikolaou, “Meoatwvika pvnueia loviwv Npowv”, 371. Chatzidakis, op. cit,
190. Affresci e icone dalla Grecia, cat. 86 (N. Tselenti). For the second icon see Acheimastou-Potamia-
nou, Etkéveg Tou Bulavtivod Mouaeiou ABnvuwv, cat. 31. For the third icon see ©@noaupoi Tou Ayiou
Opoug, cat. 2.33 (E. N. Tsigaridas).
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ris in Vienna (1489-1500)! - or the
figure of St. Merkourios, which re-
calls such icons as that of St. George
the Dragon Slayer in the Zakynthos
Museum (fifteenth cent.)!’, do not
provide much assistance to our ef-
forts to identify Theophanes’s artistic
background'®. This is because these
late Gothic models have been skilful-
ly adapted in the artist’s style!®. For
example, the realistic wrinkles on
Christ’s forehead and the locks of his
hair in Tzafouris’s picture are absent
in Theophanes’s figure at St. Nicho-
las Anapausas?.

Fig. 1. Meteora. St. Nicholas Anapausas

Monastery. Deacon Kyprianos the Ktetor
(after Sofianos, Tsigaridas, Iepd povn Ayiov
NixoAdov Avanavod, fig. on page 178)

From a stylistic point of view, the
rendering of Christ’s body in the de-
piction of the Vision of St. Peter of Alexandria and the formation of the folds in
the garments of St. James the Persian (fig. 2) and St. Christopher (fig. 3) are also
based on late Gothic models?'. However, such features are few and far between
and only of minor significance in Theophanes’s work, and in no way alter the
painter’s Byzantine perception of the rendering of space and the human figure,
which is evident above all in the drawing and the composition?.

Consequently, Theophanes’s painting, in the form it takes in Mount Athos
and Thessaly - in this particular case, the Monastery of St. Nicholas Anapau-

16 For the first icon see indicatively Affresci e icone dalla Grecia, cat. 64 (M. Acheimastou-Potamianou).
The World of the Byzantine Museum, cat. 134. For the second icon see Chatzidakis, Eikoveg g Ma-
THOU, cat. 40. Affresci e icone dalla Grecia, cat. 63 (M. Chatzidakis). For the third icon see Kreidl-Papa-
dopoulos, "Die lkonen des Kunsthistorischen Museums in Wien”, 30, fig. 39. Babi¢, Chatzidakis, “The
icons of the Balkan Peninsula”, 311-312, figs. on pages 322-323.

17 See Georgopoulou-Verra, "Etkoveg Tou 15% awwva otn ZakuvBo’, 118-123.

18 Cf. Chatzidaki, "H emi®paon twv €pywv tou Ayyglov”, 127-128.

19 Similar details occur in the wall paintings of the katholikon of the Stavroniketa monastery (Chatzi-
dakis, O kpntikég {wypdpog Ocopavng, figs. 84, 98, 105, 127). For the issue of western influences
see for example Chatzidakis, “Marcantonio Raimondi”, 154-159. Idem, "H Kpntikry {wypa@ikn Kat
N IToAWKR XoAkoypagia”, 27-46. Garidis, La peinture murale, 196-112, Constantoudaki-Kitromilidou,
"0 @gopavng, o Marcantonio Raimondi, Bépata all’ Antica kat Grottesche”, 271-282. Vapheiades, H
TéYVN TNG SouAegiag, 329-348.

20 Sophianos, Tsigaridas, lepd povn Ayiou NikoAdou Avamavad, figs. on pages 182, 183.

21 Ibid., figs. on pages 180, 232, 234.

22 Cf. Chatzinikolaou, "Zkéyelg yia Tnv ‘Kpntikry” Avayévvnon”.
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Fig. 2. Meteora. St. Nicholas Anapausas  Fig. 3. Meteora. St. Nicholas Anapausas
Monastery. St. Jacob the Persian (after Monastery. St. Christofer (after Sofianos,
Sofianos, Tsigaridas, Iepd povii Ayiov Ni-  Tsigaridas, Iepd povii Ayiov NikoAdov Avarmavod,
koAdov Avaravod, fig. on page 232) fig. on page 234)
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sas - does not adopt many elements of the mixed artistic style employed by the
Cretan painters. On the contrary, it draws its iconographical and quite a few
stylistic features from late Palaiologan painting, features that would have been
familiar to Theophanes from works produced in Crete before the Fall of Con-
stantinople (1453), such as the frescoes in the Church of the Virgin Mary at Val-
samonero, the Church of the Presentation of the Virgin Mary at Sklaverochori,
and the Church of the Archangel Michael at Episkopi in the Pediada region,
assuming that Theophanes received his basic education on Crete. It is clear,
however, that the painter, after having received his basic training in perhaps his
father’s workshop, matured as an artist in Ottoman Greece, given that no (early)
work of his survives in Crete and that all of his output is connected exclusively
with the monastic communities of Mount Athos and Meteora®.

In addition, we have already noted that the decoration in the katholikon of
St. Nicholas Anapausas presupposes experience in the art of fresco painting.
Although the scale of the church might not have required a great degree of
specialisation, it is certain that painting frescoes on its walls would have re-
quired an appropriate use of means and materials different to those required in
the production of icons?. It is therefore reasonable to assume that Theophanes
(also) worked as a fresco painter before 1527. Where exactly, it is impossible
to say with certainty, although frescoes such as those in the katholikon of the
Monastery of St. Neophytos in Paphos (after 1503 - before 1544) are stylistically
close to those of the katholikon of St. Nicholas Anapausas®. However, the fact
that Theophanes was invited to Meteora, evidently by St. Bessarion II of Larissa,
implies that he was well-known from his work in mainland Greece.

This view is indirectly supported by the following finding: Theophanes seems
to have collaborated with another painter whose name is not mentioned in the
dedicatory inscription. The latter’s work is not easy to discern since his artistic
idiom is very close to that of Theophanes. Nevertheless, after a careful stylistic
study it is possible to attribute some of the Christological themes in the katho-

23 The same is true about the painters of the fifteenth century, Xenos Digenis and Nicholas Lampoudis.
For the painter Xenos Digenis see Vasilaki-Mavrakaki, “O {wypapog Zévog Alyevig”, 550-570. Voko-
topoulos, "H xpovoloyia Twv ToLxoypa@lwy Tou Zévou Alyevr ota Atavw PAwpta ZeAivov”. Gari-
dis, op. cit., 278-282. Agrevi, Ot Tolyoypapies Tou Zévou Atyevr) atn Movr) MupTtidg. Vokotopoulos,
"0 Zévog Awyevng otnv Hmelpo”. Agrevi, "Mapatnpnoelg”. For the painter Nikolaos Lampoudis see
Affresci e icone dalla Grecia, cat. 70 (M. Acheimastou-Potamianou). /dem, "NioA&ou Tou Aapmoudn
Inaptidtou: elkova tng Mavayiog Tng EAcovoag”. Piatnitsky, “Two icons of the Virgin Eleousa at-
tributed to Nikolaos Lamboudis”.

24 See Vapheiades, lMep( Toyyoypapiag.

25 See for example Stylianou, J. Stylianou, Painted Churches of Cyprus, 369-381. Heliades, "H oupBoAn
™ lepdg Movng Ayiov Neogputou”, 389-415.
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Fig. 4. Meteora. St. Nicholas Anapausas Monastery. The Mandylion (after Sofianos,
Tsigaridas, Iepd povi Ayiov NikoAdov Avartavod, fig. on page 259)

Fig. 5. Meteora. St. Nicholas Anapausas Fig. 6. Meteora. St. Nicholas Anapausas Mon-

Monastery. The Three Hebrews (after Sofi- astery. The Dormition of St. Ephrem the Syri-
anos, Tsigaridas, Iepd povi Ayiov NikoAdov an. Detail (after Sofianos, Tsigaridas, Iepd povn
Avanavod, fig. on page 267) Ayiov Nixoddov Avanavod, fig. on page 292)
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likon’s nave (fig. 4) and the narthex’s Old and New Testament scenes (fig. 5), as
well as the Dormition of St. Ephrem (fig. 6) and of St. Nicholas, to a different
hand than that of Theophanes. The plasticity and realism of the figures in these
frescoes is quite distinctive, bringing forward the hypothesis that the anony-
mous painter was not a pupil or assistant of Theophanes but a talented artist in
his own right, if not superior in certain respects.

Given that no information survives about this painter, the simplest and most
reasonable thing to assume is that, like Theophanes, he was working locally
during the third decade of the sixteenth century and was summoned to assist
with the church’s decoration.

Yet the question arises: why did Theophanes choose this particular painter to
assist him? Did his patron oblige him to make this choice, or did he select him
on account of the good professional reputation he enjoyed locally or because his
art was completely compatible with his own? If the latter is the case, does this
mean that the anonymous artist had been trained in Crete, or are we dealing
with a Thessalian painter who managed to master the “Cretan” techniques by
working for monasteries in mainland Greece? Also, why did Theophanes require
the assistance of this artist to decorate a small church of no great height like the
katholikon of St. Nicholas Anapausas? In my opinion, one of the more plausible
reasons was the large number of commissions that Theophanes had undertaken
during the exact same time. This is borne out by a series of icons in other Thes-
salian monasteries, which are examined below.

III. THE MONASTERY OF THE TRANSFIGURATION
OF THE SAVIOUR (GREAT METEORON)

In the museum of the Monastery of the Great Meteoron there is on display a
medium-sized icon of the Three Hierarchs St. Gregory the Theologian, St. John
Chrysostom and St. Basil the Great* (fig. 7).

The Three Church Fathers, whose joint commemoration was established in
the late eleventh century, are arrayed in a frontal pose against a gold ground.
The figure of St. John Chrysostom occupies the centre of the composition, at-
tired in a prelate’s golden sakkos and holding a gold cross. This figure is flanked
by a depiction of St. Gregory the Theologian on one side and a depiction of St.

26 For this icon see Chatzidakis, Sophianos, To MeyaAo Metéwpo, fig. on page 193. EAtiSa kot MioTn,
cat. 37 (K. Mantzana). Vokotopoulos, "H eikéva Tou NikoAdov Pitdou oto Zepdyefo”, 224. Vapheia-
des, "Elkoveg ‘adnAwv’ kpntikwv {wypdewv”, 112-115.
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Fig. 7. Meteora. Great Meteoron Monastery. The Three Church Fathers

(Source: Great Meteoron Monastery)
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Basil the Great on the other. The latter are attired in prelate’s vestments and
hold a Gospel Book in their left hand.

The composition is laid out in accordance with a Palaiologan model, which
appears in icons of this time, such as the large double-sided icon from Thessa-
loniki at the Byzantine and Christian Museum (fourteenth century)?, the icon
in the Monastery of Vatopedi (second half of fourteenth century)®, the icon with
inventory number 194/72 at the Byzantine Museum in Kastoria (first half of fif-
teenth century)® and the icon from the Church of the Panaghia Chrysaliniotissa
in Nicosia (first half of fifteenth century).

This late Byzantine model was to be adopted by the “Cretan” painters. It
should be noted, however, that these painters always lay emphasis on the figure
of St. John Chrysostom, placing it in the middle of the group, with a bejewelled
benediction cross in his hand and a sakkos adorned with multiple crosses, a
familiar practice since the fourteenth century?®'. Other examples of this are the
depiction of the Three Hierarchs in the icon by Nikolaos Ritzos, son of Andreas
Ritzos (late fifteenth century)®? and the depiction in the icon at the Zakynthos
Museum (late fifteenth century)?*, which can in fact be considered a model for
the icon in the Monastery of the Great Meteoron. However, compared with the
icon at the Zakynthos Museum, the icon under examination here displays a
freedom in the rendering of form. Its art clearly recalls the style of Theophanes.

More specifically, the drapery is rendered with gentle transitions between
light and shade. An interesting detail is the wavy hems of the sticharia - a com-
mon feature in Theophanes’s work - and the shading of the omophorion on the
darker side of the body. The modelling of the faces is achieved through the ap-
plication of relatively small, only slightly graduated lights (commonly called
sarcomata in Greek painting jargon). Linear white lights (commonly known as
psimithies) have been discreetly placed on the prominent parts of the volumes.
In addition, the expression in the saints’ eyes is at once sullen and intense due

27 Acheimastou-Potamianou, Eikéveg Tou BulavTivou Mouasgiou, cat. 9.

28 Tsigaridas, Loberdou-Tsigarida, BuavTiveg eikéveg kat emevSUoeLS, cat. 33.

29 Tsigaridas, Ewoveg Tou BulavTivou Mouaeiou kat vawv tnG Kaatoplag, cat. 37.

30 Papageorgiou, Eidveg Tng Kumpou, 67, fig. 48. MaAatoAdysieg avrtavakAdaosig atnv téxvn ¢ Ko-
npov, cat. 39 (I. Heliades).

31 For the iconography of the Three Hierarchs see Drandakis, Eikovoypapia Twv Tpiwv lepapywv.
Koutsikou, "Ayvwotn elkova Twv Tplwv lepapxwv”. Acheimastou-Potamianou, “Mavayia Odnyn-
Tpla Kot Tpelg lepapxeg”. Cf. Vokotopoulos, “H gikdva Tou NikoAdou Pitlov ato Zepdyefo”, 224-225.
D'Ambrosi, “The icon of the Three Holy Hierarchs".

32 Vokotopoulos, op. cit., 224-225.

33 Acheimastou-Potamianou, Eikéveg ¢ ZakovBou, cat. 12.
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to their large size, the bold upper outlines and the white speck in the corners of
the eyes. As is his wont, Theophanes uses successive lines in order to convey
the impression of hair, particularly at the edges of the beards and the hair on the
head. These features occur both in the icon at the Great Meteoron (fig. 8a) and
the frescoes at St. Nicholas Anapausas (fig. 8b).

The connection between the icon under examination here and Theophanes’s
other works is also shown by the inscriptions. One example of this is the phrase
O AI'(I0Z), where the I lies above the O and 4, and another is the letter-combi-
nation XP, which occurs both in the icon at the Great Meteoron and the figure of
St. John Chrysostom at St. Nicholas Anapausas®, albeit with the addition of an
M beneath the X. Also, the (2, with its sharp angles, the diphthong combination
EI and the contraction of I'P are letter types and abbreviations often found in
Theophanes’s inscriptions®.

According to the above, therefore, the icon in the Great Meteoron Monastery
presents charachteristics which match Theophanes in terms of technique, artis-
tic idiom and script.

We know that Theophanes worked at Meteora, most likely between 1525 and
1533, It is also worth mentioning that in October 1543 the nephew of St. Bessa-
rion, Neophytos II (of Larissa)*, as Bishop of Stagoi, stayed for a while in Karyes
on Mount Athos with Patriarch Jeremiah I. While he was there, Jeremiah ratified
a letter by the Synaxis which settled a dispute in favour of the Monastery of the
Great Lavra. The letter was signed by a number of prelates, including Neophy-
tos®”. Since during the period 1543-1544 Neophytos was staying in Karyes, where
Theophanes’s cell and workshop were situated, it is possible that he came into
contact with the artist and perhaps commissioned a few icons. Given that Neo-
phytos’s activities, both as Bishop of Stagoi and Metropolitan of Larissa (though
he resided in Trikala), are associated with the Great Meteoron, it is an attractive
idea to propose that the icon of the Three Hierarchs represents a votive offering
by Neophytos, possibly to the monastery’s konaki in Trikala, which was dedicated
to the Three Hierarchs (founded in 1388)%. In this case, it should be dated be-
tween 1543 and 1552, when the Great Meteoron Monastery was being renovated.

34 Sophianos, Tsigaridas, lepd povn Ayiov NikoAdou Avamauad, fig. on page 171.

35 For Theophanes' writing see Velenis, “"H ypagn”, 211-240.

36 For Neophytos, Archbishop of Larissa see Sophianos, "Ot Neogutol Aapioong”, 86-124. For the bish-
op Neophytos as a donor see idem, lotopik& oydAia, 16-24. Vapheiades, H téxvn ¢ SovAsiag,
186-191 et passim. Idem, "Téxvn kat EkkAnoia”, 10-12.

37 See for example Stroubakis, lepsuiag A’, matpidpxns KwvotavtivourtéAswg, 90-91.

38 See Vapheiades, H povn tou Ayiou kat MeydAou Metewpou, 77-78.
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Fig. 8a. Meteora. Great Meteoron Monastery. ~ Fig. 8b. Meteora. St. Nicholas Anapausas
The three Church Fathers. Detail (Source:  Monastery. St. John of Klimax. Detail (after
Great Meteoron Monastery) Sofianos, Tsigaridas, Iepd povn Ayiov NikoAd-

ov Avanavod, fig. on page 315)

It should be noted that in the museum and sacristy of the Great Meteoron
survives a set of ten epistyle icons. These icons probably adorned the templon
of the monastery’s old katholikon, just before its replacement between 1544 and
1552, when the new was erected®. The style of these icons matches that of The-
ophanes and, therefore, the style of the painter who executed the icon of the
Three Patriarchs.

Indeed, if we compare, for example, the icon of the Crucifixion of Christ (fig.
9a)* with the icon on the same subject in the Monastery of Stavroniketa (fig.
9b), we observe that, apart from the identical iconography (except for the figure

39 See Sophianos, "Tot EUAOYAUTITO TEUTIAQl TWV HETEWPLKWY povwv”, 173-182. Vapheiades, "To téumAo
Tov Véou KaBoAwov tng I. M. Meydhouv Metewpov”, 19.

40 It is worth mentioning that the Crucifixion icon is based upon the similar wall painting in the katho-
likon of the St. Nicholas Anapausas monastery (Sophianos, Tsigaridas, lepd povn Ayiou NikoAdou
Avanauad, fig. on page 216).
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Fig. 9a. Meteora. Great Meteoron Monastery. Crucifixion of Christ
(Source: Great Meteoron Monastery)
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Fig. 9b. Mount Athos. Stavronikita Monastery. Crucifixion of Christ
(after Tsigaridas, Oeopdvng o Kprig, fig. 165)
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Fig. 10a. Meteora. Great Meteoron Monastery.
Icon of the Ascension of Christ. Detail (Source: Great Meteoron Monastery)
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of John) and script, the two icons are also alike in terms of style and technique.
Details such as the use of two colours in the garments, the way in which the
blood flows from Christ’s wounds, the rendering of Adam’s head, the chrysogra-
phy, and the double lines in the haloes bear this out. Even so, the two icons differ
in other respects as well: e.g., the degree of freedom and care which is demon-
strated in the rendering of form. The icon from the Monastery of Stavroniketa
shows a certain roughness (and rapidity) in the elaboration of the outlines and
sarcomata. In contrast, in the icon from the Great Meteoron the outlines and
sarcomata display care, delicacy and realism in their execution.

So, what is happening here? Are we dealing with the same painter, one who
has produced two slightly different works because of time constraints or some
other reason, or two different artists with exactly the same idiom? Yet, if the lat-
ter is the case, how is that possible? For it is a well-known fact that imitation is
possible only up to a certain point. It should be noted that the faces in the epi-
style icons from the Great Meteoron seem identical to those of the small figures
in the narthex of the katholikon of St. Nicholas Anapausas, given that the painter
of the narthex, like Theophanes in the naos, employed the techniques of porta-
ble icon painting in order to execute his frescoes. For example, the figure of St.
Peter the Apostle in the icon of the Ascension of Christ (fig. 10a, 10b) is identical
in all respects to the corresponding figure in the scene of the Second Coming at
St. Nicholas Anapausas (fig. 10c)*!. In my opinion, this implies that the painter
of the epistyle icons at the Great Meteoron may have worked at St. Nicholas
Anapausas together with Theophanes. In other words, he could well be the art-
ist who painted the Testament scenes in the narthex and was mentioned earlier.

The connection between the epistyle icons and the painter who collaborated
with Theophanes is reinforced by the fact that the artistic idiom displayed in
these icons is identical to that in the icon of the Dormition of the Virgin Mary
preserved in the Monastery of Varlaam.

IV. THE MONASTERY OF ALL SAINTS (VARLAAM)
In the museum of the Monastery of All Saints at Meteora, known as the

Monastery of Varlaam, there is on display an icon of the Dormition of the Virgin
Mary (fig. 11), which up until 1979 formed one of the two sides of a double-sided

41 Ibid,, fig. on page 286.
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Fig. 10b. Meteora. Great Meteoron Fig. 10c. Meteora. St. Nicholas Anapausas

Monastery. Icon of the Ascension of Monastery. The Second Coming. Detail
Christ. Detail (Source: Great Meteoron (after Sofianos, Tsigaridas, Iepd povn Ayiov
Monastery) NixoAdov Avanavod, fig. on page 280)

Fig. 11. Meteora. Varlaam Monastery. Dormition of the Virgin (Source: Varlaam Monastery)
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icon with the Crucifixion of Christ on the other side (second half of fourteenth
century)*. This icon bears neither a date nor an inscription. On the basis of the
artistic idiom, Myrtali Acheimastou-Potamianou attributes it to the painter Ne-
ophytos, Theophanes’s son*’. According to Efthymios Tsigaridas*, however, the
icon was painted by Theophanes the Cretan in 1527, on the basis of comparisons
with the similar fresco in the katholikon of St. Nicholas Anapausas.

However, careful examination of the icon reveals that it was executed by the
painter of the epistyle icons at the Great Meteoron, a group of icons of which E.
Tsigaridas had not taken notice when he wrote his article about the icon at the
Monastery of Varlaam.

If we compare the icon in the Monastery of Varlaam with the icon on the
same subject in the Great Meteoron (fig. 12), we find that they are both based
on exactly the same Palaiologan model, both as a whole and in terms of the de-
tail. Of course, in the icon in the Great Meteoron there are no apostles borne on
clouds or angels in Christ’s mandorla. This, however, is due to the small size of
the icon. It should also be noted that the stylistic idiom of the icon in the Mon-
astery of Varlaam is exactly the same as that of the epistyle icons at the Great
Meteoron. In addition, we also find that the same technical process for forming
the underlayer and the gold ground has been followed in both the icon from the
Monastery of Varlaam and the icons from the Great Meteoron.

Consequently, the icon at the Monastery of Varlaam should be attributed to
the painter of the epistyle icons at the Great Meteoron. Yet, as I have supported,
this artist was the one who collaborated with Theophanes in executing the fres-
coes of the katholikon of St. Nicholas Anapausas. This painter appears to have
continued working at the Great Meteoron after Theophanes had left. However,
it should be noted that an icon of St. John Chrysostom, kept at the Athonite
Monastery of Gregoriou?’, displays exactly the same artistic qualities as the
icon at the Monastery of Varlaam, judging by the similarity of the figure of St.
John Chrysostom to the figure of an apostle in the top right-hand section of the
icon of the Dormition. If the icon of St. John Chrysostom in the Monastery of
Gregoriou was in fact painted by the same artist that painted the icon at the

42 For this icon see Soteriou, "Bulavtivé pvnueia O@eoooiiog”, 313-314. Acheimastou-Potamianou, “Bu-
Cavtvo Mouoeio”, 13, pls. 9a, 10a. Tsigaridas, “AyvwaTto €pyo Touv @copdavn Tov Kpntdg”, 357-363.
Trifonova, “L'icone de la Crucifixion”.

43 Acheimastou-Potamianou, op. cit., 13.
44 Tsigaridas, op. cit, 357-363.
45 [dem, " AyvwoTeG €IKOVEG Kat Tolxoypawies”, 112, fig. 18. Idem, Ogopdvns o Kprig, 38, figs. 173, 174.
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Fig. 12. Meteora. Great Meteoron Monastery. Dormition of the Virgin
(Source: Great Meteoron Monastery)
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Monastery of Varlaam, then it appears that this artist may have worked with
Theophanes in Mount Athos as well.

In the Monastery of Varlaam is the single-nave Chapel of the Three Hier-
archs (1627). The chapel’s carved wooden templon is adorned with four despot-
ic icons: one of Christ Pantokrator, one of the Virgin Mary, one of St. John the
Baptist and, as expected, one of the Three Hierarchs*. The latter icon? is signed:
XEIP IQ(ANNOY) [T]OY I(E)PEQX [EK;] Z|[TAT'QN;] (‘by the hand of the priest John
of Stagoi’). John is the painter who executed the chapel’s frescoes in 1627%.

However, the icons of Christ and the Virgin Mary do not belong to the group
painted by the priest John. They probably come from the icon-screen of the
chapel’s earlier architectural phase (1517/18) and were, therefore, executed by
a painter in the mid-sixteenth century®. It should be noted that the anthivola
(preliminary drawings) for these two figures that the artist had at his disposal
do not correspond to the size of the supporting wooden structure. This is why
the figures of Christ and the Virgin Mary look as if they have been ‘compressed’
into a narrow space, since they have been cut off at the knees without good
reason. Judging by the dimensions of the icon of Christ, it can be reasonably
assumed that the anthivolon for this icon was none other than that used for the
same depiction on a despotic icon at the Monastery of Gregoriou, which we will
comment on later.

Jesus Christ (fig. 13) is depicted on a sumptuous throne, the backrest of
which bears projections in the form of anthemia. Christ is garbed in a red chiton
with gold striations and a deep blue himation. Against his breast he holds an
open codex with the text which usually accompanies this iconographical type:
AEYTE ITPOX / ME ITANTE(X) / OI KOITIQON/TEX KAI IIE/®OPTHEME/NOI KAT Q) /
ANAIIAYX() /YMAZX. APA/TE TON ZY/TON MOY E/®’ YMAZY Ka1/ MAOE[TE] A[IT’]
EMOY (Matthew 11: 28-29: ‘Come unto me all ye that labour and are heavy lad-
en, and I will give you rest. Take my yoke upon you and learn of me’). The Lord’s
right hand is raised in a gesture of blessing, with the ring finger and little finger
touching the thumb. The halo, which is bounded by a double line, contains a
cross with the phrase 6 v (inscription: I(HZ0Y)X X(PIXTO)X ‘O [TANTOKPATOP).

46 Sabanikou, "®PopnTég lkOVEG TOV 17 at. Tou 'lepéa lwdvvn”, 341-353.

47 Itis worth noting that in this icon a visual allegory is painted below the feet of the Three Hierarchs: a
pillar of fire for St. Basil, a river for St. John Chrysostom, and an open well for St. Gregory the Theo-
logian. These symbolic images, inspired by the Service of the Three Great Hierarchs, are connected
with the following inscriptions: O 2XTYAOX [1YPOZX (St. Basil), O [TOTAM(OZ) THX 2[O®@]IAZ (St. John
Chrysostom), [TO BJAGOX THX O[EJOAOlAZ (St. Gregory the Theologian).

48 Sabanikou, O {wypapikoég Stékoapog Tou mapekkAnaiouv Twv Tplwv lepapxwv.

49 Vapheiades, "Etkoveg ‘adnAwv’ kpntikwv (wypdewv”, 118-122.
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The Enthroned Christ on the templon of the chapel in the Monastery of Var-
laam follows the type already established in the post-iconoclastic period, which
represents an artistic testimony to the Word Incarnate®. The iconographical
correspondence between this icon and numerous other depictions of the same
subject dating from Byzantine and post-Byzantine times is to be expected. It
should be noted, however, that the model that the painter of this icon had in
mind was similar to that used by Angelos in his icon of the Enthroned Christ
Pantokrator in the Zakynthos Museum (second quarter of the fifteenth centu-
ry)®!, and even closer to the model used for the icon by Andreas Ritzos in the
Monastery of Toplou (second half of the fifteenth century)®. The iconographi-
cal similarity between the latter icon and that in the Monastery of Varlaam is
striking, even though in Ritzos’s icon Christ’s himation is rendered with deco-
rative gold lines. Also, of interest is the iconographical and stylistic connection
between the icon under examination here and the icon by the painter Jeremiah
in Kastoria, who, according to Tsigaridas, was a pupil of Tzortzes>. Finally, the
icon of Christ in the Monastery of Varlaam also displays an exact iconographical
correspondence with the icon on the same subject in the Monastery of Gregori-
ou (1535-15406), a work that has been convincingly attributed to Theophanes™.

The figure of the Virgin Mary on the templon of the Chapel of the Three Hi-
erarchs follows the enthroned Virgin of the Passion type, although it is accom-
panied by the metaphorical epithet H TIANT(QN XAPA (fig. 14). The Virgin Mary,
who is wearing a cherry-red maphorion with a golden hem and three decorative
stars, is seated on a backless throne. With her gaze turned towards the viewer,
she holds Christ Emmanuel with both hands. However, her right hand, on which
Christ rests both of his hands, is open as in the Hodegetria type. The infant
Christ is portrayed in profile, with his head turned upwards and to the viewer’s
right, towards the half-length angel bearing the symbols of the Passion. While
both of his hands, as has been mentioned, hold his mother’s hand, his legs are

50 See Chatzidakis, Walters, “An encaustic icon of Christ”. Timken-Matthews, The Pantokrator. Pallas, "O
Xplotdg we n Oela Topia”, 140-141. Kitzinger, “The Pantokrator Bust”, 161-163. Papamastorakis, O
Stékoaog Tou TpPovAov, 61-79. Kitzinger, “The Pantokrator bust: Two medieval interpretations”. As-
pra-Vardavaki, "O Xptotog Mavtokpdtwp”. Cormack, “Rediscovering the Christ Pantocrator at Daphni”.

51 Acheimastou-Potamianou, Ewkoves ¢ ZakuvBou, cat. 4. Xeip Ayyédou, cat. 47 (M. Acheimas-
tou-Potamianou).

52 Eikoveg ¢ Kpntikng téxvng, cat. 140 (M. Borboudakis). Vapheiades, IMepi ¢ ev ABw ‘kpntikng’
{wypapikng, 122-123 et passim.

53 Tsigaridas, Eikéveg Tou Bulavtivol Mouagiou kat vawv ¢ Kaatopidg, cat. 109.

54 Idem, "AyvwoTeq €lKOVEG Kal Totxoypopies”, 111-112, fig. 15. Idem, Osopdvng o Kpng, 38, fig. 171.
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Fig. 13. Meteora. Varlaam Monastery. Fig. 14. Meteora. Varlaam Monastery. The-
Christ Pantocrator (Source: Varlaam otokos «The Panton Chara» (Source: Var-
Monastery) laam Monastery)

crossed, with one of the feet revealing its sole as an allusion to the passage in
Genesis 3: 15. To the right of Christ survives the epigram: O TO XAIPE [IPIN /TH
IIANAT'NQ MHNYZX(AZ) / TA XYMBOAA NYN /TOY ITAOOY(X) IIPOAEIKNH(EI) /
X(PIZTO)Z AE ONHTHN / 2APKA ENAE/AYMENOZX / IIOTMON / AEAI[KQX AJEI/
AI/A / TAY/TA / BAE/TION (‘He who previously declared “hail!” to the All-Pure
One now shows the symbols of the Passion, and Christ, clothed in mortal flesh,
cowers on seeing them’).

The iconographical theme of the Virgin of the Passion is known from the late
Middle Byzantine period, an example being the representation in the katholikon
of the Monastery of the Panaghia tou Arakos on Cyprus (1191/2), which depicts
the Virgin Mary standing before a throne with full-length angels presenting
the Arma Christi. During the Palaiologan period this iconographical type would
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enjoy only a limited distribution, with other instances of it occurring in the
frescoes at the Monastery of Latomou in Thessaloniki (fourteenth century)>”
and at the church of St. Stefan at Konce (a metochion of Chilandar Monastery)
(1366-1371)¢ and also, in an icon at the Sinai Monastery (c. 1400)*. This theme,
however, would undergo further development and eventually become standard-
ised in the first half of the fifteenth century, most likely by the painter Andreas
Ritzos®. This artist was to paint at least three icons on this theme. In his signed
icons at the Galleria dell’Academia in Florence and that at the Galleria Nazion-
ale in Parma®, the Virgin Mary is depicted half-length with the infant Christ in
her arms. Christ, holding his mother’s right hand with both of his own, turns
towards the two half-length angels bearing the symbols of the Passion. The de-
piction is accompanied by an iambic epigram in Latin.

Numerous icons of “Cretan” inspiration would adopt the fifteenth-century mod-
el. To the second half of the same century dates an icon in the Puskin Museum®, as
well as an icon at the Monastery of St. John the Theologian on Patmos, which bears
the inscription ITavayia AudAvvrog and the usual epigram®. From the same period
dates an icon in a private collection in Athens®? and, finally, the celebrated icon in
the Kanellopoulos Museum®, in which two small angels are portrayed holding
musical instruments on either side of the Virgin Mary. To the sixteenth century
dates an icon from Crete in the Hermitage Museum®. This icon associates with
the type standardised by Andreas Ritzos, although the epigram is written in Greek.
Finally, it should be noted that the same theme, together with the corresponding

55 Tsigaridas, Ot Toyoypapie TG povrg Aatduov Osaoarovikng, pl. 3.

56 See for example Miljkovi¢, “La Vie de saint Sava de Serbie par Domentijan”, 335-338, fig. 7.

57 Soteriou, "Mavayia 100 M&Bovg”, 29-42, fig. 1.

58 See Soteriou, op. cit. Drandakis, "H peBupvia eilkwv Mavayia tou MaBoug”. Xyngopoulos, Zyediaaua,
74-75, 187-190. Pallas, Die Passion und Bestattung Christi in Byzanz, 174-175. Kalokyris, H ©@€0Ttdk0g
& Vv ewovoypapiav, 78-80. Tati¢ Djuri¢, "Iconographie de la Vierge de la Passion”. /dem, "Bo-
gorodica Strasma u Zici", 150-162. Milliner, The Virgin of the Passion. Trifonova, "Ayvwotn glkova
KPNTIKAG TéXVNG", 267-272.

59 For the first icon see Xyngopoulos, ZxeSiaoua, 187-188. Cattapan, "I pittori Andrea e Nicola Rizo da
Candia”, 266-267. Chatzidakis, “Les débuts de I'école crétoise”, 181-182. Chatzidaki, A6 Tov Xdv-
Saka ot Bevetia, cat. 6. For the second icon see Cattapan, op. cit., 267, fig. 2. Chatzidakis, op. cit,
180-181. Chatzidaki, op. cit,, cat. 7.

60 Agroskina et al., To KdAAog TG Mopeng, cat. 4.

61 Chatzidakis, Eikoveg tng lNdtuov, cat. 16.

62 Chatzidaki, Eikoveg kpntiknig axoAng, cat. 43. Affresci e icone dalla Grecia, cat. 72 (N. Chatzidaki).

63 Affresci e icone dalla Grecia, cat. 76 (M. Acheimastou-Potamianou). Skampavias, Chatzidaki, Mouaoeio
KaveAomroUAou, cat. 141.

64 EkOveg TnG Kpntikng téxvng, cat. 7 (J. Piatnitsky).



THE ARTISTIC ACTIVITY OF THEOPHANES THE CRETAN 281

anthivolon, is repeated by Theophanes in the despotic icons of the Monastery of the
Great Lavra (c. 1535) and the Monastery of Stavroniketa (c. 15406)%.

From a technical and stylistic point of view, the two despotic icons in the
Chapel of the Three Hierarchs at the Monastery of Varlaam are undoubtedly
connected with the idiom of Theophanes the Cretan, as it appears in a number
of his works, including the despotic icons in the Great Lavra, Pantokrator and
Iveron monasteries on Mount Athos, which date to between 1535 and 1546¢.

To be more specific, in the icons at the Monastery of Varlaam we find all the
characteristics of Theophanes’s art, even Christ’s sullen searching gaze with the
raised eyebrows, the “metallic” sheen of the sarcomata on top of a transparent
underpainting, the artist’s characteristic gold brushstrokes that do not obliterate
the underlying bodies, and his naturalistic treatment of minor elements. What
is more, we also find the same type of lettering, both in the names of the holy
figures and the inscriptions, as well as in the text on the codex held by Christ.

The same stylistic features appear in a partially damaged icon from the
collection of the Monastery of Varlaam. The icon’s central theme is a Deesis
(Tpiuopgo), which is accompanied by two other scenes.

Christ is depicted frontally and in full-length. His outstretched hands make
a blessing gesture. Christ is flanked by the Virgin and Saint John the Baptist,
who turn to Him with their hands in supplication. In the icon’s upper part is the
scene of the Hetoimasia tou Thronou, with two angels bearing the Arma Christi.
Under the central scene, the Three Hierarchs, St. Gregory the Theologian, St.
John Chrysostom and St. Basil the Great are depicted in bust receiving Christ’s
blessing.

The painter’s Palaiologan models (e.g., the ca. 1400 Deesis icon in the Mon-
astery of Virgin Hodegetria in Crete)¥, is obvious, as is the eschatological mean-
ing of the overall iconographic program. However, the presence of the Three
Hierachs, stylistically connected with those of the Great Meteoron icon, should
be associated with their role during the Second Coming, as the Church Fathers
who crystallized Christ’s teachings.

Consequently, an attribution of the two despotic icons in the Three Hierarchs
Chapel of the Monastery of Varlaam and Deesis icon to Theophanes seems en-
tirely plausible. Of course, the absence of signatures on these icons may cast
some doubt on such a hypothesis. Yet, one should bear in mind that the same
applies for all Theophanes’s portable icons.

65 Tsigaridas, @sopavng o Kpng, 37, 38, figs. 125, 157.
66 For these icons see ibid., 35-40.
67 EIKOVEG TNG KPNTIKNG TEXVNG, cat. 116 (M. Borboudakis).
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V. THE MONASTERY OF THE TRANSFIGURATION (ROUSSANO)

In the Roussano Monastery at Meteora, whose katholikon is dedicated to the
Transfiguration of Christ the Saviour, is a large icon of Christ Enthroned in the
iconographical type of the King of Kings and Great High Priest.

This icon was recently studied and published by Alexandros Anagnostopou-
los in two similar articles. The first was published in a volume in memory of the
late Metropolitan of Stagoi and Meteora, Seraphim, in 2016%, while the second
was published in the Deltion of the Christian Archaeological Society in 20187, In
his first study Mr. Anagnostopoulos attributes the icon to a pupil of Theophanes
and dates it to between 1570 and 1575. In the second study the same researcher
attributes it, this time unreservedly, to Theophanes and dates it to 1527.

The attribution of the icon in the Roussano Monastery to Theophanes the
Cretan finds the present author in complete agreement. Both the stylistic data
and the script do indeed clearly suggest the hand of Theophanes.

However, it is not necessary to accept the dating to 1527, the year when
the mural decoration of the katholikon of St. Nicholas Anapausas was complet-
ed. This is because this assumption suggests that Theophanes’s work in north-
west Thessaly should be restricted to a narrow time-frame without good reason.
There is no evidence that Theophanes left Stagoi in 1527, nor is it certain that
he stopped working for the monasteries in that region after his arrival in Mount
Athos. In our opinion, Theophanes’s connection with Thessaly persisted even af-
ter 1535. It should be recalled that after Theophanes’s death, his son Neophytos
was to work in Stagoi and Trikala and not on Mount Athos.

VI.THE MONASTERY OF THE SAVIOUR OF THE GREAT GATES (DOUSIKO)

Two icons (cabinet doors?) in the Monastery of the Saviour (Dousiko) at Pyli
near Trikala depict the full-length figures of St. Theophanes Graptos (inscription:
[0 ATIOX OE]JOPANH)X) O [['PAIITOZ]) and St. Timothy, Archbishop of Procon-

68 See for example Lidov, “Obraz 'Khrista-arkhiyereya'. Idem, "L'image du Christ-Prélat”, 245-250.
Idem, "Christ as Priest in Byzantine church decoration”, 158-170. Papamastorakis, “"H poper tou
Xptlotou-Meydhou Apxlepéa”. Lidov, “Byzantine church decoration and the Great Schism of 1054".
Popova, "The representation of Christ as the Great Archpriest and King". Vapheiades, “Sacerdotium
and Regnum”, 79-83.

69 Anagnostopoulos, "Ayvwotn @opntr £lkéVa Tou Xplotov MeydAou Apxlepéa amd T LEpA Hovn
Pouodvou Metewpwv”.

70 [dem, "Elkova Tou Xplotoy MeyaAou Apxlepéa otn povr Poucdvou Metewpwv”.
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nesus (inscription: O AI'[IOX] TIMOOEOZX APXIEIIIXKOIIOX TH(X) AT'IOTATHI[X]
APXIEIIX[KOJIIH(Z) TPOIKO[NNH]20Y O OAYMA|TOYPI'OZ])" (figs. 15, 10).

The reason for this choice is not clear. In other words, we do not know why
these two saints appear in these icons, or whether their portrayal is connected
with the wishes of a particular ecclesiastical figure. The lengthy inscription un-
der the feet of St. Timothy, which might have provided us with such informa-
tion, has unfortunately mostly worn away:.

St. Theophanes Graptos (c. 778 - 11 October 845) is garbed in monastic attire
and holds out a scroll with the well-known anathema of the Synodikon of Ortho-
doxy: EI/TIX OY IIPOZKY/NEI TON K(YPIO)N HM(QN)/I(HEOY)N X(PIZTO)N EN
EIKO/NI 2APKI ITIEPIT'PA/IITON, HTQ) A/NAGEMA (‘If anyone does not worship
our Lord Jesus Christ depicted in the icons according to his humanity, let him be
anathema’)’2. St. Timothy (518-5657) is dressed in a sticharion with red vertical
stripes, an epitrachelion and epigonation adorned with precious stones and tas-
sels, a polystavrion phelonion and a cross-adorned omophorion. His left forearm
supports a closed Gospel Book while his right hand is held in a gesture of bless-
ing. The facial features of the two saints are virtually identical and differ only in
respect of the termination of the beard”.

The figure of St. Theophanes, like that of St. Timothy of Proconnesus, occurs
in Middle Byzantine painting. Two examples of this, in the case of St. Theoph-
anes, are the depiction in the Church of St. Panteleimon at Nerezi in North
Macedonia (1164), a foundation of Alexios Angelos Komnenos, grandson of the
Emperor Alexios 174, and that in the katholikon of the Monastery of the Virgin
Euergetis at Studenica (1208/09)7°. The figure of St. Theophanes also occurs in
Palaiologan painting, as may be seen in the katholikon of the Chora Monastery
(1316-1321)7 and in the katholikon of the Monastery of Pantokrator on Mount
Athos (pre-1357 - 1387), founded by the megas stratopedarchis Alexios (11368/9)
and the megas primicerius and protosebastus John”’.

71 EAmtiSor ko Mion, cats. 42, 43 (E. Tsimpida). Vapheiades, “"Ewdveg 'dSnAwv’ kpntikwy {wypaewyv”,
107-112.

72 For the Synodikon see To Zuvodikov ¢ OpBodoéiag. Cf. TpuwSiov katavukTikov, 148. For the dictum
mentioned see also Epunveia twv {wypdpwv, 106-107.

73 No essay exists in connection with the iconography of the two saints. For St. Theophanes see indic-
atively Kaster, “Theophan Graptus der Hymnenschreiber". Babi¢, “Les moines-poétes”, 212-213. Cf.
Tsigaridas, Ot Toixoypapie Tou mapekkAnaiou Tou Ayiou lewpyiou, 129.

74 See Bardzieva-Trajkovska, St. Panteleimon at Nerezi, fig. 41, 43.

75 Babic, "Les moines-poétes”, 212, figs. 10, 12, 14.

76 Underwood, The Kariye Djami, vol. |, 221-222, vol. lll, pl. 227.

77 Tsigaridas, "Nouveaux elements”, 77. Idem, Toyoypapieg TG meptéSouv Twv MaAatoAdywy, 57.
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Fig. 15. Pyli Trikalon. Soteros Megalon Fig. 16. Pyli Trikalon. Soteros Megalon
Pylon (Dousikon) Monastery. St. The- Pylon (Dousikon) Monastery. St. Tim-
ophanes the Graptos (after EAmida kai otheos of Prokonnisos (after EAmida kat
ITiotn, (Exhibition catalogue), cat. 42 on [Tiotn, (Exhibition catalogue), cat. 43 on
page 55) page 506)
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In the post-Byzantine period St. Theophanes Graptos was often depicted in
monasteries, for example in the narthex of the Chapel of St. George at St. Paul’s
Monastery (1552-1555)78, in the lite of the katholikon of the Monastery of Dio-
nysiou (1547)”° and in the old refectory of the same monastery (1553-1569). The
saint also appears in the monumental ensembles painted by Theophanes the
Cretan. In the katholikon of St. Nicholas Anapausas (1527) St. Theophanes is de-
picted in the same iconographical type, with the same colours in the garments,
although in this case he raises his right hand in a gesture of blessing, while the
maxim on the scroll differs from that in the icon under examination here (Ové¢ev
dMo BAdmrer tov povaxdv...)®. The saint is also depicted in the katholikon and re-
fectory of the Monastery of Great Lavra (1535)®, though not in the Monastery
of Stavroniketa (1546/7). Nevertheless, an unidentified figure of a saint in the
refectory of the same monastery® could perhaps be identified as St. Theophanes
Graptos. Finally, it is worth noting that St. Theophanes is portrayed in the lite
of the katholikon of the Dousiko Monastery, in the same iconographical type but
with a closed scroll®.

St. Theophanes and St. Timothy of Proconnesus are portrayed full-length
and frontally on a green ground, which bears linear graduations to create an
impression of depth. Similar linear shading occurs in St. Timothy’s Gospel Book,
as well as in his epigonation and epitrachelion in order to render the folds in the
vestments. This device, though not unknown in the work of other sixteenth-cen-
tury artists, occurs mainly in the work of Theophanes, such as in the katholikon
of the Monastery of St. Nicholas Anapausas®. Another example of Theophanes’s
artistic perception is the naturalistic rendering of the precious stones and the
tassels on St. Timothy’s epigonation and epitrachelion. The rendering of the dra-
pery, with the austere two-tone shadows of the folds and the use of successive
linear lights to graduate the light on the large surfaces are indicative of Theoph-
anes’s early style. As for the rendering of the faces, the virtually indiscernible
outlines, the smooth tensionless modelling, and the utilisation of chiaroscuro,
with the creation of shading in the hair, suggests the painting of Nikolaos Rit-

78 Tsigaridas, lepd povr) Ayiou lMadAov, 129, figs. 140, 144.

79 lgpa Movn) Ayiou Atovuaiou. Ot Tooypapie Tou kaBoAikoy, figs. 421, 446.

80 Sophianos, Tsigaridas, lepda povr) Ayiou NikoAdou Avaravag, 90, figs. on pages 306, 307.
81 Millet, Monuments de’l Athos, pl. 130.3.

82 Cf. Toutos, Fousteris, Eupetnptov, cat. 14.2.

83  Unpublished representation.

84 Sophianos, Tsigaridas, op. cit, figs. on pages 174, 178, 302.
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zos (fl. 1482-1503, d. before 1507), son of Andreas Ritzos®’, and, to an even great-
er degree, the art of Theophanes.

Finally, it is worth noting the examples of script. The type of lettering in the
two icons in the Dousiko Monastery is characteristic of the painter Theoph-
anes®. For example, the ending HZ, with the ¢ forming a coiling continuation of
the horizontal arm of the H, occurs in the frescoes of St. Nicholas Anapausas®’
and the Dodecaorton icons in the Monastery of Iveron®.

In spite of all this, the art of the two icons from the Monastery of the Sav-
iour of the Great Gates gives the impression of being somewhat formal, com-
pared with other icons painted by Theophanes. For example, the ruffled drapery
that usually appears in his other works is absent, as well as the characteristic
“metallic” sheen of the sarcomata. However, these two stylistic features also
occur in ensembles that date later than St. Nicholas Anapausas. On the other
hand, if we reject the attribution of these two icons to the Cretan painter, we
are still confronted with the following facts: a) the painter of the icons in ques-
tion worked in north-west Thessaly, like Theophanes; b) he worked during the
same period as Theophanes; c) he adopted exactly the same technique, style and
script. Consequently, we are dealing with a painter of the first few decades of the
sixteenth century whose mature and fully developed art is in no way inferior to
that of Theophanes.

In any event, the two icons from the Monastery of the Saviour of the Great
Gates present an interpretative dilemma whose two contrasting propositions
are in any case beneficial to our understanding of post-Byzantine art in Otto-
man Greece. For if we ultimately ascribe the icons to Theophanes, this not only
strengthens the relationship of patronage between the painter and the founder
Bessarion but also provides evidence of the fact that Theophanes had had some
kind of previous work experience in north-west Thessaly before St. Nicholas
Anapausas. If, on the other hand, we reject the connection between the icons
in the Dousiko Monastery and Theophanes, then this weakens the established
view that the “Cretan” idiom was introduced into the regions under Ottoman

85 For Nicholas Ritzos see Xyngopoulos, ZyeSiaoua, 163. Cattapan, “I pittori Andrea e Nicola Rizo", 279.
Chatzidakis, “Les débuts”, 182-183. Chatzidakis, Drakopoulou, EAAnve¢ {wypdpot petd tmv Adwan,
333-334. Vokotopoulos, "H elkova tou NikoAdou Pitlov oto Zepdyefo”, 207-225. Vapheiades, Tepi
™G ev AbBw ‘kpnTikn¢' {wypapikng, 143-223 et passim.

86 See Velenis, "H ypapn”, 211-240.

87 Sophianos, Tsigaridas, op. cit., 236, pl. 5.

88 For the icons of lveron monastery see Tsigaridas, "AyvwoTo €mLOTUALO TOu Ogopavn Tou Kpntog”.
Idem, "Néa atoixeia”, 371-374. @noaupol Tou Ayiouv Opoug, cats. 2.40-2.43. (E. N. Tsigaridas). Idem,
Oeopavng o Kprjg, 35, 37.
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rule by Theophanes alone. This is because the art of these two icons provides
evidence of the activity in Thessaly of another “Cretan” painter most likely of
local origin.

Once again, the question that is of such key importance in this study arises:
did this painter also learn his art in Crete? Given that the importation of icons
from Crete to mainland Greece was by no means unknown, and given the tradi-
tional form of learning in art apprenticeships (copying), why would the painter
in question have had to migrate, and, for that matter, to a region under Ottoman
rule? It is true that during the sixteenth century the need for icons and frescoes
in mainland Greece increased. However, why should we accept that the artists
who hastened to work in mainland Greece all came from Crete, ignoring the
fact that many of them were very probably monks from the Meteora and Mount
Athos? After all, was it really impossible for a talented artist to be trained and to
reach great heights of artistic expression outside Crete?

The artistic output of Thessaly gives a negative answer. It indirectly suggests
that the emergence and flourishing of “Cretan” painting in Ottoman Greece was
probably the result of local artistic developments, within the framework of the
clearly high aesthetic requirements of the prelates and abbots in the region.
This, moreover, is borne out by the painting of Theophanes and his gifted col-
leagues, which clearly satisfied very different needs to those of the westernised
society of the Regno di Candia.
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TOY OEO®ANH TOY KPHTIKOY X THN

A. OEXXAAIA KAI OI ATTIAPXEY. THY «<KPHTIKHY»
ZOTPAGIKHY. X THN OO6OMANIKH EAAAAA

Kwvotavtivog M. Bageiadng

‘H €pevva €xel amo kaipo ovvdéoel Thv téxvn 100 Oeopdvn LtpeAitda Mmabd
HE Thv gpedvion kal avoion g «Kpntikiig ZxoAfi¢y» otn vétia BaAkaviki. Eviov-
1016, 10 €pyo 100 Ogopdvn S&v elval yvwotd otd o0VOAS Tov, olte peAetnpévo
G TPOG TIG TIpaypatikes S1aotdoelg thg oLPPOARNG Tov othv £€6AIEN Tfig petafu-
Zavtiviig Jwypa@ikiig othv nmelpwtiki ‘EAGSa kaf, kat’ €mékraon, ¢ mpog th
oxéon ToL P 10 €pyo AWV KaAlitexv@v 100 16 ai®@vog. Emonpaivetat 6t to
€pyo TV tedevtaiwv Sev €xel Toxel avtiotoixng pé 100 Oeo@dvn mpoooxiig kal
¢pevvag. Kata ovvémela, pével Kaveig pe Ty anatnAn évivniwon 6t 1 «Kpntikn
X0\ €KTIPOowWIIETTal Kupiwg amd tov Bgopdvn. To mpdPAnpa €vieivetal aro
kabiepwpéva othv €pevva otepedrurma, Ta omola Svoxepaivouv thv katavénon
TG éxvng TG mepiddov. Tobto S16Tl €ugpavidovy v KpAtn wg 10 povadiko
KAATEXVIKO KEVTpO T0D 0pB&Sogou kGopov, thv 8¢ «Kpntikin ZxoAi» wg Th pévn
4€a exmpéowro thig Gotepng téxvng thg Kwvotaviivounmélews. ZOvV 1001016, £j-
@avifouv OV Ogo@avn w¢ dna&, €va @aivopevo AcOVEETo g TNV KAAMTEXVIKI
napaywyh oth BaAkavikh tod 15 kal mpdipov 16%° ai®vog, polovét eivat yvw-
ot 811 6 Oeoedvng eival Y6vog KaAITEXVIKIG oikoyévelag tig ITeAomovvioov,
Kal 6t ovdéva €pyo Tov owdletal otnv KpAtn, mapd Thv éVILMIWOIdKN 0 GYKO
apaywyn tov.

Tpia kaBoAika pov@v eival iotopnpéva amd v Osopdvn: 6 ypamtdg Sidko-
opog 100 KaboAkoD Tiig poviig 1od Ayiov NikoAdov Avanavod (1527) ota Meté-
wpa, avtog tod kaboAikoD TG povilg Meyiotng Aavpag (1535) kal Tiig povilg
Travpoviknta oto Ayiov'Opog (1546). IIpog tovtols, BewpeTtal BéBato 6Tt 6 Ogo-
@avng iotopel v Tpdmeda v 600 AVwTépw ABWVIK®OV Pov®dV, Kabws emiong
10 TapekkANno1o o0 Ayfov Twdvvou 100 ITpodpdpov kal tov malald muAdva Tig
poviig ravpovikita. Ltov Ocopdvn dmodiSovrar emiong mepl Tig £§hvta mévte
eik6veg. Emonpatvetal 6t ol eikéveg avtég, n mAetovétnta t@v omoiwv ebpi-
oketal oto Ayiov "Opog, arodidovral [1€ TEXVOTPOITIKA Kpltipia, épécov obdepia
elkéva @épel thv droypagn tod KaMiTéxvn.

‘O ypamtog Sidroopog 100 kaboAikoDd Tig poviig Ayiov NikoAdov Avamavod
ouviotd pvnpeio KAeS1 yia thv katavénon tig téxvng tod Ogo@dvn, dMa kai
TOV ATapx®V TG «kpNTIKAG {wypagikiig othv éBwpaviki EAMGsa. H dwypagikin

289



290 KONSTANTINOS M. VAPHEIADES

100 Ogo@dvn, 6mws avth €KENAGVeTal otov Avaravod, 5&v LioBeTeT TTOANA Ao
MV «Ktod» BEOLG Téxvn TV Kpntik®v. AviiBétweg, AviAel ta eikovoypa@ikd
AMa kal ikava oTIMOTIKG oToIXeTa Ao th {wypa@iki TV SPiwy malatoAdyel-
wv xpdvwy, oikela otov Ogopdvn S1a péoov Tiig TPo thg AAoews (1453) eika-
OTIKAG Tmapaywyiig oth Meyalévnoo, épdoov Umobétovpe 611 avtdg #Aafe Thv
Baowkn tou ékmaibevon ot Kphtn. Elvar §pws mpopaves 6t 6 kaAtéxvng,
OTOIXElWS®G KATAPTIoPEVOS 0TO €pyactiplo {owg tod matépa tov, WPIRAlel Kah-
Atexvika oty ébwpavikin ‘EAGSa, Sedopévou 6Tt 008V (Tipw10) €pYo TOL OW-
Zetal oto vnol kal 6t 10 o0VoAo TG TTapaywyig Tov oLVEEETal ATOKAEIOTIKA g
Ti¢ povaoTikeg Kolvotnteg 100 Ayiov "Opoug kal TV MeTedpwy.

YOV 1001016, 0 81dkoopog To0 KaBoAikoD tig poviig Ayiov NikoAdov Avarnav-
0@ mpoimobétel umelpia othv téxvn tig toxoypagiag. Emopévawg, eival Aoyiko
va brootnpi€el kaveig 6t 6 Oeopdvng épydletal (kal) ws To1XoYpdPog Tpd 100
1527. TTob dxp1B@g, 8&v yvwpilovpe. Qotdoo, n pdokAncn tov otd Metéwpa,
Tpo@avas amo tov dylo Bnooapiwva B” Aapiong, broSnAdvel 6Tt 6 KAATEXVNG
ATav yvwotog otov iepdpxn Amo kdarmoio #pyo tov othv nmelpwtikn EAGSa, kai
TAvtwg 6x1 Ao karola ¢pyacia tov othv KpAtn.

Y10 €€etalbpevo ovvolo 6 BOeopdvng ouvepyddetal pe €vav dképn xapiopa-
KO {wypdgo, 10 eikaotiko 16iwpa tod émoiov tavtietarl pe 10 Sikéd tov. Eivat
TIoAD TT1Bavo 61t 6 «avivupos» Snpiovpyog épyaldtav oth Oecoalia mipiv 10 1527
Kai 6t 6 Oeopdvng fhtnoe th Bonbeld tov, Mpokelpévou va 1otopnoovy padl to
KaBoAko Tiig poviig tod Ayiov NikoAdov Avaravod. Ztov dénio to0to {wypdgo
amodidovpe eik6veg emotuiov tig poviig 100 M. Metewpov Kabwg Kai thv ikd-
va tig Kowpioswg tiig Ogotdkov thg poviig Baphadyp.

Y povi 100 M. Metewpov owletal eikéva t@v Tpiwv Tepapx®v, Tig omoi-
ag n éxvn eovpioketal o¢ AméAvtn ovp@wvia pé v TexXvikA, 10 idlwpa kal
Ypapn tod Beo@avn. ‘Yrobétovpe 8¢ 6t n eikéva 1@V Tpiwv Tepapx@v Amotelel
avébnpa tod Neogltov B” Aapiong mpog 10 Kovdkl Thg povig ota Tpikala, to
aplepwpévo otovg Tpelg Tepdpxeg (i8pvon 1388). Ztov Oeopdvn dmobidovpe
e¢rriong 600 Seomotikeg eikéveg 10D napekkAnoiov 1@V Tpiwv Tepapx®v ot fovit
BapAadyp. Zti¢ eikdveg avteg anmaviodv 6Aa ta yvwpiopata tig éxvng 100 Kpn-
T1koD KaAtéxvn, amavid emiong 6 16106 Tomog ypappdtwy, téoov otd dylwvopa
Kal Tig émypageg doov kal oto kefpevo 100 kwdika tod Xplotod.

Avo dxépn eikéveg, owldpeves 010 KABoAKO g poviig tod Twrtiipog Me-
YaAwv TTuA@V (Aovaoikov), pumopodv va dmodobolbv oTov Xpwotiipa 100 Oeod-
vn. Todto paptupel capdg n texvorporia kal n texvikAa. Ave§dptnta Spwg amno
avtd, ol 8vo eikéveg thg poviig Aovoikov mpoodyouv éva éppnvevtiko SiAnppa,
100 ormofov ol 8o avtiBetikeg mMpotdoelg £xovy obtwg N AMwG Betikn afia yid
v katavonon tig petafulaviiviig téxvng oty obwpavikn EAGSa. Aét éav
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évtédel amoSwoovpie TiG eikOVeG 0TOV Oe0@Avn, TOTE €VIOXVETAL APEVOG N 0XEON
niatpoviag avapeoa otov {wypdgo Kkal Tov Ktitopa dylo Bnooapiwva kal d@eté-
pov, aitioloyeitar 1 bméBeon tiig «mmpolmnpeoiag» Tov ot BA. Oecoalia, mpiv
Ti¢ Toxoypagieg tiig poviig Avarnavod. 'Eav amod thv GAn mevpd apvnbodpe th
oxéon TV eik6VwV Thg poviig Aovoikov pg 1oV Ogo@dvn, Téte droSuvapverat
n kabiepwpévn ot pevva dmoyn, tepl eloaywyig 100 «Kpntikod» 181dpartog
OTIG TOUPKOKPATOVPEVEG TIEPIOXEG ATIOKAEIOTIKA Kal pévov amo avtév. Todto S1ét
N éxvn t@v 800 eikdvwv TekuNnplvel Th §pdon oth Oecoaiia £T1epov «kpNTIKOD»
Jwypdeov, pe ynyevi, mbavdtata, kKataywyn.

TiBetal 6pwg 10 Epwtnpa: orrovdace Kal avtog T Téxvn tov othv KpAtn; Ae-
Sopévou 6t n eioaywyn eikdvwv Ao thy Kpatn othv Anelpwtiki ‘EAAGSa 516Aov
Gyvwotn Atav, yid motd A6yo €mperte 6 {wypdpos TV elkGvwv Tig poviig Aovoi-
KOV VA petavaotedoel, Kal pdAota o meploxi o 0bwpavikn Kuptapxia; Eivat
aAnBeta 6tt, katd Tov 16° ai@va, 1 avaykn yid eikéveg kal toixoypa@ieg 810YKw-
vetal otig &v Myw mepioxée. INati Spws mpémel va SexBodpe 6Tl of KAAITEXVES
mmov €omevoav Y1d €pyacia othv AmelpwTIKN xdpa nABav 6lot amod thy Kpnatn,
ayvo®vtag pdAtota to yeyovog 8Tt ool €€ abt@v Atav, katd ndoa mbavétnta,
povaxol petewpiteg Kai aylopetteg; "Eviédel itav dviwg advvartov yid évav ta-
Aavtodxo kaAttéxvn va eknaiSevBel kal va @Bdoet o€ DPnAa pétpa eIKAOTIKNAG
gkppdoews ektog Kpntng;

‘H kaAtexviki apaywyn ot petapulaviivi Oecoakia §idet apvnuikn and-
vinon. ITpotetvel 8¢ 61 n ép@dvion kal n akpn thg «Kpntikiig» {wypa@ikiig oty
oBwpavikn EAMGSa gaivetal ivatl va dnotéAeopa ynyevov eikaotik@v Jpmoe-
wV, &Viog TV oplwv @V drodedetypéva LYNAGY ATIAITACEWY TOV iepapx®dV Kal
nyovpévwy Tig émoxig. ToOto, GMwOTE, TEKUNPIWVEL 1 {wypa@iki 100 Ogo@dvn
Kal TV Xaplopatik@v ovvadéAdewy tov, n omoia €kdnAa dvtamokpiverat o¢ avd-
YKEG TIOAD 81a@OpETIKEG ATO avTeg Tig ékSuTIKIopéVNG Kovwviag tod Regni di
Candia.
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