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TITOS PAPAMASTORAKIS

Pictorial Lives.
Narrative in thirteenth-century vita icons

TO DATE THREE SUGGESTIONS have been made with
regard to the interpretation of ‘vita icons’, that is icons in
which the central figure of a saint is surrounded by scenes
from his/her life cycle: (a) the episodes depicted may re-
flect, but do not consistently follow, known texts;' (b) the
scenes are not arranged in chronological order;? and (c)
neither their creation nor their location is related to the
tomb spaces or the relics of the saints which they depict.’

I believe that surrounding the central figure of a saint
with episodes from their life is intended to shed light on
their identity through the events which led to their sancti-
fication. Consequently the choice of scenes must illustrate
the faith of the person depicted and what it achieved: acts,
miracles, martyrdom. I also think that vita icons are the
visual expression of narrative works, in this case the Lives
of Saints, and that therefore following the storyline of
these narratives, i.e. depicting successive episodes, mark-
ing the key points in the narrative development in each
Life, is of fundamental importance.

The ‘plot’, that is the structuring of the episodes in a
story, is a basic element in any narrative. This plot or
storyline is directly connected with time, the dimension
within which for the most part the narrative develops.®
Similarly in the vita icons, the arrangement of the scenes
must express the storyline and correspond to the chrono-
logical sequence of events, facilitating an understanding
of the relationship between cause and effect given that, by
definition, cause precedes effect. It is crucial to show the
time sequence clearly; otherwise the scenes will seem like
a series of random, unconnected events.

Thus, in terms of visual narratives, I have attempted
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to look at nine of the fifteen earliest vita icons® produced
in the thirteenth century in either the Monastery of St
Catherine’s, Sinai, or in the Latin Kingdoms of Jerusalem
and Cyprus; in other words all coming from the Eastern
Mediterranean. I have chosen icons which either preserve
the saint’s life cycle intact, or, in cases where some scenes
have been damaged, preserve enough details to permit
identification. The vita icons concerned are: St Catherine,
St George, The Prophet Moses and St Panteleimon from
the Sinai Monastery; St Prokopios from the Patriarchate
in Jerusalem; The Apostle Philip and St John Lampadi-
stis from the churches dedicated to these saints in Cyprus
and St Marina from the church of Ayia Marina in Kyper-
ounda in Cyprus, which is now kept in the Museum of the
Holy Cross in Kyperounda.

In what follows I shall present the life cycles depicted
on these icons, outline the ways in which they can be read
and the hagiographical texts on which they are based,
showing how the order of the scenes assists the narrative.

1. The vita icon of Saint Catherine in the Sinai monas-
tery has twelve scenes from the life of the saint arranged
around the central figure of St Catherine (fig. 1).” The
inscriptions which accompany the scenes are misspelt.® It
has been suggested that in this icon scenes do not always
follow the exact order of the narrative.’

The first episode in the cycle is inscribed ‘the saint at
prayer’ and depicts Catherine kneeling with her hands
in prayer position in the presence of an angel (fig. 2). The
scene has been interpreted as the angel visiting Catherine
in prison." This episode follows the imprisonment of the
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Fig. 1. Vita icon of St Catherine. Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).

License from St Catherine’s Monastery only for b/w reproductions
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saint and it should be the fourth in the cycle. However,
the scene does not depict the characteristic prison building,
i.e. two towers linked by an arch with crenellations at the
top, as in the eighth scene in which the Empress is depicted
visiting the saint in prison (fig. 3). On the contrary, the
buildings in the background of the first scene suggest a pri-
vate space and lead us to conclude that the saint is praying
in her own home. In my opinion, in depicting the saint’s
prayer, the painter is representing the phrase: “every day
she [Catherine] would address prayers only to God in her
own palace”((V) Aixatepivy) ei¢ 70 oixeiov maddriov... kad'
ExdoTny pbve 100 Oeq 1dg evxds mpooavémepmney] from the
Life of St Catherine in Ms. Par. Gr. 1180, ed. Viteau § 4 p.
45" The inscription ‘the saint at prayer’ also supports this
idea. The depiction of the angel in this first scene comes
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Fig. 2. St Catherine praying. The first scene in the cycle on the vita icon of St Catherine. Sinai, St Catherine’s Monastery
(photo: Sp. Panayiotopoulos).

from a conflation of two separate episodes from the Life:
the saint’s prayer at home and the appearance of the angel
to the imprisoned sain, in order to strengthen her faith and
increase her wisdom. The content of the first scene under-
lines the fact that Catherine was a Christian, endowed with
wisdom and divine grace, qualities which would lead to her
efforts depicted in the next scene, in which the Christian
Catherine takes public action, intervening in an idolatrous
sacrifice offered by Maxentios in the temple.

If the misinterpreted first scene is given its proper mean-
ing, it is evident that the twelve scenes of the St Catherine
cycle correspond to the Life entitled “Martyrion of the
Glorious Virgin Martyr Catherine” [ Mapripiov g dyiag
évodlov mapdévov pdprvpos Aixarepivng] contained in
the tenth-century codex Par. Gr. 1180, ed. Viteau” [BHG
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Fig. 3. The Empress falls at Catherine’s feet in her prison cell.
The eighth scene in the cycle on the vita icon of St Catherine.
Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).

31]. A comparison of the text with the life-cycle in the
icon of St Catherine shows that the artist followed the
narrative of the text faithfully, with no inconsistencies in
the sequence of events. The pictorial cycle is arranged as
follows: top row from left to right, righthand side top to
bottom, left-hand side top to bottom and bottom row, left
to right. The twelve scenes which make up the life-cycle of
St Catherine on the Sinai icon correspond to the following
extracts from the Life mentioned above:

Top row [l-t]:

Ist scene. Catherine praying at home (Viteau § 4 p. 45)
(fig. 2).

2nd scene. Catherine interrupts Maxentios’ sacrifice in

the temple (Viteau § 6 p. 45).
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3rd scene. Catherine is arrested and taken to the palace
(Viteau § 7-8 p. 47).

Right-hand side [top to bottom]:

4th scene. Catherine debates with the rhetors (Viteau
§ 11 p. 51).

Sth scene. The rhetors fall at Catherine’s feet (Viteau §
13 p. 55).

6th scene. The rhetors in the furnace (Viteau § 13 p. 55).

Left-hand side [top to bottom]:

7th scene. Catherine, stripped of her imperial dress, is
tortured by scourging (Viteau § 14 p. 57).

8th scene. The Empress falls at Catherine’s feet in her
prison cell (Viteau § 15 p. 57) (fig. 3).

9th scene. The eparch Chursasadem advises Maxentios,
in the presence of Catherine, to construct the wheel on
which she is to be martyred (Viteau § 19 p. 61).

Bottom row [l-1]:

10th scene. Catherine on the wheel (Viteau § 20 p. 61).

11th scene. Catherine and the Empress debate with
Maxentios (Viteau § 21 p. 61).

12th scene. The beheading of the Empress (Viteau § 21
p- 63) and of St Catherine (Viteau § 25 p. 65). In other
words the last two episodes which bring the Life to a close,
are compressed into this one scene.

2. The vita icon of Moses from Sinai was originally kept
in the chapel on the summit dedicated to the eponymous
prophet (fig. 4).” It was commissioned by the archbishop
and abbot of the Sinai monastery, Neilos, who is depicted
in the central space of the icon in an attitude of prayer at
the prophet’s feet (fig. 5)." Moses’ life-cycle has twenty
episodes, beginning at the top of the left-hand border and
finishing at the far right-hand side of the bottom row. The
scenes in the vertical register are arranged in facing pairs
around the central axis and read from left to right and
from top to bottom.

The main stumbling block in the narration of the Moses
cycle is the eleventh scene, which depicts one of the miracles
Moses works with water (fig. 6). On the basis of its inscrip-
tion — “when the rock was split, water flowed”— this scene
has been identified with the episode on Mount Horeb when
Moses struck the rock and water gushed out (Exodus 17:1-
6).” But the circular spring in the foreground of the com-
position with its wide mouth, into which Moses plunges his
rod, and which is clearly differentiated from the mountain-
ous landscape in the background, is more likely to refer to
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Fig. 4. The vita icon of the Prophet Moses. Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).
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Fig. 5. Neilos, Archbishop and Abbot of the Sinai Monastery, donor of the vita icon of the Prophet Moses. Sinai, St Catherine’s
Monastery (photo: Sp. Panayiotopoulos).

Fig. 7. The Prophet Moses praying to see the Promised Land. The nineteenth scene in the cycle on the vita icon of the Prophet
Moses. Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).
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the turning of the ‘bitter’ water at the oasis of Marah into
drinkable water (Exodus 15: 23-25). So, if this scene is dis-
sociated from its erroneous inscription, then the sequence
of the narration is faithfully followed in all twenty scenes on
this vita icon. The inscription attached to the eleventh scene
is associated with the miracle on Mount Horeb and must
be due to the artist’s efforts to adapt this scene to the holy
place in which the icon was kept.' There is a similar ex-
ample in the nineteenth scene in which Moses prays to see
the Promised Land (fig. 7). On the basis of the inscription
— “Moses prays ro see Jerusalem” — the city depicted on the
right-hand side has been recognized as Jerusalem, though
its name is never mentioned in Deuteronomy. However, the
city which, according to Deut. 34, 1, should be depicted is
Jericho. But the artist was inspired to show the special rela-
tionship between the monastery at Sinai and Jerusalem.”

The life-cycle of the Prophet Moses depicted on the
icon from Sinai corresponds to the following passages
from the bible:

Top row [l-1]:

1st scene. Birth of Moses (Exodus 2: 1-2).

2nd scene. Moses” Exposure in the Nile and discovery
by Pharaoh’s daughter (Exodus 2: 3-5).

3rd scene. Pharaoh sits holding the child Moses on his
knee (Midrash Rabbah Exodus 1: 26).

4th scene. The trial of Moses with the burning coal
(Midrash Rabbah Exodus 1: 26).

5th scene. Moses slaying the Egyptian (Exodus 2: 11-12).

Vertical sides:

Left, 6th scene. Moses and the burning bush (Exodus
3: 1-6).

Right, 7th scene. Moses before Pharaoh (Exodus 5: 1-5).

Left, 8th scene. The plague of hail (Exodus 9: 23-25).

Right, 9th scene. The crossing of the Red Sea (Exodus
14: 19-29) (fig. 8).

Left, 10th scene. Miriam and the Israelite women celebrat-
ing after the crossing of the Red Sea (Exodus 15: 20-21).

Right, 11th scene. Moses turns the bitter waters of Ma-
rah into drinking water (Exodus 15: 23-25) (fig. 6).

Left, 12th scene. The miracle of the manna and the
quails (Exodus 16: 13-31).

Right, 13th scene. Aaron officiating (Exodus 16: 32-34).

Left, 14th scene. Moses receiving the Tablets of the Law
(Exodus 31: 18).

Right, 15th scene. Aaron and the golden calf (Exodus
32: 1-4).
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Fig. 6. The Prophet Moses turning the bitter water of Marah
into drinking water. The eleventh scene in the cycle on
the vita icon of the Prophet Moses. Sinai, St Catherine’s

Monastery (photo: Sp. Panayiotopoulos).
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Bottom row [l-1]:

16th scene. Moses breaking the Tablets of the Law
(Exodus 32: 19).

17th scene. Moses ordering the sons of Levi to slay the
idolaters (Exodus 32: 27-28).

18th scene. Moses receiving the new Tablets of the Law
(Exodus 34: 4-5).

19th scene. Moses praying to see the Promised Land
(Deut. 34, 1) (fig. 7).

20th scene. The burial of Moses by angels (Deut. 34,
5-6).

3. The vita icon of St Panteleimon from St Catherine’s, Si-
nai was originally kept in the church dedicated to the saint
outside the walls of the monastery (fig. 9)."* The cycle is
made up of sixteen episodes, which are accompanied by
misspelt inscriptions.” The narration begins top left with
the meeting between Pantoleon (Panteleimon) and the
Christian Hermolaos (fig. 10) and ends with the burial
of the saint in the lower right-hand corner. The scenes on
the vertical sides of the icon are arranged in facing pairs
around the central axis and read from left to right and top
to bottom.

The sixteen scenes in the cycle are thought to have cre-
ated a new version of the saint’s martyrion, based mainly
on the Life which Symeon Metaphrastes compiled, but
also on other lives, because some of the episodes do not
correspond to the Metaphrastian text.” Moreover, based
on the erroneous inscription in the second scene (fig. 11),
“St Panteleimon learning the art of medicine”, scholars
have interpreted the fact that the artist chose to begin the
cycle with Pantoleon meeting the Christian Hermolaos
and his initiation into Christianity by him as a deviation

from the Life.” It has also been suggested that the scenes
are depicted out of order.”

Fig. 8. The crossing of the Red Sea. The ninth scene in the _ _ ) ) . ‘
cycle on the vita icon of the Prophet Moses. Sinai, The fifth scene (fig. 12), mistakenly inscribed “zhe saint

St Catherine’s Monastery (photo: Sp. Panayiotopoulos). killing the snake”, depicts Pantoleon showing Hermolaos
the snake which he has already killed, when the latter asks
him to do it as a token of his faith in preparation for bap-
tism. This episode is absent both from the Encomium
written by Niketas David the Paphlagonian and from the
Life compiled in honour of St Panteleimon by Symeon
Metaphrastes. Linking this with other iconographical de-
tails indicates that the painter was following either the
Passio A, that is the Life entitled “Martyrion of the holy
and glorious great martyr Panteleimon” [Mapripiov rov
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Fig. 9. The vita icon of St Panteleimon. Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).
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Fig. 10. Pantoleon meets Hermolaos. The first scene in the cycle on the vita icon of St Panteleimon. Sinai, St Catherine’s
Monastery (photo: Sp. Panayiotopoulos).

Fig. 11. Hermolaos inducts Pantoleon into the Christian faith. The second scene in the cycle on the vita icon
of St Panteleimon. Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).
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dytov xai évébéov peyalopdprvpos Iavrederipovogl,
which has come down to us in the eleventh-century Mos-
cow codex 161 (Vladimir 379) ff. 135-45, ed. Latysev*
[BHG 1412z], or John Geometres’ Encomium of the
Great Martyr Saint Panteleimon in iambics [ Eyxduiov
ei¢ tov dytov peyaloudprvpa Iavrelenpova d1d orixwy
tapfira), ed. Sternbach? [BHG 1415], which depends to
a large extent on the Passio A.

The episodes in the cycle follow the sequence estab-
lished in the above mentioned texts, except for the scene
at the bottom of the right-hand column, which should be
in the place occupied by the first scene in the bottom row.
The artist has intentionally switched the places of the two
scenes purely for reasons of space. The scene with Panto-
leon in the stadium needs a tall space, whereas the scene
where Pantoleon is being thrown into the sea requires
breadth. The pictorial organization of these two scenes
does not allow them to be placed in the correct positions:
the first one could not be fitted into the horizontal space,
while the second would not fit into a vertical space.

The episode of the idols destruction depicted in the
eighth scene shows Pantoleon instead of his father Eus-
torgios. According to the vita it was Eustorgios who de-
stroyed the idols after having witnessed his son healing
the blind man, the episode depicted in the seventh scene.
The artist most probably copied an older painting but did
not interpret it correctly and replaced Eustorgios' figure
with Pantoleon's.

The episodes which make up the cycle of St Pantelei-
mon on the Sinai icon correspond to the following passag-
es from the Vladimir cod. 379 (Passio A) and the metrical
encomium by John Geometres:

Top row [l-1]:

Ist scene. Pantoleon meets Hermolaos (Passio A § 2 p.
40.25-30 = John Geometres 11. 79-83) (fig. 10).

2nd scene. Hermolaos teaches Pantoleon about the
Christian faith (Passio A § 2 p. 41.2-25 = John Geometres
1. 166-73) (fig. 11).

3rd scene. Pantoleon prays for the child to be revived
(Passio A § 4 p. 42.1-9 = John Geometres Il. 174-96).

4th scene. Pantoleon resurrects the child (Passio A § 4
p. 42.9-10 = John Geometres 1l. 197-207).

Vertical sides:

Left, 5th scene. Pantoleon shows Hermolaos the dead
snake (Passio A § 4 p. 42.18-22 = John Geometres Il. 220-
29) (fig, 12).
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Fig. 12. Pantoleon shows Hermolaos the dead snake.

The fifth scene in the cycle on the vita icon of St Panteleimon.
Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).
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Right, 6th scene. Baptism of Pantoleon (Passio A § 5 p.
42.23-4 = John Geometres ll. 246-50).

Left, 7th scene. Pantoleon heals the blind man (Passio A
§ 7 p. 44.2-8 = John Geometres ll. 410-20).

Right, 8th scene. Pantoleon destroys the idols (Passio A
§ 6 p. 44.18-19 = John Geometres lI. 421-25).

Left, 9th scene. Pantoleon heals the paralytic (Passio A
§ 14 p. 47.2-4 = John Geometres 11. 668-70).

Right, 10th scene. Pantoleon burnt with torches (Passio
A§ 16 p. 47.27-8 = John Geometres 11. 735-43).

Left, 11th scene. Pantoleon in the boiling cauldron (Pas-
sio A§ 17 p. 48.11-26 = John Geometres 1l. 785-809).

Right, 12th scene. Pantoleon in the arena with the wild
animals (Passio A § 20 p. 49.25-30 = John Geometres 1.
845-53).

Bottom row [l-1]:

13th scene. Pantoleon is thrown into the sea (Passio A §
18 p. 48.30-5 = John Geometres ll. 825-27).

14th scene. Pantoleon is saved while the executioners are
crushed by the wheel (Passio A’ § 22 p. 50.19-22 = John
Geometres I1. 883-89).

15th scene. Beheading of Panteleimon (Passio A § 26 p.
52.16-33 = John Geometres II. 1030-33).

16th scene. Burial of Panteleimon (Passio A § 28 p.
53.9-13 = John Geometres ll. 1034-35).

4. The vita icon of St George from St Catherine’s, Sinai
has fourteen scenes around the central figure of the
saint, each scene accompanied by an inscription (fig.
13).” It was commissioned by the monk Poimen, who is
depicted in the central part of the icon in an attitude of
prayer at the feet of the full-length figure of St George
(fig. 14). The icon, which is now covered in several layers
of varnish, was originally dated by the Sotirious to the
fifteenth century and, more recently by Doula Mour-
iki, to the thirteenth century.” This earlier dating is
supported by certain iconographic elements which are
found in ‘crusader’ icons from the second half of the
thirteenth century. The narrative begins on the left-hand
side of the top row with the saint distributing his wealth
to the poor and continues first down the right-hand side
and then the left, ending at the right-hand end of the
bottom row with the saint’s burial.

It is possible to identify the text which the life-cycle of
St George on the Sinai icon is following on the basis of
three episodes: the saint’s ordeal by iron nails, depicted
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Fig. 14. The monk Poimen, donor of the vita icon of
St George. Sinai, St Catherine’s Monastery
(photo: Sp. Panayiotopoulos).

in the third scene (fig. 15), the trial by burning torches,
depicted in the ninth scene (fig. 16) and the burial of the
saint in the fourteenth scene (fig. 17) which ends the cycle.
These three episodes are not contained in the so-called
Normaltext” or in the Life written by Niketas David the
Paphlagonian,® nor in the Life which Symeon Meta-
phrastes included in his Menologion.” But they are com-
memorated in the Life entitled: “Martyrion of the glorious
saint and great martyr George” | Mapripiov 100 dyiov kai
évooov peyalopdprvpos l'ewpyiov], written in the tenth
century by Theodore Daphnopates and preserved in two
twelfth-century manuscripts, Par. Gr. 1529 ff. 184208,
ed. Krumbacher [BHG 673] and Par. Gr. 1178 ff. 171*-
196, ed. Latysev’' [BHG 674].

All the episodes in the cycle are arranged in the same
sequence as in Daphnopates’ narrative except for the
scene of the trial by burning torches which is the ninth
scene in the cycle. According to the Daphnopates text,
this ordeal follows the two miracles, the Raising of Tobit
and the Raising of Glykerios’ bull, depicted in tenth and
eleventh place respectively, and before the destruction of
the idols, which is depicted in twelfth place. The ordeal
by burning torches has been put in this place deliberately
(that is, before the two miracles which according to the
Life preceded it) so as to complete the section with the
ordeals and follow it up with the section made up of the
three miracles.

The scenes in the life-cycle of St George on the Si-
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Fig. 15. Left: The ordeal by iron nails. Right: George being stoned in prison. The third and fourth scenes in the cycle on the vita
icon of St George. Sinai, St Catherine’s Monastery (photo: Sp. Panayiotopoulos).

nai icon correspond to the following passages in Daph-
nophates’s text:

Top row [l-t]:

Ist scene. George distributes his wealth to the poor
(Krumbacher p. 62.1-3 = Latysev § 8 p. 6.18-20).

2nd scene. George debating with Diocletian (Krum-
bacher p. 63.1-36 = Latysev § 8-11 p. 6-10).

3rd scene. George scourged with iron nails (Krumbach-
er p. 64.11-12 = Latysev § 13 p. 10.26-27) (fig. 15).

4th scene. George being stoned in prison (Krumbacher
p. 64.14-22 = Latysev § 13 p. 10.30-11.2) (fig. 15).

Right-hand side [top to bottom]:

5th scene. George on the wheel (Krumbacher p. 64.34-
65.6 = Latysev § 15 p. 11.26-12.12).

6th scene. George saved by an angel (Krumbacher p.
65.7-22 = Latysev § 16 p. 12.27-29).

7th scene. George in the lime pit (Krumbacher p. 66.37-
67.10 = Latysev § 21 p. 15.19-22).

Left-hand side [top to bottom]:

8th scene. George scourged with whips (Krumbacher p.
69.10-11 = Latysev § 28 p. 19.28-29) (fig. 16).

9th scene. George burnt with lighted torches (Krum-
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bacher p. 74.11-12 = Latysev § 42 p. 29.21-24) (fig. 16).

10th scene. The raising of Tobit (Krumbacher p. 69.13-
70.5, esp. p. 69.28-70.5 = Latysev § 29 p. 20.26-21.11).

Bottom row [l-1]:

11th scene. The raising of Glykerios’ ox (Krumbacher p.
70.26-71.4 = Latysev § 32 p. 22.18-23.12).

12th scene. George destroys the idols (Krumbacher p.
75.13-40, especially p. 75.35-40 = Latysev § 47 p. 32.8-
27).

13th scene. Beheading of George (Krumbacher p.
77.35-6 = Latysev § 54 p. 36.22-24).

14th scene. Burial of George (Krumbacher p. 77.37-40
= Latysev § 54 p. 36.24-30) (fig. 17).

5. The vita icon of St Prokopios kept in the Patriarchate
in Jerusalem is traditionally thought to have come from
the alleged tomb of the saint in St Prokopios’ church in
Deir Abu Thor* (fig. 18). The life-cycle around the cen-
tral figure of the saint consists of seventeen episodes from
his life. The narrative begins at the top left-hand side (i.e.
the beginning of the top row) with Diocletian bestowing
on Neanias (Prokopios) the title of Duke of Alexandria,

MOYXEIO MITENAKH
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Fig. 16. Up: George scourged with whips. Down: The ordeal

by lighted torches. The eighth and ninth scenes in the cycle
on the vita icon of St George. Sinai, St Catherine’s Monastery
(photo: Sp. Panayiotopoulos).
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Fig. 17. The burial of St George. The final scene in the cycle
on the vita icon of St George. Sinai, St Catherine’s Monastery
(photo: Sp. Panayiotopoulos).

in which capacity he appears in the next nine scenes, and
ends with the burial of the saint in the lower right-hand
corner (i.e. at the end of the bottom row). The transition
from the first part of the cycle, in which the saint is shown
as Neanias, to the second, in which the saint appears as
Prokopios comes in the eleventh scene and subsequent
scenes develop the theme of his by now supernatural pow-
ers. Apart from the burial scene, which is inscribed “7%e
Dormition” [H KHMICHC], none of the scenes have in-
scriptions. Only the figure of the saint is accompanied by
an inscription: “O AI'IOC ITPOKOITIOC”[Saint Prokopi-
os]. The depiction of the ciborium of the Saint Sepulchre
over the saint’s tomb in the scene of his burial suggests
that the artist saw this as a way of showing that the mar-
tyr’s tomb was in Jerusalem;” according to tradition, the
vita icon of Prokopios was placed next to his tomb.

All seventeen scenes in the cycle are in chronological
order and correspond to the Life of the saint entitled
“Martyrion of the holy and glorious martyr Prokopios”
[(Maptbprov rov dyiov xai évédlov udprvpogs Ipoxomniov)
preserved in the tenth-century codex Par. Gr. 1447 ff.
269-88, ed. Halkin** [BHG 1577d] and in the Life enti-
tled “Life and Martyrion of St Prokopios and his disciples”
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Fig. 18. The vita icon of St Prokopios. Jerusalem, Orthodox Patriarchate.
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Pictorial Lives. Narrative in thirteenth-century vita icons

[Biog xai papriprov rov dyiov Ilpoxoniov xai twv ovy
avrd], which has come down to us in the manuscript
from the Athonite Vatopedi Monastery, Vatopedi 79, ff.
195'-207", ed. Papadopoulos-Kerameus” [BHG 1577], also
dated to the tenth century.

The life-cycle of St Prokopios on the Jerusalem icon is
read in the following sequence: top row, right-hand side,
left-hand side, bottom row. The episodes depicted corre-
spond to the following passages in the two Lives.

Top row [l-1]:

Ist scene. Neanias receives the title of Duke of Alexan-
dria from the Emperor Diocletian (Halkin § 2 p. 97.9-38
= Papadopoulos-Kerameus § 2 p. 3.1-20).

2nd scene. Christ appears to Neanias and shows him
the symbol of the Cross with which he will conquer the
unbelievers (Halkin § 4 p. 99-100.1-33 = Papadopoulos-
Kerameus § 3 p. 4.19-30 and p. 5.1-17).

3rd scene. Neanias receives from the silversmith Markos
the cross which he has asked him to make (Halkin § 5 p.
100-1.1-16 = Papadopoulos-Kerameus § 4 p. 5.20-30 and
p. 6.1:28).

4th scene. Neanias is told about the infidel raids by the
inhabitants of Jerusalem (Halkin § 6 p. 102.1-17 = Papa-
dopoulos-Kerameus § 5 p. 7.2-9).

Right-hand side [top to bottom]:

5th scene. Neanias drives out the infidels (Halkin § 6 p.
103.14-30 = Papadopoulos-Kerameus § 5 p. 7.13-20).

6th scene. Neanias defends his faith to his mother The-
odosia (Halkin § 7 p. 103.1-18 = Papadopoulos-Kerameus
§ 6 p.7.24-30 and p. 8, 1-16).

7th scene. Theodosia betrays her son to Diocletian
(Halkin § 7 p. 104.25-32 = Papadopoulos-Kerameus §
6 p. 8.17-24).

8th scene. Neanias’ ordeal at the stake (Halkin § 9 p.
106.8-13 = Papadopoulos-Kerameus § 7 p. 10.12-15).

Left-hand side [top to bottom]:

9th scene. Neanias led to prison (Halkin § 9 p. 107.29-
35 = Papadopoulos-Kerameus § 7 p. 10. 29-30).

10th scene. Christ visits Neanias in prison (10th and
11th scenes, Halkin § 10 p. 107-9.1-55 = Papadopoulos-
Kerameus § 8 p. 11.4-29 and p. 12.1-5).

11th scene. Neanias led by an angel. The creator of the
iconographic cycle, inspired by the story in the previous
scene with Christ and the angels appearing in the prison,
created this scene, probably wishing to show that after his
baptism Neanias is introduced by the angel to an alto-
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gether new state of affairs: sanctity.

12th scene. Prokopios ‘dissolves’ the idols in the temple
(turning them to water) (Halkin § 11 p. 110.13-17 and §
12 p. 112.40-4 = Papadopoulos-Kerameus § 9 p. 12.28-9,
p.13.1-29 and p. 14.1-28).

Bottom row [l-r]:

13th scene. The soldier Archelaos dies attempting to kill
Prokopios (Halkin § 22 p. 125.1-6 = Papadopoulos-Ker-
ameus § 14 p. 21.8-15).

14th scene. Prokopios’ ordeal at the altar (Halkin § 23
p. 127, 24-35 = Papadopoulos-Kerameus § 16 p. 23.23-31
and p. 24.1-4).

15th scene. Prokopios is led to the lighted furnace
(Halkin § 24 p. 128.5-8 = Papadopoulos-Kerameus § 17
p. 24.22-30).

16th scene. Beheading of Prokopios (Halkin § 25 p.
130.35-7 = Papadopoulos-Kerameus § 19 p. 27.4-8).

17th scene. Burial of Prokopios (Halkin § 25 p. 130.37-
40 = Papadopoulos-Kerameus § 19 p. 27.8-9).

6. The vita icon of the Apostle Philip is in the eponymous
church in Arsos, Cyprus, where part of the saint’s relics
are preserved.” This is the largest extant vita icon in the
group I am presenting in this study (fig. 19).”” The life-cy-
cle around the figure of the apostle is made up of eighteen
scenes. The first scene depicts the conversion of Philip
by Jesus (fig. 20). After that, the cycle includes Philip’s
apostolic mission to Asia, on which he was accompanied
by his sister Mariamne and the apostle Bartholomew, the
martyrdoms of the two apostles and finally Philip’s burial
(Fig. 21). In ten episodes of the cycle Philip, Bartholomew
and Mariamne are accompanied by the kid and the leop-
ard in accordance with Acts VIII (Acta Philipppi, ed. Bon-
net § 94-101 pp. 36-39 and ed. Bovon ez. al. § 16-21 pp.
266-274) (figs 22-25).

The holy personages are distinguished from other fig-
ures in the scenes not only by haloes but also by the more
elaborate modelling of the faces. The inscriptions on the
scenes are misspelt, as is the inscription accompanying the
central figure. In the first scene the apostle is accompa-
nied by the inscription: “O A(T10)C @IAIIIIIOC” [Saint
Philip]. This is intentional so that, in the subsequent
scenes where he appears with Bartholomew, he can be
differentiated from the latter on the basis of what he is
wearing in the first scene and by the facial features he is
given there. Due to their relatively large dimensions, the
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Fig. 19. The vita icon of the Apostle Philip. Cyprus, Arsos, Church of Ayios Filippos.
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Fig. 20. The conversion of Philip by Jesus. The first scene in
the cycle on the vita icon of the Apostle Philip. Cyprus, Arsos,
Church of Ayios Filippos.

Fig. 21. The burial of Philip. The eighteenth and final scene
in the cycle on the vita icon of the Apostle Philip. Cyprus,
Arsos, Church of Ayios Filippos.

Fig. 22. Philip baptizes the ship’s crew. The fourth scene in
the cycle on the vita icon of the Apostle Philip. Cyprus, Arsos,
Church of Ayios Filippos.

7, 2007

Fig. 23. Philip debating with the Jewish High Priest Annas.
The ninth scene in the cycle of the vita icon of the Apostle
Philip. Cyprus, Arsos, Church of Ayios Filippos.

scenes surrounding the central figure are better executed
than in other vita icons of the period.

The cycle begins on the left-hand side of the top row
and finishes at the end (i.e. the right-hand side) of the bot-
tom row. The scenes in the top and bottom rows follow
a frieze-like progression, while the scenes on the vertical
sides of the frame are arranged in opposing pairs around
the central axis of the icon and read from left to right and
top to bottom.

It is one of the most problematic cycles, both as regards
identifying the episodes, and in terms of overall reading,
mainly because the episodes come from the Apocryphal
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Fig. 24. Philip traps the Jewish High Priest Annas in the earth

and then plunges him into the underworld. The twelfth scene

on the vita icon of the Apostle Philip. Cyprus, Arsos, Church
of Ayios Filippos.

Acts of Philip, but the time sequence they follow in the
icon is completely different from that in the Acts.

The solution to the problem of how to read the cycle
lies in the Abridged Version of the Apocryphal Acts of
the Apostle contained in the eleventh-century codex
Mosquensis 161 (Vladimir 379) and in the fourteenth-
century Par. Gr. 1551 [BHG 1528], partly edited by M.
Bonnet, entitled: “On the Life and Miracles of the Martyr
and Saint and celebrated Apostle Philip, one of the twelve
apostles” [ Ynopviipara nepi tov fiov xai rwv davpdrawy
Kai 100 paprvpiov 1oV dyiov Kai navevQripov dmoorilov
Didinmov évog Ty 0dbdexa dmoordlwy).’® In this text the
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Fig. 25. Philip heals the blind Stachys. The fourteenth scene
in the cycle on the vita icon of the Apostle Philip. Cyprus,
Arsos, Church of Ayios Filippos.

events which have been selected follow a different order
from that in the original text of the Apocryphal Acts; and
this sequence corresponds exactly with the order in which
the episodes are arranged in the cycle on the vita icon.”
It is also worth noting that, while in the text the narra-
tive ends with the burial of Philip followed by the martyr-
dom of Bartholomew, the artist deliberately inverted the
order of the last two episodes, thus ensuring that the cycle
would end with the protagonist of the cycle, Philip. And
in the last scene the apostle is depicted bound with bands
of a dark blue colour and not white. This corresponds with
the text, which mentions that he asked to be bound not in
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white, like Christ, but in Syrian (blue) linen (fig. 21).

The episodes in the cycle of the Apostle Philip on the
Arsos icon correspond to the following passages from the
manuscript Par. Gr. 1551 (the text of the Moscow manu-
script is unpublished).

Top row [l-1]:

Ist scene. Philip is converted by Jesus® (Bonnet p. 91.6-
7) (fig. 20).

2nd scene. Philip raises the dead son of the Galilean
widow" (Bonnet p. 92.3-9).

3rd scene. Philip saves the ship from the storm during
the voyage to Azotos* (Bonnet p. 92.21-35).

4th scene. Philip baptizes the ship’s crew® (Bonnet p.
92.38-40) (fig. 22).

Vertical sides:

Left, Sth scene. Philip heals the leprosy on Theokleia’s
face in Azotos* (Bonnet p. 93.15-19).

Right, 6th scene. Philip heals the paralysed hand of the
servant of Ireos in Nikatera® (Bonnet p. 93.40-2).

Left, 7th scene. Philip heals the demoniacs* (Bonnet
p.- 95.12-21).

Right, 8th scene. Philip, Bartholomew and Mariamne
are persecuted by the Jews” (Bonnet p. 95.32-8).

Left, 9th scene. Philip speaking with the Chief Priest
Annas® (Bonnet p. 96.6-45) (fig. 23).

Right, 10th scene. Philip, Bartholomew and Mariamne
are imprisoned by the Jews® (Bonnet p. 95.32-8).

Left, 11th scene. Philip raises the dead man™ (Bonnet
p. 98.9-12, 28-30).

Right, 12th scene. The burying of the Jewish Chief
Priest Annas in the earth and his final plunging into the
underworld by Philip” (Bonnet p. 98.13-28) (fig. 24).

Left, 13th scene. Philip, Bartholomew and Mariamne
enter Hierapolis (Ophioryme)* (Acta Philippi XIII, eds
Bovon et. al. § 3 p. 313.1-4).

Right, 14th scene. Philip heals the eyes of the believer
Stachys in Hierapolis® (Acta Philippi XIV, eds Bovon ez.
al. § 6 p. 327.1-21) (fig. 25).

Bottom row [l-1]:

15th scene. Imprisonment of Philip, Bartholomew and
Mariamne in the Temple of the Viper in Hierapolis**
(Bonnet § 122 [16] pp. 50-51).

16th scene. Martyrdom of Philip® (Bonnet § 125 pp.
54-55 and § 140 p. 73).

17th scene. Crucifixion of Bartholomew® (Bonnet §

137 p. 69).
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18th scene. Burial of Philip” (Bonnet § 146 pp. 87-88)
(fig. 21).

7. The vita icon of St Marina comes from the church dedi-
cated to St Marina in Kyperounda, Cyprus* (fig. 26). Ac-
cording to the dedicatory inscription on the lower right-
hand side of the central panel by St Marina’s feet, the icon
was made on the instructions of a monk called Markos.

The life-cycle around the central figure of the saint con-
tains twelve episodes from her life. The narration begins in
the top left-hand corner of the frame with the saint’s meeting
with the governor Olybrios, continuing across the top and
down the right-hand side, then down the left, finishing at
the right-hand end of the bottom row with the beheading
of the saint. The four episodes in the cycle which take place
in the prison and depict the appearance of the demon and
his downfall (scenes 5, 6, 7 and 8) are not included in the
saint’s Life written by Niketas David the Paphlagonian in
the tenth century,” nor in the text of the Life contained in
the eleventh-century imperial Menologion.” However, these
episodes are included in the Life entitled “Martyrion of the
Holy and Glorious Martyr Marina” [Mapripiov 1rig dyiag
navevddlov pdprvpos Mapivng] [BHG 1165] published by
H. Usener.” The twelve episodes of the life-cycle of St Ma-
rina correspond to the following passages from this Life:

Top row [l-1]:

Ist scene. The meeting between Marina and the gover-
nor Olybrios (Usener p. 17.4-16).

2nd scene. Marina before Olybrios® (Usener p. 18.34-
19.10, or p. 19.14-21.12).

3rd scene. The scourging of Marina® (Usener p. 21.13-
16).

Right-hand side [top to bottom]:

4th scene. Marina scraped with iron meat-hooks®
(Usener p. 22.8-10 or p. 23.23-20).

5th scene. Marina in prison and the appearance of the
dragon (Usener p. 23.36-24.18).

6th scene. Marina emerging from the mouth of the
dragon (Usener p. 27.13-15).

Left-hand side [top to bottom]:

7th scene. The death of the dragon and the appearance
of the demon (Usener p. 27.16-19).

8th scene. The demon is denounced and annihilated
(Usener p. 29.13-30.16 and p. 36.35-40).

9th scene. Marina burned with torches (Usener p.

37.19-21).
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Fig. 26. The vita icon of St Marina from the church of Ayia Marina, Kyperounda. Cyprus, Kyperounda, Holy Cross Museum.

54 MOYXEIO MITENAKH




Pictorial Lives. Narrative in thirteenth-century vita icons

Bottom row [l-1]:

10th scene. The plunging of Marina into a cauldron full
of water and the appearance of the dove (Usener p. 38.36-
40 and p. 39.3-06).

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

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

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

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

In contrast to the cycles of the saints already described,
the life-cycle of St John Lampadistis on both icons lays
special emphasis on events after the saint’s death: the find-
ing of his holy relics, their translation, and the founding
of the church dedicated to his memory. Both cycles lay
great emphasis on the holy place in which the saint’s relics
reside, one depicting the church in the last scene while the
other also ends with the church, showing the artist enter-
ing and painting the devotional image of the saint.

To date no early manuscript containing a Life of St John
Lampadistis has been found. The episodes contained in
both life-cycles correspond to a large extent to the ex-
tremely brief synaxarion of the saint which has been in-
corporated in the manuscript akolouthia dating to 1721.7
The scenes are read in the following order: top row, right-
hand side, left-hand side, bottom row.
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The cycle on the first icon contains the following scenes
(fig. 27).8

Top row [l-r]:

Ist scene. Birth of John Lampadistis.

2nd scene. John Lampadistis being taught in school.

3rd scene. The wedding of John Lampadistis.

Right-hand side [top to bottom]:

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

5th scene. John Lampadistis is led to his parents’ home
by his father.

6th scene. John Lampadistis gives alms to the poor.

7th scene. The gold-winged eagle appears to John Lam-
padistis.

Left-hand side [top to bottom]:

8th scene. The saint asks his servant for a bunch of
grapes.

9th scene. The saint is reproved by his father because he
ate unblessed grapes.

10th scene. The saint sends the servant to put the bunch
of grapes on the vine.

11th scene. The koimesis of John Lampadistis.

Bottom row [l-1]:

12th scene. The discovery of John Lampadistis’ relics.

13th scene. The translation of the relics of St John Lam-
padistis.

14th scene. The church of St John Lampadistis.

The cycle on the second icon (fig. 28)® contains the
following episodes:

Top row [l-1]:

Ist scene. Birth of John Lampadistis.

2nd scene. John Lampadistis led by his father to
school.

3rd scene. Wedding of John Lampadistis.

Right-hand side [top to bottom]:

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

5th scene. John Lampadistis returns to his parents’
home.

6th scene. The gold-winged eagle appears to John Lam-
padistis.

7th scene. John Lampadistis asks his servant for a bunch
of grapes.

Left-hand side [top to bottom]:

8th scene. John Lampadistis is struck by his father for
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Fig. 27. The vita icon of St John Lampadistis. Cyprus, Kalopanayiotis, Monastery of St John Lampadistis.
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Fig. 28. The vita icon of St John Lampadistis. Cyprus, Kalopanayiotis, Monastery of St John Lampadistis.
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Fig. 29. The artist painting the icon of St John Lampadistis. The
last scene in the cycle on the vita icon of St John Lampadistis.
Cyprus, Kalopanayiotis, Monastery of St John Lampadistis.

eating unblessed grapes.

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

10th scene. Burial of John Lampadistis.

11th scene. Discovery of the tomb of John Lampadistis.

Bottom row [l-1]:

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

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

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

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

Several of the vita icons examined are connected either
with the burial place of the saint,” as in the case of St John
Lampadistis and St Prokopios,” or with the holy relics of
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the figure depicted, as in the case of St Catherine’? and the
Apostle Philip, or with loca sancta, as in the case of the
Prophet Moses whose body, according to tradition, was
never found.

The life-cycles in the vita icons of St Catherine, St Pan-
teleimon, St George, the Prophet Moses, St Prokopios,
the Apostle Philip and St Marina are all based on specific
texts. These cycles give visual substance to these texts,
highlighting the most important points in the text or, in
simple terms, choosing key episodes in the career of each
particular saint. As visual narratives they respect the basic
requirements of story-telling. The selection and arrange-
ment of the images represent a series of episodes which
facilitate an understanding of the relationship between
cause and effect over time and describe the transition from
an initial to a final state. The time-line is the main axis
in the narrative process. But narrative time is translated
in the icon into artistic space, as the scenes are assembled
on a single surface. Taken as a whole the images serve as a
story unfolding, but at the same time each of them is an
event of paradigmatic importance.

First of all each of the episodes in the story depicted is
connected through the storyline with the previous events
and with the subsequent ones. The first image provides
the basic reason for what is to follow in the visual narra-
tive. This explains the fact that, apart from the cycles of
John Lampadistis and Moses, none of the cycles exam-
ined puts the birth of the saint first. Generally speak-
ing a scene is chosen for the starting point which reveals
the qualities of the saint or some important event in
her/his life. This also constitutes the starting point for
the sequence of events which will follow in subsequent
scenes, none of which could be explained without the
first scene. The life-cycle of St Catherine opens with the
scene which depicts her, already a Christian, praying in
her living quarters. St George’s cycle opens with the scene
in which, as a Christian, he distributes his wealth. The
Panteleimon cycle begins with the scene in which, as the
pagan Pantoleon, the saint meets the Christian Hermo-
laos who introduces him to the Christian faith. The life-
cycle of the Apostle Philip opens with the scene depicting
his conversion by Jesus. The Prokopios cycle starts with
the scene depicting his acquaintance, as Neanias, with
Diocletian and his acceptance of his duties as Duke of
Alexandria. This is followed by the vision of the cross and
the successful outcome of the battle against the Saracens
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Fig. 30. Codex Sinait. Gr. 364 f. 3". Sinai, St Catherine’s
Monastery.

which is the result of this vision. The Marina cycle opens
with the scene depicting the meeting with Olybrios, fol-
lowed by her imprisonment in the palace and her tor-
ments. The Moses cycle begins with the scene depicting
his birth which entails his discovery in the Nile by Phar-
aoh’s daughter.

Another important observation is that there are two
different ways in which the life-cycle is arranged around
the central figure of the saint. The first of these can be
seen in the icons of Sts Catherine, George, Prokopios,
Marina and John Lampadistis. Here the cycle begins at
the left-hand end of the top row, continues down the
right-hand side then down the left and finishes at the far
end of the bottom row. The second format is found in the
vita icons of Moses, Panteleimon and Philip, on which
the cycle begins once again at the left-hand end of the top
row, but the scenes on the vertical sides are read in pairs
from left to right and top to bottom; the cycle ends on the
right-hand corner of the bottom row.

7, 2007

Fig. 31. Icon of the Crucifixion. Moscow, Museum
of Cremlin.

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

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

Top row:

(Ist line) a¢ 77i¢ Tp1ddog owrep eis mavroxkpdrawp

right-hand side:

(2nd line) zww yrg dvirxrwy tnv pacvn tpidda
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Fig. 32. Codex GKS 6 f. 32". Copenhagen, Kongelige Bibliotek.

left-hand side: Left-hand side:
(3rd line) oxénors xpdriorov deondrn Movoudxov (3rd line) xevzov, mpooniov o Svdw, xodnv mive:
bottom row: Right-hand side:

(4th line) duarpdvwy (evyos te moppvpag kAddov.

The four lines from an epigram by Theodore Prodro-
mos on the frame of a fifteenth-century Byzantine icon of
the Crucifixion (fig. 31)"° are arranged as follows:

Top row:

(Istline) Eipxdng, énaixdng, éppaniodng, Xo1oté pov

(2nd line) O oravpog npdn’ devpo yovy, 2wrep, mide,
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(4th line) xai dviioxe 100 davévros dvipdsmov xdprv.

In the famous codex GKS 6 from Copenhagen dated
to the second half of the tenth century the commentary
around the text of Job on f. 32 (fig. 32)” creates a rec-
tangular frame and is read in the following order: across
the top row, down the right and then left sides, across the
bottom row.
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Pictorial Lives. Narrative in thirteenth-century vita icons

The nine vita icons which I have been discussing all date
to the thirteenth century and, as has been shown, their
cycles rely on specific texts. Yet the episodes depicted are
not based on the Lives compiled in the mid-tenth century
by Niketas David the Paphlagonian” or in the second
half of that century by Symeon Metaphrastes.” Bear-
ing in mind that from the eleventh century onwards the
Metaphrastian Menologion was the basic reference point
for the Lives of the saints, one would expect the vita icons
of the thirteenth century to source their material for the
pictorial cycles from there. Nevertheless the hagiographi-
cal texts on which these cycles on the vita icons presented
above rely are generally speaking pre-Metaphrastian and
have been less widely copied than the Lives compiled by
the Paphlagonian, and a great deal less than those put to-
gether by Symeon Metaphrastes.

How can one explain the strange fact that the thir-
teenth-century vita icons do not follow versions of Lives
which had become well-known through ‘canonical” texts,
but followed older versions of the Lives? I would assert
that the thirteenth-century vita icons are not original
creations of the period, but copy older vita icons whose
cycles are based on pre-Metaphrastic Lives. This conclu-
sion is based on the observation that in some cases, such as
the vita icons of Moses and of St Panteleimon, the inscrip-
tions accompanying the scenes do not always correspond
to the content of the image. This probably means that the
painters of these icons had older models in front of them
which they copied, without always being able to identify
the scenes correctly, either because there were no inscrip-
tions on their models or because some of them had worn
away. In trying to fill in these inscriptions as best they
could, they misinterpreted some things.

That vita icons existed before the thirteenth century
is also demonstrated by the earliest example we know
of to date, the icon of St Marina which comes from the
eponymous church in Filousa in Cyprus (fig. 33).” The
life-cycle is arranged around three sides of the icon and
must have contained nine scenes altogether: three on the
top row, and three on each of the two sides. Nowadays
only the three scenes on the left remain. On the basis of
their stylistic characteristics, the icon can be dated to the
second half of the eleventh century.

Given all this evidence the first appearance of vita icons
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Fig. 33. The vita icon of St Marina from the church of Ayia
Marina in Filousa, Cyprus. Cyprus, Paphos, Byzantine

Museum of Paphos Cathedral.

should be dated to the tenth century at the latest. Actually
the format of these icons is known since the Roman era.*

The vita icons’ dependence on specific texts and the way
in which they are read corresponds to the point made by
E. Gombrich, who considered that while the image alone
cannot tell the viewer a story they have never heard before,
it is extraordinarily well suited to reminding them of sto-
ries they have heard.™

Titos Papamastorakis

Associate Professor of Byzantine Art
University of Aegean
titosep@yahoo.gr
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NOTES

1. D. Mouriki, Icons from the 12th to the 15th Century, in:
K. Manafis (ed.), Sinai: Treasuries of the Monastery of Saint
Catherine (Athens 1990) 115-16; H. C. Evans — W. D. Wixom
(eds), The Glory of Byzantium (exhibition catalogue, The Met-
ropolitan Museum of Art, New York 1997) 379 no. 249 (N. Pat-
terson-Sevéenko); N. Patterson-Sevéenko, The Vita Icon and the

Painter as Hagiographer, DOP 53 (1999) 150-51.

2. G. Sotiriou — M. Sotiriou, Icénes du Mont Sinai (Ath-
ens 1956-1958) 148-49; Mouriki (op. cit.) 115-16; Patterson-
Seveenko (op. cit.) 151.

3. See Patterson-Sevéenko (n. 1) 150-51, who considers that
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particular sanctuary or to the saint’s relics”.

4. On narrativity in medieval art see the following articles:
H. Kessler, Pictorial Narrative and Church Mission in Sixth-
Century Gaul, in: H. Kesller — M. Simpson (eds), Pictorial
Narrative in Antiquity and the Middle Ages, Studies in the
History of Art 16, Center for Advanced Study in the Visual
Arts (= Symposium Series IV, Washington D.C. 1985) 75-91;
H. Belting, The New Role of Narrative in Public Painting of
the Trecento: Historia and Allegory, ibid. 151-68; W. Tronzo,
The Prestige of Saint Peter’s: Observations on the Function of
Monumental Narrative Cycles in Italy, 767d. 93-112; H. Kes-
sler, Reading Ancient and Medieval Art, Word and Image 5.1
(1989) 1; see also M. Aronberg Lavin, The Place of Narrative.
Mural Decoration in Italian Churches, 431-1600 (Chicago
1990) esp. 1-12.

5. See the important book by W. Martin, Recent Theories of
Narrative (Ithaca 1986); also P. Ricoeur, Time and Narrative
1-3 (Chicago 1984-1988).

6. On the group of vita icons from the thirteenth century, see
the article by Patterson-Sevéenko (n. 1) 150-51. The list of icons
which Patterson-Seveenko has assembled does not include the
vita icons of St George from Sinai or St Prokopios from Jeru-
salem, St Marina from Kyperounda or of the Apostle Philip
and the first icon of St John Lampadistis from the eponymous
churches in Cyprus, all of which are examined in this article.
The St George icon was excluded because it was thought to be a
work of the fifteenth century and the others had not then been
cleaned and published.

7. The icon measures 75.3 x 51.4 cm. On the icon and its dat-
ing to the late twelfth or early thirteenth century, see Sotiriou
(n. 2) 147-49; K. Weitzmann, Icon Programs of the 12th and
13th Centuries at Sinai, DChAE 12 (1984-1985) 95; Mouriki
(n. 1) 115 fig. 46; H. C. Evans (ed.), Byzantium: Faith and
Power (1261-1557) (exhibition catalogue, The Metropolitan
Museum of Art, New York 2004) 341-43 no. 201 (N. Patter-
son-Sevcenko) which gives the earlier bibliography.

8. Sotiriou (n. 2) 148; Byzantium: Faith and Power (op. cit.).
9. Sotiriou (n. 2) 149; Mouriki (n. 1) 115.
10. Sotiriou (n. 2) 149.
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11. See J. Viteau, Passions des saints Ecaterine et Pierre d’
Alexandrie Barbara et Anysia (Paris 1897) 45.

12. Ibid. 41-65; according to ibid. 2, Symeon Metaphrastes
repeats this Life with minor variations; the Life which Meta-
phrastes compiled is published in: PG 116 col. 275-302.

13. A. Drandaki, Through Pilgrims’ Eyes: Mt Sinai in Pil-
grim Narratives of the Thirteenth and Fourteenth Centuries,

DChAE?27 (2006) 501-03.

14. The icon measures 142 x 90 cm. The icon has been com-
prehensively studied in D. Mouriki, A Moses Cycle on a Sinai
Icon of the Early Thirteenth Century, in: C. Moss — K. Kiefer
(eds), Byzantine East, Latin West. Art-Historical Studies in
Honor of Kurt Weitzmann (Princeton 1995) 531-46 figs 1-16,
which gives a detailed description of the cycle and dates the icon
to the early thirteenth century.

15. Mouriki (n. 14) 535-36.

16. Mouriki (n. 14) 535, 539.

17. According to Mouriki (n. 14) 538-39.
18. Weitzmann (n. 7) 101.

19. The icon measures 102 x 72 cm: 7bid. 101-02. The in-
scriptions were published by Mouriki (n. 1) 76. On the icon and
the life-cycles of St Panteleimon in Byzantine wall painting, see

S. Koukiaris, Etkéva tov ayiov ITavterepovog pe oknvéc
tou Blov tov ot povi Zwvd, DChAE27 (2006) 233-43.

20. Mouriki (n. 1) 116 n. 77 The Glory of Byzantium (n. 1)
379 no. 249 (N. Patterson-Sevéenko).

21. Mouriki (n. 1) 116 n.77 The Glory of Byzantium (n. 1)
379 no. 249 (N. Patterson-Sevcéenko).

22. Mouriki (n. 1) 116.

23. See B. Latysev, Hagiographica graeca inedita, Mémoires
de [Académie Impériale des Sciences de St. Petersbourg, series
12.2 (1914) IV, 40-53.

24. See L. Sternbach, Ioannes Geometrae carmen de S.
Panteleemone, Dissertationes classis philologicae Academiae
litterarum Cracoviensis 16 (1892) 218-303; Sternbach used
the 11th-12th-century Paris Cod. Gr. 690 (BHG 1415) for
his edition; on Geometres’ encomium see K. Demoen, John
Geometres’ Iambic Life of Saint Panteleemon. Text, Genre and
Metaphrastic Style, in: Philomathestatos, Studies in Greek and
Byzantine Texts presented to J. Noret (Leuven 2004) 165-84,
esp. 166-67.

25. The icon measures 44 x 33.5 cm; on this icon see Sotiriou
(n. 2) 154-5; also T. Mark-Weiner, Narrative Cycles of the Life
of St. George in Byzantine Art(Ann Arbor 1982) 81-82.

26. Sotiriou (n. 2); D. Mouriki, Portraits de donateurs et
invocations sur les icdnes du XIIIe siecle au Sinai, in: A. Guil-
lou (ed.), Modes de vie et modes de pensée i Byzance, Etudes
Balkaniques2 (1995) 115.
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27. K. Krumbacher, Der heilige Georg in der griechischen
Uberlieferung (Miinchen 1911) 41-58.

28. Edition AASS Aprilis ITI, IX-XV; the epistolary prologue
is published by Krumbacher (n. 27) 181-82; see S. Paschali-
des, Nixrirag Aapfid [apiaydy. To mpdowmno kaz ro £pyo rov
(Thessaloniki 1999) 187-91.

29. PG 115 col. 141-62.
30. Krumbacher (n. 27) 59-83.

31. B. Latysev, Maptipiov tov ayfov kat evéé&ov
peyaropdptopog ewpyiov ovyypagév (wg pépetar) mapd
Beoddpov tov Aagvonidrov, Pravoslavnij Palestinskij Sbornik

59 (1911) 1-36.

32. The icon measures 75 x 60 cm: M. Garidis, Icones du
XllIIe et du XIVe siecle dans I'aire du Patriarcat de Jérusalem,
in: Evpoxia, Mélanges offerts a Hélene Ahrweiler (Paris 1998)
229-31 fig. 2; G. Tsantilas, H Aatpeia tov aylov I[Tpokomiov
v epiodo tov Zravpopdpev kat 1 Ploypagiky ewdva tov
oto [Tatpiapyeio Iepooordpev, DCHAE 27 (2006) 245-57
figs 2-6, in which the icon is dated to the period 1280-1290
and classified as one of the crusader icons produced in Acre.

33. 1bid. 256.

34. F. Halkin, Inédits Byzantins d' Ochrida, Candie et Mo-
scou (Brussels 1963) 95-130.

35. A. Papadopoulos-Kerameus, Avddexra lepooodvuriniic
2raxvodoyiag5 (Saint Petersburg 1888, reprint Brussels 1963)
1-27.

36. See A. Stylianou, Az nepinyrioers rov pdooov povaxov
Baoidetov Bdpoxv (Nicosia 1957) 79-80.

37. The icon measures 150 x 108 c¢m; see the book published
by the conservators who restored the icon: K. Gerasimou — K.
Papaioakeim, O dyio¢ @idinmog. H peyddn eixdva rov ayiov
15 70 Apoog (130v arddva) (Larnaka 1997) 17-42.

38. Acta Philippi, in: R. Lipsius — M. Bonnet (eds), Acta
Apostolorum Apocryphall.2 (Leipzig 1903, reprint Darmstadt
1959); Fr. Bovon — B. Bouvier — Fr. Amsler (eds), Acta Philippi
(Turnhout 1999) XXXVT.

39. See Acta Philippi (n. 38) 91; Bovon — Bouvier — Amsler
(n. 38) XXXVI.

40. Inscription: O A(I'1O)C @IAIIIIIOC, AKOAOYOH MO,
ICXC [Saint Philip, Follow me, lesus Christos).

41. Inscription: O A(T'I0)C ANICTON TON NEKPON [The
Saint raising the dead man).

42. Inscription: O A(I'IO)C 4IACQZON TO ITAION [The
Saint saving the ship).

43. Inscription: [O ATTOCBAIIT]ZZON[TOYC N]A[YTIKOYC]
[The Saint baptizing the sailors].

44, Inscription: O AT'IO)C IQRMENOC THC AEIIPO®ICIC
T'YNAIKOC THN MOP®HN [The Saint healing the face of the
woman with leprosy).
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45, Inscription: OA(TIO)CIQMENOC THN ITAPAAYTON]
XEIPAN TOY IIAIAOC [The Saint healing the paralysed hand
of the slave].

46. Inscription: O A(T'1O)C IRMENOC [TOYC] 4EMONI-
ZOMENOYC [The Saint healing the demoniacs).

47. Inscr iption: OI AT'IOI YTIO TN EBPAIQN AIOKOMENOI
[The Saints pursued by the Jews).

48. Inscription: OA(TIO)C A[TIAAE[TOMENOCMETA TOY
AINNIA] [The Saint speaking with Annal.

49. Inscription: Ol AI'IOI EN TH ®YAAKH [The Saints in
prison).

50. Inscription: O A(T10)C IIEMIION TON ANNI[A] EIC
AAIN ZONTA[The Saint sending Anna to Hell alive).

51. Inscription: O ATIO)CANICTON[TON] NEKPON [The
Saint raising the dead man).

52. Inscription: O AI'TOI HCEPXOMEN[OI] EN TH
IEPAITIOAH [The Saints entering Hierapolis]; the serpent
worship practised by the citizens of Hierapolis is indicated by
the two vipers at the entrance to the town.

53. Inscription: O A('lO)C IOMEN[OC TOYC] OPOAIAMOYC
TOY CTAXIYOC] [ The Saint healing the eyes of Stachys]; the heal-
ing of Stachys by the apostle and his sister in the cycle on the
Arsos icon (14th scene) quite correctly follows the arrival of the
apostles in Hierapolis where they stayed with the blind Stachys,
whom Philip cured; the healing of the blind man, Stachys, is
the subject of the Fourteenth Act of the Apostle Philip, which is
preserved in Xenophon cod. 32, ff. 83*-88", see Bovon — Bouvier
—Amsler (n. 38) 319-29.

54. Inscription: Ol A[IT1OI EN TH ®YAAKH [The Saints in
prison).

55. Inscription: O AI'TOC PIAIIIOC|...] [Saint Philip...].

56. Inscription: [O ATIOC BAPOOAOIMAIOC CTAYPOY
ANAPTOMENOC [Saint Bartholomew hung on the cross].

57. Inscription: H KIAEYCIC TOY AI'IOY [The saint’s fu-
neral).

58. The icon measures 55.5 x 42 cm; see S. Sophocleous,
Icones de Chypre, Diocése de Limassol 12e-16e siécle (Nicosia
2006) 195 no. 98 fig. 98.

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

60. V. Latysev, Menologii anonymi byzantini, Saeculi X
(Saint Petersburg 1912, reprinted Leipzig 1970) 2, 178-84.

61. H. Usener, Acta S. Marinae et S. Christophori, Fest-
schrift zur fiinften Sicularfeier der Carl-Ruprechts-Universitiit
zu Heidelberg (Bonn 1886) 15-47; on the St Marina cycles in
wall painting see: J. Albani, Ot toryoypagieg tov vaod g
Aytag Mapivag otov Movpvé g Kprjtne. "Evacg dyveotog
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TITOX ITATTAMAXTOPAKHX
Zoypaglopéves Loéc.

Agpnyfoeic oe Proypagikég etkéveg tov 1300 atdva

Xt perén e€etdloviat evvéa and tig dekamévte marat-
6tepeg Proypagikég etcdvec mov grhoteyviOnkav katd
tov 130 atdva oty Avatorikyy Meodyeto. Ipdkettat
yia ti6 Proypagikég etkéveg e aylag Atkatepivig, tov
ayfov [ewpyiov, tov mpogrtn Movor) kat tov ayiov la-
vielenpova, ot omoieg puidooovtat ot Movi| Zvd, )
Broypagukr etkéva tov ayiov I Ipokomniov mov puidooetal
oto [atpiapyeio Iepocordpmv, tic Proypagxés etcdveg
tov andotorov PAinmov kat tov ayiov ledvvn Aapmna-
Stoth, oL PUAGTCOVTAL GTOVE OPGVUHOLG VAOUG OTHV
Kémpo, kat tn Proypagiky] eikéva g aylag Mapivag mov
mpoépyetat and tov opdvupo vad oty Kumepodvta g
Kénpou kat purdooetat ofjpepa oto Movoeio tov Tip{ov
2tavpot g (drag TéANG.

Qg mpoc 1 Proypaguicéc ikéveg £xouvv Statvnmbel and
™y éo¢ Tdpa épevva ot akérovbec andyelc: a) ta guko-
vilépeva enetododta owg amnyoby, arlrd dev akorovfotv
pe ovvémnela kdmota yvwotd kelpeva ) ot oknvég dev
elvat tonoBetnpéveg pe ypoviiy akorovdia’ katy) n on-
povpyta kat 1 tomofétnon toug dev oxetifovtat pe Tovg
XOpouvg tagic 1 ta Aelpava tov ayiov mov etcoviCoov.

Amé ) ovotnuatiky mapovsiacy v Ploypapikdv
KOKA®V aQUTAV ToV elkévev Tpokintovy ta akdérovba
ovumepdopara:

[ToA\ég and avtée g ecdveg ouvdéovta, eite pe Tov
XOpo Tagtic Tov ayiov, eite pe to tepd Aelpavo g pop-
@1jc mov ewkoviGouvv, Y pe loca sancta.

Ot kbkrot PaoiCovtat oe ovykekpipévoug Biovg tav
ekoviiopevav ayiov, otoug omoiovg divovy omtiki vTd-
otao, emAéyovtag ta enetoddia-kAetdid oty otadio-
Spopfa kdBe ayiov. H emdoyn kat 1 didraln tov oknvdv
anodidovv pa oetpd enetoodiov mov eEvmnpeTody THV
katavénomn g oxéone artiov kat anoteAéopatog péoa
otoVv %pbvo, kat TEptypdpouy T petaor and pa apyt-
K1} og pla tediky katdotaon. Ta etkovidia Aettovpyoty
0710 06VOAS Toug O¢ totopia oe eEEMEN, alAd tapdAinia
kabéva and avtd wg yeyovig pe mapadetypaticy a&ia.

O1 Broypagikég eicéveg oG ontikd apnyfpata eivat
dpeoa efappévec and ta kelpeva, katr akorovBoubv
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v Aokt g aprynong toug. Eivat guoticd Aotmdy bt
ot Boypagtkol kékAot, dtav opyavévovtal ydpw amd tnv
KEVTIpLKY pop@1| Tov ayoitdlovy, akorovbobv ) popd
pe v omola avaypd@ovtat ot emypagég, ta entypdp-
pata 1j ta oxéiia yopm and pa Keviptki eikéva 1y éva
Ke{pevo, dnwg kdvouv gavepd pa ogtpd and owldpeva
napadelypata pikpoypaglav kat eikdévev. H opydvoon
v Ploypagikdv KOkAwv yipem amd tnv Keviptky Hopey
tou aylov yivetat pe 6o tpémove. O mpdhtog tpdmog ava-
yvopiletat oTig ewdveg tng aylag Awcatepivng, tov aylov
I'ewpyiov, tov aylov Ilpokomiov, tng aylag Mapivag
kat tov ayfov Iedvvn Aapmadioty|. Ze avtée, o kikAog
apyiCet amd ta aplotepd g ndve oplidvtiag TAELPAG,
ouvveyiCet ot ded kdBetn MAeLPd, peTd otV aplotepy
KG0etn MAgupd kat TELELdVEL 0TNY KAT® optlévTia TAgv-
pd. O debtepog tpdmog avayvopifetat otig Proypapricée
elk6veg tov ayiov Mwuot), tov ayiov [Navterenpova kat
tou ay{ov PiAinmov, émov o kdkrog apyilet and ta apt-
0tepPd TG TAve 0ptEévTiag TAELPAG, kat 1) avayveoT) Tov
okNVoV otig kdBeteg mAevpég yivetat and ta aptotepd
1po¢ ta defid kat and mave TPog ta KAT® Katd avtipé-
tomna Gedyn.

Ot kbkdot tov Proypapikdv etkévov eEaptdveat and
ovykekppévoug Blovg. Ta etcovilpeva emetoddia kat 1
oelpd toug dev otnpitovtat otovg Biovg mov ovvétate
o Nikrjrag AaPid Iagraydv ota péoa tov 10ov atdva
1 o Zopedv Metagpaotic oto f* poéd tov 10ov atdva.
“Exovtac unéyn ét and tov 11o ardva kat e€¥ig to Mn-
voAdyto tov Metagpaoti| anotéreoe to Paotkd onpeio
avagopdg tov Biov aylev, Ba nepipeve kaveic 6t ot
Broypaguiéc eicdveg tov 130v atdva Ba avtrodoav to
vAké ané exel. Evrodtolg, ta ayloroyikd kelpeva and
ta omofa eEaptdvtat ot kOKAOL TV Ploypapikdy etkdveov
TIOL TTAPOLOLACTNKAV elval katd Kavdva TPOPETAPPATTL-
Kd. Avtd 0d1yel oty vtdéBeon Gt avtég ot Proypagpiiéc
elkéveg dev anoteloby mpotdtumy dnpovpyia tov 130v
atdva, arrd ét aviypdgouy maradtepeg Proypapikég
elkdveg, ot kbkAol tov onolwv Pacilovtav oe mpopeta-
@paotikovs Blove.
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