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VASSILIKI FOSKOLOU

Glass medallions with religious themes
in the Byzantine Collection at the Benaki Museum:
a contribution to the study of pilgrim tokens in Late Middle Ages

THE BENAKI MUSEUM’S Byzantine Collection contains
nine glass medallions with depictions of holy figures and
other religious scenes. These objects belong to a large
group of more than 200 such medallions' which can be
found in museums and private collections all over the
world. They are made of translucent or opaque glass in
various colours and were produced from more than 60
different moulds; their height varies from 2 to 6 cm. The
thematic material is almost exclusively religious, and is
often accompanied by inscriptions in Greek or Latin.
The basic work on these miniature objects remains the
article by H. Wentzel, Das Medaillon mit dem HI. Theo-
dor und die venezianichen Glaspasten im byzantinischen
Stil, in: Festschrift fiir E. Meyer zum sechzigsten Geburtstag
(Hamburg 1959), in which he classifies the 157 medal-
lions known at the time into 55 different types according
to subject and appends a brief catalogue of the examples
of each type.? Wentzel concluded his work on this group
of medallions in a further article published in 1963.
Some of the Benaki medallions were known to Wentzel
and are mentioned in his articles. They reached a wider
audience when they were included in the exhibition Byz-
antine and post-Byzantine Art, held in Athens in 1985-
1986, and were discussed by the late Laskarina Bouras in
the catalogue.* More recently five were published again
in the catalogue of the exhibition Everyday Life in Byzan-
tium (Thessaloniki 2001-2002) by the present writer.
This article begins with an overall summary of the
views which have been previously expressed as to the
date, provenance and purpose of this group of medal-
lions. There follows a description of the items in the
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Benaki Collection in the form of brief catalogue entries
for each of the nine examples, while the final section dis-
cusses the objects in the light of certain characteristics
which emerge from the examination of the Benaki me-
dallions and which may shed new light on the general
background of the entire group.® The following article by
D. Kotzamani, conservator at the Benaki Museum, de-
scribes the results of the laboratory analysis of five of the
medallions which was recently carried out in order to ob-
tain the fullest possible information as to the material.”

Previous studies

The first scholar to make a systematic study of glass
medallions was Wentzel, who, as well as cataloguing the
known examples, attempted to establish their purpose,
date and place of manufacture. The large number of sur-
viving artefacts and their similarity in terms of produc-
tion methods and form (size, shape, colour of glass and
inscriptions) led him to speculate that the medallions
were mass-produced in one location, and possibly even in
a single workshop, as imitations of ornate cameos carved
from precious or semi-precious stones. As the representa-
tions and inscriptions were directed to both a western and
a Byzantine public, he suggested that they originated in
a major centre of glass production which had commer-
cial contacts with Byzantium and the West, 13th-century
Venice being a likely candidate.® Noting also that a small
group differed significantly from the rest, as their iconog-
raphy was clearly Byzantine and the motifs and shape im-
itated Byzantine semi-precious stone cameos, he proposed
that these were examples of a type with which the Vene-
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tians would have become familiar during the Latin occu-
pation of Constantinople and which served as the models
for the other medallions.” As a final point he suggested
that the regular use of cheaper materials, the evidence of
mass production of the objects and the content of the rep-
resentations indicated that the main purpose of the me-
dallions was as commemorative souvenirs for pilgrims.

Wentzel’s theories have been generally accepted, but
the publication of several new examples in museum and
exhibition catalogues gave certain scholars the opportu-
nity to express strong disagreement, mainly on the sug-
gested Venetian origin. Chief among these was M. Ross,
who in the catalogue of the Dumbarton Oaks Collection
(1962) made the point that the simple and inexpensive
technique of producing the medallions by using a mould
had been adopted in the Byzantine world since the 6th
century for the manufacture of glass weights and jewel-
lery. Remarking also that some of the motifs on the glass
medallions bore a strong resemblance to the iconography
of 11th- and 12¢h-century Byzantine lead seals he con-
cluded that the medallions were a Byzantine concept
and an independent art form, not a mere imitation or
reproduction of carved stone cameos. On this basis he at-
tributed all the medallions in the collection to Constan-
tinople and explained the western iconography of certain
examples by ascribing them to the period of Latin occu-
pation."

David Buckton took a different approach. His study of
the specimens in the British Museum led him to suggest
that the medallions could be divided into two groups on
the basis of the material used, according to whether the
glass was translucent or opaque. He noted that the trans-
lucent medallions seem to be a separate group which is
characterised by Byzantine iconography and Greek in-
scriptions, while the opaque examples contained Byzan-
tine and western motifs and inscriptions in both Greek
and Latin. Laboratory analysis also demonstrated that
the opaque medallions in the British Museum used only
three colours of paste, dark purple, red-orange and black,
in combinations which give rise to varied shades. Accord-
ing to Buckton, the restricted palette was proof that the
artefacts originated in one workshop, and this, combined
with the fact that red-orange glass tesserae were a rarity
in Constantinople but relatively common in Italian mo-
saics, caused him to accept Wentzel’s view that the work-
shop must have been located in Venice. As for the trans-
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lucent examples, he concluded that as some of the mate-
rial in the British Museum displayed striking similarities
with 11th- and 12th-century Byzantine semi-precious
stone cameos, they must have been products of a Byzan-
tine workshop and served as the models for the opaque
Venetian medallions.

Buckton’s theory, which was based on technical data,
represents, in his words, a ‘pleasing compromise’ between
the opposing viewpoints of Wentzel and Ross, but it has
never been published in a more expansive form since it
first appeared in a two-page summary of conference
proceedings'” and a brief catalogue entry for the exhibi-
tion Byzantium (British Museum 1994)." As a result, the
provenance of glass medallions remained an open ques-
tion, as the catalogues of subsequent exhibitions clearly
demonstrate. Two medallions with Byzantine motifs
and Greek inscriptions were exhibited in 7he Glory of
Byzantium (New York 1997): one of these, included in a
section of the catalogue devoted to Byzantine private de-
votional works (“Popular Imagery”), was ascribed a firm
Byzantine —possibly Constantinopolitan— origin but for
the second, displayed in the section “Byzantine Art and
the Latin West”, no definite solution is given to the ‘Ven-
ice v Byzantium’ problem. In her short catalogue entries
M. Georgopoulos adopts Ross” approach and considers
that the medallions are “too closely related ro Byzantine
seals not ro be labelled Byzantine™.*

In the catalogues of the Byzance exhibition at the Lou-
vre (1992) and Rom und Byzanz in Munich (1998) re-
spectively, M. Avisseau and M. Dennert attribute sim-
ilar items to 13th century Venice,"” largely following
Buckton’s reasoning, while in the recent Byzanz, Das
Licht aus dem Osten catalogue (Padeborn 2001), J. Witt
notes the existence of translucent medallions with west-
ern iconography and inscriptions. He therefore finds the
distinction “translucent= Byzantine, opaque= Venetian®
problematic and suggests a Venetian provenance for all
the glass medallions.'®

It will be clear from this brief overview that study of
the medallions has to date concentrated on their place
of origin, with the question of purpose remaining on the
sidelines and iconography being discussed only inciden-
tally, in the context of demonstrating a Byzantine or a
western provenance. It seems preferable however to treat
these three issues as interrelated and inseparable, and this
review of the Benaki medallions accordingly commenc-
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Glass medallions with religious themes in the Byzantine Collection at the Benaki Museum: a contribution to the study of pilgrim tokens in Late Middle Ages

Fig. 1. Glass medallion with St Demetrios. Athens, Benaki
Museum, inv. no. 13546 (photo: Sp. Delivorrias).

Fig. 2. Lead flask for myrrh (koutrouvion) with St Demetrios
(from: Everyday Life in Byzantium 2002, 184 no. 203).
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es with a discussion of their iconography before passing
on to examine the surviving written sources in order to
extract clues as to, firstly, the purpose of this group of
objects and, subsequently, their provenance and place of
manufacture.

Catalogue of medallions at the Benaki Museum

1. St Demetrios (fig. 1)

Inv. no. 13546

Oval medallion cast in opaque dark brick-red glass.
Dimensions. 3 x 2.5x 0.5 cm.

Condition. Intact. Good condition.

Provenance. Unknown.

Description. A half-length, frontal depiction of the saint
in military dress, with a spear in his right hand and a
round shield with a cross in the centre in his left hand.
The breastplate has a rhomboid pattern. He has short,
curly hair and a halo of dots. The inscription reads O
ATIOC) /AH / M]H /-TPI/ OC.

Publications. Byzantine and post-Byzantine Art 1986, 208
no. 233 (L. Bouras).

This medallion of St Demetrios belongs to the most
popular type of the group,” and around 20 examples
with the same shape and near-identical dimensions (c.
3 x 2.5 cm) can be found in private collections and mu-
seums in Bologna,'” Naples, Parma, Mt Athos (Hilandar
Monastery),” London,” Oxford,” Berlin,* Paris,” Wash-
ington,* Cyprus and Toronto.” A particularly interest-
ing example is the medallion which at a later date was
set in a mount to form the central section of a silver-gilt
enkolpion reliquary, now in Hamburg.** Most are made
of opaque glass in various combinations of black and red,
though three green or blue translucent versions also exist.

The patron saint of Thessaloniki appears in military
attire in wall paintings and minor art objects from the
11th century.” Lead seals of the 10th to 13th centuries
show him in bust, holding a spear or sword and a round
shield, in representations identical to those on the medal-
lions.”® The same iconographic type of military saint also
occurs frequently in 11th-12th century semi-precious
Byzantine cameos which contain strong similarities to
the medallions, and it has accordingly been suggested
that this type has a Byzantine origin, and its models have
been sought in comparable artefacts.”
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Fig. 3. Glass medallion with Agia Sophia. Athens, Benaki
Museum, inv. no. 13525 (photo: Sp. Delivorrias).

It may well be significant that the saint’s iconography
on these medallions closely resembles that on a group of
objects which are linked with Thessaloniki, and more
specifically with the basilica of St Demetrios: these
koutrouvia (ampullae or small lead flasks), intended for
pilgrims, were used to hold the aromatic myrrh which
gushed from the saint’s tomb* (fig. 2).

2. Agia Sophia (fig. 3)

Inv. no. 13525

Oval medallion cast in opaque dark brown glass with
brick-red striations.

Dimensions. 2.6 x 2.1 x 0.55 cm.

Condition. Intact, the surface is somewhat weathered.
Description. A female figure in bust, with a sleeved chi-
ton and a maphorion covering her head. Her right arm
is placed in front of her breast in a gesture of blessing or
prayer and her raised left arm is concealed by her mapho-
rion. The figure is flanked at shoulder height by the in-
scription H A(TTA) / CO / - DIA.

Publications. Unpublished.

The six examples of this type recorded by Wentzel,”
which include the Benaki medallion, have been joined by
three published more recently, in Munich,” Russia® and
Bulgaria.* All are made of opaque glass in shades of black,
brown and red and have roughly the same dimensions.

The female figure depicted in the medallions is the per-
sonification of Holy Wisdom, the attribute of the Trin-
ity which is often identified in theological belief with the
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Fig. 4. Glass medallion with the Virgin Hodegetria. Athens,
Benaki Museum, inv. no. 13526 (photo: Sp. Delivorrias).

incarnated Word, the Son.” This symbolic iconographic
type appears until the 12th century in a few peripheral
examples, mainly illuminated manuscripts;*® however the
closest iconographic parallels to the medallion are found
in the 6th- to 8th-century lead seals of officials of the
Patriarchate at Constantinople, metropolitans and bish-
ops,” where she is represented as a female saint, standing
upright with her hands in a gesture of prayer or holding a
cross to her breast.

3. Virgin Hodegetria (fig. 4)

Inv. no. 13526

Oval medallion cast in opaque dark brown glass with
yellow and red striations.

Dimensions. 2.6 x 2.1 x 2 cm.,

Condition. Intact, surface badly weathered.

Description. The Virgin is portrayed in the Hodegetria
type. On the left traces of the abbreviation MHP. The
delicate naturalism of the maphorion drapery on the Vir-
gin’s raised right arm and her elegant pose, turned slight-
ly towards Christ, single out this medallion from the re-
mainder of the group, in spite of the surface damage.
Publications. Unpublished.

Wentzel records six medallions depicting the Hodege-
tria in three broadly similar types, and one with the same
subject in reverse.”® A further two examples have emerged
in recent publications.”” Their dimensions range from
2.5 t0 3.2 cm and they display great variation in colour,
with opaque examples in brown, red and dark blue and
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Fig. 5. Glass medallion with St Theodore the dragon-slayer
on horseback. Athens, Benaki Museum, inv. no. 13521
(photo: Sp. Delivorrias).

Fig. 6. Glass medallion with St Theodore the dragon-slayer
on horseback. Athens, Benaki Museum, inv. no. 13522
(photo: Sp. Delivorrias).

Fig. 7. Enkolpion with glass medallion with St Theodore the
dragon-slayer on horseback. Washington, Dumbarton Oaks,
inv. no. 38.28 (from: Wentzel 1959, fig. 5).

translucent versions in bluish green and ochre.

The portrayal of the Virgin in bust holding Christ on
her left arm and gesturing towards him with her right
hand is a type associated with the famous Hodegetria
icon, which was housed in the Hodegon monastery at
Constantinople.” This miracle-working icon became the
palladium of the city and served as the focus for impor-
tant cult ceremonial which dominated the religious life
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Fig. 8. Enkolpion with glass medallion with St George the
dragon-slayer on horseback. Vienna, Kunsthistorisches
Museum, inv. no. 132 (from: Wentzel 1959, fig. 18).

of the capital and attracted a host of pilgrims from home
and abroad.”? Adopted as a model in a large number of
works and a variety of media, it became one of the most
popular depictions of the Virgin in the Byzantine world.

4a. St Theodore the dragon-slayer on horseback (fig. 5)
[nv. no. 13521
Oval medallion cast in black glass.
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Fig. 9. Glass medallion with the Nativity. Athens, Benaki
Museum, inv. no. 13524 (photo: Sp. Delivorrias).

Fig. 11. Glass medallion with the Nativity (version B).
Washington, Dumbarton Oaks, inv. no. 53.12.74 (from:
M. C. Ross, Catalogue of the Byzantine and Early Medieval

Antiquities in the Dumbarton Oaks Collection, 1: Metalwork,

Ceramics, Glass, Glyptics, Painting [Washington 1962]

pl. LVIL, 108).

Dimensions. 3.2 x 2.8 x 0.7 cm.

Condition. Intact, fairly well preserved.

Publications. Byzantine and post-Byzantine Art 1986, 210
no. 237 (L. Bouras); Everyday Life in Byzantium 2002,
521 no. 716 (V. Foskolou).

4b. St Theodore the dragon-slayer on horseback (fig. 6)
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Fig. 10. Glass medallion with the Nativity (version A).
Berlin, former Kaiser Friedrich Museum, inv. no. 762

(from: Volbach 1930, pl. 4).

Fig. 12. Glass medallion with the Nativity (version C). Vatican
Museums, inv. no. 697 (from: Wentzel 1956, pl. A.8).

Inv. no. 13522

Oval medallion cast in brick-red glass.

Dimensions. 3.05 x 2.55 x 0.4 cm.

Condition. Small section missing at the Jower right, sur-

face fairly corroded.
Publications: Unpublished.
The two medallions depict the saint on horseback gal-
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loping off to the right, as he spears the dragon which is
shown in the lowest part of the representation. In his left
hand he carries a triangular shield with a barely visible
cross in the centre.” The inscription reads O A(T'TOC) /
©E / Q-AO / PO/ C. In spite of the small scale and the
surface damage the first medallion has some fine detail
—notably the saddle strap, the bridle, the horse’s tail and
the dragon’s wings— which is indicative of a meticulously
fashioned mould.

The 13 examples of the type recorded by Wentzel*
have recently been joined by another in the Cabinet des
Médailles.® They all have virtually identical dimensions
(c. 3.1 x 2.7 cm) and are made from opaque black, brown
or red paste, the sole exception being the translucent yel-
lowish medallion in the Dumbarton Oaks Collection.*

The earliest representations of St Theodore as dragon-
slayer, dating from before the 8th century, occur on lead
seals of the bishops of Euchaita, the saint’s birthplace and
one of the main centres of his cult.” These early exam-
ples, which show the saint spearing the dragon on foot,
probably follow the cult icon in the church of his native
city.®® He appears on horseback in later works, notably in
wall painting.”

The equestrian saint is a type which rarely appears in
Byzantine minor art objects. Military saints are normally
depicted standing in frontal pose or in bust, as in ivory®

and steatite icons,”

cameos made from semi-precious
stones” and lead seals.”® Though unusual, this type of St
Theodore was probably chosen for glass medallions be-
cause of the apotropaic character of the mounted dragon-
slayer, which suited an object intended for private devo-
tion which could be used as an amulet.**

More problematic is Wetzel’s observation that the saint
is shown beardless on medallions (fig. 7),” especially as
a short pointed beard is the defining feature of St Theo-
dore in Byzantine art.’ This suggests an indifference to
the conventional facial type of the saint which would be
highly uncharacteristic of Byzantine practice and belief.
When we also recall that an identical version of the type
was used for a group of medallions of St George (fig. 8)”
—only the inscription differs— it becomes clear that the
creators of these artefacts felt free to use the same model
for different saints, ignoring the conventional personal
characteristics of the holy figures. This behaviour, so for-
eign to the Byzantine mentality, can be explained as a
form of mass production which was prepared to sacrifice
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individual detail to the demands of the marketplace.

5. Nativity (fig. 9)

Inv. no. 13524

Oval medallion cast in opaque dark brown glass with
black striations.

Dimensions. 3.0 x 2.6 x 0.6 cm.

Condition. Section missing from the upper right.
Description. On the left, Joseph is seated on a stool, sup-
porting his head with his left hand. Mary, opposite him,
raises herself from her bed and extends her right arm to-
wards Christ, who is depicted at the centre of the scene
lying in the manger. The figures have haloes of dots. The
heads of the ox and the ass appear higher up through
the apertures of a columned structure. Above Joseph is a
crescent moon.

Publications. Byzantine and post-Byzantine Art 1986, 210
no. 239 (L. Bouras); Everyday Life in Byzantium 2002,
520 no. 715 (V. Foskolou).

According to Wentzel three different versions of the
Nativity theme can be found on medallions.’® In two of
these (A and B) the dimensions (c. 3 cm) and the repre-
sentations are virtually identical: the single discrepancy
appears in the upper section which in version A (followed
by the Benaki medallion) contains a crescent moon and,
on the other side, a star with two rays pointing towards
the Christ child (fig. 10).”” This last feature is wholly in
keeping with Nativity tradition and iconography, but the
symbolism and the origins of the crescent moon raise
certain questions.

To find the explanation we need to examine version B,
which instead of the two symbols contains at the top a
Greek inscription spelling out the title of the representa-
tion (H TENNHCIC) in reversed lettering (fig. 11).% This
feature suggests two things: that version B is the negative
version of a model in which the inscription appeared in
its correct form; and also that it originated in an ambi-
ance where the phrase was not understood. The placing
of the letters, especially the reversed C above the figure
of Joseph, indicates that at a later stage (represented by
version A) the incomprehensible inscription was trans-
formed into a crescent moon and a star, the latter at any
rate being iconographically appropriate to this scene.

This theory is confirmed when we look at version C,
which has the same iconography as the other two, but in
reverse: the Virgin is on the left and Joseph on the right,
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Fig. 13. Icon with the Nativity from Sina Monastery, 9th
century (detail). St Catherine’s Monastery, Sina (from:
K. Manafis [ed.], Zuvd. O1 dnoavpoi tng I. Moviig Ayiag

Axarepivng [Athens 1990] 140 fig. 7).

Fig. 14. Ivory plaque with a representation of the Nativity,

7th-8th century. Washington D.C, Dumbarton Oaks, inv. no.

51.30 (from: K. Weitzmann, Cazalogue of the Byzantine and

Euarly Medieval Antiquities in the Dumbarton Qaks Collection, 3:

Tvories and Steatites [Washington 1972] pl. 3).

Fig. 15. Representation of the Nativity on the Santa
Sanctorum reliquary. Vatican Museums (from: J. Lowden,

Early Christian and Byzantine Art [London 1997] fig. 118).
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while the inscription which frames the scene is written
correctly as H TE / NHC / IC (fig. 12).¢' A medallion of
this type was presumably used to form a new mould, in
which the figures and the lettering were engraved exactly
as on the original, with the result that the next group of
medallions emerged as a negative version of their model.
This is corroborated by the fact that the medallions of ver-
sion C, with the correct inscription, are larger (c. 4.7 cm)
and have greater detail and accuracy in their reproduction
of the scene. Version C is therefore the earliest, and con-
tains the finest examples, but at some point it must have
been reproduced or replaced,” presumably in a non-Byz-
antine workshop, to judge from the problems caused by
the inscriptions and the solutions found to them.

Another interesting feature of this group of medallions
is the architectural setting, which was the basic reason for
their classification among works with western iconogra-
phy. For while the Byzantine iconographic tradition lo-
cates the Nativity in the cave of Bethlehem, the columned
structure, the Virgin’s couch and Joseph’s stool appear to
derive from western art, in which the scene is set inside a
stable or against a rich architectural background.®

However the architectural detail found in version C
(which, as we have seen, must have been the prototype
for the whole group) discloses a fascinating feature which
overturns the theory propounded above. This is the man-
ger, with two niches in its fagade, which recalls similar
representations early icons and ivory plaquettes of the 6th
to 8th century, where the manger is depicted as a mason-
ry-built structure with a niche at the front which some-
times contains hanging lamps or fabric (figs 13, 14). As
Kurt Weitzmann has shown, this feature represents an
altar, and it has its roots in the iconography of pilgrim
souvenirs from the Holy Land such as the wooden reli-
quary of the Sancta Sanctorum in the Vatican (fig. 15).
As these objects contain topographical references to actu-
al churches in the Holy Land, Weitzmann suggested that
the structure might symbolise the altar of the Cave of the
Nativity in the basilica at Bethlehem.®

The motive of the manger-altar was subsequently
adopted in the mid-Byzantine iconography of the Nativ-
ity, with certain isolated examples showing a niche in one
of its sides.® From around the mid-12th century, how-
ever, the niches became a standard feature, as attested in
a series of manuscripts and wall-paintings.” This cannot
have been a chance development or be attributable to the
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Fig. 16. Sketch of the mosaic representation of the Nativity
in the Cave of the Nativity, Bethlehem (1167-1169) (from:
J. Folda, The Art of the Crusaders in the Holy Land
10981187 [New York 1995] 371-78 fig. 9.29h).

Fig. 17. The crib (detail from the mosaic representation of
the Nativity in the Cave of the Nativity, Bethlehem) (from:
J. Folda, The Art of the Crusaders in the Holy Land
1098-1187 [New York 1995] 371-78 fig. 9.29k).
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Fig. 18. Glass medallion with St James and pilgrims. Athens,
Benaki Museum, inv. no. 13523 (photo: Sp. Delivorrias).

decorative proclivities of the Komnenan era, as it also oc-
curs in a representation which acquires great significance
from its location, the mosaic which adorns the vault of
the Cave of the Nativity in the church at Bethlehem
(1167-1169) (figs 16, 17). The inclusion of this motif in
the scene depicted near the actual manger suggests that it
reflects the contemporary appearance of the manger, and
this is confirmed by pilgrim’s narratives of the mid-12th
century onwards, which contain descriptions of the mar-
ble revetment with rounded niches which covered the sa-
cred relic.”

It cannot be coincidental that this motif becomes a
standard feature in western works at roughly the same
time,” and it clearly belonged to an iconographic pro-
gramme specifically related to the Loca Santa: indeed the
clear topographical reference to the Church of the Nativ-
ity at Bethlehem suggests that the group of medallions
discussed here was associated with pilgrimage to the Holy

Land.

6. St James with pilgrims (fig. 18)

Inv. no. 13523

Oval medallion cast in opaque brown glass with black
striations.

Dimensions. 2.9 x 2.6 x 0.5 cm.

Condition. Intact, fairly well preserved.

Description. In the centre St James full-length and fron-
tally posed: his halo has a dotted outline. The inscription
reads S / TAC-OB. The saint is flanked by two kneel-
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Fig. 19. Donor portrait, detail from the representation of

St James. Bethlehem, Church of the Nativity (from: G.

Kiihnel, Wall Painting in the Latin Kingdom of Jerusalem
[Berlin 1988] pl. 13,21).

ing figures who are identified as pilgrims by their broad-
brimmed hats and tall staffs.

Publications. Byzantine and post-Byzantine Art 1986, 210
no. 241 (L. Bouras); Everyday Life in Byzantium 2002,
522 no. 718 (V. Foskolou).

Eleven medallions with St James flanked by pilgrims
are known; all are made from opaque black, brown and
red glass and are approximately the same size (2.9 cm).”

St James the Elder, the brother of John, was the first
apostle to be martyred (Acts xii.1-2). His cult became
especially popular in the West after the discovery of his
tomb at Santiago de Compostela in Spain in the early
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Fig. 20. Seal of the Parisian fraternity of pilgrims to Santiago
de Compostela, 14th century. Paris, Archives Nationales
(from: LCI'VI, col. 29 fig. 4).

Fig. 21. Glass medallion with the Deposition and the
Martyrdom of St Bartholomew. Athens, Benaki Museum,
inv. no. 9427 (photo: Sp. Delivorrias).

9th century. Santiago developed into one of the main pil-
grimage sites of mediaeval Europe, and was the destina-
tion of choice for every western Christian after the Holy
Land and Rome. It was reached by well-defined routes
lined with churches, chapels and hostelries dedicated to
the apostle, which were operated by local fraternities on
behalf of the pilgrims and served as places of accommo-
dation for the aspiring visitor.”” Cockle shells were worn
by pilgrims as a token of the successful completion of
their hazardous journey and of their veneration at the
apostle’s grave:™ their significance for western Christians
can be judged from a donor portrait in the basilica at
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Bethlehem, which shows the subject in veneration before
St James with a cockle shell sewn onto a purse attached to
his waist (fig. 19).”

The apostle’s cult in Spain had an influential role on
his iconography in the West, in which from the end of
the 12th century onwards he appears with the standard
accoutrements of a mediaeval pilgrim —a broad-brimmed
hat and a long staff— and with a cockle shell tied around
his neck or to his hat:”® these features can be found on a
14th-century seal belonging to the Parisian fraternity of
Santiago de Compostela in which the saint is shown sur-
rounded by venerating pilgrims (fig. 20).” The similarity
between this seal and the Benaki medallion suggests that
the latter may have some connection with the Spanish
shrine, and its size, shape and material all point to it be-
ing another form of commemoration of a visit there. As
the best preserved example, now in Berlin, clearly shows
a shell hanging at the saint’s neck” we can be fairly con-
fident that these glass medallions of St James were pro-
duced for the souvenir market which grew up around
the pilgrimage to his shrine in the church at Santiago de
Compostela.

7. Deposition — Martyrdom of St Bartholomew (fig. 21)
Inv. no. 9427

Rectangular medallion with curved edges cast in opaque
dark brown and black glass with red striations.
Dimensions. 4.7 x 4.1 x 0.6 cm.

Condition. Intact, fairly well preserved.

The two tiers depict the Deposition and the Martyr-
dom of St Bartholomew. In the first Joseph on a ladder
supports the body of Christ, while lower down Nicode-
mus attempts to remove the nails from his feet with pli-
ers. The Virgin appears on the left with two female at-
tendants, and on the right are John and another female
figure. The second tier shows St Bartholomew naked and
seated on a mound, with his arms bound to two slender
pillars. Two figures on the left flay the skin from his hand
and foot. The inscription reads VI/ [-] C/S- B(AR)T /
OL / OM / EI The figures in the upper tier and St Bar-
tholomew have haloes of dots.

Publications. Byzantine and post-Byzantine Arr 1986,
210-22 no. 242 (L. Bouras); Everyday Life in Byzantium
2002, 522 no. 719 (V. Foskolou).

This medallion with the Deposition and Martyrdom

of St Bartholomew is an unusual type and only two oth-
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Fig. 22. Martyrdom of St Bartholomew, mosaic, late 12th
century. Venice, St Mark’s (from: O. Demus, 7he Mosaics
of San Marco in Venice, I: The Eleventh and the Twelfth
Centuries [Chicago-London 1984] 2 fig. 359).

er examples with the same shape and dimensions (4.8
cm) are known.”®

This representation of the Deposition adopts an icono-
graphic scheme that appears in monumental painting of
the late 12th century and later became common in Byz-
antine and western art;”” by contrast the martyrdom of St
Bartholomew with its Latin inscription suggests a purely
western origin, and its iconography points to a more spe-
cific association with Venice.

Early Christian traditions concerning the apostolic ac-
tivity of Bartholomew contain many different versions
of his martyrdom —beheading, crucifixion, clubbing to
death and flaying.® The Eastern church favoured cru-
cifixion,” which appears, albeit infrequently, in Byz-
antine works,*” but no particular version was adopted
by the western church, and we find a notable variety
of representations of martyrdom, with preference usu-
ally given to the most expeditious methods, beheading
and crucifixion. Flaying is introduced in the 12th cen-
tury, when the saint is shown standing with his legs tied
to a column.® The closest parallel to the flaying scene
on the medallions occurs in a mosaic in St Mark’s, Ven-
ice, which dates from the late 12th century (fig. 22).% In

61



VASSILIKI FOSKOLOU

Fig. 23. Glass medallion with St Anne enthroned with
the Virgin and Christ flanked by Saints. Athens, Benaki
Museum, inv. no. 9426 (photo: Sp. Delivorrias).

both examples the saint is depicted upright with his arms
bound to two slender columns, and the executioners are
shown in an identical position, while even the treatment
of the saint’s legs in the medallion is a clumsy attempr at
reproducing the monumental prototype.

8. St Anne enthroned with the Virgin and Christ flanked
by Saints (fig. 23)

Inv. no. 9426

Oval medallion cast in opaque olive-green paste.
Dimensions. 6.8 x 59 x 1 cm.

Condition. The medallion is in three fragments, which
have been reassembled and held together in a silver
mount.

Description. St Anne is seated on a throne adorned with
stars and depicted in frontal perspective: it has a gabled
back, gothic finials and a wide footrest. She holds in her
lap the Virgin, who in her turn holds the Christ child.
The central figures are flanked by four saints and, high-
er up, by two angels. The letters CA and IOA, found
above the second figure on the left and in the lower sec-
tion on the right respectively, identify the saints as St
Catherine and St John the Evangelist. The figures have
haloes of dots.
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Publications. Wentzel 1963, 17 no. 28a; 19-21 fig. 9; Byz-
antine and post-Byzantine Art 1986, 210 no. 240 (L. Bou-
ras); Everyday Life in Byzantium 2002, 521 no. 717 (V.
Foskolou).

This is one of the largest known medallions, and be-
longs to a very rare type only found in one other exam-
ple, in the Freer Gallery of Art, Washington, which de-
picts the Virgin with Christ in her lap.®

The earliest surviving instance of a representation of St
Anne with the Virgin and Christ is on a sardonyx cameo
which dates from the mid-13th century and is believed
to be of Italian provenance.® The subject became more
widespread in the West after the early 14th century,”
and is occasionally found in the East after the fall of
Constantinople.” The gothic throne, the elaborate flow-
ing drapery and the ‘modern’ iconographic theme allow
for a fairly secure dating in the late 13th - early 14th cen-
tury, which makes it the latest of the medallions under
review here.”

Discussion

In this analysis of the Benaki medallions we have iden-
tified two instances of a direct link with sacred sites, the
topographical reference to the church at Bethlehem on
the Nativity medallion and the symbols of Santiago di
Compostela on the medallion with St James. This ac-
cords with Wentzel’s theory that the medallions were
originally intended as pilgrim tokens.

It is highly probable that further associations with
shrines can be found among the remainder of Went-
zel’s 55 types. The iconographic link between medal-
lions of St Demetrios and koutrouvia, the lead flasks for
the aromatic liquid which poured from his tomb, argues
strongly for a link with his shrine at Thessaloniki.” Nar-
ratives of the Miracles of St Theodore refer to miracle-
working seals from the saint’s church at Euchaita, which
protected their owner from thieves and runaway slaves,”
and glass medallions with the apotropaic equestrian rep-
resentation of St Theodore the dragon-slayer would also
seem ideally suited for this purpose. In the same way the
weekly ritual at the Hodegon Monastery and the litany
of the icon in Constantinople, which are described in
the sources” and vividly portrayed in the narthex deco-
ration of the Blachernai Monastery at Arta,” would have
provided opportunities for the sale of souvenirs depict-
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ing the miraculous icon to both local and visiting wor-
shippers.”

The conversion of certain medallions into apotropaic
objects of personal devotion such as enkolpia or rings”
would also accord with an original role as eulogiai, as the
mediaeval belief in the prophylactic properties of pilgrim
tokens is vividly described in the sources.’® The fact that
the humble St Demetrios medallion (now in Hamburg)
acquired at a later date a silver-gilt mount and was trans-
formed into a precious enkolpion reliquary indicates that
it possessed a special significance, which may well be
connected with provenance from a shrine.”

The iconographic link between medallions and specific
sacred sites suggests that these objects were intended for
major mediaeval shrines, which could be found through-
out the Christian world from Spain to Bethlehem, and
had a wide clientele drawn from Byzantine, western and
‘mixed’” communities. This might lead one to speculate
that the medallions were manufactured not in one place,
but locally in the various shrines, as had occurred with
other pilgrim tokens in early mediaeval times from the
4th to the 7th centuries.” In spite of this, the similarities
in manufacture and form (shape, size, paste colour and
lettering) and certain standard features such as the haloes
with dotted outlines are strong evidence for a common
provenance in a single workshop. The results of the labo-
ratory analysis of the Benaki medallions also point to one
place of production, as they identified common features
both of technique and in the composition of the glass.”

The same may be said about the wide variation in
iconographic types: the later versions of the Nativity me-
dallions, for example, point to a workshop which had no
qualms about reducing the quality of its output to meet
the increased demand, as does the indiscriminate use of
an identical model for St Theodore and St George. This
is additional evidence that the objects were produced en
masse, as is anyway suggested by the production meth-
ods involved and even more by the large number of sur-
viving examples.

This combination of mass production and interna-
tional distribution indicates the involvement of a mer-
cantile power with overseas trade links and a well-organ-
ised glass industry. The obvious candidate is Venice, as
Wentzel and Buckton suggested, and such a background
would also account for the iconography of the scene of
the martyrdom of St Bartholomew. It should be noted

4, 2004

that this theory now is also supported by the laboratory
analysis of the Benaki medallions, whose components
suggest an origin in the glass factories of west Europe and
not of the East.”®

Iconography can also play a significant role in estab-
lishing the chronology of the medallions. Details such as
the manger in the Nativity scene and the flaying of St
Bartholomew suggest that they do not predate the mid-
12¢h century, while the modernism of the St Anne with
the Virgin and Christ indicate a continuity of production
at least until the late 13th - early 14th century. This time-
frame can be further clarified with information drawn
from the history of Venetian glassmaking, which, when
combined with the documentary evidence, may also af-
ford some clues to the basic issue arising from these ar-
tefacts —whether they are a purely Venetian invention or
use models from Byzantium.

Glass manufacture is recorded in the Venetian lagoon
from as early as the 7th century. Information concerning
the 10th to 12th centuries mainly comes from documen-
tary sources —state archives and legal documents con-
taining various references to glassmakers— which indi-
cate that it was an unregulated activity whose patronage
and clientele were drawn basically from the monasteries.
The picture gradually changes from the 12th century
onwards, with the loosening of the ties with monastic
and ecclesiastical circles and the subsequent organisation
of the glassmakers into an official trade guild in 1224.
By the end of the 13th century Venetian glass manu-
facture had became a state-controlled enterprise: critical
dates in this development were the guild’s adoption in
1271 of a statute, the Capitolare de Fiolariis, which pro-
vided a legal framework prescribing the parameters for
the production and distribution of glassware, and the
transfer of the Venetian glasshouses in 1291 to Murano,
which became a kind of ‘industrial park’, allowing fur-
ther scope for protectionism.'"

The 46 articles of the Capitolare and a series of supple-
mentary state ordinances ensured tight control over the
distribution of raw materials imported from the Mid-
dle East, notably Syria, and even the movement of the
craftsmen themselves.'” These last did not consist solely
of Venetians: as with the materials, some came from the
Latin-occupied Levant. A typical case is that of a certain
Gregorio di Napoli, a Greek who around 1280 moved
from Peloponnese to Venice."” The sources tell us that he
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was a painter of Venetian enamelled glasses, a technique,
probably Byzantine in origin, used to create one of the
first types of luxury glass artefact to be exported from the

1% Tt is clear that the ‘industrialisa-

Murano workshops.
tion’ of glass production in Venice involved the importa-
tion from the East, and from Byzantium in particular, of
materials, techniques, new types of artefact and of crafts-
men, and in such a context the introduction from Byzan-
tium of this form of glass medallion would be a natural
development.””

The manufacture of medallions with relief motifs by
casting or pressing in a mould represents the simplest
and indeed the most ancient hot-working process used
in glassmaking.'® Such artefacts were used for various
purposes in the Roman, early Byzantine and Islamic
worlds,"” but although nothing comparable survives from
the Middle Byzantine era,'® documentary evidence al-
lows us to be fairly confident that production continued
during this period. Catalogues of precious objects, such
as monastic and ecclesiastical breviaries and wills, con-
tain frequent references to icons, reliquaries, crucifixes,
jewellery and fabrics which were ornamented with inlaid
pearls and ddAza or vél1a:'” these last could have been
simple glass imitations of precious stones in various col-
ours and shapes, but they might also have included me-
dallions with representations, such as can be found on
the ornamentation of a processional cross in Georgia,
which includes two examples of the type discussed here
(fig. 24).°

It follows that these objects would almost certainly
have been familiar to the Venetians, who probably im-
ported and reproduced moulds or similar medallions for
use in their own workshops in the course of the develop-
ment of their glass industry."" The Nativity medallions,
for example, are evidence that craftsmen had at their dis-
posal models which were manufactured elsewhere, one
consequence being that they lacked the know-how to re-
produce them accurately, as the misinterpretation of the
inscription indicates.

The history of glass medallions thus demonstrates
how, as noted by Angeliki Laiou, the development of an
international market in the 13th century influenced the
manufacture of certain types of luxury goods by trans-
forming them into mass-produced articles on the initia-
tive of Venice, the dominant mercantile power."* The in-
terpretation of these objects as pilgrim tokens now adds
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Fig. 24. Processional cross with inlaid glass medallions with
St Theodore. Swanetche, Georgia (from: Wentzel 1959, fig. 4).

a further dimension, for it shows that the Venetian work-
shops were involved not merely in the large-scale repro-
duction of artefacts with a limited role in Byzantium, but
rather in their conversion into #¢ mass consumer product
of mediaeval times, which provided access to a vast public
and limitless profits."® This process can be attributed not
only to the increased possibilities of distribution, but also
to the rigid state control and the guild system operating
in Venice, which encouraged the development of an ‘in-
dustrialised” production of specialised goods for a special-
ised public."

A final point. These humble artefacts may have a con-
tribution to make to the wider study of the ideas and
mentalities involved in late mediaeval pilgrimage. We
know that in earlier times clay exlogiai were manufac-
tured in local workshops from earth taken from the sa-
cred site and filled with sanctified material such as oil or
myrrh belonging to the shrine, and that it was precisely
these ‘elements of provenance’ that gave the artefacts their
sanctity and their miraculous properties. The produc-
tion of commemorative material in a single centre and
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its distribution by the mercantile and naval superpower
of the era represents a fundamental change in this aspect
of the pilgrimage process, and it may also reflect changes
both in the mentality of the pilgrims and in the control
mechanisms of the shrines. The collection and study of
eulogiai from the middle and late Byzantine eras has al-
ready been described as a desideratum of scholarship,"
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BAXIAIKH ©QXKOAOY

['vdAwva petdAita pe Bpnokevtikég mapaoctdoeis oto Movoeio Mnevdin:

oupPorn oty pedétn tov mpookuvnpatikdy evBupnpdtev katd tov votepo Meosalwva

210 dpbpo e€etdlovrat evvéa yodhiva petdiiia pe
Opnokevtikéc mapaotdoeic g Bulavtivije ZvAdoyrig
tov Movoeiov Mnevdkn. Ta avrike{peva avtd evido-
covtal oe pa evpltepy) opdda pe meptocdtepa and 200
avdioya mapadelypara mov npoépyovrat and 60 dia-
(POPETIKEG M TPEG, Kal €xovv Kataokevaotel and Npt-
dragavée 1 adtagavég yvarl oe didgpopoug ypwpatt-
opovug, pe pfkog ané 2 puéypt 6 ek. kat Bépata, oxedév
amokAielotikd, Bpnokevtikd, dnradn popeés aylov v
napaotdoels, Tov cuyvd ouvodedovial and entypa@és
og eAAnVikA | Aatvik yAdooa.

H pedétn avtdv tov avukepévey éxet enkevipo-
Ol kuplwg oo CiNpa Tov témoL Tapayeyng tovg. Ad-
Yo TOL amAov TPSTIoL KATaoKkeLiG, TNG PTNVHG TPATNG
UANG kat TG TANBGpag tev cnidpevey napadeypdtoy
apytkd BewpriBnkav amopiprjoeig mepitexvov Abvov
cameos ta omnoia ypnoipevav kuplng wg avapvnotikd
TPOOKLVHATOG KAl kataokevdiovtav pe Pdon Butavti-
va mpétuna ot Bevetia tov 130 ardva. [TapdAinia,
ex@pdotnke 1 droyn neg vipéav éva kabapd Pula-
vawé dnuovpynua, kaddg 1 texviky Kataokevig Tovg
Nrav yveott oto Buldvtio 161 ané tov 6o atdva, eved
oplopéva Tapovotdlovy OTEVH] EIKOVOYPAPLKT] OXECT] PE
Butavtvd porvpdspovia tov 11ov kat tov 120v aid-
va. Térog, éyxet mpotabel nwg ta petdriia Ba mpénel
va dtakptBoiv oe dvo katnyopies pe Pdor o LAKS, dn-
Aadm oe mapadelypata and nudtagavés kat adapavéc
yuali. Ta mpdta, kabde éxouvv kupiwg Bulavuvd Bépa-
A KAl EAANVIKEG ETUYPAPEG —OPLOREVA PE ONUAVTLKEG
opotdtTeg pe ta peoofuiaviivd AibBiva cameos— Bew-
priOnkav Pulavuvd €pya kat mpdtuna yia ta adtagavi]
Bevetotdvika petdiia. To Ljtnua, wotdéoo, mapapévet
avotktd, 6w amodetkviouy ot oxeTikég oupPorég oe
npbogatovg katardyoug ekBéoewv.

Oewpdvtac 1o epdTNHa TG TIPoEAELONG AAANAEVOE-
To pe TH XpYon Kat v etkovoypagia tewv petariiov,
ot perétn tev mapadetypdrov tov Movoeiov Mrneva-
K1 860nKe katapyde daitepo Pdpoc oty etkovoypa-
@it} avdivon tov mapactdoenv. Ta mo onpavikd
ototyela mov mpoékvypav and avty v avdivon kabog
Kal Ta oLpTEpdopata ota onola pag od¥ynoav, tapouv-
otdfovtat oTr ouvéyeta.

4, 2004

O é¢unnog dpakovtoktévog dytog Oebdwpog (etk. 5,
6), av kat akoArouBel évav gikovoypagld THO YVeOoTd
and ) pvnperaxy foypaeiky dn oty peocoPulavuvig
enoyy, anetkoviCetat xwpic to Tumd yra ) Pulavriviy
etkovoypagia tov aylov ofvAnkto yévi. H mapdinyn
avty] vodnidvet adtagopia amévavit ota kabiepopéva
TPOOWTIOYPAPLKA YAPAKTYPLOTIKA TOV AYLOV HOPPOV,
Eévn mpog t Pubavavi| mpaktiky kat aviidnyr. Avtd,
av ouvdvaotel pe to yeyovég ot o dog akpifdg térog
pe arrayy] e emypagnic petatpénetat oe dyto I'eddp-
ylo og dAAN oglpd petariiov (eik. 7), kabiotd gavepd
TG TA ELKOVOYPAPLKE TTPOTLTIA X PTTLUOTIOLOVVTAL UE
€AAOTIKGTNTA A6 TOUG KATACGKELAOTEG ALTAOY TGOV AVTL-
KEPEVOV e 0TOYO TNV KAALPY THG oXETIKAG {tnong.

ISwaitepa evbiagépovta otoryeia anédwoe 1 avdivon
tov petariiov pe ) ['évwnor. To Bépa anodiderat ota
petdAiia ¢ opddag pe tpeig dragopetikols Tmoug.
Ztov pdto (A), otov omoflo avijkel to mapddetypa tov
Movoefov Mnevdin (etk. 9, 10), ewcoviCetar oto mdve
THAHA poo@éyyapo kat aotépt. Xtov debtepo (B), ot
B¢om tov dvo ovpPdrev Stakpivovtat ypdppata tov eA-
Anvikos ai@dPrnrov mov anodidovy eni ta Aawd tov tit-
Ao g oknviic: H TENHCIC (ewk. 11). H avdnodn em-
ypagt| viodnAdvel, agevdés o o dedtepog tomog ano-
tedel TV apvnTkn exkdoyy evég mpotinou ato omoio 1
gmypa@y Arav ypappévr) kavovikd, Kat apeTépou mwg
dnpovpyrinke oe éva mepiPdirov, 6mov 1 ppdon dev
frav katavonty]. Ztnyv tpitn exdoyn tov Béparog (C)
anetkovifetar to (1o elkovoypaikd oxfpa Pe Touvg
TPONYOVBUEVOLG TOTIOVG, AAAd avdmoda, eve 1) emypa-
@1 oL MAQLoLGVEL TN oknvT] dtaPdfetar kavovikd: H
TE/NHC/IC (eik. 12). Eivat emopéveog mbavév éva na-
popoto petdrito va ypnotponotidnie wg npdtumo yia
TNV KATAOKELY] Plag Hjtpag, oty omoia Op®G ot Hop-
Q€6 kat ta ypdppata raevBnkav dneog akpiPac anet-
kov{ovtav 0to TP®TETUTIO, PE anOTEAEGUA 1] ETOPEVY)
oepd petarriov (témog B) va biver mv avi{otpoen ex-
doxn tov. Ta petdriiia tov témov C éyouvv peyaire-
peG 61a0TdoElS, TEPLOoOTEPEG AETTOPEPELEG Kal aKpi-
Beta oty anddoom g mapdotaong, mpdkettar Snrady|
yia v mototikd kailtepn oelpd petarriiov, mov @ai-
VETal TG 0T didprela e Tapayeyng aveypdgnke 1
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yperdotnke va avrikatactalel and pla véa. H arrayn
avty €yive oto mhaioto evég epyaotnpiov, to omoio —
éneg anodeikviel o Tpdmog Tov yelplotike TNV emypa-
@1 kat 1 Abor mov £dwoe ato TPSPANpa Tov Tpoéku-
pe— dev Ba mpéner va rav Bulavuvd.

‘Eva axdépn eikovoypagiké otoryeio mov mapovoid-
Cet daitepo evbragépov otn oelpd oV peTariiov g
[évwnong eival ) pdtvy pe tig 8o kdyyeg, mov Bupiler
avdroya mapadeiypata oe elkdveg kat EAEPAVTOOTEL-
va mhakidta e mpdpung Puiavuvig nepiédovu (ewk. 13,
14). To potifo avtd avdystat otnv eikovoypagia twv
TIPOCKUVITUATIKGY avapvnotkdv tov Ayiov Ténov (euk.
15) kat and ta péoa tov 120v ardva anoterel otabepd
XAPAKTNPLOTLKS TNG PATVNG, STIWG HAG ATTOKAAVTITEL Ptal
oelpd mapadelypata oe xelpdypagpa Kat oty PvipeLa-
KkH oypagucr. Aneikoviletat enfong oto YN té g
apidag tov onnAaiov g [évvnong otov vad g By-
Oreép (1167-1169) (ewk. 16, 17). H vnéBeon nwg amno-
telel elkaotiky ava@opd oty obyxpovy katdotaoy g
@atvng emPePaidvetal and meptypa@és mpooKLVNTRY,
ot omofot petd ta péoa tov 120v ardva meptypdpouy pe
Aemtopépeteg o pappdpwvo kiPetidto pe ta orpoyyvAd
avoiypata nov neptéParie to epd Aeipavo. Emopévac,
10 elkovoypagiké avtd ototyelo amoteAel pépog pag
locus sanctus ewcovoypagiag g oknvrg kat cuvnyopel
otV oyt Twg Ta ovykekpipéva petdiia vipEav
avapvnotkd Tpookuvipatog otov vaé e Bnbieép.

e avdloya cvpnepdopata odnyel 1 etkovoypagt-
k] avdAuvom d%o akdéun mapadetypdrov tov Movoei-
ov Mrevdxr. Zto mpdto, eikovifetat o dytog ldkwPog
TAAoLOPEVOG amtd 60 TpooKLVNTEG pe TTAaTiyvpa Ka-
néda kat yniés pdPdoug (ewk. 18). H Aatpeia tov amno-
otdrov yvapioe Waitepr) dtddoon ot Adon pe kévrpo
10 Tpooktvipa oto Santiago de Compostella g loma-
viag, To omolo kat enpéace kaoplotikd Ty glkovoypa-
@la tov amdéotorov ot Sutiky téyvn. A tov 120 at-
dva o dyog lakwPog aneikoviotnke pe miatyvpo ka-
éA0 Kal pakpd pdPdo —avukeipeva mouv xpnotponot-
otoav ot mpookuviTtég Tov Meoaimva— kat pe éva Oa-
Adooto koyBAL —to evBlpnpa Tov TPOoKLVHHATOS OTOV
tdgo tov oto Santiago— kpepaAopévo oTov Aatpd 1| to
Kamélo tov, ouyvd mAaciopévos and oePifovies mpo-
okuvntée (ewk. 20). Ta dia ewcovoypagkd otovyela ya-
paktnpiCouv v anédoot] Tov ota yvdAva petdiiia.
KaBd¢ pdriota oto karitepa owldpevo mapddetypa
tov BepoAivou dtakpivetat otov Aatpd tov aylov éva ko-
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VAL, @aivetat oAl mbavdy neg ta petdiiia mpoopiGo-
vtav yta v ayopd evBvpunpdtev mov eixe dtapoppnbel
yope and to npookbvnua oto Santiago de Compostella.

['a wa avdroyn ayopd Ba mpénet va npoopifovtav kat
Ta petdhita pe tov dyo Anurtpro (ewk. 1), énog pag em-
Tpémet va vmoBécovpe 1) elovoypagiky] toug opotdtyta
pe ta poABdva @raridia —ta Aeydpeva xovzpotfia— ta
omnofa mepteiyav to pdpo mov avdPfAvie and to kPdpro
Tov ayiov otov vad tov oty Ocooarovikn (ew. 2).

TéMlog, N ewovoypagiky avdAvo tov paptopiov Tov
ayfov BapBoropaiov (ewk. 21) pag emétpeye va to ouv-
déoovpe pe oxetuky| PePaidtnta pe ) Bevetla, kabdg
TO KOVTLVOTEPO £1KOVOYpaPLKS TtapdAinio tov Bépatog
Bpioketar onv avtiotorym oknvy] tov Ayfov Mdpkov
¢ Bevetiag (téAn 1200 ardva) (gix. 22).

ZUPTIEPACHATIKG, 1] ELKOVOYPAPIKT] AVAALOT] TV pe-
talMwv tov Movoeiov Mnevdkn anédeile nwg n vnd-
Beom mov elye Sratunwdel oto mapeABov ya t yprion
TOUG OC AVAUVNOTLKA TIpookuVijpatog efvat owoty. Em-
TpooBétwg, 1 OOVOEDT] OPLOUEVOV PE GUYKEKPLUEVOLG
tepolc témovg anokalimtel Twg mpdkeLTat yia kamola
ané Ta OMHAVIKOTEPA TIPOOKLVIHATA TNG EMOYNG TIOL
ekteivovtat og 610 tov téte Yvootd xprotiavikd kéopo,
ané v lomavia péypt ) BnBreép. "Edeiée enfong nag
katackevdlovtal og éva gpyacTiiplo TOL yla va avia-
neE€ABeL ot Crjtnon xpnotpomotel pe eractikdtnta ta
mpdrund tov kat dev dtotdlet va vroPfabuioet v mots-
TA TV TPOIGVIOY T, 6TIOG GUVERY pe TN véa oetpd
petairiov e ['évwnong, yeyovic mov emPefardver tnv
Aoy yta paiiky mapayeyn Tov aviKELPEVOV.

O ovvdvaopéds e padikic mapayoyrc pe ) Siebvy
d1dBeom avtdv TV AVTIKEIPEVOV TTApanépunel o€ pia
epmopiiy] Svvaun pe diebvn epPféreia alrd kal opya-
VO£V vatovpyiky tapaywyr. Avty Oa propodoe va
etvat ) Bevetia, 6mag eiyav mpoteivel marardtepa ot H.
Wentzel kar D. Buckton.

Etvat onpavud va onpeiobel £6d nog ta anmoteAs-
Opata Mg EPYAcTNPLaKiG avdAvong mov éyve o€ TEVTE
and ta petdAita tov Movagiov Mmevdkn auvnyopoitv
otnv anddoot| toug oe epyaothpto e Adong (BA. To
dpBpo e A. KotCapdvn otov napévta tépo).

Ot minpogopiec tov ydv yia ) Pevetordvikn va-
Aovpyla tov 130v atdva mpoogépouvv ta anapaitnta
otovyela yia va mpooeyyioovpe to tedevtaio Paoctkd
epdMua, av dnradyn avtd to eidog avtikepévov vrrpte
pa kaBapd Pevetordviky epebpeon, Y av eixe ta mpdTu-
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nd tov oto Buldvuio. Xdpgeva pe autés g minpogopi-
€6, yla TNV avdmtuty kat v opydvoon s frotexvikig
napayoyrc yudivev avuketpévov ot Bevetol vioBén-
oav Kat etorjyayav and thv Avatory], kat eidiétepa and
1o Buldvuo, npdieg Bheg, teyvikée, eidn avukepévov
aAAd kat texvites. Zto mAaioto autd Ba pnopovoav va
glyav erodyet kat 1o £id0¢ Tov yuvdAveov petariiov. Avd-
Aoya avukeipeva Ba npénet va Yrav yvaotd otov fua-
vivd kéopo kabwg oe kataidyovg mov anaptpodviat
noAbupa avukeipeva (dnAadi katdhoyol povaotmpra-
K&V eptovotdv kat dtabrjkes) avagépovial ouyvd ekd-
veg, AelpavoBrikeg, otavpol, koopfjpata kat vpdopata
draxoounuéva ue vddza vy védia (euc. 24).

Emmiéov, 1) nepintwon tov petariiov pe ) I'évvy-
on anédeige mog ot didfeon Tev Bevetaldvikov epya-
otnplaov vMpyav TPSTLTIA yla TNV KATATKELT] TV Yud-
Awvov petariiov, pftpeg 1) diia dpota avukeipeva, ta
onoia olyovpa dev efyav kataokevdoet ot (dlot, yati dt-
agopetikd Oa yvdptiav nég va ta enavardfouy cword.

H epunveia tov petarriiov og mpookuvnpatikd ev-
Buprpata amoxkarbntel eniong nwe ta Pevetikd va-
Aovpyikd gpyactipla dev avuypdgouv anmide éva ei-
dog avrikepévov nov mbavag eiye nepoptopévn ypri-
on oto Buldvtio, arld to petatpénovy oto katefoyiv
palikd mpotdv tov Meoaiwva, pe onpavitkeég duvatd-
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eg képdoug kat oAl evpl ayopaotkd kowd. H eni-
Aoy avty dev ouvdéetar pévo pe tg duvatdtrteg dud-
Oeong v avikelpévey Tov TPooPEpEeL 1 SapdpPpnoT)
pag SteBvotc ayopdg tov 130 awdva, aArd kat pe tov
avotnpd kpatikd EAEYYO KAL T1) CUVIEYVIAKY 0pyave-
o1, ot omoieg dnpovpyody TG poimobéoetg yia v
avdamruéy pag Protexvikic napayoyrc pe eEetdikevpé-
va TIpotovTa Kat anodékteg.

Térog, Ba mpémer va toviotel Twg 1 mapaywyy| npo-
okovnupatkdy evlopnpdtov oe éva kévrpo kat 1) didbe-
O1] TOUG QIO TNV EUTIOPLKY] KAL T1) VAUTLKY LTEPOUVapT)
¢ emoy¢ anpatodotel Oepeitddn arliayy oug npa-
KTIKEG TOL Tpookuvijpatog —mbavév katl oTig vootpo-
niieg ov ovvdfoviat pe avtd— kabog, 6meg elvat yvo-
otd, oe naraldtepeg enoyég kataokevdlovrav ato {do
1o 1tpoUKkbvTHa Kat Ttepleiyav aylaopéveg ovoleg (fhato
Kat pipo) amd tov 1epd ydpo, otoryeia ata onofa d@et-
Aav v iepdnra arld kat 1ig anotponaikéc-Oepansu-
TKEG TOUG LOLGTYTEG.

H ouykévipoor kat | peréty avdhoyomv avikeipé-
vov and ) péon kal v votepn Pulavuvy nepilodo,
nov €xet MON kataypagel wg desideratum g épevvac,
kald¢ kal ) TPOCEYYLOY] TWV OYETIKGY TNy péoa and
avtd to nplopa etvar Suvatdv va avoiel véoug dpdpoug
OTN HEAETH TOL HECALVIKOL TIPOTKLVILATOG.
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