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MARIA VASSILAKI

Working drawings: research and study programme

THE CONDITIONS WHICH DEVELOPED after the fall of
Constantinople in 1453 and the disintegration of the
Byzantine Empire led to the transformation of Crete,
under Venetian occupation since the early 13th centu-
ry (1210), into the major artistic centre of the Ortho-
dox world. Large painters' workshops were established
in the island's urban centres — in particular Candia, the
capital — and they undertook commissions for icons in
substantial quantities. To meet this increased demand
they were suitably organised to take account of both
the human and the technical resources available. An
examination of the methods by which Cretan painters
of the 15th, 16th and 17th centuries reproduced and
transferred their iconographic material from one icon
to another shows that this was done with the aid of
working drawings (anthivola), which allowed icono-
graphic themes to be copied identically, down to the
last detail.’

The process of making exact reproductions of the
subject matter of an icon by imprinting them on spe-
cially prepared paper is described in detail in the
Painter's Manual by Dionysios of Fourna, compiled on
Mt Athos between 1728 and 1733.* Dionysios instructs
painters who wish to make an imprint of the represen-
tation of a saint to go over the contours with black
colour and garlic juice, and then the details of the face
and drapery with red colour and garlic juice.” He tells
them to take a sheet of paper of the same dimensions as
the image to be copied, soak it in water and place it
between other sheets of paper so that some of the lig-
uid is absorbed; then to place the damp paper on the
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icon and hold it there firmly until the representation is
imprinted. This is the method by which "imprinted
cartoons" (ektypa antivola) were made (fig. 1), and these
in turn could be used to produce a large number of
“primed" or "pricked cartoons" (diatrita anthivola)
with the aid of a pointed object (fig. 2). The painter
placed the pricked cartoon on the icon's gesso priming
and, by sprinkling powdered charcoal over the holes in
the cartoon, caused the design of the icon to appear on
the white priming. It was then incised to avoid erasure
during the painting process.

It is clear from documentary evidence that Cretan
painters possessed working drawings from the 15th
century onwards. The earliest reference is found in the
will of the painter Angelos Akotantos,’ drawn up in
1436,” in which he bequeathed his drawings to his
unborn child should he be a boy and wish to learn the
art of painting, and otherwise to his brother John, who
was also a painter.

The use of transfer drawings was apparently intro-
duced into icon-painting by Cretan painters, who
adopted a practice already known in Italian work-
shops,® and it seems to have become well established by
the end of the 15th century. This development was
facilitated by certain factors prevailing on the Venetian-
held island of Crete, such as:

1. The mass-production of Cretan icons, which led to
a division of labour within or among workshops and a
standardization of their work

2. The establishment by the 15th century of a series
of iconographic subjects which became extremely pop-
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Fig. 1. Imprinted cartoon of the Archangel Michael.
Athens, Benaki Museum 33147 (photo: K. Manolis).

Fig. 2. Pricked cartoon of the Meeting of Joachim and

Anne. Athens, Benaki Museum 33205 (photo: K. Manolis).

80

ular and were copied faithfully by the following gener-
ations of painters and

3. The availability and wide circulation of paper.

The Department of Paintings, Prints and Drawings
at the Benaki Museum owns two very important port-
folios of working drawings.” The first was purchased by
Antonios Benakis himself from the dealer Theodoros
Zoumboulakis in the mid-1940's,* and contains 372
sketches for wall paintings associated with Mt Athos
(fig. 3). The second belonged to the well-known
Byzantinist Andreas Xyngopoulos, who acquired it
through the dealer Demosthenes Staikos, and it was
bequeathed to the Benaki Museum on his death in
1979; this consists of 464 sheets, most of which are
pricked cartoons to be used for icons (fig. 4. 5). The
late Laskarina Bouras was involved in the study of these
portfolios’ and after her death I undertook the contin-
uation and completion of the work with the ultimate
aim of publication in the form of a scholarly catalogue.
This study is being carried out with the financial sup-
port of the A. G. Leventis Foundation and the J. F.
Costopoulos Foundation.

The working drawings were originally recorded on
traditional card indexes and later electronically. The
definition of the fields for the electronic cards was
made with the collaboration of the Documentation
and Systems Department of the Benaki Museum. Our
aim was to establish retrieval of information, which
would allow the collection of statistical data on the use
of working drawings. All the drawings have also been
digitised.

The study of the Benaki Museum's working drawings
allowed us to penetrate below the paint surface of the
icons and examine their technical background.” If we
wish to establish whether a drawing has been used for a
particular icon, X-ray photography enables us to locate
the incised design still visible on the icon's gesso prim-
ing. It can also be identified through infra-red reflectog-
raphy, as long as traces of charcoal remain on the prim-
ing; the latter method, particularly well established in
the field of European art, has produced impressive
results." The examination of icons by infra-red reflec-
tography is being undertaken in collaboration with the
Museum's Department for the Conservation of Works
of Art, and specifically with Mr Stergios Stassinopoulos.

An important part of the study is devoted to identify-
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Fig. 3. Working drawing of Military Saints. Athens, Benaki Museum 25544 (photo: K. Manolis).

Fig. 4. Imprinted and pricked cartoon of the Nativity. Athens, Benaki Museum 33242 (photo: K. Manolis).

ing the watermarks which are often preserved in the
paper of the working drawings. These marks are created
when the paper is still in pulp form, with the aid of a
design made of wire which is set into the mould."” As a
result the paper becomes thinner and semi-transparent
at this point, and the watermark is visible when the
paper is held up to the light. Watermarks were intro-
duced in the late 13th century at Fabriano in Italy, and
from there they spread to paper mills throughout
Europe where they were used as trademarks in the form
of symbols, letters, names, initials, insignia etc. Their
importance in dating paper was recognised very early on
and the first systematic records of watermarks, together
with the circulation dates of the paper in which they are
imprinted, began to appear as early as the beginning of
the 20th century.” Establishing the date of the water-
mark and the year of circulation is the most reliable
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method of dating a sheet of paper and by extension the
same comment applies to the dating of a manuscript or
a sketch for a painting, since this is done by dating the
actual sheet of paper on which they were drawn. It is
therefore especially important for the recording of the
watermark to be as accurate as possible, so that the paper
mill and the year of manufacture can be investigated
and identified. In recent years considerable research has
been carried out in this field with the aid of the most up-
to-date technology, and studies made at the Depart-
ment of Prints and Drawings at the British Museum,
the Louvre and the Rijksmuseum, Amsterdam have
shown that the best results are obtained by using the
beta-radiography method, which requires very basic
equipment and a source of beta radiation. This is the
first time that such systematic recording, classification
and study of the watermarks of a large sample of paper
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Fig. 5. Pricked cartoon of the Crucifixion. Athens, Benaki
Museum 33166 (photo: K. Manolis).

has taken place in Greece, and inter alia it will be of
assistance in the establishing a database to which other
samples can be added at a later date.

Apart from the date, the study of watermarks enables
us to identify the mill where every sheet of paper was
manufactured, and by extension it sheds light on the
conditions of paper distribution in the Greek world
and more generally on the commercial activities of the
period. It would appear that watermarks are very fre-
quently preserved, and when they can be accurately
dated they provide the most reliable zerminus post quem
for establishing the date of working drawings. Since an
icon can be copied at any time, even centuries after its
execution, the only method of determining when a
drawing was produced is by dating its paper from the
watermark. For this reason a considerable amount of
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Fig. 6. Watermark record in scale 1:2 from the pricked
cartoon of the Massacre of the Innocents. Athens, Benaki

Museum 33243 (photo: K. Manolis).

time has been spent on recording watermarks, with
invaluable help to date from the archaeologists Panora-
ia Benatou and Yannis Varalis and the paper conserva-
tion specialists Sofia Kollarou, Argyro Chiladaki and
Flora Stefanou.

Their first attempts at recording were made by the
traditional method of placing the design over a light-
box and tracing the watermark on transparent paper.
The second involved scanning by computer, and this
produced interesting results. But by far the most faith-
ful reproductions of working drawings are those made
with the use of beta-radiography (fig. 6) and this stage
of the project is still in the course of development.™
Valuable assistance in this area was given by Janet Lang
of the British Museum, who has been applying the
beta-radiography method over a number of years and
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was therefore the most suitable person to introduce us
to its use. The examination of the Benaki Museum's
watermarks, which originally took place in the labora-
tories of "Demokritos", the National Centre for Scien-
tific Research, and subsequently in those of the Nation-
al Research Foundation, received financial assistance
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1. M. Vassilaki, H ovpfory tev oyediov epyaciag tov
Coypdgov oty perét) tov petaPuviavivév ekévav, oto:
Oéuara perafviaviviic (wypapixig, Mviiun Mavéln Xa-
©inddxn, Proceedings of a Symposium, Institute of Neohellenic
Research-Christian and Archaeological Society, Athens, 28-29
May 1999 (forthcoming).

2. The Painter's Manual of Dionysius of Fourna, translated
into English by Paul Hetherington (London 1974) 5.

3. The garlic juice allowed the colour to penetrate the
paper more easily.

4. The text of Akotantos’ will was published by M.
Manoussakas, H 81aBrjxn tov Ayyéhov Akotdvtov (1436),
ayvéotov kpntikod oypdgov, DChAE, series 4th 2 (1960-
61) 139-50. A copy of the will is preserved in the official
books of the Acts of the Duke of Crete (A. S. V. Duca di
Candia, b. 11: Atti Antichi 2, notebook 25bis [1453-1457]
fasc. 6 [last]). It was originally undated. The date (26 April)
and the indiction (14th) were added at the end of the text by
the notary Ioannis Vatatzes, to whom Akotantos brought the
will for certification. The text was republished by M.
Kazanaki-Lappa, H ovpPorr| tov apyeiakdv mmydv oty
Iotopia g Téxvne: Loypagiky, YALTTTKY], apyITEKTOVIKY,
in: Chr. Maltezou (ed.), Oyersc wn¢ loropias tov Peve-
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1993) 456-58, doc. no. 3. For the most recent publication
and discussion of the will, see M. Vassilaki, An6 tov «avévu-
po» Bufavtivé kailitéyxvn otov «emdvopor kpntkd Lwypd-
@o tov 150v atdva, in: M. Vassilaki (ed.), To moprpairo rov

xaddiréxvn aro Bvldvrio (Heraclion 1997) 161-201, 203-06.
5. The date 1436, suggested by Manoussakas, is based on

the evaluation of direct data in the will and indirect infor-
mation in other documents.

6. M. Vassilaki, And rovg eixovoypapixods odnyods ora
oxédra epyaciag rwy peraPvlaviwvay (wypdpwy. To rexvolo-
yixé vndfadpo tng perafviaviwiic erxovoypapias (Athens
1995) 60-61; Drawing in the Italian Renaissance Workshop
(exhibition catalogue, Fr. Ames-Lewis, ]. Wright [eds], Vic-
toria and Albert Museum, London 1983).

7. Vassilaki, ibid., passim.
8. M. Chatzidakis, Musée Bénaki, BCH 68-69 (1944-45)
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Bartsch, N. Chatzidakis (eds), Greek Icons. Proceedings of the
Symposium in Memory of Manolis Chatzidakis, Reckling-
hausen 1998 (Athens, Recklinghausen 2001) 71-75.

11. On infra-red reflectography, see J. R. J. van Asperen de
Boer, Infra-red Reflectography: A Contribution to the Exami-
nation of Earlier European Paintings (Ph. D., University of
Amsterdam 1970); id, Infra-red Reflectograms of Panel
Paintings, Studies in Conservation 14 (1967) 98-118. On the
use of the method for the works of Raphael, C. Cristensen,
Examination and Treatment of Paintings by Raphael at the
National Gallery of Art, in: J. Beck (ed.), Raphael before
Rome (=Studies in the History of Art 17, 1986) 47-54. Infra-
red reflectography was also used to examine the works of
Piero della Francesca and Raphael in the National Gallery
(London): J. Dunkerton, S. Foister, D. Gordon, N. Penny,
Giotto to Diirer, Early Renaissance Painting in the National
Gallery (New Haven, London 1991) 168-69 figs 225-28.

12. For information on watermarks generally, see the entry
in The Dictionary of Art 32 (London 1996) 908 s. v. Water-
marks (Shirley Millidge).

13. Cf. the 4 volume work by C. M. Briquet, Les Fil-
igranes: Dictionnaire bistorique des marques du papier des leur
apparition vers 1282 jusqu' en 1600 (Geneva 1907).

14. The procedures and the results of this method are
analysed in Ariane de La Chappelle, A. Le Prat, Les relevés de
filigranes. Watermark records. I relievi di filligrane. Atelier de
restauration du département des Arts graphiques, Musée du
Louvre (Paris 1996), which assembles the findings of the

research programme on watermarks at the Louvre.
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To npdypappa kataypagric kat peAéme tov avhiforov

Méoa ot ouvBrjkeg o Stapopgdvovtat pue Ty TTd-
on ¢ Kovoravivobnoing to 1453 kat ) didivon
tov Puiavtivoy kpdrtoug, 1 Kpijtn —Pfevetiky| ktijor a-
16 g apyéc tov 13ov atdva (1210)— petaoynpatile-
Tat 0T0 ONUAVTIKOTEPO KAAMTEXVIKG KEVTIPO TOL Op-
0680&ov kéopov. TTorvdpiBua epyactipra Coypapt-
KNG opyavévoviatl ota aotikd kévipa Tov violotl Kkat
wiaitepa oty mMpotetovod tov tov Xdvdaka, mov a-
vahapPdvouv peydreg mapayyerieg etkévav. [a va a-
vieneEéABovv ot avEnpévny {imon g ayopds op-
yavévovtat katdAAnia éyt pévo oe eninedo Epyuyov
duvaptko$ alAd kat oe ekeivo Tov TEXVOLOYIKOU £CO-
TAMopoU. Atepevvévtag Toug TpOTovg Pe Toug omoioug
ot Kpnuxof {wypdgot and tov 150 éw¢ kat tov 170
aidva avamapniyayav Kat PeTEPepav ta £1KovVoypapL-
Kd toug Bépata and ewdva oe eikdva, damotdvovpe
6t avtd ywétav pe ) Poribea avBiférwv. Ta avli-
Bora vtav dnrady oxédia epyaciac pe ta omoia ot
Kpnukot Loypdgot propotoav va avuypdpouy kat va
petagépouvv avtovolo Kat «katd Ypdppa» To €LKOVO-
ypagiké Bépa pag eikévag oe prav dAr).

2o Tufjpa Zoypagiknic, Xapakukav kar Zyediov
tov Movogiov Mnevdkn @uidocovtat 6o TOAL on-
pavukol @dkelot pe avBifora. Tov mpdto eixe ayo-
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pdoet o {dtog o Avtdvne Mmevdxng and tov apyato-
A Oeddwpo Zovpmovrdkn ota péoa g dekaeti-
ac tov '40. O @dkerog avtdg anotereitar and 372 ou-
vortikd oyédla torxoypagLdv kat oyetiletat pe to A-
yto Opocg. O debtepoc @pdkedog avijke 00 yvwot6 Pu-
Cavtivordyo Avdpéa Evyyémoviro, o omofog tov iye a-
TOKTHoEL péow Tov apyatondAn Anpoodévny Ztdikov,
kat petd to Bdvaté tov to 1979 kinpodotbnke oto
Movoelo Mnevdakn. O @dkeloc anotereitar and 464
@VAAa pe Sudtpnta oty mAgovéntd tovg oyédia,
nov oyetifovtal pe ekéveg.

Me ) perém tov pakédov avtav elixe aoxoAndel
1 agipvnot Aaockapiva Mmodpa kat petd to 8dvatéd
mg¢ 1 ypdgovoa avérafe tn ouvéylon kat OAOKAYp®-
01 TG PEAETNG TOVG pE 0TdYO TNV TeALkT] Onpooievon
Toug o€ emotnpoviké katdroyo. Ta avBifora apyikd
kataypdgnkav o mapadoolakés KapTéAeg kat ot
ouvvéyeta og niektpovikéc. Katémy, kat pe ) pébodo
mc B-padioypagiag, éytve mpoondBeia va anotvne-
Botv ta véatéonpa, ta omoia TOAAEG @opég datnpov-
vtat dve oto xaptl tev avBiférov. H ypovoréynon
eV vdatéonpev mpoo@épel to mo otabepd terminus
yla ) povorbéynon tov diev tov aviiPérov.
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