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Georgios D. Tsimpoukis

ICONOGRAPHIC REMARKS ON AN ICON OF CONSTANTINE
TZANES BOUNIALES DEPICTING THE BIRTH OF THE VIRGIN, 1676

H eixova tov I'eveoiov s Oeotoxov oo ™ uovn Yme-
oayiag Ocotorov Proxdpdov Kepalinviag, €0yo tov
Lwyodpov Kwvoravtivov TEdve Mmovviady, 1676,
ATOTEAEL EVa OO T Alya eVumoypaa €0ya Tov. Méoa
oo TN CVYXQITIXT] AVTIAAQAPOAN TS ELxOVaS TOV Di-
oxdpdov ue dAAes poonTés etxoves ue Ogua tn I'€vvnon
s Oeotoxov (xat tov ITpodpduov), xvoiws arxd Tov
170 atwva, ratapdarilietar mpoomdbeia yia 1 SLeQEV-
VYNon TV TOAVOV ELXOVOYQUPLXDYV TOOTUTWY JTOV YO1)-
oomoinoe o Lwyodqog.

A€Eelg hetdrd

170¢ awdvag, 1676, uetapviavriviy Coyoapixn, oonTes et-
XOVES, yapaxtixd, eixovoyoagia, I'evéoio tns Ogotoxov,
Lwyodpos Kwvotavrivos TEdves MrovviaAis, Kepalovid.

T he Birth of the Virgin and the Birth of John the Bap-
tist -two themes that are usually discussed together due to
their iconographic similarities- are among the well known
subjects of Byzantine iconography. Older contributions by
J. Lafontaine-Dosogne regarding the iconographic cycle
of the life of the Virgin!, as well as more recent studies, as

* Dr Archaeologist, Hellenic Ministry of Culture and Sports,
gtsimpoukis@gmail.com

** [ am thankful to Dr Grigorios Grigorakakis, Head of the Ephor-
ate of Antiquities of Cephalonia, for granting me the license to
photography, study and publish the Phiskardo icon. I am also
grateful to Vassilios Letsios, archaeologist of the aforementioned
Ephorate, for his help during my study, and to Ewen Bowie, Emer-
itus Professor of Classics in the Oxford University, who kindly
read the draft and made some useful suggestions.

! ]J. Lafontaine-Dosogne, “Iconography of the Cycle of the Life of
the Virgin”, P. Underwood (ed.), Studies in the Art of the Kari-
ye Djami and Its Intellectual Background (The Kariye Djami, 4),
Princeton - New Jersey 1975, 161-194.
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The icon of the Birth of the Virgin, which is kept at
the Monastery of the Holy Theotokos in Phiskardo,
Cephalonia, is one of the few works bearing the sig-
nature of the painter Constantine Tzanes Bouniales,
1676. By comparing this icon with other surviving ex-
amples from the 17th century depicting the Birth of
the Virgin (or the Birth of John the Baptist), various
aspects of the iconography are discussed and an effort
is made to trace the painter’s iconographic sources.

Keywords

17th century; 1676; post-Byzantine painting; portable icons;
engravings; iconography; Birth of the Virgin; painter Con-
stantine Tzanes Bouniales; Cephalonia.

those of N. Chatzidaki?, M. Constantoudaki-Kitromilides?
and A. Katsioti*, contributed a lot to our understanding
of the iconography of both the late Byzantine period and
the first centuries after the Fall of Constantinople.

The portable icon depicting the Birth of the Virgin?®,

2 N. Chatzidaki, “Tévvnon Hoavayiag - Tévvnon ITgododuov.
Mopalhayég ot amoxQuUOTAAA®ON eVOS BERATOS OTNV RENTIXT
gwovoyoapio tov 150v-160v awdva”, DChAE 11 (1982-1983),
127-180.

3 M. Constantoudaki-Kitromilides, “Ewdva tov Muaih Aapo-
oxnvoy ue ™ Févvnon g Havayiag xat ou ttahnég mnyég ™,
Proceedings of the 6th International Cretological Conference, 2,
Chania 1991, 239-254, pls 84-92.

4 A. Katsioti, Ot oxnvés g Lwnjs xat o etx0voyoa@Lxos xUxAog
Tov ayiov lwavvn tov ITpodpouov otn Bulavrivy téxvn, Athens
1998. See, also MeydAn Op0odosn Xoitotiavixi EyxvxAomai-
deia, 9, entry «lwdvvng o TIpédpouog» (A. Katsioti).

3 For the Phiskardo icon, see D. Konomos, ‘H yoiotiavixi) t€xvn otnv
Kepaiovid, Athens 1966, 16. P. L. Vocotopoulos, “Mecaimvind
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a work of 1676, today kept at the Monastery of the Holy
Theotokos in Phiskardo, Cephalonia, is one of the few
surviving icons bearing the signature of the painter
Constantine Tzanes Bouniales (Constantino Zane) (Figs
1, 2). Constantine’, brother of the widely known paint-
er Emmanuel Tzanes Bouniales” and the poet Marinos

uvnueio Toviwv Njowv”?, AD 24 (1969), Chronika B2, 289, pls 288a
and b. I. Rigopoulos, O aytoyodpos Oeodwpos IMovAdxns xai 1
@rapavéixy yalxoyoagia, Athens 1979, 186. G. Moschopoulos
(ed.), Kepadovid, éva ueydro uovoeio: Exxinowaotixi téxvn, 1,
Argostoli 1989, 217 (P. L. Vocotopoulos). M. Chatzidakis - E. Dra-
kopoulou, “EAAnves Zwyodgot uete thv Alwon, 2, Athens 1997,
424 (icon no. 9). M. Constantoudaki-Kitromilides, “Ané 10 P€0v-
uvo ot Bevetio: O Cwyopdgpog Kmvotavtivog Ttaveg Mmovviaiig
xou 1 eEEMEN g eV Tov”, Tne Bevetids to PéOuuvo: Toaxti-
xd Zvumooiov - Rethymno veneziano: Atti del Simposio, eds Ch.
Maltezou - A. Papadaki, Venice 2003, 425-426, fig. 7.

® For the painter Constantine Tzanes Bouniales, see A. Xyngopo-
ulos, JvAdoyn ‘EAévns A. Zrabdtov. Katdloyos meoiyoa@ixog
T@V Einovwy, TV EVAOYAURTOV XAl TOV UETAAMVDV EQYWV TMV
Pvlaviivarv xal Tadv uete Ty AAwoty yoovwv, Athens 1951, cat.
no. 12 p.14-15, pl. 12. M. Chatzidakis, Icones de Saint-Georges des
Grecs et de la Collection de I'Institut Hellénique de Venise, Venice
1962, cat. nos 120-123, 135, 136, 138, 139 p. 140-142, 152-153, pls
65-67. P. L. Vocotopoulos, Eixoves tijc Keoxvpag, Athens 1990,
123-125. Chatzidakis - Drakopoulou, “EAAnves Zwyodgot, op.cit.
(n. 5), 424-426. Constantoudaki-Kitromilides, “Ané 1o P€0uuvo
ot Bevetia”, op.cit. (n. 5), 415-434, figs 1a-10b.

7 For the painter Emmanuel Tzanes Bouniales, see M. Chatzidakis,
“Sovumhnoopatire otov ‘Eunavovhh TCave”, Kretika Chronika
2 (1948), 469-476. Xyngopoulos, SvAloyr EAévns A. Zrtabdtov,
op.cit. (n. 6), cat. no. 10 p. 12-13, pl. 10. N. Drandakis, O Euua-
vound TEave MmovviaAilc Oswpovuevos €5 eixovwv tov ow-
Couévawv xvoiws év Bevetiq, Athens 1962. Chatzidakis, Icones,
op.cit. (n. 6), cat. nos 107-119 p. 128-140, pls 60-64. N. Dranda-
kis, “Tvuminowuoatwa gic tov Eupavovhh TCave. Avo dyvo-
otou gindveg Tov”, Thesaurismata 11 (1974), 36-72, pls B-1Z. N.
Drandakis, “Eupavounk TCave Mnovviaric”, Nea Christianiki
Krete 2 (1989), 221-239. Moschopoulos, Kepalovid, op.cit. (n. 5),
215-216 (P. L. Vocotopoulos). Vocotopoulos, Eixoves tijc Keoxv-
oag, op.cit. (n. 6), 104-108. A. Katselaki, “Eixéva. Tov Eupavouijh
TCave oto BuLavtivé Movoeio”, DChAE 18 (1995), 129-138, figs
1-9. Ch. Baltoyanni et al., Buavtivo Movoeio: ta véa amoxtiua-
1o (1986-1996 ), Athens 1997, cat. no. and fig. 21 p. 76-79 (Ch.
Baltoyanni). Chatzidakis - Drakopoulou, “EAAnves Zwyodgot,
op.cit. (n. 5), 408-423. 1. Leontakianakos, L’ceuvre peint ’ Emma-
nuel Tzanes Bounialées (ca 1610-1690). Contribution & l'étude
de l'école crétoise, PhD thesis submitted to the University of Sor-
bonne, Paris 2000. I. Leontakianakou, “ITapotnofoels og €va
Coyoaprd ovvoho tov Eupavovik TCAve”, Proceedings of the
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Tzanes Bouniales, was born about 1633 and passed away
between 1682 and 1685. Originating from Rethymno,
Crete, Constantine lived for many years in Venice along
with his brother, Emmanuel. Approximately 21 signed
icons, covering the period from 1650 to 1682, are at-
tributed to Constantine, while three more icons bear his
—-probably forged- signature.

It is noteworthy that the Phiskardo icon is not the
only work of Constantine depicting the Birth of the Vir-
gin; another icon of 1681 (85,5x63 cm), depicting the
same theme, was reported in 1949 as being on sale in
Paris, and is now part of a private collection® (Fig. 3). As
we shall see below, the two icons, in terms of the icono-
graphic details chosen, their arrangement, the postures
of the figures etc., are almost alike.

Today the Phiskardo icon (122x92x2,5 cm) is part
of the decoration of the main church (katholikon) of the
Monastery of the Holy Theotokos, which is dedicated to
the Birth of the Virgin. An inscription in Greek, in the
lower part of the icon’, just below Anna’s bed, informs
us about the donors of the icon, Anastasios Antypas
and his brother Eustathios; another inscription'’, also
in Greek, and on the far right, next to the wooden furni-
ture, preserves the name Constantine Tzanes Bouniales
and the year 1676, when the icon was painted (Fig. 2).

9th International Cretological Conference, eds Th. Detorakis - A.
Kalokairinos, B2, Heraklion 2004, 281-296, figs 1-10. S. Chondro-
giannis, The Antivouniotissa Museum, Corfu, Thessaloniki 2010,
124-125. A. Katselaki, “Avo deomotirnég ewmdves tov Eppavouik
TCave oto BuCavtivé xal Xpwotiavird Movoelo”, Proceedings of
the 10th International Cretological Conference, ed. M. Andriana-
kis, B2, Chania 2011, 431-444, figs 1-16. On Flemish influences in
his work, see I. Rigopoulos, PAauaviixés exidpdoeis oty uetafv-
Cavtviy Eoyoapixn. TToofAfuata ToMTIOTIXNOU OCUYHONTIOUOU,
Athens 1998, 141-143.

8 For the icon of 1681, depicting the Birth of the Virgin, see S.
Morsink (ed.), The Power of Icons. Russian and Greek Icons,
15th-19th century. The Morsink Collection, Ghent 2006, cat. no.
and fig. 8 p. 64-65 (Ph. Kalafatis), where more bibliography is giv-
en. See, also, Chatzidakis - Drakopoulou, “EAAnves Zwyodgot,
op.cit. (n. 5), 424 icon no. 12.

 The text of the inscription is: «<EFINEN H ATTA AYTH OI-
KONA | AIA CHNAPOMHC K(AI) BOIBHAC ANACTACIOY
| TIPOTOITAIIA TOY ANTIITA K(AI) EYCTA®GIOY AY|TA-
AEAPOY AYTOY».

10 The text of the inscription is: «ygip | xwvotoaviivov | Ttdve 10D
glmuleyouévov | Mmouvnadi | ayoc».
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‘.
HAN4 ANNA

Fig. 1. Cephalonia, Phiskardo, Monastery of the Holy Theotokos. The Birth of the Virgin, a work of Constantine Tzanes
Bouniales, 1676.
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Fig. 2. Cephalonia, Phiskardo, Monastery of the Holy Theotokos. The three inscriptions (detail of Fig. 1).

There is also a third -mostly damaged- inscription, be-
tween the basin and the wooden furniture, written proba-
bly in three verses (Fig. 2). Despite my effort, I was not able
to read the last inscription; nevertheless, the forthcoming
paper of Anna Zafeira, conservator of the Ephorate of
Antiquities of Cephalonia, who has recently restored the
icon, will probably shed some light not only in the content
of the third inscription, but also in questions regarding
the extent of the restoration (especially in the left part of
the icon, from top to bottom) and the authenticity of all
inscriptions, since it is quite peculiar for Constantine, who
is regarded as a literate painter, to make -especially in the
first inscription- so many spelling mistakes.

Be that as it may, no specific information has yet been
found about the two supposed donors; we know, however,
that the Antypas family was a prosperous and noble fam-
ily in Cephalonia, since the family name “Antipa / Antip-
pa” is included both in the Catalogue of Noble Families of
the year 1604", and in the proceedings of the Cephalonia
Council®? In addition, it is attested that the construction

' E.-R. Rangabe, Livre d’or de la noblesse ionienne, 11/1, Athens
1926, 10.

12 p. Kagkelaris, Iotopia xat yevealoyia tov Oixov Kayyeidon
s Kegalovids (160¢-2005 awdiveg), Corfu 2011, 103.
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of many churches and their internal and external decora-
tion during the Venetian rule of the island (1500-1797)%
came about thanks to many prosperous and noble peo-
ple of Cephalonia'¥, so it is likely that Anastasios and his
brother Eustathios provided financial help for this proj-
ect. Moreover, the fact that Georgios Antypas, probably a
member of the same family, is listed among those wealthy
people of Cephalonia who rigged galleys for the Cretan
War (1645-1669), spending their own money'’, can also
provide strong evidence of the high status of the donors’
family. The high social status of Anastasios Antypas, in
particular, is also testified by his high ecclesiastical office
as a protopapas'®, that is head of priests.

The narrative in the Birth of the Virgin icon unfolds
in three episodes, which are harmoniously connected
with each other: the Annunciation of Joachim (upper
left), the care of Anna (right half), and the care of the

3 For the period of Venetian rule in Cephalonia, see G. Mo-
schopoulos, Iotopia s Kepalovidg, 1, Amo ta agyaia yoovia
¢ 1o 1797, Athens 1985, 79-232. E. Livieratos, lotopia tng vij-
oov KepalAnviag, Piraeus 1988, 359-500.

4 Moschopoulos, op.cit., 216.

5 Op.cit., 88.

16 Op.cit., 180.

AXAEMA”(2020), 323-340
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Fig. 3. Amsterdam, The Morsink Icon Collection. The Birth of the Vir-
gin, a work of Constantine Tzanes Bouniales, 168 1.

newborn Mary (lower left). Several buildings are also de-
picted in the background; a tower just behind Joachim,
an arched portico attached to the tower, and an arched
niche framing Anna’s bed.

The depiction is based on the narration of the Pro-
to-Gospel of James, in particular the first five chapters, a
text dated to the second half of the second century'’. The

17 For the Proto-Gospel of James, see especially C. Tischendorf, Evan-
gelia Apocrypha, Leipzig 1853, xii-xxii, 1-50. B. Ehrman - Z. Ple3e,
The Apocryphal Gospels: texts and translations, New York 2011, 31-
71. See, also S. Agouridis, “The Virgin Mary in the texts of the Gos-
pels”, M. Vassilaki (ed.), Mother of God: representations of the Virgin
in Byzantine art (exhibition catalogue), Milan - New York 2000, 60.
1. Karavidopoulos, “On the information concerning the Virgin Mary
contained in the Apocryphal Gospels”, Mother of God, op.cit., p. 69-70.

AXAEMA” (2020), 323-340

good news of the forthcoming baby is delivered to Joa-
chim by an angel'® coming to him through the arched
portico. Joachim, who is identified by an inscription in
Greek ", is looking towards the angel, having his hands in
a gesture of supplication.

The Mother of the Virgin, whom an inscription iden-
tifies as “Saint Anna”%, is depicted recumbent in a lux-
urious bed, above which there is a canopy with red cur-
tains. One maidservant on the right is opening the curtain

8 “Joachim, Joachim, the Lord God has heard your prayer. Go
down from here; see, your wife Anna has conceived a child.” (Pro-
to-Gospel of James 4, 2). For the translation, see Ehrman - Plese,
The Apocryphal Gospels, op.cit. (n. 17), 45.

19 The text of the inscription is: “O AIKEOC | IQAKEIM”.

20 The text of the inscription is: “H ATTA ANNA”.
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of the canopy; on the other side, three more servant girls
are serving Anna: the first is offering her a tray with a
glass, another is following with a second tray with food,
while a third, just under the column of the portico, is
holding a bottle. All servant girls are wearing luxurious
garments and a scarf on their heads.

The care of the newborn Mary is placed in the low-
er left part. The baby is swaddled and is depicted in
the arms of the midwife, probably just before bathing.
The seated midwife is assisted by two servant girls, one
kneeling in front of the infant and one standing upright
holding a jug with water. The two servant girls are look-
ing each other, as if they are having a conversation about
the care of the newborn Mary. A basin containing wa-
ter and a basket with white garments are placed on the
floor. The floor is paved with red and white rectangular
slabs.

In its key points, the Phiskardo icon follows the ico-
nography of the Birth of the Virgin (or the Birth of the
Baptist) formed in the late Byzantine period. According
to this established arrangement, the new mother (Anna
or Elizabeth) is depicted recumbent in a bed on one side
of the composition, her spouse (Joachim or Zacharias)
is on the other side, while the newborn (Mary or John)
is placed in the lower part. In addition, two or more ser-
vant girls take care of the new mother and her baby.
Several buildings are depicted in the background.

The first point in which Constantine differentiates
himself from the usual iconography of the subject is the
position in which Anna is depicted. In portable icons
of the 16th?! and 17th century Anna is placed on the

2l See, for example, the icon in the Hermitage Museum in Saint
Petersburg (16th century): Em. Borboudakis (ed.), Eixoves g
Konruniic Téxvng (And tov Xavdaxa w¢ tnv Mooya xaiw Ty Ayia
Tetpoovmolin), Heraklion 1993, cat. no. and fig. 9 p. 342-343 (Y. Pi-
atnitsky); the icon in the Menil Collection in Houston, Texas (begin-
ning of the 16th century): A. Weyl Carr (ed.), Imprinting the Divine:
Byzantine and Russian Icons from the Menil Collection, Houston
2011, cat. no. and fig. 42 p. 124-125 (B. Davezac - A. Weyl Carr); the
depiction in the icon (inv. no. T. 1561) in the Byzantine and Chris-
tian Museum in Athens (middle of the 16th century): Lafontaine-Do-
sogne, “Iconography”, op.cit. (n. 1), 190, fig. 28. Chatzidaki, “T'év-
vnon Mavaylag®, op.cit. (n. 2), 152. M. Acheimastou-Potamianou,
Ewxoves tov BuEavtivod Movoeiov AOnvav, Athens 1998, cat. no.
and fig. 48 p. 164-167; the icon (inv. no. 356) in the Kanellopoulos
Museum in Athens (first half of the 16th century): M. Brouskari,
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left half of the composition, as for example the icon in
the church of the Virgin of Strangers (Panaghia ton Xe-
non) in Corfu (first decades of the 17th century) (Fig.
4),%, the icon in the Byzantine and Christian Museum in
Athens (first half of the 17th century)® and an icon in
the Museum of Zakynthos (end of the 17th - beginning
of the 18th century) (Fig. 5)*. Anna is sometimes placed
in the center of the composition, as well?. Constantine,
by contrast, chooses to place the Mother of the Virgin
on the right. It is noteworthy that the same choice is also
made by the painter Elias Moskos in the icon depicting
the Birth of John the Baptist in the Byzantine and Chris-
tian Museum in Athens (second half of the 17th centu-
ry) (Fig. 6)*, where he places Elizabeth on the right part
of the composition.

To Movoeio Iavrov xai AleEavdoas KaveAllomovdov. OSnydg,
Athens 1985, 126-127, fig. in p. 129. H. Egger - R. Wenckheim (eds),
Tkonen, Bilder in Gold: sakrale Kunst aus Griechenland, Graz 1993,
cat. no. 71 tbl. 42 p. 256; the icon attributed to Michael Damaskinos
in the National Gallery of Bologna (1575-1580): Constantouda-
ki-Kitromilides, “Ewxdva tov Miyyoiqh Aopaoxnvoy”, op.cit. (n. 3),
239-254, pl. 84; the icon in the State Historical Museum in Moscow
(16th-17th century): Borboudakis (ed.), Etxdves Kontixiic Téxvng,
op.cit. (n. 21), cat. no. and fig 44 p 404 (I. Kyzlasova); the icon in
a private collection in Moscow (end of the 16th century); S. Mors-
ink (ed.), Collecting old icons: Russian and Greek icons, 15th-19th
century. Catalogue 2011, Ghent 2011, cat. no. and fig. 11 p. 52; and,
finally, the depiction in the icon in the church of Christ Pantocrator
in Zakynthos (16th-17th century): M. Acheimastou-Potamianou,
Ewxoves e ZaxvvOouv, Athens 1997, cat. no. 15 and fig. p. 87-89.
22 Inv. no. 25. Vocotopoulos, Eixdves tijc Keoxvoag, op.cit. (n. 6),
cat. no. 71 p. 102, fig. 200. J. Albani (ed.), Icons Itinerant. Cor-
fu, 14th-18th century. June - September 1994, Church of Saint
George in the Old Fortress, Corfu (exhibition catalogue), Athens
1994, cat. no. and fig. 12 p. 88-89 (Fr. Kephallonitou).

2 Inv. no. T. 307. Chatzidaki, “I'évvnon Havayiag®, op.cit. (n. 2),
153, fig. 14.

24 1. Rigopoulos, Etx0oves tng Zaxuvvlov xat ta mooTurd Tovs, 2,
Athens 2006, 222-227, fig. 148.

25 See, for example, the Theodoros Poulakes icon (inv. no. 298)
in the Kanellopoulos Museum in Athens (17th century) [see in
this article Fig. 7] and the icon in the Rena Andreadis Collection
(middle of the 17th century): A. Drandaki, Etxoves, 140g-180g
atdvag. Sviloyn Pévag Avépeadn, Milan - Athens 2002, cat. no.
and fig. 44 p. 192-193.

20 Inv. no. T. 1600. Rigopoulos, PAauavdixés emxidodoeis, op.cit.
(n. 7), 135, pl. 39 fig. 91. For the painter Elias Moskos, see Chatzi-
dakis - Drakopoulou, “EAAnves Zwyodgot, op.cit. (n. 5), 198-203.
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Another detail in which Constantine makes a different
choice as far as the previous iconographic tradition is con-
cerned, is the absence of a table with food. In contrast with
the majority of the icons depicting the Birth of the Virgin®’

27 See, for example, the icon in the Bavarian National Museum
in Munich (end of the 14th - beginning of the 15th century): B.
Davezac, Greek icons after the fall of Constantinople: selections
from the Roger Cabal Collection, Houston 1996, 45-47; the icon
attributed to Angelos Akotantos in the Old Museum of Zakynthos
(15th century): Acheimastou-Potamianou, Eixoves tng Zaxvv-
Oov, op.cit. (n. 21), fig. 13 p. 26; the depiction in the icon (inv. no.
7) in the Kanellopoulos Museum in Athens (ca 1500): Brouskari,
Movogio KaveAlomwovdov, op.cit. (n. 21), 162, fig. in p. 163. N.
Chatzidaki, From Candia to Venice: Greek icons in Italy, 15th-
16th centuries (exhibition catalogue), Athens 1993, 104-107; the
icon in the Hermitage Museum in Saint Petersburg (16th century):
Borboudakis (ed.), Etxoves Kontixic Téxvng, op.cit. (n. 21), cat.
no. and fig. 9 p. 342-343 (Y. Piatnitsky); the icon in the Menil Col-
lection in Houston, Texas (beginning of the 16th century): Weyl
Carr, Imprinting the Divine, op.cit. (n. 21), cat. no. and fig. 42 p.
124-125 (B. Davezac - A. Weyl Carr); the depiction in the icon
(inv. no. T. 1561) in the Byzantine and Christian Museum in Ath-
ens (middle of the 16th century): Lafontaine-Dosogne, “Iconogra-
phy”, op.cit. (n. 1), 190, fig. 28. Chatzidaki, “T'évynon [Mavaylog”,
op.cit. (n. 2), 152. Acheimastou-Potamianou, Eixdvesc Bvlavtivou
Mouvoeiov, op.cit. (n. 21), cat. no. and fig. 48 p. 164-167; the icon
(inv. no. 356) in the Kanellopoulos Museum in Athens (first half
of the 16th century): Brouskari, Movogio KaveAlomovdov, op.cit.
(n. 21), 126-127, fig. in p. 129. Egger - Wenckheim, Ikonen, op.cit.
(n. 21), cat. no. 71 tbl. 42 p. 256; the icon attributed to Michael
Damaskinos in the National Gallery of Bologna (1575-1580): Con-
stantoudaki-Kitromilides, “Ewxdvo tov Miyoih Aopoaoxnvov”,
op.cit. (n. 3), 239-254, pl. 84; the icon in the State Historical Mu-
seum in Moscow (16th-17th century): Borboudakis (ed.), Etxoveg
Kontuxiic Téxyvng, op.cit. (n. 21), cat. no. and fig. 44 p. 404 (1. Ky-
zlasova); the icon in a private collection in Moscow (end of the
16th century): Morsink, Collecting old icons, op.cit. (n. 21), cat.
no. and fig. 11 p. 52; the depiction in the icon in the church of
Christ Pantocrator in Zakynthos (16th-17th century): Acheimas-
tou-Potamianou, Eixoves tng ZaxvvOou, op.cit. (n. 21), cat. no.
and fig. 15 p. 87-89; the icon (inv. no. 25) in the church of the
Virgin of Strangers (Panaghia ton Xenon) in Corfu (first decades
of the 17th century) [see in this article Fig. 4]; the icon (inv. no. T.
307) in the Byzantine and Christian Museum in Athens (first half
of the 17th century): Chatzidaki, “Tévvnon Iavayiac”, op.cit. (n.
2), 153, fig. 14; the icon in the Rena Andreadis Collection (middle
of the 17th century): Drandaki, Etxoves Pévag AvSpeddn, op.cit.
(n. 25), cat. no. and fig. 44 p. 192-193; the icon in the Xenophontos
Monastery on Mount Athos (second half of the 17th century): S.
Papadopoulos (ed.), Teodx Moviy Zgvogdvtog: Eixdves, Mount
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or the Birth of John the Baptist?® dating from the 15th to the
17th century, where a table with food is placed next to the
new mother, Constantine chooses not to depict this icono-
graphic detail. At almost the same time, the second half of
the 17th century, the same choice is also made by Theodoros
Poulakes, in his icons depicting the Birth of the Virgin® and
the Birth of John the Baptist®, by Elias Moskos, in his icon
depicting the Birth of John the Baptist (Fig. 6), as well as by

Athos 1998, 197-202, fig. 87 (Ch. Mavropoulou-Tsioumi); the icon
(inv. no. 8) in the Hekatontapyliani Collection in Paros (end of the
17th century): A. Mitsani, Etx0veg xat xeyuijita amo t SvAdoyi
¢ Exatovrarviiavic Idpoov, Athens 1996, cat. no. and fig. 20
p. 52-53; and, finally, the icon in the Museum of Zakynthos (end of
the 17th-beginning of the 18th century) [see in this article Fig. 5].
28 See, for example, the icon (inv. no. T. 1547) in the Byzantine and
Christian Museum in Athens (15th century): Chatzidaki, “I'§vvn-
on Mavayiag”, op.cit. (n. 2), 128-137, figs 1-4. Acheimastou-Pota-
mianou, Eixdvec Bulavtivou Movoeiov, op.cit. (n. 21), cat. no.
and fig. 33 p. 122-123; the icon in the church of Saint Lazarus
in the town of Zakynthos (15th century): Rigopoulos, Eixoveg
™ms Zaxivvhou, op.cit. (n. 24), 176-183, fig. 120; the icon in the
Hermitage Museum in Saint Petersburg (second half of the 15th -
beginning of the 16th century): Chatzidaki, “I'évvnon IMavayiog”,
op.cit. (n. 2), 144-145, fig. 5. Borboudakis (ed.), Etxoves Kontixiic
Téyvng, op.cit. (n. 21), cat. no. and fig 5 p. 335-336 (Y. Piatnitsky);
the icon (inv. no. 3732) in the Benaki Museum (beginning of the
16th century) [A. Delivorrias - N. Chatzidaki, Icons from the
Velimezi Collection: Museum of Byzantine Culture ( Thessalon-
iki, 29 January - 30 April 1997), Megaron the Athens Concert
Hall ( Athens, 22 September - 7 November 1997 ) (exhibition cat-
alogue), Athens 1997, fig. 8; the depiction in the icon of Fragkias
Kavertzas in the Toplou Monastery in Sitia, Crete (17th century):
Borboudakis (ed.), Etxdves Kontixis Téyvng, op.cit. (n. 21), cat.
no. and fig. 141 p. 497-498 (Em. Borboudakis); the icon (inv. no.
MAA 5) in the Museum of Saint Catherine in Heraklion (1670)
[see in this article Fig. 8]; the icon in the Church of Saint John the
Baptist in the Chilandari Monastery on Mount Athos (1683/84):
S. Petkovié, Eixoves Tepas Moviic Xelavdapiov, Mount Athos
1997, 55, fig. in p. 163; and, finally, the Stephanos Tzankarolas
icon in the church of the Annunciation in the Castle of Saint
George, Cephalonia (end of the 17th century): Moschopoulos, Ke-
@altovid, op.cit. (n. 5), 147, fig. 264.

2 See, for example, the Theodoros Poulakes icon (inv. no. 298) in
the Kanellopoulos Museum in Athens (17th century) [see in this
article Fig. 7]. For the painter Theodoros Poulakes, see Chatzidakis
- Drakopoulou, “"EAAnves Zwyodgot, op.cit. (n. 5), 304-317.

3 See, for example, the Theodoros Poulakes icon in the Spyridon
Charokopos Collection (Korgialenios Library) in Cephalonia (sec-
ond half of the 17th century): Moschopoulos, Kegpalovid, op.cit.
(n. 5), 53, fig. 57.
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Fig. 4. Corfu, Church of the Virgin of Strangers (Panaghia ton
Xenon). The Birth of the Virgin, first decades of the 17th century.

the anonymous painter of an icon depicting the Birth of the
Virgin in the Karakallou Monastery on Mount Athos?.
Constantine seems to be aware of iconographic ten-
dencies; this could be concluded, for instance, from his
decision to include the Annunciation of Joachim (see
above Fig. 1). This iconographic detail can certainly be
found in portable icons of the 16th century?® it is found

3L E. Tsigaridas, Eixoves Tepas Moviic KapaxdAiov, Mount
Athos 2011, cat. no. 45 p. 186-188, fig. 92.

3 See, for example, the icon (inv. no. 356) in the Kanellopoulos
Museum in Athens (first half of the 16th century): Brouskari,
Movogio KaveAldomouvdov, op.cit. (n. 21), 126-127, fig. in p. 129.
Egger - Wenckheim, Ikonen, op.cit. (n. 21), cat. no. 71 tbl. 42 p.
256; the icon attributed to Michael Damaskinos in the National
Gallery of Bologna (1575-1580): Constantoudaki-Kitromilides,
“Ewdva Tov Miyaih Acuaoxnvoy”, op.cit. (n. 3), 239-254, pl. 84;
and, finally, the icon in the State Historical Museum in Moscow
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Fig. 5. Zakynthos, Museum. The Birth of the Virgin, end of
the 17th - beginning of the 18th century.

much more frequently, however, in icons of the 17th
century, as for example in the icon in the church of
the Virgin of Strangers (Panaghia ton Xenon) in Cor-
fu (first decades of the 17th century) (Fig. 4), in the
Theodoros Poulakes icon in the Kanellopoulos Museum
in Athens (17th century) (Fig. 7)®, in the icon in the
Byzantine and Christian Museum in Athens (first half
of the 17th century)*, and in the icon in the Museum
of Zakynthos (end of the 17th - beginning of the 18th
century) (Fig. 5).

The fact that Constantine is aware of the iconography

(16th-17th century): Borboudakis (ed.), Etxoves Kontixis TExvng,
op.cit. (n. 21), cat. no. and fig. 44 p. 404 (1. Kyzlasova).

3 Inv. no. 298. Brouskari, Movosio KaveAlomovlov, op.cit. (n.
21), 167-168, fig. in p. 165.

3 Inv. no. T. 307. Chatzidaki, “T'évynon [Mavaylag”, op.cit. (n. 2),
153, fig. 14.
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Fig. 6. Athens, Byzantine and Christian Museum
(inv. no. T. 1600). The Birth of John the Baptist, work
of Elias Moskos, second half of the 17th century.

tendencies of his era is also testified in the way in which
the newborn Mary is depicted. Unlike other painters,
who used to depict the baby reclining in a cradle, Con-
stantine places the newborn in the arms of the midwife.
This choice occasionally appears in some 16th century
icons depicting the Birth of the Virgin®}; during the 17th
century, however, it appears more and more often, not
only in icons depicting the Birth of the Virgin, such as
the icon in the church of the Virgin of Strangers (Pa-
naghia ton Xenon) in Corfu (first decades of the 17th
century) (Fig. 4), but also in icons depicting the Birth of
John the Baptist, as for example the icon in the Muse-
um of Saint Catherine in Heraklion (1670) (Fig. 8), the
Elias Moskos icon in the Byzantine and Christian Muse-
um in Athens (second half of the 17th century) (Fig. 6),

3 See, for example, the icon in the Menil Collection in Houston,
Texas (beginning of the 16th century): Weyl Carr, Imprinting the
Divine, op.cit. (n. 21), cat. no. and fig. 42 p. 124-125 (B. Davezac -
A. Weyl Carr); the icon attributed to Michael Damaskinos in the
National Gallery of Bologna (1575-1580): Constantoudaki-Kitro-
milides, “Ewdva tov Mixaih Aopaoxnvoy”, op.cit. (n. 3), 239-
254, pl. 84; and, finally, the icon in a private collection in Moscow
(end of the 16th century): Morsink, Collecting old icons, op.cit. (n.
21), cat. no. and fig. 11 p. 52.

% Inv. no. MAA 5. V. Sythiakaki (ed.), Movogio Ayias Atxarte-
oivne Hoaxeiov (exhibition catalogue), Heraklion 2014, cat. no.
and fig. 12 p. 88 (G. Tsimpoukis).
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Fig. 7. Athens, Kanellopoulos Museum (inv. no. 298). The Birth of the
Virgin, work of Theodoros Poulakes, 17th century.

and, finally, an icon, signed by Stephanos Tzankarolas
in the church of the Annunciation in the Castle of Saint
George, Cephalonia (end of the 17th century)?”.
Another detail indicating that Constantine was not
only aware of the iconography of his era, but also sought
to enrich it, is the number of servant girls. In the majority
of the icons dating from the 15th to thel7th century, the
number of women serving the new mother and her baby
is limited to four or five; in the Phiskardo icon, however,
the servant girls are seven®®, It should be noted that in the
icon attributed to Michael Damaskinos in the National
Gallery of Bologna (1575-1580)*, and in the Theodoros

3 Moschopoulos, Kepalovid, op.cit. (n. 5), 147, fig. 264. For the
painter Stephanos Tzankarolas, see Chatzidakis - Drakopoulou,
“EAMnvec Zwyodgot, op.cit. (n. 5), 426-428.

¥ Tt is noteworthy that the increased number of the servant girls is
also found in the Hermeneia of Dionysios of Fourna (ca 1730), in
the paragraph “The Birth of the Virgin”; this, of course, cannot be
regarded as an influence of Dionysios’ guidebook upon Constan-
tine. See A. Papadopoulos-Kerameus, Atovvoiov 100 éx dovova
‘Eounveia tiic oyoaqpuxilc T€xvns xal ai xvotat avtis avéxdotol
anyai, éxdidouévn uetd IIpoAdyov viv 10 mOoMTOV TANONS *ATH
TO TOWTOTUTOV A UTHS *Eiuevoy, Saint Petersburg 1909, 143, § 2.

¥ Constantoudaki-Kitromilides, “Ewxéva tov Muyofh Acnoaoxn-
vov”, op.cit. (n. 3), 239-254, pl. 84. M. Constantoudaki-Kitromi-
lides, who has published the icon, points out that Michael Dam-
askinos probably based his composition on a painting of Jacopo
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Fig. 8. Heraklion, Museum of Saint Catherine. The Birth of
John the Baptist, 1670.

Poulakes icon in the Kanellopoulos Museum in Athens
(17th century) (Fig. 7), both depicting the Birth of the
Virgin, the total number of servant girls is eight, while in
the icon in the church of the Virgin of Strangers (Panaghia
ton Xenon) in Corfu (first decades of the 17th century)
(Fig. 4), depicting the same theme, their number is nine.

Another tendency of the iconography of this subject
of which Constantine seems to be aware is the omission
of the red curtains that join the roofs of the buildings,

Tintoretto depicting the same subject (ca 1563) in Saint Zacharias
church in Venice.
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in the background. These curtains are depicted in por-
table icons dating up to the middle of the 17th centu-
ry, namely in the icon in the church of the Virgin of
Strangers (Panaghia ton Xenon) in Corfu (first decades
of the 17th century) (Fig. 4) and in the icon in the Byz-
antine and Christian Museum in Athens (first half of the
17th century)*, both depicting the Birth of the Virgin,
later found mainly in icons following the Mount Athos

4 Tnv. no. T. 307. Chatzidaki, “T'évvnon Havaylag”, op.cit. (n. 2),
153, fig. 14.
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tradition*’. By contrast, in addition to the Phiskardo
icon, the red curtains are also omitted from representa-
tions both of the Birth of John the Baptist*> and of the
Birth of the Virgin, such as the Theodoros Poulakes icon
in the Kanellopoulos Museum in Athens (17th centu-
ry) (Fig. 7), an icon in the Rena Andreadis Collection
(middle of the 17th century)®, an icon in the Karakallou
Monastery (second half of the 17th century)*, and, fi-
nally, the icon in the Museum of Zakynthos (end of the
17th - beginning of the 18th century) (Fig. 5).

Instead of the red curtains that join the roofs of the
buildings, Constantine chooses to depict the canopy with
the red curtains behind Anna’s bed (Fig. 1). This detail is
also found in the icon in the Museum of Zakynthos (end
of the 17th - beginning of the 18th century) (Fig. 5), and in
a contemporary encolpion in the Byzantine and Christian

4 See, for example, the icons depicting the Birth of the Virgin in the
Xenophontos Monastery (second half of the 17th century): Papa-
dopoulos, Teoa Movi Zevogpdvrog, op.cit. (n. 27), 197-202, fig. 87
(Ch. Mavropoulou-Tsioumi); and in the Pantokratoros Monastery
(second half of the 17th century): S. Papadopoulos - Ch. Kapiol-
dasi-Sotiropoulou (eds), Eixdves Movis ITavtoxpdtopos, Mount
Athos 1998, 196-197, fig. 103 (K. Kalamartzi-Katsarou); as well
as the icon depicting the Birth of John the Baptist in the Church
of Saint John the Baptist in the Chilandari Monastery on Mount
Athos (1683/84): Petkovic, Eixdves Tepas Moviic XeAdavdagiov,
op.cit. (n. 28), 55, fig. in p. 163. See, also, the icon depicting the
Birth of the Virgin (inv. no. 8) in the Hekatontapyliani Collection
in Paros (end of the 17th century): A. Mitsani, Etx0veg xat xewu-
Ma, op.cit. (n. 27), cat. no. and fig. 20 p. 52-53.

42 See, for example, the depiction in the icon of Fragkias Kavertzas
in the Toplou Monastery in Sitia, Crete (17th century): Borbou-
dakis (ed.), Eixoves Kontuxiis Téxvng, op.cit. (n. 21), cat. no. and
fig. 141 p. 497-498 (Em. Borboudakis); the icon (inv. no. MAA
5) in the Museum of Saint Catherine in Heraklion (1670) [see in
this article Fig. 8]; the Theodoros Poulakes icon in the Spyridon
Charokopos Collection (Korgialenios Library) in Cephalonia (sec-
ond half of the 17th century): Moschopoulos, Kepalovid, op.cit.
(n. 5), vol. 1, 53, fig. 57; the Elias Moskos icon (inv. no. T. 1600)
in the Byzantine and Christian Museum in Athens (second half
of the 17th century) [see in this article Fig. 6]; and, finally, the
Stephanos Tzankarolas icon in the church of the Annunciation in
the Castle of Saint George, Cephalonia (end of the 17th century):
Moschopoulos, Kegpalovid, op.cit. (n. 5), 147, fig. 264.

# Drandaki, Etxoveg Pévag AvSpeddn, op.cit. (n. 25), cat. no. and
fig. 44 p. 192-193.

# Tsigaridas, Eixovec Moviic KapaxdAlov, op.cit. (n. 31), cat. no.
45 p. 186-188, fig. 92.
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Museum in Athens®, both depicting the Birth of the Vir-
gin. At the same time, this detail is also found in some
icons depicting the Birth of John the Baptist*.

Despite Constantine’s effort to enrich the iconogra-
phy, the depiction of some generic details that represent
humble occupations of everyday life is missing, not only
from the Phiskardo icon, but also from all his signed
works. The use of such details, like the stretching out of
the clothes, the picking up of the dry clothes etc., enriches
the iconography and makes an icon’s narrative more viv-
id. Such is the case both in the icon attributed to Michael
Damaskinos in the National Gallery of Bologna (1575-
1580)¥, in which the Birth of the Virgin is depicted, and
in some icons dating to the 17th century. Some charac-
teristic examples are the Theodoros Poulakes icon in the
Kanellopoulos Museum in Athens (17th century) (Fig. 7)
and the icon in the Museum of Zakynthos (end of the
17th - beginning of the 18th century) (Fig. 5), both de-
picting the Birth of the Virgin, as well as the icon in the
Museum of Saint Catherine in Heraklion (1670) (Fig. 8)
and the Elias Moskos icon in the Byzantine and Christian
Museum in Athens (second half of the 17th century) (Fig.
6)*, whose subject is the Birth of John the Baptist.

The study of an icon of the Birth of Virgin, a work of
the painter Emmanuel Tzanes Bouniales originally kept
in the Loverdos Collection in Athens*, would contribute a

4 Inv. no. BM 8530 / T 2837. Buviavtivo Movosio, op.cit. (n. 7),
cat. no. and fig. 120 p. 206-207 (G. Kakavas).

46 See, for example, the depiction in the icon of Fragkias Kavertzas
in the Toplou Monastery in Sitia, Crete (17th century): Borbou-
dakis (ed.), Etxdveg Kontuxiic Téxvng, op.cit. (n. 21), cat. no. and
fig. 141 p. 497-498 (Em. Borboudakis); the icon (inv. no. MAA 5)
in the Museum of Saint Catherine in Heraklion (1670) [see in this
article Fig. 8]; and, finally, the Elias Moskos icon (inv. no. T. 1600)
in the Byzantine and Christian Museum in Athens (second half of
the 17th century) [see in this article Fig. 6].

47 Constantoudaki-Kitromilides, “Ewxdva tov Muyanh Aopuc.oxn-
vou”, op.cit. (n. 3), 239-254, pl. 84.

% On Flemish influences in the work of Elias Moskos see Rigopo-
ulos, PAauavdixés emidpdoeig, op.cit. (n. 7), 144-148.

4 For the existence of the -probably still unpublished- icon, see
Chatzidakis, “Zvuminoouatind otov Epuavounh TCave”, op.cit.
(n. 7), fig. 19 p. 473. Chatzidakis - Drakopoulou, "EAAnves Zwyod-
@ot, op.cit. (n. 5), 414, icon no. 24. Our research, however, did not
succeed in finding this icon. It is noteworthy that the icon is not
included in the Loverdos Museum catalogue, published in 1946, al-
though other paintings of Emmanuel were included. The only icon
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lot to our understanding of the artistic relation between
the two brothers, especially in terms of the iconography.
In spite of their differences, it is more than likely that
between Emmanuel and Constantine there is an artistic
affinity, as has already been argued™.

One detail that counts in favor of this view is the
floor in the Phiskardo icon, which is paved with red and
white rectangular slabs; this detail, probably influenced
by western works®!, seems to be quite common in the
icons of Emmanuel (Figs 1, 2). Some characteristic ex-
amples are found in the scene “First Ecumenical Coun-
cil” of the icon “Saint Spyridon” (1636) in the Correr
Museum in Venice®, in the icon “Saint Mark” (1657) in
the Benaki Museum in Athens®, in the icon “Andrew
the Apostle” (1658) in the Museum of the Hellenic In-
stitute in Venice, and in the icon “The healing of the

depicting the Birth of the Virgin in this catalogue, with dimensions
23x29 cm, dates to 18th century; two more depictions of the Birth of
the Virgin, one in a triptychon (8x12 cm) and one in a pentaptychon
(19x26 cm), date also to the same period. See A. Loverdos, Mov-
ogiov Atovvoiov Aoféodov, Athens 1946, cat. no. 413 p. 61 (icon),
cat. no. 249 p. 40 (triptychon), cat. no. 260 p. 41 (pentaptychon).
30 Constantoudaki-Kitromilides, “Ané to P€Buuvo ot Bevetia”,
op.cit. (n. 5), 418-420.

31 See, for example, the paved floor in the engraving “Carnival”
of Pieter van der Heyden (1567): C. Huidobro - 1. Gonzdlez Ne-
gro (eds), El arte del grabado flamenco y holandés de Lucas van
Leyden a Martin de Vos, Madrid 2001, cat. no. and fig. 103 p. 99;
the paved floor in the engraving “The Birth of the Virgin” from
Cornelis Cort (1578): W. Strauss (ed.), The Illustrated Bartsch, 52,
Netherlandish Artists: Cornelis Cort, New York 1986, no. 20-II
(45) p. 28; and the paved floors in the paintings of Tintoretto “The
supper at Emmaus™ Drandakis, Euuavovii T¢dave MmxovviaAi,
op.cit. (n. 7), pl. 10b; and “The Annunciation”. Drandakis, Euua-
vounh TEave Mmovvialii, op.cit. (n. 7), pl. 34b.

2 Drandakis, Euuavovih TEdve Mmovvialils, op.cit. (n. 7), 17-24,
pls 1 and 4b. Leontakianakou, “TTapatnonoec”, op.cit. (n. 7), fig. 10.
3 Inv. no. 11198. Egger - Wenckheim, Ikonen, op. cit. (n. 21), cat.
no. 88 tbl. 53 p. 266. Drandaki, Eixoves Pévag Avdpeddn, op.cit.
(n. 25), 131, fig. 67. A. Delivorrias - E. Georgoula (eds), From Byz-
antium to modern Greece: Hellenic art in adversity, 1453-1830.
From the collections of the Benaki Museum, Athens, New York
2005, cat. no. and fig. 13 p. 56-57. K. Staikos (ed.), From the Incar-
nation of Logos to the Theosis of Man: Byzantine and Post-Byz-
antine Icons from Greece. National Museum of Art of Romania
(6 October 2008 - 15 January 2009) (exhibition catalogue), Ath-
ens 2008, cat. no. and fig. 30 p. 68-69 (A. Drandaki).

* Drandakis, EuuavovnA TEdave MmovviaAii, op.cit. (n. 7), 39-42,
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Paralytic” (1682) in the Museum of the Hellenic Insti-
tute in Venice®.

Another iconographic detail which also counts in
favor of accepting the artistic affinity between Emman-
uel and Constantine is the kneeling maidservant in the
lower left part. The way her face has been restored (and
was originally depicted, in all probability) could be com-
pared, in my view, with the face of the Samaritan wom-
an from the homonymous icon of Emmanuel (1689) in
the Museum of the Hellenic Institute in Venice (Fig. 9
a and b)*.

It is reasonable to assume that the two painter broth-
ers worked together and probably had at their disposal
several working drawings and engravings, as has been
discussed®’, which explains the similarities found in their
icons. It seems, however, that Constantine draw some
details from western European works®, as well, which
makes perfect sense for a painter who spent many years
in Venice®. Western influences are to be found in the
naturalistic painting of some figures®, especially the
servant girls, in their garments, in the furniture and, of
course, in the buildings of the background.

pl. 10a. Chatzidakis, Icones, op.cit. (n. 6), cat. no. 108 p. 131, pl.
60. Constantoudaki-Kitromilides, “Amd to P€Buuvo otn Bevetia”,
op.cit. (n. 5), fig. 2b.

55 Drandakis, EuuavoviA TCdve Mmovviaii, op.cit. (n. 7), 78-
84, pls 27a, 29a. Chatzidakis, Icones, op. cit. (n. 6), cat. no. 117 p.
138, pl. 63.

% Drandakis, Eupavovnd Tldve Mmovvialii, op.cit. (n. 7), pls
41a, 43c. Chatzidakis, Icones, op.cit. (n. 6), cat. no. 118 p. 139, pl.
62. M. Constantoudaki-Kitromilides believes that the face of the
kneeling maidservant in the lower left part might have been over-
painted. See Constantoudaki-Kitromilides, “Ané to PéBuuvo ot
Bevetia”, op.cit. (n. 5), 426 note 42. In any case, the forthcoming
paper of Anna Zafeira, conservator of the Ephorate of Antiquities
of Cephalonia, who has recently restored the icon, will probably
shed some light in this issue.

57 Constantoudaki-Kitromilides, “And 1o Pé6vuvo otn Bevetia”,
op.cit. (n. 5), 423-424.

% On the issue of copying individual elements or entire composi-
tions from western works, see Rigopoulos, @PAauavéixés exidod-
oeig, op.cit. (n. 7), 22-24. M. Vassilaki (ed.), Working Drawings of
icon painters after the fall of Constantinople: the Andreas Xyngo-
poulos portfolio at the Benaki Museum, Athens 2015, 28.

% Constantoudaki-Kitromilides, “And 1o Pé6vuvo otn Bevetia”,
op.cit. (n. 5), 424.

% Constantoudaki-Kitromilides, “And 1o P€6vuvo otn Bevetia”,
op.cit. (n. 5), 421.
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Fig. 9. (a) Left: Detail of Fig. 1. (b) Right: Venice, Museum of the Hellenic Institute. The Samaritan woman (detail ), work of
Emmanuel Tzanes Bouniales, 1689.

There are also some figures that might have been
drawn from western works. The midwife holding the
newborn in her arms, for example, could have been in-
fluenced by the engraving of Pieter Jalea Furnius “The
Three Fates” (1570)°'; in addition, the posture of the sec-
ond maidservant waiting to offer Anna an extra tray of
food is reminiscent of some feminine figures in Cornelis
Cort engravings, such as, for example, “The Birth of the
Virgin” (1578) or “The Last Supper” (1578)%; the maid-
servant holding a bottle, just under the column of the
portico, is also quite similar, in my view, to the repre-
sentation of “Religion” in the engraving of Johan Sadeler
I (Fig. 10 a and b)%,

Western influences have also been pointed out in some
other icons of Constantine; a characteristic example is

% Huidobro - Gonzilez Negro, El arte del grabado flamenco,
op.cit. (n. 51), cat. no. and fig. 37 p. 45.

%2 Strauss, The Illustrated Bartsch, op.cit. (n. 51), no. 20-1I (45) p.
28 and no. 76-11 (89) p. 92, respectively. M. Constantoudaki-Kitro-
milides, arguing in favor of the possibility that Constantine might
have seen some engravings of Cornelis Cort, points out some more
examples. See Constantoudaki-Kitromilides, “Ané 10 P€Buuvo
ot Bevetia”, op.cit. (n. 5), 425-426 note 40.

93 W. Strauss (ed.), The Illustrated Bartsch, 70/3, Johan Sadeler I,
New York 2003, n. 084 p. 285-286.
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the figure of Maria Magdalena in the icon kept in the
Museum of the Hellenic Institute in Venice. The arche-
type of Maria Magdalena has been convincingly traced
to the “Pieta” of Correggio (ca 1522) and to the Johan
Sadeler I engraving “The Three Women at the Tomb”*,
The elaborately made wooden furniture in the lower
right part of the icon (Fig. 1), might also have been drawn
from western engravings; the Johan Sadeler I engraving
“Arithmetic”%, for example, could have been used by
Constantine as a prototype, in my view. Nevertheless,
elaborately made wooden furniture, such as that in the
Phiskardo icon, is also found in the Theodoros Poulakes
icon depicting the Birth of the Virgin (17th century) in

% 'W. Strauss (ed.), The Illustrated Bartsch, 70/1, Johan Sadeler
I, New York 1999, n. 217 p. 270-271. See, also, Drandakis, ‘Euua-
vovnd TEave Mmovvialii, op.cit. (n. 7), 105, pls 44a-b (point-
ing out the similarity to the painting of Correggio). Chatzidakis,
Icones, op.cit. (n. 6), cat. no. 123 p. 142, pl. 65 (pointing out the
similarity to the engraving of Johan Sadeler I). Rigopoulos, Og-
08wog IMovAdxng, op.cit. (n. 5), 185. Constantoudaki-Kitromi-
lides, “And 10 PéBupvo oty Bevetia”, op.cit. (n. 5), 425 notes 36
and 37, figs 6a and 6b. On the influence of Johan Sadeler I on
Constantine, see, also, Rigopoulos, ®eddwpog ITovAdxng, op.cit.
(n. 5), 185-186.

%5 Strauss, The Illustrated Bartsch, op.cit. (n. 63), n. 508 p. 111-112.
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Fig. 10. (a) Left: Detail of Fig. 1. (b) Right: Stuttgart, State Gallery. Religion (detail), engraving of Johan Sadeler I.

the Kanellopoulos Museum in Athens (Fig. 7)%, and in
the icon “Saint Alexius the Man of God” (end of the 17th
century), a work of Stephanos Tzankarolas kept in the
Monastery of Antivouniotissa, Corfu®’.

In conclusion, Constantine Tzanes Bouniales, who paint-
ed the icon of the Birth of the Virgin in 1676, at the re-
quest of Anastasios Antypas and his brother Eustathios,
in general follows the iconography of the subject, as it
was developed in the late Byzantine period, but he makes
different choices; Anna is placed on the right part of the
composition, while the table with food and the red cur-
tains joining the roofs of the buildings are omitted. In ad-
dition, being aware of the iconography tendencies of his

% On Flemish influences in the work of Theodoros Poulakes, see,
in particular, Rigopoulos, ®ec8wpog ITovidxng, op.cit. (n. 5). Ri-
gopoulos, PAauavdixés emidodoeig, op.cit. (n. 7), 149-161.

7 Vocotopoulos, Eixdves tijc Keoxvpag, op.cit. (n. 6), cat. no. 128
p- 160, figs 64 and 301. Chondrogiannis, The Antivouniotissa Mu-
seum, op.cit. (n. 7), 126-129. On Flemish influences in the work
of Stephanos Tzankarolas, see Rigopoulos, ®Aauavdixés emidod-
oz, op.cit. (n. 7), 172-175 (especially 174-175, regarding the icon
“Saint Alexius the Man of God”).
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era and seeking their enrichment, Constantine increases
the number of servant girls to seven, chooses to add the
canopy with the red curtains behind Anna’s bed, and
places the newborn Mary not in a cradle, but in the arms
of the midwife. In addition, some iconographic details, as
for example the floor paved with red and white rectangu-
lar slabs, seem to have drawn from icons of his brother,
Emmanuel. Finally, other elements of the Phiskardo icon
have probably been influenced by western engravings, in
particular those of the Sadeler family; that choice was rea-
sonable, since the Sadeler family is known to have the mo-
nopoly of the production and distribution of engravings
in Venice®, where Constantine spent much of his life.
Taking all this into account, it is obvious, as has al-
ready pointed out®, that Constantine is a good painter,
but also an “eclectic” one; his eclecticism, however, is
not surprising for a painter who spent much of his life in

% Rigopoulos, PAauavéixés emdodosig, op.cit. (n. 7), 20-22.

% Constantoudaki-Kitromilides, “Ané 1o PéBvuvo oty Bevetia”,
op.cit. (n. 5), 426-428. See, also, Moschopoulos, Kepalovid, op.cit.
(n. 5), 217 (P. L. Vocotopoulos). Vocotopoulos, Eixdves tiic Keo-
xvUpoag, op.cit. (n. 6), 123.
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ICONOGRAPHIC REMARKS ON AN ICON OF CONSTANTINE TZANES BOUNIALES

Fig. 11. Athens, Helen A. Stathatos Collection. The Birth of
the Virgin, work of Victor, 1674 (possibly bearing the forged
signature ).

Venice, painting in the western style, but who was also
expected to meet the needs of some Greek patrons, as is
the case of the Phiskardo icon.

It is noteworthy that the icon of 1681, depicting the
same theme, in terms of the iconographic details cho-
sen, their arrangement, the postures of the figures etc.,
(see above Fig. 3) is very similar to the Phiskardo icon
(1676). In the most recent work of Constantine, howev-
er, the background buildings are slightly different, the
floor is not paved with red and white rectangular slabs,
while the elaborately made wooden furniture is omitted.
Moreover, the newborn Mary is naked, while the mid-
wife holds the baby with her left hand, but also feels the
water’s temperature with her right hand. Therefore, in
his icon of 1681 Constantine appears to have succeeded
in the enrichment of the iconography furthermore.

This study did not manage to give a satisfactory an-
swer regarding the possible prototype of the Phiskardo
icon. Some iconographic details, of course, could have
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Fig. 12. Athens, Benaki Museum (inv. no. 33336 ), Andreas
Xyngopoulos Portfolio (£ 16 1). The Birth of the Virgin, work-
ing drawing, 18th century.

been drawn from icons of Theodoros Poulakes and Elias
Moskos, who were active in Cephalonia”. The example
most similar to the Phiskardo icon, however, is the Birth
of the Virgin icon in the Helen A. Stathatos Collection”!,
a work of 1674 bearing the -probably forged- signature
of the painter Victor (Fig. 11)™% In spite of the differences

" For Theodoros Poulakes, see Konomos, ‘H yototiavixi) t€xvn oty
Kepatovid, op.cit. (n. 5), 16, pl. 65-72, figs 36-43. Moschopoulos, Ke-
galovid, op.cit. (n. 5), 216 (P. L. Vocotopoulos). Chatzidakis - Dra-
kopoulou, “EAAnves Zwyodgot, op.cit. (n. 5), 306. For Elias Moskos,
see Konomos, ‘H yototiavixi) téxvn oty Kepaiovid, op.cit. (n. 5),
15-16. Moschopoulos, Iotopia g Kepalovidg, op.cit. (n. 13), 157,
220-221. Moschopoulos, Kepaiovid, op.cit. (n. 5), 211 (A. Paliouras).
Chatzidakis - Drakopoulou, “EAAnves Zwyodgot, op.cit. (n. 5), 198.

' Xyngopoulos, SvAioyii EAévng A. Stabdtov, op.cit. (n. 6), cat.
no. 11 p. 13-14, pl. 11.

> M. Chatzidakis, “EAAnves Zwyodgot ueta v Alwon, 1, Ath-
ens 1987, 199, icon no. 7. See, also, Vassilaki, Working Drawings,
op.cit. (n. 58), cat. no. and fig. 261 p. 292.
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existing between the two icons, Anna, Joachim and the
newborn Mary are depicted in the same way; moreover,
the sculptural decoration of the background buildings
is quite similar, and the number of the servant girls is
increased in both icons. Thus, it would be reasonable, at
least, to accept that the two icons, which were painted
almost at the same time (1674 and 1676, respectively),
belong to the same iconographic tradition.

The view, according to which Constantine simply used
the same details in a selective way, without drawing on a
specific prototype’, might be close to the truth; the same,
as well, has been pointed out about his brother, Emman-
uel, who often drew on many engravings depicting the
same subject in order to form his own composition™. In
any case, the possibility this prototype of the Phiskardo
icon will be found in the future cannot be excluded.

Be that as it may, there is, in my opinion, a working
drawing (anthivolon) that, in terms of the iconography,
is very similar to the Phiskardo icon; that is the 18th
century working drawing from the Andreas Xyngopou-
los Portfolio, with dimensions 42,7x31,8 cm (Fig. 12)7.
Although the similarity between the Phiskardo icon and

7 Constantoudaki-Kitromilides, “Ané to P€Buuvo ot Bevetia”,
op.cit. (n. 5), 426.

7+ Leontakianakou, “TTagatnofoeis”, op.cit. (n. 7), 284.

7> Inv. no. 33336 (Z 161). Vassilaki, Working Drawings, op.cit. (n.
58), cat. no. and fig. 261 p. 292.
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the drawing is obvious, in terms of the iconographic de-
tails chosen, their arrangement, the postures of the fig-
ures etc., it is not easy to decide if the working drawing’®
was based on the Phiskardo icon or on another, perhaps
earlier, icon that was used as a prototype not only by
Constantine, but also by the drawing maker.

More research in the future will probably shed some
light in these questions. Whatever the truth is, however,
Constantine Tzanes Bouniales succeeded in offering us a
remarkable icon, which vividly conveys the joyful mes-
sage of the Birth of the Virgin.

 For the way working drawings were produced, see Vassilaki,
Working Drawings, op.cit. (n. 58), 20, 23-24.

Illustration credits

Figs 1, 2, 9a, 10a: Archive of the Ephorate of Antiquities of Cepha-
lonia. Fig. 3: https://paletaart.wordpress.com/2017/03/25/ (last vis-
it: March 29th, 2020). Fig. 4: Albani, Icons Itinerant, op.cit. (n. 22),
fig. on p. 88. Fig. 5: Rigopoulos, Etxoves tng ZaxivOouv, op.cit. (n.
24), fig. 148. Fig. 6: Rigopoulos, PAauavdixés emidodoeig, op.cit.
(n. 7), pl. 39 fig. 91. Fig. 7: Brouskari, Movogio KaveAlomovlov,
op.cit. (n. 21), fig. on p. 165. Fig. 8 Sythiakaki, Movoeio Ayiag
Auwxateoivng HoaxAelov, op.cit. (n. 36), fig. on p. 88. Fig. 9b: Chat-
zidakis, Icones de Saint-Georges des Grecs, op.cit. (n. 6), pl. 62 fig.
118. Fig. 10b: Strauss, The Illustrated Bartsch, op.cit. (n. 63), fig.
on p. 285. Fig. 11: Xyngopoulos, ZvAloyn ‘EAévns A. Zrabdrov,
op.cit. (n. 6), pl. 11. Fig. 12: Vassilaki, Working Drawings, op.cit.
(n. 58), fig. on p. 292.
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I'edoyrog A. Towpmovrng

EIKONOI'PADIKEZ [TAPATHPHZEIX XTHN EIKONA
TOY 'ENEZIOY THX ©@EOTOKQOY, EPTO TOY KQNXTANTINOY
TZANE MIIOYNIAAH, 1676

H emova tov I'eveoiov g Beotdxrov, £0yo tov 1676,
mov @QuUAGooeTal ot novy Yrmepayiag Oeotdxrouv Di-
oxGpdov KegoaAlnviog, amotelel éva and ta Alya
evutéyopaa £oya Tov Lwyedpov Kwvotavtivov TLA-
ve Mmovviohj (Ew. 1, 2). O Kwvotaviivog, adehpdc
Tou gupUtepa yvmotoU Cwyodgov Eunoavouih TTave
MmouvviaAn, @LAOTEXYNOE TV ewdva VOTEQO Altd TTaL-
oayyehio Tov mEwTOTOTTA AVAOTACLOU AVTUTA KO
tov adehpov tov Evotdbiov, mibavétata uehdv tng
AVAOTEQNS ROVWVIXNE TAENS TOV VNoLoY.

O Kwvotavtivog axohovbel og yeVIrES YOOUUES TO
®oBepmuévo O ard v votepn Bulavtivi tepiodo et-
1OVOYQOPIXG OYHUC, OLOLpOQOTOLElTOL SUWS Ol aVTd
0¢€ eEMUEQOVC AETTTOUEQELES, OTTWC EIVOLL 1) ALTTELUOVLOT TNG
Avvag ot 0eELd Thevpd e 0UVOEONS Rl 1) TOQAAELYT
aTEWOVIONS TG00 Tov TEameloy ue To edéouato 600
%OL TOV ROUKIVOV TOQATETAOUATWYV TOV EVAOVOUV TIC
0Téyec ota aEyLTEXTOVHULOTA TOV BABove. EmumAéov, o
Coyodipog, eviuepog twv eEeAiEewy 0TV eLrovoyoopia
Tov Béuatog watd tov 170 cudva ol EXLOLDOROVTAC
eviote TOV EUTAOVTIONS NG, OVEAVEL TOV aEBUd TV
Bepamavidmy oe entd, TEOYWEEL TNV TEOTONKY EVOC
TOQATETAOUOTOC RAIVNG Ue avoryuéva ta fha, oteQe-
WUEVO OTNV 00PN, TAVM Ol TO ®EERATL TS Avvac,
eV arelroVviCer T wnef Mapio 6y uéoa o hixvo 1 ot
Aendvn AovteoU ahld Oty ayraALld TS nounic.

T T dnuoveyio g drig tov ovvBeong o Kwv-
OTOVTIVOS QAIVETOL TG YONOWOTOLEL, emMIAERTIRG [E-
Bata, ®dmolo elovoypagxd otolxeion amd €oyo Tov
adeh@oU TOV, OTWS TO YUQUXTNOLOTIXG OTIS EVROVEC
tov Eupavounh mhoxrdotomto damedo, eva avtiel xol
otowyelo amd v éyvn g dvtirig Evodnng, evdeyo-
UWEVOC 1E RATOLO TEOTIUNOY OTC YOQOXTIXG TNG OLXO-
vévewac Sadeler (Ewx. 108), n omola, dhMwote, elye to
UOVOTTAALO OYEOOV OTNV TaQAYWYY ®OL dtarivnon yo-
QOXTIXOV VMXOVU ®vplme oty Bevetia, dmov €Lnoe ue-
vyého uépoc g twig tov o Kwvotavtivoe.

H pehét nog ywo tn ovyrexowévny eiova emiPepainos

AXAE MA’ (2020), 323-340

®ATL TOV %ot ToAOLGTEQQ iy emonuavOel, StL dnhadn
o Kovotavtivog eival évag travog xot exhextindg Lm-
voagog, o oroiog Cev oty Bevetia, éva mepiBdAhov pet-
%TO antd RAMALTEYVIRY GITOYT), ROl TEOOUQUOLETOL OTIC
QTTOULTHOELS TNS CUYRERQIUEVNS %GO pod opayyeliag.
v eova tov Proxdpdov o Kmvotavtivog emituyyd-
VEL VO VLoV VOEDEL TOL OTTOL0 OAVELDL OTOLYELD ROLL VO TCL
eEXPEAOEL 0TO UETUPVLAVTIVO EXPEAOTIXRG LOImUQL.

e 6,TL o 0TO0 TLHAVS TEATVITO TOV YONOLUOTTO (-
noe o Kwvotavtivog yio tny ewdva tov Grornddov, 1
SN pog €pgvva dev noTdpeQe Vo dDOEL RATOLOL TTEL-
ot axdvinon. Onwodimote oty ewxova tov Kwv-
OTOVTIVOU WToEel ®avelc va evtomioel emtdpdoels amd
avriotouec ovvhéoeic Tov Hhio Méoxov (Ew. 6) xou
tov Oeddwpeov IMovidxn (Ew. 7). Qotdoo, to mAnot-
€01e00 mapdderyua, mov Bo UTOEOVOoE VO AVTLITAQOL-
BAnBel otv ewdva tov Prordpdov, amotehel (Omg
ewmova g I'évymong g Geotdorov amd 1 ZvAhoyy
™ EAévne A. Ztabdtov, €gyo tov 1674, mov gépeL v
—mBa v TAOOTH- VoY@ Tov Lwyedgov Bixtmoa
(Ewt. 11). TTapd Tic empuéoug dLagpoQEg Tovg ®al Ty
avtioTeo@n dLdTaEn TmV EMOVOYQUELRDV OTOLXEIWV,
0 TP01T0g amGd00NS TV RUQLWV TEOTMTMWY, TNS AV-
vag, tov Ioaxrein xot Tov Beépovg, o YAVTTog dtdno-
OUOS OTO. OQYLTEXTOVHUATA TOV PAOovg, ardun %ol o
avEnuévoc apbude Twv Bepamavidwy, GAo LoQTUEOVV
evOeoUEVWS TNV VITOEEN ®ATOLOC ELXOVOYQAPIXNC TTOL-
0ddoong, otnv omola evidooovtal ot dV0 eLROVES.

Towg telMrd n vTdOeon, OVUPOVA UE TNV OO0 O
Kwvotavtivog rotépuye og eavionata, Ymoic vo €xet
VLAY TOV 1] VO TEOTUNOE VO OVYREXQUEVO TOOTUTTO,
vo elval ToAD ®ovtd oty aAffela, wWioitepa av avao-
AoyLotel xavelg otL vot 0 adehpds Tov Eppavovih ov-
yVa& avthovoe otoyelo Oyl and €va aAhd axd ouvolo
YOQAXTIXAV TOV (Oov Béuatog, ta omoia, €ToL %t ah-
Mg, ovyyévevay mold uetakv tove. O mapamdve mo-
poadoyéc dev amoxrietovy, fEPaia, To YeEYOVOS va. foebel
ueMOVTIXG TO TEATLVITO NG ewrdvag Tov DLordedov.
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FEQPTTIOX A. TZEIMITIOYKHZ

H duwnn nag épevva evidmioe éva avBifolo, To omoio
TOEOVOLALEL TOAMY peyGAn €1rovoyQa@ny ouyYEVELL
ue v ewovae tov Kmvotavtivov. TTodxettal yio to
avBiBolo ue aptB. 33336 (E 161) and T Zvhhoyi Tov
Avdpéa Zuyyémoviov (Ewr. 12), To omolo ypovohoyel-
tot otov 180 awdva. H opotdtnta avdueoa oty ewxo-
va ®al 010 avBiPolo —wg wEOg TV ETAOYY] TOV ELXO-
VOYQU@LXMDY OTOLYEIWYV, TN OLATAEN TOVS, AXOUA KoL 1O
TTOOC TIC OTAOELS KO TLS KIVNOELS TMV TTQOOMTTWYV- (VAL
mEo@avic. QoTd00, deV WITORE! HE ALOPAAELOL VO VITO-
omoydel av 1o avBiBoro mapdyOnxre amd v ewdva
tov Kovotavtivov 1 and rdmola dAA) -G yvmotn o€
eUac- emdva, TEMUAETERT TNG EEVag Tov Prorddov,
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N omolia, evOeYOUEVIG, YONOWOTOLON®E WS TEATVTTO
1600 and Tov Kmvotavtivo 600 ®al amd Tov dnuiove-
v6 T0v avOISlov.

H perhovtinn éggvva evdeyouévme vao ddoeL mepLo-
00teQeg amavtioels. Omowo ®oL av eival 1 TQOYUOTL-
®OTNTA, TAVTWS, PEPato elvar 6Tl 1 ewova tov Kwv-
otavtivov TCave Mmovvial) pog xaoLoe £va €00 TOU
UETOOIOEL UE TOQAOTATIXOTNTA KL CWVTAVIO TO YOQ-
uwéovvo upvoua e F'évvnong tneg G@eoténov.

Ao Apxaioroyos
Yrovoyeio I[MoAttiouov xar AOANTIOUOU
gtsimpoukis@gmail.com
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