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Angeliki Katsioti

GAZING BEYOND EARTHLY REALITY:
A RECONSIDERATION OF THE WALL PAINTINGS AT ASKETARIO
ON THE ISLAND OF CHALKI, DODECANESE

Me agooui] véa otoLyeia IOV TOOEXVYAY, ETTLYELQEITAL
1N avabe®donon TwV TOLOYOUPLHY TOV AoXNTAQLOU
ota Keldid, otn XdAxn Awdexavioov. 2ty taodota-
01, OTO XOIAWUC TOV SLAUOQPAVETAL EV ELOEL aidag
aTov Bodxo, 1 CVUVATELXROVION TWV ayiwV PavoTov ko
Knovxov ue tov Xp10to Eupoavovil uetasv twv apyay-
YEAWV aOTEAEL E1xOVOYQQELXY] ETLAOYY OV Oa umo-
oovoe va ovvoebel ue v xomtixy tExvn e AAeEdv-
ooetag. H oyéon avt, o€ ovvOVOoUO UE TO LOTOQLKA
yeyovota, 08Nynoe T X0OVOAOYNO1 TOUS OTO OEUTEQO
ULoo Tov 70V — apyés tov Sov aidva xai tnv mbovi
TOOEAEVON HATOLWY ATO TOVS OVAXWOENTES, [OWS Xl
0V {wyodeov, amo v Alyvmto.

A€Eerg nheldLa

70¢-80¢ aitwvag, 90¢-100¢ aLdvag, ToL0YOUPIES, XOTTIXT] TE-
xvn, euxovoyoapia, dyios Pavotog, dyios Knovxog, Awde-
rxavnoa, Xdixn, Ale&dvdpeia.

Asketario is located on the island of Chalki, to the
west of Rhodes, in the precipitous, isolated area of Kel-
lia, invisible from the sea. The place name itself clearly
indicates a retreator locus of hermits. The Asketario
consists of two spaces, a cave for communal worship, and
further down a chapel projecting from a hollow on the
rock face. The rest of the cave above, separated from the
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21N yAvxid avauvnon ths Houds uov

In this paper are revisited the wall paintings of the
Asketario at Kellia on the island of Chalki, Dodeca-
nese, through the presentation of new evidence. No-
tably, in the scene of the cavity of the rock formed
as apse, the presence of Saints Faustus and Kerykos
with Christ Emmanuel flanked by archangels reveals
possible ties with the Coptic art of Alexandria. Simi-
larities with Coptic art, combined with the historical
background, point to a date in the second half of the
7th — beginning of the 8th century and suggest that
certain hermits, maybe and the painter, came from

Egypt.

Keywords

7th-8th century; 9th-10th century; mural paintings; Coptic
art; iconography; Saint Faustus; Saint Kerykos; Dodeca-
nese; Chalki; Alexandria.

“sanctuary” by a wall, may have served as a habitation.

The murals of Asketario have recently been the sub-
ject of a study!, which revised the initial assignment of
the frescoes to the 9th-10th century? proposing an Early
Byzantine date instead. However, it is our content that
these paintings must be reviewed in another context. In
the light of new information concerning iconographic

Bitha, Dr Nikos Mastrochristos for their assistance during various
stages of this study.

I' M. Sigala, “To. KeAhd tng Xdiung Amderavioov. H yoovols-
YNON TV TOL0YQAPLOV xaL | onuacio tovg”, DChAE 30 (2009),
149-158.

2 E. Kollias, “Ta. Awderdvnoa”, Awdexdvnoa, Rhodes 1995, 21.
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Fig. 1. Chalki, Asketario, chapel, first layer. A military saint,
ca. 700 — first quarter of the 8th century.

choices, will attempt their reevaluation in association
with the history of the region.

A. Katsioti, “Ov malodtepeg Toroyoapies tov Ayiov F'ewoyiov
tov [Marwtov ot Mahldva tg Pédov: TMapatnonoes oty
wyvn Tov 1lov awdva ota Amderdvnoa”, DChAE 23 (2002),
116, 118.
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Fig. 2. Chalki, Asketario, chapel, second layer. Saint Andrew,
9th-10th century.

Iconographic Programme

The publication of the wall paintings of Asketario makes
an extensive description of the tiny monastic establish-
ment and its mural repertory and allows us to skip the
descriptive part; it is thus possible to proceed directly to
a series of observations.

The sparse fragments of paint indicate two successive
layers low in the southeast corner of the chapel. The older
one, chiselled and almost effaced by salt incrustations,
represents a full-figure headless military saint holding a
spear and wearing a tunic belted at the waist, decorated
with circular pearl-studded ornaments (Fig. 1). To the
second layer belongs the very worn head with dishevelled
hair belonging to an originally full-figure St Andrew
(ANAPEAC) on a red field framed by a three-coloured
band, at the lower tier of the front of the apse (Fig. 2).

In the southern part of the cave above the chapel (Fig.
3), a single, worn painting layer preserves a youthful

AXAE MB’ (2021), 33-56



A RECONSIDERATION OF THE WALL PAINTINGS AT ASKETARIO, CHALKI

Fig. 3. Chalki, Asketario, cave. Christ Emmanuel between archangels, Saints Faustus and Kerykos, ca. 700 — first quarter of the
8th century.

Christ (+EMANOYHA) with curly hair, holding a cross-
bearing staff, a symbol of triumph. He is flanked by two
angels of which only the left one (+MIXAHA), with
blond curly hair, survives, turning towards the Christ;
of Gabriel only part of the halo and the hagionym ([T']
ABPIHA) are left. Michael is accompanied by two fron-
tal saints. At the edge stands the young and curly-haired
[KH]JPIKOC holding the martyr’s laurel crown and St
Faust[us] (+AT'TOC ®AOYCT) depicted as a bearded
older man holding a gem-encrusted book. At the upper
tier, on a white ground spreads a band of foliate periodi-
cally interrupted by dark flowers.

AXAE MB’ (2021), 33-56

Observations on the Iconography

The features of the composition inside the cave, such as
the Christ Emmanuel between archangels®, a kind of Epi-
phany* with the representation of martyrs as spiritual

3 The representation of Christ flanked by archangels is very com-
mon in the apse in Coptic churches, G. van Loon, The Gate of
Heaven. Wall Paintings with Old Testament Scenes in the Altar
Room and the Hurus of Coptic Churches, Istanbul 1999, 76, 82-83.
* In the case of Coptic murals the emphasis on the holy nature of
Christ was supported by exegesis, something accentuated and preserved
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ancestors and models for the monks, the offering of
wreaths by the martyrs, given their importance in Early
Byzantine worship, and the young beardless Christ and
archangel clad in white tunics with orange clavi and
white himatia®, these are all encountered across broad
geographical areas in the Byzantine empire. Many of
them are of Eastern provenance.

Before proceeding on stylistic issues, the presence
and choice of the two saints Kerykos and Faustus have to
be considered (Fig. 4). To date, in the publication Faus-
tus has not firmly identified, whose features denote a
mature presbyter, nor suggested an explanation for his
association with Kerykos, as the two saints seem to have
little in common. It is clear that a fresh look is required
into this unique pairing, which may provide evidence for
the source of these murals.

We know of a beardless martyr Faustinus, whose most
characteristic representation is found in the catacomb
of Generosa in Rome. There, the enthroned Christ is
flanked by four saints, Simplicius, Faustinus, Beatrix
and Rufinianus, all holding the wreath of their martyr-
dom. A nearby basilica church is also dedicated to them.
The painting from the catacomb has been dated to ca.
682-683, when Pope Leo II ordered the relics of three of
the martyrs of Generosa to be translated to the church
of Saint Bibiana® Faustus is otherwise unknown to Byz-
antine iconography. It is therefore reasonable to assume
that the name encountered in Chalki is a Hellenization
of the Latin original’, but its rare occurrence in the East
is worth reviewing® One of the best-known lamp makers
in the time of Augustus signed his products as FAVSTI
or FAVST. It is thought that he moved to the East, prob-
ably Petra or Egypt, since some of his lamps have been
discovered in Cyprus’. A slightly different version occurs

by Monophysitism, A. Mantas, To eixovoyoagix0O mEOyoQuUuUa
100 ig00D Briuatog TV ueoofulavriviry vadv tig EALdSog (843-
1204), Athens 2001, 121 note 3. On Epiphany see A. Bergmeier,
Visionserwartung: Visualisierung und Prisenzerfahrung des Gottli-
chenin der Spitantike (Spatantike — Friihes Christentum — Byzanz /
Reihe B: Studien und Perspektiven), Wiesbaden 2017.

5 On all these see Sigala, “Toa KeAld”, op.cit. (n. 1), passim.

¢ S. Piazza, Pittura rupestre medievale. Lazio e Campania setten-
trionale (secoli VI-XIII), Rome 2006, 100-102, pl. 25b.

7 Sigala, “Ta Kehhid”, op.cit. (n. 1), 154.

8 For more examples, Sigala, “Ta Kehld”, op.cit. (n. 1), 154.

° Branching of the workshop is a possibility. D. M. Bailey, A
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in the Dodecanese. It appears on an inscription next to
the name of a contemporary bishop, one Ioannes, cut
into an Early Christian marble column reused in the
catholicon of Saint Michael Panormitis on the island
of Symi'®. Also, under the variant Faustinus, perhaps a
diminutive, is commemorated one of the mosaicists of
Saint Anastasia at Arkassa in Karpathos, dated precise-
ly to AD 555'.

As St Faustinus of the Western calendar is shown as
a beardless youth, the middle-aged priestly Faustus hold-
ing a book at Asketario points to a different direction
and the suggested link to the Western saint and Ravenna
should be forgotten'.. However, two more saints with
the same name were priests martyred in Alexandria'’,
The first Egyptian Faustus was martyred with ten com-
panions in AD 250, under Decius and the second with
many more in AD 311 under Galerius. The martyrs of
250 are commemorated on 6 September according to the
Synaxarium ecclesiae Constantinopolitanum; while the
feast day of those of 311 is celebrated on 26 November.
It has long been suggested by past scholarship!* that the
two Fausti, each a martyred presbyter leading a group
of less-known companions, were merged or one was left
out of the Synaxarium because they were too similar.

Catalogue of the Lamps in the British Museum, 11. Roman Lamps
Made in Italy, London 1980, 95. Idem, A Catalogue of the Lamps
in the British Museum, IV. Lamps of Metal and Stone, and Lamp-
stands, London 1996, 96-97.

10 Located next to the cathedra, D. Chaviaras, “vALoyi yoloTLo.-
VROV ETLYQOPMY XA TEQLYQUPY] YOLOTIOVIXDV BGLOYALOTHTMV.
B’. Njoov XVung”, Vizantijski Vremenik XIX (1912), St Peters-
burg 1915, 168-169.

1 G. Jacopich, Edifici bizantini di Scarpanto, Mosaici ed iscri-
zioni, Rhodes 1925, 35, fig. 36 (fac-similé); S. Pelekanidis — P. Atza-
ka, Zvvrayua t@v xadatoyototiavixdy Yyneidwtdv Samédwy Tig
‘EAradog, 1, Nnowwtixn EAAdg, Thessaloniki 1974, no. 3, 60, pl
21. G. Kiourtzian, “Inscriptions chrétiennes de Karpathos”, Cah Arch
58 (2019-2020), 73-98 with further examples.

12 For a corpus of examples see, Sigala, “Ta Kelld”, op.cit. (n. 1),
157-158.

13 On saint Faustus see A. Papaconstantinou, Le culte des saints en
Egypte. Des Byzantins aux Abbassides. L’apport des inscriptions et
des papyrus grecs et coptes, Paris 2001, 214. A third saint Faustus,
also martyred at Alexandria, was an older person; thus, his icono-
graphic features are not relatable to those of the middle-aged saint
at Asketario.

14 H. Delehaye, “Les martyrs d’Egypte”, AnBoll 40 (1922), 83.

AXAEMB’(2021), 33-56
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'l

Fig. 4. Chalki, Asketario, cave. Saints Faustus and Kerykos (detail of the Fig. 3).

AXAE MB”(2021), 33-56
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Indeed, Eusebius writes at length on the presbyter Faus-
tus, martyred together with Peter, bishop of Alexandria;
he dates his martyrdom under Diocletian'. At any rate
much confusion prevails in the ecclesiastical tradition
and the calendar of the Alexandrian saints'®.

The case with St Kerykos seems different, at first
glance. The best known saint of that name was martyred
in childhood alongside his mother Julitta in Cilician
Tarsus under Diocletian. His cult, with or independ-
ent of his mother, was widespread in various regions,
including the Dodecanese. In a recent study!’ provoked
by the depiction of St Kerykos at Asketario, all the in-
formation regarding the dissemination of his cult in the
nearby islands was collected'®, including hints for the
coastline of Asia Minor that for centuries was the hin-
terland of the islands. Interesting aspects of the saint’s
cult in the Dodecanese were revealed by the unknown
details of an inscription from the focus of his cult in the
Bozburun peninsula near Cnidus, which formed part of
the Rhodian Peraia.

However, does the saint’s iconography at Asketar-
io, child or adolescent with the wreath of martyrdom,
point to this particular Kerykos? Looking for evidence
of his cult in the same geographical area as St Faustus,
i.e. in Egypt, we find alongside —or replacing— Kerykos,
a particularly popular saint called Kyriakos. Moreover,
the saint is mentioned in the bibliography of Coptic
monuments as K YPI(A)KOZX since he appears either as
Kyriakos or as Kerykos, both in painting and on other
finds!. The confusion increased as in Coptic texts saint

15 Hist. eccl. VI, 40,9; VII, 11; VIII, 13,7, Eusebius Werke, 11. Die
Kirchengeschichte 111, ed. E. Schwartz, [Die griechischen christli-
chen Schriftsteller der ersten [drei] Jahrhunderte (GCS) I1X], Leip-
zig 1909, 116.

1© H. Delehaye, Les origines du culte des martyrs, Brussels 21933,
216-217, 219.

7' A. Katsioti — N. Mastrochristos, “The Cult of Saint Kerykos in
the Dodecanese: The Evidence of the Rhodian Peraia”», Karia and
the Dodekanese. Cultural Interrelations in the Southern Aegean,
1L. Early Hellenistic to Early Byzantine, eds B. Poulsen — P. Peder-
sen — J. Lund, London 2021, 247-254.

'8 On the probable depiction of saint Kyrekos in the Early Christian
basilica of the same name at Vathy, Kalymnos, see, M. Kappas — K.
Kefala, “Across the Waves. Early Christian Paintings on Kalymnos
and Karia”, Karia and the Dodekanese, op.cit. (n. 17), 258-260.

19 Papaconstantinou, Le culte des saints en Egypte, op.cit. (n. 13),
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KYPI(A)KOX acquires either the appearance of a child
or a man, a martyr and ascetic?’. The representation of
St Geriakos (Kyriakos) with the features of a child or
young adolescent, in chapel LI at Bawit is typical®’. In a
Bawit inscription, in chapel XIX, he is labelled presbyter
(priest): IPECBHTEPOC + KYPIEKQ[CJ?, while in
chapel LII he is KHPIKOC martyr. Beardless St Kyri-
akos is represented in the Bawit LVI chapel®. Cases of
identification or fusion of saints are not unknown in
the Coptic calendar®. However, in the Coptic calendar,
alongside St Kyri(a)kos exists the young martyr Kerykos.
Insisting further on the possible merging of Kyri(a)kos
and Kerykos, perhaps the delay in the inclusion of his
mother Julitta in ecclesiastical texts® contributed to
the confusion, as did the fact that both saints are often
mentioned separately, and independent of each other?.
Conversely, in Byzantine iconography and hagiography
Kerykos and Kyriakos are clearly distinct saints. Kyriakos

132-134, where he has been recorded as Kvoux(ov) (Kyrikou),
Kéoarog (Kerakos), Kvotax(ov) (Kyriakou), moeof(vtepog) vama
Kuouxos (presbyter father Kyrikos), Kdoaxog (Karakos), etc. See
esp. D. M. Bailey, A Catalogue of the Lamps in the British Museum,
III. Roman Provincial Lamps, London 1988, 108, for the inscription
Kyrekos or Kyriakos on a Egyptian lamp dated ca. 500-650; both
readings are equally possible. Papaconstantinou (op.cit.) cites two
more inscribed lamps; tov ayiov Kvotaxds (belongs to saint Kyria-
kos) and dma Kvouxdg (father Kyrikos). Cf. the inscriptions at Bawit
where the saint also occurs as Kvpaxogs (Kyrakos), Keoiayag (Keri-
agos), Kijoixog (Kyrikos) in J. Clédat, Le monastére et la nécropole
de Baouit, notes mises en ceuvre et éditées par D. Bénazeth — M. H.
Rutschowscaya, t. 2, fasc. 2 (MIFAO 111), Cairo 1999, 406 (index).
20°S. Grébaud, “Les miracles de saint enfant Cyriaque”, ROC 8
(1913), 421.

21 J. Cledat, Le monasteére, op.cit. (n. 19), 112-113, figs 105, 107, O
AT'IOC AIIA TEPIAKQC.

22 J. Cledat, Le monastére et la nécropole de Baouit, t. 1, fasc. 1 et
2 (MIFAO 12), Cairo 1904, 111.

2 Cledat, Le monasteére, op.cit. (n. 19), 158, fig. 144.

24 Like the example of saint Fevronia, who was merged with an
anonymous martyr from Egypt in an attempt to “egyptianise”
and foster her cult. St Davis, “Variations on an Egyptian Female
Martyr Legend: History, Hagiography, and the Gendered Politics
of Medieval Arab Religious Identity”, Writing “True Stories”. His-
toria and Hagiographers in the Late Antique and Medieval near
East, ed. A. Papaconstantinou, with M. Debié and H. Kennedy,
Turnhout 2010, 214.

25 Delehaye, Les origines, op.cit. (n. 16), 167-168.

26 Papaconstantinou, Le culte des saints, op.cit. (n. 13), 134.

AXAEMB’(2021), 33-56
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is represented®” —although not often— as the saint of that
name best known to Byzantine hagiographic literature,
who became an anchorite in Egypt between 449 and
556/57 honoured on 29 September.

Even in the case of confusion between Kyrekos and
Kyri(a)kos in the Coptic iconography, however, there is
no clear link between Sts Faustus and Kerykos/Kyriakos
appearing together at Asketario. Assistance comes from
the Synaxarium, where it is mentioned that 6 September
is the feast day of Faustus and Kyriakos (two Kyriakoi
are named, the companion of the blessed Faustus and
Kyriakos demotes), martyred together in Alexandria un-
der Decius?®. However, it is uncertain whether the cult
had taken hold in Constantinople; or how it emerged,
directly or indirectly, in hagiography and iconography.

Thus, the proximity of the two saints at Asketario on
Chalki appears independent of developments on main-
land Greece, and there are no particular iconographic
ties to monuments in Ravenna or elsewhere in the West as
been suggested”. Of course, the iconographic choices at
Asketario could be explained by Constantinopolitan influ-
ence; however, as will be seen below, stylistic considerations
also lead us to the East. Obviously, the presence of the two
saints does not represent a local (Dodecanesian) tradition
but a choice of saints from elsewhere; it is thus proposed
that the decoration at Asketario points to some tie with the
Egyptian calendar, leading to certain interesting thoughts.

Investigation, mostly of Late Antique Alexandria in
whose archaeological sphere the two martyrs belong, has
shown that in the neighbourhood of Pharos, already at
the time of the Arab conquest were known two church-
es, dedicated to the Holy Wisdom and Saint Faustus®.

27S. Tomekovié, Les saints ermites et moines dans la peinture murale
byzantine (Byzantina Sorbonensia 26), Paris 2011, 48-49, with a full
description of saint Kyriakos’ iconography. Just for the Dodecanese,
representative examples are the saint’s 15th century depiction in the
church of Zoodochos Pege at Stelies, Sianna, and in the katholikon of
the Patmos monastery of the 17th century (both images unpublished).
% Synaxarium CP, 22. Delehaye, “Les martyrs d’Egypte”, op.cit.
(n. 14), 83.

¥ Sigala, “To, Kehlid”, op.cit (n. 1), 157.

30 A. Butler, The Arab conquest of Egypt and the last thirty years
of the Roman dominion, Oxford 21978, 389. For Late Antique
Alexandria see also Ch. Aas, Alexandria in Late Antiquity. Topog-
raphy and Social Conflict, Baltimore — London 1997, particularly
the final chapter.

AXAE MB’ (2021), 33-56

The reference seems reliable and has a context as, a lit-
tle earlier, during the Persian invasion of 616 ten other
churches are mentioned in relation to those of the 4th
century. Five of them must have been built in the 5th-6th
centuries, among them Saint Faustus. In the 7th century,
both John of Nikiou and John Moschos add the informa-
tion that a xenodochium (hospice) existed between Saint
Sophia and Saint Faustus, near Pharos®. The pilgrim
from Piacenza in North Italy (ca. 570) visited the tomb
of the martyr®, although the identity of the person bur-
ied cannot be confirmed®. We also do not know whether
St Kyriakos was also venerated at the same site, although
as they were martyred together this is not unlikely. The
scarce reports on the cult of St Faustus indicate that did
not travel far from the city boundaries. A lamp in the
collection of the Benaki Museum inscribed TOY AI'IOY
(®)AYCTOC? probably was dedicated to one of his
shrines. It could also be suggested, indirectly, from the
observed fluctuations in the popularity of other saints®,
that the cult of St Faustus was constrained by the strong
Chalcedonian presence in large urban centres like Al-
exandria, the second in importance city in the empire.

We have more information for churches dedicated to
St Kyriakos*, and the relative spread of his cult can be in-
ferred from his churches in Saqgara, Gebel el Teir, Bawit,
and Esna®. The numerous suburban monastic centres
multiplied from the end of the 4th and through the Sth

31 John Moschos, “Spiritual Meadow, cap. 105 and 106”, PG 87.3,
col. 2961C and 2965A, tr. J. Wortley, Kalamazoo 1992, 83 and
85. Generally on the churches, J. McKenzie, The architecture of
Alexandria and Egypt, c. 300 BC to AD 700, New York — London
2007, 236-321.

32 Delehaye, Les origines, op.cit. (n. 16), 219 (Ibi enim requiseit sanc-
tus Athanasius, sanctus Faustus... et alia multa corpora sancto-
rum). Pélerin de Plaisance Itin. 45.5, Milani, 226-227. See also, The
Piacenza Pilgrim, Travels from Piacenza, 20, trans. J. Wilkinson,
Jerusalem Pilgrims before the Crusades, Whiltshire 22002, 149-150.
3 Papaconstantinou, Le culte des saints, op.cit. (n. 13), 201.

3 K. Loverdou-Tsigarida, “Eveniypa.got xomtixol Adyvol tod
Movogiov Mmevaxn”, DChAE 6 (1970-1972), 135, pl. 42 a2;
Papaconstantinou, Le culte des saints, op.cit. (n. 13), 200.

3 A. Papaconstantinou, “The cult of saints: a heaven of continuity
in a changing world?”, Egypt in the Byzantine World, 300-700, ed.
R. S. Bagnall, Cambridge University Press 2010, 359.

% The cult of saints, https://cultofsaints.history.ox.ac.uk/, under
the name Kyriakos.

3 Papaconstantinou, Le culte des saints, op.cit. (n. 13), 393, index.
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Fig. 5. Chalki, Asketario, cave. Christ Emmanuel and archangel Michael (detail of the Fig. 3).

century onwards, but in the second part of the 6th their
role increased in importance in the outskirts of settle-
ments. After the Arab conquest of 646 and the resulting
social transformation of Egypt, urban and rural sanctu-
aries declined and monasteries came to the fore, develop-
ing into centres of the cult of martyrs and their relics®,
the only real influence over the Christian populations in
Egypt. Churches and monasteries were an integral part
of the religious identity urban centres, important for the
local economy and part of the communal subconscious.
Thus local saints, often unknown beyond the bounds of
their city, sometimes speedily sinking into oblivion, were

¥ E. Wipszycka-Bravo, “Le monachisme et les villes”, TM 12
(1994), 10-14, 22. Papaconstantinou, “The cult of saints”, op.cit.
(n. 35), 352-354.

40

part of a pyramid crowned by those of wider significance,
familiar and popular throughout the land®.

In the iconography of the cave at Chalki, the trium-
phant Christ of the heavenly church is greeted by arch-
angels clad in white and by martyrs, the representatives
of the terrestrial Church presented to Christ by the arch-
angels (Fig. 5). Their role as intercessors is emphasized
by their gestures in presenting the martyrs, thus stressing
the triumphal character of the scene*’. The compaction of
subjects like the Theophanic vision with the representation

3 Ibidem, 363.

40 For the concept of the deesis/intercession, particularly in later
times, see mainly A. Cutler, “Under the Sign of the Deesis: On the
Question of Representativeness in Medieval Art and Litterature”,
DOP 41 (1987), 145-154.

AXAE MB’ (2021), 33-56
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of full-length saints is probably due to the limited space

available in the rocky cavity. The pictorial vocabulary is
familiar not only to Coptic art but throughout the Medi-
terranean before Iconoclasm*!. Among the iconographic
comparanda of Coptic art, are the textile with Christ
Emmanuel flanked by two angels (6th century) at the
Louvre*, or the mural from the Red Monastery at Sohag
(ca. 7th century) (Fig. 6)*. The considerable importance
of angels and archangels in Coptic art and ritual should
be noted*. The cross before the name of Emmanuel is
standard in the hagionyms and graffiti of Coptic art®.
Besides it should be kept in mind that the wreath-hold-
ing martyrs was an iconographic device popular in the
monumental art of the Early Christian period and the

“ For other versions of the subject of Theophany see A. Grabar,
Martyrium, Recherches sur le culte des reliques et Part chrétien
antique, 11, Paris 1946, 177, 211.

42 M. H. Rutchowscaya, “Quelques rares peintures sur toile de lin &
I'époque copte”, Journal of Coptic Studies 2 (1992), 55-61, pls 9-11.
3 M. Zibawi, Images de I'Egypte chrétienne. Iconologie copte, Pa-
ris 2003, 100, fig. 124.

# Papaconstantinou, “Le culte des saints”, op.cit. (n. 13), 154-159,
261. H. Rochard, “Le culte des archanges en Egypte byzantine et
au début de I’époque arabe: le témoignage des peintures de Baouit”,
Etudes Coptes XV, Dix-septiéme journée d’études (Lisbonne, 18-
20 Juin 2015), eds A. Boud’hors — C. Louis, Paris 2018, 117-136.
4 Cf. the images of the Apostles in the apse of chapel VI at Bawit,
K. Wessel, Koptische Kunst. Die spitantike in Agypten, Reckling-
hausen 1963, pl. VIL
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Fig. 6. Sohag, Red Monastery. Christ
Emmanuel flanked by two angels, ca.
7th century.

dedication of laurel wreaths a common topos in Early
Byzantine times.

The iconographic layout of the chapel cannot be restored.
The fragmentary character of the decoration suggests
the absence of a strictly structured programme*. The
presence of two layers is established?’ but it is hard to
estimate the time dividing them. In the full-length saint
the military element is already present in the Early Byz-
antine period*. If the reading of Coptic affiliation in the
frescoes at Asketario is correct, it should be noted that,
in Egyptian ritual, St Kyri(a)kos is present in proces-
sions with military saints®. The Apostle Andrew, con-
sidered as the founder of the first Christian community
of Constantinople, is also a regular presence in the chap-
els at Bawit. In all probability, the case of St Andrew,
who belongs to the second layer (9th-10th century), is
different; his presence could point to the influence of
Constantinople®.

40 See observations in Grabar, Martyrium, 11, op.cit. (n. 41), 308.
47 Sigala, “To KeAld”, op.cit (n. 1), 156-157.

4 Cf. the nine military saints depicted in the mosaics of the Ro-
tunda in Thessaloniki, H. Torp, “An Interpretation of the Early
Byzantine Martyr Inscriptions in the Mosaics of the Rotunda at
Thessaloniki”, Acta ad archaeologiam et artium historiam perti-
nentia 24 n.s. 10 (2011), 40-41.

4 Papaconstantinou, Le culte des saints, op.cit. (n. 13), 133.

30 For the role of Saint Andrew in the tradition of Constantinople, see
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Fig. 7. Chalki, Asketario, cave. Christ Emmanuel (detail of the Figs 3 and 5).

Stylistic considerations

The iconographic choices of the paintings have led us to
Egypt, and even a possible connection to Alexandria.
The discussion and comparisons will naturally focus on
works dating from the 6th century onwards.

The available stylistic elements are as follows: the drap-
ery of Christ Emannuel principally, and of the angel as
well, is executed with schematic yet fluid folds, painterly in
balance with the strong outlines (Fig. 5). The impressive
form and facial traits recall statuary. Nevertheless, the fig-
ure of the archangel is disorganized in turning, betraying
an inability to properly represent the three-quarter pose.

F. Dvornik, The idea of Apostolicity in Byzantium and the legend of
the apostle Andrew, Cambridge MA 1958, 171-175, 231. N. Gioles,
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Interestingly enough the facial traits have a statuesque es-
sence and rendition. However, the posture of the archan-
gel towards Christ, despite his lively turn, has been treated
with some weakness especially in those parts where the
figure had to be shown in three quarters. The drapery
flows naturally, but the dominant role of the dark linear

“Ewovoypogud 0éuata ot Pulavtvi téyvn eustvevouévo amd
™MV avTuroedson xot ta oylouato Tmv dUo exrAnowwy”, Owod-
xiov. Apiéomua otn uviun tov Iavlov Aalapidn, Athens 2004,
266-267. 1. Mrtiba, “H tapovoio tov Ayiov AvOpéa 0To E110vVoyQa.-
@6 TEdyoouua Tmv Pulavtvdy vady Tmv Kubjomv (130¢ at.)”,
O amootorog Avopéag otny totopia xat TV Téxvn, Ioaxtixd Ar-
eOvoug Svvedpiov, Idtoa 17-19 NoguPfoiov 2006, eds E. Zapdvtn
— A. Towovtaguilérmovlog, Patras 2013, esp. 185 passim. M. Ayer-
udotov-TTotaudvov, 3ro Odot g Podov. O vads xat ot toryo-
yoagigs tns Movig tov Ta&udoyn Myyani, Athens 2006, 101-102.
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A RECONSIDERATION OF THE WALL PAINTINGS AT ASKETARIO, CHALKI

element stands out in the strong, parallel folds. Linearity
is also marked in the shaping of the bodies. The thickness
varies in the outlines of the faces, reducing schematization
and contrast. Conversely, schematizantion is strong in the
arms, which lack grace or much detail; sometimes the
painting of the hands includes the nails. The wide-open,
ecstatic eyes and the fixed and distant gaze ignores the
viewer, looking beyond the earthly world. The line of the
eye is also dark, accented with a red one, laid alongside.
Christ’s nose is described by a black stroke highlighted
in red (Fig. 7). Reddish lines join the eyelids to the bridge
of the nose and two strokes render the nostrils. Reddish,
comb-like brushwork at the edge of the cheek gives volume
to the faces. The mouth is shaped by a black brushstroke
with red fill for the upper lip and some red touches for the
lower. The cheeks of the three beardless faces are high-
lighted at the centre by a dark spot. In general, the colour
palette is limited. Coolsmooth brown shades are used with
warm red tones, both highlighted by off-white. Especially
the depiction of St Faustus stands out with its long oval
face, thin mustache, typically bare chin surrounded by the
beard, the e-shaped ears; while the nose, mouth and eyesock-
ets are merely outlined giving a sense of spiritual depth.

In the manner of the painter the frontal austerity of
Faustus and Kerykos are associated with later develop-
ments such as the more relaxed poses of the centraly placed
Christ Emmanuel and angel, despite the latter’s clumsy pos-
ture, and with the folds of the garments that add volume to
the figures. The two-dimensional quality of the martyrs is
combined to elements of plasticity, three-dimensional per-
spective, the idealization of the Christ and angel and the
effort to set them effectively into the available space. This
approach, in a way representative of the wavering between
the Christian ideal and Greco-Roman tradition, reflects
the age of transition to which the murals seem to belong.

The tendency towards simplification and reduction
shown by the frontal Kerykos and Faustus, hieratic,
passionless figures imbued with inner strength, recall
portable icons and reflect local peculiarities of Coptic
painting. In particular, the presbyter Faustus, the only
one with a dark skin (an indication of race?)’' (Fig. 8),
seems to connect the murals of Chalki with Coptic art:

I Cf. similar cases like that of Saint Moses the Ethiopian, T. Staro-
dubchev, “St. Moses the Ethiopian or the Black. Cult and represen-
tation in the Middle Ages”, Zograf 43 (2019), 1-22.
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there are some well-known comparanda as the wooden
fragment of a painting with the Brother George the
Scribe (8th century) (Fig. 9)*2 or murals from the Bawit
depicting Sts Phib, Apollo, and Anub (Fig. 10)*. Ele-
ments such as dress, the position of the lower limbs, or
the rendering of the hands holding the Gospel can also
be compared to the full-length deacon saint from chapel
XXVIT* inscribed O AI'TO AITA MOYN AIAKOOZE,
or the repetitive row of Apostles® in Hall 6 at Bawit.
A technical detail of this mural, the reddish comb-like
brushwork that highlights the cheeks, enlivens the cheek
of the enthroned Virgin (Fig. 11)*.

Similarities also emerge with other Coptic murals: for
instance, echoes of the iconographic type of the prelate are
encountered in John the Evangelist at Faras (8th centu-
ry)*”. St Faustus at Asketario shows the same iconographic
characteristics and technical details as St Mark the Evan-
gelist (ca. 7th century) in the sanctuary of the Red Monas-
tery church near Sohag (Fig. 12)* and the frontally depict-
ed Sts Onuphrius, Macarius, Apollo, Phib etc. from cell A
in the monastery of Apa Jeremiah at Saqqara®’, probably
dated after 640 (Fig. 13): red and grey lines descend from
the eyelids and outline the nose, wlile the lips are outlined
in black, as in the figures of Asketario. Specifically, there is
close affinity between the saints and Faustus in the render-
ing of the dress and even the bare chin framed by the beard.
The chrismon before the hagionyms, with several Coptic
examples, still appears in 8th-century works. Similar fea-
tures are observed in other media of Coptic art, such as the
frontal figure on a potsherd now at the British Museum®.

32 Kept at the Newark Museum, Byzantium and Islam: Age of
Transition, 7th-9th Century, The Metropolitan Museum of Art,
New York, March 14 — July 8, 2012 (exhibition catalogue), eds
H. Evans — B. Ratliff, New York 2012, no. 52A on p. 84-85 (D.
Bénazeth).

33 Zibawi, Images, op.cit. (n. 43), 84, fig. 93, Cairo, Coptic Museum.
> Cledat, Le monastére, op.cit. (n. 19), pls XCVII, 1, XCIX.

3 J. Maspero, Fouilles executées a Baouit. Notes mises en ordre
et éditées par Etienne Drioton, fasc. 1, 1931, MIFAO LIX, 59, 16,
pl. XXIIL

% Zibawi, Images, op.cit. (n. 43), 81, fig. 90, Cairo, Coptic Museum.
37 K. Michalowski, Faras. Die Wandbilder in den Sammlungen des
Nationalmuseums zu Warschau, Warsaw 1974, 94-96, no. 4.

8 Byzantium and Islam, op.cit. (n. 53), 70, fig. 22 (E. Bolman).

% Zibawi, Images, op.cit. (n. 43), 87, fig. 96, Cairo, Coptic Museum.
0 Q. M. Dalton, A Guide to early Christian and Byzantine
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Fig. 8. Chalki, Asketario, cave. Saints Faustus (detail of the
Figs 3 and 5).

Fig. 9. Newark Museum. Wooden fragment of a painting. The
Brother George the Scribe, 8th century.

Fig. 10. Cairo, Coptic Museum. Mural painting from Bawit.
Saints Phib, Apollo, and Anub, 8th century, detail.
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Fig. 11. Cairo, Coptic Museum. Mural painting from Bawit,
Hall 6. Virgin enthroned between apostles, 6th century, detail.
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The similarity of the head of the archangel Michael
(Fig. 14) with those from the Coptic textile icon represent-
ing the Virgin enthroned between archangels, today at the
Cleveland Museum of Art, generally dated to the 6th cen-
tury, should be noted (Fig. 15)°". The archangel can also be
compared to his half-figure counterpart on a bilateral icon
of the 7th-8th century from Bawit, the archangel dated to
the 6th century at the Louvre® and, regarding the hair, to
the Michael from the metropolitan church at Faras®,

Although the first layer at the nearby chapel is frag-
mentary, the resemblance of the military saint (Fig. 1)
with the ornamental roundels and belt on the dress of the
saint in the apse of Hall I at Bawit® and St Theodore in

Antiquities in the Department of British and Medieval Antiquities,
London 1921, 31, fig. 17.

°'E. Bolman, “The Early Paintings”, Monastic Visions, Wall Paint-
ings in the Monastery of St. Antoine at the Red Sea, ed. E. Bolman,
New Haven — London 2002, 33, fig. 3.5. Age of Spirituality. Late
Antique and Early Christian Art, Third to Seventh Century, ed. K.
Weitzmann, New York 1979, 532-533, no. 477 (S. A. Boyd).

%2 Belting, Bild und Kult. Eine Geschichte des Bildes vor dem Zeit-

@ ' - ) ~alter der Kunst, Munich 1990, pl. 47.
Fig. 12. Sohag, Red Monastery. Saint Mark the Evangelist, de-  * Michalowski, Faras, op.cit. (n. 57), 103-111, nos 7, 8.
tail, ca. 7th century. % Maspero, “Fouilles executées 2 Baouit”, op.cit. (n. 55), 16, pl. VIII, C.

Fig. 13. Cairo, Coptic Museum. Mural painting from the monastery of Apa Jeremiah at

Saqqara, cell A. Saints Onuphrius, Macarius, Apollo, Phib, probably dated after 640.
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Fig. 14. Chalki, Asketario, cave. Archangel Michael (detail
of the Figs 3 and 5).

Fig. 15. Cleveland Museum of Art. Textile icon. Virgin
enthroned between archangels, 6th century.

Fig. 16. Paris, Museum of Louvre. Icon from Bawit. Christ and

Apa Mena, 7th century.
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Fig. 17. Berlin, Museum fiir spdtantike und byzantini-
sche Kunst. Icon. Apa Abraham, ca. 600.
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A RECONSIDERATION OF THE WALL PAINTINGS AT ASKETARIO, CHALKI

a bilateral Coptic icon of the 7th-8th century is evident.
In the latter the saint holds a lance and wears a belted
chiton with discoid roundels decorated with pearls®.
Another 6th-7th century icon of St Theodore, part of
a triptych and probably of Coptic origin at Mount Si-
nai®, shares common elements with the mural of Chalki.
Even the red background of Andrew the Apostle at the
same chapel (Fig. 2), presumably of later date, although
not unknown outside Egypt, also recalls representations
of Eastern art such as the Coptic icons of Christ and
Apa®” Mena (7th century) from Bawit (Fig. 16)° or that
of Apa Abraham, probably from the monastery of Apa
Phoibamon (Deir el Bahri, Luxor), ca. 600 (Fig. 17).
The acknowledged universality of the art of the Early
Byzantine period contributed to its Coptic version ac-
quiring footholds in the medium of painting throughout
the empire. A representative example is the 8th-century
icon with the frontal St Irene and a donor in the Sinai

70

collection” which shares elements with the paintings of

Bawit and Saqqara. This diffused uniformity is remarked
in the representation, perhaps copying a portable icon
(such as the one of Apa Abraham already mentioned),
the Alexandrian St Abbakyros’! (757-767) in a niche in
the atrium of Santa Maria Antiqua in Rome, a monu-
ment with mural layers from the 6th century onwards.
The cult of St Abbakyros was introduced in Rome from
Egypt in the first half of the 7th century’ Apart from

%5 Cf. saint Theodore (and the Archangel Gabriel), second layer,
Cairo, Coptic Museum, Byzantium and Islam, op.cit. (n. 53), 85-
86, no. 53 (D. Bénazeth).

% K. Weitzmann, The Monastery of Saint Catherine at Mount
Sinai, 1. From the Sixth to the Tenth Century, Princeton 1976,
36-37, no. B 13.

7 The prefix AITA signifies our father (F. Cabrol, Dictionnaire
d’archéologie chrétienne et de liturgie, 1. 2, Paris 1907, cols 2494-
2495), and is exclusively used in Egypt.

% Age of Spirituality, op.cit. (n. 61), 552-553, no. 497 (N. Patterson
Sevéenko); Zibawi, Images, op.cit. (n. 43), fig. 128.

9 Agypten. Schiitze aus dem Wiistens and Kunst und Kultur der
Christen am Nil, Wiesbaden 1996, 148, no. 110 (A. Effenberg),
Staatliche Museum, Berlin. Zibawi, Images, op.cit. (n. 43), fig. 127.
" Weitzmann, The Monastery of Saint Catherine at Mount Sinai,
op.cit. (n. 66), 66-67, no. B. 39; Byzantium and Islam, op.cit. (n.
53), 57-58, no. 29 (K. Corrigan).

I D. Knipp, “The Chapel of Physicians at Santa Maria Antiqua”,
DOP 56 (2002), 17, figs 12-15.

2 Ibidem, 21.
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Coptic art, the flat folk-style rendition and linearity of
the saint is related to a two-zoned icon, also from Sinai,
part of a triptych with busts of Sts Basil and Athanasius
of the 7th-8th century’.

Two-dimensional works lacking in painterly qualities
frequently occur in Western art’™, for instance the mo-
saic composition with the Virgin flanked by archangels
and donors in the chapel (7th century) of the amphithea-
tre at Dyrrachium.” These affinities are due to an artistic
koine, as no part of the empire had to show an indi-
vidual painting tradition free from outside connections.

Parallels with the dominant trends in art are also
found in other media. The archangel from Asketario
resembles the archangel of the marble icon (6th-7th
century)’ in Adria with the corresponding broad face,
wide eyes and curly hair, reminiscent of Coptic art of
the 6th-7th century. The clumsy pose of the worshipping
archangel at Chalki, attempting a turning pose, is re-
peated in the greeting of the Virgin by Elisabeth in the
scene of the Visitation at the basilica of Pore¢ (mid-6th
century)””. Still within the Balkans, the fragment of a figure

73 A. Grabar, Christian iconography, A study of its origins, Lon-
don 1968, 74, 82, figs 185, 217; Conversely, Weitzmann argues for
a Palestinian origin of the icon, see Weitzmann, The Monastery of
Saint Catherine at Mount Sinai, op.cit. (n. 66), 48, B 24.

74 F. Bisconti, “Trace altomedievali nelle catacombe romane. Presen-
ze funeraria e decorazioni pittoriche. Il caso del Lucernario di S. Ce-
cilia”, Prima e dopo Alboino. Sulle Tracce dei Longobardi. Atti del
Convegno intenazionale de studi Cimitile-Nola-Santa Maria Capua
Vetere, 14-15 giugno 2018, eds C. Ebanista —M. Rotili, San Vitaliano
2019, fig. 9, Rome, catacombs of S. Felicita where the image of Christ
with the saint and her children is dated to the 7th-8th centuries.
75 N. Thierry, “Une mosaique & Dyrrachium”, Cah Arch 18 (1968),
227-229. V. Pace, “Mosaici e pittura in Albania VI-XIV secolo”,
Progetto Durres. L’Indagine sui beni culturali Albanesi dell’anti-
chita e del medioevo: tradizioni di studio a confronto, Antichita
Altoadriatische LIII, eds M. Buora — S. Santoro, Trieste 2003, fig.
6; G. Fingarova, “Mary as Intercessor in the Decoration of the
Chapel in Durrés, Albania”, Presbeia Theotokou. The Intercesso-
ry Role of Mary across Times and Places in Byzantium, (4th-9th
Century), eds L. Peltomaa — A. Kiilzer — P. Allen (Osterreichischen
Akademie der Wissenschaften 39), Vienna 2015, 207.

7% F. Coden, “Ancora sull’icona marmorea protobizantina di Adria
(Rovigo)”, Minima Medievalia, Atti Accademia Rovetana degli
Agiati, an. Acad. 268, ser. IX, VIII, A (2018), 40-53, figs 1, 3.
77R. Cormack, “H ITavayia oto ynedmTd g ®3yyms Tov 1egov”,
Mitno Ocov. Areixovioeis s Iavayiag otn fvlavrvi t€xvn,
ed. M. Vassilaki, Athens 2000, 92, fig. 45. G. Gounaris, Etoaymyn
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in the basilica of Crum (6th century?) presents the same
dreamy manner and painting quality characteristic of the
Emmanuel at Asketario.

The broad vertical folds are another common prac-
tice, encountered in the full-length Sts Cornelius, Cipri-
an, Sixtus IT and Ottatus (7th-8th century) in the crypt of
St Lucia at the Callixtus catacomb in Rome”. This “nov-
el” feature, a departure from the Hellenistic memories
in older works, also characterises later ones such as the
murals in the lower church of Saint Clement (847-855)%.
The rendering of the hair of Emmanuel is an enduring
feature in such representations, as in the fragmentary
fresco with St Sabba from Rome (8th-9th century?)s.

The merging of Proto-Byzantine elements with later
ones is common, a feature of transition evident even in ma-
jor monuments. The impressionistic artistic language coex-
ists with more abstract, two-dimensional forms. For exam-
ple, at Santa Maria Antiqua, the 8th-century paintings
introduce directions that, in a few years, would split into
different paths; the layer of 705-707 (papacy of John VII)
has strong linear outlines and harsh shading, contrast-
ing with the skilfully worked planes of the faces®. In the
layer of 757-767 (papacy of Paul I), despite the irregular
brush-strokes, the figures are austerely hieratic®, some-
thing mostly seen in later works.

Some other features encountered at Asketario are also
found in works distant in time and space. For instance,

oy raiatoyototiavixny aoxatoroyia, B', Zwyoaguxi, Thessa-
loniki 2007, fig. 285.

8 See the detached fresco today in the museum of the crypt of the
Alexander Nievski cathedral, Sofia. R. Pillinger — V. Popova — B.
Zimmermann, Corpus der spdtantike und frithchristliche Wand-
malereien Bulgariens, Vienna 1999, pl. 57, fig. 44.

 F. Bisconti, Primi Cristiani. Le storie, i monumenti, le figure,
Vatican City 2013, fig. p. 26. Idem, “Trace altomedievali”, op.cit.
(n. 74), figs 4, 5. Piazza, Pittura, op.cit. (n. 6), 113-114, pl. 29ab.

8 W. Tronzo, “Setting and Structure in Two Roman Wall Decora-
tions of the Early Middle Ages”, DOP 41 (1987), 477-492, figs 1, 3.
81 H. Belting, Studien zur Beneventischen Malerei, Wiesbaden
1986, fig. 260. For 8th century Rome and its art, see recently, J.
Osborne, Rome in the 8th century: a history in art (British School
at Rome Studies), Cambridge — New York 2020, esp. chapter 2, 22-
66 and chapter 5, 95-136.

82 P. Romanelli — Per J. Nordhagen, S. Maria Antiqua, Rome 1964,
pl. 21, with the angel from the Annunciation, 24a with a chorus of
angels, 24b with the medallions of the apostles.

8 Ibidem, pl. 42 a, b, full-length saints with enthroned Christ.
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we meet parallels of the drapery with harsh contours on a
white ground in the 9th-century paintings at San Vincenzo
al Volturno near Benevento, 826-842%. Although the eyes
lack the ecstatic gaze of the earlier period, the facial features
and outlines have much in common with the Asketarioarch-
angel and the face of the crucified Christ with St Faustus.

The wide open eyes staring beyond the world survive
at least through the 8th century, as is attested by a series
of saints depicted at Tempietto Longobardo at Cividale
(ca. 750-760)%, a monument linking iconographic types
and styles of the Early Christian period to the centuries
that follow. Nevertheless, it appears that physiognomies
grew progressively more drawn and elongated. Compari-
son of the face of Christ from this remarkable monument
to that of Julitta from Santa Maria Antiqua (741-752)%
shows that the elongated and drawn faces have moved
away from the vitality of Emmanuel and the archangel
at Asketario which conserve ties to the Hellenistic past.
The fading of Hellenistic elements before the simplistic
and two-dimensional style is already present in the 7th
century: a typical example is provided by dedicatory mo-
saics of St Demetrius at Thessalonica such as the one with
the saint with two donors and the deacon®”. This develop-
ment is clear in the icon of Sts Sergius and Bacchus (6th-
7th century) from Sinai now at Kiev®. This simplifying

84 Belting, Studien zur Beneventischen Malerei, op.cit. (n. 81), pl
22, tigs 29, 39.

8 See H. Torp, “Lo sfondo storico-iconografico dell'imagine di Cri-
sto nell'Tempietto Longobardo di Cividale”, Acta ad archaeolo-
giam et artium historiam pertinentia 28 (2015), figs 6-8.

80 V. Pace, “La questione bizantina in alcuni monumenti dell’Ttalia
altomedievale: la ‘perizia greca’ nei ‘tempietti’ di Cividale e del Cli-
tumno, Santa Maria foris portas a Castelseprio e San Salvatore a
Brescia, Santa Maria Antiqua a Roma”, Medioevo mediterraneo:
I'Occidente, Bisanzio e I'Islam, Atti del convegno internazionale
di studi, Parma 21-25 sett. 2004, Milan 2007, figs 1, 2.

87 Th. Papazotos, “To Yynepudwtd Twv xtntéomy Tov Ayiov Anun-
tolov Oscoahovinng”, Apitéowua otn uvnun tov Xtvitavou Ile-
Aexavidn, Thessaloniki 1983, 365-376. See also A. Mentzos, Ta -
PLOWTA TNG AVOLXOOOUNONS TOV VaoU Tov Ayiov Anuntoiov otov
70 at@dva w.X., Thessaloniki 2010, passim. See also for the mural
paintings P. Bonnekoh, Die figiirlichen Malereien in Thessaloniki
vom Ende des 4. bis zum 7. Jahrhundert. Neue Untersuchungen zur
erhaltenen Malerei aus stattungzweier Doppelgriber, der Agora und
der Demetrios-Kirche, Oberhausen 2013, 277-280.

8 Holy image, hallowed ground, Icons from Sinai, eds R. S. Nelson
— K. M. Collins, Los Angeles 2006, 127, no. 3 (T. F. Mathews).
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trend in art was the result of a long process whose or-
igins may be traced as far back as the end of the 4th
century®, making dating more challenging.

A brief glance at the contemporary art of nearby Asia
Minor and the islands would be desirable, but evidence is
scarce. For example, comparisons to works at Ephesus®
do not provide sufficient similarities and parallels to es-
tablish any relationship. This makes the Asketario fres-
coes appear even more solitary. The fresco fragment with
an angel from Aphrodisias, retrieved from a spot adjacent
to the theatre, is the nearest parallel to Christ and the
archangel from Chalki®'. Its dating to the first half of the
6th century appears doubtful® It might be comparable to
a mural fragment with St Irene at Alakisla of the 6th-7th
century®. This sort of “Hellenistic” impressionism dis-
played by these examples could be compared to an angel
from the 7th century layer at Santa Maria Antiqua®. In the
few surviving murals at Kiiclik Tavsan at Halikarnassos
peninsula in Caria, all idealised character has been lost®.

8 E. Kitzinger, Byzantine Art in the making. Main lines of stylis-
tic development in Mediterranean Art, 3rd-7th century, London
1977, particularly 113-122.

% Cf. the figure at the head of the symposium in Terrace House
Odeion of the first half of the 4th century, with sharp features and
strong contours. N. Zimmermann —S. Ladstdtter, Wall Paintings in
Ephesos from the Hellenistic to the Byzantine period, Istanbul 2011,
169, fig. 352. The development of this realistic style is visible in the
paintings of Paul’s grotto, in the fresco depicting the conversation of
Paul and Thecla with Theoklia as an onlooker (ca. 500-600). On the
grotto and the paintings, see ibidem, 174-181, figs 368-370.

' M. Cormack, “The Wall-Painting of St. Michael in the Theatre”,
Aphrodisias Papers 2: The Theatre, a sculptor’s workshop, philoso-
phers, and coin types (Journal of Roman Archaeology, Supplementary
Series no. 2), eds R. R. R. Smith — K. T. Erim, Michigan 1991, 109-122.
%2 A fairly safe terminus ante quem is set by the earthquake of 616
that caused the collapse and abandonment of the theatre of Aph-
rodisias. The painting was found in a building north of the theatre.
Dating the archangel to the first half of the 6th century is proble-
matic, since the theatre was then still functioning and a house of
Christian worship in close proximity to the theatre implies the lat-
ter’s shutdown. Hence, a dating after 616 appears more reasonable.
% V. Ruggieri, Il golfo di Keramos: dal tardo-antico al medioevo
bizantino, Catanzaro 2003, pl. MH68c. The frescoes of the 6th-7th
century are in a building complex containing a church, baptistry,
bathhouse and mausoleum. The frescoes combine a linear approach
with flat shapes. Cf. ibidem, pl. MH60c.

% Kitzinger, Byzantine Art in the making, op.cit. (n. 89), 111, fig. 202.
%5 Cf. the layer of the three full-length saints, V. Ruggieri, La Caria
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From the insular context®, and within the same geo-
graphical area with Chalki, the frescoes of Saint Kyrekos
at Vathy in Kalymnos are of some interest. The church,
part of a rebuilt Early Christian basilica, preserves a
fresco layer on its north wall with half length portaits of
saints, St Kyrekos (probably) identifiable among them®”.
The idealised features and the Hellenistic beauty of the
portraits radiating other worldly calm, date the frescoes
to the second half of the 6th century.

bizantina: topografia, archeologia ed arte, Catanzaro 2005, fig. III,
125 c. See also Kappas — Kefala, “Across the Waves, Early Chris-
tian Paintings on Kalymnos and Karia”, op.cit. (n. 18), 260-262, fig.
18.14, with further literature. The emphasis on the linear rendering
is combined with less stylised folds. The elongated figures with the
few vertical folds suggest a dating after the end of the 7th century.
% The early Byzantine murals of Naxos require an integrated ap-
proach. For the most part unpublished, they cannot be compared
to the painting of Asketario.The following murals are mentioned:
St Isidore (6th-7th century), St John at Afikli and Taxiarches at
Monoitsia (6th century), and the first layer at the Panagia Kalorit-
sa (6th century). At St Panteleemon at Lakkomersina the figures of
Saints Panteleemon and Isidore, and that of Christ (second half of the
6th century) stand out: see Th. Konstantellou, “Ot touoyoagpies tng
aidag Tov Ayiov IMavreheuova ota Aaxxouépowva Amrelpdviou
g NdaEov: xpovohdynom »at €vtatn oto xahhteyvirs ®ot 1oTo-
owd mepPdAhov tng emoyic Ttove”, 110 Emotnuovixo Jvumooto:
Avaoxaqn xat éoevva XI. Ao 10 e0evvnTino €0yo tov Touéa Ap-
xatodoyiag xai Iotopiag e Téxvng, 6-7 Amptiiov 2017. I1eoiAi}-
Yeis Avaxowaoewmv, Athens 2017, 33-34. These vaulted basilicas
date from the 6th century, see K. Aslanidis, Bviavtivi] vaodouia
ot Na&o. H uete&éM&n ano v malaioyorotiavixi oty uecofuv-
Savuvi apyitextovixn, Thessaloniki 2017, 23-51 and passim. Better
known are the murals of the first layer at Protothroni (7th century),
see. N. Zias, Nd&og, Athens 1989, 36-37, figs 7, 8, and Panagia Dro-
siani (advanced 7th century), N. Drandakis, Ot radatoyototiovi-
xéc Tooyoapies g [avaywds mng Apootavic tns Na&ov, Athens
1988. N. Gioles, “Ou mahaoyorotiavirég toroyoapies e [ovoyi-
ag TS Apooaviic ot NG.Eo »aw n eoy tovs”, DChAE 20 (1998),
65-70.The representation of an archangel is typical, G. Mastoropou-
los, Na&og. To dAAo xdAroc. Iepunynoeis oe fuiavtivd uvnueia,
Athens w.d., fig. 27. There murals recall art familiar on the island:
figures lacking volume despite the painters’ efforts, retaining strong
outlines, but the indifference to detail turns the faces into masks.
Generally for the painting of this period see N. Gioles, “Monumen-
tal Wandmalereien fruehchristlicher Zeit in Griechenland”, Byzan-
tinische Malerei. Bildprogramme-Ikonographie-Stil (Symposionin
Marburg vom 25.-26.6.1997 ), ed. G. Koch, Wiesbaden 2000, 73-78.
97 Kappas — Kefala, “Across the Waves, Early Christian Paintings
on Kalymnos and Karia”, op.cit. (n. 18), 258-260.
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A little further away on Crete, the south pastoforium
of the church of Saint Michael at Episkopi Kissamou pre-
serves a mural of St George with a donor®®. The painting,
dated generally to the 7th century, offers some insights
on matters of artistic convergence and divergence. It is
strongly linear, lacking perspective, with limited painting
or design qualities. In another insular context, the hagias-
ma of Nicodemos near the basilica of Saint Epiphanius
at Salamis on Cyprus, the fresco fragment of a bearded
Christ in a Nilotic scene dates from the 6th century®. The
solemn portrait has strong affinities with Coptic art. It
contrasts sharply with the mosaic of the Virgin from the
church of Panaghia Kanakaria at Lythragomi (first half
of the 6th century), which is far more conservative, and
the greater freedom of the mosaic figures in the apse of
Panagia Angeloktisti (early 7th century)'®.

Dating

All this shows that the debate between the original dat-
ing of the Chalki murals to the 9th-10th century, their
recent attribution to Early Christian art and their as-
signment to the transitional period towards the Mid-
dle Byzantine period attempted here is related to the
well-known difficulty of dating Coptic painting'®'. The
fact that scholars working on this field have not concen-
trated fully on the study of stylistic evolution between
key monuments has led to vague datings ranging from
550 to 700'2 which are often not based on firm evidence.

The ambiguity of style and the merging of prototypes
make it difficult to firmly place the frescoes of Chalki
between the second half of the 7th and the first half of
the 8th century. Assuming that the inclusion of the Kyri-
akos martyred alongside Faustus was deliberate, painting
him as the young Kerykos instead, would not have been

% M. Andrianakis — K. Giapitsoglou, Xototiavixd uvnueic e
Kontng, Heraklion 2012, 372, 379.

P N. Gioles, H yototiavixn t€xvn otnv Kumpo, Nicosia 2003, fig. 23.
100 Thidem, figs 27-29.

101 For datings at Bawit and Saqgara cf. E. Bolman, “Depicting
the Kingdom of Heaven: Paintings and Monastic Practice in Early
Byzantine Egypt”, Egypt in the Byzantine world, 300-700, ed. R.
S. Bagnall, New York 2010, 411, 421, 427.

102 See the observations of Bolman, “The Early Paintings”, op.cit.
(n. 61), passim.
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a problem because he was familiar in the region and his
prototype was ubiquitous in contemporary Coptic art.
Representing Faustus as a middle-aged presbyter hold-
ing a gem-encrusted book may reflect an Alexandrian
tradition, perhaps linked to the origin of the anchorites
at Chalki. The dark skin tone used only for Faustus at
Asketario is unlikely to be a coincidence. If the mural of
Chalki does not represent a living tradition, at least it is a
conscious attempt to draw from a recent past. However, if
we accept some relationship with the art of Alexandria'®
it should be made clear that attempted stylistic compari-
sons to Coptic art are limited to only the part belonging
to local folk expression in the form preserved in the chap-
els of Monophysite Egypt, as formal painting is unknown.

The classic approach and refinement of the composi-
tion of Asketario, the sense of volume, the balanced layout
and the generally correct proportions of the bodies are
visible in the figures of Christ and the archangels are com-
bined with the awkwardness in the rendering of the turn-
ing body and technical of the angel’s facial features and
the general clumsiness in the drawing of the limbs. These
features do not set the Asketario murals in a provincial
local style. Stylistic details like the red comb brushwork
on the cheeks of Emmanuel show that memories of Coptic
examples, like those in Bawit, are still living.

If we were to hazard a closer association with the
murals of Bawit, we should exclude those of chapel X VII,
and its enthroned Pantocrator as part of a Theophany
and full-length saints'*, These frescoes were dated before
735 by graffiti dipinti and have been correctly identified

103 The surviving church with some fresco fragments at Karm al-Ah-
bariya in Maryut, near Abu Mina, is under the artistic influence
of Alexandria (for the frescoes cf. J. Witte Orr, Kirche und Wand-
malereien am Karm al Ahbariya [Jahrbuch fiir Antike und Chris-
tentum. Ergidnzungsband 36], Miinster 2010, esp. 106-115, see for
instance pls 1, 2, 8. Bonnekoh, Die figiirlichen Malereien, op.cit. [n.
87], pl. 47, 1-2). However, the fresco fragments, too inadequate for
any conclusions, could differ in style from the art of the city.

104 Detached frescoes in the Coptic Museum of Cairo. H. Torp, “Il
problema della decorazione originaria del Tempietto Longobardo
di Cividale del Friuli”, Quaderni della Face 18 (1959), 10, fig. 4 a,
b. Further comparisons of the frescoes with those of Saint Dem-
etrius in Thessaloniki were also attempted, ibidem, 10, fig. 5 a, b.
The decoration of Christ’s gospel book in Cividale is similar to that
of Zachary from the chapel of Theodotus in Santa Maria Antiqua
(ibidem, 18-19, fig. 11 a, b), which can be compared to that of
Saint Faustus from Chalki.
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as the provincial expression of the style in the Tempietto
Cividale in Friuli (750-760). Comparison between chapel
XVII and Chalki contrasts the rigidity of the former with
the grace of the latter. Indeed, at chapel XVII the white
lines highlighting the arch of the eyebrows are strong
and schematic, while at Chalki they are casual and less
emphatic. Such clues generally suggest a chronology for
the frescoes of Chalki around 700 but not later than the
first quarter of the 8th century. They also betray a paint-
er aware of the Coptic idiom and choices. It would be
interesting to know whether these traits were survivals
or if, after a lengthy absence from Egypt, recollections
of a painter still young when he settled at Asketario, as
traces of Hellenistic style are combined with provincial
simplification thus resulting in a cultural hybrid.

The paintings in the cave and the first layer in the
nearby chapel (military saint) show artistic affinities
despite the fragmentary state of preservation. Both ap-
pear to belong to the early period of the anchorites at
Asketario. In all probability, the second layer (apostle
Andrew), representing the continuation of the painting
activity in the settlement, rather distant in date (9th-
10th century)'®, although a more precise chronology is
impossible due to the thick salt encrustations covering
the figure of the apostle.

The historical context

The islands of the south-eastern Aegean, to which Chalki
belongs, had always been a destination for people coming
from the East, including Egypt. Since the early part of the
first millennium B.C., and especially during the Hellenis-
tic and Roman times, the maritime routes that connected
the islands with Egypt were busy'®. During Late Antiquity

z

105 According to Sigala, “Ta Kehd”, op.cit. (n. 1), 157, in the early
8th century. The elongated face of the saint conveys the classicism
current in the period with a style recalling the artistic achievements
of the 9th and 10th century. It ought to be compared with some dis-
tinguished monumental paintings of this period, see for instance A.
Wharton-Epstein, Tokali Kilise. Tenth-Century Metropolitan Art in
Byzantine Cappadocia, Washington, D.C. 1986, esp. the chapter “The
Frescoes of the New Church and the Art of Constantinople”, 39-44.
196 D, Bosnakis, “Ou aryvrtiaxés 0edtnteg otn P6do »at v Km
artd TOVg EAANVIOTIXOUS YOOVOUS UEYOL KoL TN QWUALOXQOTIR”,
AD 49-50 (1994-1995), Meletes, Athens 1998, 43-74; Ch. Fantaou-
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(5th- 6th century) transporation of the annona from Egypt
to the rest of the empire and Constantinople placed Rhodes
and surrounding islands like Chalki within an important
network of ports of call'”’. Their participation in this annual
event contributed to their prosperity and economic interde-
pendence created a climate suitable for friendly contacts and
cultural ties, making them a preferred destination for people
in need of refuge in times of peril. Moreover, the history of
Chalki is closely connected with Rhodes across the ages!'®.

In the disturbed period after the second half of the
7th century the Dodecanese islands were directly af-
fected by the surrender of Alexandria to Amribnal-As
under caliph Omar and the escape of the Byzantine
navy on 12 September 642. The Arab conquest was not
unchallenged: in 645 a powerful fleet left Rhodes under
the command of augustalis Manuel the Armenian who
managed to recapture Alexandria, but the Byzantines
lost it again a year later. This attempt of the central
government to recapture Alexandria is reflected by the
increase of coin circulation on Rhodes. The defeat of
the Byzantines at the battle at Nikiou in summer 646
resulted in the definite loss of Alexandria. Rhodes was
also conquered by the Arabs in 673 or 674; they controlled
a fort in the town and the port until 680 or 681. This in-
terval has left a trace in the numismatic evidence through
a group of locally issued imitative coins. In general, the
numismatic evidence in Rhodes testifies to the fact that
the military importance of Rhodes and the wider region
had risen as its commercial importance diminished. The
impoverished island could not support an urban popula-
tion and its needs, and this resulted in the rapid decline
that eventually affected the entire region!'®.

tsaki, Ot aryvrtiaxés Oeotnres otn Podo xatd tnv eAAnviotixi
xaL QWUaix] TEQIOO0: AQXALOAOYIXA TEXUNOLA XA ETLYOAPLAES
uaptvoies (unpublished M.A. thesis), University of the Aegean,
Department of Mediterranean Studies, Rhodes 2017.

107 See for example P. Papanikolaou, “Amotvndoeic Tne eEovoiog.
Ewovoypogia ®ot 1ooommoyoaio endoymy 08 EVOQEEYLOTOVS
o TORVLAVTIVOUS aupoels”, copia ddorog. TiunTixos TOUOS
yia tov lwdvvny Xo. Iaxayoirotodoviov, Rhodes 2014, 171-194.
108 K. Bairami — Ch. Giakoumaki, “Halki. An Historical and Ar-
chaeological Introduction”, Islands Off the Beaten Track. An Ar-
chaeological Journey to the Greek Islands of Kastellorizo, Symi,
Halki, Tilos, and Nisyros (exhibition catalogue), eds N. Stambolidis
— G. Tasoulas — M. Filemonos-Tsopotou, Athens 2011, 168-183.

109 A .-M. Kasdagli, Coins in Rhodes. From the Monetary Reform
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The written sources of the later 7th century relate
that, after the Arab conquest of Egypt in 642,''° the rem-
nants of the Byzantine army and large part of the popu-
lation embarked from Alexandria for Constantinople!'s,
In the first two centuries of Islamic rule the Egyptian
church declined, causing part of the population, anyway
bred in the tradition of anachoresis!!? as taught by the
great Egyptian leaders of monasticism'", to leave, a phe-
nomenon that indeed did not become widespread. At the
same time, pressure on the Christian population by the
Church and the Islamic authorities led to the Islamiza-
tion of part of the Coptic community''%. The second and
heaviest!!® wave of refugees occurred in the early 8th cen-

of Anastasius I until the Ottoman Conquest (498-1522), Oxford
2018, 33-40.

110 For a review of the doctrinal divide and nomenclature of the
various constituents see M. S. A. Mikhail, From Byzantine to Is-
lamic Egypt. Religion, Identity and Politics after the Arab Conquest,
London — New York 2014, 222-225, ch. 9. L. Torok, Transfigurations
of Hellenism. Aspects of Late Antique Art in Egypt AD 250-700,
Leiden — Boston 2005, 10-15. P. M. Sijpesteijn, “The Arab Conquest
of Egypt and the Beginning of Muslim Rule”, Egypt in the Byzan-
tine World, 300-700, ed. R. S. Bagnall, Cambridge 2010, 440-443.
R, H. Charles, The Chronicle of John (ca. 690 A.D.) coptic
bishop of Nikiu. Being a history of Egypt before and during the
Arab conquest, transl. from H. Zotemberg’s edition of the Ethio-
pic version with an introduction critical and linguistic notes and
an index of names, Amsterdam 1981 (reprint of the edition Lon-
don 1916), 120.17-21, 193-194; Sijpesteijn, “The Arab Conquest of
Egypt” op.cit. (n. 110), 441, particularly about Alexandria.

112 As noted when the diyariah (church-rate) was imposed by the
Arabs in 705: “Yet the habit of running away to escape from tax
was well-established in Egypt from Hellenistic times at least (it is
even the original meaning of the term anachorésis made famous
by the ascetic movement)”, see A. Papaconstantinou, “Administer-
ing the Early Islamic Empire: Insights from the Papyri”, Money,
Power and Politics in Early Islamic Syria. A review of Current
Debates, ed. John Haldon, Farnham 2010, 60.

113 Wipszycka-Bravo, “Le monachisme”, op.cit. (n. 38), 36-37, ob-
serves that the Egyptian monks travelled much more than has been
suggested.

114 A, Papaconstantinou, “Theia oikonomia. Les actes thébains
de donation d’enfants ou la gestion monastique de la pénurie”,
Meélanges Gilbert Dagron, Paris 2002, 526. C. M. Carrasco, “Al
Mugawgqas and the Islamic Conquest of Egypt. A New Proposal of
Interpretation”, Graeco Arabica X1I (2017), 477-501.

5 The Persian conquest drove refugees towards the West, while
the Arab conquest towards Asia Minor, P. Theodoropoulos, “The
Migration of Syrian and Palestinian Populations in the 7th Centu-
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tury due to economic reasons as monasteries declined!!.

This brief review of the historic context of the period
demonstrates that from the mid of 7th century there were
many occasions which might trigger fleeing and the relo-
cation of Egyptians elsewhere. One or more migrants of
Asketario, perhaps the patron/ settler of the place and/or
the painter, since the two were not necessarily the same,
followed familiar routes from Alexandria to Constantin-
ople and other places It is true that a single individual,
such as the painter, could have suggested an overall pro-
gramme of decoration with no input by the occupant of
the space. In any case, from the mid-7th and for a large
part of the 8th century, it is permissible to visualize that a
migratory flow continued to safer destinations, even in re-
duced numbers. In this context, Chalki may have accepted
a relocation of this kind far from its settlements. Thus
it is proposed, as a working hypothesis, that the island
received some refugees who left their imprint at distant
Asketario. It is difficult, however, to establish more pre-
cisely the date of such an arrival from Egypt in the period
of turmoil between the 7th and the 8th century!''.

Views involving the movement of people from Egypt
to the Greek Lands and the concomitant dissemination of
ideas are not new. For instance, the iconography in the
apse of Latomou Monastery has been linked to Egyp-
tian monks of the 5th-6th century!'®, Also, the spread
throughout the empire of the Coptic apse subject of Pan-
tocrator in glory is attributed to the relocation of Egyp-
tian monks'"”. Indeed, the term eastern style'* has been

ry. Movement of Individuals and Groups in the Mediterranean”,
Migration Histories of the Medieval Afroeurasian Transition
Zone. Aspects of Mobility between Africa, Asia and Europe 300-
1500 C. E., eds J. Preiser-Kapeller — L. Reinfandt — Y. Stouraitis,
Leiden — Boston 2020, 267. It should be recalled here that Asia Mi-
nor had always served as a hinterland of the Dodecanese islands.
116 E. Wipszycka-Bravo, Les ressources et les activités économiques
des églises en Egypte du IV-VIII s., Brussels 1972, 91-92, chapter I11.
17 Detailed account of the events in A. J. Butler, The Arab Con-
quest of Egypt and the last thirty years of the Roman Dominion,
Oxford 1902, particularly 65.

118 N. Gioles, “Aytohoyird xefuevo xal givdva. ‘H megimtmwon 1o
Ynewwtod thg Movilg Aatépuov oty Gecoarovinn”, EEBY 52
(2006), 226; ibidem 219, and note 1, has more literature on the
subject of Coptic influences in the iconography of Asia Minor.
19C. Thm, Die Programme der christlichen Apsismalerei:vom 4. Jahr-
hundert, bis zum Mitte des 8. Jahrhunderts, Stuttgart 1992, passim.
120 Observations of Th. Konstantellou, H {wyoa@ixi] Twv pova-
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used to describe the aesthetic preferences of Egypt and
Syria, which often reflect general perceptions.

Conclusions

The dating of the Asketario frescoes is not an easy task,
even when iconographic choices and the historic context
are taken into account. The cave and the first layer of the
chapel should, nevertheless, be dated at least a century
later than previously thought, i.e. in the second half of
the 7th, if not the first decades of the 8th century. The
second layer belongs, in all probability, to the classicist
movement of the 9th-10th centuries.

No indications have been traced to connections with
Rhodes — Ravenna or Western imperial lands in general.
Instead, prototypes and influences have to be sought in a
different geographical area, that of Egypt. Thus, the art
of the painter of the Asketario cave and the first layer of
the chapel is presumably drawn from the memories of
his homeland. To this direction points the exceptionally
rare reprsentation of St Faustus, martyred in Alexandria
alongside St Kyriakos, according to the Syxanarium and
whose joint memory is celebrated on 6 September. Their
paired presence at Asketario is probably justified since
we have seen that in Egyptian texts and painting Kerykos
and Kyriakos are often merges, an osmosis occurring in
the wider region in Early Byzantine times. St Kerykos/
Kyriakos was formally and in fact present in the Coptic
calendar. At the same time, the child Kyrekos at Aske-
tario represents a significant endeavour to incorporate
cultic elements from the Aegean that received the exiles,
and contact with local cults'?'. The focus of the saint’s

ooty oto Wadi-Natrun tg Kdtw Avyvmtov. Svufolri] otn ue-
Aétny e yorotiavixis Lwyoaqixic e Awyvrtov (unpublished
M.A. thesis), Athens 2010, 114 and passim.

121 For issues concerning cult transfers as mechanisms of transfor-
mation or adaptation in religious traditions cf. E. Rizos, “Martyrs
from the North-Western Balkans in the Byzantine Ecclesiastical
Tradition: Patterns and Mechanisms of Cult Transfer”, Late Ro-
man, Early Christian, Early Byzantine as Categories in Histor-
ical-Archaeological Research on the Middle Danube, Akten des
27. Internationalen Symposiums der Grundprobleme der friih-
geschichtlichen Entwicklungimmittleren Donauraum, Ruma, 4.-
7.11.2015, eds 1. Bugarski — O. Heinrich-Taméska — V. Ivanigevié
—D. Syrbe, Remshalden 2016, 195-214 and esp. 199-204, where the
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cult in the Rhodian Peraia enabled the dissemination of
his cult to the neighbouring islands, including Chalki.
The establishment of anchorites at the Asketario of
Chalki, should perhaps be associated first with succes-
sive waves of refugees after the final loss of Alexandria
to the Arabs in 654, within a century of general retreat
of the empire at all fronts. As the iconographic choices
under consideration mark the effort to reproduce famil-
iar figures of the Coptic tradition, such as saints ven-

erated in Alexandria'®

and its religious identity, have
a key part in the understanding of these iconographic
choices. Thus, although the representation of the two
saints is not directly supported by texts or other monu-
ments, it is assumed here that the monks at Asketario
came most probably from Alexandria. It is also true that
despite stylistic resemblances, the painting examined is
not a typical example of the Coptic artistic idiom. As a
hybrid example, they belong to the stylistic and icono-
graphic traditions of the eastern Mediterranean, a part
of the Mediterranean artistic commonwealth. Could we
conceive some of the anchorites as refugees, formerly
monks in Egypt? The regular contacts between the is-
land and Egypt might explain the presence of travellers
during Late Antiquity, but this could not be said of the
dangerous times after the Islamic coquest, that is of the
7th-8th centuries proposed here. Are connections to
Alexandrian cycles likely? Could the art the Asketario
reflect Alexandrian trends? The quality, traditions and
complexity of the art practiced in the second most im-
portant city of the empire is mostly unknown'?. Leaving

possibility of an hagiographic merging of martyr deacon Deme-
trius from Sirmium with that of Saint Demetrius of Thessaloniki
is discussed, a fact already noted by J.-M. Spieser, “Le culte de
Saint Démétrius a Thessalonique”, Des dieux civiques aux saints
patrons (IVe-VlIle siécle), eds J.-P. Caillet et al., Paris 2015, 278.
122 For conditions in Alexandria during the period of the Arab in-
vasion, see A. Papaconstantinou, “What Remains Behind: Hellen-
ism and Romanitas in Christian Egypt after the Arab Conquest”,
From Hellenism to Islam: Cultural and Linguistic Change in the
Roman Near East, eds H. Cotton — R. Hoyland — J. Price — D.
Wasserstein, Cambridge 2009, 447-450; Z. Kiss, “Alexandria in
the Fourth to Seventh Centuries”, Egypt in the Byzantine World,
300-700, ed. R. S. Bagnall, Cambridge 2010, 187-206.

123 See the conclusions of Torok, Transfigurations of Hellenism,
op.cit. (n. 110), 344-350. See also McKenzie, The architecture of
Alexandria and Egypt, op.cit. (n. 31), passim.
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aside works of the minor arts for which the local work-
shops were renowned!?, for works like the exquisite
6th-century illustrated Cotton manuscript of Genesis'?,
attribution to Alexandria is supposed but not proven.
Its miniatures combine iconographic elements related
to Coptic art with Hellenistic tradition. Could the fres-
coes of Chalki be considered a point of reference for the
evaluation of Alexandrian monumental art? Firm con-
clusions are impossible but the observations of Kitzinger
on the impressionistic tendencies in 8th and 9th century
works'?® are still valid.

Moreover, it is noteworthy that the epithet +EMA-
NOYHA in the depiction of Christ in Asketario like in
the icon of Christ enthrowned from the monastery of Saint
Catherine on Mount Sinai, seems to be one of the earli-
est mentions of Christ’s name in pictorial representation.
This appears probably due to ideas developed by Pseu-
do-Dionysius. Dionysius’ works were very popular among
the Egyptian monastic communities especially in the cir-
cle of John Philoponus a theologian from Alexandria'?’.

The suggested provenance of certain anchorites from
Alexandria does not exclude their earlier connection to
a monastic environment, since it is known that Egyp-
tian urban centres like Alexandria and its suburbs had
quite a few'?, Nevertheless, it is not possible to associate
these individuals with anti-Chalcedonian tendencies; or

124 Cf. J. Kollwitz, “Alexandrische Elfenbeine, in Christendum
am Nil”, Internazionale Arbeitstagung zur Ausstellung Koptische
Kunst, Recklinghausen 1964, 207-220.

12> For the manuscript see K. Weitzmann — H. L. Kessler, The Cot-
ton Genesis. Illustrations in the Manuscripts of the Septuagint, 1,
Princeton 1986. J. Lowden, “Concerning the Cotton Genesis and
Other Illustrated Manuscripts of Genesis”, Gesta 31 (1992), 40-53.
Interpretations for the copying of earlier Alexandrian prototypes
in illustrated manuscripts, have also been expressed for miniatures
of Dioscorides (cod. Med. Gr. 1, ITepl UAng latoixiic) in Vienna.
126 Kitzinger, H Bviavtivi] téxvn ev tw yevéoOai, op.cit. (n. 89),
163-164.

127 See N. Teteriatnikov, “Absence of nomina sacra in post-icono-
clastic images of Christ and the Virgin. Mosaics of Hagia Sophia,
Constantinople”, The Eloquence of Art. Essays in Honour of Henry
Maguire, eds A. Olsen Lam — R. Schroeder (Birmingham Byzan-
tine and Ottoman Studies) London 2020, 376-377.

128 Wipszycka-Bravo, “Le monachisme”, op.cit. (n. 38), 31. Cf. also
J. H. Goehring, “Monasticism in Byzantine Egypt: Continuity and
Memory”, Egypt in the Byzantine World 300-700, ed. R. S, Bag-
nall, Cambridge 2010, 390-407.
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whether their departure was a result of the final con-
quest of Alexandria by the Arabs in 646, if they left
during persecution or religious division, or for economic
reasons when the Arabs began to tax monasteries in the
8th century. The name Kellia given to the locality on
Chalki might be an echo of the well-known monastic
community near Alexandria'?® that started to decline
in the early 7th and was abandoned in the 8th century.
Also, the case of Asketario can only provide indications
for the role of monasticism in the Aegean islands and
the wider region'®. It is unknown for how long this dis-
tant and precipitous site was occupied. Only archaeo-
logical excavation and the careful exploration of the area
could give us some answers.

ADDENDUM

I would like to thank dear colleague Irina Oretskaia for
drawing my attention to the coptic papyrus scroll with
the Alexandrian World Chronicle preserved in the Push-
kin Museum of Fine Arts (ca. 700). The fragments of its
iconography present similarities with the murals of Aske-
tario: A. Bauer — J. Strzygowski (eds), Eine alexandrinis-
che Weltchronik: Text und Miniaturen des griechischen
Papyrus der Sammlung W. Goleniscev, Vienna 1905.

12 For Kellia, Les Kellia. Ermitages coptes en Basse-Egypte, eds Y.
Mottier — N. Bosson, Geneva 1989.

130 Generally on monasticism during the Early Byzantine period,
B. Caseau, “Les moines et les communautés monastiques durant
I’Antiquité chrétienne”, Histoire générale du christianisme, 1, Des
origines au X Ve siecle, dir. J.-R. Armogathe — P. Montaubin — M.-
Y. Perrin, Paris 2010, 217-230. For the rise of monastic institu-
tions and the ecclesiastic situation in the 6th century. E. Rizos,
“Sixth-Century Asia Minor throuth the Lens of Hagiography: Ec-
clesiastical Power and Institutions in City and Countryside”, Asia
Minor in the Long Sixth Century. Current Research and Future
Directions, eds 1. Jacobs — H. Elton, Oxford 2019, 45-61, esp. 49-53.

Illustration credits

Figs 1-5, 7, 8, 14: Ephorate of Antiquities of the Dodecanese, pho-
tographer Nikos Kasseris, Sept. 1991. Figs 6, 10, 11, 13, 16, 17:
Zibawi, Images, op.cit. (n. 43), figs 124, 93, 90, 96, 128, 127. Figs 9,
12, 18: Byzantium and Islam, op.cit. (n. 53), no. 52A on p. 84-85,
fig. 22, no. 29 on p. 57-58. Fig. 15: Bolman (ed.), Monastic Visions,
op.cit. (n. 61), fig. 3.5.
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Ayyehrn Katowhtn

ME TO BAEMMA TIEPAN TQN ET'’KOXMIQN:
ANAGEQPH>H TQN TOIXOI'PAPIQN XTO AZKHTAPIO
THZ XAAKH2Z AQAEKANHZOY

Z ™ Xaixn, éva vnot ota vétwa g Pdov, og amo-
UWAXQUOUEVT TTEQLOYN ATTO TOV OLXLOWS, O0%eOOV aBEatn
amé ™V 0dhoooa, foloretal To Aoxntaold, oty B€on
KeAMd. H ovopooio vitodniidver novyaotiolo avoym-
ONTAV ®0L TEQIAOUPAVEL AOTEEVTIRG XDOO 08 OTTNALLO
#aL, 0g xounAdteQo emimedo, vatlono o Poaymdeg #ol-
Aona ue ®ToTéS TIC eEmTepuréc mhevpéc. H xotoiunon
TOAVOV VO EXTEVOTAY OTO VTGAOLTO TUNUO TOV OTTN-
Aafov, wov yweiletal pe yaunhd touyio amd 1o LEepd.

O Touoypapieg Tov Aoxntaploy amotéhecay O€-
oL LEAETNG, OUIPMVC LE TNV OTTOL0L 1), ROTA TNV TEDTY
eXTiUN oM, 0L YEOVOLSOYNOY Tovg 0ToV 90-100 -
va avaBemondnxe. Emavegyduevolr pue v mooovod
dnuootievon oto uvnueio raL Pe aoouy véo oTouyeln
YLO TIG EXOVOYQOQLXES EMLAOYES, Ba emuyewonOel ) te-
YVOTQOTTIXY ATOTIUNON TOVGS, 08 OVVOVAOUS UE TO LOTO-
QWA YEYOVATA TG ETOYNC.

Srov vaitoro, amd to. Myootd vroleiuuota e Lwyoo-
Qwig, evtomitovral 0o exdAAnia otowduato younid,
0T VOTLOAVATOALKY YOvio. Tov tepov. To malaitdtepo,
opuooromMUEVO #aL MueEtnho, mepthaufdver oASomUO
axéPoho OTEATIOTIHG AYLO TOU %EATA dOQU %Ol POQA
Coouévo ot HEo YLTWVAL, OLXOOUNUEVO UE RURAKA UOLQ-
yoorroxsounta oxédwor (Ewe. 1). e emduevo otodua ovi-
%EL 1) TOAD POOQUEVT REPOAT, UE TNV OROTAOTATY «PAO-
YOI ®OUN, TOV CEYRE OAGCMUOV OTO0TOAOV AVOQEX
(ANAPEAC), uéoa. og 10lxomuo mAaioo ®oL 08 #6r%IVO
rAumo, oty ®dTw Lhvn Tov petdrov e apidag (Ew. 2).

v ®othdtnTo TS omnAde dtatneeital e @BoEg
éva eviaio otpwua Lwyoamnig ue T€00eQLE 0Tt TIS CLE-
yrnd epLoodtepec wopéc (Ew. 3). 1o #€vipo tne ovv-
Oeong o Xpwtéc (+EMANOYHA), og veapq miria,
aYEVELOC, UE 0YOVEA WOAALG TOV oynuotiCovy Pootou-
XOVG, EVAOYEL Ue VPWUEVO TO YEQL KA RQATEL OTAVQOPO-
00 0400, draxprtind BpLdupov. Aopugpopeital ard dvo
ayoyYELovg, artd Tovg omoiovg owleTal o €€ evmviumy
(+MIXAHA) pe oyovpd. EovBd polhid, yuoLouévog meog
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2t yAvxid avdauvnon Tne uauds uov

tov X016, eved and tov ([ITABPIHA) odletal Tuiuc
TOV PMOTOOTEPAVOU %KoL TO ayLwvUuo. Metd tov Muyo-
N\ odlovtal oty dxemn, o8 UXEOTEQT ALK, O VEQ-
06¢ oyovpoudAing [KH]PIKOC mtov ®QaTel TO OTEQAVL
Tov udeTvea, ®at 0 +AI'TOC PAOYCT.., YeVELOQPOQOC
moeoPutepog, ne Sudhibo Birio (Ewx. 4).

To otouyeio TG CVVOEONC, RO OVYXREXQEVT. 1] ETTLAO-
i TV dv0 ayiwv, (cwg amrotehoUy ®AeWOLA Yo TNV TEO-
£€NeVON %Al TIC TNYES TWY TOLOYQAPLOV avTdYV. Eldns-
TEQQ, ExxEEUE! M TOUTION TOV dylov PaioTOov, O 0TOLOg
TOLEOVOLALEL YOQOATNELOTIXG TTOV TAQATEWTOVY OUPDS
ot mEeoPUTeEQO DEWNE NAriog, evid dev mTEOEXVYPE KA~
TTOLOL EQUNVELD YLOL TNV ETLAOYN TNG ATTELRGVLONS TOV aTtd
%xowvov ue tov Kipuro, dvo ayimv mov patvouevind ti-
mote Ogv tovg evavel. o TV gounveio xoL oVVETAXO-
AovBa v meoéhevon g Lwyoaprng aUTHS TOV ALTo-
TeAEL unicum OTOV EVEUTEQO YEWYQUPLRS YWDQO, ThaL-
vohoynOmxe GTL 1 EXOVOYQEAENON 0TO AOKRNTAQLS UaQ-
TVEel ndmora EGETNON TS TO ALYVTTTIOHRG EOQTOAGYLO.
ITodxertor TBavVADC Yo Pt EEALQETIRA OTTAVIOL OITTELNO-
vion tov mEeoPutépov PavoTov, TOV NOQTUENOE OTNYV
AAeEAvVOELa. Zupndotugag Tov ayiov vTnege o dylog
Kvowoxde, dnwg avagépetal 010 ZvvaEdolo g Kmv-
OTOVTIVOUTTOANS, CUUPMVOL UE TO OTTOLO M UWYNUT OUPOTE-
powv eoptdletal v 6m Zemteufolov. H ovvamewmdvion
TOVS 010 AouNTooLo witogel vo dunatohoyndet, xobwg
oe xeluevo xot amerovioels oty Alyvmto elvol ouyvog
0 ouupUEUSS TV ayinv Knovrov xor Kvotaxov, doum-
0N TOV OTOVTA 0TV EVQUTEQY TEQLOYY RATA TNV TOW-
topuvlavtiv emoyn. O dywog Kipuvrog/Kvowaxds ftav
OVYVOC 0TO ROTTTIRG €0QTOAGYLO. ZT0 AorNnTOQLd, Aou-
Bavovtog vrdym v amxerdvion tov radiov Knovxov,
TOQOTNEEITOL ULCL OVOLALOTIXY TEOOTADELDL VIOBETNONG
ATOEVTIRMV OTOLElWY amd TV TEQLOYY Tov Avyaiov,
OV TOVS VITOOEYTNHE, ROOMC ®OL ETAPN UE TIS XVOIOQ-
xec tomuréc hatpeiec. "Eva amd ta ®évtoa, AAAWOTE, ™
hatpeiog tov Knovxov oty Poduwann Iepaio gaivetal
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AITEAIKH KATZIQTH

Ot elye W TEVOVTO QOAO 0TN dLddoom TS Aateelng Tou
aylov oto Yertovixd vnod 6mmg 1 XAAx.

Ta dupooUuevo, aUTd TEYVOTQOTIRA OTOLXEID KOl O
OVYXEQAOUAS TOVS OUOYEQUIVOUV (LD OUYXEXQWEVT, TO-
oBETNON TV TooYeo@LdV TS Xdahxne H Twyoopuxn
™G OTNAULDOOVE ROLAGTN TS KCLL TOV TEWTOV OTQWUATOS
Tov vaiorov meémel vo xoovoloynOel oto devtepo uod
TOV 70V, AV Oyl OTIE TR TES OERAETIES TOV SOV LdVAL, CLTTd
Coypdgo pe ®ramola yvion Tov ®omtixov Wuduotoc. To
SeUTEQO OTEWIO TOV VOio®OV B0 LITOEOVOE Vo TOTOOETN-
Bl otov 90-100 allyva oL 1 ToEovaia Tov ayiov Avogéa
{owg naptueel v emppon ™g Kwvotavtivoumoins

Toa vporoyrd otoryeia tov Cwypdgov, Smg expd-
Covtal pe TV avotnen HeTmmixotTto Twv Pavotou ®ot
Knpvrov, ovvdvdlovial ue vemtepnd oTouxel, Omme
1N XWNUEVY OTAON TV AUEVIQXMYV LOQP®Y, Tov Euuoa-
VOUNA ®aL Tov ayyELov, Topd TV adEEL 0TEOPY TOU
TEAEVTAIOV, KO UE TNV TTUYOLOYIC TOV aVAILTADVETALL
npoobétovrog 6yxo (Ew. 5). H diodidotatn avamtuEn
TV OU0 HOQTUOMV CUUTQATTEL UE TNV TAAOTIXOTNTA,
™V TELOOLAOTOTY TEOOTTTIXY, TNV eEOVIiREVON TV GA-
AV OV0 HoRe®dV %ot ™V ®ATd TO dVVATOV CLEUOVIXY
ovvdEoN TOVg ne Tov xWeo. H aviwetdmion avtyj, mov
OVTLITQOOMITEVEL HOTA KATOWO0 TEOTO TNV CUPLTAAG-
VTEVON AVAUECO OTO YOLOTLAVIXRG LOEDOES KOl TNV EAAY-
VOQWUOTRY 0QyatdTNTO, OEV aivetal vo eival Goyetn
UE TN UETAPATIRY ETOYY|, OTNV OO0 VITOOoTNEILOVUE OTL
avAroLV oL toryoyoapies. H tdon yia amhomoinon rat
aQa.ipeD), OTTMC EXPEALETAL OTOVS UETMTIROVS AyY{OVE
Pavioto xot Kpovro, nopgés tepatind amadelc, euypuym-
uévec amd eomteQLry dvvauy, BuniCovy poENTég etndveg
%O AVORAAOUVV TIC TOTUUES LOLALLTEQOTNTES TNG ROTTTLRYC
Coyoapuric. O ovyrepaonds OToLEImY aTd TNV TEWTO-
Bulavtivi meplodo, o CVVOVAOUS UE VEWTEQIXA OTOL-
yela, etvalr ovvnBouévog, ouvviotd delyuo weTafatirig
EMOYNS KO XOLOAXRTNQITEL ARSI KOL HOQUPALIOL UVNUELCL.

H eyratdotaon avayxwont®yv oto AoxntaQld g
Xainng (omg mpémer vo ovvOedel ue dtadoyrd TEooQL-
Ywd eUUOTO, UETA TNV 0QLOTIXY aTtdAEL TG AtyUmtou
artd tovg Apafeg 1o 654, o€ Evav AV YEVIREVUEVNS
VITOYXDOENONS O€ GAa. Ta. uETmITa TS PLTaVTIVIE CVTOXQO-
toplac. Kabwg ou ewovoypapinés emtAOYES TOV TEOVOL-
@EpOMrAY, ONUOTOSOTOUV TNV TEOOTADELD OLVATOQOYM-
NS owelv LOEEMOV atd TNV ROTTIRY TOQEAO00N, TOTE,
OTNV TEQIMTWON TNE ATOdOYNS TNS VITGOEONS UOLS YLOL TNV
TEOEAEVON TV QLORNTWV TS XAAKNS otd v Afyvmtto,
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N aredvion ayiwv mov hAatgevovtayv othy AheEdvOpoela
%O ATTOTEAOVOY UEQOGS TN EXRANOLAOTIRAG TAVTOTNTOC
™G TOANG, €xEL ®oipLor BE0M YLoL TNV RATAVONON TWY ELKO-
VOYQO@WMV OUTOV emAoydV. Ouwg, mTood TS TeYVOTQO-
TKES OUOLOTNTES, M) Lwyoo@iny] Tov AouNTOQLOU eV aLTTo-
tehel TUTTIG Selypo TOV ROTTTIHOU RAAMTEYVIXOU O
T0G. Oa prrogovoaue doaye vo VIToBEcouE GTL TEOXELTAL
7eQ{ TEOOPUYWYV, oL omoiol vIneEay exiong novayol oty
Atlyvrto; Mmopovv vo Bewmonbovv mibavol rdmwolor de-
OUO{ TOVE UE EXRANOLALOTIROVC XURAOVC TS AAeEGVOQELOC;
H téyvn mov aviutpoowevovy Oa fjtay Suvatov va avta-
voxrhd aleEavdpivéc tdoeig; H mowdtnta, ol mapaddoelg
%OL 1) TTOAMTAOROTNTO TNG TEYXVNG TTOV CLORE(TO 0N devte-
0N ONUOVTIXRGTEQT TTOAY TS AUTOXQATOQIOE TO (010 YQO-
V6 SLIAOTNUOL, RO TNG COYQAPIXNE THE TTORdd00oNG Elvail
og ueydho fabud ayvootn. Oa tav dSuvatd oL ToLoYQ-
@leg e Xaiung vo Bempnbovv onuavTive %OLTNELo yio
™V Ao TUN o1 TS AAEEQVIQIVIE LVNUELCRTS T YOOQIURC
H vmotBéuevn mpoéhevon Tmv ovoymontmyv omxd
exel Oev amoxrlelel T 0UVOEON TOVS UE LOVOLOTIHG TTEQL-
BaAilov, xaBmg eival yvwotd OTL 0Ta aoTivd ®EVTOX,
Smmwe avtd g AAeEavdpelag, alhd xot oto TeEQixwEd
™g Oev éheutay ou povée. [Tapd tavta, dev elval duva-
™ M CVOYETION TOVG UE OVTLXAARNOOVIOKES OVTIANYELS,
0UTe TO ®ATA TAOOV 1) PUYH TOUS VTNEEE amoTtéheoua
TNG 0QLOTIXNG RATAMYNGS TNS TOANG 0o Tovg AQafeg 1o
646 M av Epuyav aQyoTeQQ, VTG TO ®EATOS S YUWY 1
Bonoxevtinnig dlapoEoToMoNs, 1 AxOUT YL OLXOVOULL-
%©0Ug AGyovg, oty elonydn otov 8o aldva 1 poeoAd Y-
ON TV ROVAOTNOLEX®YV ®oBdouudtwy amd tovg Apa-
Bec. H ovopaoio tng 0€ong ot Xdhxn, Kelhid, o pmwo-
QO0VOE EVOEYOUEVIS VO OLVAXOAEL T1) YVOOTH LOVOOTIRY
xowadtnto og duoen ue v AleEdvdpewa Béom, n omoia
TUENXUALOE OTTO TS ORYES TOV 70V QLLDVOL XOLL EYROATANE(-
@Onxe Tov 8o. Axrdua, ue agoowi 1o Aoxrntoold, evoet-
UTUA ROL UOVO OUUITEQAOUATO. UTTOQOVY Vo eEaryBoUv
Yo ToV QOA0 TOU Hovaylopnoy oto vnowd tov Arvyoiov
%o oty gvevTeET mepoyn. Elval dyvmoto tdéoo dio-
%EOE 1] ROTOIXNON OTNV aExRENUYY vty B€om. Mdvo 1
AVOLOXROPYT KOL 1) TEOOEXTIXY LEQEVVNON TOV YoV Oa
uoQoUoe Vo SDOEL TEQLOOOTEQES OLITALVTINOELS.

Ap Apyxaitoroyos, Epopeia Apxaiotitmv Awdexavioouv,
Tunuatdoyns Bvlavtivev ko Metafuiavuvov
Apxatotitov xar Movoeiwv
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