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Ioannis Tsiouris

A BYZANTINE ICON
OF SAINT NICHOLAS THE WONDERWORKER

1oV vao Twv Aylwv Amootoiwv I1étoov xal [Taviov
o010 Kaotodxi Kaloaumdxrog UAGOOETOL OONTN ELXOVXL
0V ayiov NixoAdov. H ametxovion Tov ayiov o€ ovyxoa-
TNUEVN 2VNON, N EMPANTIXOTNTA THE LOQPTIS TOV, 1) ALTTO-
8001 TWV TOOTMITOYOAPIXDY TOV YAUOAKXTNOLOTIXDV, TO
TAAOLUO TV YUUVDV UEADY TOOO TOU ayiOv 000 %Al TOU
Xotwotov xau g Iavayiag, n gwtooxiaon, n doun twv
TTUXDOEDV %Al TA SLAXOOUNTIXA OYEOLO HAQTUOOTV TNV
goyaoia evog oAU txavov Cwyodgov. Ta eixovoyoapi-
®xd, X0 XVOIWS TA TEYVOTOOTIXA, YUQUXTNOLOTIXA TOTTO-
OeTOUY TNV ELXOVXL OTO TEAEVTAIO TETOOTO TOV 140V atdva.

AéEeig xherdud
140¢ awdvag, poontés eixoves, dyitos Nixoiaog, Metémoa,
Maxedovia.

Among the objects kept in the sacristy of the church
of the Apostles Peter and Paul in the village of Kastra-
ki near Meteora (Kalambaka) there is a portable icon
of St Nicholas that is unknown to research. The icon,
which is recessed, consists of a single board measuring
94.0x65.5%4.5 cm. and is in a good state of preservation
(Fig. 1).

The icon has undergone conservation at some point
in the past and appears to have borne an overpainting, a
few remains of which are still visible, together with traces
of a later inscription. The panel was prepared with gesso.
The surface is damaged and flaked, although the flaking

* Faculty member, Department of History, Archaeology and So-
cial Anthropology, University of Thessaly, iotsiouris@uth.gr

** [ owe a debt of thanks to Professor Emeritus Euthymios Tsigari-
das, Aristotle University of Thessaloniki, for his valuable remarks
on the theme and also to the art conservator and photographer
Aimilianos Gkekas.
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A portable icon of St Nicholas is preserved in the
church of Holy Apostles Peter and Paul in the village
of Kastraki, near Meteora. The depiction of St Nicho-
las in restrained motion, the commanding figure, the
rendering of his facial features, the bare parts of the
Saint, as well as of Christ and the Virgin and also the
halo’s decoration attest to the work of a remarkable
painter. The iconographic and, above all, the stylistic
features date the icon in the last quarter of the 14th
century.

Keywords

14th century; portable icons; St Nicholas; Meteora; Mace-
donia.

is mainly around the faces and so does not hinder a study
of the painting.

In the centre there is a large half-length figure of St
Nicholas'. The saint is depicted almost frontally, with his
body and head turning very slightly to the viewer’s left. In
his left hand he holds a closed pearl-studded Gospel book,
while his right hand is raised in blessing over his chest.

St Nicholas is dressed in priestly attire consisting of
a barely visible sticharion illuminated by white brush-
strokes, an epitrachelion with pearl-studded decoration
at the neck, a purple phelonion and a white omophorion
with red crosses. The sumptuous gold-embroidered epi-
manikia are inlaid with precious stones, as is the bind-
ing of the Gospel book. The halo, which is surrounded by

U Synaxarium CP, 281-284. For the iconography of the life of St
Nicholas see N. Patterson Sevéenko, The Life of Saint Nicholas in
Byzantine Art, Torino 1983.
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a red band, is particularly well executed and is adorned
with a vine shoot enclosing anthemia. On either side of
the saint lies the inscription in red paint: (O) AI(IOC)
NIKOAAOC O OAYMATOYPI'OC (Saint Nicholas the
Wonderworker).

To the left of the saint’s head, on a smaller scale, is
a depiction of Christ clutching a closed scroll in his left
hand and holding out a Gospel book for the saint with
his right hand, while to the right is a depiction of the
Virgin Mary proffering an omophorion.

The iconographic type depicting St Nicholas fron-
tally and half-length was already in existence by the
Middle Byzantine period®> and was to enjoy a particu-
larly wide dissemination. The joint depiction of Christ
and the Virgin Mary presenting the saint with the sym-
bols of his office is connected with the historical events
that took place at the First Ecumenical Council and the
saint’s vision3. However, it seems that over the course of
time this element lost its narrative character and became
merely a standard feature of the iconographic theme*,

The depiction of the saint turning slightly to the
viewer’s left in a majestic albeit almost imperceptible
movement recalls other works, like the portable icons
with the same subject in the Monastery of the Great Me-
teoron (1387/88-1393)° (Fig. 2) and the church of Saint

2 See, indicatively, the portable icons of St Nicholas at Saint Cathe-
rine’s Monastery on Mount Sinai (10th and 12th century), M. Bac-
ci(ed.), San Nicola. Splendori d’arte d’Oriente e d’Occidente, Bari
2006, pls I1.1 (A. Lidov) and I1.6 (N. Sevéenko). Cf. the mosaic icon
in the Monastery of the Apocalypse on Patmos (11th century), M.
Chatzidakis, Eixoves tijc Ildtuov, Athens 1990, 44-45, pls 1, 77,
and the wall-painting in the church of Saint Nicholas Kasnitzes
in Kastoria (12th century), Ch. Mavropoulou-Tsioumi — S. Tam-
baki, “O dywg Nwxohaoc. H ameirdvion tov otig toLyoyoapieg
™ Kaotopds”, Avdpov. Tuuntixos topuos otov xadnyntij Nixo
Nixovavo, Thessaloniki 2006, 103, fig. 1.

3G. Anrich, Hagios Nikolaos, Der heilige Nikolaos in der griechischen
Kirche. Texte und Untersuchungen, 11, Leipzig — Berlin 1917, 393-394.
4 M. Vassilaki, “Metafuloviivy eindva tod dylov Nuwoldov”,
Avtipovov. Apiéomua otov xadnyntiy N. B. Apavddxn, ed. V.
Katsaros, Thessaloniki 1994, 230.

> M. Chatzidakis — D. Sofianos, To MeydAo Metéwpo. Iotopia
xat Téxvn, Athens 1990, 34, fig. on p. 61. G. Suboti¢, “Adpa xat
dweeég Tov deomdtn Owud rat s facthoocag Magpiag [Takato-
hoyivag”, IMoaxtind Ate@vous Zvumooiov yio T0 AeOTOTATO TNG
Hreipov (Apta 27 — 31 Maiov 1990), Arta 1992, 73, pl. 10, with
earlier bibliography.
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Nicholas tou Kyritze in Kastoria (1370-1385)° (Fig. 3),
while it also appears on Russian icons, such as the icon
with the same subject in the museum at Cherepovets
(second half of the 14th century)’.

The saint’s gesture of blessing with the thumb joined
to the little and ring fingers does not differ from an
iconographical tradition that was already in existence
in the 11th century® However, the depiction of the two
horizontal fingers touching each other is an iconograph-
ical detail that appeared in the 14th century® and whose

® The saint is depicted full-length. E. Tsigaridas, Icons of the Byz-
antine Museum and churches in Kastoria (12th-16th century),
Athens 2018, 154-158, figs 67, 70. See the dating of the icon to
the late 14th-early 15th century, A. Strati, “Ewdva tov ayiov Ni-
®OAGOV e oxNVES Tov PBlov tov and v Kaotooud”, Agiéomua
otov Axadnuaixo Iavaywitn A. Boxotomovio, eds V. Katsaros
— A. Tourta, Athens 2015, 585-589, fig. 1, and to the sixth decade of
the 14th century. L. Sissiou, “Two unpublished icons of the Kastoria
School”, Zograf 31 (2006-2007), 192. On the church’s wall-paintin-
gs, see E. Tsigaridas, Kaotooid. Kévrpo {wyoapixis tnv emoyi
twv HalaoAdymv (1360-1450), Thessaloniki 2016, 169-199. Cf.
the icon of St Nicholas on Patmos (ca. 1400), Chatzidakis, Eixoveg
tiig ITdtuov, op.cit. (n. 2), 56-57, pl. 10.

7O. Kulikova, Drevniye liki Russkogo Severa. Iz muzeynogo sobra-
niya ikon XIV-XIX vekov goroda Cherepovtsa (Ancient images
of the Russian North. From the Museum’s collection of icons of
14th-19th centuries in the city of Cherepovets), Moscow 2009, cat.
no. 1, pl. 1.

8 See, indicatively, the mosaic icon on Patmos (11th century), Chatzi-
dakis, Eixoveg tiig [Tdtuov, op.cit. (n. 2), 44-45, pl. 1; the icon at the
church of Saint Sophia in Kiev (11th century), and also the portable
icons at the Tretyakov Museum (late 12th century), A. Lidov, “Il
dio russo’. Culto e iconografia di san Nicola nell’antica Russia”, San
Nicola, op.cit. (n. 2), 78-88, figs 1 and 6, respectively and the icon
at Ohrid (mid-14th century). M. Georgievski, Icon Gallery — Ohrid,
Ohrid 1999, 60, fig. on p. 61. Cf. the depiction of the saint at the
church of Saint Nicholas at Agoriani in Laconia (ca. 1300), M. Em-
manouel, “Ot toyoypagies tov Ayiov Nixoldov otnv Aydoavn
Aarwviag”, DChAE 14 (1987-1988), 128, fig. 35.

? See, for example, the portable icons of St Nicholas donated by Ste-
fan Uros III Decanski (1322-1325), San Nicola, op.cit. (n. 2), pls I1.7
(Ch. Chotzakoglou) and IV.7 (B. Miljkovic); the icon of Christ Pan-
tokrator at the Monastery of Vatopedi (14th century), E. Tsigaridas
—K. Loverdou-Tsigarida, Teod Meyiotn Movi Batoraidiov. Bvia-
VTIVES eixoves xal émevdvoetg, Mount Athos 2006, figs 52, 60, 95;
Saint Blasios at Veria (ca. 1330), Th. Papazotos, Bulavtivés sixoveg
¢ Bépoiag, Athens 1994, 49, figs 25, 26; Christ Pantokrator in
the Hermitage Museum, T. Papamastorakis, “Eixdveg 130v-160v
aidva”, Eixoves Moviic Iavtoxpdtopog, Mount Athos 1998, 43,

AXAE MB’ (2021), 259-276
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Fig. 1. Kastraki, Kalambaka, church of Holy Apostles Peter and Paul. Icon of Saint Nicholas.

AXAE MB’ (2021), 259-276 261
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Fig. 2. Monastery of the Great Meteoron. Icon of Saint Nicholas.

fig. 9; Christ Pantokrator on Cyprus (14th century), Cyprus the Holy
Island. Icons through the Centuries, ed. S. Sophocleous, Nicosia
2000, 169, fig. on p. 168 (S. Sophocleus), 169, fig. on p. 168 (S. So-
phocleus), and Christ Pantokrator in the Chapel of Saint Nicholas at
the Monastery of Timios Prodromos near Serres (ca. 1360-1370), A.
Strati, H Swyoaqguxi otny Ieod Movi Tiuiov ITooSo0uov Zepo@v,
1406-1905 at., Thessaloniki 2007, 59, fig. 34. Cf. the depictions of St
Nicholas at the church of Saint Nicholas at Agoriani in Laconia (ca.
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1300), Emmanouel, “Ou tovoyoapies”, op.cit. (n. 8), 131, fig. 35
and Christ the Saviour at the church of Saint Nicholas Orphanos
in Thessaloniki, A. Tsitouridou, ‘H évroiyia wyoagixi 100 Ayiov
Nuxoldov oti] Osooalovinn. Zvupori oty ueAétn tijg Ialaiolo-
yerag wyoaquxiis xatd tov modiuo 140 aidva, Thessaloniki 1978,
fig. 15, as well as the depiction of Christ in the katholikon of the Hypa-
pante Monastery at Meteora (1366/67), D. Sofianos — L. Deriziotis,
H Ieod Movi g Yroamavis twv Metedowv, Athens 2011, fig. 81.

AXAE MB’ (2021), 259-276
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Fig. 3. Kastoria, church of Saint Nicholas tou Kyritze. Icon of Saint Nicholas, detail.

dissemination can be attributed to the Hesychast move-
ment .

10 This particular gesture of blessing alludes to the doctrine of
the Holy Trinity and was widely used during the 14th century by
monastic circles that were directly connected with the Hesychast
movement. See Chr. Baltoyianni, SvvoutAic ue to Oeciov. Euxo-
veg and 10 Bulavtivé Movoeio AOnvav (9og-150¢ at.), Athens

AXAE MB’ (2021), 259-276

At the same time, the saint’s pose in which he is de-
picted holding the Gospel book to his chest with his left

1998, 61. On the Hesychast movement see indicatively J. Mey-
endorff, Byzantine Hesychasm: Historical, Theological and Social
Problems: Collected Studies, Variorum Reprints, London 1974. 1.
Drpi¢, “Art, Hesychasm, and Visual Exegesis. Parisinus Graecus
1242 Revisited”, DOP 62 (2008), 217-247.
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hand exposed and his arm in a horizontal position is not
so common'!, compared with those which show him ei-
ther holding the narrow side of the book in his palm!? or
his hand covered by the phelonion’®. Also, the fact that
instead of holding the bottom of the Gospel book, he is
holding its lower half is a detail that is rarely found in
similar representations of the saint and probably comes
from similar depictions of other figures, such as Christ!“,

The depiction of such a voluminous Gospel book was
not uncommon in the second half of the 14th century,
as may be observed in the icons of Christ Pantokrator at
the Hermitage Museum (ca. 1363)", the Monastery of

11 See the icon donated by Stefan Uros III Decanski (1322-1325),
San Nicola, op.cit. (n. 2), 196, 259-261, pl. IV.7 (B. Miljkovi¢) and
also the icons at Ohrid (late 14th century), Georgievski, Icon Gal-
lery, op.cit. (n. 8), 78, fig. on p. 79, on Cyprus (ca. 1400), San Nico-
la, op.cit. (n. 2), 196, 289-290, pl. V.6 (A. Iliddes) and on Patmos
(1430-1460), Chatzidakis, Eixdveg tijc IldTuov, op. cit. (n. 2), 51-
52, pl. 5. M. Vassilaki, “San Nicola nella pittura di icone post bi-
zantina”, San Nicola, op.cit. (n. 2), 73, fig. 4. Cf. the wall-painting
at Decani, M. Markovi¢, “Individual Figures of Saints in the Naos
and Chapels”, Mural Painting of Monastery of Decani. Material
and Studies, ed. V. Djuri¢, Belgrade 1995, 244, fig. 6.

12 See, for example, the icon at Mileseva (1228), M. Bacci, “Il cor-
po e 'immagine di Nicola”, San Nicola, op.cit. (n. 2), fig. 8 and
the portable icons on Rhodes (mid-14th century), M. Acheima-
stou-Potamianou, “Apgurodomnmes eixdveg g Pédov. ‘H eindva
g Odnyitoag xal tod &yiov Niwoldov”, AD 21 (1966), I Me-
letai, 73-77, pl. B“a-b. A. Katsioti, “Augiyoantn malatordysio
ewdva ot Niovpo”, DChAE 25 (2004), 66-69, fig. 2, and on Pat-
mos (ca. 1400), Chatzidakis, Eixoves tiig Ildtuov, op.cit. (n. 2),
56-57, pl. 11. Katsioti, op.cit. fig. 4.

13 See, indicatively, the portable icon on Nisyros (final quarter of
the 14th century), Katsioti, “Aug{yoamtn talatoldysio sinéva”,
op.cit. (n. 12), fig. 2.

4 See the portable icons of Christ Pantokrator at the Hermitage
Museum (ca. 1363), 1. Drpi¢, Epigram, Art and Devotion in Later
Byzantium, Cambridge 2016, 390, fig. 7.13, at Veria (ca. 1360-1370),
Papazotos, Bvlavtivés eixdveg, op.cit. (n. 9), 51, fig. 33, at the Hi-
landar Monastery (ca. 1400), Sr. Petkovic, Eixdves Tepag Moviig
Xidavdapiov, Mount Athos 1997, 33, fig. on p. 105 and in Cyprus
(14th century), Cyprus The Holy Island, op.cit. (n. 9), 169, fig. on
p. 168 (S. Sophocleus), as well as the late 15th century icon with the
same subject and the icon of the Synaxis of the Archangels (mid- or
second half of the 15th century) at the Vatopedi Monastery, Tsig-
aridas — Loverdou-Tsigarida, Buavtivés eixoves xai émevovoeig,
op.cit. (n. 9), 127-128, 248-249, 164-269, figs 95, 185 and 196, re-
spectively.

15 Papamastorakis, “Ewdvec”, op.cit. (n. 9), 43, fig. 9.
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Pantokrator on Mount Athos (1363)!¢, the Monastery of
Vatopedi (third quarter of the 14th century)'’, the church
of Saint Clement at Ohrid (final quarter of the 14th
century)'® and the Monastery of the Transfiguration at
Zrze (1393/94)".

Finally, the epithet O@avuatovoyds (Wonder-worker)?
expresses an attribute of the saint that occurs in a similar
expression —H Bovon twv Bavudtwv (Fountain of Mira-
cles)?'— that was already in existence in the first few dec-
ades of the 13th century®>. However, as far as the epithet
Oauvuatovpyos is concerned, one of its earliest known
occurrences is to be found in the Peloponnese, in the
church of Saint Paraskeve at Geraki (first half of the 15th
century)>.

16 Tsigaridas, “Touyoyoagies xal eindveg g woviig Iavtorpdto-
oo¢ Ayilov "Opovg”, Makedonika 18 (1978), 194, pl. 13a. Papama-
storakis, “Ewdvec”, op.cit. (n. 9), 48, fig. 21. M. Acheimastou-Po-
tamianou, “ITapatnenoels oe dV0 AUPLTEOCOMITES ELROVES TG
woviic ITavtozpdtopog oto Ayiov Opoc”, DChAE 20 (1999), fig.
1. See also another portable icon of Christ Pantokrator at the same
monastery, Tsigaridas, op.cit., 198, pl. 17b, with a dating to the late
14th —early 15th century, and Papamastorakis, op.cit., 88, fig. 40,
with a dating to the early 15th century.

17 E. Tsigaridas, “Poontéc ewmdveg ot Maxedovia xotL o Aylov
Vpoc ®atd to 130 awdvae”, DChAE 21 (2000), 127, fig. 95.

18 Georgievski, Icon Gallery, op.cit. (n. 8), 74, fig. on p. 75.

19 M. Chatzidakis — G. Babi¢, “The icons of the Balkan Peninsula
and the Greek Islands”, The Icon, ed. K. Weitzmann, Verona 1981,
143, fig. on p. 192. Cf. also the Gospel book held by Christ in an
icon of the Deesis on Crete (ca. 1400), The Hand of Angelos. An
Icon Painter in Venetian Crete, ed. M. Vassilaki, Athens 2010, 38-
47, 87, fig. on p. 86 (M. Vassilaki).

20 See a similar epithet on icons from the mid-15th century at Korgé
in Northern Epirus (southern Albania), Etxoves amo 1ig Op0660&ss
Kowotnres tng AAPaviag, ed. A. Tourta, Thessaloniki 2006, 37, fig.
4, and icons from the mid-16th century, N. Chatzidakis, “Ewxdva tou
ayiov Nixohdov pe proyoagirés oxnvés. ‘Eva dyvmoto égyo tov
Tewoyiov KAGvtla”, DChAE 22 (2001), 413, fig. 13. For other epi-
thets applied to the saint see Tsigaridas, Kaotooid, op.cit. (n. 6), 224.
2 This epithet comes from a doxastikon sung at Great Vespers
on the saint’s feast-day (6 December) (Mnvaiov 1ot Asxeufoiov,
Athens 1962, 32).

22 See in the chapel at the Penteli Cave in Attica (1233/34), D. Mouri-
ki, “Ot putaviivég toroyoapies TV maexxnoimy Thg Znnhidg
tiig Heviélng”, DChAE 7 (1973-1974), 91, pl. 22.1.

2 J. Papageorgiou, Towyoyoapies tov 150V ai@va 010 xd0TEO
T'spaxiov Aaxwvias. Eva {wyoa@ix0 €0yaoTioto s oyYwuns
TalatoAdyeLag meQLOdov 0TovS vaous tns Zwodoyov IInyig,
twv TaSiapxwv, tov Ioogntn HAla xat tng Aylag Iapaoxevic

AXAE MB’ (2021), 259-276
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The depiction of Christ handing over the Gospel
book to the saint in his extended right hand while hold-
ing a closed scroll in his left preserves a long-established
tradition which dates back to the 11th century?** and var-
ies only slightly in its details.

The depiction of the Virgin Mary is also consistent
with the established iconographical tradition. The por-
trayal of her gripping the omophorion with her right
hand while her left hand protrudes with the fingers open
does not recall a specific motif?’, although it does bear a
resemblance to similar portrayals in a number of works,
such as the portable icons at Ohrid (mid-14th century)®,
the Tretyakov Gallery (14th century)?” and the Monas-
tery of the Great Meteoron (1387/88-1393)% (Fig. 2).
As far as the stylistic features are concerned, St Nicholas
is portrayed as a middle-aged man with a lean face and
a high broad forehead?®.

The facial features (Fig. 4) have been executed with
particular care. The almond-shaped eyes are set off by
the deep eye sockets and the thick white eyebrows on
the brow ridge. The nose is long and slender, blending in
harmoniously with the elongated face, while the cheek-

(unplublished Dissertation), Athens 2007, 135. K. Zisiou, Extyoa-
@at T@v yoLotiavixdv xoovov tis EAAddog, 1, Ilelomovvnoog,
Athens 1917, 34, no. 84. See a similar epithet on icons of the mid-
15th century at Korgé in Northern Epirus (southern Albania), Ei-
#0Oveg aro g Op0ddo&es Kowotnteg, op.cit. (n. 20), 37, fig. 4 and
also on icons of the mid-16th century, Chatzidakis, “Ewxdva tov
ayiov Nwohdov”, op.cit. (n. 20), 413, fig. 13.

2 See the portable icons on Patmos (11th century), Chatzidakis,
Eixoves tiig Ildtuov, op.cit. (n. 2), 44-45, pl. 1, on Mount Sinai
(12th, late 13th and late 13th — early 14th century, respectively),
San Nicola, op.cit. (n. 2), 207-208, pls 116 (N. Sevéenko), 208-209,
117, and 209, 118 (Ch. Chotzakoglou) respectively, and at the By-
zantine Museum in Nicosia (late 13th century), San Nicola, op.cit.
(n. 2), 287-289, pl. V4 (L Tliades).

% The depiction of the Virgin Mary’s hands, together with the way
in which she holds the omophorion, varies, without ever character-
ising a particular iconographical tradition or iconographical type.
20 Georgievski, Icon Gallery, op.cit. (n. 8), 60, fig. on p. 61.

27 N. Bux, “La tradizione liturgica Nicolaiana”, San Nicola e la
reliquia di Rimini. Storia, arte e spiritualita, eds A. Donati — N.
Valentini, Rimini 2006, fig. on p. 168.

8 Chatzidakis — Sofianos, To MeydAo Metéwpo, op.cit. (n. 5), 34,
fig. on p. 61. Suboti¢, “Adoa xat dweeéc”, op.cit. (n. 5), 73, pl. 10.
2 For the iconographical rendering of the figure of St Nicholas in
Byzantine art, see pA. M. Bacci, “Il corpo e I'imagine di Nicola”,
op.cit. (n. 12), 15-30, with earlier bibliography.

AXAE MB’ (2021), 259-276

bones are rendered with clarity through a combination of
shading and outlines at the sides of the nose. The mouth,
with the exception of the lower red lip, is covered by a
thick moustache. The high forehead is broken up by the
horizontal or semicircular wrinkles that follow the ana-
tomical structure of the muscles of the head. The short
hair is limited to a single tuft on top of the head, while at
the sides wavy horizontal layers of hair define the outline
of the face. The beard, which is also white, is short and
forked. The saint’s right hand, raised in a gesture of bless-
ing, is robust with long fingers with clearly visible joints.
It should perhaps be noted here that the slight turning of
the body and particularly the head creates a lack of sym-
metry in the saint’s facial and bodily features. For exam-
ple, the right half of the face is disproportionate to the left
half, while the saint’s left ear is barely visible. The same
asymmetry may also be observed in a number of almost
imperceptible movements of the saint’s body.

The lean, gaunt face with the short beard has paral-
lels in various other portable icons, such as those in the
Museum at Cherepovets in Russia (second half of the
14th century)®, the Monastery of the Great Meteoron
(1387/88-1393)°! (Fig. 2), the church of Saint Nicholas
tou Kyritze (1370-1385)% (Fig. 3), and the Byzantine
Museum in Kastoria (1380-1400)%. Also, this depiction
of the saint’s face is similar to corresponding portrayals
in Russian art, such as those on the icons with the same
subject in the Hermitage Museum?®%. Likewise, the large
eyes emphasised by the deep eye sockets recall the paint-
ing of the second half of the 14th century®.

% Kulikova, Drevniye liki Russkogo Severa, op.cit. (n. 7), cat. no.
1, pl 1.

3 Chatzidakis — Sofianos, To MeydAo Metéwpo, op.cit. (n. 5), 34,
fig. on p. 61. Suboti¢, “Adoa rat dweeéc”, op.cit. (n. 5), 73, pl. 10.
3 Tsigaridas, Icons, op.cit. (n. 6), 154, figs 67, 70. Strati, “Ewxéva
Tov ayiov NwoAdov”, op.cit. (n. 6), 585, fig. 1.

3 Tsigaridas, Icons, op.cit. (n. 6), 172-176, figs 79, 81. Cf. Sissiou,
“Two unpublished icons”, op.cit. (n. 6), fig. 10, with a dating to the
early 15th century.

3 Sviatoi Nikolai Mirlikiiskii v proizvedeniiax 12-19 stoletii is so-
brania Russkogo Muzeia (Saint Nicholas of Mirliki in works of the
12th-19th centuries and from the collection of Russian Museum),
ed. L. Solovieva, Saint Petersburg 2006, 46, fig. on p. 47 (late 14th
century) and 54, fig. on p. 55 (late 14th —early 15th century).

3 Cf. the icons compared here with the present work. Cf. also the
portable icon of the Panaghia Eleousa at Kastoria (final quarter of the
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The bare parts of the body have been modelled with par-
ticular care. The illuminated sections, which are of a light
pink colour, have been laid out over a dark olive-green
base colour, giving the depiction the maximum realistic ef-
fect®, Also, the soft volumes alternate with rough surfaces,
while the alternation of light and shadow emphasises the
contours of the skin. Indeed, the structure of the shading
on the left part of the figure strengthens the impression
that the body is turning and therefore the suggestion of
latent movement®’. At the same time, the alternation of
the shading both on the outlines and in the eye sockets
reinforces the two-dimensionality of the figure and clearly
defines its anatomical features, such as the cheeks and the
joints on the hand raised in blessing. In addition, white
highlights consisting of groups of white horizontal or ver-
tical parallel lines are to be found on the brow ridge and
the cheeks and in the wrinkles on the forehead.

All of the above features are to be found in works of
the second half of the 14th century, particularly in Ma-
cedonia, such as the portable icons with the same subject
which have proved to be so relevant in the present case,
namely those in the church of Saint Nicholas tou Kyritze
in Kastoria®® (Fig. 3) and the Monastery of the Great
Meteoron® (Fig. 2).

As for the individual anatomical features, an inter-
esting detail is the structure of the auricle of the right ear
(Fig. 4). The bending inward of the outer edges creates
an aesthetic effect that is not to be found in other depic-
tions of the saint or any other figure, although ears gen-
erally are known to have been rendered in a variety of
different ways*. The refined approach to the rendering

14th —early 15th century), E. Tsigaridas, “Eizéva ITavayiag Eheov-
oog &nd tijv Kaotopud”, DChAE 10 (1980-1981), 273-288, fig. 75
% Acheimastou-Potamianou, “Augurodommeg eindvec”, op.cit. (n.
12), 73, with examples of a similar colour.

37 Cf. a similar feature in the portable icons with the same subject
in the church of Saint Nicholas tou Kyritze in Kastoria and the
Monastery of the Great Meteoron.

* Tsigaridas, Icons, op.cit. (n. 6), no. 28. Strati, “Ewzéva tov ayiov
NwoAdov”, op.cit. (n. 6), 585, fig. 1.

¥ Chatzidakis — Sofianos, To MeydAo Metéwpo, op.cit. (n. 5), 34,
fig. on p. 61.

4 See, indicatively, the variety of ways in which the anatomical
features of the ear are depicted in the work of the painters Michael
and Eutychios Astrapas, P. Miljkovié-Pepek, L’oeuvre des peintres
Michel et Eutych, Skopje 1967, figs 55, 56, 103, 117.
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of the saint’s ear that is clearly visible here is more sug-
gestive of a manneristic development in the rendering of
an original drawing.

Finally, the highlighting of the joints of the right
hand is a feature that connects this icon with similar
elements in the painting of the second half of the 14th
century*, and also recalls practices characteristic of late
13th and early 14th century painting*. Also, the straight-
ness of the thumb of the left hand is not unknown in the
painting of the last quarter of the 14th century, as can
be seen, for example, in the icons of Christ Pantokrator
at the Pantokrator Monastery on Mount Athos*’ and at
the Byzantine Museum in Kastoria (third quarter of the
14th century)*.

The saint’s garments, while covering the body, dis-
play pronounced folds which, following the movement of
the body, lend a sense of naturalness. For example, the
folds of the omophorion, together with the way in which
the cross is laid out on the right shoulder, indicate an

4 Papamastorakis, “Ewdvec”, op.cit. (n. 9), 86. Cf. the icon of Christ
Pantokrator at the Monastery of Timios Prodromos near Serres (ca.
1320-1330), A. Strati, “Ou eidveg tov X010V [Tavtoredto0og
xar g Havaylag Odnyhtowag oto xaBohrd g LM. Twiov
[Mpodpduov Zeppwv”, DChAE 18 (1995), 122, fig. 1. See, indica-
tively, the icons of St Nicholas (mid-14th century) and the evan-
gelists Mark, Matthew, Luke and John (third quarter of the 14th
century) at the Hilandar Monastery, Petkovi¢, Eixdveg, op.cit. (n.
14), figs on p. 81, 88, 90, 92 and 94, respectively. See also the icons
of St John the Theologian in the Great Deesis at the Monastery of
Vatopedi (1350-1360), Tsigaridas — Loverdou-Tsigarida, Buavtivés
eindves xai émevdioeig, op.cit. (n. 9), 134, fig. 100 and St Nicholas
at the Monastery of the Great Meteoron (1387/88-1393), Chatzida-
kis — Sofianos, To Meydlo Metéwpo, op.cit. (n. 5), 34, fig. on p. 61.
Suboti¢, “Adoa ®ot dweeéc”, op. cit. (n. 5), 73, pl. 10.

42 See, for example, the two portable icons of Christ Pantokrator
at the Hilandar Monastery (third quarter of the 13th century and
early 14th century, respectively), Petkovic, Eixdveg, op.cit. (n. 14),
figs on p. 67 and 74, respectively. Cf. the portable icons of Christ
Pantokrator at the Monastery of Vatopedi (13th century, second
half of the 13th century and late 13th century, respectively), Tsiga-
ridas — Loverdou-Tsigarida, Bulavtivés eixoves xai émevovoelg,
op.cit. (n. 9), 77, figs 49, 86-87, 60 and 92-93, 63, respectively, and
Sts George and Demetrios (ca. 1300-1310), Ibidem, 95, figs 65-66.
43 Papamastorakis, “Ewdvec”, op.cit. (n. 9), 70, fig. 29.

# Tsigaridas, Icons, op.cit. (n. 6), 151-152, fig. 65. Cf. a similar
rendering of the thumb in the katholikon of the Hypapante Mon-
astery (1366/67) at Meteora, Sofianos — Deriziotis, H Ieod Movij
s Yramavtig, op.cit. (n. 9), fig. 81.
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Fig. 4. Icon of Saint Nicholas (detail of the Fig. 1).

attempt to avoid a standardised representation of the
garment, and suggest a common model with other icons
with the same subject of the same period, such as that
from the church of Saint Nicholas Kyritze in Kastoria
(1370-1385)* (Fig. 3). Also, the same effect is produced

# Tsigaridas, Icons, op.cit. (n. 6), 154, fig. 67. Strati, “Ewdva tov

AXAE MB’ (2021), 259-276

by the triangular opening that is created underneath the
right arm by the raising of the right hand in a gesture
of blessing. Finally, the way in which the omophorion is
fastened represents just one of the ways in which this

ayiov Nixordov”, op.cit. (n. 6), 585, fig. 1. Cf. similar depictions
of the drapery on other portable icons.
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garment is secured to the body“*%, a method that already
appears in icons of the 10th century*’ and, though not
widely depicted, enjoyed a long tradition in icon paint-
ing*®. However, it is precisely this long tradition which
hinders the use of this particular depiction of the omo-
phorion as a dating tool.

The painter has also taken particular care in the ren-
dering of the decoration on the garments and the Gospel
book. Sumptuous decoration, for example, is to be found
on the two long parallel edges of the epitrachelion on
either side of the saint’s neck. On the two bands, which
are bordered by a groove in the cloth, there is an outer
row of pearls, within which lies an inner band of pre-
cious stones encircled by small pearls. The adornment of
the edges of garments with precious stones and particu-
larly rosettes is not unknown in Byzantine art*; in fact,

 For the different ways of fastening the omophorion, see the icon
of the Three Hierarchs at the Monastery of Vatopedi (second half
of the 14th century), in which the three saints wear the garment
in different ways, Tsigaridas — Loverdou-Tsigarida, Buvlavtivés
gindves nai émevdioeig, op.cit. (n. 9), 160-165, fig. 121. Cf. the
icon on the same subject at the Byzantine Museum in Athens (ear-
ly 14th century), M. Acheimastou-Potamianou, “ITavayio. Odnyi-
oo xau Toews lepdoyes. Augurpdomnn exxdva tov Butavivou
Movoeiov Anvdv?, DChAE 39 (2018), 360, fig. 3.

47 See the portable icon of Sts Zosimos and Nicholas at Saint Cathe-
rine’s Monastery on Mount Sinai (10th century), Bacci, “Il corpo e
I'immagine di Nicola”, San Nicola op.cit. (n. 2), 23, fig. 6.

4 See the portable icons of St Nicholas in the church of Saint
Theodore Stratelates at Lemithou on Cyprus (14th century), San
Nicola, op.cit. (n. 2), 289, pl. V.5 (Ch. Chatzichristodoulou), on
Patmos (1430-1460) Chatzidakis, Eixdveg tiig ITdtuov, op.cit. (n.
2), 51-52, pl. 5 and at Veria (first half of the 15th century), Papa-
zotos, Bulavtivés eixdveg, op.cit. (n. 9), 66, pl. 90, as well as the
icons of St Gregory at the Byzantine Museum in Athens (first
half of the 14th century), M. Acheimastou-Potamianou, Eixoveg
tov Bvlavtivoy Movoeiov AOnvav, Athens 1998, 40, fig. on p.
42, St Blasios at Veria (ca. 1330), Papazotos, op.cit., 49, pl. 25 and
St John Chrysostom at the Monastery of Vatopedi (third quarter
of the 14th century), Tsigaridas — Loverdou-Tsigarida, Bvlavtivés
gindves xai émevduoeig, op.cit. (n. 9), 156-161, fig. 117.

4 Cf. the decorative motif on a similar figure in portable icons of
St Nicholas at the Byzantine Museum in Kastoria (second half
of the 13th and late 13th century), Tsigaridas, “Poontég e1ndves”,
op.cit. (n. 17), 132-133, figs 11, 12, respectively and at the museum
in Cherepovets (second half of the 14th century), Kulikova, Drev-
niye liki Russkogo Severa, op.cit. (n. 7), cat. no. 1, pl. 1. See also the
decoration in the portable icon of St John Chrysostom at the Great
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it was very popular in Macedonia during the 14th and
15th centuries™.

Also, the shape of the crosses on the omophorion,
with their slightly widened ends, occurs already in the
late 13th century over a wide geographical area’, al-
though it is not possible to determine in which particu-
lar area this artistic trend was first introduced.

Particular attention has been paid to the rendering
of the epimanikion on the saint’s right wrist, which con-
sists of very luxurious gold-embroidered material adorned
with precious stones and pearls. The rows of small green
and white precious stones at the edges, the large precious
stones and diagonal stripes in the centre, the horizontal
folds near the outer edge of the hem and the scattered
pearls create a very sumptuous effect which is almost life-
like. The attention to detail is also evident in the render-
ing of the inner gold lining at the level of the wrist.

As a whole, this particular rendering of the epimani-
kia (Fig. 1), with its careful attention to luxurious detail,
is not to be found in other depictions®. Nevertheless,
the symmetrical positioning of the garment around the
wrist, together with its particular structure, form of de-
coration and almost metallic sheen, does recall certain

Lavra Monastery, Tsigaridas, op.cit., 132, fig. 10 and on the Gospel
book of Christ Pantokrator in the icon on the same subject at the
Hilandar Monastery (third quarter of the 13th century), Petkovig,
Eixoveg, op.cit. (n. 14), fig. on p. 67.

3 See, indicatively, M. Acheimastou-Potamianou, The wall paint-
ings of the year 1414 in the monastery of Aghia Paraskevi in
Vikos at Zagori, Epirus, (Greek with a Summary in English),
Athens 2017, 47, with relevant examples. Cf. a similar decorative
design in the halo of Christ Zoodotes in the church of the Panaghia
Faneromene in Kastoria (ca. 1400), Tsigaridas, Kaotootd, op.cit.
(n. 6), 315, fig. 242 and in a portable icon of Christ Pantokrator in
the same church (late 14th century), Tsigaridas, Icons, op.cit. (n.
6), 311, fig. 23.

51 See, indicatively, the icons in the church of Saint Nicholas at
Agoriani in Laconia (ca. 1300), Emmanouel, “Ov towoyoogies”,
op.cit. (n. 8), figs 5, 35, and the church of Saint Paraskeve at
Argoules in the Municipality of Sfakia on Crete (early 14th cen-
tury), P. Varthalitou, “O tou0oyoa@xég dLdroouog tov voou
™g Ayilog [Mopaoxreviic otov Agyouvlé Zpaxriwv. [Tapatnenoeig
070 €0Y0 TOV ®ENTROU Lwypdpov Muxaik Bevéon”, DChAE 33
(2012), fig. 2.

52 For the epimanikia, see W. Woodfin, The Embodied Icon. Litur-
gical Vestments and Sacramental Power in Byzantium, Oxford 2012,
5-17, with earlier bibliography.
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works from the second half of the 14th century®. The
metallic sheen and thick outer hem, in particular, resem-
ble similar features in the icon of the Sts Theodore in the
church of the Aghioi Treis in Kastoria (1400/1)>*.

The portrayal of the Gospel book from a high angle
—a feature which already occurs in the late 12th centu-
ry>— can be found in depictions of Christ, St Nicholas
and other saints*®. The positioning of the open side of the
book either towards the centre or towards the outside of
the painting cannot assist us in determining a particular
model for this icon. As for the decoration on the binding,
despite the considerable damage at this point, it is still
possible to create a complete reconstruction. The domi-
nant central feature is a precious stone in the form of a

3 See, for example, the wall paintings at the church of Saint Atha-
nasios tou Mouzaki, Tsigaridas, Kaotooud, op.cit. (n. 6), figs 140,
157, and the church of the Aghioi Treis in Kastoria, ibidem, fig.
277.N. Pazaras, Ot Totyoyoa@ies tov vaot tov Ayiov ABavaociov
t0v Movlaxn xat n évtasi tovs oty uvnuetaxn Soyoapixn g
Kaotopuds xau tng svovtepns mepioxis (Kaotooid, M. Maxe-
dovia, B."Hmeip0g), unpublished Dissertation, Thessaloniki 2013,
fig. 218; the church of Christ Zoodotes at Borje in Northern Epi-
rus, Tsigaridas, op.cit., fig. 362, Pazaras, op.cit. fig. 85, and also in
the Monastery of Saint Paraskeve at Monodendri near loannina,
Acheimastou-Potamianou, The wall paintings, op.cit. (n. 50), figs
13, 41.

3 Tsigaridas, Kaotooud, op.cit. (n. 6), figs 207, 215. Pazaras, Ot
ToLoyoaies, op.cit. (n. 53), fig. 218.

> See, indicatively, the portable icon of St Nicholas at Saint Cathe-
rine’s Monastery on Sinai (late 12th century), San Nicola, op.cit.
(n. 2), 207-208, pl. IL.6 (A. Sevéenko).

% See, indicatively, the portable icons of St Nicholas on Rhodes
(second half of the 14th century), Acheimastou-Potamianou,
“Angurodommeg givdves”, op.cit. (n. 12), 73-77, pls 34-35, at the
Monastery of Timios Prodromos near Serres (second half of the
14th century), Strati, “Ou emdveg”, op.cit. (n. 41), 122, fig. 1, and
at the church of Saint Eustathios at Kolossi on Cyprus (14th cen-
tury), Cyprus The Holy Island, op.cit. (n. 9), 169, fig. on p. 168 (S.
Sophocleus), as well as the icons of St John the Theologian in the
Great Deesis and St John Chrysostom at the Monastery of Vatope-
di (third quarter of the 14th century), Tsigaridas — Loverdou-Tsi-
garida, Bulavtivés eixoves xai émevduoeis, op.cit. (n. 9), 134, fig.
100 and 156, fig. 117, respectively and Christ Pantokrator at the
Hilandar Monastery (ca. 1400), Petkovic, Eixoveg, op.cit. (n. 14),
fig. on p. 105. Cf. the icon of St Clement at Ohrid (last quarter of
the 14th century), in which, however, the Gospel book is depicted
slightly differently as it is not placed in front of the saint’s chest
and is also portrayed from a slightly oblique angle, Georgievski,
Icon Gallery, op.cit. (n. 8), 74, fig. on p. 75.
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black rectangle with white wavy streaks, on either side
of which is a smaller, similar stone. These elements are
surrounded by four heart-shaped stones forming an im-
aginary square. Finally, at both the top and bottom edg-
es of the binding there are three square stones flanked
by vertical rows of pearls, while the corners are adorned
with large pearls encircled by smaller ones. The same
motif seems to continue along the long sides of the bind-
ing, although it is not possible to accurately determine
the size, form or number of the precious stones at these
points. Despite the great variety in types and forms of
binding in Byzantine art¥, the form of decoration here
recalls a model similar to that used for the Gospel book
in a portable icon of Christ Pantokrator at the Hilandar
Monastery (early 14th century)>®, while bearing a closer
resemblance to the icons of Christ Pantokrator at the Her-
mitage Museum (ca. 1363)>, the Byzantine Museum in
Kastoria (1370-1385)°° and the Monastery of the Trans-
figuration at Zrze (1393-1394)°L,

Finally, the form and structure of the clasps, as well
as the form of their metallic ends, may be found prin-
cipally in works of the second half of the 14th century,
such as the portable icons of St John the Theologian and
the Apostle Luke at the Monastery of Vatopedi (third
quarter of the 14th century)®?, Christ Pantokrator at
the Hermitage Museum (ca. 1363) and the Byzantine
Museum in Kastoria, as well as that of St Nicholas at
the Monastery of the Great Meteoron (1387/88-1393)%
(Fig. 2).

57 On bindings see P. L. Vocotopoulos, “O petallxdg didroouog
TV Pulavivdy xwdirov”, To Bifiio oto Bvidvtio. Buiavti-
vi] xat uetafviavuvi Bifiiodeoia. TToaxtind Aedvovs Svvedoi-
ov, AOiva 13-16 OxtwPeiov 2005, Athens 2008, 201-218, with
relevant bibliography.

58 Petkovic, Eixdveg, op.cit. (n. 14), fig. on p. 74.

% Papamastorakis, “Bixdvec”, op.cit. (n. 9), 43, fig. 9.

% Tsigaridas, Icons, op.cit. (n. 6), 151-152, fig. 65. A note should
be made here of the Gospel book’s similarity in terms of its colour.
%! Chatzidakis — Babi¢, “The icons”, op.cit. (n. 19), 143, fig. on p. 192.
%2 Tsigaridas — Loverdou-Tsigarida, BvEavtivés €ixoves xai émev-
Svoeig, op.cit. (n. 9), figs 100 and 104, respectively.

% Chatzidakis — Sofianos, To MeydAo Metéwpo, op.cit. (n. 5), 34,
fig. on p. 61. Suboti¢, “Adga. oL dwpeeéc”, op.cit. (n. 5), 73, pl.
10. Cf. the similar structure in the portable icon of St Clement at
Ohrid (last quarter of the 14th century), Georgievski, Icon Gallery,
op.cit. (n. 8), 74, cat. no. 29, fig. on p. 75.
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St Nicholas’s halo (Fig. 4), which is surrounded by a
red band, has been executed with particular care, as it
consists of a delicate vine shoot painted in dark green,
black and red on a green ground®’. Also, the halo contains
a symmetrical arrangement of ten heart-shaped leaves,
within each of which is depicted another, five-lobed leaf.

The structure of the halo’s decoration, with cen-
tral ornaments enclosed within a separate, in this case
vegetal, motif, may also be found both on the painted
surfaces of portable icons and on silver revetments®.
However, this particular design is not to be found in any
other depiction from the same period. Nevertheless, as
an individual decorative element, the distinctive heart-
shaped leaf or “anthemion” enclosing another, five-lobed
leaf already occurs in mural painting in the first half of
the 14th century®. On the other hand, the vine scroll,
which bears leaves only at the ends of the shoots, is a
quite common decorative motif, with a number of differ-
ent variations, in 14th-century Byzantine art®”. Also, the

% The use of light green on the ground, which lends a special cha-
racter to the work and is also used in the haloes of Christ and the
Virgin Mary, is not a very common phenomenon. For example, in
Kastoria it occurs in only four icons of the 14th and 15th centu-
ries, Tsigaridas — Loverdou-Tsigarida, Bulavtivés eixoves xai émxev-
Svoelg, op.cit. (n. 9), 24-25, where relevant examples can be found,
as well as an analysis of the depiction of coloured haloes both in
portable icons and in fresco ensembles in Macedonia.

% See the portable icons of the Panaghia Psychosostria and Christ
at Ohrid, Georgievski, Icon Gallery, op.cit. (n. 8), 50, figs on p. 51
and 54, and on p. 55, respectively, as well as those of St Nicholas
at Ohrid (mid- and late 14th century), respectively, Ibidem, figs
on p. 51, 55, 60 and 78, respectively. For silver revetments see
Tsigaridas — Loverdou-Tsigarida, Bvlavtivés eixoves xai émev-
Svoelg, op.cit. (n. 9), 275-390; K. Loverdou-Tsigarida, “AQyvoég
emevOUoels ewovmy and T Gecoalovixny tov 14ov oidva”,
DChAE 26 (2005), 263-272, with relevant bibliography. Cf. the
decoration on the haloes in the icon of the Panagia Dimosiana on
Corfu (last quarter of the 14th century), P. L. Vocotopoulos, Eixo-
ves tijc Kéorvoag, Athens 1990, 4-6, fig. 4.

% See, indicatively, the examples at the Decani monastery, M. Ma-
rjianovic, “Basic explanation of the purpose and types of orna-
ments”, Mural Painting of Monastery of Decani, op.cit. (n. 11),
513-533, figs 3, 5. A. Niti¢, “Painted ornaments in Decani. Motifs
and dispositions”, Mural Painting of Monastery of Decani, op.cit.
(n. 11), 476, figs 99, 103, 171, and at Studenica, G. Babi¢ — V.
Korac —S. Crkovié, Studenica, Belgrade 1986, figs 107, 108.

7 Cf. a similar depiction on a silver icon revetment (early 14th cen-
tury), Loverdou-Tsigarida, “AQyvpég emevdioeic ewdvmv”, op.cit.
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choice of colours —black, dark green and red- is not to
be found in comparable mural works®, although the use
of a similar colour combination as a standard practice
can be seen in a foliate cross in the icon of Christ Pan-
tokrator at the Byzantine Museum in Athens (second
half of the 14th century)®. However, the very use of this
colour combination creates an optical illusion of depth
and therefore perspective, which makes the halo appear
to stand out in relief. This feature, which consists of an
essentially three-dimensional form of vegetal decoration,
is popular in Palaiologan painting, from as early as the

13th century™

, while in this particular case it recalls the
structure of silver filigree revetments on portable icons’".

As for the other figures on the icon, stylistic differ-
ences may be observed between the depictions of Christ
and the Virgin Mary on the one hand and St Nicholas
on the other.

The figure of Christ (Fig. 5), with its almond-shaped
eyes and slender nose, the soft ochre-red modelling of

the face, the highlighted cheeks and distinctive short

(n. 65), 308, fig. 234. According to Loverdou-Tsigarida (ibidem,
321), this design has a connection with Thessaloniki. Cf. a similar
form in the haloes on the portable icons of the Virgin Hodegetria
at the Geromeri Monastery in Thesprotia (third decade of the 14th
century), E. Tsigaridas, “O vadg tg Metopnoo@doemg Tov SmnTi-
00g oty [Mhaxrmti ®at 1 epéotiog edva T wovig I'moouepiov”,
Ocomowtia I, [Toaxtind A" Apxatoloyixot xat lotopixot Jvve-
Spiov yia ™ Oeompwtio (Hyovuevitoa, 8-11 Asxsufoiov 2016),
2, loannina 2019, 513f,, fig. 7. V. Papadopoulou, “Augiyoamtn &t
%novo Tov 14ov at oty povi M'moopegpiov Osonpwtiag”, Byzantina
25(2005), 379, fig. 1.

% For the influence of manuscript miniatures on this colour com-
bination see M. Aspra-Vardavaki — M. Emmanouel, H uovn tng
Iaviavaooag otov Mvotpd. Ot toyoyoagies tov 150v aidva,
Athens 2005, 245, with relevant bibliography.

% Acheimastou-Potamianou, Eixoveg, op.cit. (n. 48), 56, fig. on
p. 58. Cf. a similar practice in a foliate cross on the icon of the
Virgin Blachernitissa at the Monastery of Vatopedi (last quarter
of the 14th century), Tsigaridas — Loverdou-Tsigarida, Bulavtivés
einoves xai émevduoeig, op.cit. (n. 9), 171, fig. 128.

0 C. Lepage, « L’ornementation végétale fantastique et le pseudo-
réalisme dans la peinture byzantine”, Cah Arch 19 (1969), 208.

"t See, indicatively, the revetments on the icons of the Virgin Bre-
phokratousa (late 14th — early 15th century), Christ Pantokrator
(early 15th century) and the Annunciation of the Virgin Mary (late
14th — early 15th century) at the Monastery of Vatopedi, Tsiga-
ridas — Loverdou-Tsigarida, Bulavtivés eixoves xai émevovoelg,
op.cit. (n. 9), 357, figs 313-314 and 382, figs 354-359, respectively.
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Fig. 5. Icon of Saint Nicholas, Jesus Christ (detail of the Fig. 1).

thin beard, does not depart greatly from other depic-
tions of this kind. However, certain details, such as the
form of the beard with its straight vertical hair” the
dark narrow line that connects the hair of the head with

2 Cf. a similar rendering of the beard in an icon of Christ Pantokra-
tor from the church of Saint Nicholas tou Kyritze in Kastoria, now
in the Byzantine Museum in Kastoria (1370-1385), Tsigaridas,
Icons, op.cit. (n. 6), 151-152, fig. 65. L. Sissiou, H KaAAiteyvixij
Zxori ts Kaotopids xatd tov 140 aidva, unpublished Disser-
tation, Florina 2013, 325, fig. 25.
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the forehead, the red colouring on the cheeks and the soft
rendering of the ochre flesh, recall works from the sec-
ond half of the 14th century”™. From the same tradition
also come the rich folds of the tunic around Christ’s

73 See, for example, the figure of Christ in the scene of the Raising
of Lazarus in the church of Saint Athanasios tou Mouzaki in Ka-
storia (1383/4), Tsigaridas, Kaotopud, op.cit. (n. 6), 215, fig. 153.
Cf. The figure of Christ at Globoko, Great Prespa (late 14th —early
15th century), ibidem, 462, fig. 391.

271



IOANNIS TSIOURIS

neck, the structure of which recalls works from the last
quarter of the 14th century’

The inscription of the words “O QN” in the halo”
occurs already in the late 13th century’. The lines of the
arms of the cross that curve outwards towards the outer
circle, together with the double lines along the lower edg-
es of the cross-arms, create an impression of volume, a
practice not unknown in Byzantine painting”’. Finally,
with regard to the decoration on the binding of the Gos-
pel book, the structural arrangement of the shapes, with
the additional pearl decoration, appeared in icons over
a large part of the 14th century’®, thereby making it dif-
ficult to attribute it to any one particular source.

The face of the Virgin Mary (Fig. 6) is oval-shaped,
with almond-shaped eyes and deep arch-shaped eye
sockets, a slender nose, small bright red lips, and a pro-
nounced round chin. The modelling of the skin on the
face has been executed with particular care, with soft
brushstrokes on a light ochre, which turns into a rosy
hue on the cheeks, while there is a large area of shading

7 See, for example, the icon of St John the Theologian at the Byzan-
tine Museum in Veria (ca. 1380), Papazotos, BulavTivés eixdveg,
op.cit. (n. 9), fig. 37.

75 The inscription “O QN” (“The One who is”) accompanies the
figure of Christ regardless of the age at which He is depicted. It is
based on a text from the book of Exodus (3: 14) while, amongst
other things, St John of Damascus mentions that this expres-
sion represents the most important epithet of Christ as it means
“the whole... the infinite and (the) indeterminate”, P. Kotter, Die
Schriften des Johannes von Damaskos, 11, Berlin 1973, 31. St Gre-
gory Palamas (1296-1359) also analyses the expression and con-
nects it with the Hesychast movement, while it appears in almost
all the monuments of the period, T. Papamastorakis, O Stdxoouog
TOV TOOUAOU TV VADY TNG TAAALOAOYELAS TEQLOOOV 0T BaA-
xavixn yeooovnoo xat v Kvmoo, Athens 2001, 71.

76 See the halo of Christ in the portable icon of the Virgin Ho-
degetria (last quarter of the 13th century) at the Monastery of
Vatopedi, Tsigaridas — Loverdou-Tsigarida, BuCavtivés eixoves xai
emevdvoelg, op.cit. (n. 9), 87, fig. 59.

77 See M. Constantoudaki-Kitromilides, “Xoiotdg [Tavtorpdtmo
omBaiog, mediun xenTry girdva”, Podwvid. Ty otov M. L
Mavovoaxa, 1, Rethymno 1994, 260, with relevant examples.

8 See, for example, the portable icons of the Three Hierarchs at
the Byzantine Museum in Athens (first half of the 14th century),
Acheimastou-Potamianou, “ITavayio Odnyitowa”, op.cit. (n. 46),
360, fig. 3, and St Nicholas at Cherepovets in Russia (second half
of the 14th century), Kulikova, Drevniye liki Russkogo Severa,
op.cit. (n. 7), cat. no. 1, pl. 1.
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around the nose. The neck and long delicate fingers are
also highlighted in a similar way. This method of model-
ling the skin, which creates a “transparent” and idealistic
effect, differs from that used in the case of St Nicholas.

As for the Virgin Mary’s garments, the maphorion
forms an angle at the breast, with a folding of the hems
at this point”, while folds can also be seen reaching up
to the level of the neck®. However, there is no clear de-
piction of a headband.

The combination of these particular stylistic features
and iconographic details in the rendering of the figure
of the Virgin Mary recalls a small number of similar ex-
amples dating from the last quarter of the 14th century,
such as the corresponding figures in an icon with the
same subject at the Monastery of the Great Meteoron
(1387/88-1393)%" (Fig. 2) and in a wall-painting of the
same period on the external wall of the old katholikon of
the same monastery®2
To sum up, then, the iconographical and stylistic features
of this icon of St Nicholas, as a whole, (Fig. 1) connect this
icon with works of the second half of the 14th century,

7 Cf. a similar feature in depictions of the Virgin Mary at Stude-
nica (1313/14), G. Babi¢, Kraljeva crkva u Studenici (L’église du
Roi a Studenica), Belgrade 1987, fig. on p. 36, at Donja Kamenica
(4th decade of the 14th century), Sissiou, H KaAliteyvixij ZyoAy,
op.cit. (n. 72), fig. 34, on a fragment of a wall-painting of the Birth
of Christ from the church of Saint Paraskeve at Mystras (Mystras
Museum; first half of the 14th century), H. Evans (ed.), Byzantium:
Faith and Power (1261-1557 ), New York 2004, 92, cat. no. 48D
(E. Bakourou), at the church of Saint Nicholas tou Tzotza in Kas-
toria (1360-1380), Tsigaridas, Kaotopid, op.cit. (n. 6), 94, figs 55,
59. Pazaras, Ot Toyoyoaics, op.cit. (n. 53), fig. 194, and at the
church of Saint Blasios at the Great Lavra Monastery on Mount
Athos (first half of the 15th century), E. Tsigaridas, “Ou touyo-
yoapieg tov Aylov Bhaoiov tng Movig Meyiotng Aavpag oto
Ayiwov Opoc”, Makedonika 31 (1997-1998), 102, fig. 9. Cf. a simi-
lar structure in the head-covering in the depiction of St Paraskeve
at Globoko (late 14th-early 15th century), Pazaras, op.cit. fig. 409.
80 Cf. a similar structure in the folds of the maphorion of the Virgin
Mary on the sanctuary door from the church of Saints Constantine
and Helen at Ohrid, now in the Ohrid museum (late 14th century),
Georgievski, Icon Gallery, op.cit. (n. 8), cat. nos 28, 72, fig. on p. 73.
81 Chatzidakis — Sofianos, To MeydAo Metéwpo, op.cit. (n. 5), 34,
fig. on p. 61. Suboti¢, “Adoa rat dweeéc”, op.cit. (n. 5), 73, pl. 10.
82 Chatzidakis — Sofianos, To Meydio Metéwpo, op.cit. (n. 5), fig.
on p. 50. In the wall-painting the depiction of the Virgin Mary
differs in that there is no opening in the maphorion in front of
her breast.
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Fig. 6. Icon of Saint Nicholas, Mother of God (detail of the Fig. 1).

such as icons with the same subject at the Monastery
of the Great Meteoron (Fig. 2), Kastoria® (Fig. 3) and
Ohrid®*. Indeed, the slight movement, the shape of the fa-
ce, the dark shaded eyes, the highlighted cheekbones, the
slender nose with its swollen tip, the unusual structure

8 Tsigaridas, Icons, op.cit. (n. 6), 154, fig. 67. Strati, “Ewdva tov
aylov Nwoldov”, op.cit. (n. 6), 585, fig. 1. Cf. the portable icon
of St Nicholas at the Byzantine Museum in Kastoria (1380-1400),
Tsigaridas, op.cit., 172-176, fig. 79. Sissiou, “Two unpublished icons”,
op.cit. (n. 6), 192, fig. 10.

8 Georgievski, Icon Gallery, op.cit. (n. 8), 78, fig. on p. 79.
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of the ears, the bulges on the forehead, the clear depic-
tion of the wrinkles, the long delicate fingers and the
structure of the hair are all features that recall the paint-
ing prevalent in Macedonia in the second half of the
14th century, and particularly works like the portable
icon of St Nicholas Kyritze in Kastoria (Fig. 3). The pat-
terns on the halo and the decoration on the garments
and the Gospel book can also be attributed to the paint-
ing of this region.

This recognition of common features in portable icons
can be combined with the detection of the same features
in wall-paintings of the same period, such as those in
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the church of Saint Athanasios tou Mouzaki at Kasto-
ria (1383/84)%, and those at Borje in Northern Epirus
(southern Albania) (1389/90) and at the church of the
Aghioi Treis at Kastoria (1400/1)%.

All of the above facts, therefore, lead us to connect
this icon with the artistic tradition in Macedonia and to
date it to the last quarter of the 14th century.

The remarkable painter of this icon remains anony-
mous and no other work has been found that could safely
be attributed to him. Nevertheless, he is evidently an im-
portant painter with a profound artistic training that
enabled him to create works of particular merit.

Finally, as regards the provenance of the icon, this
cannot be determined. The fact that it is kept at Kast-
raki suggests that it may come from somewhere in the

8 Tsigaridas, Kaotooid, op.cit. (n. 6), 201-241. Pazaras, Ot Totyo-

yoagieg, op.cit. (n. 53).
% Tsigaridas, Kaotopid, op.cit. (n. 6), 433-451 and 275-305, re-
spectively.
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Meteora region. It is, for that matter, a well-known fact
that, throughout the centuries, a large number of relics
from monasteries and hermitages that were for various
reasons destroyed were kept in the village’s churches®’.

8 One source of information for this fact is the reference writ-
ten by Uspenskij in 1865, in which he mentioned that in the Byz-
antine church of the Virgin Mary at Kastraki he had seen icons
dating from 1642 which had been moved there from the already
abandoned Monastery of the Chains of the Apostle Peter at Me-
teora in order to rescue them. Uspenskij Porfirij arhim., Vostok
hristianskij. PuteSestvie v meteorskie i ossoolimpijskie monastyri
v Fessalii arhimandrita Porfirija Uspenskogo v 1859 g. (Chris-
tian East. Journey to the monasteries of Meteora and Olympus
in Thessaly by Archimandrite Porfiry Uspensky in 1859), Saint
Petersburg 1896, 234.

Illustration credits

Figs 1, 2, 4-6: Private archive of Ioannis Tsiouris. Fig. 3: Ephorate
of Antiquities of Kastoria.
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Iodvvng Toroveng

MIA BYZANTINH EIKONA
TOY ATIOY NIKOAAOY TOY GAYMATOYPI'OY

Z oV vad Twv Ayimv Amootéhwv ITétpov »al ITav-
Aov oto Kaotpdxrt Koloumdrog puAdooeTtal oonty
emdva tov aylov Nwxohdov (Ew. 1). Eivar oxoago-
™, arotereltal amd uia cavida xnot €xelr dSLooTAOELS
94%65,5%4,5 ex. Zvuvtnondnxre oe Ayvwoto ye6vo 0To
TaEeAOOV raL gaivetal 0Tl €pepe emLLmyQdepnom, amo
™V omola dHLaTNEOVVTOL 0QLOUEVE OTOLYELD RO KLl
{yvn uetayevéoTeENg ETLYQOPNC.

>to #€vtpo deomdlel N wopen tov aylov Nixohdov
oe mpotour. O dyLog elvarl oyedov netmmirdg aAAG ue
i 0dLOQaTN Kot SLARQLTH CVOTEOPT TOU CHOUATOS KL
NG REPOAC TTEOC TO ALELOTEQN, WC TTEOS TOV Bearty. Me
TO COLOTEQD YEQL KQOTEL KAELOTG WAQYAQLUTOTOIXIATO
gvayyélLo, evadd evhoyel ue to Oekl, eumpde, oto otiboc.
O dywog Nidhaog @épel tegatny evovuaoio amote-
Aovuevn amd oTyaELo Tov POALE dtaxpiveTal rot QwTi-
et ol Aevréc TIVEMES, EMLTOUYNALO TTOV ®OOUE(TL
OTOV ALLUG ULE UOLQYAOLTOTTO XIATO dLAROOWUO, TOQPUEO
QUAOVLIO %Ol AEVRG MUOPAQLO TOV PEQEL ROUULVOUC
otavpovc. Ta empavixia eival ToAvteléotata, YOUo0-
%®EVTNTA Rl PEQOVV EVOETOVS TOAUTILOVS AiBovg, drtmg
%OL 1 oTdXwon Tov gvayyehiov. O pwTOOTEQPAVOS, O
0omoiog opitetal ue xOnnIvn Tavia, eival Waitepa emt-
UeAUEVOCS ®aL ®OOUE(TOL aTtd ®ANuaTida wov TeQPah-
Aev avOéuia. YnAdtepa, 0to Yovad Pabog, ue nOr%LVO
yodua 1 emryoapi: (O) AT(IOC) NIKOAAOC O OAY-
MATOYPI'OC. ExatépwBev g nepalic Tov aylov
emoviovtal, og uredteen »Ainaxa, o XoLotde, mTov
ROOTEL RAELOTO ELANTO OTO CLOLOTEQD YEQL, EVA TEIVEL TO
SeEl mpoopépovtag evayyEMo oToV AyLo, %ol ot OeELd
N [avaylo wov, avtiotoud, TOOOPEQEL TO MUOPOQLO.

O &emovoyQoeIxieg TUTOS TOU UETMILROY, €W TNV
00@U, aytov Nixoldov elval dtapoopmwuévog non xatd
™ uéon Pulavivi mepiodo nat Bo yvwpioer WOwaitepn
duadoon. H cvvamerdvion tov Xouotov xot g [a-
vaylog va 1oV TEooEEQouY T OLdonua Tov aELWuaTog
TOV €Yl OYEOM UE TO LOTOPWKO TACIOLO TV CVUPE VIOV
oy A” Owovueviry ZUvodo %ot To Gpaua ToU ayiov.
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Q0T1600, 0TNV TAEOJO TOV YEOVOU PUIVETOL VA, YEAVOUY
TOV OPNYNUATIXG TOUC YOQUXTNOC KOL VO, OLTTOTEAOVY
amhd €va Ayl oToLxelo Tov €rovoyQapLroy B€ua-
t0¢. H amendvion tov ayiov va OTQEPETaL OVUYRQATN-
UEVOL TTEOC TOL ALOLOTEQX, UE LKL YEWATY UEYOAOTTOETELCL,
av rol averoiodnty, xivnom, mooaméunel oe €oya
Ommg oL oudbeuec PoENTES ELROVES 0T WOV Tov Me-
vahov Metedpov (1387/88-1393) (Ewx. 2) »at otov vad
tov Aylov NixoAdov tov doyovia Kvpitty Kaotopudg
(1370-1385) (Ewt. 3). H otdon tov aylov va zootel
TO gVaYYEALO O0TO OTHOOC We TO QELOTEQS YEQL QG-
Mmto xau tov Poayiova oe oglldvtio B€om dev elvar
T600 OoVYVY, 000 exelves, OUUPWVO UE TIS OTOLES ElTE
TO ®QOTEl ad TN OTEVY TAEVEA Ue TV wahduy, eite
T0 Y€l elval rahvuuévo ue to patldvio. H ameirdvion
TOV 0yrDd0UE gvayyehiov dev elvarl EEvn oto devTeQo
wod tov 140v alwvo, 6TmS TUQATNEETAUL OTIS EWXO-
veg Tov XpLotov ITaviorpdtopa, oto Movoegio Eput-
T6.C (mep. 1363), otn novi Batoradiov (toito tétapto
14ov avdva) xot oto Zrze (1393/94). H avayoogy Tov
TEOOMVUIIOV «Ouunatovyds» amodidel wion amd Tig
OO TN TES TOV AYlOV, 1 OOl ATAVTA OE TOQAUTANOLL
éxgpoaon («H Bovon twv Bavudtwv») 101 0TIg TedTeg
dexaetiec Tov 130V avdva.

To 1oyv6, Mr6o0®0 TEACMTO TV ayiov Nixoldov
(Ewt. 1, 4) ue tnv novty yeverdda, folorel aviiotowyo ot
POENTES ELrOVES Ot AVTéS Tov Meydhov Metemoov
(1387/8-1393) (Ewx. 2), Tov Ayiov Nixohdov tov doyo-
vta Kvpitln (1370-1385) (Ew. 3) »al tov Bulavtivoy
Movoelov Kaotopudg (1380-1400). Zvvaxdiovba, to
ueydha pdtio wov tovitovrot oo ta abid vtepdpoua
T0Ea, mapaméumovy exiong oty Loyoamxn Tov devte-
00V ooy tov 140v awdva. To TAAOWO TWV YUUVAY We-
AV tov owuatogeival o itepa emueAnuévo. Endvm oe
0%0V0 A0dOTEACIVO TROTANOUS ATTADVOVTUL TO QM-
TEWA UEEM, TA. OTTOI0 PEQOVY VL ELALPOWDC QODLVO Y-
wa EoodidovTag nto 600 T0 SVVATOV QEAAMOTIXY TTQO-
oéyywomn. Ou pararol 6yrot eVaAAGOO0VTaL UE TOUYLES
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EMLPAVELES, EVAD 1 EVOAAALYT ORLAS ROL PMTOS ETLTEIVEL
70 avaylgo tov dépuatoc. Maiota, n axddoon g
POTOOXICLONG OTO AOLOTEQD UEQOS TNS LOQPNS EVLOYVEL
™V a{oBnon g oVOTEOPHS TOV CHUATOS RAL CUVOL-
xo6lovba g AavBdvovooag xivnong, O Toviouds Tmv
apBpwoewv 010 OeEl ¥€oL ouvdéeL TV edva ne avii-
OTOLYOVS TEOTOVS TOV deVTEQOV Uioov Tov 140v adva.
Emniong, n gvbUttar Tov avTielpe 0To 0LoTeQd YEQL
dev elval dyvwotn ot Coyoagixry Tov televtaiov Te-
TGeTOoV TOV 140V CLIva, OTTWGS, Yio TAQAJELY, TOQOL-
moeltal otig errdveg tov XpLotov Iavtorpdtopa oty
wovij Iavtoxrpdtopog tov Ayiov Ogovg xat oto Bula-
vivé Movoeio Kaotopudg (toito tétapto 140v atdva).

ISwaitepn emwédelo emdernvier o Lwypdgog otV
amédoon ¢ daxdounong T0oo TV Aupimv 600 %ot
Tov gvayyeliov mov xpatel o dywog. H doun tng duano-
ounomg Tov pwtooTePdvov (Ew. 6), ue ®evioind roous-
uato Tov eQAAAOVTOL atd ETUEQOVS dLAROOUO, QM
QPUTIXO, oVVaVTATaL €iong T600 oty CwyQUpLry EmL-
QPAVELD, POONTADV EXOVWYV 000 KUl OF CLONUEVLES ETTEV-
dvoeic. Oume to e€etalduevo edw oyédio dev amavtd
¢ 0UVOAO 0 GAAN amewrdvion e exoyic. Emutiéoy, o
oVVOVALOUOE TV YOWUAT®WY 0ONYEL OE WLOL OTTTLXY] PEV-
daioBnon Pabovc xar ovvardlovba TEOOTTIXS, TOU
odnyel ot BedENON TOV PMWTOOTEPAVOU WS £EEQYOV.
To otouxeio avtd, TS TELOOLAOTATNG, OVOLLOTIARA, PU-
TRNS SLarOoOUNONS elval oyomnTo OTNV TAAALOASYELOL
Coyoagwn and tov 130, NON, aldva, evd 0T OUYHE-
NOWEVT TEQITTMON TOQATEUTTEL OTO OYEDLO ALONUEVLOV
enevOUOEMY UE OUQUATEQY TEYVLRY O€ QPOONTES ELXOVES,
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H poopi tov Xpuotov pe to auvydoimtd wdtio, to
ATOAS WYEORORRIVO TAGOLUO TOV TEOOMITOV KL TLS
TOVIOUEVES TALOELES, TOLQOTTEWTEL O€ QYO TOV OEVTEQOV
woov tov 14ov awdva. Erxiong n anddoon g [Hava-
vioc (BEw. 6) avaralel xowovc té6movg ue €0yo g
(dLog emoyng, OTWe, Yo TAQAdELYUO, M| OLVTIOTOLY LOQ-
@N otV erova Tov ayiov NixoAdov oto Meydho Me-
téwo (1387/88-1393) ahhd ot m (duag emoyng touyo-
yoopio 0ToV eEMTEQLRS TOXO TOV TAACLOU ®ABOALKOU
™C drag wovie Ta elovoyQoQLrd L TEYVOTQOTLRA,
YOQAXTNELOTIRA TNG EXOVAC TOV ayiov NixoAdov, og
ovvoho, TN oVVOEouY e €0ya Tov deUTEQOV ULOOU TOU
14ov awdva, g oL oudBeueg ewdveg Tov Meydlov
Metedpov, Tov Ayiov Nixordov tov doyovia Kupitiy
Kaotopudg nat g Ayoidas. Ztov (0o xdeo uropovv
vo. atod000UV T 0YESLOL TOV PWTOOTEQPAVOU, 1) HLORO-
ounom Tov evovudtwv alld ral Tov gvayyeiiov.

SUUTEQAUOUATIAG, TO GVVOAO TWV ELOVOYQOPLRDYV
%OL TEYVOTQOTHMV OTOLXEIWV 00N YOUV OTN YQOVOAD-
YNoN NS EAVAC 0TO TEAEVTAIO TETOQTO TOV 140V at-
@va. Téhog, 1o uéyebog T etndvag Lo TUEEL T XONoNGC
™ wg deomotinic. To yeyovdg de Tl QUAGOOETOUL OTO
Koaotpdxt odnyel otnv vudbeon g mEoEAEVONS TN
a6 RATOLM, RATECTOOUUEVT] ONUEQX, WOVT 1| CLORNTCL-
o6 Twv Metedpmv.

EAIIT Bviavtviig Apxatoroyiag xat TExyvng
Tunua Iotopiag, Apoxatoloyiag xat Kowvavixig
AvOpwmolroyiag, IMaveriotiuio Ocooalriog
iotsiouris@uth.gr
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