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Prodromos Papanikolaou

CROSS-CULTURAL INTERACTION AND CONVERGENCE
IN THE HOSPITALLER STATES. THE CASE OF THE CULT
OF SAINT PANTELEEMON IN TELOS

H uixon Aitavixn eixova amo 1o tovaotnot Tov Ayiov
Iavtedenquova s TiAov, mbavotato €0yo TOmxOU
eoyaotnoiov, a&iodoyeitar o ovvévaouo ue AaArec
noAltexvinés evdeikeic, T000 Lwyoapixéc 600 xat ao-
YLTEXTOVIXES, VO TO TOIOUQ TNS AATOEIOS TOV Ayiov
Ioavtedenuova. H avarntvn tne Aatoeiag 1oV ota TEAN
Tov 150V auddva mbavoroyeital 6T amoTéLETE ONuelO
ovyxAons ueta&v EAAvov xar Aativwv oty Podo.

A€EerLg »Aeldrd

Yotepofulaviivy Cwyoaguxy, 150¢ audvag, Lovaotnolaxi
OQLOYLTERTOVIXY, POONTES EWAVES, Elwovoyoapia, dylog [Tavte-
AENUOV, XTNTOQXES TOOOMTOYQAPIES, RTNTWQ LEQOUSVAYOS
lovag, Imavviteg wutndteg, ueydhog wdywotoog Pierre d’Au-
busson, P6dog, Tirog, wovij Aytov Iavtehequova THAov.

Telos is a small island in the complex of the Dodeca-
nese in the Aegean Sea, which lies midway between the
two biggest islands of the complex, Rhodes and Kos.
During the Late Byzantine period Telos followed the

* PhD Candidate in Byzantine Art and Archaeology, King’s Col-
lege London, prodromos.papanikolaou@kcl.ac.uk

** An abbreviated form of this paper was presented at the 23rd
International Congress of Byzantine Studies held at Belgrade, 22-
27 August 2016, under the title “A Panel Icon of St. Panteleemon
from Tilos. Uncovering a Late Byzantine Artwork”, Proceedings,
Free Communications, 85-86. I owe many thanks to the Director
of the Ephorate of Antiquities of the Dodecanese (former 4th
Ephorate of Byzantine Antiquities) Dr. Mania Michaelidou for
permission to study and publish the icon of St. Panteleemon from
the monastery of Hagios Panteleemon of Tilos. My gratitude goes
to the anonymous reviewers and my dear friends and colleagues,
Dr. Angeliki Katsioti, senior archaeologist at the Ephorate of
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A small processional icon from the monastery of
Hagios Panteleemon of Telos, probably a product
of a Rhodian painting workshop, is assessed along
with other artistic evidence, both painting and ar-
chitecture, under the prism of the cult of Saint Pan-
teleemon. The emergence of his cult in the late 15th
century is thought to have been used as a means of
convergence of Greeks and Latins in Rhodes.

Keywords

Late Byzantine painting; 15th century; church/religious ar-
chitecture; panel icons; iconography; Saint Panteleemon;
donor portraits; donor hieromonk Ionas; Hospitallers; Grand
Master Pierre d’Aubusson; Rhodes; Telos; monastery of Ha-
gios Panteleemon in Telos.

fates of her sister islands as it became part of the Hospi-
taller states, which were gradually formed after the con-
quest of Rhodes in 1309/10 and successively included all

the islands up to Leros, their northernmost sea border’.
Telos’ artistic context showcases as rather idiosyncratic

Antiquities of the Dodecanese, Dr. lonna Bitha, acting director of
the Research Centre for Byzantine and Post-Byzantine Art of the
Academy of Athens, Dr. Konstantia Kefala, archaeologist at the
Ephorate of Antiquities of the Dodecanese, and PhD candidates
Nikos Mastrochristos and Dora Konstantellou, for their numer-
ous kindnesses and help during the preparation of this study.

! The island of Patmos and its islets were never conquered by the
Order. The Hospitallers apart from the islands possessed two cas-
tles on the coast of Asia Minor in succeeding periods, the har-
bour and citadel of Smyrna (1344-1402) and the castle of Bodrum
(1406/7-1523). On the Smyrna crusade see most recently M. Carr,
Merchant Crusaders in the Aegean 1291-1352, Suffolk 2015, 74-77
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due to a surprising number of more than 120 small
churches, the majority of which can be dated in the 14th
and 15th centuries? In terms of style this context pres-
ents in several cases the developments and trends of the
Palaiologan period radiating from Rhodes and Kos in
their provincial translation?.

Among the Telian monuments which stand out is
the monastery of Hagios Panteleemon, built on a remote
and steep slope of the mountain Kryallos in the west-
ernmost part of the island quite far from any of its ma-
jor settlements®. The monastery’s founding history is

with earlier bibliography. On Bodrum, M. Heslop, “The Search
for the Defensive System of the Knights in the Dodecanese (Part
IL. Leros, Kalymnos, Kos and Bodrum)”, M. Piana — Ch. Carlson
(eds), Archaeology and Architecture of the Military Orders, New
Studies, London 2014, 59-60, with literature. For the annexation
of island of Leros by the Hospitallers see J. Dellaville Le Roulx, Les
Hospitalliers en Terre Sainte et a Chypre 1100-1310, Paris 1904,
274, n. 2. Giacomo Bosio had suggested that Leros was included in
the Hospitaller states by 1314, see G. Bosio, Dell’Istoria della Sacra
Religione et Illustrissima Militia di S. Giovanni Gierosolimitano,
Rome 1594, 35, while modern scholarship has proposed an earlier
date, the year 1310, A. Luttrell, “Cos after 1306”, G. Kokkorou-
Alevra — A. A. Lemos — E. Simantoni-Bournia (eds), Iotogia —
Téyxvn — Agyatoroyia s Kw, Athens 2001, 402.

2 There is a dearth of historical and archival data for Tilos apart
from the existing evidence provided by architecture and paint-
ing. For a brief overview see St. Mouzakis, “BuvCavtivég xat
Metapvtoviivég enrdnoies tng Tilov, ‘Epevva zat mpoobfreg
ot dwderavNoLary exrAnowaotivy ayttertoviny”, Dod Chron
12 (1987), 145-213, and 1. Bitha, “Evpstioio Bulavtwvdv
Towoyoapudv g THlov. Eva egpevvntnd mpdyoouua tov
Kévtpov "Epevvag g Buloviivig rar Metafulovtivig téyvng
g Aradnuiag AOnvav”?, Dod Chron 20 (2005), 119-140.

3 For a general outline of the stylistic trends in the island’s church-
es and their artistic relation to other monuments in the sphere
of the Dodecanese, see E. Kollias, “Iyvoyodenua tg Trilov”,
DodChron 3(1974), 13-44. A few of the monuments have received
detailed studies of their paintings, see for instance A. Katsioti,
“TTapatnofoels otig tovyoyoapies tov 14ov-150v auwdva oto
Awdexdvnoa. O novyaonos rat oL totoyeagies tov Ayiov Ni-
®xohdov ota Xethn e THlov”, AD 54 (1999), 1, Meletes, Athens
2003, 327-342, and A. Mitsani, “Ot touyoypagies tov Ayiov
Hoaviov ota ABada tne TAov”, DodChron 20 (2005), 141-158.
4 Several brief articles and one monograph have appeared concern-
ing the monastery of Telos. See D. Chaviaras, “H év THkg Teoa
Movi tod Ayilov [Mavielefuovos”, Mikrasiatikon Imerologion 5
(1911), 5-11. Ch. Koutelakis, Ayiog ITavrerequovas Tiiov. ‘Eva
UOVAOTNOL-UYNUELD YieL TN VIXY TOV XOLOTLAVDYV OTNV TOALOQX (A
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extremely interesting. The oral tradition speaking of a
Cretan monk named Ionas was actually confirmed in
August 1986, when the removal of a later reinforcing
wall brought to light parts of painted decoration®. At
the west half of the katholikon’s south wall, next to the
arched entrance the monumental donor portrait of a
monk holding in his right hand the replica of the whole
monastic complex and in his left a censer is inscribed as
Ionas (Fig. 1)°. Yet certain details concerning the earlier
history of the monastery, i.e. why and how the cult of
Saint Panteleemon reached Telos and by whose agency,
remain obscure and covered by the veil of the legend
of the miraculous salvation of the castaway monks in
Telos during their voyage to the Holy Land. The conser-
vation work carried out on the small processional icon
of the saint —considered as the palladion of the monas-
tery— sheds new light on the cult of St. Panteleemon on
the island as it offers the chance to revisit and scruti-
nise all available information concerning its foundation
history. In what follows the artistic and architectural
evidence of both the icon and the monastery of Telos
are thoroughly assessed from all possible views in re-
lation to the capital of the states, the city of Rhodes.
Additionally, other archaeological and textual evidence

¢ Podov to 1480. Iotopixn xat aoxitextovixi OSLeQevvVNOm,
THhog 31995. Apduor Tov 0p06d050v wovayiouot. Movaotioia
vnotdv Tov Avyaiov, 3, Kont — Amderdvnoa — Nnowd BA At
yaiov, TToArttotindc-Tovpiotindg odnyds, Athens 1999, 44-47
(E. Papavassiliou). E. Papavassiliou, “To povaotior Tov Ayiov
Mavtehénuova”, TnAog, to vnoi s Howvvag, Epta Imeres, Ka-
thimerini (19 August 2001), 22-24. Ch. Koutelakis, TijAog vijoog
dowua auapdxivo: H totopia tov vnotov xatr twv aviodrxwyv
tov. ESiotoonon dud mapabeudtov xar texunoiwv, 1, Athens
2008, 629-675, and recentlly, E. Papavassiliou, “Tilos”, Islands off
the Beaten Track... An archaeological journey to the Greek islands
of Kastellorizo, Symi, Halki, Tilos and Nisyros (also in Greek)
(Exhibition Catalogue), N. Chr. Stampolidis — Y. Tassoulas — M.
Filimonos-Tsopotou (eds), Athens 2011, 248-249.

5> For the oral tradition, see A. Tarsouli, Awdexdvnoa, 3, Athens
1950, 218-220. For the restoration works in the church, see AD 42
(1987), 112 Chronika, 660, pl. 374b (E. Papavassiliou).

® The inscription is illegible due to extensive effacement. The leg-
ible parts probably read: O QCIOTA[TOC] EN IEPQMO[NA-
XOIZ]K(AI) ATIQT[ATOC IQNAX] KT[HTQP TOY ATT]OY
[TOYTOY MONAZXZTHPIOY (;)]. For a proposed reading see
Papavassiliou, “To povaotiol”, op.cit. (n. 4), 23 and Koutelakis,
TriAog vijoog, op.cit. (n. 4), 747.

AXAE AH’ (2017), 199-226
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Fig. 1. Telos, katholikon of Hagios Panteleemon, south wall. Donor portrait of Ionas offering the monastery.

is also explored offering insights which concern the
possible benefactor of the church of the monastery. This
overall evaluation helps us to contextualise the religious
configurations of such a development within the frame
of the late 15th century.

The Revetment and the Icon

The processional icon of the monastery of Hagios

AXAE AH’ (2017), 199-226

Panteleemon is a medium-sized panel icon measuring
approximately 50x40%3 cm’. A silver revetment repre-

7 The dimensions are not the original as the icon has been cropped
to fit the revetment, probably in the early 19th century restora-
tion. The conservation of the icon was carried out in 2013 by
Labros Maroulis, conservator of artworks, who I thank for pro-
viding me with a set of photos of the panel icon. Unfortunately,
the treatment was executed in a short period of time as the icon
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Fig. 2. Telos, katholikon of Hagios Panteleemon. The proces-

sional icon of Saint Panteleemon with the silver revetment.

senting the patron Saint in a full length portrait adorns
the wooden carrier (Fig. 2). The Saint is set in front
of an abstract scene with two pitchers to each side to
denote the ground line. The upper half of the revetment
is covered in tendril motifs and has on both sides of the
figure’s head two ornate frames with the titfuli of the
Saint, O AI'IOC IIANTE-AEYMONAZ. The lower
half represents a tiled floor rendered diagonally. Heart-
shaped flowers with acanthus leaves frame the floor
sides. In all four corners putti complete the pictorial dec-
oration. The border of the revetment is filled with the
same type of tendrils as those described above, emerg-
ing from each of the four corners and covering half of
each side until they meet. The Saint is represented as a
young man holding medical tools, the long cruciform

had to return for the feast day. Due to this there are no photos of
the back side available, nor could the conservator recall any rel-
evant information about that side or the wooden carrier .
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handled spoon in the right hand and the open compart-
mented chest in the left. He is dressed in a sleeved robe
extending to his feet and over it a short overtunic reach-
ing to his knees®. On top of these, a cloak as long as the
robe and fastened on his right shoulder covers his whole
left side. The variant presented in the revetment should
probably be seen as a combination of elements coming
from two not too distant versions of the Post-Byzantine
iconography of the Saint and could in all probability
belong to the 18th century at least’.

The revetment is important for the historical infor-
mation it provides, as according to its inscription it was
a communal donation of the Telians during the abbacy
of the abbot Makarios in the year 1839. The revetment
was executed by Nikolaos the Rhodian, the silversmith
(Fig. 3). The inscription reads: 1839 / HPI'TPO®OI Y
ITAPOYCA YKON AIA YIAPO/MIC IIATO. TON
XPICTIANON YITOYMENE/BOTOC MAKAPIOY
XEIP N<I>K<O>A<A>0Y P<O>AOY"™. 1t should be
remarked here that the abbacies of many of the abbots
of the monastery of Hagios Panteleemon of Telos in the
19th century were short-lived and many of them suc-
ceeded one another several times'.

8 The short overtunic appeared in the iconography of Panteleemon
from at least the early 14th century, see e.g. the fresco panel of
the Saints Anargyroi from the monastery of Gracanica, B. Todi¢,
Serbian Medieval Painting; The Age of Milutin, Belgrade 1999, 332.
> Some of these dressing units have appeared in Panteleemon’s
iconography from the late 15th century and early 16th century
respectively. See e.g., A. Strati, “Honoring the Anargyroi in Ka-
storia”, Life is Short, Art Long: The Art of Healing in Byzantium
(Exhibition Catalogue), Br. Pitarakis (ed.), Istanbul 2015, no 17 p.
224-225, and no 18 p. 226-227.

10°€1839. This icon was silver-plated at the expense of all the
Christians during the abbacy of Makarios. By the hand of
Nikolaos, the Rhodian”. In contrast to what is written and dis-
played in the donor inscription, Koutelakis mentions that the
revetment was acquired during the abbacy of Neophytos III, the
predecessor of Makarios, see Koutelakis, Ayioc ITavtedequovag
TiAov, op.cit. (n. 4), 127. On the revetment’s inscription, see
idem, TrjAog vijoog, op.cit. (n. 4), 758.

"' The monk Makarios (Sykalis) served as the abbot of the mon-
astery from 1839 and probably till 1842. He was succeeded by the
monk Nikandros (Gianneskis), who served as abbot from 1842-
1851 as stated by Koutelakis. But this duration of nine years which
Koutelakis suggests is either inconsistent or his abbacy was with
breaks, as later on a document of 1844 gives Makarios as abbot;

AXAE AH (2017), 199-226
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Fig. 3. Telos, katholikon of Hagios Panteleemon. The revetment’s donor inscription (detail of Fig. 2).

When the revetment was removed a much different
St. Panteleemon than the one described above was discov-
ered. The painting, gesso layer on cloth and egg tempera,
was in fairly good condition with the exception of just a
few parts, including the edges of the upper corners and
two large holes on the shoulders and lower parts of the
torso where only a stripe of the painting has survived
the effacement (Fig. 4). The losses were most probably
caused by the revetment. The Saint is represented in a
frontal half portrait, young, with his usual curly brown
hair, and turning his torso slightly to the left. His head is
encircled by a halo in ochre. Although the medical tools
are repeated the same does not apply for his garments.
Interestingly enough he is dressed in a manner which
could be seen as resembling the appearance of a martyr,
i.e. tunic and himation. The latter covers the torso and its
right end is held by his left arm —which is also bearing the
medical case— in a way that creates in front of his chest a
series of super-positioned folds (Fig. 5). One noteworthy
detail is that the salmon-red himation has a triangular
cut under the right arm which allows the blue tunic to

thus Makarios seems to have resumed the abbacy again in that
year. The same discrepancies are again attested in the year 1864,
when the monastery had in the same year two abbots (!): Prokopios
II who was anointed in July 1864 and Makarios, again, who suc-
ceeded him in November of the same year although Prokopios was
still alive and would resume the abbacy from Makarios. See with
reservations, Koutelakis, Ayioc IMavtedequovas Tiiov, op.cit.
(n. 4), especially 123-132, and passim.

AXAE AH’ (2017), 199-226

project. Last but not least, the tunic has a crew neck with
a border decorated with a barely-visible tendril pattern
and sleeves with golden cuffs. Finally, the background on
which the Saint had originally been set was a bluish one
and the letters of the tifuli were written in white.

From a strictly iconographic point of view the icon
presents a variation that could be considered as a devi-
ation from the established Byzantine norm in the ico-
nography of this Saint. Judging from the existing data
of the Dodecanese and the insular context of Rhodes
one may deduce that the honours in memory of Saint
Panteleemon were already in practice from at least as
early as the 13th century. Nevertheless, the informa-
tion provided by the artistic material culture of the
Dodecanese proves that the iconography of the Saint
presented several variations which are not attested to
such an extent elsewhere in the former Byzantine terri-
tory under Latin domination'? How can this variation

12 As for example in Crete where the published fresco decoration of
the island, although far from exhaustive, provides a relative image
of the iconography of St. Panteleemon which remained unchanged.
He has been depicted in several monuments but pictures were pro-
vided only for three of them. All are dated mainly in the 14th cen-
tury and located in the countryside. See 1. Spatharakis, Byzantine
Wall Paintings of Crete, 2, Mylopotamos Province, Leiden 2010, 97-
119 and fig. 123, 239-243 and figs 363, 364. Idem, Byzantine Wall
Painting of Crete, 4, Agios Basileios Province, Leiden 2015, 145-154
and figs 366-367. There is also one more monument but the identifi-
cation with St. Panteleemon is far from secure, see idem, Byzantine
Wall Painting of Crete, 1, Rethymnon Province, Leiden 1999, 75-83,
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Fig. 4. Telos, katholikon of Hagios Panteleemon. The icon of

Saint Panteleemon after the removal of the revetment.

be perceived? Is it the culmination of a series of chang-
es which, in combination with the originality and cre-
ativity of the painter'®, were setting a new trend in the
Saint’s iconography? Or is there another prism under
which this change could be assessed? Before we proceed
to answer these questions, it is important that we sur-
vey the basic points in the iconography of the Saint ac-
cording to the pictorial evidence of Byzantine painting.

fig. 68. Last but not least, there survive on Crete four decorated
programmes with cycles of St. Panteleemon although there is no
mention whether there are any portraits of the Saint there too, see
Arch. S. Koukiaris, “Ewdva tov ayiov TTavtelefuovog ue oxnvég
tov Biov tov ot povi Twvd”, DChAE 27 (1996), 241-242.

3 On originality as an artistic perception, see A. Weyl-Carr,
“Originality and the Icon: The Painted Panel Icon”, and Th. Gouma-
Peterson, “Originality in Byzantine Religious Painting (Mosaics
and Frescoes)” A. R. Littlewood (ed.), Originality in Byzantine Lite-
rature, Art and Music, Oxford 1995, 115-124, 125-145, respectively.
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The Iconography

Even from a relatively early date around the early 10th
century in the church of Hagios Stephanos at Kastoria'*
the iconography of the attires of St. Panteleemon dis-
played the basic elements that would crystallize in the
typical form well established by the Middle Byzantine
period, namely the medical robe often decorated with
golden bands on the shoulders, and the pointed pallium
or phelonion with an equally golden neckband that slips
over the head and covers the torso'. Probably at some
time near the middle of the 11th century the narrow
bands were added to his attire'®. The adoption of the lat-
ter as an essential part of the Saint’s outfit was probably
gradual as it made only a couple of appearances in his
full-length portraits of the 12th century!”. In contrast to
the uniformity of his vestments, the medical instruments
he carried display variety. The latter kept alternating
between the ornate medical scalpel with pointed edge,
which he holds most frequently, and the less common
lancet in his right hand, and the surgical box or casket
of tubular form with instruments, varying between a

14 N. Siomkos, L’église Saint-Etienne a Kastoria. Etude des diffe-
rentes phases du décor peint (Xe-XIVe siécles), Thessaloniki
2005, 61-62, fig. 15.

15 On the iconography of the Byzantine period in general, though
with no special references to attires, see N. Passaris, “H gwovo-
yoagia tov ayiov [Mavielefuovog tov wapativov”, Diachronia
7(2009), 23-40.

16 This is probably first attested in the Moscow Menologion (Hist.
Mus. Gr. 9/382) dated to 1063. But it should be noted that the
depiction is quite unclear. See generally E. Deliyianni-Doris,
“Iotopnuéva yewdyoa@o. Tov unvoroyiov tov Zvue®v tov Me-
tapEaoti. Tagwdunon twv yewoyedewv — Exddoelg tov Mn-
vohoyiov”, Parousia 1 (1982), 292, 299-300 fig. 7, with earlier
bibliography.

17 See for instance a Sinai icon, G. and M. Sotiriou, Eix0veg ti)g
uovijc Zwva, 1 and 2, Athens 1958, 97, fig. 85, and the fresco
painting at Nerezi, . Sinkevi¢, The Church of St. Panteleimon
at Nerezi. Architecture, Programme, Patronage, Wiesbaden 2000,
66 note 254, figs XXXIV, XLXIX, 83. Let us note here that the
bands are not present in two other contemporary monuments de-
spite the fact that both are full-length portraits: the depictions
of Hagioi Anargyroi at Kastoria, St. Pelekanides, Kaotoota. L.
Buvlavuivai towyoyoapiat, Thessaloniki 1953, pl. 26, and of Saint
George at Kurbinovo, L. Hadermann-Misguich, Kurbinovo. Les
fresques de Saint-Georges et la peinture byzantine du Xlle siécle,
Brussels 1975, 243-245, fig. 126.

AXAE AH (2017), 199-226
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closed or slightly-open one, or the less common rectan-
gular box with or without vials held in his left hand'®
The reason for this alternation in attributes might rely
on textual influences, although there are none surviv-
ing for the miracles of St. Panteleemon. Nonetheless, it
could be assumed that this influence could have evoked
by the cult of other physician saints that were equally
popular and miraculous like St. Artemios whose shrine
in Constantinople was a pilgrimage centre'.

18 Cf. the ceramic plaque (ca. 1000) at the Walters Museum, where
the Saint holds a scalpel in his right hand and a cylindrical box in
his left, Sh. E. J. Gerstel, “Tiles of Nicomedia’ and the cult of St.
Panteleimon”, D. Sullivan — E. Fisher — St. Papaioannou (eds), By-
zantine Religious Culture. Studies in honor of Alice-Mary Talbot,
Leiden — Boston 2012, 176, with earlier bibliography. Exactly
similar are the mosaic depictions in two famous monuments of
the 11th century, Hosios Loukas and Nea Moni of Chios, E. Diez
— O. Demus, Byzantine Mosaics in Greece. Hosios Loukas and
Daphni, Cambridge, Mass. 1931, fig. 23. D. Mouriki, The Mosaics
of Nea Moni on Chios, Athens 1985, 165-167, pl. 71. In most cas-
es of the 12th century, the Saint holds a closed or half-open casket,
as in Hagioi Anargyroi of Kastoria, Saint George of Kurbinovo,
and the Virgin of Arakos. For the latter, see D.-J. Winfield, The
Church of the Panagia tou Arakos at Lagoudhera, Cyprus. The
Paintings and its Painterly Significance, Washington, D.C. 2000,
fig. 258. The casket in the late 12th (?) century steatite icon of
the saint with scenes of his life and the Deesis is also closed, The
Glory of Byzantium, Art and Culture of the Middle Byzantine
Era: A.D. 843-1261, H. C. Evans — W. D. Wixom (eds), New York
1997, nos 330, 494-495 (M.-L. Coulson). In Nerezi, Panteleemon
holds for the first time a rectangular box with an open lid, proba-
bly containing vials in the left hand, as is also the case in the early
13th century vita-icon from Sinai, Glory of Byzantium, op.cit.,
nos 249, 379 (N. Patterson-Sevéenko) with earlier bibliography,
and the cameo plaque in the Canellopoulos Museum, The Paul
and Alexandra Canellopoulos Museum, Byzantine and Post-
Byzantine Art, N. Chatzidakis — C. Scampavias (eds), The Paul
and Alexandra Canellopoulos Foundation, Athens 2007, 97. The
marble plaque in the Vienna Museum dated to the 13th century,
although it reproduces the type of garment as exemplified by the
mid-12th century, deviates in the medical kit as the saint holds a
small rectangular case in his left hand for the lancet he is carry-
ing in his right. On the marble icon of Vienna, see R. Lange, Die
byzantinische Reliefikone, Recklinghausen 1964, nos 22, 78-79.

Y On the shrine of St. Artemios, C. Mango, “On the History of the
Templon and the Martyrion of St. Artemios at Constantinople”,
Zograf 10 (1979), 40-43. On the miracle account, V. S. Chrisafulli —
J. W. Nesbitt, The Miracles of St. Artemios. A Collection of Miracle
Stories by an Anonymous Author of Seventh Century Byzantium,

AXAE AH’ (2017), 199-226

However, in a handful of depictions deviating from
the norm Panteleemon is presented dressed in a gener-
ic type, i.e. courtier-like dress. This small group® has
examples in the medium of painting in monumental
art, the frescoes of the chapel of the Physicians in the
church of Santa Maria Antiqua (705-707)%, the old
Tokali kilise (early 10th c.)?, and the church of Hagios
Panteleemon at Mesa Mani (991/92)%, in miniature
painting, Psalter 61 of the monastery of Pantokratoros
on Athos (9th ¢.)* in the minor arts, the enamel plaque
(late 10th c.) from the Shemogmedi monastery at Guria
in Georgia®, and in sculpture the relief marble icon of
the Glypotheque of Munich (late 13th century)®. Apart

Leiden 1997, miracle 22, where the Saint intervenes holding a sur-
gical scalpel; miracle 41, where the Saint produces a golden medi-
cal lancet, and miracle 42, where the Saint appears in the guise of
a physician holding his chest with medical instruments.

20 This group is not a consistent one. It consists of isolated ex-
amples in time and space and each one of the depictions is set
within its own different context. It is assembled here to note the
deviation and how this iconography was considered unique, if not
totally unfit for the Saint.

2 P J. Nordhagen, “The Frescoes of John VII (A.D. 705-707) in
Santa Maria Antiqua in Rome”, Acta ad Archaeologiam et Artium
Historiam Pertinentia 3 (1968), 59-60, pl. LXXVIII.

22 A. Wharton-Epstein, Tokali Kilise, Tenth Century Metropolitan
Art in Byzantine Cappadocia (DOS 22), Washington, D.C. 1986,
61, fig 42.

2 N. Drandakis, Bvlavtivés towyoyoapies tms Méoa Mdavng,
Athens 1995, 369, 371, pl. 91.

2 For the manuscripts, St. Pelekanides — P Christou — Chr. Ma-
vropoulou-Tsioumi — S. Kadas — Ek. Katsarou, Ot Onoavpoi tov
Ayiov Dpoug, oe1pd A”, Etxovoyoagnuéva yeLo0yoaqa, maoa-
otdoels, enititia, apyixd yoduuata, 3, Athens 1979, 278, fig.
230. However, it is not clear that the Saint is wearing a chiton
and himation since his attire is shown from the side. The possi-
bility that he is wearing over his medical robe as an overgarment
the phelonion, which is covering the front side of his torso and
the back too should not be excluded. In the fresco from Nerezi
it can be seen clearly that the phelonion covers both the torso
and back, see Sinkevi¢, The Church of St. Panteleimon, op.cit.
(n. 17). Should such a hypothesis prove true, then the earliest of
Panteleemon’s representations displaying the basic format of his
attires would be extended by approximately a century.

% N. Kondakov, Histoire et monuments des émaux byzantins: La
collection de A. W. Zwenigorodskoi, Frankfurt 1892, 144-146.

2 Byzanz. Das Licht aus dem Osten. Kult und Alltag im byzanti-
nischen Reich vom 4. bis 15. Jahrhundert (Katalog der Ausstelung
im Erzbischoflichen Didzesanmuseum Paderborn, Paderbon 2001),
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from the last example, which could relate to an older
model, this “archaizing” iconography can easily be ex-
plained by the fact that it pertains to the earliest repre-
sentations of him. In this view the rest two cases, that
of Mesa Mani and Georgia, visualise the parallel and
surviving —albeit obsolete— versions of the Byzantine of-
ficial dress that was still generally in use for many types
of saints along with St. Panteleemon.

Bearing in mind this roughly sketched overview of
the Saint’s iconography in Byzantine art up until the
end of the 12th century one would expect that the pe-
riphery of the Dodecanese would not deviate much from
this norm. And indeed this is true for the earliest sur-
viving frescoes of the Saint attested in the 13th centu-
ry paintings of the countryside of Rhodes. The earliest
example comes from the cave church of Hagios Niketas
at Damatria, dated in the third quarter of the 13th cen-
tury?’. There the full-length portrait of Panteleemon al-
though it barely survives due to the poor state of pres-
ervation of the murals, it can be assumed —judging from
the rectangular collar of his phelonion— that his iconog-
raphy would have followed the fully developed type of
the mid-12th century not only in terms of garments but
of medical instruments as well, i.e. the pointed scalpel
and the rectangular case to each hand. A similar pro-
totype is followed by the last monument dated in the
13th century, the church of Hagios Georgios Vardas at
Apolakkia, which is securely dated by inscription in
1289/90%. The Saint is depicted in a half-portrait and
the only thing missing from his exceptionally well-pre-
served painting is the medical box where the fresco is
damaged. Nevertheless, the attires and lancet are re-
peated as would have been expected. The jewelled crown

Mainz am Rhein 2001, 106, fig. 1.22 (A. Effenberger). It is inter-
esting that the medical instruments here are a box with phials in
the right hand and a closed scroll in the left. These are also the
instruments the Saint holds in the fresco of S. Maria Antiqua,
an observation which corroborates with the assumption that the
marble icon has influences from an earlier iconography related to
St. Panteleemon’s shrine.

27 On the church of Hagios Niketas, K. Kefala, Ot totyoyoapies
tov 130V audva otig exxAnoies tns Pédov, Athens 2015, 109-
159, and especially 144-145 (eBook in the following link, http://
epublishing.ekt.gr/el/13869).

28 Kefala, Towyoyoagies 130v, op.cit. (n. 27), 166-233, and espe-
cially 201 and fig. 108.
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with gems and pearls that he is wearing on his head, al-
beit uncommon, agrees with the persistent aristocratic
character in the depiction of the Saints in the church in
general®”. The co-depiction of Panteleemon with Saint
George in the southeast conch of the church of Hagios
Georgios at Zia Asphendiou in Kos is in all probability
contemporary with the two aforementioned paradigms.
There the saint in a full-length portrait wears the typ-
ical format of garments: a robe with sleeves and deco-
rative bands at the shoulders, orarion-like bands, and a
phelonion, its rectangular collar being decorated with
pearls. The latter is tucked up on his right side and rich-
ly folded on the left, covering his whole arm. He is de-
picted holding the scalpel and a medicine box ™.
However, sometime in the 14th century a notable
change is marked. In the church of Hagioi Theodoroi
(1372) in the region of Archangelos village the Saint’s
portrait is differentiated in one basic element, the phe-
lonion3!. The latter seems to have lost its previous sacer-
dotal appearance and looks as if it is being used more as
a himation with a decorative character complementing
the rest of his attire. Another deviation which should
also be recorded for the first time is that the Saint holds
the box with his hand covered under the phelonion, a
rather rare detail of his iconography in Rhodes*. Taking
a look at contemporary monuments for the use of the

2 1t would be reasonable to assume that this detail relates to the
possible status of the sponsor of Vardas. On crowns in the late
Komnenian period see indicatively Hadermann-Misguich, Kurbi-
novo, op.cit. (n. 17), pls 102-104. This detail is again seen in the
icon of Panteleemon from the collection of the Pushkin Museum
at Moscow, which was vaguely dated in the 14th century, A. Bank,
Byzantine Art in the Collections of Soviet Museums, Leningrand
21985, nos 268, 320, fig. 268. However, judging from the technical
features and its style a dating around the mid-15th century would
seem more plausible.

¥ 1. Bitha, “Evdvuatohoyirés natuoies, opleowTég no Pulovte-
vég tovyoyoapies otv Kw”, XAPIY XAIPE. MeAétes otn uviun
¢ Xaons Kavtlia, 1, Athens 2004, 342, fig. 5.

31 Ch. Giakoumaki, “TTodtn aQovoiaon TmV TOLX0YQAMLHY TOU
vaou Tmv Ayimv Ooddowv otov Agydyyeho Pédov (1372),
DChAE 35(2014), 122-123, fig. 16.

32 The earliest, to my knowledge, appearance of this detail in By-
zantine art is attested in the church of the Virgin of Arakos. From
that point on its use is rather seldom, as is the case with the mon-
astery of Olympiotissa, or the aforementioned icon in the Pushkin
Collection.

AXAE AH’ (2017), 199-226



CROSS-CULTURAL INTERACTION AND CONVERGENCE IN THE HOSPITALLER STATES

phelonion, one can see that such a decorative character
was not always the case, e.g. the panel icon of the saint
from the Chilandar monastery, the Meteora icon of Maria
Palaiologina with the Virgin and Child, or the frescoes of
Hagios Nikolaos Orphanos at Thessaloniki, the church
of the Virgin at Pe¢, or the monastery of Gracanica, to
name just a few of the most prestigious monuments?.
The phelonion is still being used as a garment with a
particular function, and the only change that can be ob-
served so far is that it covers both shoulders and espe-
cially the left, where it extends down to cover the whole
arm. Their difference with the Rhodian example is strik-
ing not only for the renewed character the former has,
but also for the reversion of the covered shoulder as well.
It would thus appear that the relation to the crystallized
prototype for the image of St. Panteleemon was being
partially dismissed and a new, slightly differentiated
type was being introduced in the 14th century?.

The visual evidence of the 15th century proves that
more changes were being implemented in the iconogra-
phy of Panteleemon, though the quantification is rath-
er relative given that the published monuments of 15th

3 For the Chilandari icon, S. Radoj¢i¢, “Monuments artistiques
a Chilandari”, ZRVI 3 (1955), 191-192, fig. 21, and quite recent-
ly, S. Petkovi¢, The Icons of Monastery Chilandar, Mount Athos
1997, 25, fig. 73. On the Meteora icon of Maria Palaiologina,
Byzantium. Faith and Power (126 1-1557 ), H. C. Evans (ed.), New
York 2004, nos 24b, 51-52 (L. Deriziotis). It is interesting to note
that the Cuenca Diptych of the same group does not follow the
iconographic pattern for Panteleemon, but depicts him wearing
a cape fastened in front of his chest, see Faith and Power, op.cit.,
nos 24c, 53-54 (A. Weyl-Carr). On the mural painting of Hagios
Nikolaos Orphanos, A. Tsitouridou, O wyoa@ixos Staxoouog
tov Ayiov NixoAaov Oppavov oty Osooarovixny. Svufori oty
UEAETN TNG maAatoAoyetas Ewyoapixis xatd Tov modiuo 140 ai-
@va, Thessaloniki 1986, 197, fig. 95. On the church of the Virgin at
Pe¢, V. Djuri¢ — C. Cirkovi¢ — V. Koraé, Pecka patrijarsija, Belgrade
1990, fig. 103, and on Gracanica, see Todi¢, Serbian Medieval
Painting, op.cit. (n. 8).

3 There is a similar case in the early 14th-century painting of
the monastery of Panagia Olympiotissa, where the saint is wear-
ing the whole outfit; robe, overtunic with decorated bands and
orbiculi, and over them the orarion bands. The phelonion, on the
other hand, is used as a mantle covering only the left side. Note
also the hand holding a closed medical box with a peculiar coni-
cal lid, E. C. Constantinides, The Wall Paintings of the Panagia
Olympiotissa at Elasson in Northern Thessaly, 1 and 2, Athens
1992, 203, pl. 53a.
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century Rhodes are limited in number. The earliest ex-
ample, which straddles the late 14th-early 15th century,
comes from the church of Hagia Aikaterini from the
medieval city of Rhodes®. The fragments of a Saint’s
portrait on the west wall next to the entrance identified
with St. Panteleemon allow one to assume that it would
have been a full-length one, with the saint perhaps clad
in the traditional way. But the absence of a phelonion
neckband suggests either its substitution by a himation
or its application as such. The same is true in the depic-
tion of the saint in the church of Panagia Parmeniotissa
at Psinthos of the late 15th century?. Again, the saint
in a full-length portrait depiction is set on the west end
of the south wall among a chorus of Saints under point-
ed arched frames. He wears —with successive sequence—
a medical robe, orarion bands, probably an overtunic
which is the one decorated with the neckband, and
over it a himation which wraps around the shoulders?’
in the same decorative mode first encountered in the
church of Hagioi Theodoroi. Last but equally telling is
the example from the mural decoration of the church
of Hagios Nicholaos at Phountoukli (ca. 1497)%. The
saint, mutatis mutandis, wears the same attires as in the
Parmeniotissa church. One can see the robe, the orari-
on bands, the overtunic, probably a phelonion —with no
neckband— which ends pointed in front of his torso as

3 Th. Archontopoulos, O vads e Ayias Aixatepivng oty mo-
An g Podov xat n Lwyoapixn tov votepov Meoaiwva ota
Awdexavnoa (1309-1453), Rhodes — Athens 2010, 137, 162-163,
figs. 28, 30.

% The monument is unpublished. On its paintings, E. Kollias, Avo
podiaxa Ewyoapixd ovvora g exoxnis s Ixmotoxpatias O
Avyiog Nixoraos ota Towavra xar n Ayia Towdda (NtoramAi
Metlivt) oty ueoawwvixyy woAn (unpubl. PhD dissertation),
Athens 1986, 221 and passim.

3 The same garments are seen in the couple of the Anargyroi,
Saints Cosmas and Damien, on the right of Panteleemon.

3 Unpublished. The study of the mural decoration of the church of
Hagios Nikolaos at Phountoukli is long overdue and is the subject
of a PhD dissertation by Nikolaos Mastrochristos, to whom I owe
many thanks for pointing out this image. The badly-efface murals
were repainted during the Italian occupation of the Dodecanese.
Many of the details are no longer discernible. For a brief pres-
entation, M. Acheimastou-Potamianou, “Ot tovyoyoapies g ot-
rnoyévewag Bapdodvn otov Ayiwo Nwwohao oto Povvrovrhi tng
P6dov”, Owoaxiov. Apiépmwua otn uviun tov Iavlov Aalaoi-
6n, Athens 2004, 247-263.
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in the Middle Byzantine paradigms, and again over it
a himation-cloak fastened at the centre of his chest and
covering his whole left side. He also holds what seems to
be a spoon and something no longer visible on the left;
presumably it was an open case with medicines.

Although these iconographic innovations presented
are much more complex variations, the Telos icon dif-
fers in its “simplistic” format. But it is these local devia-
tions in which such a differentiation can be understood,
as an analogous “simplified” version appears once more
in the realm of panel painting, the pole icon from the
church of Hagios Thomas at Monolithos*. In the latter
the Saint’s vestments are presented in a similar man-
ner to that of Telos. Saint Panteleemon is dressed in a
sleeved tunic with collar and cuffs and a phelonion-like
himation which is draped uniquely*. The re-emergence
of his covered left hand follows the 14th century exam-
ple of the Archangelos’ church already noted. The saint
also holds a cruciform spoon and a compartmented box
with medicines*. When comparing the two Panteleemon
icons one can see that the visual kinship between them
is not that of an archetype and a duplicate, but rather
that of an unknown prototype and its twofold reflec-
tion. They both share the “simplification” of attires as
their main expressive vehicle, and make marked use of
the new function of the phelonion as a himation with
a profoundly decorative character, which, as described
above, falls in an evolutionary scheme of Late Byzantine
painting from Rhodes.

Summing up, it can be postulated that there were at
least two iconographic traditions employed in the de-
piction of St. Panteleemon, one composite with exam-
ples in monumental painting and another one somewhat
unpretentious with limited examples in panel painting.

¥ A. Katsioti, “ITapatnoioels oty tomxy Aatoelon Twv ayinv
o010, Awdexndvnoa”, DodChron 25(2012), 670-671, fig. 3a. It should
be kept in mind that the icon was probably transferred from
Sianna where the church-shrine of Hagios Panteleemon is.

“ Unpublished. This icon is the object of study of my dear friend
and colleague Dr. Konstantia Kefala, to whom I am indebted for
allowing me to use it for the purposes of this paper. For a re-
production of the icon see Katsioti, “ITagatnenoeig otV tomixy
hatoeia”, op.cit. (n. 39), 674, fig.2.

' The appearance of the cruciferous spoon should be listed among
the earliest such depictions in Late Byzantine painting, certainly
the first in the Dodecanese.
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What can be said in any case is that this rare iconogra-
phy in the Telos icon is in all probability a glimpse of a
process belonging in the frame of the 15th century and
in the artistic context of the island of Rhodes.

Style

Similar indications for a 15th century date provide the
stylistic features. The modelling of the face and the sur-
viving bare parts of the body, the neck and the right
hand, are covered with a light brownish underpainting
over which a warm yellowish ochre mixed with light red
is applied; the flesh becomes transparent and faints soft-
ly at the edges of the lit areas. Two more things are note-
worthy here: firstly, how the flesh on the chin has turned
to a light spot on the darker underpainting, which is also
used as the ground for the fine white brushstroke, and
secondly, how the outlines of the face intergrade within
the shades, while those of the hand are left visible due to
their calligraphic design (Fig. 5). The fine white brush-
strokes surviving only on the hand are of two kinds,
opaque where the light is intense, transparent where the
light weakens. Furthermore, the classicizing form of curly
hair modelled with illuminated curls at the front pro-
truding from a brownish background while at the back
breaking down to simple short brown and black hues,
betrays the same aesthetics as the flesh in terms of light
(Fig. 6)*% This artistic device works towards an impres-
sion of volume, plasticity, and an inherent sense of the
relief. Besides, the cold blueish background which is jux-
taposed to the warm salmon red of the himation enhanc-
es this aesthetic perception*’. The himation, on the other

42 See for instance the rendering of the hair on the icon of the
Archangel Michael (first half of 14th century) at the Byzantine
Museum of Athens, M. Acheimastou-Potamianou, Icons of the
Byzantine Museum of Athens, Athens 1998, nos 8, 36-39 and
more recently, Heaven and Earth: Art of Byzantium from Greek
Collections, A. Drandaki — D. Papanikola-Bakirtzi — A. Tourta
(eds), Athens 2013, cat. no and fig. 59, 139-140 (K.-Ph. Kalaphati),
or the similar icon of the Archangel Gabriel (early 14th century)
from Vatopedi monastery, Heaven and Earth, op.cit., cat no and
fig. 58, 138-139 (1. Tavlakis).

4 The blue background has been related to products of the pro-
vincial workshops and most notably the insular ones. On this ob-
servation, see A. Katsioti — N. Mastrochristos, “ITalaioldyeia
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Fig. 5. Telos, katholikon of Hagios Panteleemon. The icon of Saint Panteleemon after the conservation treatment.
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Fig. 6. Telos, katholikon of Hagios Panteleemon. The upper half of the icon (detail of Fig. 5).

hand, covering the quite robust torso of Panteleemon is
rendered in a much more linear manner with mainly an-
gular and rigid folds which, nonetheless, retain a softness
because of the warmth of the salmon red colour. The light
on the drapes is only faintly present, blended with the
main colour to form the lighter tones that are meant to
contrast the parallel lines of darker colour marking the
folds. White highlights both on the chest and the sleeve
endow the tunic with a metallic essence.

ewova IMavayiog Eheovoag and v [Matuo”, ‘OAPLog dvep. Me-
A€tec otn uviun tov Lonyoon Kwvotavrivoroviov, A. Gianni-
kouri (ed.), Rhodes 2013, 307-308 with bibliography.
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The style of the icon can be detected in a number
of monumental painted decorations following the pro-
vincial expression of the prevailing Palaiologan artistic
trends. It should be noted that these stylistic trends were
in use in Hospitaller Rhodes almost throughout the 15th
century, particularly after the middle of it, with vari-
ous examples ranging from sophisticated and academic
renderings to those with a stronger local idiom*. In the
realm of icon painting the comparanda used below, all

4 Many of these monuments remain only partially published. For
an artistic evaluation of some of the 14th-century painted decora-
tions, see Katsioti, “O novyaouds”, op.cit. (n. 3), 331. Archon-
topoulos, O vadg s Ayiag Awxatepivng, op.cit. (n. 35), 172 ff.
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works of art attributed to Rhodian workshops, outline
a frame where the contrast between light and shade is
of structural importance following the aesthetics of the
early 15th century as perceived by the local artists of
the periphery.

The first work that sets off this frame is an icon from
Patmos depicting saint Demetrius on horseback; the
dating in the first decades of the 15th century is corrob-
orated by the independent highlights, the great extent
of the gradated flesh and the reduced dramatic effect of
the shades, limited only to the contour of the face®. In
the 15th century the effect of the contrast between light
and shade gradually takes over, and shading becomes
broader. A good example of this process is the icon of
the Virgin Hodegetria Gorgoepékoos from the homonym
church on Kos, probably closer to the second quarter of
the 15th century, which presents both an accentuated
stylization of the flesh’s silhouette lit with a grid of fine
transparent brushstrokes of warm ochre-red and a tonal
contrast with the dark brown and greenish underpaint-
ing*. But the flesh has not yet coincided with the light,
nor has it turned from a structural to an auxiliary el-
ement where the highlights use it as their ground. In
another work, which could be seen as approaching the
fourth decade of the century, the double-sided icon of
the Virgin/Crucifixion from Lardos, the images of Mary
and John from the Crucifixion are built with the con-
trast between light and shade as their main characteris-
tic. A certain dryness is present due to the fixed borders
of the silhouettes of the flesh and the absence of trans-
parency or the stylized and austere grid of linear white
highlights, but the graded colour and the wide areas of
the flesh help diminish the intensity of the contrast®’.

4 The contrast between light and shade is merely present due to
the soft transition and the graded paint, elements also present
in the icon of St. Panteleemon from Monolithos. On the saint
Demetrius icon, see N. Mastrochristos, “Podiax1 eidva €purmov
aytov Anuntoiov oty Idtwo”, DChAE 37 (2016), 125-136.

4 On the first presentation of the icon and its dating to 14th-15th
centuries, see Bulavtivij xar Metafvlavrivii Téxvn (Exhibition
Catalogue), Athens 1986, cat. no 89 and fig, 86-88 (M. Acheima-
stou-Potamianou). Ch. Baltoyanni, Etxdveg. Mijtno ©@cot, Athens
1994, 233 ff. For a dating in the 15th century, see Bitha, “Evdvua.-
TohoYWEC naETVEIES”, op.cit. (n. 30), 348.

471 am grateful to my colleagues Dr. Angeliki Katsioti and Nikos
Mastrochiristos who kindly shared with me their paper on the
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Notwithstanding the differences in the modelling of
the face, the light on the drapery has a uniformly con-
trolled luminosity. It is interesting to note that among
the works attributed to Rhodian workshops the essence
of the light on the clothes follows a different, more re-
served and conservative path than that in the model-
ling of the face. Indeed, this arrangement of the light
is marked even in some of the earliest or related works
that date near the end of the 14th century, e.g. the dou-
ble-sided icon of Nisyros, the double-sided icon of the
Virgin Chrysopolitissa/Saint Symeon, and the icon of
the Virgin at Gerokomeion of Patras*®. The light on the
clothes in general seems of secondary importance and
is merely present on the maphorion of the Virgin or the
robe of St. Nicholas. The same can also be observed at
the Panteleemon icon of Monolithos or at Virgin of Kos.
On the latter the undergarment of the Virgin has a lim-
ited metallic allure, quite similar in its rendering to that
of the Telos icon.

The stylistic affinities with this ensemble of works
addressing the subject of light and shade elucidate ar-
tistic relationships and divergences. The different vari-
ations of this artistic vehicle indicate the parallel lines
of subjectivity in the perception, ability and expres-
sion of each painter. The Telos icon was executed by
a skilled painter well aware of contemporary trends in
the capital of Rhodes, who was able to express himself
in a more painterly manner. The subtlety of the brush-
strokes, the transparency of the flesh towards the shade,
the discreet presence of the outlines, and the shifting
between the white and off-white highlights all convey a

two-sided panel icon of Lardos before its publication. See A. Ka-
tsioti — N. Mastrochristos, “Two-sided Icon of the Panayia Eleou-
sa/Crucifixion, formerly in the Church of Archangel Michael at
Lardos, Rhodes”, To Agyatoloyixo €oyo ota vnoid tov Aryaiov,
Awebvég Emotnuovixd Svvédpto (Podog, 27 Noegufoiov — 1 Ag-
xeuPoiov 2013) (forthcoming).

4 On the Nisyros icon, A. Katsioti, “Augiyoamtn talatordyeia
ewdva ot Niovpo”, DChAE 25 (2004), 63-76. On the Chryso-
politissa icon from the Byzantine collection at the Palace of the
Grand Master in Rhodes, M. Acheimastou-Potamianou, “Augt-
npdownn ewdva s [avayiog Xovoomoritiooag xat tov ayiov
Svuedv ot P6d0”, "OABLog dvep, op.cit. (n. 43), 217-227. On the
Patras icon, A. Mitsani, “ITavayia n AAnOuwvi: Mua véa vtéBeom
OYETLRA UE TNV ETWVURIO ROl TO TEOTUTO TNG ELXOVAS OTY LOVH
tov 'npoxopeiov Matodv?, AAA 35-38 (2002-2005), 259-269.
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reminiscence of the echoes of the Palaiologan currents
of the late 14th century®. They also suggest that their
manifestation in this panel, as well as their didactic de-
parture from them, is the result of an afterglow of influ-
ences which could be placed approximately to the third
decade of the 15th century.

The Western Factor?

Going back to the rare iconography of the Telos icon
discussed in detail above, it should be stressed that it
is not known under which circumstances these chang-
es took place and why they were centred notably in
Rhodes. One could take into account several factors
which might have exerted some influence on the iconog-
raphy of St. Panteleemon. It is well known, for instance,
that the practice of medicine in Byzantium was an act
of philanthropy and that it was not only administered
by the central government or private doctors, but was
closely related to the Church and its medicalized insti-
tutions*®. Hence, medical care, broadly conceived as

4 The existence of Byzantine icons in Rhodes from at least the
middle of the 14th century played a decisive role in the formation
of the style in the island not only artistically as an influence on
artists and for the dissemination of trends, but aesthetically too as
it designated the aspirations and the demand for artistic quality
by the upper class. On the icons, see M. Acheimastou-Potamianou,
“AV0 apELTEOomTES e1xOVeS ToV XoLotov xat T [Tavaylog ot
P6d0”, DChAE 30(2009), 199-214, and A. Katsioti, “The Double-
Sided Icon of the Virgin Hodegetria and Saint Nicholas in Rhodes
Reconsidered: Its influence on the Art of the Dodecanese in the
Fifteenth Century”, Griechische Ikonen. Byzantische und nachby-
zantinische Zeit (Symposium in Marburg, vom 26-29.6.2000),
Athens 2010, 139-150. There must have been similar influence
from the gifts that Domenico d’Alemagna, admiral of the Order
and a close friend of the emperor Manuel II Palaiologos, brought
with him after his return from Constantinople in 1391, see A.
Luttrell, “To Buldvtio zat ov Imavviteg Inndtes”, Byzantina
Symmeikta 11 (1997), 200-201, and note 29. The gifts, although
mainly relics and a steatite icon, could have included other re-
ligious artefacts of unique artistic merit which could have trig-
gered and inspired workshops in the 15th century.

30 This relation is discussed in a recent doctoral dissertation, see
A. Kyriakos, H etxovoyoagia twv ayiov Avapyldowv Kooud xat
Aauiavot oty fulavtivi éxvn (unpubl. PhD dissertation), Uni-
versity of Athens, Athens 2015, 19-40 with previous literature.
See also a recently-published catalogue with several contributions
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social welfare, fell within the interests of both the State
and the Church. Of course this interrelation could not
have been the only one that determined the iconography
of the physician saints and it lies outside the scope of
this paper to investigate this any further. Nevertheless,
the extend of the influences imbued from the religious
sphere into the saint’s iconography is impossible to es-
timate’!. Besides, later documents like the prohibition
of medicinal practice by priests¥, an indirect verifica-
tion of an even closer relation to the Church, dates to a
period, the third quarter of the 12th century, when the
iconography of the Anargyroi had already been canon-
ized and there was no actual impact on their depiction.
The few cases of a different iconographic approach are
encountered chronologically only in the Late Byzantine
period and should be treated as isolated cases. It is thus
evident that the iconography of St. Panteleemon was in-
dependent of any of the outside historical developments
that had occurred. Instead it followed its own models
and variations that should be read in their local context
rather than in the wider one.

It is in these regional historic and cultural circum-
stances formed by the Latin conquest that differing de-
velopments were triggered, either as an appropriation
in the artistic realm due to the exposure to Western art
or as a reaction and self-contained attitude towards the

about medical care and the art of healing in the sphere of Byzan-
tine culture: M.-H. Congourdeau, “Medical Arts, Erudition and
Practice in the Byzantine Capital”, 90-103; P. Bouras-Vallianatos,
“Contextualizing the Art of Healing by Byzantine Physicians”,
105-122, and B. Pitarakis, “Empowering Healing: Substances,
Senses, and Rituals”, all three in Life is Short, Art Long, op.cit. (n.
9), 162-179.

31Tt should be kept in mind that the early sources for the attire
of the physician saints are inconclusive or lacking but in some
of them it is stated that they resembled the attire of priests. See
Kyriakos, H eixovoyoagia twv ayiov Avaoylvowy, op.cit. (n.
50), 35. Moreover, the physician saints were closely related to the
liturgy and in many cases were depicted next to the sanctuary. It
could be postulated that the importance of these two spaces, the
liturgical and the sacred, was decisive for the merging of medicine
and faith with the sacerdotal appearance of their attires.

52 The patriarch Lucas Chrysovergis (1115-1170) released a de-
cree banning the practise of medicine by priests, see Kyriakos,
H eixovoyoapia twv ayiov Avagyiomv, op.cit. (n. 50), 36, 121
and passim.
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possible or forthcoming perils of dogmatic content®.
Considering the available data from the insular context
of Rhodes, to stay within the geographical boundaries
of this study, one should mention another cult, that of
saint Philemon as an example of an irregularity that
was formed because of different circumstances. As it
has been showcased saint Philemon was a relatively new
saint introduced in Rhodes in the late 13th century’. In
his case, it is interesting to observe the evolution of his
iconography from the “ancient” costume type of tunic
and himation attested in his earliest depiction at the
church of Vardas to a rather unusual appearance of the
same articles of clothing in his despotic icon from the
homonym monastery at Arnitha (Fig. 7)>>. One cannot

3 On these cult issues, see A. Lampropoulou — E. Anagnostakis
— V. Konti — A. Panopoulou, “Mviun xat MjOn g hatpeiog twv
aylov g Iehomovvioov (9oc-150¢ auidvag), E. Kountoura-
Galaki (ed.), Ot foweg Ty Op0660Ens ExxAnoiags. Ot véou dyiot,
8oc-160¢ arwvag, Athens 2004, 265-294. A relevant case is that
of the introduction of new cults in Naxos in the late 13th cen-
tury, see the paper by D. Konstantellou, “Naxos in the Thirteenth
Century: Visual explorations of an Island’s Society and Devotion”,
23rd International Congress of Byzantine Studies, Proceedings,
op.cit. (n. 1), 852. Equally telling is the case of Saint Romanos, a
saint of possible Western origins who was “Byzantinised” in or-
der to be depicted among the Orthodox saints of the Peloponnese,
Serbia, and Crete. See the preliminary observations on the fusion
of attributes of a Byzantine and a Western Saint Romanos, 1.
Anagnostakis — T. Papamastorakis, “St. Romanos epi ten sklepan.
A Saint Protector and Healer of Horses”, I. Anagnostakis — T. G.
Kollias — E. Papadopoulou (eds), Animals and Environment in
Byzantium (7th-12th c.), Athens 2011, 137-164; for another point
of view leaning towards a fusion with the French Saint Elois,
N. Pyrrou, “@gpamevtic »at metahots Néa otouyeia yioo tov
Powavs tov Zxkemodidxty and ) pvnuetoxy Coyoopuxy g
Konmg”, DChAE 34 (2013), 167-178.

3 Saint Philemon’s cult could be inferred through a number of rep-
resentations in two churches, one in Rhodes and one in Chalke, his
devotional icon and his relics housed in the homonym monastery in

«

the village of Arnitha, see analytically K. Kefala, “’Evog omdviog
aywog ota Amdexdvnoa: O arndotohog Dluwy ex twv EfSoud-
®ovia”, Agiéomua otov Axadnuaixd Iavayidtn A. Boxoto-
movho, V. Katsaros — A. Tourta (eds), Athens 2015, 577-584.

3 On his depiction in the church of Vardas, see Kefala, Totyo-
yoagies 130v, op.cit. (n. 27), 225-232. The omophorion com-
plementing his garments is a 13th century addition. It has been
noted that the attire of the Evangelists or the Apostles from this
period onward was equipped with an omophorion, a detail that

has been interpreted as a symbol of the counter mission that the
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Fig. 7. Rhodes, Arnitha, monastery of Hagios Philemon. Icon
of Saint Philemon.

help noticing that the type of dress —the way the tunic
is presented with vertical tubular folds, the belt at his
waist, the cloak over it and its articulation with round-
ed edges on the right side— has visual affinities with the
fashion of secular attires worn by Western laymen, as

Orthodox Church took against that of the Latin Church for con-
version of the Greek Orthodox population, see S. Kalopissi-Verti,
“Byzantine Responses to the Challenges of the Latin Church after
1204: The Evidence of Iconography”, 23rd International Congress
of Byzantine Studies, Proceedings, Round Table, op.cit. (n. 1),
631-635. On the devotional icon from the monastery of Arnitha,
Kefala, “O ardotohog Pljumv”, op.cit. (n. 54).
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Fig. 8. Rhodes, Archaeological Museum. Sepulchral monu-
ment of a layman, ca. 1370-1380, Gray marble of Lardos.

attested on tombstones from the city of Rhodes dated in
the last quarter of the 14th century (Fig. 8)*°. This Kin-
ship is instructive about how these elements made their
way into religious iconography and shows in the most
meaningful way that they were appropriated within the
cross-cultural artistic climate of the mixed society of
the island.

Is then a Western influence possible for the “sim-
plified” attire of St. Panteleemon on both icons? If one

% G. Jacopi, “Monumenti di scultura del Museo Archeologico di
Rodi”, CIRh 5(1932), 44-45.T. Kovotaviwémovhos, Movogia tiig
‘Podov, 1, Agyaioroyixdo Movoeio, Athens 1977, 30-31, fig. 22.
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gathers what is known about the iconography of this
saint in the West, s/he will be disappointed, as only a
fragmentary picture can be put together, despite the fact
that he was considered a popular saint”. Indeed, one
of the earliest surviving representations of him comes
from a mixed context and dates from the Crusader pe-
riod, the fresco from the Baptismal chapel outside the
castle of Crac in Syria, heavily influenced by and depen-
dent on the Byzantine tradition®®. However, in a purely
Western fashioned context, his depiction seems quite
different when taking into account the stained glass
windows (ca. 1206) of the Cathedral of Chartres, where
a version of his vita is represented®. There the saint,
clad in a long-sleeved tunic and himation extending
down to his feet, looks somewhat similar to the Telos
icon. It must be noted, however, that the glass panels
from Chartres do not represent him in any formal cos-
tume, as the one used for frontal portraits where possi-
bly the attire changes®’, so once more a bigger picture
of his iconography remains unclear and vague. But this

57 See generally for his cult in the West, C. Simon, S.J., “The Ve-
neration of Saint Pantaleon (Panteleemon) in East and West with
Special Reference to the Republic of Amalfi”, Amalfi and Byzan-
tium: Acts of the International Symposium on the eighth centena-
ry of the Translation of the Relics of St. Andrew the Apostle from
Constantinople to Amalfi (1208-2008) (Rome, 6 May 2008),
E. G. Farrugia (ed.) (OrChrAn 287), Rome 2010, 61-79. The spread
of his cult in Germany was launched by the translation of his rel-
ics there in the 10th century to the monastery of Pantaleon, which
after the death of Theophano, its second founder, was renamed
to Panteleemon, K. Ciggaar, “Theophano: An Empress Reconsi-
dered”, A. Davids (ed.), The empress Theophano. Byzantium and
the West at the turn of the first millennium, Cambridge 1995, 59.
58 J. Folda, “Crusader Frescoes at Crad des Chevaliers and Margab
Castle”, DOP 36 (1982), 191-194.

% On the stained glass windows of Chartres, Y. Delaporte — E.
Houvet, Les vitraux de la cathédrale des Chartres: Histoire et
description, Chartres 1926. On the dating of the stained glass,
P. Frankl, “The Chronology of the Stained Glass in Chartres Ca-
thedral”, ArtB 45(1963), 301-322. For the Christological narrative
cycle, C. Manhes-Deremble, Le vitraux narratifs de la cathédrale
des Chartres: Etude iconographique, Corpus Vitrearum, France,
Etudes 2, Paris 1993. See also the following link for the stained
glass panels, http://www.medievalart.org.uk/chartres/11_Pages/
Chartres_Bay11_key.htm (last accessed 10.10.2016).

% This is suggested by the almost contemporary vita icon of Sinai
which depicts him in the side scenes wearing a similar generic type
of costume instead of the formal one he wears in the central panel.

AXAE AH (2017), 199-226



CROSS-CULTURAL INTERACTION AND CONVERGENCE IN THE HOSPITALLER STATES

Fig. 9. France, cathedral of Chartres, northeast absidiole, glass

panel of the lower window with the life of Saint Pantaleon.
Saint Pantaleon with the bird, ca. 1206.

“simple” format of the garments does provide a hint
about the nucleus of the inspiration for the Telos and
Monolithos icons, which could be thought to draw from
a side representation of a vita cycle instead of a frontal
portrait. Yet one minor detail that could, nevertheless,
pinpoint some kind of alien dependence is the trian-
gular cut the himation of Panteleemon has at its lower
part. The garment of St. Pantaleon in the glass panel
with the bird from the Cathedral of Chartres (Fig. 9)
has an analogous rendering with triangular openings
for the sleeves, a detail that, if nothing else, raises ques-
tions about the origin of the above detail in the Telos
icon. Taking all the previous into account we could as-
sert that the painter of the Telos icon intended to recall
a specific model with the garments of Panteleemon, if
not drawing inspiration from an unknown vita cycle of
his which could have been latent on the island®'.

%! Vita-icons or illuminated cycles of saints were believed to have
been present on the island and used as inspiration for the represen-
tation of biographical cycles in mural painting, see for instance
the cycle of St. Catherine in the homonym church in the medieval
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Be that as it may, the degree of influences from
Western art is a daunting task in artistic environments
especially like that of the Eastern Mediterranean, where
several cases of appropriation and acculturation have
taken place, hindering any clearer approach to such
issues®?. Hence, the question of the Western factor, al-
though it cannot receive a positive answer for these two
variants of St. Panteleemon due to their isolation, does
remain an attractive possibility®.

The Grand Master Pierre d’Aubusson and the
Cult of Saint Panteleemon. A New “State Saint”?

Apart from St. Panteleemon’s typical inclusion in the
painted programmes of Rhodes from as early as the third
quarter of the 13th century, the actual worshiping of the
saint was quite limited in the Dodecanese judging from
the handful of churches consecrated to him and scattered
in three of the islands, Kalymnos®, Rhodes, and Telos.

city of Rhodes, Th. Archontopoulos, “O g1x0voypagrog #Uxhog
™G aylog Ao teQivng otV opdvurn exxinoio g LECOLW VIS
TéAng g Pédov”, AD 41 (1986), I, Meletes, Athens 1991, 85-
100. Note also that more biographical cycles survive in churches
of the Dodecanese, e.g. fragments of a cycle of St. Nicholas in a
monastery of the medieval city of Rhodes, two more in Symi, one
of St. Prokopios and one of St. Marina, and fragments of a cycle
of St. Theodore in Karpathos. For the latter, N. Mastrochristos, “O
va.og Tov An Owmen oto Anépl KapmdBov zat o eiovoygapirdg
1Unhog Tov ayiov Oeodwbov Tov Sroatnidty (uetd to 1399),
Byzantina 31 (2011), 147-171.

%2 There was a similar fusion in the development of the iconogra-
phy and cult of St. Mary Magdalene both in Byzantium and the
West. On that, V. A. Foskolou, “Mary Magdalene between East
and West: Cult and Image, Relics and Politics in the Late Thir-
teenth-Century Eastern Mediterranean”, DOP 65-66 (2011-2012),
271-296.

% Tt is useful to remember another example of “unconventional”
iconography which was adopted for the depiction of St. John the
Baptist, who was also the patron saint of the Order. His represen-
tation in an eclectic panel icon, dated at least in the second half
of the 15th century, is quite telling of the shared devotion prac-
tices. See K. Kefala, “H eixxdva tov ayiov Iodvvn tov ITpododuov
o™V opndvuun exxinoio g Podov”, IMoaxtixd tov Aiedvoig
Svvedpiov 15 xoovia €0ymv amoxatdoTaoNS 0TI UECALWVIXT]
moAn s Podov, 1, Athens 2007, 447-448.

% On the Kalymnos church dated to the early 14th century, Arch.
S. Koukiaris, “Avo vaoi{ oto petdyt g Ildtpuov, oto Agyog
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The largest concentration of churches on Rhodes
dedicated to St. Panteleemon is probably not irrelevant
to the historical circumstances. It is it well known that
the victorious end of the great siege of 1480, achieved
on the feast day of the saint on the 27th of July, was
considered a landmark in the promotion of the saint’s
cult. This is corroborated by textual sources mentioning
that the Grand Master, Pierre d’Aubusson ordered two
churches to be built for the celebration of the Knights’
overwhelming victory against the Turks; one for the
Latin rite dedicated to Santa Maria della Vittoria and
another for the Greek rite dedicated to San Pantaleone®.
The complex of the two churches was completed ac-
cording to other archival documents between the years
1489-1495, a dating correlated by the latest archaeolog-
ical finds which provide the year 1493 as a terminus
ante quem®. However, from the brief reference to the

Kahvuvou xat o ayrog Iavrtehénuwy oto Babv Karipvov”, Kaiv-
uvog, EAAnvopBodo&oc Opiouos tov Avyaiov, Athens 1994, 170-
182. On the Rhodian Panteleemon churches, see briefly Katsioti,
“ITaoatnEfoels 0TV TomxT Aateeia”, op.cit. (n. 39), 670.

% Bosio, Istoria, op.cit. (n. 1), 337. For a possible identification of
the place where the complex of the two churches were built, see
E. Kollias, “Avalntdvtag ta youéva uvnueio g LECOLmVIXNG
TéAng e P6dov”, 15 yodvia Eoymv, op.cit. (n. 63), 290-295.

% These two churches probably started after Innocent’s VIII per-
mission granted on the 31st May of 1485 and were finished be-
tween the years 1489 and 1495 according to two bulls of the Grand
Master and the accounts of the travelers, see J.-B. de Vaivre — L.
Vissiere, Tous les deables d’enfer. Relations du siége de Rhodes
par les Ottomans en 1480, Geneva 2014, 115-117. The excavation
carried out at the site brought to light two important sepulchral
monuments from a chapel attached to a church which was left
unexcavated; the tombstone of Jeanne de Perrier, a noblewoman
from Britain and the tombstone of a Basque privateer, Martinus
de Rossca. The first of the two slabs is used as a terminus ante
quem for the completion of construction work on the chapel and
consequently of the first church at least, as it dates precisely to
the 16th of September of 1493. On the slabs, A.-M. Kasdagli —
Y. Katsou, “H »owwvirf didotaon ota exttiufia”, O. Gratziou
(ed.), FAvmTid] ko ABoEoinn otn Aativixij Avatoldy, 13og-170g
awdvag, Herakleion 2007, 93-97. As far as the coexistence of the
two churches is concerned, travellers’ accounts could be interpret-
ed as recounting phases of the work, when they were still under
construction; e.g. Jean de Tournai in 1488, when writing about
the churches of the city of Rhodes, mentions as church only that
of S. Maria della Vittoria and Saint Panteleemon as its chapel, see
Vaivre — Vissiere, Tous les deables, op.cit., 789. However, from the
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decision of the Grand Master Pierre d’Aubusson in 1489
to fund the Greek rite churches wrecked by the earth-
quake of 1481 it may be inferred that there was another
pre-existing church of St. Panteleemon in the country-
side of Rhodes. Of the two important cult-places, the
Sianna shrine-church and the Monolithos one, the ref-
erence is most likely made to the former®. The assess-
ment of the evidence, the textual source, and the pole
icon, which is believed to have originated from Sianna
and whose significance is not to be underestimated as it
points to an interactive liturgy in practicing the cult of
St. Panteleemon in the community of the village, boils
down to the existence of the Saint’s cult in the south-
west area of Rhodes from at least the beginning of the
15th century®.

Conversely, the foundation of Hagios Panteleemon’s
monastery in Telos has been interpreted under the
prism of a reflection of the great victory of 1480, which
was seemingly imprinted in the communal memory of
the Telian population residing temporarily in Rhodes,
where they were transferred for their protection a lit-
tle before the siege was laid®. But there is no reference

excavation it is clear that there were two separate, though equal
in size, churches, one of which had a chapel. The church with the
chapel has been be identified with S. Maria della Vittoria due to
the findings mentioned above, while the other can be identified
with S. Pantaleimon, Kollias, “Avalntéviog ta youéva pvnueia”,
op.cit. (n. 65).

7 Bosio, Istoria, op.cit. (n. 1), 413: “E dall’istesso Capitolo fu data
autorita, e faculta al Cardinal Gran Maestro [...] di poter instituire,
fondare e a modo suo dotare [...] in altre chiese greche del’isola
di Rodi nell’oratorio di San Pantaleone, della Madona di Lindo,
e di Polona, terredi dett’isola”. As is noted in 1489, the Chapter
General and