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Apostolos G. Mantas

THE ICONOGRAPHIC SUBJECT “CHRIST THE VINE”
IN BYZANTINE AND POST-BYZANTINE ART*

In the Gospel according to John (15:1-7), on the night that
Jesus was to be betrayed, He said to his disciples: I am the
true vine, and my Father is the husbandman. Every branch in
me that beareth not fruit he taketh away: and every branch that
beareth fruit, he purgeth it, that it may bring forth more fruit.
Now ye are clean through the word which I have spoken unto
you. Abide in me, and I in you. As the branch cannot bear fruit
of itself, except it abide in the vine; no more can ye, except ye
abide in me. I am the vine, ye are the branches: He that abideth
in me, and I in him, the same bringeth forth much fruit: for
without me ye can do nothing. If a man abideth not in me, he is
cast forth as a branch, and is withered; and men gather them,
and cast them into the fire, and they are burned.

These words of Christ signal, of course, a completely new
view of the relation between God and man, but they also
comprise the continuation and evolution of an age-old tradi-
tion, since allegorical references to the vine are frequent in
the Old Testament, where it symbolizes mainly prosperity
and the chosen people of God'. The Fathers of the Church
who commend the parable in the New Testament construed

* Part of this paper was presented at the Ewooto Aeitego Tvumooo
PvEavrvng xawpetafolavuvns agyatoroyias xat téxvns. Ilodypapua
O TEQUANYELG ELONYNOEMV ROL Ovaxowvmoemy, Athens 2002, p. 64. 1
would like to thank Professors M. Constantoudaki, N. Chatzidaki, N.
Ghioles, V. Kepetzi and M. Vassilaki for their valuable comments.

1. For the symbolic representations of the vine tree in the Old Testa-
ment, see C. Leonardi, Ampelos. 1l simbolo della vite nell’arte pagana e
paleochristiana, Rome 1947, p. 65ff. G.W.H. Lampe, A Patristic Greek
Lexicon, Oxford 1961, p. 91.

2. For the different interpretations of the parable, see Leonardi, op.cit.,
p- 107ff. A.G. Mantas, Ikonographische Beobachtungen zu einer konig-
lichen Pforte aus dem Leimonos Kloster auf Lesbos (17. Jh.), Sympo-
sium «Griechische Tkonen», Marburg, June 2000 (in press).

3. With reference to the parable of the Hired Labourers (Math., 20:
1-16) Origen (Commentaria in Evangelium Matthaeum XV, PG 13,
1360B) writes that the Vineyard is God’s Church (Gpmerov O¢ [...] €in
av 1 Exndnola tod ©¢ov). Gregory the Theologian (Oratio XXXV -
De Martyribus, PG 36, 385A) calls the Church “God’s living vine”

it in different ways, since its symbolic interpretation was not
expounded by Jesus himself>. Thus the vine has been inter-
preted as a symbol of the Church and of the life-giving force
that binds it together, has been associated with the Incarna-
tion of the Word* and with the Holy Communion’, while a
strong soteriological and eschatological meaning has also
been attributed to it®. Finally, in the Old Testament there is
no reference to any further relationship between the hus-
bandman and the vine. In the New Testament the husband-
man is God the Father, while the vine is the Word Incarnate
and the vine shoots are the Faithful. In this way the afore-
mentioned parable underlines the new, at this point ‘corpo-
ral’, relationship between the Creator and creation, which
springs from the Divine Incarnation.

The pictorial rendering of the vine parable is the subject of
this study. The creation of the iconographic subject in the
Late Byzantine period will be examined, along with its inter-
pretation and the versions of it found in Post-Byzantine art
down to the end of the seventeenth century.

In the visual arts the vine shoot often occurs as a Dionysiac

(Cvoav Oeotd dunehov), while Eusebius of Caesarea (Commentaria in
Psalmos, PG 23,972D-973A) relating the 79th psalm with the vine para-
ble, states: «&x 1@V TavTNG [TH)g AANOWV|G dumtEhov] Torya otV xAnud-
TV OLd00EVTWV 200’ BANG TG OIXOVPEVIS CUVECTNOOY AUTEADVES
20l TOVTMV OL XAPTTOL ROTA TO ADTO [ouvayovran] év tailg xal’ OAng Tig
otnoupévng éxxhnoiong». Cf. Leonardi, op.cit., p. 199ff, 209ff.

4. This association has been made on the basis that the relationship
between the Vine and its branches springs from the human nature of
Jesus. See Leonardi, op.cit., p. 112ff, 120-121. Mantas, op.cit.

5. The exhortation of the Lord: “Abide in me, and I inyou”, found in the
passage which refers to the vine, was associated by the Fathers of the
Church with his reassurance: “He that eateth my flesh, and drinketh my
blood, dwelleth in me and I in him” (John, 6:56), which unquestionably
refers to the Eucharist. See Leonardi, op.cit., p. 110-111. Mantas, op.cit.
6. This association has been made on the basis of the reference to the
way that vine-branches bear fruits abiding to the tree, as well as to the
withering and burning of those separated from it. See Leonardi, op.cit.,
p. 121ff. Mantas, op.cit. (n. 2).
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Fig. 1. Malles, Hierapetra. “Christ the Vine”. Icon by Angelos Ako-
tantos.

or decorative motif in pagan art’. Such representations were
adopted in Christian iconography and from the early Christ-
ian era onwards they appear mainly on sarcophagi, altars,
and in monumental painting®. In the Middle and Late By-

7. For examples, see mainly Leonardi, op.cit., p. 7ff, 47ff.

8. For examples, see Leonardi, op.cit., p. 124ff, 211ff. A. Thomas, Wein-
stock, Lchrl 4, col. 491.

9. For example, on the intrados of the arch of the north and south apse
of Cambazli kilise (early 13th c.) in Cappadocia, and on the intrados of
the arch of the south apse in the church of the Forty Martyrs (Alti par-
mak kilise, 1216-1217) in the same region. See C. Jolivet-Lévy, Les églis-
es byzantines de Cappadoce. Le programme iconographique de l'abside et
des ses abords, Paris 1991, p. 198, 206, figs 122, 128.2.

10. Thomas, op.cit., cols 491-492.

11. Even in the case of the double representation of the enthroned Christ
with ten more figures, also enthroned (Apostles?), in the midst of spi-
ralling vine tendrils, which decorates the chalice of Antioch (c. 500), the
question has reasonably been asked as to whether it constitutes the pic-
torial rendering of the aforementioned parable. V.H. Elbern, Liturgi-
sche Gerite, RbK 5, 1995, cols 723-724 (with earlier bibliography).

12. These examples are, to my knowledge, the earliest representations
of the subject under examination. I am informed by Professor M. Con-
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zantine period, the vine shoot continues to be found as a
decorative motif in the religious art of both East and West®.
However, in all these representations, which can be dated
from the early Christian era until the end of the fourteenth
century, there is no evidence that expressly connects the sub-
ject of the picture with the passage from John’s Gospel in
which the parable of the Vine is mentioned. The relevance
of these representations to the evangelical text, even though
it is considered to exist'’, is rather vague and at no point
does it become evident whether or not the words of the Lord
were the source of inspiration!!.

In the first half of the fifteenth century three portable icons
depicting the iconographic subject known as Christ the Vine
were painted on Crete!2. These were the icons found in the
monastery of the Hodegetria in Kenourgio, in the mona-
stery of Varsamonero, and that from Malles, Hierapetra!>.
In each of them a symmetrically organized composition has
been laid out, in the centre of which, at the point where two
large branches from the trunk of a vine tree cross, is placed a
bust of Christ stretching out his arms in blessing. On the
curves of the helical shoots of the tree, which bear bunches
of grapes and vine leaves, the Apostles are shown, facing the
Lord, holding open books or unrolled scrolls. They are in
hierarchical order, led by Peter and Paul, who are placed in
prominent position on both sides of Christ’s halo, while the
rest, in groups of five arranged vertically, frame the two sides
of the icon (Fig. 1).

The relation of the icons to the parable of the Vine is made
evident by the open Gospel book in front of Christ, at the in-
tersection of the branches of the tree; on the codex is in-
scribed the passage from John’s Gospel, slightly altered:

stantoudaki, that a catalogue dating to 1420 refers to a chalice with a de-
piction of the Vine, though without making it clear whether this is the
subject under examination here or simply a representation of a vine
shoot. Even if the former is the case, the conclusions reached in the pre-
sent article are not dramatically affected: the creation of the icono-
graphic subject is simply placed a few years earlier, but it remains in the
same Zeitgeist and the contribution of Angelos Akotantos should be
more associated with the establishment of the subject.

13. N. Chatzidaki, Eixdveg tijc xontiniic oxolrijs. 1505-160¢ aidvag,
exh. cat., Athens 1983, p. 25-26. M. Borboudakis (ed.), Eixdves tig
xonTijs TéEYVNG. Ao tov Xavdaxa g tiv Mooya xail thv Ayia
Ierpovmoin, Herakleion 1993, nos 119, 124, 151, p. 475-476, 481, 506-
507 (M. Borboudakis, with earlier bibliography). These icons copy a
16th-century Cretan icon now in the Byzantine Museum of Athens, as
well as another one of the 17th ¢. now in the Museum of Zakynthos. See
Eiduen ExOcon xewniiov mooopvywy, exh. cat., Athens 1982, no. 8, p.
14 (N. Chatzidaki). Z. Mylona, The Zakynthos Museum, Athens 1998,
no. 99, p. 250-251.
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ETrQ EIMI H AMITIEAOC YMEIC TA KAHMATA KAI O
ITATHP MOY O T'EQPIOC ECTI ITAN KAHMA EN
EMOI MH ®EPON KAPIION (I am the vine ye are the
branches and my father is the husbandman every branch in
me that beareth not fruit). In this passage the interest of the
painter is focused on the correct theological interpretation
of the depiction. The phrase “I am the vine, ye are the
branches” is taken from the fifth verse of chapter 15, while
the rest, “and my father is the husbandman” is taken from
the first verse. The last part of the text, “every branch in me
that beareth not fruit”, is again taken from the fifth verse.
The artist, that is, has not simply copied the text from the
Gospel; on the contrary he has proceeded to make an eclec-
tic transcription in order to make the content of the icon ab-
solutely clear to the Faithful.

All three icons bear at the bottom the signature of the painter
XEIP AITEAOY (Hand of Angelos), whose contribution to
the creation of the iconographic subject under question was
decisive, according to N. Chatzidaki'*. The painter Angelos
has been identified by M. Vassilaki with Angelos Akotantos,
who lived and worked on Crete, in the town of Candia (mod-
ern Herakleion) in the first half of the fifteenth century’>. He

14. Chatzidaki, op.cit., p. 25-26. Cf. Borboudakis, op.cit., p. 476, 481,
507. P.L. Vocotopoulos, Toeig eixoves tot 150 aidva otiv Zaxuvvho,
in Ouuiaua orpy uvqun s Aaoxapivas Mrovea, Athens 1994, 1,
p- 349. M. Acheimastou-Potamianou, Icons of the Byzantine Museum of
Athens, Athens 1998, p. 170.

15. M. Vassilaki-Mavrakaki, ‘O Coyodgog "Ayyehog "Axotavrog. To
£oyo nai 1) duabnxn tov (1436), Thesaurismata 18 (1981), p. 290-298.
The same identification has also been made, though without any docu-
mentation, by M. Cattapan. See M. Cattapan, I pittori Pavia, Rizo, Za-
furi da Candia e Papadopoulo della Canea, Thesaurismata 14 (1977), p.
199-200. We have considerable evidence for his life and work, deriving
mainly from the will he wrote in 1436, on the occasion of his journey to
Constantinople, as well as from other documents from the State Ar-
chives of Venice. See M.I. Manoussacas, ‘H dwafnxn tot "Ayyéhov
Arotavov (1436), dyvdotov xontixol Lwyedgov, AXAE B’ (1960-
1961), p. 139-150. M. Chatzidakis, "EAAnves Ewyodgor ueta miv “Adw-
on, 1, Athens 1987, p. 147-154. M. Vassilaki, Ao tov «avavupo» pfu-
Cavivd roAMTEXVY] OTOV «ETOVURO» ®ENTnd Cwyedgo tou 150u
awwva, in M. Vassilaki (ed.), To mogroaito tov xaliwéyvy ato Bu-
Cavrio, Herakleion 1997, p. 161-168 (with earlier bibliography). M.
Constantoudaki-Kitromilides, The Painter Angelos Akotantos: New
Biographical Details (forthcoming).

16. In a document dated to October 1449, Akotantos’ predecessor in
the office of mpwtoydhmg was still alive; this date thus constitutes a ter-
minus post quem for the holding of the office by the painter. An act on
17 June in the same year refers to the replacement of Akotantos in the
office by Peter Gavalas, despite the fact that the artist was still alive. Ac-
cording to M. Constantoudaki, his replacement was due to Akotantos’
health problems, which led to his death later that year. I am grateful

was also mpowrtoypdhtng of Candia, an office which he as-
sumed after October 1449 and which he held for a short
time, until 17 June 1450, the year in which he died®.

The artistic work of Angelos Akotantos is set in a period
during which the religious life of Byzantium was dominated
by preparations for a Council, the purpose of which was to
achieve the Union of the Eastern and Western Churches'”.
The Council started in 1438 in Ferrara, and continued in
Florence, where it was completed on 6 July 1439 with the
Greeks and Latins signing the decree for the Union of the
two Churches!®. It is well known!? that the inhabitants of
the Byzantine Empire and also the Greeks living in areas
under foreign domination (like Crete?®) held divergent
views on the issue of Union. Pro-unionists supported it
mainly because they were persuaded that this was the only
way to ensure that they would receive some help, in an at-
tempt to contain the advance of the Turks?!. Anti-unionists
were quite fiercely opposed to it mainly because of religious
convictions??. Unfortunately, it is impossible to gain a clear
view of the exact attitude of Angelos Akotantos on this mat-
ter, though the fact that the painter held the office of
mowtodhme of Candia® led M. Vassilaki to the reason-

to Professor M. Constantoudaki for this information. See also Voco-
topoulos, op.cit. (n. 14), p. 348-349, n. 10.

17. H.G. Beck, Kirche und theologische Literatur im byzantinischen
Reich, Munich 1977, p. 3191f. J. Gill, Church Union: Rome and Byzan-
tium (1204-1453), London 1979.

18.J. Gill, The Council of Florence, Cambridge 1959, p. 293ff.

19. Ibid., p. 13-14.

20. For the attitude of the Cretans towards the Union, see mainly G.
Hofmann, Wie stand es mit der Frage der Kircheneinheit auf Kreta im
XV. Jahrhundert?, OCP 10 (1944}, p. 91-115, esp. 94-96. N. Tomadakis,
Miyganh Kahogoevag Kong, Mntpogavng B’ »ai 1 meog v “Evwowy
avtiBeows tv Konrav, EEBY 21 (1951), p. 110-144.

21. According to Georgios Phrantzes (Chronicon, ed. 1. Bekker, Bonn
1838, p. 178.19-21) Emperor Manuel II Palaeologus advised his son to
study the subject-matter of a Council, but never to attempt to put it into
practice. Cf. Gill, op.cit., p. 30-31, n. 6.

22. Their argument was aptly worded by a quote which was later attrib-
uted to Luc Notaras “We would rather see the Turkish fez reigning in
the midst of Constantinople than have the Latin tiara”. See Michaelis
Ducae nepotis historia byzantina, ed. 1. Bekker, Bonn 1846, p. 264.14-16.
23. For the status of the Church in Crete under Venetian domination,
see A. Panopoulou, Ot Bevetoi xai 1) EAAnvixn moaypatinomre. Awot-
TR, ExxAnolaotixy), olxovouxy 6gydvwon, in Ch. Maltezou (ed.),
"Ovyews s lotopiag To Pevetoxpatovuevov ‘EAAnviouot. Agyelaxa
texunow, Athens 1993, p. 288-297 (with earlier bibliography). For the
offices of mpwronarndg and mpwtoydhmg in particular, see Z. Tsirpan-
lis, “Capitula” (1408) yu& TOv mowtomamnd *ai ToV mTEWToYdahtn Xav-
daxnog, in Podwvia. Tyurj orov M.1. Mavovoaxa, Rethymnon 1994, 1, p.
531-540 (with earlier bibliography).

349



APOSTOLOS G. MANTAS

able assumption that he was in all probability pro-unionist
or at least tolerant regarding the matter of the Union?*.
Furthermore it is possible to detect in his artistic work what
might have constituted the potential pro-unionist views of
the painter. To Angelos Akotantos has been attributed a
great number of icons representing the Embrace of Peter
and Paul, an iconographic subject that was understood in
Byzantium as a symbol of the Union of the Churches even
before the Council of Ferrara-Florence®. Moreover, the in-
tense — though unsuccessful — effort to have the Union de-
cree signed and read on 29 June?, the feastday of Sts Peter
and Paul, indicates that the two leading Apostles symbolized
the Union of the two Churches not only for the Orthodox
but also for the Catholic. Therefore, it is believed that the
artist painted many icons representing this subject because it
reflected his pro-unionist attitudes?’.

The creation and establishment of the iconographic subject of
the Vine could also be seen in the same light. As mentioned
above, the parable has been interpreted mainly as a symbol of
the Church and of the life-giving force that ensures its Union.
The fact that interest in its pictorial representation began to
be shown at the same time as the deliberations for the Union
of the Churches, permits the correlation of the establishment
of the new iconographic subject with the religious events of

24. M. Vassilaki, A Cretan Icon in the Ashmolean: The Embrace of
Peter and Paul, JOB 40 (1990), p. 405-422, esp. 416-420. According to
M. Catappan (Nuovi elenchi e documentanti dei pittori in Creta dal
1300 al 1500, Thesaurismata 9 (1972), p. 247) the reason for the painter’s
journey to Constantinople in 1436, was to meet with the Patriarch
Joseph II, in the context of the preparations for the Council of Flo-
rence. However there is no written evidence to confirm this assumption.
Cf. Vassilaki, op.cit., p. 418. It is also worth mentioning that in the city
of Candia the npwronamndg, mpwtoydhms and a few priests were forced
to participate in rituals of the Latin Church. See Tomadakis, op.cit. (n.
20), p. 117. The mpwronasndg was also obliged, according to the Acts of
alocal Council in 1467, twice a year to read in public, in the church of St
Mark or St Titus, the decrees of the Florence Council. See Tsirpanlis,
op.cit., p. 536.

25. For this iconographic subject see, in addition to the aforementioned
article by M. Vassilaki, H.L. Kessler, The Meeting of Peter and Paul in
Rome. An Emblematic Narrative of Spiritual Brotherhood, DOP 41
(1987), p. 265-275 (with earlier bibliography). N. Chatzidaki, From
Candia to Venice. Greek Icons in Italy 15th-16th Centuries, exh. cat.,
Athens 1993, p. 76-81.

26. To the Greek proposal «viv 0¢ TGV TEWTOXOQUPALMV 1) UVHUY
rotoraPotoa ... émel ov (6 mamag) dddoyog adT@vV, dpethov dotvai
ool TOV TowlToV oTépavov #v TH) Muéoq #v 1) ElaBov adtol TOv
ApAaEaVTOV OTEPAVOV. GTTOVdACOY 0DV, Iva CUALEITOVEYNOWHEV 8V Ti)
£00ti) adT@®V», the Pope answered «0aQQ®. .., dtL 1 Evoaig &v Tf) pviuy
TV arrootohwv Xowtod teheoOnoetaws. It was also announced to the
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the time. The symbolism, not only of the secondary elements
but also of the whole composition, suggests that the picture
constitutes the visual expression of a number of arguments
used by both sides at the Ferrara-Florence Council, in an at-
tempt to underline the necessity of the Union.

The representation of Christ at the centre of the icon, on the
intersection of the tree branches, projects the common de-
scent of the Church and the united faith of all Christians, ar-
guments which were heavily stressed during the speeches
delivered in the Council?®. This position of the figure under-
lines the continued presence of the Lord in the Church and
by extension in the Council, the work of which he is request-
ed to bring to a successful conclusion?’. The busts of the
Apostles among the vine tendrils represent the artistic ex-
pression of the conviction that they are the founders of the
Church, while the embedding of the figures of Christ and the
Apostles in the same tree stresses its former unity, which the
Council was attempting to re-establish®. By placing the two
leading Apostles in a prominent position, either side of
Christ’s halo, their importance as the founders of the Eastern
and Western Church is signified. Finally the bunches of
grapes symbolize the Faithful, who have brought forth the
fruits of the vine over the centuries and now aspire to Union,
as argued rather extravagantly in the Council sessions>!.

Pope on behalf of the Emperor John VIII Palaeologus that «tfj £ooti)
T@V Gylwv AmooTOMY YeVIoeTOL ) AetToveyia xai 1) Evooisy. See Quae
supersunt Actorum Graecorum Concilii Florentini, ed. J. Gill, Concilium
Florentinum documenta et scriptores, ser. B, vol. V, fasc. I, Rome 1953, p.
453.30-37, 454. 6-10, 20-22 (hereafter: Quae supersunt). Cf. Gill, op.cit.
(n. 18), p. 284-285.

27. Vassilaki, A Cretan Icon, op.cit. (n. 24), p. 419.

28. In his inaugural speech, Bishop Marcus of Ephesus made a reveal-
ing statement: «uéxL tivog ot toU avtol Xouotol xai Thg avTig
miotews Parlopev GAAMAOUG Ol ROTUTEUVOUEY; UEXOL TIVOS OL TS
avtijs Touddog mpooxrvviTal ddxvopev xal xoteodiouey, Ewg &v v’
MA@V dvarwOduev». See Quae supersunt, p. 29.8-13.

29. See the quotes from the same bishop’s speech: «eing xai Vuiv g
EOTEQOV S1t ToD TEOENTOV ooV Id0U EYm ued’ Vudv xai O Ivedua
pov Epéotnxe &V péow vudv». See Quae supersunt, p. 30.3-6. For the
conviction of the presence of Christ at the Church Councils, see Ch.
Walter, L’iconographie des conciles dans la tradition byzantine, Paris
1970, p. 147-148, 235.

30. Relating the past with the Council’s undertakings, the same bishop
reported: «Xouoté Pacihed, MOTEQ £V TOG TEOTEQOLG YQOVOIG... O
0UTOD XOLTOV 0DV ATXOOTOMDY. ... TTEOG TNV OV ENLYVOOLY EXECTREYAS
Amavtag, oVt %ol Vv St TOV 0MV TOVT®VL BEQAmOVIOV. .. cUvVApov
Nuag GAANRoLs xoi ceavt®». See Quae supersunt, p. 29.14-24.

31. The inauguration speech by Bishop Marcus of Ephesus also stated:
UETEWQOG £0TL TWACA YUYt Hol GxOT) TACA, TV VUDV AVOUEVOLOO
yvaunv». See Quae supersunt, p. 34.2-4.
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The composition as a whole recalls the First Epistle of
Paul to the Corinthians (12:12-27), where it is stated that
Christ is the head of the Church and the Faithful comprise
its members. This phrase, through which the apostle stresses
the necessity for unity among the Faithful, was often used by
the representatives of the Eastern and by those of the West-
ern Church, in their speeches at the Ferrara-Florence Coun-
cil, in an attempt to establish the imperative need for
Union*2. The iconographic subject of the Vine indicates pri-
marily the unity of the Church, especially since Christ, its in-
stitutor, is depicted surrounded by the Apostles, who took
the lead in its foundation. The Faithful, who are represented
by the grapes, have as a duty to assist the effort to maintain
or re-establish unity whenever it is lost. The meeting of the
Christians of East and West at that time, a meeting which
had as its goal the achievement of Union, might possibly
have led Angelos Akotantos, a painter of whom it has been
reasonably assumed that he shared the views of the pro-
unionists, to the creation of the subject under discussion.
Furthermore, his contribution to the creation and establish-
ment of new iconographic subjects or the enrichment of ear-
lier ones with new details is already known from other works
by him?3. However, it should be noted that neither in the
preserved proceedings of the aforementioned Council, nor
in the works published so far of those who played a leading
partinit, is there any —as far as I know — express reference to
the parable of the Vine. However, the fact that its pictorial
representation starts at that particular time permits it to be
associated with the Zeitgeist favoured by the Union>*.

32. The same bishop pronounced: «oMuegov T TOU dECTOTIROD GHUOTOG
UEA)... TTEOG TNV GAMAWY EmelyeTan EVOLY OV YOO GVEXETAL 1] HEPOAT)
Xowtog 6 0e0g Epeotavon dimonuéve T oopaty. See Que supersunt, p.
28.10-16. Cf. ibid., p. 30.10-13, 30.29-31.1. The content of the inaugura-
tion speech made by the Western speaker must have been similar, as may
be concluded from a passage in the Acts of the Council: «tavta Tot
Egécov eimtovrog, 6 ®od Todvvng oEato ®atd mavto uunbels tov
’Eg@écov». See Quae supersunt, p. 34.18-20. The Acts of the Florence
Council are full of such views, and it would be repetitive to cite them all.
33. On these issues, see briefly Vocotopoulos, op.cit. (n. 14), p. 349,
.15

34. For the dissemination at this period of other iconographic subjects
with a pro-union content, see M. Constantoudaki-Kitromilidou, ‘O
dyrog “Teomwvupog pué TOv héovia o€ elnoveg xoNTiriis Téxvne. To Béua
»ai ol ovpfolopol tov, in N. Panagiotakes (ed.), "AvOy Xaoltwv,
Venice 1998, p. 193-226, esp. 204-215.

35. For the iconography of the Tree of Jesse, see M.D. Taylor, A Histo-
riated Tree of Jesse, DOP 34-35 (1980-1981), p. 125-176 (with earlier
bibliography).

36. As examples from the monumental painting in Greece mention may

The origin of the iconographic subject under discussion is to
be sought in the representation of the Tree of Jesse?®, which
by the first half of the fifteenth century had already acquired
a rich tradition in the visual arts*®. These two subjects, of
course, have completely different contents, since the Vine
symbolizes the Church and the force that ensures its Union,
while the Tree of Jesse gives expression, through the fore-
fathers of Christ, to the reality of the Divine Incarnation®.
The close morphological relationship between the two pic-
tures, however, makes it clear that for to create the later one,
all that was necessary was to replace the figure of the Virgin
in the Tree of Jesse by the figure of Christ, and at the same
time the figures of the Prophets, who had foretold the ad-
vent of the Messiah, by those of the Apostles, who laid the
foundations of his Church (Fig. 4). Furthermore, the addi-
tion of apostolic motifs to the Tree of Jesse had taken place
in the West as early as the thirteenth century, the aim being
to project the Concordia of the Old and the New Testa-
ments. The tree in the depiction of the Tree of Jesse was al-
so frequently represented in the form of a vine®. Hence the
artist, by making slight changes to the traditional iconogra-
phy of an earlier subject, created a new one with a completely
different content, which in fact represents the progress and
the evolution of the older one. As did the Lord, when he nar-
rated the Vine-parable, the artist put new wine in old bottles.

As mentioned already, the three icons of the Vine, by Ange-
los Akotantos, were painted in the first half of the fifteenth
century. The next preserved representation of the same

be made of the depiction adorning the outside of the south wall of
narthex of the Mavriotissa church in Kastoria (1259-1264), as well as the
fresco on the east wall of the south portico of the Church of the Holy
Apostles in Thessalonici (short after 1315). See S. Pelekanidis, Ka-
otopla. I: Bvfavuval togyoyoapiot, Plates, Thessaloniki 1953, pl. 85.
St. Pelekanidis - M. Chatzidakis, Kaorogtd, Athens 1984, p. 72f, 81, fig.
20. Ch. Stephan, Ein byzantinisches Bildensemple. Die Mosaiken und
Fresken der Apostelkirche zu Thessaloniki, Worms 1986, p. 148ff., fig. 91
(with earlier bibliography). The subject is also found in Crete, as is clear
from the depiction adorning the west part of the barrel vault of the
aisleless barrel-vaulted church of St George in the village of Viannos
(1401), and in St George at Koudoumas (1360). See T. Papamastorakis,
H ¢évtoEn twv mpoewovicewv g Ogotoxov xou g Ypoong tou
Ztawgov og £va WOTLITO EOVOYQAPO xUrho otov Ayo Temeyio
Buavvou Konne, AXAE TA' (1987-1988), p. 315, 324, fig. 6. M. Bougrat,
L’église Saint-Jean pres de Koudoumas, CahArch 30 (1982), p. 156.

37. Taylor, op.cit., p. 143-144. Stephan, op.cit., p. 171.

38. Thomas, op.cit. (n. 8), col. 552. Taylor, op.cit., p. 157-158.

39. Thomas, op.cit., col. 556. 1d., Maria die Weinrebe, Kurtrierisches
Jahrbuch 10 (1970), p. 30-55.
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iconographic subject comes from the refectory of the
monastery of the Great Lavra on Mount Athos, the wall-
paintings of which are attributed to the Cretan artist Theo-
phanis Strelitzas Bathas and date from 1535 to 15414, In the
extant representations of the subject, there is a time span of
about a century between the first and the second depiction.
If this is not accidental, it could be interpreted in the light of
the failure by the Orthodox to impose the Union decree.
That is, it is possible that the subject was temporarily aban-
doned, since it related to the Union, which was never accept-
ed by the Greeks. When it was repeated later, the earlier
ideological pressure had by then subsided, and the picture
could symbolize the Church without now referring to the
Union. At the same time, the different symbolical interpre-
tations given to the parable under discussion might lead to
completely different readings of the representation.

In the refectory of the Great Lavra, the Vine was depicted in
the uppermost zone, on the tympanum of the north arm of
the cross of this cruciform structure. In the middle zone was
painted the Dormition of St Athanasios the Athonite, and in
the lowest zone St Sisoes and the Tomb, as well as the Life of
the Solitary*l. Since only a small surface area was available
for the representation of the Vine, the painter followed the
iconographic type created by Angelos Akotantos by depict-
ing Christ and the Apostles in bust. The choice of the Vine
for the painted decoration of the refectory may be account-
ed for by the consideration that the majority of the icono-
graphic subjects depicted in this area are connected either
directly or indirectly with the readings for Lent*2. Amongst
these is included this parable, which is read at the vigil on the
first Friday of Lent and on Maundy Thursday. At the same
time, the composition is also found in the wall-paintings of
the refectory near scenes depicting the vanity of human af-
fairs, the death of a saint monk, and the quintessence of the
monastic life, which is dying fo the world*?. The choice of the
Vine to crown these representations emphasizes that the

40. J.J. Yiannias, The Refectory Paintings of the Mount Athos. An In-
terpretation, in J.J. Yiannias (ed.), The Byzantine Tradition after the Fall
of Constantinople, London 1991, p. 290. M. Chatzidakis - E. Drako-
poulou, "EAAnves Lwyodpor uetda tiv “Alwon (1450-1830), 2, Athens
1997, p. 382-383 (with earlier bibliography).

41. G. Millet, Monuments de I’Athos. 1. Les peintures, Paris 1927, pl.
150.2. M. Garidis, La peinture murale dans le monde orthodoxe aprés la
chute de Byzance (1450-1600) et dans les pays sous domination étrangeére,
Athens 1989, p. 152. Yiannias, op.cit., p. 273, fig. 4.23.

42.1.J. Yannias, The Palacologan Program at Apollonia, in S. Curéic -
D. Mouriki (ed.), The Twilight of Byzantium, Princeton 1991, p. 161-174,
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union of humans with God is attainable through the denial
of the passions; in the present specific iconographic environ-
ment the composition of the Vine has a mainly soteriologic-
al and eschatological content, giving prominence to salva-
tion as attainable by monks — and the Faithful in general —
who lead a life of self-denial.

To the same iconographic type belongs the representation
of the Vine rendered in the katholikon of Docheiariou
monastery on Mount Athos (1568) (Fig. 2). Here the com-
position was painted in the esonarthex, in the middle deco-
rative zone of the east part of the south wall. In the upper-
most zone are depicted scenes with stanzas of the Akathistos
Hymn and the martyrdom of saints whose memory is hon-
oured in July, and in the lowest zone are the Baptism of
Christ and figures of hermit-saints. The west part of the
same wall also has scenes of the martyrdom of various saints,
the Heavenly Ladder of John Climax (Fig. 3), figures of her-
mit-saints, as well as St Sisoes and the Tomb*. The inclusion
of the Vine in the painted decoration of the narthex may be
interpreted in terms of the freedom of choice characteristic
of the representations depicted in this area of the church,
the painting of which is designed to supplement the strictly
defined iconographic programme of the nave and exhibits
notable variety®. The placing of this scene at the same
height as the Heavenly Ladder emphasizes its soteriological
and eschatological content. Finally, as the gaze of the monks
attending the services celebrated in the narthex*® is directed
to the east, the Vine appears to be a continuation of the
Heavenly Ladder, thus contributing to the visual projection
of the conviction that salvation and union with God are the
outcome of hard struggle on the part of the Faithful.

The figures in the representation of the Vine are also exe-
cuted in bust in the scene adorning the semicylindrical wall
of the sanctuary apse in the katholikon of the Virgin Melin-
itzi monastery at Malesina, Locris, the wall-paintings of
which were executed in 1599 by the painter Dimitrios Kaka-

esp. 164ff. (with earlier bibliography).

43. Yiannias, The Refectory Paintings, op.cit. (n. 40), p. 287-288.

44, Millet, Athos (n. 41), pl. 241.1-2. Garidis, La peinture murale (n. 41),
p- 165-167, fig. 173.

45. For the iconographic subjects painted in the narthex, see mainly R.
Hamann-Mac Lean, Grundlegung zu einer Geschichte der mittelalterlichen
Monumentalmalerei in Serbien und Makedonien, Gief3en 1976, p. 176ff.
46. For the services held in this area, see E. Deliyanni-Doris, Meno-
logion, RbK 6, 1997, col. 215. K. Kirchhainer, Die Bildausstattung der
Nikolauskirche in Thessaloniki. Untersuchungen zu Struktur und Pro-
gramm der Malereien, Weimar 2001, p. 137.



THE ICONOGRAPHIC SUBJECT “CHRIST THE VINE" IN BYZANTINE AND POST BYZANTINE ART

Fig. 2. Mount Athos, Docheiariou Monastery, katholikon, esonarthex,
south wall, east part. Christ the Vine.

vas*’. This composition is not developed vertically, and the
Apostles are depicted side by side, flanking the central fig-
ure of Christ. This creates a decorative zone extending the
full width of the apse wall, inserted between the Commu-
nion of the Apostles and the Melismos. The choice of the
sanctuary apse for the depiction of the Vine and the inclu-
sion of this subject in this specific iconographic environment
are fully accounted for by the eucharistic dimension of the
parable.

A representation of the Vine adorns the right leaf of a tri-
ptych kept in the Vatican*, which is thought to be the work
of a Cretan painter of the late sixteenth century; on the left
leaf is depicted the Tree of Jesse, and the central panel is oc-
cupied by Christ in Majesty surrounded by All Saints (Fig.
4). The iconography of the Vine exhibits a slight divergence
from the iconographic type established by Angelos Akotan-

47. P. Lazaridis, Mecawwvizd ®Ountidoc-Paxidog, ADelt 17 (1961-
1962), Chronika, p. 161, pl. 172y. Chatzidakis - Drakopoulou, Zwyea-
gou(n. 40), p. 51.

48. M. Bianco Fiorin, Icone della Pinacoteca Vaticana, City of Vatican
1995, no. 18, p. 24-25, figs 27, 29. The Vine is also depicted on the right
leaf of a triptych by the painter Victor, now in the Sinai monastery,
which dates from 1684; on the left leaf of this is a depiction of the Tree
of Jesse, with the Transfiguration on the central panel. See Chatzidakis,
Zawyodapo (n. 15), p. 196, fig. 62. A triptych in the Byzantine Museum
of Athens, attributed to a workshop in Central Greece and dating from

Fig. 3. Mount Athos, Docheiariou Monastery, katholikon, esonarthex,
south wall, west part. Heavenly Ladder.

tos, with Christ rendered from the waist up in the same way
as the Virgin and Child in the Tree of Jesse. In his rendering
of the Apostles in the Vine and prophets in the Tree of
Jesse, however, the artist follows the type of Akotantos and
depicts them in bust. There is also an obvious attempt by the
painter, who was perhaps a priest or monk*, to transform
the close morphological relationship between the scenes
adorning the outer leaves of the triptych into affinity with
subject: the Tree of Jesse bears the inscription H AMIIE-
AOC OEO(TO)KOY (the vine of the Virgin), a phrase de-
rived from patristic writings, in which the Virgin is also
called Vine®”. The depiction of the Tree of Jesse on the left
leaf of the triptych emphasizes that Christ fulfilled the
prophecies of the Old Testament. The subject of the Vine
on the right leaf projects the foundation of the earthly
Church by the Lord, its consolidation by the Apostles, and

the seventeenth c., has similar iconography, with the difference that the
central panel has the Dormition as well as the Transfiguration. See M.
Chatzidakis, Byzantine Museum, in M. Andronikos - M. Chatzidakis -
V. Karagiorgis, The Greek Museums, Athens 1974, p. 337, fig. 22. Final-
ly, it is worth noting that in the case of all these triptychs, the iconogra-
phy of the central panel is associated directly or indirectly with the Sinai
monastery.

49. Bianco Fiorin, op.cit., p. 24.

50. Leonardi, Ampelos (n. 1), p. 122-123. Thomas, Maria die Weinrebe,
op.cit. (n. 39).
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Fig. 4. Vatican, Pinacothece. Triptych.

its unbroken continuity over the centuries through the clergy
and Faithful. The representation on the central panel, which
corresponds with the feast of All Saints, symbolizes the heav-
enly Church triumphant, of which the Faithful may become
members after a hard struggle. The compositions selected for
the painting of the triptych are thus a visual summary of the
divine dispensation for the salvation of mankind.

A relief depiction of the Vine adorns the base of a commu-
nion chalice with Renaissance-style decoration and bearing

51. A.D. Kominis (ed.), [Tatuog. Oi Onoaveoi tijc Movijc, Athens 1988,
figs 39-40 (G. Oikonomaki-Papadopoulou).
52. The same line of reasoning may also account for the choice of the same
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the stamp of Venice, which dates from the sixteenth century
and is now kept in the monastery of St John the Theologian
on Patmos (Fig. 5)°!. In this composition, Christ is depicted
full-length and enthroned, and the Apostles in bust. This is a
new iconographic type, the use of which should probably be
interpreted with reference to the shape and dimensions of
the base of the chalice®. The choice of this subject to dec-
orate a liturgical vessel is presumably due to the eucharistic
interpretation of the parable.

iconographic type to decorate a silver paten dating from 1622, kept in the
Protaton. See @noavooi tot Aylov "Ogovg, Thessaloniki 1997, exh. cat.,
no. 9.89, p. 432-433 (G. Oikonomaki-Papadopoulou).
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The icon T 1524 in the Byzantine Museum of Athens (Fig. 6),
which dates from the second half of the sixteenth century™,
reveals a departure from the transcendental character of the
representation of the Vine and a distinctly naturalistic in-
tent. In this icon, both Christ and the Apostles are painted
full-length*. The main trunk of the tree, which tends to fill
the space of the icon, serves as a footstool for the Lord, and
its branches as thrones for the Apostles. Two branches cross
above Christ’s head, drawing attention to his hierarchical su-
periority over the others. The Apostles are turned towards
the Lord, apart from the Evangelists, who converse in pairs;
the importance of the two leading Apostles is indicated by
their placement on the highest branches of the tree, while
the Evangelists are depicted at the same level as Christ.
Since this is a portable icon the provenance and original po-
sition of which are unknown, the particular symbolical rami-
fications of the representation cannot be traced. It is worth
noting, however, that in a similar (Cretan?) icon, probably
dating from the seventeenth century, which was formerly
kept in the Coptic Museum of Cairo, the gospel book in
front of Christ is open at the passage: “I am the bread which
came down from heaven” (John 6:41)%. This inscription
makes it clear that the representation in the icon has a clearly
eucharistic content, though this does not, of course, imply
that the same is true of the Byzantine Museum icon.

On the painted cornice of the iconostasis in the south chapel
of the Cave of the Apocalypse on Patmos (last decade of the
sixteenth century), the representation of the Vine is ren-
dered as a variation of the Great Deesis, with the addition of
the Virgin and John the Baptist either side of Christ*®, All
the figures are depicted in bust, on account of the limited
space, and are enclosed by vine shoots. The Vine is also de-
picted as a variation of the Great Deesis (Fig. 7) on the

53. Acheimastou-Potamianou, Icons (n. 14), no. 50, p. 170 (with earlier
bibliography). This icon is attributed by M. Acheimastou-Potamianou
to the circle of Theophanis and his continuers.

54. The icon is copied by two more 17th c. icons: the icon by Leon
Moskos (second half 17th ¢.) now in the Benaki Museum, and the icon
by Elias Moskos (1649-1687) kept in the Correr Museum in Venice. See
A. Xyngopoulos, Katdloyos tav eirnovav toi Movoeiov Mmevas,
Athens 1936, no. 26, p. 39-40, pl. 19.b. G. Mariacher, I/ Museo Correr di
Venezia. Dipinti dal XIV al XV1 secolo, Venice 1957, no. 1002, p. 119-
120. Chatzidakis, Zwyodgot (n. 15), p. 202.

55. P. Van Moorsel (ed.), Catalogue général du musée copte. The Icons,
Leiden 1993, p. 159, pl. 48a. I would like to thank the director of the
Coptic Museum Dr. Maged Aziz for informing me that this icon has re-

Fig. 5. Patmos, Monastery of St John the Theologian. Communion
chalice (detail).

painted cornice of the iconostasis in the chapel of the Holy
Cross in the monastery of St John the Theologian on Patmos
(1600-1610)°". The combination of the Vine and the Deesis
may be interpreted in terms of the soteriological and escha-
tological dimensions of the parable. The iconographic sub-
ject of the Deesis has the same content, and their amalgama-
tion may be attributed to the affinity of the two representa-
tions>®. Tt is notable that the motif of the vine shoot, or the
Vine, is found below the zone of the Dodecaorton or the
Great Deesis on the entablature of almost all the published
iconostases of the seventeenth and eighteenth centuries,
which come from Crete, the Dodecanese, Epirus and Mount
Athos™.

cently been transferred to the Museum in Port Said.

56. M. Chatzidakis, Eixoves tijg [dzuov. Zytijuato fviavivig xal
uerapuvlavrviic Lwyoaguis, Athens 19952 p. 109, 110. Cf. G. Kaka-
vas, To tépumho tov maperninoiov tov Tylov TTpododpov oto rnehhi
oV Atovusiov Tou ex Povpvd otig Kaguég tov Ayiov Opoug, in Avri-
govov. Apiéowua otov xabyynti NixdAao B. Agavddxy, Thessaloni-
ki 1995, p. 195, n. 79.

57. Chatzidakis, Zoyodgor (n. 15), p. 137, pl. 146. Kakavas, op.cit.

58. For the iconographic subject of the Deesis, see A.G. Mantas, Uber-
legungen zur Deesis in der Hauptapsis mittelbyzantinischer Kirchen
Griechenlands, in G. Koch (ed.), Byzantinische Malerei. Bildprogramme -
Ikonographie - Stil, Wiesbaden 2000, p. 165-182 (with earlier bibliography).
59. Kakavas, op.cit., p. 192, n. 62.
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Fig. 6. Athens, Byzantine Museum. Icon T 1524.

Important additions to the iconography of the Vine may be
observed after the middle of the seventeenth century. In an
icon by Theodoros Poulakis®®, which comes from the ico-
nostasis of the church of the Dormition at Mantzavinata on
Cephalonia (now in the Byzantine Museum of Athens) and
is dated to 1666 (Fig. 8), the Apostles are rendered full-
length and Christ to the waist. The dove of the Holy Spirit
hovers above Christ in an elliptical mandorla, while the bust
of the Ancient of Days is depicted at the top of the icon in a

60. I. Rigopoulos, ‘O aywyedgog Ocodwoos MTovAdxns xai i plapay-
Ounn yaAxoyoapia, Athens 1979, p. 47-48, 149-150, pls 75-76 (with ear-
lier bibliography). Bvlavrivé Movoelo. Ta véa amoxtiuara (1986-
1996), exh. cat., Athens 1997, no. 26, p. 88-89 (Ch. Baltoyianni).

61. There is a similar icon, attributed to the workshop of Poulakis, if not
to the painter himself, in the church of the Hypsili Theotokos on Corfu,
the only difference being that the Apostles are rendered in bust. See
P.L. Vocotopoulos, Eixoveg tijc Kegxvpag, Athens 1990, no. 92, p. 134,
pls 250-253.

62. Cf. N. Ghioles, ‘O Bvavtvdc tootidlog xal 16 eixovoygaguxd tov
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circular mandorla, inside which are winged heads of angels.
God the Father stoops towards Christ and at the same time
blesses with both hands®!. The arrangement of the Apostles
is similar to that in icon T 1524 of the Byzantine Museum,
mentioned above (Fig. 6). The placing of the icon on the
iconostasis of the church is due to the eucharistic interpreta-
tion of the parable, while the addition of the dove and the
Ancient of Days adds to the representation the symbolism of
the Holy Trinity. In this way, emphasis is laid on the fact that
all the hypostases of the Holy Trinity work together for the
salvation of mankind, and also on their presence in the
sacrament of the Holy Eucharist®2.

It is not clear whether the enrichment of the Vine by the
dove of the Holy Spirit and the Ancient of Days is an innova-
tion of Poulakis or of the painter Victor, since it is also found
at about the same period in an icon by the latter dating from
1647 and now in the Hellenic Institute in Venice®. In other
respects this icon is identical to icon T 1524 of the Byzantine
Museum of Athens. Victor’s composition is more austere
than that by Poulakis, since the winged heads of angels and
the mandorla surrounding the Ancient of Days — both of
them elements of Western origin due to the influence of
Flemish engravings on Poulakis’ art® — are missing.

The depiction of the Vine on the royal doors — the only such
example, as far as I know — from the cemetery chapel of the
Leimonos Monastery on Lesbos, dating from 1656, requires
a multi-dimensional interpretation®. On these doors, which
were painted by the hieromonk Takovos®, the Apostles are
rendered in bust at the top edge of the leaves, while the fig-
ure of Christ, again in bust, adorns the lozenge-shaped icon
that crowns the axial joint-cover. The next decorative zone is
occupied by the Annunciation, with the concelebrant hierar-
chs in the bottom zone. The eucharistic symbolism of the
parable accounts for its depiction together with subjects
having the same content, and its connection with the Incar-
nation of the Word is associated with the reference made to
the historical and liturgical Incarnation through the repre-

modyoauua (uéoa 6ov ai.-1204), Athens 1990, p. 90, 94.

63. M. Chatzidakis, Icones de Saint-Georges des Grecs et de la collection
de UlInstitut, Venice 1962, p. 148, pl. 71. M.C. Bandera Viani, Venezia.
Museo delle icone bizantine e post bizantine e chiesa di San Giorgio dei
Greci, Bologna 1988, p. 10-11, fig. 11.

64. See Rigopoulos, op.cit., passim.

65. G. Gounaris, Ewoveg g Movng Asiwmvog, Thessaloniki 1999, p.
74-75, fig. 20. Mantas, Ikonographische Beobachtungen, op.cit. (n. 2).
66. For the painter, see Chatzidakis, Zwyodgot (n. 15), p. 318.
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Fig. 7. Patmos, Monastery of St John the Theologian, chapel of the Holy Cross. Cornice of the templon.

sentations of the Annunciation and the concelebrant hier-
archs. Finally, the soteriological and eschatological content
of the Vine is in keeping with the symbolism of the other two
representations, which give visual expression to the concept
that the salvation of the Faithful is possible through the Di-
vine Incarnation, and attainable through observation of
God’s commandments and participation by the Faithful in
the sacrament of the Holy Eucharist.

An icon by Antonios Skordilis, dating from 1691 and now in
the new church of the Dormition at Adamas on Melos, is
dominated by the figure of Christ the High Priest enthroned
at the centre of the composition®”. From his shoes spring two
vine shoots that are developed parallel with the vertical sides
of the icon. They enclose the busts of the Apostles, rendered
on a much smaller scale than the central figure of the Lord,
which gives them a rather loose connection with it (Fig. 9).
The iconographic type of the High Priest projects the hieratic
quality of Christ and hence his multi-dimensional presence
in the sacrament of the Holy Eucharist®®. The choice of this
type to depict the Lord in a representation of the Vine is thus
accounted for by the eucharistic dimension of the parable®.

67.A Mystery Great and Wondrous, exh. cat., Athens 2002, no. 78, p. 244-
245 (D. Kalomoirakis). At the iconographic level, the icon copies the
same representation from a despotic icon that now adorns the iconosta-
sis of the church in the Castle at Plaka on Melos, which is attributed to
the painter Emmanuel Skordilis, an ancestor of Antonios.

68. For Christ as High Priest, see T. Papamastorakis, H poogn tov
Xototou-Meydhov Apyeoéa, AXAE 17 (1993-1994), p. 67-76. C.
Grozdanov, Une variante de I'image du Christ Roi des rois et Grand
Prétre dans I'art post-byzantin (d’aprés les exemples de I'archevéché
d’Ohrid), in Zytjuara uetafolavavis wyoaguxns oty uvijun Tov
Mavédn Xarindasxn, Athens 2002, p. 253-270.

69. Christ is also depicted as High Priest in an icon with a representation
of the Vine, executed by the Greek or Moldavian painter Grigorios in
1703, now in the National Art Museum in Romania. See M. Acheimas-
tou-Potamianou (ed.), Ewxdves tng Povuaviag. 160¢-180¢ awdvag, exh.

A representation of the Vine is painted on the back of two
sakkoi dating from the seventeenth century one of them in
the Sinai monastery™ (sakkos of Cyril of Crete) and the other
in the Byzantine Museum of Athens’'. The front of the first
of these hieratical vestments is adorned with the Tree of
Jesse and that of the second with the iconographic subject
“Prophets from Above”. On the Sinai sakkos the Apostles
and Christ (in the type of the High Priest) are depicted full-
length, while on the one in the Byzantine Museum the Lord
is rendered in bust and the Apostles to the thighs. The
choice of the Vine to decorate this particular vestment has
been associated’? with the prayer recited by the patriarch as
he emerges from the sanctuary and holds the dikerotrikera
(double or triple candlesticks) in front of the royal doors:
“Lord, look down from heaven and behold and visit this
vine; and the vineyard which thy right hand hath planted”
(Psalm 79 (80):15-16). At the same time, the combination of
the Vine in both sakkoi with iconographic subjects drawn
from the Old Testament contributes to enhancing the con-
viction that the Church of Christ is the fulfilment of God’s
promise of the salvation of mankind. Finally, since the bishop

cat., Athens 1993, no. 53, p. 122. In this representation the connection
between Christ and the Apostles is even looser than in the Skordilis icon,
since the Apostles are placed on the frame of the icon and the branches
of the vine enclosing them do not spring from the Lord.

70. M. Theochari, Xpvooxévinta dugie, in K. Manafis (ed.), Zwd. Ot
Onoavool tijs I. Movijs ‘Ayias Aixatepivys, Athens 1990, p. 237, figs
24-25.

71. A Mystery Great and Wondrous, op.cit., no. 79, p. 246-247 (E. Papas-
tavrou, with earlier bibliography). From the same century dates the rep-
resentation of the Vine that adorns the old barlaki of the church of St
Spyridon on Corfu. See Byzantinische und nachbyzantinische Kunst in
Korfu. Kunstschitze und Kultur, Corfu 1994, p. 215-216, fig. on p. 218-
219 (M. Theochari).

72. Theochari, op.cit. (n. 70), Cf. A. Papas, Liturgische Gewénder, RbK
5, 1995, col. 758.
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Fig. 8. Athens, Byzantine Museum. Icon by Theodore Poulakis.

wearing the sakkos is an “image” of Christ’, the depiction of
the vine also indicates the continuous presence of the Lord
in the Church’*.

Finally, the iconographic subject of the Vine was selected to
decorate the front of a silver-bound gospel book that prob-
ably comes from a seventeenth-century workshop on Corfu,
which is now in the church of St Basil on that island™. In this
composition Christ is depicted to the waist and the Apostles

73. A.G. Mantas, 70 eixovoypagixo mooyoauuc tov Tepod Byuatoc
1@V uecofvavrvav vadv tijs ‘EALddas (843-1204), Athens 2001, p.
137-138 (with earlier bibliography).

74. The same rationale may help to interpret the depiction together of
the Vine and the Tree of Jesse on double-sided wood-carved enkolpia
from the second half of the 17th c. onwards. See Greece at the Benaki
Museum, Athens 1997, p. 324, figs 534, 537.

75. Kunst in Korfu (n. 71), fig. on p. 191. The subject of the Crucifixion
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Fig. 9. Melos, Adamas, New church of the Dormition. Icon by Anto-
nios Skordilis.

in bust. Above the Lord hovers the dove of the Holy Spirit,
and at the highest point of the representation, the Ancient
of Days in bust stoops towards Christ and blesses with both
hands (Fig. 10). The choice of the subject to decorate the
cover of the gospel book is due to the interpretation of the
parable of the Vine as symbolizing the Church, which was
founded as a result of the teaching of Christ and his sacrifice
on the Cross.

Briefly, then, the iconographic subject of Christ the Vine
was created in Crete in the first half of the fifteenth century
by the painter Angelos Akotantos. The parable has mainly

on the front of a silver cover of a gospel book dating from 1676, now in
the Benaki Museum, is also flanked by a representation created by the
amalgamation of the iconographic subjects of the Vine and the Root of
Jesse. See M. Borboudakis (ed.), Oi ITAeg 100 Mvotnoiov. @noaveoi
i ‘Vpbodoéiag ano v ‘EAAdda, exh. cat., Athens 1994, no. 101, p.
273 (A. Ballian, with earlier bibliography). Greece at the Benaki Museum
(n. 74), p. 380, fig. 650.



THE ICONOGRAPHIC SUBJECT “CHRIST THE VINE” IN BYZANTINE AND POST BYZANTINE ART

Fig. 10. Corfu, church of St Basil. Silver cover of a gospel book.

been interpreted as a symbol of the Church and the life-
giving force that binds it together. At the same time, the emer-

PROVENANCE OF PHOTOGRAPHS

Fig. 1. Emovec g xonrixas téyvng, fig. 151.

Fig. 2, 3. G. Millet, Monuments de I’Athos, pl. 241.

Fig. 4. M. Bianco Fiorin, Icone della Pinacoteca Vaticana, fig. 27.
Fig. 5. [Tatuos. Oi Onoaveol tijs Movijs, fig. 39.

gence of interest in a clear visual rendering of the subject co-
incides in time with the convening of the Ferrara-Florence
Council, the purpose of which was to achieve the Union of
the Eastern and the Western Church. This evidence permits
us to associate the creation of the new iconographic subject
with the religious events of the period.

In the iconographic type created by Angelos Akotantos and
repeated frequently during the sixteenth and seventeenth
centuries, Christ and the Apostles are depicted in bust. In a
variant of this type, which makes its appearance in the six-
teenth century, though it was never very widespread, Christ
is depicted to the waist and the Apostles in bust. In a second
— also rare — iconographic type that made its first appear-
ance in the sixteenth century, Christ is depicted full-length
and the Apostles in bust. From the second half of the six-
teenth century onwards, a third iconographic type is found
in which all the figures are rendered full-length. This type
was very common and widespread, mainly from the seven-
teenth century onwards.

The symbolical content of the iconographic subject of the
Vine in the many depictions of it dating from the sixteenth
and seventeenth centuries depends on the nature of the
work of art for which it was chosen, on the general icono-
graphic environment in which it was included, and on the
detailed iconographic elements of which it was composed.
Depending on these factors, the representation may have a
soteriological and eschatological content, or an eucharistic
dimension. It may also contribute to the projection of the
continuous multidimensional presence of Christ in the Church,
which was founded by his teaching and sacrifice.

Fig. 6. Photo Byzantine Museum, Athens.

Fig. 7. M. Chatzidakis, Eixoveg tijc ITatuov, pl. 146.

Fig. 8. BuEavtivo Movaelo. Ta véa amoxtiuata, fig. 26.

Fig. 9. A4 Mystery Great and Wondrous, fig. 78.

Fig. 10. Byzantinische und nachbyzantinische Kunst in Korfu, fig. 191.
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Amoororog I'. Mavrag

TO EIKONOT'PA®IKO OEMA «XPIZTOZ H AMITEAOZ»
2TH BYZANTINH KAI METABYZANTINH TEXNH

To emovoyQopuro Béua tov Xootov-Aumélov, faot-
OUEVO OTNY OUOVULY TTaOBOoAT Tov xatd Iwdvvyy Evory-
vehiov, dnuoveynnxre nou xabiepmOnxe oty Konty to
TEMTO Woo Tov 150v cudva oo to Lwyedgo Ayyelo
A%0TAVTO, YL TOV 00l €XEL oo vrotedel OTL elye
purevortinég omopels. H mapofoin £xel xuplmg epunvev-
Bel wg ovpPolro g Exnhnolag xon tg Cwomotot duva-
ung mov t ovveyel. [lagdAnia, M eugpdvion tov evola-
(PEQOVTOG YLOL TV COPY| ELXOLOTLXT] OTTOD00T] TNG CUWITITTTEL
¥OVIXQ e T oVyrhnon g Zuvodov Pegpdas-Phm-
oevtiog (1438-1439), 1) omoia astooxomovoe oty Evwon
™G Avotoixrng xaw Ths Avtinng Exxdnotog. Ta otovyeia
OUTA ETUTEETOVY TO GUCKETIOUO TNG ONUOVQYIOS TOU
VEOU ELXOVOYQOPLXOU BEUaTOG Ue Ta OONOREVTIRG YEYO-
vota g emoyns. O ovpfoMopds 1000 TV EMPUEQOVS
OTOLELWY 000 ®OL TNG OMS OUVOEONS nabLoTd duvartt
Vv VITOHeoN OTL 1] OQAOTACT CITOTEAEL TIV ELXALOTIXT
£UPOAOT TOAMMV ETYELQNUATOV TOV KONOYOTOW01-
%oy xow artd LG dV0 TAEVRES OTNV €V AOY® ZUvodo, Y10, vau
vroyeauoTel 1 avaryrowotnta g Evoorg.

ZTOV EIXOVOYQAPIXO TUTTO TTOU dNovEyNoN e amd Tov
Avyyeho Anotdvto (Ew. 1) xou emavalapfavetor ov-
yvotato To 160 %at to 170 auwva, 0 Xeotdg %o oL atod-
0TOLOL ELXOVICOVTOL OF TTQOTOUY, OTOLYELO TTOV TOVILEL TO
oupolnod oL VITEQRATIRO AQUATIQO TNG TUQATTAUONG.
IMogaihayn TOV TUTOV CUTOY, 1) OTTOLOL EUPOVILETAL TO
160 non ouveyiletow ®ow to 170 oumdva, ¥WEIS OUWG VA
YVOICeL ueydin OLdd00Y, QITOTEAEL 1) OTTEXOVIOT TOV
XQLOTOU UEYQOL TNV 00U %O TWV ATTOOTOMWY O€ TTQOTOWY
(Ewx. 4). Ze éva de0TEQO EWROVOYQUPLLO TUITO, TTOV EPOL-
viCeton To 160 awwva, 0 Xewotdg emoviletar OAOOmUOGC
xaL o arwootolor og meotout] (Ew. 5). O timog owtdg
yonowormoteitar xor to 170 cudva, ohd TAQOUEVEL
omaviog %ot emhéyetar ovviBwg dtav oL wrEés Oo-
OTAOELG TOU TTQOCMPEQOUEVOU VIO DAKOOUO YWDEOV deV
ETMETOETAY THV OITEROVLOT OV TWV LOQYPADYV OMOCW-
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pov. Ao to 9e0TeQO Wod Tov 160V oDV OTAVTA £VOg
TOLTOG EXOVOYQUPIXOG TVITOG, TOV OTTOLO OAES OL LOQYPES
aTodIOOVTOL OMOCMILES, OTOLXEID TTOU TEOTOIOEL QEOM-
ono o€ o xatd Baom cuppornn magaotaon (Ew. 6). O
TOTOG AUTOG YVWEILEL peYaAn dLAd0ON #aL XQYOLUOTTOL-
elton EVEEWS ®UElmg atd To 17aumva.

To oupPolrd TEQLEXOUEVO TOV ELROVOYQOPLROU BEuUa-
T0G TG APTTELOU OTIG TOAUTTANOELS ATTELLOVIOELS TOU TO
160 ®now to 170 cuwvo eEaQTATOL 0TTO TO €00G TOV ROh-
MTELVIROU £QYOU Y10 TO 07010 ETAEYON®E, ITO TO EVED-
TEQO ELROVOYQAPIXO TEQUBGALOV O0TO OTTOl0 EVTAYOTXE,
®aOWOG ®OL OTTO TO ETUUEQOVS ELXOVOYQOPLXG OTOLYELD
710V 10 oUVOETOLV. 2t pvnuetaxt) Coyoagux (Ew. 2,3
%o 7) To Oéua ovvamewoviCeton pe AMES TOQAOTAOELS
70V GUUPAALOUV 0TIV TEOROA TOU GWTNELOAOYLROU
ROL EOYATOAOYIXOU TTEQLEXOUEVOL TNG TAQABOAG 1] TG
EVYOLQLOTIOXTC THS OLAOTOONGC, LE TNV OTTOLX EQUVEVETL
emiong M QUNOTEXVNON TG AWTELOV O AElTOUQYWA
oxeln ®oL o€ ermoveg TEumhov. H amewmovion g ovv-
Oeong € CEYLEQATIXOVG TARKROVS EVOQUOVICETOL UE TNV
TOTN OTL O 0QYLEQENS OTTOTENEL «EOVO» TOV XQOLOTOU
%ot OVUPANAEL 0TV TTEOBOAN TNG OLUVEYOUS TTOQOVOIOG
tov Kuvgiov otnv ExxAnoia, evo ) emhoyn tov Oéuatog
YL TO SUIGXROOUO CQYVQEMYV OTAXMOEMY evayYEAIWV (Eux.
10) ogelheTan oty ggunveia ™g TaaPoing wg cupfo-
hovu g Exxdnotag.

O cUVOVAONOS TNG TOQACTAONG UE ELLOVOYQOPLIO. OF-
pato ov meogyovral oo T Iahawd Avabnxn (Ewx.
4) ovviehel 0TV EXO0TIXY] TTEOPROAT TNG TOoTNG OTL 1)
10ovon g Exnhnoiog tov XQLotov amotelel Ty ex-
TANQWON TV TAAALOTEQWY VTTOOYETEWV TOV B0 %o
étoL amodidetal ewmaotnd to oyedo g Ociag Owro-
VOO Yol T 0w TNl Twv ovOpmtmv. Me tnv mpoobi)-
%1 TELOG TG TTEQLOTEQAS TOV Aylou TTvevpatog xan tov
O¢ov-TTateog (Ewx. 8) 1 mapdotoon amortd ToLadind
oupfoMouo.
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