The Akathistos Hymn in the Byzantine
and Post-Byzantine Traditions

The History of a Liturgical Masterpiece
Between Text and Image

\ol. 11



Supplementa

Etudes byzantines et post-byzantines

VOLUME 5/2

Editor

Andrei Timotin



Académie Roumaine
Institut d’Etudes Sud-Est Européennes
Société Roumaine d’Etudes Byzantines

The Akathistos Hymn in the Byzantine
and Post-Byzantine Traditions

The History of a Liturgical Masterpiece
Between Text and Image

\ol. I

edited by
Emanuela Timotin, Lidia Cotovanu, Ovidiu Olar

@RLO
Verlag UG

Heidelberg
2024



Die Deutsche Nationalbibliothek verzeichnet diese Publikation in der
Deutschen Nationalbibliografie.

Erste Auflage 2024
Supplementa Etudes byzantines et post-byzantines, Band 5/2

The Akathistos Hymn in the Byzantine and Post-Byzantine Traditions. The
History of a Liturgical Masterpiece Between Text and Image, Vol. 11

© Die englische Ausgabe Herlo Verlag UG Heidelberg
Herausgeber: © Société roumaine d’études byzantines

Editors: © Emanuela Timotin, Lidia Cotovanu, Ovidiu Olar
Herstellung, Design und DTP: Adela Roxana Ristea, Marius Ristea
Cover: Ana-Maria Goilav

Verlagsgruppe, Druck: Dar Publishing Bukarest

Vertrieb: office@dardevelopment.ro

Alle Rechte vorbehalten.
Kein Teil des Werks darf ohne Genehmigung des Verlags reproduziert, ver-
vielfaltigt oder verbreitet werden.

ISBN 978-3-948670-24-5

The authors are solely responsible for the content of their contributions, including the
accuracy of data and securing copyrights for any included images or materials.
Cover: Epitrachelion with the Akathistos Hymn, detail (strophe 23), Ecumenical
Patriarchate, Istanbul. Photo: Oana lacubovschi.

This project has received funding from the European Research Council (ERC) under
the European Union’s Horizon 2020 research and innovation programme (grant
agreement ORTHPOL 950287).



CONTENTS

List of Contributors. . . ... . 7
Abbreviations . ....... .. 15
Nicolae Gheorghita

The Musical Tradition of the Akathistos Hymn from the Thirteenth

to the Nineteenth Centuries: A Diachronic Survey. .................. 17

Lidia Cotovanu
Les destinataires de I’ceuvre manuscrite de Matthieu de Myres :

nouvelles constatations. . ............. i 29
Ovidiu Olar
A Post-Byzantine Calligrapher: Luke of Cyprus .................... 65

Oana lacubovschi

The Epitrachelion of Metropolitan Metrophanes of Cyzicus

at the Walters Art Museum and its Embroidered Version

of the Akathistos Hymn . ......... .. ... . ... .. . .. . 95

Emanuela Timotin
The Seventeenth-Century Romanian Tradition of the Akathistos Hymn.
Between Variation and Standardisation . ......................... 215

Oksana Shyroka, Roksolana Kosiv

“New”” Iconography of an “Old”” Akathistos:

The Influence of Engravings from Old Printed Books on the Scenes

of the Akathistos to the Mother of God in Wall-Paintings and Icons

in Ukrainian Art of the 17"-18" Centuries. .. ..................... 243

Sister Atanasia Vaetisi

Two Icons of the Akathistos Hymn (18"-19" Centuries):

Cultural and Spiritual Encounters between Romanian Monasticism,

the Pechersk Lavra and Mount Athos. .. ......... ... ... ... ...... 277



Bibliography . ...........
List of Manuscripts . . . .. ..

Contents of the First Volume



LIST OF CONTRIBUTORS

Vlad Bedros is Lecturer in the Department of Art History and Theory at
the National University of Arts in Bucharest and Senior Researcher at the
“G. Oprescu” Institute of Art History of the Romanian Academy. From 2020
to 2022 he led the project Networks of Devotion: The Selection of Saints as
Marker of Religious Identity in Post-Byzantine Moldavian Representations
(Wall-Paintings and Texts) at New Europe College, Bucharest. He works
on the visual culture of Moldavia from the reign of Stephen the Great
(1457-1504) through the first half of the sixteenth century. He focuses on
aspects of performativity, liminality, hybridity and transcultural exchanges
in Moldavian art. His most recent publication is “The Devotion to the Five
Companions in Moldavian Texts and Images, ca 1480 — ca 1530: Between
Trebizond and Mount Athos,” RESEE 61, 2023, p. 63-84.

Policarp Chitulescu, archimandrite at the Monastery of Radu Voda in
Bucharest, patriarchal counsellor, director of the Library of the Holy Synod,
is a specialist in bibliophilia and rare books. He holds a PhD in Theology
with a specialization in Christian literature from the University of Sibiu. He
attended numerous conferences, wrote and published books and several dozen
of studies. Research fields: history of the book (manuscripts, printed books
and libraries), writing practices and the circulation of ideas and cultural re-
lations between the Romanian Principalities and Europe. He published cata-
logues of manuscripts and rare books, including Cartea slava din Biblioteca
Sfantului Sinod (secolele XVI-XVIII) [The Slavic Book in the Library of the
Holy Synod (16""-18™" Centuries)] (Bucharest, 2024). He is Senior Researcher
with the ERC Advanced Grant Early Arabic Printing for the Arab Christians:
Cultural Transfers between Eastern Europe and the Ottoman Near-East in the
18" Century (TYPARABIC), hosted by the Institute for South-East European
Studies of the Romanian Academy, which studies the relationships between
the Romanian Principalities and Arabic-speaking Christians through the print-
ing of ecclesiastical books.

Constantin I. Ciobanu is scientific secretary of the “G. Oprescu” Institute of
Art History of the Romanian Academy. He previously worked at the Institute
of Cultural Heritage of the Academy of Sciences of the Republic of Moldova.



8 LIST OF CONTRIBUTORS

He graduated from the “Mihail V. Lomonosov” State University in Moscow
(1984). In 1993 he obtained his doctorate in Art History at the same insti-
tution, with the thesis “Attribution and dating of the mural paintings of the
Assumption of the Virgin Mary Church in Céauseni.” He specialized in the
field of Romanian medieval and pre-modern art. In 2002 he was awarded the
National Prize of the Republic of Moldova in the field of literature, art and
architecture for the book Icoane vechi din colectii basarabene. Old Icons from
Bessarabian Collections (Chisinau, 2000).

Lidia Cotovanu (PhD, Ecole des Hautes Etudes en Sciences Sociales, Paris)
is Senior Researcher at the “N. lorga” Institute of History of the Romanian
Academy (Bucharest). Her research focuses on the migration flows in
South-Eastern Europe, in the 15"-18" centuries; the jurisdiction of the Eastern
Patriarchates over the Romanian Principalities; Post-Byzantine Orthodox
devotional practices and evergetism and “citizenships” in medieval and mod-
ern South-Eastern Europe. She is the author of Emigrer en terre valaque.
Estimation quantitative et qualitative d’une mobilité géographique de longue
durée (seconde moitié du XI\* — début du XVIII® siecle) (Braila, 2022). For
AKATHYMN, she investigated the Greek manuscripts of Metropolitan
Matthew of Myra.

Cristina-loana Dima is Lecturer in the Faculty of Letters at the University
of Bucharest. She completed a PhD in Philology with a monograph on the
Romanian tradition of the Apocalypse of the Virgin, which was published
in 2012. Her other main scientific works include: O traducere inedita a
Vechiului Testament din secolul al XVI-lea [An Unknown Translation of the
Old Testament from the 16" Century] (Bucharest, 2009); Opera necunoscuta
a unui carturar romdan din secolul al XVIIIl-lea. Traducerile din italiana si
germanda ale lui Viad Botulescu [The Unknown Work of a Romanian Scholar
of the 18" Century. Vlad Botulescu’s Translations from Italian and German]
(Bucharest, 2013, vol. 2) and Vechi insemnari romdnesti [Ancient Romanian
Notes] (Bucharest, 2021). As member of the AKATHYMN project, she fo-
cused on the edition of Dosoftei’s book Carte de rugdciuni (Uniev, 1673)
[Prayer Book], which includes the first Romanian printed version of the
Akathistos Hymn.

Armenuhi Drost-Abgarjan, Prof. Dr. Phil. Habil., is the first and un-
til now the only professor of Armenian Studies in Germany as well as the



LIST OF CONTRIBUTORS 9

long-standing director of the MESROP Centre of Armenian Studies at the
Martin Luther University Halle-Wittenberg, Institute of Oriental Studies. Her
research interests include comparative studies of Armenian medieval litera-
ture in the context of Byzantine Greek and Oriental Christian languages and
cultures. Together with the theologian Hermann Goltz, within the framework
of a DFG project, she prepared a parallel German-Armenian edition of the
Hymnarium of the Armenian Apostolic Church SHARAKAN published by
Brepols in the Patrologia Orientalis series.

Guoda Gediminskaiteé is a third-year PhD student at the University of the
Republic of San Marino. Prior to embarking on the PhD program in Historical
Studies, she obtained her Bachelor’s and Master’s Degrees in History and
Theory of Arts at Vilnius Academy of Arts. She earned her second Master’s
Degree at Ca’ Foscari University of Venice, double majoring in History of Arts
and Conservation of Artistic Heritage (Curriculum of Medieval and Byzantine
Art). Relying on a thorough autoptic interrogation of evidence through a com-
bined philological and art historical investigation, she focuses specifically on
the intellectual history and the material culture in the late Palaiologan peri-
od. She aims to examine in particular the history of ideas and the intellec-
tual exchanges between the capital Constantinople and Crete, a key area of
Byzantium, in the late 14— early 15" century.

Nicolae Gheorghiti is Professor of Byzantine Musical Palaeography, Musical
Stylistics and Theories of Byzantine Chant Performance at the National
University of Music in Bucharest, as well as a conductor and perform-
er with the Psalmodia Choir of Byzantine music. Graduate of the National
University of Music in Bucharest, he continued his studies in Greece (Athens
and Thessaloniki), and he has been the recipient of research grants from the
universities of Cambridge (UK), St. Petersburg and Venice. He has held
post-doctoral fellowships at New Europe College and at the Musical Institute
for Advanced Doctoral Studies, Bucharest. He has been a member of the Union
of Romanian Composers and Musicologists since 2001. Twice he has been
awarded the prestigious prize of this institution: in 2010 for Byzantine Music
between Constantinople and the Danubian Principalities. Studies in Byzantine
Musicology and in 2015 for Musical Crossroads. Church Chants and Brass
Bands at the Gates of the Orient. In 2015 he also received the Music Prize
of the Romanian Academy. Nicolae Gheorghita is the author of ten volumes



10 LIST OF CONTRIBUTORS

on musicology and more than 50 academic studies published in Romania,
Greece, Finland, Italy, the US, Canada, the Netherlands, Germany, Austria,
and the UK. He is editor of the Musica Sacra section within the international
journal Musicology Today.

Mihail-George Héancu is Senior Researcher at the Institute for South-East
European Studies of the Romanian Academy. He obtained his PhD in Classical
Philology from the Universities of Bucharest and Hamburg (joint PhD) in
2018. His research interests include Classical Philology, Old Slavonic,
Christian Hagiography and Serbian Literature. He wrote several studies on
specific aspects within these subjects, including “Begin as You Mean to Go
On: The Opening Chapters of the Palaea Historica in Greek, Slavonic, and
Romanian,” Etudes balkaniques 57, n° 2, 2021, p. 227-250. He also authored
two monographs: Lupta cu Haosul. Terminologia cosmogoniilor presocrati-
ce (Bucharest, 2018) and The Terminology of Ancient Greek Cosmogonies
(Bucharest, 2019). His research within the AKATHYMN project was dedi-
cated to the Slavonic tradition of the Akathistos Hymn.

Oana lacubovschi (PhD, National University of Arts, Bucharest) is Senior
Researcher at the Institute for South-East European Studies of the Romanian
Academy. Her research focuses on artistic interactions in South-Eastern
Europe during the late medieval and early modern periods, with a special em-
phasis on artistic production in the Moldavian and Wallachian principalities,
the influence of private devotional practices and liturgy on visual arts, as well
as the dynamic relations between different artistic media. As member of the
ERC Advanced Grant TYPARABIC, she is currently investigating the im-
pact of Wallachian book engraving on the first Arabic-language printing press
established in Aleppo, Ottoman Syria, in the early years of the eighteenth
century. In the frame of the AKATHYMN project, she focused on seventeenth-
century depictions of the Akathistos cycles.

Roksolana Kaosiv is Doctor in Art Studies (PhD Hab.), professor, head of
the Sacral Art Department at Lviv National Academy of Arts (Ukraine)
and Senior scholar at the Department of Old Art of the Andrei Sheptytskyi
National Museum in Lviv. Her main research interest is Ukrainian church
art of the 17"-18" centuries. In her PhD dissertation (2002), she studied
different types of Ukrainian banners of the 17"-18" centuries. Her habilita-
tion dissertation was on the centre for religious art in the town of Rybotychi



LIST OF CONTRIBUTORS 11

(1670-1760): Pubomuywkuii ocepedok yepkosrozo mucmeymea 1670—1760-x
poxie (Lviv, 2019). Dr. Kosiv is also responsible for the collection of old tex-
tiles at the Andrei Sheptytskyi National Museum in Lviv.

Daniar Mutalap is Junior Researcher in the Literary Language and Philology
Department at the “lorgu lordan — Alexandru Rosetti” Institute of Linguistics
of the Romanian Academy in Bucharest. He is a PhD candidate, preparing a
critical edition of the Philokalia of Dragomirna (BAR, Rom MS 2597). His
research interests include: old Romanian Literature, philology, ascetical writ-
ings, monastic miscellanies, apocrypha, reading practices, textual criticism,
palaeography, codicology and watermarks. His publications include: “The
structure and composition of a proto-Philokalic Romanian manuscript from
1769,” in L. Taseva, R. Marti (eds), Translations of Patristic Literature in
South-Eastern Europe, Briila, 2020, p. 301-333; “The Source of the Oldest
Romanian Translation of the Writings of St. Symeon The New Theologian,”
Scripta & e-Scripta 23, 2023, p. 325-360. Within the AKATHYMN project
he worked on the oldest Romanian translation of the Akathistos Hymn and the
transmission of the liturgical text in the 18" and 19" centuries.

Charbel Nassif completed a PhD in History of Art at Sorbonne University
and a PhD at the Theology Catholic Institute of Paris, both in 2017. He is
archivist and chief librarian of the Melkite Greek Catholic Patriarchate of
Antioch (Raboueh) and researcher at CEDRAC - Saint-Joseph University
(Beirut). From July 2021 he has been senior researcher in the TYPARABIC
ERC Advanced Grant. His research interests are focused on the liturgical and
iconographical heritage of the Melkite Church and on the Arab-Christian
Heritage of Jesuits (16"-20" centuries).

Ovidiu Olar (PhD, Ecole des Hautes Etudes en Sciences Sociales, Paris)
is Senior Researcher at the “N. lorga” Institute of History of the Romanian
Academy (Bucharest) and Principal Investigator of the ERC Starting Grant
Orthodoxies and Politics: The Religious Reforms of Mid-17" Century in
Eastern and South-Eastern Europe hosted by the Institute for Habsburg and
Balkan Studies of the Austrian Academy of Sciences (Vienna). He has au-
thored the book La boutique de Théophile. Les relations du patriarche de
Constantinople Kyrillos Loukaris (1570—1638) avec la Réforme (Paris, 2019).
His research interests include the religious controversies of the seventeenth



12 LIST OF CONTRIBUTORS

century, the history of political ideas, and Jazz in Communist Romania. For
AKATHYMN, he investigated the Greek manuscripts of Luke of Cyprus.

Oksana Shyroka is teacher of fine arts at the Oleksa Novakivskiy Art School
in Lviv. She graduated from the Sacral Art department of the National Academy
of Arts in Lviv with a Master’s Degree. She graduated from the PhD graduate
school at the same institution and is currently working on completing her dis-
sertation, which focusses on the iconography and symbolism of the Akathists
of the Mother of God and Jesus Christ in the Ukrainian art of the 17" and 18"
centuries. Oksana’s publications are devoted to the Ukrainian iconography of
the Akathists of the Mother of God and of Christ.

Emanuela Timotin, Dr. Habil., is head of the Philology Department at the
Institute of Linguistics of the Romanian Academy. Her research areas are
Romanian philology, charms, and apocrypha. She is currently leading the
AKATHYMN project (New Europe College, Bucharest). She recently edited:
Représentations de la Vierge Marie entre culte officiel et vénération locale.
Textes et images (Heidelberg, 2022) (with C.-1. Dima and C. Bogdan), and
Biblical Apocrypha in South-Eastern Europe and Related Areas (Braila, 2021)
(with A. Miltenova and M. Cioata). Her most recent book is The Cheirograph
of Adam in Armenian and Romanian Traditions. New Texts and Images
(Turnhout, 2023) (with M. E. Stone).

Maria Tomadaki is Assistant Professor of Byzantine Philology at the
University of loannina (Department of Philology). She worked as a postdoc-
toral researcher at the Gottingen Academy of Sciences and Humanities in
Lower Saxony, within the framework of the long-term project Die Editio
critica maior des griechischen Psalters. She studied Greek philology at the
University of Crete and received her doctorate in Byzantine Philology from the
Aristotle University of Thessaloniki in 2015. From 2013 to 2017, she worked
as a scientific collaborator at the Database of Byzantine Book Epigrams of
Ghent University. Her critical edition of John Geometres’ iambic poems has
been recently published by Brepols in Corpus Christianorum Series Graeca
(2023).

Sister Atanasia Vaetisi (Stavropoleos Monastery, Bucharest) is an Associate
Professor in the Faculty of Orthodox Theology at the University of Bucharest.
She is art historian, alumna of the History and Theory of Art Department at the



LIST OF CONTRIBUTORS 13

National University of Art in Bucharest, where she obtained a PhD in 2007. She
has published monographs, collection catalogues and academic studies in the
field of medieval and pre-modern ecclesiastical heritage (16" —19" centuries).
Her main areas of interest are post-Byzantine art in the Romanian territories,
Byzantine and post-Byzantine iconography, monastic artistic patronage and
artistic influences on the routes of spiritual lineage. She has worked on the last
two topics in the framework of the ERC Consolidator Grant RICONTRANS.






ABBREVIATIONS

AARMSI = Analele Academiei Romdne. Memoriile Sectiunii Istorice
AB = Analele Bucovinei

AlIX = Anuarul Institutului de Istorie “A. D. Xenopol™

ANA = Albanian National Archives, Tirana

AP = Analele Putnei

BAV = Biblioteca Apostolica Vaticana

BAR = Biblioteca Academiei Roméne, Bucharest

BCMI = Buletinul Comisiunii Monumentelor Istorice

BMGS = Byzantine and Modern Greek Studies

BnF = Bibliothéque nationale de France

BOR = Biserica Ortodoxa Romdna

BZ = Byzantinische Zeitschrift

CA = Cahiers archéologiques

CRV = Carte romaneasca veche

DIR, A = Documente privind istoria Romaniei, A, Moldova

DIR, B = Documente privind istoria Romaniei, B, Tara Romdneasca
DLR = Dictionarul limbii romdne

DOP = Dumbarton Oaks Papers

DRH, A = Documenta Romaniae Historica, A, Moldova

DRH, B = Documenta Romaniae Historica, B, Tara Romdneasca
AXAE = Aeltiov g Xpiotiavikng Apyoroloyikng Etoupeiog

EBE = E6vik1 BipAobnkn g EALGdog

EBPB = Etudes byzantines et post-byzantines

GIM = Gosudarstvennyj Istoritcheskij Muzej, Moscow

GOTR = Greek Orthodox Theological Review

HH = Hreipwtiko Huepoloyio

JOB = Jahrbuch der 6sterreichischen Byzantinistik

JTS = Journal of Theological Studies

JWCI = Journal of the Warburg and Courtauld Institutes



16 ABBREVIATIONS

LR = Limba romana

MMS = Mitropolia Moldovei si a Sucevei
MS(S) = Manuscript(s)

OCP = Orientalia Christiana Periodica
PG = Patrologia Graeca

PL = Patrologia Latina

PLP = E. Trapp (ed.), Prosopographisches Lexikon der Palaiologenzeit, Vienna,
Verlag der Osterreichischen Akademie der Wissenschaften, 1976-1996.

PAUK = Pycckuii apxeonocuuecxuti uncmumym ¢ Koncmanmunonone
REB = Revue des études byzantines

RESEE = Revue des études sud-est européennes

RGB = Russiskaja Gosudarstvennaja Biblioteka

RGK =E. Gamillscheg, D. Harlfinger, H. Hunger (eds), Repertorium der Griechischen
Kopisten, 800-1600, Vienna, Verlag der Osterreichischen Akademie der
Wissenschaften, 1981-1997.

RI = Revista istorica

RIR = Revista istorica romana

RMI = Revista Monumentelor Istorice

RMMMIA = Revista Muzeelor si Monumentelor. Monumente Istorice si de Arta
RRH = Revue roumaine d’histoire

RRHA = Revue roumaine d’histoire de I’art

RRL = Revue roumaine de linguistique

Rsl = Romanoslavica

SB = Studi bizantini

SCIA.AP = Studii si cercetari de istoria artei. Arta plastica
SMIM = Studii si materiale de istorie medie

ZRVI = Zhornik Radova Vizantoloskog Instituta



THE MUSICAL TRADITION OF THE AKATHISTOS HYMN
FROM THE THIRTEENTH TO THE NINETEENTH CENTURIES:
A DIACHRONIC SURVEY

Nicolae Gheorghita

The written musical tradition of the Akathistos Hymn (AH) in Greek is
one of the longest-lived, richest and best represented genres of Byzantine and
post-Byzantine chant. Although some musicologists believe that elements
of the AH were already used in liturgical practice as early as the sixth
century,! the first surviving manuscripts of this remarkable hymn date from
the thirteenth century.? The rich attestation to the written musical tradition
of the AH spans about seven centuries, with manuscripts from the thirteenth
to the nineteenth centuries. The structure of my article is determined by a
division of this time span within two main periods: the first period covers the
thirteenth to the sixteenth centuries, and the second part deals with the second
period, which stretches from the seventeenth until the first decades of the
nineteenth century.® Towards the end of this second period many compositions
of the previous centuries were reworked or interpreted (é£nynoic) in the

1 For an overview of the Akathistos Hymn during the Byzantine period, see E. Wellesz
(ed.), The Akathistos Hymn, Copenhagen, 1957; idem, “The ‘Akathistos:” A Study in
Byzantine Hymnography,” DOP 9-10, 1956, p. 141-174; Dimitri Conomos, “Akathistos,”
in Grove music online (https://www.oxfordmusiconline.com/grovemusic/display/10.1093/
gmo/9781561592630.001.0001/0m0-9781561592630-e-0000000374?rskey=cvNVY
W&result=1, accessed on 12 February 2023); see also C. Thodberg, “Kontakion,” in
Grove music online (https://www.oxfordmusiconline.com/grovemusic/display/10.1093/
gmo/9781561592630.001.0001/0mo-9781561592630-e-0000015341?rskey=0Ohc8Ng&resu
It=1, accessed on 12 February 2023).

2t is interesting to note that the appearance of this repertoire and its recording in Byzantine
musical codices from about 1300 onwards seems to be determined and influenced by the
appearance, in the same period, of frescoes depicting the Akathistos Hymn. For details, see
E. Spyrakou, “When Iconography and Typika Meet: Performing the Akathistos Hymnos in
Time and Space,” paper presented at the conference Sung, Written and Painted. The Axd0iotog
buvog and Intermedial Compositional Processes in Later Byzantium, Gottingen University,
2-3 June 2022, unpublished. I thank Dr Spyrakou very much for providing me with this paper.

% See the excellent book by F. Kritikou, O AxdBiotoc Yuvog oty Bolovtivij kow Metafolovaiviy
uelormorio, Athens, 2004. My paper is based, in particular, on the musicological and
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so-called “New Notation” or “Chrysantine Notation”* of Byzantine chant.®
This temporal partition is thus determined by the changes in Byzantine musical
semiography that have occurred since the seventeenth century and which have
had a major impact on the morphology and stylistics of this sacred repertoire.

The AH repertoire is mainly included in a type of musical manuscript
called Oikematarion or Kalophonikon Kontakarion. There are more than 700
codices containing (partial or complete) musical versions of this hymn.” From
a stylistic point of view, it should be pointed out that the hymn’s melody is
very elaborate, belonging to the type of composition called papadikon melos,
developed most probably during the Palaeologan Renaissance.®

In what follows | will focus on what the musical manuscripts reveal about
the composers of music for the AH. The first section will draw attention to
composers from the first period. The second section provides a survey of com-
posers from the second period. Within each of the two sections I will first
mention composers who wrote music for part of the hymn, followed by those
who composed music for the entire hymn.

1. Composers of the Akathistos Hymn during the Thirteenth —
Sixteenth Centuries

For the first period, Byzantine musical codices mention nine composers
of oikoi of the AH. Seven of these musicians composed music for specific
sections of the Hymn and two others composed music for the entire AH. | will

paleographical investigation made by Flora Kritikou in this research and to whom | am
grateful for the advice received during the elaboration of my study.

4 See the latest edition of Chrysanthos’ treatise edited by G. Konstantinou, @cwpntixov uéyo
¢ novaikng, Xpvoavhov tov ex Madbrwv. To avéxooro avtoypago tov 1816. To évrvomo tov
1832, Mount Athos, 2007.

®See Kenneth Levy’s definition (revised by Christian Troelsgérd) of the term “Byzantine
chant,” as it appears in Grove music online: https://www.oxfordmusiconline.com/grovemusic/
display/10.1093/gmo/9781561592630.001.0001/0m0-9781561592630-e-0000004494?rskey
=Z6LR4Z&result=1 (accessed 04.11.2023).

6 The movement was initiated by Balasios, Priest and Nomophylax (b. ca 1615 — d. ca 1700).
A comprehensive bibliography on this subject can be found in Gr. Stathis, “To dvoud cov
6t koAdv, T Jorgen Raasted (19 Maptiov 1927 — 5 Moaiov 1995),” Ocoloyio 67, n° 3, 1996,
p. 530-549.

" F. Kritikou, O 4Axdbiotog Yuvog..., p. 17.

8 lbid., p. 114-117.
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briefly review them in chronological order, starting with the authors who
wrote music for certain fragments of the text of the AH.

1.1 Composers of Specific Sections of the Akathistos Hymn

The first known composer known of oikoi of the AH, especially of the
first oikos and of the kontakion, was Micha&l Aneotés or Ananeotés (MuyonA
Aventg/ Avavedng) (ca. 1250 — ca. 1330). He was a well-known Byzantine
musician, who held the offices of Domestikos (in a Byzantine choir, the pre-
centor who intoned the melodic intonation formula [Echéma], sung to non-
sense words) and Lampadarios (i.e. the musician leading the choir to the left
of the altar).® The fact that he was the first is recorded both in the musical
manuscript tradition and also by an important musician of the Imperial Court
in Constantinople, Manouil Doukas Chrysaphes (fl. ca. 1440-1463). In his
musical treatise written around 1548, preserved in the Monastery of lviron on
Mount Athos, Chrysaphes mentions not only Aneotgs, but also other Byzantine
musicians who composed the AH:

“The first composer of 0ikoi was Aneot€s and the second was Glykys, who im-
itated Aneotgs; next, the third was named Ethikos, who followed as teacher the
aforementioned two writers, and after all of these Ioannés Koukouzel€s who,
even though he was truly great, was a teacher and did not depart from the sci-
ence of his predecessors. Therefore, he followed in their footsteps and decided
not to change anything which they had considered and proved sound. Thus he
made no innovations. loann&s the lampadarios (i.e. Kladas), who came after
these men and who was in no way inferior to his predecessors, wrote with his
own hand these words, saying: ‘Akathistos composed by me, loannes Kladas,
the lampadarios, imitating the old Akathistos as closely as possible.” He was
not ashamed so to write, but rather took pride thereafter in not departing from
the model provided by the effort of older composers and in not making inno-
vations in matters that they had once and for all decided. In making this sound
decision, these were his thoughts; he spoke his thoughts and in speaking did
not lie, but he imitated the earlier composers who excelled in the science.”?

® Gr. Stathis, Introduction to Kalophony, the Byzantine Ars Nova. The Anagramatismoi
and Mathémata of Byzantine Chant. Translated and revised by K. Terzopoulos, Oxford —
Bern — Berlin — Bruxelles — Frankfurt am Main — New York — Vienna, 2014, p. 121-122;
M. Chatzigiakoumis, Movoixd. yeipoypopa Tovprokpatiog (1453—1832), vol. 1, Athens, 1975,
p. 264-265.

©D. E. Conomos (ed.), The Treatise of Manuel Chrysapes, the Lampadarios: On the Theory of
the Art of Chanting and on Certain Erroneous Views that Some Hold about it (Mount Athos,
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The second important author is loann€s Glykys the Protopsaltés (fl. late
thirteenth century), sometimes identified with loannés XIII Glykys, the epon-
ymous patriarch of Constantinople (r. 1315-1320).%* The manuscripts record
two melodic versions of the kondakion and of the first oikos (as well as of
other oikoi) produced by Glykys. They have been transmitted in manuscripts
from the fourteenth—fifteenth centuries, some of the sixteenth and a few of the
eighteenth century.*?

Xenos or Xenophon Koronés (fl. ca. 1325-1350) was a Lampadarios and
Protopsaltés of the Hagia Sophia Church in Constantinople and an extremely
important composer in the Palaeologan Renaissance. His works continued to
be copied with great interest throughout the ages.®®* He composed the konta-
kion and the first oikos of the AH, but they were written down a century later,
in the fifteenth century.'*

Nikiphoros Ethikos (fl. ca. 1300) is one of the major composers of the
Byzantine period.® He composed the music for a number of important oikoi
of the AH (n* 2, 12, and 18), which are now preserved in Kontakaria from
the fourteenth — fifteenth century (see Kontakaria lviron 972/1057, f. 44Y, 67",
Sinai 1262, f. 109Y), and a few from the sixteenth century.

Ioann&s Papadopoulos Koukouzeles (fl. ca. 1300-1350) is generally
viewed as the second great personality of Byzantine music after St. John of
Damascus. In musical treatises of the time, he is often referred to as maistor
(“master”) and angelophonos (“angel-voice”).t” He was one of the most

Iviron Monastery MS 1120, July 1458), Vienna, 1985, p. 44-47. On the life and musical work
of Manuel Chrysaphgs, see S. Antonopoulos, The Life and Works of Manuel Chrysaphes the
Lampadarios, and the Figure of Composer in Late Byzantium, PhD Thesis, City University
London Department of Music, 2013.

1L M. Chatziakoumés, Movaika yeipdypoga..., p. 279-281. See also the analytical bibliography
in K. Karagoungs, H mapddoon kai iynon tov uélovg twv yepovfikav e Bulovuvic kot
Mezrafolovuvic uelororiog, Athens, 2003, p. 179-182.

12 See the Kondakaria MSS of Sinai 1262 (dated 1437), and of Iviron 972/1057 (first part of the
fifteenth century). For details, see F. Kritikou, O Akafioroc Yuvog..., p. 120-133.

18 M. Chatziakoumes, Movoixd yeipoypagpa..., p. 318-321; Gr. Stathis, H dexamevtaoivliofoc
Yuvoypagia év tj Bulovuvii Meloroiig, ed. by Metropolitan of Kozanis Dionysios and
Gr. T. Stathis, Athens, 1977, p. 102-103.

W, Kritikou, O AxdOiotrog Yuvog..., p. 134-135.

15 Gr. Stathis, H dexomevracdliofos Yuvoypagie..., p. 99-100.

18 F. Kritikou, O AxdOiotoc Yuvog..., p. 136-137.

1E. Williams, John Koukouzeles' Reform of Byzantine Chanting for Great Vespers in the
Fourteenth Century, PhD, Yale University, 1968, p. 211-229.



THE MUSICAL TRADITION OF THE AKATHISTOS HYMN 21

eminent Byzantine musicians during the Palaeologan dynasty (1261-1453)®
and was later declared a saint of the Greek Orthodox Church. Koukouzelés
composed the kontakion and oikoi, as well as anagrammatismoi®® to the first
and last oikos. Of all the composers mentioned here, Koukouzel@s is the au-
thor whose musical work has most frequently been performed (translated/in-
terpreted) and chanted in the nineteenth century.?

Ioannés Tzaknopoulos (fourteenth century) has composed only one 0ikos,
Tooa pbone dyyélwv in the nenano mode (see lviron 972/1057, f. 75Y).%

Manouil Doukas Chrysaphés held the office of Lampadarios in the
Byzantine Palace, being one of the close friends of the last Byzantine emperor,
Constantine X1 Palaeologos (1449-1453).22 He was one of the last melourgoi,
composing during of the age of the fall of Constantinople. With the exodus
caused by the Ottoman conquest of the imperial capital in 1453, Chrysaph&s
moved first to Crete and then to Serbia where he continued his work as a com-
poser.z He composed several oikoi of the AH, which were frequently copied
in seventeenth — eighteenth-century manuscripts.?

1.2 Composers of Complete Akathistos Hymns

There are only two Byzantine composers who wrote the music for the en-
tire text of the Akathistos Hymn. The first of these was Toann&s Lampadarios
Kladas. He was a contemporary of Matthew | (Matthaios), Patriarch of
Constantinople (1397-1410) and a disciple of Georgios Kontopetris the
Domestikos. Around 1400, Kladas composed his version of the AH, which
is attested in about half of the manuscripts before and after 1453 recording
the entire musical tradition of the AH. In the eighteenth century, his AH was
interpreted by the most important musician of that age, Petros Lampadarios
Peloponnésios. At the beginning of the following century masters Grégorios

18 Gr. Stathis, H dexomevraciliafoc Yuvoypapie..., p. 101-102.

1% Anagrammatismos means a kalophonic (or an “embellished”) setting of certain Byzantine
stichéra used on festal occasions. Only a part of the hymn’s text is used, and it is preceded
and followed by very florid teretismata.

2 See F. Kritikou, O AkaOiotog Yuvog..., p. 138-151.

21 |pid., p. 150-151.

2 Gr. Stathis, H dexamevracidliofog Yuvoypagio..., p. 110; D. E. Conomos (ed.), The Treatise...,
p. 11-13.

2z |bid., p. 12-13.

2 F, Kritikou, O Axdbiotog Yuvog..., p. 151-155.

% Gr. Stathis, H dexarevraciliofoc Yuvoypagpio..., p. 103-104.
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Protopsalteés and Chourmouzios Chartophylakos (“the Archivist”) ensured
that it entered the New Notation. Manuscript containing these eighteenth and
nineteenth-century versions of Kladas’ composition of the music for the AH
are currently part of the holdings of the National Library of Greece, in the
collection of the Metochion of the Holy Sepulchre in Constantinople (E6vim
Bihobnkn g EALadog, Metdylov Iavayiov Taeov collection).?

The second composer of a complete AH during the first period was loanngs
Hiereos Plousiadinos (ca. 1429-1500). He was one of the most outstanding
personalities of the Byzantine musical world, with a prodigious musical
ceuvre and a fascinating life and career.?” Born in \enetian Crete around the year
1429 and, like all the inhabitants of the island, ardently anti-Latin, loanné&s
Plousiadinos was educated in an environment that allowed him to become familiar
not only with Latin and Greek, but also with Byzantine and Western music.
Plousiadinos studied at the University of Constantinople. After the Ottoman
conquest of the imperial capital in 1453, he immigrated to Italy, where he spent
more than 20 years, mostly in Venice (1472 — ca. 1492, 1497/8), composing and
copying numerous documents, even the proceedings of the Council held at Ferrara-
Florence in 1438-1439. It seems that Plousiadinos changed his dogmatic beliefs
based on these documents. After 1453, he became one of the fifteen Byzantine
clerics that officially supported the Union between Western and Eastern
Churches. In the meantime, he became a monk under the name of Joseph
(1492).2¢ Cardinal Bessarione di Calabria (1403-1472), one of the leaders of

% F, Kritikou, O Axdiorog Yuvog..., p. 156-175.

2''N. Gheorghita, “Between the Greek East and the Latin West. Prolegomenon to the Study of
Byzantine Polyphony,” in O. Lupu, 1. Alonso de Molina, N. Gheorghita (eds), Curriculum
Design & Development Handbook: Joint Master Programme on Early Music Small Vocal
Ensembles, Bucharest, 2018, p. 303-365.

2 More information on Plousiadinos’s life and work can be found in M. Candal, “La ‘Apologia’
del Plusiadeno a favor del Concilio de Florencia,” OCP 21, 1955, p. 36-57; M. Manoussakas,
“Recherches sur le vie de Jean Plousiadénos (Joseph de Méthone) (1429?-1500),” REB 17,
1959, p. 28-51. For more on his musical work, see M. Chatziakoumés, Movouxd. yeipdypoga...,
p. 28, 83; B. Schartau, “A Checklist of the Settings of George and John Plousiadenos in the
Kalophonic Sticherarion Sinai gr. 1234,” Cahiers de I’Institut du Moyen-Age grec et latin 63,
1993, p. 297-308; M. Giannopoulos, H avOnon tijc waltixiic wéyvyg oty Kpijtny (1566—1669),
Athens, 2004, p. 69-75; D. Balageorgos, “Autographed Codices of John Plousiadenos in the
Library of the Monastery of Sinai,” in Proceedings of the 1% International Conference of the
American Society of Byzantine Music and Hymnology, Pittsburgh, 2007, p. 47-86; C. Corre,
“Mothona in the 1500s through the Activity of the Philenotic Bishop loannes Plousiadenos
(1492-1500),” in G. Vartzlioti, A. Panopoulou (eds), De Veneciis Ad Mothonam: EiAnvec
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the Florentine Union, who became Latin Patriarch of Constantinople around
1467, appointed him to the position of “head of Churches” (&pyov t@®v
€kKAnowdv) in the Orient, “vice-protopapas” (ca 1466/7—ca 1481) and Bishop
of Methoni (Mystras) in the Peloponnese. The province of Peloponnese had
become a Venetian colony after the Fourth Crusade, and one of the bastions
of the Catholic world. In 1498, documents record his presence in Rome
where, during the Papal Mass, he read the Gospel in Greek, in the style of the
Byzantine tradition.?® During the second Ottoman-Venetian war (1499-1501)
the Ottomans invaded the Peloponnese (1500) which prompted Plousiadinos
(who was in Crete at the time) to return to the Italian peninsula. Carrying the
cross, alongside the local community and the Venetian soldiers, the venerable
Bishop of Methoni was killed in a final attack on the stronghold on August 9,
1500. Best known as a defender of the Union of the two Churches and as an
author of numerous apologias, homilies, and other minor works, most of them
recorded in the Patrologia Graeca,*® Plousiadinos left behind an entire body
of theological and musical works. MS Koutloumousiou 448 (Mount Athos)
contains a hymn dedicated to the Virgin Mary, which is made up of nine
stanzas composed in an established Byzantine medieval style (15 syllables).
The acrostic forms the name BHEZAPIQN (BESSARION). In marginalia,
Plousiadinos adds: “music and lyrics composed by loann&s Plousiadinos for
the Cardinal, mode 4”.3 Plousiadinos also wrote two canons which relate to
Latin subjects: one of them is dedicated to the illustrious Western philosopher
and theologian Tomas Aquinas,®> and the other to the Eighth Ecumenical

xo1 Beveroi oty MeOwvn ta ypovia g Pevetoxpariog, Athens — Venice 2012, p. 127-152;
A. Botonakis, O Iwdvvye [lovoiadnvés kor n Woltik) katdotoon Katd v ewoxl Tov
(1450-1500), Dissertation, “Kapodistrias” University of Athens, 2013. See also the biblio-
graphy cited in F. Kritikou, O Axabioroc Yuvog..., p. 176.

2 The most important studies of this historical moment are still those of G. Cogo, “La guerra
di Venezia contra i Turchi (1499-1501),” Nuovo Archivio Veneto 18, 1899, p. 5-76, 348-421;
19, 1900, p. 97-138.

% PG 159, cols. 960-1093.

L yphppato kol péhog momjpota tod avtod [loannés Plousiadinos], todto €moinco did
1ov Kopdnvéov, fxoc 8’ (MS Koutloumousiou 448, f. 77", late sixteenth century — early
seventeenth century), in Gr. Stathis, Ta Xeipdypapa Bolavaiviie Movoikijc — Ayiov "Opog.
Koazdloyog meprypapikog t@v yeipoypdpmv kwdikwv Poloviiviie HOVCIKIIG TAV GTOKEIUEVWY
&v taic Prfriolnkaig T@v iep@dv povadv kol oxntdv tod Ayiov Opovg, vol. 3, Athens, 1993,
p. 326.

%2 Canon for Saint Aquinas (Kavdv &ig tov dylov @wudv tov Ayyivoov), published in
R. Cantarella (ed.), “Canone Greco inedito di Giuseppe vescovo di Methone in onore di San
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Council in Florence.®* To conclude, Plousiadinos was a Byzantine convert
to Roman Catholicism, a resident of Venice, and a member of Cardinal
Bessarion’s academy in Rome. He wrote numerous manuscripts attesting
his expertise in various fields, including hymnody, theology, calligraphy,
composition, the theory and performance of music, and diplomacy. Besides
a rich musical corpus of monodic syntax, including a number of theoretical
writings, Plousiadinos also composed two polyphonic works written for two
voices, with Byzantine notation.*

The AH composed by Plousiadinos can be found in a manuscript in the
Sinai Monastery Library (MS 1575). The entire hymn is composed in the
fourth authentic mode, except for the sixth, eighth and eleventh oikoi which
are written in the two plagal mode. The kontakion (77 Yaepucyw Zrpotnyd)
is composed in the fourth plagal mode.*

2. Composers from the Seventeenth — Nineteenth Centuries

This section will briefly survey the nine composers of music for the AH the
second period (seventeenth — eighteenth centuries). First, | will mention the
seven composers who wrote part of the music for AH, followed by a descrip-
tion of the two composers of complete Akathistos Hymns.

2.1 Composers of Specific Sections of the Akathistos Hymn

The first composer of partial music for AH in the second period was
Panagiotes the New Chrysaphes (ITavayubtng Xpveaeng o Néog) or
Chrysaphes the Younger (ca. 1620—-1625 —d. after 1682). He was a protopsaltés
of the Ecumenical Patriarchate of Constantinople (1655 — ca. 1682) and he
composed an extensive musical ceuvre, with important contributions in the

Tommaso d’Aquino,” Archivum Fratrum Praedicatorum 4, 1934, p. 145-185.

B Kavav tiig 0y86mg cvvodov tiig v rwpevtia yevopévng, PG 159, cols. 1095-1101. For
commentary and discussion on this hymnodic genre, see K. Mitzakis, “Byzantine and Modern
Greek Parahymnography,” Studies in Eastern Chant 5, ed. D. E. Conomos, 1990, p. 9-76.

% For an analysis of these works and a discussion of the cultural context, see N. Gheorghita,
“Between the Greek East and the Latin West...,” p. 336-355.

% F. Kritikou, O Axdbiotog Yuvog..., p. 177.
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area of kalophonic stichera.®® He composed the second oikos (Biémovoa 7
ayia) of the AH.

Balasios the Priestand Nomophylax (b. Constantinople, ca. 1615; d. ca. 1700)
held an administrative position in the Great Church in Constantinople. He was
a pupil of Bishop Germanos of New Pataras (b. Tyrnavo, Thessaly, ca. 1625 —
d. Wallachia, 1685), a composer who settled in Bucharest towards the end
of his life with his apprentice at that time, lovascu Vlachos (fl. 1665-1689).
Vlachos later became protopsaltes of the Wallachian Metropolitan See. The
major contribution of Balasios is related to the embellishments (kalopismos)
of the Heirmologion.®” He composed oikoi 1 and 16 from the AH, which were
both interpreted in the New Notation by Chourmouzios the Archivist.®

Petros Bereketes (late seventeenth — early eighteenth century) was the first
composer who wrote an octaichon oikos (i.e. in all eight modes, for didactic
purposes),® YiAloviéc oov wov Toxov. He also composed the last AH oikos,
as well as the kontakion (fourth plagal mode). It seems that these pieces were
interpreted in the New Notation.*

Antonios Hiereos was an eighteenth-century composer* who wrote the
music for 0ikos 7 (Zainv évéobev éxwv) in the fourth mode.*?

Petros Lampadarios Peloponngsios (ca. 1730-1778)* composed music
for the oikos Zévov tékov idovteg (varys mode, but with many modulations),
which also entered the New Notation.** Parthenios Meteorités (eighteenth

% Gr. Stathis, H dexamevtacidliofoc Yuvoypagia..., p. 115, n. 5; M. Chatziakoumes, Movoixd
xewpoypaga..., p. 404-411; idem, “Tlavaywntg Xpvodgng 6 Néog kai IIpwtoydrng,”
in Melovpyoi tov IZ" aucyva, Méyopo Movoixic AOnvadrv 1995-1996, Koxlog ElAnvikije
Movaixijg, Athens, 1995, p. 7-16; F. Kritikou, O Axda6iotog Yuvog..., p. 197-198.

81 Gr. Stathis, 'H dexomeviaciliofoc Yuvoypagio..., p. 119-120; idem, “Mroidong iepdg Kol
vopo@vAog (B” fiuov 1§ aidvog),” Erionuor Adyor 26, n° 2, 1986 to 31, n° 8, 1988, Athens
(1992), p. 721-747; M. Chamalieres, Movouxé yeypodypapa..., p. 341-351.

% F. Kritikou, O AxdOiorog Yuvog..., p. 198-200.

% Gr. Stathis, H dexarevraaiirafoc Yuvoypagpia..., p. 121-122; idem, “Tlétpog Mrepekétng
6 pnerwdde,” in Melovpyoi tob IZ" aidva, Méyopo Movoxiic AOnvidv, 1995-1996, Kirlog
EAnvikiic Movaikijc, Athens, 1996.

40 F, Kritikou, O Axdbiotog Yuvog..., p. 201-203.

4 M. Chatziakoumes, Movaika yeipoypago..., p. 266.

2 F, Kritikou, O AxdBiorog Yuvog..., p. 200-201.

3 Gr. Stathis, H dexarevraciilafoc Yuvoypagio..., p. 123; idem, “TIétpog 6 Aapmadiaplog O
Tlehomovviolog, 6 o Aakedaipovog. H (on kai to Epyo tov,” Aakwvikai Zrovdai 7, 1983,
p. 108-125.

4 F, Kritikou, O Axdbiotog Yuvog..., p. 203-204.



26 Ni1coLAE GHEORGHITA

century)® composed the kontakion (fourth plagal mode) and the first 0ikos
Ayyeloc mpwtootdTng.*®

Démétrios Lotos (eighteenth century),*” composed the melos to two oikoi:
Yoiorov and Zainy &véobev &ywv.*8

2.2 Composers of Complete Akathistos Hymns

As in the first period, in the second period there were also two composers
who wrote music for the entire Akathistos Hymn. The first of these was
Benediktos Episkopopoulos (late sixteenth — early seventeenth century). He
was part of a dynasty of Cretan musicians and an extremely original composer
of the island tradition.*® The entire AH can be found in MS Kutlumus 448 from
the beginning of the seventeenth century. Benediktos frequently borrowed
kratemata® from Démétrios Lotos Damias or Tamis, protopsaltés Chandakas,
and integrated these within his version of the AH.>*

The second composer of a complete AH of this period was Anastasios
Rapsaniotés (eighteenth century).®? According to Flora Kritikou, his AH is
not a particularly well-established composition in the manuscript tradition, al-
though it does appear in certain musical codes.* The kontakion 77 Yrepudyq
2rpornyd is in varys mode.>

4 Gr. Stathis, “TTap6éviog Tepopdvayog Metempitng (8" tétaptov )" aidvog): 1 (o kai o Epyo
Tov,” in [lpoypopyan " povotkoloyikiic omovdijs tov Idpvuaroc Buolavtiviic Movaikoloyiag tijc
Exxinoiag tijc EAAddog, Athens, 1993; N. Veis, “O pedwdog [TapBéviog 6 ék Tpikkng,
Nyoduevog tod kat’ E&oynv Metedpov” Metéwpa 1, 1947, p. 46-49.

% F. Kritikou, O Axdbiotog Yuvog..., p. 204-206.

4P, Stathi, “O ¢ikog tov Kopan Anuftpiog AdTog kai o HOLGIKG YEPOYPaP TOv,”
O Epoviotig 10, 1973, p. 137-186.

#® F, Kritikou, O Axdiotog Yuvog..., p. 206-207.

4 M. Giannopoulos, H &vOnon tijc weltxig téyvig...

% The terms literally mean “meaningless syllables” and their practical purpose is to extend
the chant to allow the celebrating clergy to carry out the entire liturgical ceremony. From a
theological point of view, a point expressed in the treatises on kratémata, the tererem gives
musical expression to apophatic theology, as they draw attention to the inability to praise God
with human words. This is part of a liturgical symbolism connected with the joint service of
angels and humans during the Divine Liturgy, their tacit co-celebration.

1 F, Kritikou, O Axd6iotog Yuvog..., p. 208-231.

2 M. Chatziakoumés, Movaixd. yeipdypapa..., p. 380-381.

8 F. Kritikou, O Axdbiotog Yuvog..., p. 231-239.

* bid., p. 231.
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Conclusions

My study of the musical tradition surrounding the AH, with a special focus
on the composers of music for this hymn from the sixteenth to the nineteenth
century, has resulted in four important observations. In the first place, it can be
concluded that there is no anonymous musical version of the AH. All versions
have authors. This evidences that the written musical tradition does not begin be-
fore the thirteenth century, but starts at the time of the Paleologan Renaissance.®

The second observation which follows from my study is that most of the
composers of music for the AH were major personalities of Byzantine and
post-Byzantine musical art. They represented various Orthodox musical
traditions. For instance, the composers of the first period (Kladas, Korongs,
Manouil Chrysaphgs, etc.) were part of the group that dominated sacred musical
production during the period of the Palaeologan Renaissance. The leader of this
group was loannes Koukouzelgs, a monk from the Great Lavra Monastery. Most
of these personalities, composers, copyists, psaltes and protopsaltes, worked in
the imperial capital. Several of them held high ecclesiastical offices, such as
loann@s Glykys and Plousiadinos. From 1261 onwards, they started to develop
a new musical direction, by creating a mix of the way of chanting practiced
at Hagia Sophia until 1204 with a monastic musical tradition from Mount
Athos. This resulted in a special type of services called Asmatiki akolouthia (the
chanted order of prayer/service). Other composers who did not belong to this
circle, but who nonetheless counted among the leading musical personalities of
their times are the representatives of the tradition of Crete, loanngs Plousiadinos
and Benediktos Episkopopoulos, both born in the Greco-Latin world. One of
them, Plousiadinos, a Latinophile by conviction, later became Latin bishop
of the Peloponnese. Interestingly, these two Cretans are among the only four
composers who created complete musical versions of the AH.

My third concluding observation is that all musical versions of the AH (ka-
lophonic or non-kalophonic) contain so-called teretismata or kratemata.®® The
introduction of these kratémata in the musical repertoire of the time is most
probably determined by the way liturgical worship developed in the fourteenth
century, characterized by the adoption of the neo-Sabbaitic typicon and the in-
crease in all-night vigils, called agrypnies, on Saturday nights and on the eve of

% See supra, n. 2.
% See supra, n. 50.
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feasts. Within the tradition of the AH, the kratémata of kalophonic songs can be
divided into two types:

a) kratémata syntoma, related to the word Xaipe (“Rejoice”). Usually, they
are three of these for each composition. Kratema syntoma have specific theseis
(thesis, sg.) or musical formulas. The first kratemata has been inserted in the
first part of the text of the oikos and of the chairetismoi. The second kratémata
has been placed between the fourth and fifth sticheron. The third kratémata can
be found between the sixth and seventh sticheron.

b) kratemata, which are compositions in their own right, included within
the melody of the oikos text. They may belong to a different author other than
the one who composed the Akathystos Hymn’s melodies. These kratémata are
pieces of great melodic virtuosity.

The last important observation concerns the later interpretation of earlier
works in the context of the so-called New Notation mentioned throughout
this chapter. The term exegesis (¢£ynow) has often been used to refer to the
interpretation or transcription of compositions notated with an older musical
semiography into a newer, analytical, musical semiography, which fully
transcribes the melody shorthanded in the old Byzantine musical notation.
With respect to the melos of the AH, there are a number of important musicians
who have made these exegeses, from the eighteenth century onwards. One of
them is Petros Lampadarios Peloponnésios, the central figure of his century.
He interpreted and transcribed the entire AH by loannés Kladas (Gritsani
Collections, MS 1), probably the most important composer of this genre in the
entire history of Byzantine and post-Byzantine music. Peloponn€sios was joined
by a large number of musicians who wrote either in the transitional notation or
in the New Notation (or Chrysanthine notation) adopted at the beginning of the
nineteenth century, who interpreted creations by older or younger composers.
Some of these musicians working alongside Peloponnésios included Dionysios
Photeinos (1777-1821), a musician and historian who settled in Bucharest in
1797 and died there, in the capital of Wallachia in 1821.5” Although there is
a significant corpus of AH chants composed over the centuries, unfortunately
none of the complete creations of an author have been transcribed in full in the
New Notation, but only sections of the Hymn.

S"N. Gheorghitd, “Aoviciog Potewvog: TO Avactacatapiov,” IHolvpwvie 16, 2010,
p. 88-111.



LES DESTINATAIRES DE L’EUVRE MANUSCRITE
DE MATTHIEU DE MYRES:
NOUVELLES CONSTATATIONS

Lidia Cotovanu

Introduction : aux origines de la consommation de culture grecque
en Valachie

Avec la soumission politique et I’intégration économique des Principautés
de Valachie et de Moldavie dans I’espace ottoman, au milieu du XVI¢ siécle,
de nouvelles vagues de migrants commencent a gagner les deux pays, a la
recherche de nouvelles opportunités politiques, sociales et économiques.
Ainsi, les migrants sud-slaves, majoritaires jusqu’alors, présents dans tous
les domaines de la vie locale, commencent a étre «concurrencés» par des
sujets chrétiens du sultan originaires pour I’essentiel d’Epire, de Thessalie et
de la Macédoine occidentale, de Constantinople aussi, le centre de tous les
pouvoirs du nouvel empiret. Avec ceci, un nouveau public, consommateur
d’art et de littérature religieuse et profane en grec, surgit au nord du Danube.

* Etude réalisée dans le cadre du projet CNCS-UEFISCDI / PN-I11-P4-IDPCE-2020-0995.

™ Je tiens a remercier Dimitris Agoritsas (Dr. en Histore de I’Université de loannina), Matei
Cazacu (Centre national de la recherche scientifique, Paris), Kriton Chrysochoidis (Fondation
nationale de recherche d’Athenes), Chariton Karanasios (Académie d’Athénes), Grigoris
Manopoulos (Université « Démocrite» de Thrace), Ovidiu Olar (Institut d’Histoire « Nicolae
lorga» de I’Académie roumaine / Académie autrichienne des sciences), Komnini D. Pidonia
(Univérsité «Aristote » de Thessalonique), Emanuela Timotin (Institut de Linguistique « lorgu
lordan — Al. Rosetti» de I’ Académie roumaine / New Europe College) pour toute I’aide qu’ils
m’ont gracieusement accordée lors de la rédaction de cette étude.

! Pour I’émigration balkanique dans les Principautés de Valachie et de Moldavie, a I’époque
pré-phanariote, et son impact sur divers domaines de vie locaux, voir principalement N. lorga,
Byzance aprés Byzance. Continuation de I’histoire byzantine, Paris, 1992 ; A. Pippidi, Traditia
politica bizantind in tarile romdne in secolele XVI-XVIII, Bucarest, 2001 ; R. Paun, Pouvoirs,
offices et patronage dans la Principauté de Moldavie au XVIF siécle. L’aristocratie roumaine
et la pénétration gréco-levantine, Thése de doctorat, Ecole des Hautes Etudes en Sciences
Sociales, Paris, 2003, inédite ; L. Cotovanu, Emigrer en terre valaque. Estimation quantitative
et qualitative d’une mobilité géographique de longue durée (seconde moitié du XIV¢ — début
du XVIII¢ siécle), Briila, 2022 ; eadem, « 1538 : un tournant pour I’émigration balkanique vers
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Le phénomeéne est soutenu par la nouvelle pratique, qui démarre a la méme
époque, de la dédicace de lieux de culte valagues et moldaves a titre de mé-
toques aux Patriarcats grecs (de Constantinople, de Jérusalem, d’Alexandrie
et d’Antioche) et aux grands monasteres se trouvant sous leur obédience (du
Mont Athos, de Sinal, des Météores, stavropégies patriarcales dépendantes
du siége cecuménique)®. En paralléle avec I’'usage du grec comme vernacu-
laire domestique et du commerce, des véritables ateliers ou foyers artistiques
d’expression grecque font leur apparition au nord du Danube, qu’il s’agisse de
production calligraphique, d’art votif ou de miniature. C’est dans ce contexte
politique, social et économique grécisant que le texte liturgique qui fait I’objet
de recherche du projet AKATHYMN surgit — en grec — sur le «marché » cultu-
rel de la Valachie tout particuliérement.

Les premiers manuscrits de I’Hymne Acathiste a la Mére de Dieu en grec
sont produits en Valachie et sont de la main de Matthieu, I’higouméne du
monastére princier de Dealu (Fig. 1) et métropolite in partibus de Myres, ori-
ginaire de la Pogoniani épirote (Fig. 2), de celle du métropolite du pays Luc
le Chypriote (1603-1629)® et de quelques-uns de leurs disciples. Matthieu de

la Valachie et la Moldavie », Diasporas. Circulations, Migrations, Histoire XL, 2022, p. 119-

124.
2Entre 1565/8-1835, les Patriarcats grecs ont acquis 260 métoques environ dans les Principautés.
Pour la pratique de la dédicace, voir principalement M. Lazér, « Acte domnesti reglementand
statutul manastirilor inchinate», RI VII, n°® 5-6, 1996, p. 427-436; eadem, « Consideratii
privind statutul manastirilor din Tara Roméaneasca inchinate Sfintelor Locuri (secolele XVIII—
XIX)», dans P. Zahariuc (éd.), Contributii privitoare la istoria relatiilor dintre Tarile Romane
si Bisericile Rasaritene in secolele XIV-XIX, lasi, 2009, p. 9-33; L. Cotovanu, «Aux débuts
de la dédicace des lieux de culte “roumains” envers le Mont-Athos (seconde moitié du XVI¢
siecle) : entreprise publique ou privée ?», dans IX" International Scientific Conference « Mount
Athos : Spreading the Light to the Orthodox World, the Metochia». Conference Proceedings.
Thessaloniki, 21-23 November 2014, Hall of the Central Municipal Library of Thessaloniki,
Thessalonique, 2015, p. 191-215; eadem, «Le ktitorikon dikaion, les patriarches grecs et les
limites du pouvoir absolu des princes valaques. Autour de la prétendue réforme monastique de
Matei Basarab (1632-1654) », dans I. Biliarsky, M. Mitrea, A. Timotin (éd.), Religious Rhetoric
of Power in Byzantium and South-Eastern Europe. Proceedings of the Session Held at the
12" International Congress of South-East European Studies (Bucharest, 2-6 September 2019),
Braila, 2021, p. 241-272; eadem, « Migrants, villes, monastéres, commerce. La concentration
urbaine des métoques acquis par les Patriarcats grecs en Valachie et en Moldavie», Etudes
balkaniques LVIII, n° 2, 2022, R. Zaimova, L. Cotovanu (éd.), Pouvoir, société et commerce
dans les villes des Balkans ottomans, p. 58-118.
3 M.-D. Zoumbouli, Luc de Buzau et les centres de copie de manuscrits grecs en Moldovalachie
(XVIE=XVII® siecles), Athenes, 1995. Voir également I’article signé par Ovidiu Olar dans le
présent volume.
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Fig. 1. Monastere de Dealu, qui eut pour higouméne Matthieu de Myres et qui abrita
son atelier de calligraphie. Photo L. Cotovanu, juillet 2018.

Fig. 2. L’église Saints-Apotres de Dipalitsa, ancien siege de I’ Archevéché de
Pogoniani, la petite patrie de Mattheu de Myres. Photo L. Cotovanu, ao(t 2023.
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Myres s’est distingué par I’atelier de calligraphie grecque qu’il fit fonction-
ner au monastere de Dealu, prés de la capitale valaque de Targoviste, et par
les quelques dizaines de manuscrits de luxe qu’il copia lui-méme, manuscrits
conservés de nos jours dans les grands monasteres de Gréce et les grandes
bibliotheques du monde*.

On connait a ce jour cinq exemplaires manuscrits de I’Hymne Acathiste en
grec issus des ateliers de calligraphie ayant pour maitres Matthieu de Myres
et Luc le Chypriote, qui se connaissaient et étaient dans de bonnes relations
depuis au moins leur séjour en Valachie: le Ms. Iviron 1600, de la main de Luc
le Chypriote, daté de 1591, sous forme de rouleau®; le Ms. Garrett 13, daté de
1614, conservé a la bibliothéque de I’Université de Princeton, avec deux fois
I’Hymne, une fois de la main de Luc (f. 1'-25") et une autre copie de la main
de Matthieu de Myres (f. 27-47") (Fig. 3)°; le Ms. lviron 1626, de la main de
Matthieu de Myres, daté de 1615-1620 (Fig. 4)7; le Ms. Vatopedi 869, daté de
1627, de la main du hiéromoine lakovos, disciple de Luc le Chypriote?®.

4 Pour I’atelier de calligraphie de Dealu et les manuscrits de Matthieu de Myres, voir
O. Gratziou, Die dekorierten Handschriften des Schreibers Matthaios von Myra (1596—1624).
Untersuchungen zur griechischen Buchmalerei um 1600, Athénes, 1982. La biographie de
Matthieu de Myres a été synthétisée par O.-V. Olar, « Matthaios of Myra», dans Christian-
Muslim Relations: A Bibliographical History, vol. X, Ottoman and Safavid Empires (1600—
1700), éd. D. Thomas, J. Chesworth, Leyde — Boston, 2017, p. 146-153.

5 L. Politis, M. L. Politi, « BipAoypdgpot 100 1700 — 180V aidva. ZVVORTIKT KOTOYPOOT »,
Agltio tov lotopikod kou Holoroypagixod Apyeiov 6, 1994, p. 536; G. Galavaris, Tepa Movi
Iipwv. Eikovoypopnuéva yepoypagae, Mont Athos, 2000, p. 97 et 126, n. 137, avec photo
p. 100.

6 G. K. Vikan, llluminated Greek Manuscripts from American Collections. An Exhibition in
Honor of Kurt Weitzmann, Princeton, 1973, p. 211-214 (n° 63), fig. 113-114; O. Gratziou,
Die dekorierten Handschriften..., p. 76-78, 99, 102, 164-165 (n° 38), fig. 128, 130-131;
M. A. Vardavaki, O! puxpoypagicc 100 Arxabiorov otov kwdike. Garrett 13, Princeton,
Athénes, 1992; S. Kotzabassi, N. Patterson Sev&enko (en collab. avec D. C. Skemer), Greek
Manuscripts at Princeton, Sixth to Nineteenth Century. A Descriptive Catalogue, Princeton NJ,
2010, p. 80-95, fig. 85-113.

7 S. M. Pelekanidis et alii (éd.), Oi Onoavpoi wod Ayiov Opovg, 1¥¢ série, Eikovoypapiuéva
xewpoypopa. Ilapaotdoelg, érititha, Gpyika ypouuaza, Vol. 1, M. Ifipwv, M. Ayiov
Tavtelenuovog, M. Eopiyuévoo, M. Xiavdapiov, Athénes, 1975, p. 341 (ancien Ms. 1435); O.
Gratziou, Die dekorierten Handschriften..., p. 165 (n° 39).

8 S. Eustratiades, Arcadios diacre, Catalogue of the Greek Manuscripts in the Library of the
Monastery of Vatopedi on Mt. Athos, Cambridge — Paris— Londres, 1924, p. 165; S. N. Kadas, 7o
diaxoaunuéva. yeipoypapo. tov Erioxomov Iavov kair Xapag laxdfov (mponv Zipuwvometpiton
1epoudvoyov), Thessalonique, 2014, p. 65 sq.
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Fig. 3. Ms. Garrett 13, f. 277, 28", I'Hymne Acatiste de la main de Matthieu de Myres
(1614, Dealu). © Université de Princeton.

Fig. 4. Ms. lviron 1626, f. 1", 16'-17", I'Hymne Akatiste de la main de Matthieu de
Myres (1615-1620, Dealu). © Monastére d’lviron, Mont Athos.

Le but est ici de reconstituer le contexte historique, avec les réseaux des
destinataires des manuscrits de Matthieu de Myres, pour mieux comprendre
les circonstances et les raisons de la reproduction de ce texte liturgique en grec
en Valachie a la charniere des XVI*=XV1I¢ siecles.
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Je ne suis pas la premiére & m’intéresser aux destinataires des manuscrits
du prélat épirote. Stefan Andreescu 1’a déja fait dans un article paru en 1997
et republié depuis®. L’auteur a le mérite de signaler que ce qui unissait au
moins une partie desdits destinataires étaient leurs rapports avec la Valachie
du temps ot Matthieu de Myres y résidait & demeure en tant qu’higoumene
du monastére de Dealu; c’étaient des amis et d’autres connaissances de haut
rang du calligraphe, des laics et des personnalités ecclésiastiques. Neanmoins,
j’entends montrer I’étendue, bien plus ample, du réseau des personnages Visés
par I’ceuvre de Matthieu, les motivations qui pousserent celui-ci a les honorer
de son ceuvre, le contexte de la production et la thématique des manuscrits
dédies ou commandités par tel ou tel personnage de marque.

En somme, en révisant le sujet, je me suis proposé de reconstituer le mode
opératoire du copiste, ce qui n’est pas chose aisée pour ce genre de maitres d’écri-
ture issus des milieux monastiques, vu aussi la pénurie des sources post-byzan-
tines et le manque d’instruments de travail (répertoires prosopographiques, par
exemple) dont souffrent les historiographies sud-est européennes actuelles. Je
compte structurer la présente ¢tude autour du profil sociopolitique des destina-
taires, tout en observant les choix thématiques de Matthieu et le contexte ou il fit
les dédicaces et honora des commandes. Précisons d’emblée que les manuscrits
de I’higoumene de Dealu vont vers deux catégories de destinataires (laics et
membres du clergé) : des commanditaires, d’un cdté, et des personnes que I’au-
teur souhaite honorer de son art calligraphique, de I’autre.

Les destinaitairs couronnés de I’ceuvre historiographique de
Matthieu de Myres

En commencant par I’ceuvre historiographique, I’analyse textuelle de celle-ci
m’a permis d’identifier une catégorie de destinataires passés de vue par les
prédécesseurs. 1l s’agit de trois textes profanes rédigés en grec et destinés a
des princes régnants de Valachie.

La liste commence par I’Exposé (Yzduvnua o1’ fjv aitiov abtn dxolovbio.
&yévero) attaché a I’Office de saint Grégoire le Décapolite (Axolovbia eig
0V uéyav I pnyopiov wov Ackamolitnv, movnBeioo. kol ypopeioo Motbaiw ¢

9 St. Andreescu, « Destinatarii manuscriselor lui Matei al Mirelor », dans idem, Istoria romanilor :
cronicari, misionari, ctitori (sec. XV—XVII), Bucarest, 1997, p. 143-153, réédité a Cluj-Napoca,
2007, p. 127-133. J'utiliserai ici la seconde édition.
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tarev® untporolity Mvpéwv). Le texte fut rédigé a la suite de la premiére
invasion du prince de Transylvanie Gabriel Bathory (1608-1613) en Valachie,
entre mi-décembre 1610 et début mars 1611, lorsque Matthieu de Myres dut se
réfugier en Olténie, dans la grotte du monastére de Bistrita (dépt. de Valcea),
selon son propre témoignage; c’est ici que se conservaient alors les reliques
de saint Grégoire le Décapolite®. A I’occasion, nous dit I’auteur, il répondit
a la demande de 1I’higoumeéne de Bistrita et rédigea I’ Office du saint. Ensuite,
une fois rentré a Dealu, il y ajouta I’Exposé, pour raconter les circonstances
de la rédaction du texte hagiographique, et copia aussi la Vie du saint (Biog
kol Goduazo tod doiov matpog Nudv I pnyopiov tod Aekamwolditov), COMpPOSée
par le diacre Ignace au XII¢ siécle'. L’Exposé devait se clore avec la victoire
du prince Radu Serban (1602—-1610, 1611) sur Bathory, mais, de maniére inat-
tendue, celui-ci ayant quitté le tréne sous la contrainte des événements ne
parvint plus a le récupérer. La Porte ottomane le remplaca par Radu Mihnea
(1611-1616, premier régne en Valachie) sur la demande de la faction poli-
tique valaque fidele au sultan; elle était constituée principalement de boyards
d’origine rouméliote, des «Grecs», selon les sources valaques. En corrobo-
rant I’Exposé avec les autres textes narratifs de Matthieu, j’ai pu conclure que
I’auteur avait I’intention de le dédier a Radu Serban, qui lui avait permis de
s’installer en Valachie et d’accéder a I’higouménat du monastére princier de
Dealu. Par ailleurs, il ne manque pas de vanter dans cette ceuvre toutes les
qualités de son protecteur couronné. Mais, puisque le destinataire présumé
fut déchu de son trone, Matthieu 1’ offrit, avec 1’Office et la Vie du saint, aux
moines de Bistrita, qui lui avaient porté secours dans les temps troubles des
années 1610-1611%.

© Pour le transfert des reliques a Bistrita, voir infra.

1 L’Exposé (f. 19'-28Y) et I’ Office (f. 5-19), accompagnés de la Vie du saint (f. 29'-96"), sont
reliés ensemble dans le Suppl. gr. 90 (papier, 96 folios), ancien Ms. Kollar 40, actuellement
conservé a la Bibliothéque nationale de Vienne. L’Exposé a été publié, d’apres le Suppl. 90
de Vienne, par N. lorga, « Manuscripte din biblioteci strdine relative la istoria romanilor.
Tntaiul memoriu», AARMSI, 11¢ série, XX, 1898, p. 240-247, et I’Office, d’aprés le méme
manuscrit, par Fr. Dvornik, La vie de saint Grégoire le Décapolite et les Slaves macédoniens
au IXe siécle, Paris, 1926, p. 76-82. A propos du manuscrit, voir aussi la description livrée
par O. Gratziou, Die dekorierten Handschriften..., p. 161 (n° 30); H. Hunger, Chr. Hannick,
Katalog der griechischen Handschriften der Osterreichischen Nationalbibliothek, vol. 1V,
Supplementum Graecum, Vienne, 1994, p. 153 (n° 90).

12 Pour I’entiere démonstration de cette assertion, je me permets de guider le lecteur vers mon
étude en cours de publication « The Historiographical Work of Matthew of Myra: Stages of
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Matthieu voulut donc honorer Radu Serban d’un manuscrit racontant les
événements dont le voiévode était sorti vainqueur. Il choisit de lui dédier un
texte hagiographique, car lié a son propre périple en Olténie: I'auteur put se
réfugier au monastére de Bistrita, lieu de conservation et de vénération des
reliques de saint Grégoire le Décapolite. Néanmoins, il est fort probable que
Matthieu ait fait ce choix thématique, apparemment religieux, pour un motif
bien plus séculier, directement lié a la personne du voiévode qu’il voulut flatter
de son art. Il prit la peine de raconter aussi I’histoire du transfert des reliques de-
puis I’Empire byzantin vers la Serbie (ante 1453) et de la vers la Valachie (vers
la fin du X'V siécle). Ce fut ni plus ni moins que le grand ban de Craiova Barbul
(Craiovescu) qui, apres avoir érigé le monastére de Bistrifa, décida de doter sa
nouvelle fondation des reliques de saint Grégoire le Décapolite®. Or, il s’agit la
de I’ancétre collatéral de Radu Serban, Barbul Craiovescu, 1’oncle paternel du
prince Neagoe Basarab (1512—-1521) dont Radu Serban se réclamait étre le des-
cendant et, a travers lequel, il tenait son droit de succession au tréne valague'“.
Si telle était la motivation de Matthieu, I’on déduit qu’il utilisa I’histoire des
reliques de saint Grégoire le Décapolite conservées a Bistrita comme prétexte
pour évoquer les ancétres illustres de Radu Serban et surtout Neagoe Basarab
dont le voiévode se réclamait de maniére ostentatoire, dans les actes officiels,
étre tantot le petit-fils, tant6t 1’arriére-petit-fils'®. C’était la fagon dont Matthieu
entendait montrer sa reconnaissance et flatter son prince protecteur: le présenter
en vainqueur des ennemis du pays et en digne héritier de Neagoe Basarab et des

Conceptions, Motivations and Messages (Beginning of the Seventeenth Century)», dans
O.-V. Olar, K. Petrovszky (éd.), Writing History in Ottoman Europe, 1500-1800, Leyde —
Boston, 2025, sous presse.

13 N. Torga, « Manuscripte din biblioteci striine. Intdiul memoriu», p. 243 (orig. gr.) et 246
(trad. roum.); D. P. Petrosanu, Sfantul Grigorie Decapolitul din mdndastirea Bistrita-Vilcea si
alte studii din istorie, Ramnicu-Valcea, 2006 ; diac. I. 1. Ica jr., Sfantul Grigorie Decapolitul.
Dosar hagiografic, Sibiu, 2017.

14 Radu Serban était le descendant éloigné d’une cousine de Neagoe Basarab et c’est par
cette filiere qu’il légitima sa montée sur le trone valaque; voir N. Stoicescu, Dictionar al
marilor dregatori din Tara Romdneasca si Moldova, sec. XIV-XVII, Bucarest, 1971, p. 19;
C. Rezachevici, «Cum a aparut numele dinastic Basarab si cand 1-a adoptat Matei Voda»,
Analele Universitatii din Craiova. Istorie X, n° 10, 2005, Epoca lui Matei Basarab, p. 7-14.

5 En tant que prince régnant et descendant des boyards Craiovescu par les femmes, Radu
Serban avait pris ’habitude de se présenter, dans les actes officiels, comme petit-fils de
Neagoe Basarab ou de déclarer que celui-ci était son grand-pere ou arriére-grand-pere. C’est
en vertu de cette filiation revendiquée publiquement que les contemporains lui ont reconnu
et accolé le nom dynastique de Basarab: voir C. Rezachevici, « Cum a aparut...», p. 9-11.



LES DESTINATAIRES DE L’EUVRE MANUSCRITE DE MATTHIEU DE MYRES 37

boyards Craiovescu, les ktitors du monastére de Bistrita, ou lui-méme trouva
refuge lors de I’invasion du prince transylvain Bathory en Valachie.

La Chronique bréve (4ujynoig ovvrouog wepi te tod Xepumavoo foefoda tod
xal Pdaooviov, wap’ Elmioa tiic Nysuoviog xmeaoviog, kol Padovd Pogfoda,
B100 Miyva. foefoda, &v tij Ovyypoflayio eioedBovrog)™® reprend I’Exposé dont
il a été question et suit la narration, toujours en prose, avec la seconde invasion
de Gabriel Bathory en Valachie, en septembre 1613, lorsqu’il fut battu par
I’armée du prince Radu Mihnea. Matthieu dédia cette breve histoire du pays
au prince vainqueur et la lui offrit en signe de reconnaissance a 1’occasion
de la consécration du monastére de Dealu, le dimanche du 14 juillet 1614
Car le voiévode, en plus d’avoir écarté le danger du pays, fit refaire depuis
ses fondements le monastére endommagé par I’armée hongrose. A I’occasion,
Radu Mihnea, de son c6té, fit don a sa nouvelle fondation d’un village
collonisé avec des paysans «étrangers» et, en plus, lui offrit I’autonomie de
type athonite, scellée d’un nouveau typikon. Les deux actes princiers sont
rédigés et décorés de minuatures, y compris du portrait de la famille princiére
dans le cas du typikon, par I’higoumene Matthieu lui-méme. L’événement et
I’échange de présents furent somptueux, marqués de la présence de toute une
suite de hauts prélats du monde gréco-orthodoxe, le patriarche d’Alexandrie
Cyrille Loukaris (1602-1621) en téte; je reviendrai sur ce détail. Ajoutons
juste gue deux ou trois mois plus tard, le méme contingent d’invités de marque
assista a la consécration du monastére Radu-Voda de Bucarest, fondation

18 Publiée par N. Torga, « Manuscripte din biblioteci striine relative la istoria romanilor. Al doilea
memoriu», AARMSI, I1°¢ série, XXI, 1898-1899, p. 7-17, d’apres le Ms. gr. 502, f. 161-180,
copié le 6 juillet 1728 a Bucarest, conservé du temps de I’éditeur a la Bibliothéque du Métoque
du Saint-Sépulcre de Jérusalem a Constantinople (voir E. Legrand, Bibliothéque grecque
vulgaire, vol. Il, Paris, 1881, p. LXXXV ; description du manuscrit chez Ath. Papadopoulos-
Kerameus, Tepocolvputixn fiffli1005kn fjror katdloyog tav év taic fiffAioOnkais 10d dyiotdrov
droatodikod te kai kaboiikod dphodoov mazpiopyikod Opovov v Tepocolbuwy kol Taong
Holaativig drokeuévav énvikdv kwdikwv, vol. 1V, Saint-Petersburg, 1899, p. 147-48,
n° 175, I’actuel EBE, MPT 175). L’éditeur indique qu’il put consulter le manuscrit d’apres
les photographies déposées a la BAR par Manuil Gedeon (aujourd’hui introuvables): ibid.,
p. 1-2. Une autre copie de la Chronique bréve se conserve au monastére athonite de Kutlumus,
Ms. 250, qui est toujours du XVIII¢ siécle; voir Sp. P. Lambros, Catalogue of the Greek
Manuscripts on Mount Athos, vol. I, Cambridge, 1895, p. 305-06 (n° 3323).

17, Cotovanu, « The Historiographical Work of Matthew of Myra... ».

8 Documents émis le 10 juillet 1614, en slavon. Traductions en roumain publiées dans DIR,
B, vol. XVII/2, ed. I. Tonascu et alii, Bucarest, 1951, n° 266, p. 294-296, n° 267, p. 296-302.
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familiale des voiévodes Mihnesti détruite par I’armée ottomane en 1595 et
récemment refaite encore par Radu Mihnea®.

C’est soit lors de la consécration de Dealu, soit lors de la consécration de
Radu-Voda que le métropolite du pays Luc le Chypriote et Matthieu de Myres
ont offert au voiévode vainqueur le manuscrit Garrett 13 actuellement conser-
vé a I’Université de Princeton. Le Codex Garrett 13, décoré de somptueuses
miniatures, contient doublement I’Hymne Acathiste a la Mére de Dieu, de la
main des deux prélats. Le sujet a été soigneusement choisi, I’hymne étant mo-
bilisé en régle générale pour remercier la Vierge qui délivre les Chrétiens des
périls. Or, dans ce cas précis, la Vierge est remerciée pour avoir sauvé le pays
et les deux prélats personnellement — I’un réfugié outre-Danube et I’autre en
Olténie — du « fou» Bathory?.

Le troisieme texte historiographique de Matthieu, I’Histoire de la Valachie,
en vers iambiques celle-ci (Ezépa Totopio tév xato v OvyypoBiayiov
teleabéviwv, aplouévn amo epumavov Bonfovoa uéxpr Loppind Bonpovia,
700 EveoT@TOS 00VKOG, TomOelioo mopo, TOD &V Gpyiepedol TOVIEPOTATOD
nrpomolitov Mvpéwv kvpod MatBaiov, Tob &k [lwyoviavis, kol apiepwbeioo,
@ évoolotdtm dpyovtl kupiow Twavvy @ Kozpir(jy)*, a été rédigé pendant le
premier régne d’Alexandru Ilias (1616-1618) dans le but de témoigner des
«scandales» anti-grecques qui avaient secoué la Valachie a I’époque et qui
avaient mis en péril boyards, clergé et marchands «grecs» faisant carriere et
fortune au pays®. De I’aveu de I’auteur, il eut I’intention de dédier la chro-
nique rimée a Alexandru Iliag — le protecteur des « Grecs » du pays —, mais le
voiévode perdit le trone en faveur de Gavril Movila (1618-1620) a 1’été de
1618. C’est alors au beau-pére du voiévode, le grand ban de Craiova lanache

¥ Ibid., n° 311, p. 352 (traduction en roumain de la charte du patriarche Cyrille Loukaris pour
Radu-Voda, émise en 1614); N. Stoicescu, Repertoriul bibliografic al monumentelor feudale
din Bucuregti, Bucarest, 1961, p. 160-161.

2 Pyisque j’ai consacré une recherche spéciale, en cours de publication, aux circonstances
dans lesquelles fut rédigé le Codex Garrett 13, je me suis contentée d’en évoquer ici juste les
conclusions. Voir également, M. A. Vardavaki, Of puxpoypagpics tov AxdOiorov..., p. 131-135.

2L E. Legrand, Bibliothéque grecque vulgaire..., vol. 11, p. 231-333.

2 Pour ces événements, voir C. Rezachevici, « Fenomene de crizd social-politicd in Tara
Romaneascd in veacul al XVII-lea. Partea I: Prima jumatate a secolului al XVII-lea», SMIM
1X, 1978, p. 58-84; A. Falangas, « Mia dyvmot eAAnvikn paptopio yo v Bloyio tov apymv
tov 1Z" auwdvay, dans EAAnvikn 1otopixy Etoupeio. KB  [lavelivio lotopiko Zovédpio, 25-27
Maiov 2001. Ipoxtixa, Thessalonique, 2002, p. 68-88; L. Cotovanu, « The Historiographical
Work of Matthew of Myra... ».
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Fig. 5. Matthieu de Myres, Histoire de la Valachie, Venise, 1638 (premiére édition),
dédiée au grand ban de Craiova lanache Catargi, le beau-pére du prince de Valachie
Alexandru Ilias.

Apud K. D. Pidonia, « H mp®dtn k6001 TOV 1GTOPIKOV TOMUATOV TOL LTAVPIVOD
kot tov MatBaiov Mupéwv », Emotnuovikny Emetnpic ®ilocopikns Lyolng
Hovemotnuiov Ocoooiovikng. Prloloyio 7, 1998, fig. 2.

Catargi (1 ante 1624, mars 14) qu’il dédia son ceuvre (Fig. 5); c’était lui le
vrai patron et protecteur des intéréts grecs en Valachie?®,

Des textes profanes donc, contenant I’histoire du pays, destinés par cour-
toisie ou par reconnaissance aux tétes couronnées et aux puissants entourant
les princes régnants. On y ajoutera les membres de leurs familles élargies,
comme c’est le cas de dame Catalina Buzescu, apparentée au ban lanache
Catargi, qui avait pour seconde épouse la niéce par alliance de celle-ci, Maria

Z |bid. Pour le grand ban lanache Catargi, voir N. Stoicescu, Dictionar..., p. 147.
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Fig. 6. Patriarcat de Jérusalem, Ms. Anastasis 2 (1610, janvier 24), colophon, avec
la dédicace de dame Catalina Buzescu au Patriarcat de Jérusalem : https://www.loc.
gov/resource/amedmonastery.00279396674-jo/?sp=283 (consulté le 23.07.2024)

Buzescu, fille de Radu Buzescu grand clucer®. Matthieu de Myres répondit
a la commande de dame Catalina et rédigea un Evangile que celle-ci offrit en
donation, en 1610, au Patriarcat de Jérusalem (Ms. Anastasis 2) pour la com-
mémoration de son ame et des &mes des siens (Fig. 6)%.

% Dame Catalina Buzescu, fille du « Grec» Andrei trésorier — originaire d’Epire, & en juger
d’aprés les importantes donations qu’il fit vers cette région — fut 1’épouse de Preda Buzescu
grand ban de Craiova: ibid., p. 37 (pour Catalina Buzescu) et 147 (pour Maria Buzescu);
L. Cotovanu, «Aux débuts de la dédicace... », p. 255.

B «TO mopov Oglov kai igpov Edayyéhov &ypaen S yepdc Matbaiov 100 tamevod,
untpomoiitov Mupéwv tiig Avkiag omovdf] 6¢ kol damdvn kol mpobvpig mOAAR TG
Totdmg kai Evofotatng kupiog KotoAivag kol peyddng pravéoag g Kpaydopog kai
apepmdn év ] oePfaocpio kol Pactky peydin Aodvpe tod Ociov kol Bgo@opov TATPOG
nuodv Zappo tod Nywopévov év Tepocoidpolg, €ig vnuocuVoV avTilg, Kol TdV YovEmV
avtiig kol gig d6&av Tod peydrov Beod kol cwtijpog AV Incod Xpiotod kai mobov tov
pog Tov Aylov ZapPa. ‘Ev &ter {pm’, ivd. ', Tavovapiov k3, év tf] oefaopuiq povi] tod
Talov»: Ath. Papadopoulos-Kerameus, Tepocolvputixny piplioOnkn ifjtor katdloyog t@v
&v taic fifliobnroig tod dyrotdrov dmootolikod te kol kabolikod dpbododov moazplapyikod
Opovov t@v Tepocolbuwv koi maong Iolaiotiviig drokeyévav AMnviK@y kwdikwv, Vol.
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Archontes et autres figures laiques

Matthieu adapte encore la thématique de son ceuvre au profil du destinataire
dans le cas du puissant archonte constantinopolitain Skarlatos Grammatikos
(t 1630, Constantinople), connu des sources valagues du nom roumanisé et
abrégé de Scarlat Grama?. L’higouméne de Dealu lui dédie I’ Office encomias-
tique (Ms. Dionysiou 234) des hiérarques Mélétios Pigas, le locum tenens du
siege patriarcal de Constantinople (1597-1598), Gauvriil Seviros, le métropo-
lite de Philadelphie siégeant auprés de la Communauté Grecque de Venise
(1577-1616), et Maximos Margounios, métropolite de Cythere (1578-1602):
Aroiovbio, €ic T00¢ veopavels Gotépas kol Beoloyovg Kal O1000KGAOVS THG
Exxinoiogc Melétiov, mazpiapynv Aleavipeiog, tov amo Kpnne: kai I ofpini
Diladerpeiog, Tov o Meveufaoias kai Malyov KvOnpwyv tov Maopyovviov,
70V Kal avTov amo Kpntng: toig &v evi kaip@ éml atnpiyud tov ¢ ExxAnoiog
00YUATOV KOl TOTPIKDV TOPOIOTEDY oLolauyovtas: wovhleioo MatBoiw t@®
tarev® untporoiity Mopéwv?’. Matthieu dédie donc a Skarlatos Grammatikos

111, Saint-Pétershourg, 1897, p. 196-197 (n° 2); N. Iorga, « Miniaturi roménesti in secolul al
XVlIl-lea», BCMI XXI1V, 1931, p. 145 et fig. 2; L. Vranousis, « Eykopioctikn dxolovdio yia
TOVG TPElS iephpyes Merétio [nyd, FappmA Zepripo kot Ma&yo Mapyovvio, dvékdoto €pyo
100 Matbaiov Mupéwv », dans Ierpayuévo tov B’ Aichvoivg Kpnroloyikod Zvvedpiov, vol. 11,
Athénes, 1968, p. 387 (n° 16); L. Politis, «Un copiste éminent du XVII¢ siécle: Matthieu
métropolite de Myra», dans Studia Codicologica. In Zusammenarbeit mit Jurgen Dummer,
Johannes Irmscher und Franz Paschke, éd. K. Treu, Berlin, 1977, p. 393; O. Gratziou, Die
dekorierten Handschriften..., p. 66, 160 (n° 27); St. Andreescu, « Destinatarii...», p. 130.

% Pour ce personnage de marque, voir M. Theochari, « O émtdeiog tod IMavoyiov Tagov »,
Ocoloyio. 41, n° 4, 1970, p. 690-704; St. Andreescu, «Radu Mihnea Corvin, domn al
Moldovei si Tarii Roméanesti», dans idem, Restitutio Daciae, vol. Il, Relatiile politice
dintre Tara Romdneascd, Moldova si Transilvania in rastimpul 1601-1659, Bucarest, 1989,
p. 49-52; R. Paun, « “Well-born of the Polis”. The Ottoman Conquest and the Reconstruction
of the Greek Orthodox Elites under Ottoman Rule», dans R. Born, S. Jagodzinski (éd.),
Tiirkenkriege und Adelskultur in Ostmitteleuropa vom 16—18 Jahrhundert, Leipzig, 2014,
p. 68-69; L. Cotovanu, «The Thessalian origins of the Mavrocordats: from celep Skarlatos
Grammatikos to the thrones of the Romanian Principalities», dans M. Pechlivanos, N. Pissis,
K. Sarris (éd.), Bibliotheca Vivens, vol. 2, Intellectual Entanglements and Self-Fashioning of
a Greek-Ottoman Elite (1641-1769), Wiesbaden, 2024, sous presse.

2 Texte publié par L. Vranousis, «Eykopoactikny dxkoiovdia...», p. 391-404, avec la
lettre dédicatoire adressée par Matthieu a Skarlatos Grammatikos aux p. 405-409. \oir
aussi O. Gratziou, Die dekorierten Handschriften..., p. 166 (n° 41); St. Andreescu,
«Destinatarii... », p. 131. Pour les trois hiérarques, voir, entre autres, D. G. Apostolopoulos,
Gavriil Seviros, arcivescovo di Filadelfia a Venezia, e la sua epoca. Atti della Giornata di
studio dedicata alla memoria di Manussos Manussacas (Venezia, 26 settembre 2003), \enise,
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— I’une des personnes les plus en vue de Constantinople?®, 1’un des plus riches
marchands «grecs» de la capitale ottomane®, qui avait I’habitude de s’en-
tretenir avec le sultan en personne® et qui maria I’une de ses filles au fils de
Radu Mihnea de Valachie, le prince Alexandru Coconul (1623-1627)% — un
texte au caractére religieux concernant trois « étoiles» (veo@aveic aotépag)
de I’Eglise gréco-orthodoxe. Or, ce qui nous importe ici c’est que tous ces
personnages devaient se connaitre entre eux et cela dés leur jeunesse. A com-
mencer par les trois hiérarques honorés de la plume du prélat épirote, Pigas,
Seviros et Margounios, ils avaient été colléegues a I’Université de Padoue
dans les années 1580, aussi de bons amis, comme leurs activités ultérieures
le prouvent®. Ensuite, lorsque Mélétios Pigas se vit confier le siége patriar-
cal de Constantinople a titre de locum tenens, dans les années 1597-1598%,
Skarlatos Grammatikos faisait déja du grand commerce pour le compte de la

2004; V. Tzoga, Meiétiog [nyas (1550—-1601), Iawpiopyns Arelaviopeiog. Biog — Apdon
— Epyoypagia, These de doctorat, Université «Kapodistrias» d’Athénes, 2009, inédite;
Meydin OpOdédoén Xpiotiovikij Eykvkiomaideia, Vol. IV, BapOolouaioc A" — I'duog, Athenes,
2011, p. 483-486 (Gavriil Seviros); O.-V. Olar, La Boutique de Théophile. Les relations
du patriarche de Constantinople Kyrillos Loukaris (1570-1638) avec la Réforme, Paris,
2019, p. 46-49 (Maximos Margounios), 52-57 (Mélétios Pigas); F. Ciccolella, « Maximos
Margounios (c. 1549-1602), his Anacreontic Hymns, and the Byzantine Revival in Early
Modern Germany», dans N. Constantinidou, H. Lamers (éd.), Receptions of Hellenism in
Early Modern Europe, 15"-17" Centuries, Leyde — Boston, 2020, p. 215-229.

2 Théophile Corydallée lui dédia & son tour un Court traité de géographie, en 1623/4: BAR,
Ms. gr. 493, p. 53, et BAR, Ms. gr. 596, p. 173, manuscrits décrits par C. Litzica, Catalogul
manuscriptelor grecesti, Bucarest, 1909, p. 94, 326. Voir la lettre dédicatoire de Corydallée,
accompagnant le manuscrit, dans Cl. Tsourkas, Les débuts de I’enseignement et de la libre
pensée dans les Balkans. La vie et I’ceuvre de Théophyle Corydalée, Thessalonique, 1967,
p. 381-382. \oir aussi M. Costin, Opere, éd. P. P. Panaitescu, Bucarest, 1958, p. 91; Istoria
Tarii Romanesti (1290-1690). Letopisetul Cantacuzinesc, éd. C. Grecescu, D. Simonescu,
Bucarest, 1960, p. 94-95; R. Popescu, Istoriile domnilor Tarii Romdnesti, éd. C. Grecescu,
Bucarest, 1963, p. 90-91.

2 A la mort de Skarlatos, la rumeur courut qu’il était millionnaire en ducats d’or vénitiens: et
p(er) g(ues)to ne dice la fama, credesi habbi lasciata la somma di un million d’oro in contanti,
oltre molti beni stabili (voir M. Theochari, « ‘O émtdgiog... », p. 693, 700-701 ; transcription
corrigée par moi-méme d’aprés I’original conservé aux Archives d’Etat de Venise, Dispacci
Constantinopoli, Filza 112, doc. 1631, febraio 22).

% St. Andreescu, dans Addenda et corrigenda, SMIM XXX, 2012, p. 264.

% ldem, « Radu Mihnea Corvin... », p. 49.

32 \oir la bibliographie indiquée supra, n. 27.

V. Tzoga, MeAéniog ITydg (1550-1601)...; O.-V. Olar, La Boutique de Théophile..., p. 52-57
et Index, s.v.
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Fig. 7. Ms. Dionysiou 234, f. 272" (1620, Dealu), début de la lettre dédicatoire
adressée par Matthieu de Myres a Skarlatos Grammatikos.
© Monastére de Dionysiou, Mont Athos.

Porte (il était ¢celep, «marchand de moutons»)* et Matthieu de Myres avait
commencé sa carriére auprés du siége cecuménique en tant que prétosyncelle
(mentionné comme tel en 1596)%. Enfin, on I’a vu, c’est au futur compére de
Skarlatos, le prince Radu Mihnea, que Matthieu dédia la Chronique bréve de
la Valachie en 1614.

Le calligraphe dédia I’Office des trois hiérarques a Skarlatos en 1620
(Fig. 7), peut-étre a I’occasion de I’avénement, pour la seconde fois, de Radu
Mihnea sur le trone valaque. Le patriarche d’Alexandrie Cyrille Loukaris en
personne dut y assister, vu qu’il se trouvait a I’époque en Valachie, et force est
de rappeler que Loukaris était ni plus ni moins que le neveu de Mélétios Pigas
et qu’il eut pour professeur a Venise Maximos Margounios, sous le pontificat
de Gavriil Seviros, le métropolite de Philadelphie®. Si les sources disponibles

3 La premiere mention de Skarlatos en tant que celep date de mai 1591, lorsqu’il achetait
des milliers de moutons en Moldavie pour les revendre a Constantinople: E. de Hurmuzaki,
Documente privitoare la istoria romdnilor din sec. XVI relative mai ales la domnia si viata
lui Petru-Voda Schiopul, vol. XI, éd. N. lorga, Bucarest, 1900, n° CCCLIV, p. 221 (orig. gr.
et trad. roum.); DIR, A, vol. XVI/4 (1591-1600), Bucarest, 1952, n° 25, p. 26 (trad. roum.).

% 0.-V. Olar, « Matthaios of Myra...», p. 146.

% Pour les visites de Cyrille Loukaris dans les Principautés danubiennes, voir Cr. Luca, «II
patriarca di Alessandria [d’Egitto] Cirillo 11 Loukaris nei Principati Romeni », dans V. Nosilia,
M. Prandoni (éd.), Trame controluce/Blacklighting Plots: Il patriarca ‘protestante’ Cirillo
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n’attestent pas directement des relations amicales entre Skarlatos et Cyrille
Loukaris, on en est au courant quand méme a travers I’intervention du pa-
triarche auprés des autorités vénitiennes en faveur de la veuve de Skarlatos et
de ses filles qui tdchaient de récupérer par droit d’héritage le dépot du défunt
a la Zecca de Venise®'.

Du méme cercle d’amis fait partie un autre destinataire des manuscrits de
Matthieu, inconu jusqu’ici. Il s’agit du marchand Michail ou Mike Kavvakos
(dit Michele Cavaco dans les sources italiennes), originaire de Chios mais
installé, on ignore depuis quand, dans la capitale ottomane, ou il épousa la fille
du marchand italien Pietro Galante®.

Plusieurs membres de la famille élargie des Kavvakos sont connus pour
avoir pratiqué le grand commerce dans la seconde moitié du XVI¢ siecle®.
Au moins un d’entre eux, Philippe Kavvakos (roum. Filip Cavac), pratiquait
son négoce entre lasi, Baia-Mare (en Transylvanie) et Lvov, ou il finit par
s’installer aprés le départ de son prince protecteur Petru le Boiteux (Schiopul)
de Moldavie (en 1591). Il tint en fermage les douanes de Moldavie pendant le

Loukaris / The ‘Protestant’ Patriarch Cyril Loukaris, Florence, 2015, p. 97-107; O.-V. Olar,
La Boutique de Théophile..., p. 105-108.

% \oir les documents conservés aux Archives d’Etat de Venise publiés par K. D. Mertzios,
«TTatprapywa fjtot avékdotot mAnpoeopiot oyetikol mpog tovg Iatpuapyoas Kevortav-
TIVOLTTOAE®G OO To0 1556—1702%», lpoyuotion e Axeonuioc AOnvov 15, n° 4, 1951,
p. 58-59.

% On lui connait juste un frére, Marini Cav(v)aco: voir I.-A. Pop, Cr. Luca, «Alcuni documenti
veneziani inediti riguardanti mercanti cretesi Servo e la loro presenza in Moldavia fra Cinque
e Seicento», Quaderni della Casa Romena di Venezia 3, 2004, p. 75, n. 19. En 1608, Michail
Kavvakos est devenu consul d’Angleterre en Egypte : O.-V. Olar, La Boutique de Théophile...,
p. 82.

% Miser Giorgio Cav(v)aco était propriétaire d’un navire marchand en 1581, naviglio qui fit
naufrage a Chios. La méme année, les autorités vénitiennes I’ont nommé consul a Sélymbrie:
Ph. Mavroeidi, « [Ipdcoma kot Spactnpiotnteg to B icd tov 160v axdva», Awdavy. lotopio.
Ko Apyaroloyio. 27, 1998, n° 188, p. 80. Toujours en 1581, le fils de feu Mafio Cav(v)aco
finissait ses jours a Venise a I’age de six ans seulement. Lavrentios Kavvakos, de Chios lui
aussi, est connu pour avoir été, dans les années 1640, I’éléve du fameux homme de lettres
installé a Venise Georgios Koressios: voir Ath. Papadopoulos-Kerameus, «ZvpfoAai &ig
Vv ioTopiav TG veoeAAnvikilg erholoyiag. Mépog TpdTov meplapPavov EmeToldg Aoyimv
avdpdv TG 1§kl 1§ ékavtovtaemnpidogr», O &év Kwvotavrvoiroler Elnvikog @iloloyikog
2vlloyog 17, 1882-1883, n* 49-50, p. 80-81; N. M. Stoupakis, I'sdpyioc Kopéaaiog (1570
ci.—1659/60). H (o, To épyo o Kau 01 Tvevuatikol aymves e exoyic tov, Chios, 2000, p. 41,
163-166.
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troisieme régne de ce voiévode (1582-1591)*. Par ailleurs, Michail Kavvakos
dut avoir connu trés bien lui aussi la Moldavie en pratiquant le commerce
de transit, puisqu’on le retrouve en 1587 au marché saisonnier de Lvov aux
cbtés d’une pléiade d’autres marchands grecs qui y développaient réguliere-
ment leurs affaires®.. Dans les années 1599-1600, il s’y était rendu & nouveau,
d’ou il revint a Constantinople en compagnie du marchand crétois Batista
Vevelli (graecus de Candia), son associé, qui fut un temps grand douanier
de Moldavie; ils exportaient ensemble du vin crétois vers Lvov*. Les deux
associés ont été choisis par lanache Simotas et Batista Amorosi, les exécu-
teurs testamentaires du marchand crétois Leoninos Servos (11600, Suceava),
pour leur confier la tache de faire traduire le testament du défunt du grec en
italien a Constantinople et de le soumettre au Bailo de Venise pour authentifi-
cation®. La méme année, en juillet, Michail Kavvakos recevait, depuis Hotin,
la lettre du marchand épirote lanache Simotas, bien connu pour ses relations
avec la maison princiére Movilad de Moldavie (il représentait les Movila au
Mont Athos)*, ainsi qu’avec Mélétios Pigas, dont un livre imprimé a Vilna

4 N. lorga, Studii si documente cu privire la istoria romanilor, vol. XXIIl, Acte straine din
Arhivele Galitiei, Vechii Prusii si Tarilor-de-Jos, Bucarest, 1913, n° CCCXLVI, p. 426; M. Dan,
S. Goldenberg, « Le commerce balkano-levantin et la Transylvanie au cours de la seconde moitié
du XVI¢ siecle et au début du XV1I° siecle», RESEE V, n° 1-2, 1967, p. 92-93 et n. 27; C. Tofan,
«Dregatori ai Tarii Moldovei in Evul Mediu. Vamesii (secolele XIV-XVII)», Memoria
Antiquitatis XXII, 2001, p. 523; E. M. Podgradskaja, Torgovye svjazi Moldavii so Ljvovom
v XVI-XVII vekach, Chisinau, 1968, p. 181, 141. Selon A. Pippidi, Traditia..., p. 171, Filip
Cavac était arrivé en Moldavie de Péloponese, mais I’auteur n’indique pas la source de cette
information.

“ 1. Lil’o, Narisi z istorii grets’koj gromadi L’vova. XVI-XVII stolit’, Lvov, 2002, p. 41;
F.A. Dimitrakopoulos, Apcéviog ‘EAdaaovog (1550—1626). Biog — &pyo — drouviuovebuozo.
ooy oty pelétn v petafolovivav loyiov tijc Avarolijg, Athenes, 2007, p. 61.

42 Les deux marchands avaient pour associé Piero Galante, le beau-pére de Kavvakos; voir
Ph. Mavroeidi, «IIpécona ...», n° 361, p. 100, 116; Cr. Luca, «La gestione familiare degli
affari mercantili nel commercio internazionale riguardante I’area del Basso Danubio durante il
XVII secolo: la fortuna dei Vevelli, dei Locadello e dei Pepanos», dans S. Cavaciocchi (éd.),
La famiglia nell’ecconomia europea secc. XI11-XVIII. The Economic Role of the Family in the
European Economy from the 13"to the 19" Centuries. Atti della “Quarantesima Settimana di
Studi”, 6-10 aprile 2008, Florence, 2009, p. 528, 529, 530.

4 1.-A. Pop, Cr. Luca, «Alcuni documenti...», p. 75-76.

4 E. de Hurmuzaki, Documente privitoare la istoria romanilor, vol. 1V/2 (1600-1650),
éd. N. lorga, Bucarest, 1884, n° XVI, p. 24; N. lorga, Studii si documente..., vol. XXIII,
p. 389, n° 267, p. 443-444, n° 425, p. 456; idem, Relatiile comerciale ale Terilor noastre
cu Lembergul. Regeste si documente din arhivele orasului Lemberg, vol. |, Bucarest, 1900,
p. 85, 106, 108; L. Vranousis, « H év 'Hreipo povi Zocivov», Eretypic tov Meoaiwvikod
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lui fut consacré : T ebyeveotdrw kol peyalompenel dpyovt kopi Twavvy, @
ueyado mpayuotevti®. (Or, on sait que Skarlatos Grammatikos, dont il a été
question auparavant, ¢était lui aussi sollicité par les Movila en tant qu’intermé-
diaire dans leurs relations avec le Mont Athos®*).

On ignore de quelle fagon Michail Kavvakos était apparenté a tous les
autres Kavvakos mentionnés ci-dessus, mais on comprend qu’il appartenait
a un lignage trés riche et de haute influence. Aux dires de Sebastian Lustrier
von Liebenstein, le résident des Habsbourg a Constantinople dans les
années 1624-1629, si I’on voulait gagner du terrain dans les Pays Roumains
pour le profit du catholicisme, il fallait gagner avant tout trois familles
de Constantinople apparentées aux princes des deux pays, «Scarlatiana,
Ducum et Cavaconum»*’. « Skarlatiana» renvoie a nul autre qu’a Skarlatos
Grammatikos, alors que le nom «Cavaconum» se réfere aux Kavvakos,
lignage auquel appartenaient le douanier de Moldavie Philippe et le mar-
chand Michail, I’ami de Matthieu de Myres.

C’est donc a ce personnage haut en couleur dans les milieux constantino-
politains, Michail Kavvakos, que Matthieu de Myres dédia, le 1* avril 1603,
une Sainte Liturgie (@cia Acirovpyia) suivie de I’Ordre des ordinations (76éic
xeporovidv), un manuscrit de 108 pages conservé de nos jours au Mont Athos
(Karakallou 154). Le copiste en fit la dédicace «en signe d’amour dans le

Apyeiov 4, 1957, p. 89; P. S. Nasturel, «L’Epitaphios constantinopolitain du monastére
roumain de Secul (1608)», dans idem, Etudes d’histoire byzantine et post-byzantine, éd. Em.
C. Antoche, L. Cotovanu, I.-A. Tudorie, Braila, 2019, p. 685-700; P. S. Nasturel, A. Falangas,
«Istoria moastelor Sf. Ioan Botezitorul de la Manastirea Secu», Buletinul Bibliotecii
Romane, nouvelle série, XV(XI1X), 1989, p. 151, 152-153; M. M. Székely, «Casa leremiei
voda si moastele Sfantului Ioan Botezatorul », dans A.-V. Bojar, 1. V. Velculescu, H.-P. Bojar
(éd.), Catalina Velculescu. O viata dedicata cercetarii manuscriselor, Cluj-Napoca, 2022,
p. 489-503; O.-V. Olar, La Boutique de Théophile..., p. 60-61.

% L. Vranousis, «'H év 'Hreipe poviy Zoocivov...», p. 90.

4 S. Eutratiades, « Totopika pvnpeio 1od Abw», EiApvicd 3, 1930, n° 25, p. 50; L. VVranousis,
«Eykopootikn dkolovdia...», p. 376 ; C. Pavlikianov, The Athonite Monastery of Vatopedi
Sfrom 1462 to 1707. The Archive Evidence, Sofia, 2008, n° 43, p. 186; N. D. Papadimitriou-
Doukas, Acta Vatopedii (uéoo 1500 — téln 170v ai.). Acvtepy éxdoon Peltiwuévn ko
eravénuévy, vol. 1, Komotini, 2015, n° 23, p. 171-178.

4 G. Hofmann SJ, «Patriarchen von Konstantinopel. Kleine Quellenbeitrdge zur Unions-
geschichte», Orientalia Christiana XXXII, n° 89, 1933, p. 33; G. Hering, Okumenische
Patriarchat und europdische Politik (1620—1638), Wiesbaden, 1968, p. 129; St. Andreescu,
Restitutio Daciae, vol. Il, p. 49; A. Pippidi, Traditia..., p. 170 et n. 527; O.-V. Olar, La
Boutique de Théophile..., p. 61.
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8. Ms. Karakallou 154 (1603, avril 1¢,
Lvov ?):

p. 54, demande de commémorer le
copiste Mattheiu pendant 1’office; p. 106,
colophon ;

p. 107, dédicace de Matthieu de Myres
adressée au marchand Michail Kavvakos.
© Holy Community of Mount Athos
(HCMA). Monastére de Karakallou.

Seigneur» — uyanl @ kaffarxe, Aie ty mpo(s) adtov pov &v k(vpi)w dydmnv.
&v &ter a, x, v ivo(iktuidvog), a'(ng) (Fig. 8) —, ainsi qu’il I’affirme de son
écriture calligraphique a la p. 1074. Personne de ceux qui ont étudié d’une
facon ou d’une autre le manuscrit (copié probablement a Lvov — selon Olga
Gratziou — ou, on I’a vu, Michail Kavvakos développait son commerce dans
les annés 1580-1600) n’ont signalé la dédicace adressée a Kavakkos®. On

“®Le manuscrit et sa description peuvent étre consultés sur http://hdl.handle.
net/20.500.11957/85464 (accédé le 01.10. 2023).

4 Sp. P. Lambros, Catalogue..., p. 150; S.-G. Mercati, « Matteo di Mira...», p. 9; L. VVranousis,
«Eykopootikn dkoiovdia...», p. 386 (n° 12); L. Politis, «Un copiste...», p. 389 (n° 13);
L. Politis, M. Politi, « BiBhoypagot... », p. 548 ; O. Gratziou, Die dekorierten Handschriften.. .,
p. 155 (n° 17).
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a manqué également de signaler qu’il ne s’agit pas d’un simple Liturgiaire,
mais d’un Hiératikon, a savoir d’un Liturgiaire destiné a étre utilisé par un
hiérarque pour officier; ceci explique pourquoi le manuscrit contient aussi
I’Ordre des ordinations qui incombe a I’autorité du hiérarque.

Il est légitime de se poser la question si Matthieu n’envisagea pas dans un
premier temps de dédicacer ce manuscrit a un hiérarque cher a lui, mais, pour des
raisons qui nous échappent, il finit par 1’offrir au marchand Michail Kavvakos.
C’est ce qui indique, par ailleurs, le fait qu’a la p. 54, le copiste demande ex-
pressément qu’on le commémore pendant I’office, a y entendre par le hiérarque
qu’il visait & honorer de ce présent de luxe. Sur la méme ligne d’interprétation
nous ameéne le fait que la dédicace a été rédigée (p. 107), par Matthieu lui-
méme, aprés le colophon (Fig. 8) ; de toute vraisemblance, le copiste changea de
destinataire apres le 1" avril 1603, date a laquelle il finit la rédaction du texte*.

L’higoumeéne de Dealu dut avoir connu Michail Kavvakos a Constantinople,
dans les années 1580-1600, lorsqu’il était au service du sieége cecuménique en
tant que prétosyncelle et archimandrite. Il dut le retrouver par la suite a Lvov,
si un jour sera confirmée I’hypothése (lancée par Olga Gratziou) qu’il rédigea
le manuscrit dédié a Kavvakos dans cet important centre commercial polonais.
Quoi qu’il en soit, le fait que Michail Kavvakos et Matthieu fréquentaient les
mémes cercles d’influence constantinopolitains est facile a établir. Ils étaient
tous deux les amis de Mélétios Pigas; Kavvakos entretenait correspondance
avec le patriarche lorsque I’'un d’entre eux s’absentait de Constantinoples:.
Ils étaient également les amis de Cyrille Loukaris, Kavvakos étant I’allié du
patriarche cecuménique dans sa politique européennes. Bien sdr, ils avaient pour

%0 Je remercie vivement mon collegue et ami Grigoris Manopoulos de m’avoir fourni ces
précisions.

51 \/oir la lettre de 1596 adressée par Pigas a Kavvakos depuis Alexandrie. Le patriarche fait la
morale a son destinataire pour avoir choisi d’épouser une catholique et le convoque a faire
baptiser les enfants qu’ils auront ensemble dans «la vraie foi»: publ. Ath. Papadopoulos-
Kerameus, « Emiotolai Aoyiov avdpdv...», n° 32, p. 73; commentaire chez L. Vranousis,
«'H év Hrelpo povi) Zocivov...», p. 89, n. 3.

52 K. D. Mertzios, «ITotpuopyikd fitot dvékdototr TAnpogopiat...», n° 4, 1951, p. 33, 35-36,
40-42; O.-V. Olar, La Boutique de Théophile..., p. 61, 82, 128-129, 165. Michail Kavvakos
n’a pas été rhéteur du Patriarcat de Constantinople, comme 1’entend M. Theochari, «O
EMTaElog... », p. 293, n. 10. L’auteur le confond avec un contemporain homonyme; on
retrouve les deux personnages a signer en tant que témoins la recommandation accordée par
Cyrille Loukaris aux héritiers du prince de Moldavie Radu Mihnea qui, en 1629, tachaient de
récupérer le dépot du voiévode défunt a la Zecca vénitienne : K. D. Mertzios, « ITotplopyika
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ami commun Skarlatos Grammatikos, qui bénéficia lui aussi des présents du
calligraphe épirote de Dealu (supra). C’est & Michail Kavakkos que Skarlatos
confia, en 1627, 'importante somme de 14 000 ducats pour la déposer a son
nom a la Zecca de Venise®. Parmi les amis communs de Matthieu de Myres et de
Michail Kavvakos figuraient également les fréres Tzigaras de loannina: Zotos,
connu pour avoir épousé la fille unique du prince Petru le Boiteux de Moldavie
(elle était la tante paternelle du prince Radu Mihnea) et fait carriere a la Cour
de son beau-pere, et Apostolos, qui pratiquait le commerce avec des fourrures
moscovites entre Moscou, Constantinople et Venise*. Du fait que Matthieu de
Myres connaissait ces archontes épirotes en vue dans les Pays Roumains et dans
les cercles grecs de Venise témoigne indirectement I’ Office des saints Nektarios
et Theophanis Apsaras qu’il composa en 1620 a Dealu (Ms. Varlaam 134)%. Les
deux saints, qui ont fondé le monastére Varlaam sur les rochers thessaliens des
Météeores au début du XVI¢ siecle, n’étaient autres que les ancétres collatéraux,
du c6té de leur mere (Pagona Apsaras), des fréres Tzigaras. Si Zotos Tzigaras
dut quitter la Moldavie avec épouse et enfants pour s’installer a Venise, ou il
finit ses jours jeune, en 1599, son frére Apostolos, bien que résidant a Venise,
demeura I’homme de la maison de Radu Mihnea qui, on I’a vu, était le protecteur
et I’un des destinataires de I’ceuvre historiographique de Matthieu de Myres.
Par ailleurs, Apostolos Tzigaras dédia la premiere édition du Chonographe de
Pseudo-Dorothée (Venise, 1631), dans lequel il intégra I’histoire de I’ascension
de son frére Zotos a la Cour de Petru le Boiteux de Moldavie, au fils de Radu
Mihnea, le prince Alexandru Coconul. 11 fit la dédicace justement au nom de
la parenté qui liait Alexandru Coconul a Petru le Boiteux (¢ av dnéyyovog

firot avékdotol mAnpogopiat...», p. 56-57 (1629, juin 15, orig. gr.); E. de Hurmuzaki,
Documente..., vol. IVI2, p. 429 (trad. lat.).

% M. Theochari, « O émtdgiog... », p. 699-700, doc. A (1631, février 22).

5 L. Cotovanu, Emigrer en terre valaque..., p. 51, n. 129, p. 56-57, 64-65, 147-148, 263, avec
bibliographie.

% L. Vranousis, « Eykopactikny dkolovdia...», p. 369-370 et 387 (n° 19); idem, «'H év
‘Hreipo povr Zocivov...», p. 89-90, n. 3; L. Politis, « Un copiste...», p. 383 et 389 (n° 16
et 23); O. Gratziou, Die dekorierten Handschriften..., p. 157-158 (n° 22), 174. Pour le
monastére de Varlaam et ses ktitors, voir, plus récemment, D. Agoritsas, « Avt®viog Ayapdc,
eniokomog Behddg, yopnyds t@v toryoypapidv g AMtig Tov kabolukov g lepdc Movng
Boapiaap (1565)», HH 31, 2012, p. 269-286; idem, Biog xou moditeio. twv ooiwv Nextopiov
ka1 Osopavoig twv Ayapddwy, ktntépwv e lepas Movije Boplodu, Hagia Meteora, 2018.
Matthieu dédia un autre de ces manuscrits au monastére Varlaam, qu’il rédigea au métoque
valaque du couvent thessalien, le monastére de Cosuna-Bucovat (en Olténie), ce qui montre
son attachement & ce monastére fondé par les Apsaras de loannina: infra, n. 85.
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éxetvawv omod elvou 1§ Aaumpotns oov), le beau-pére de Zotos et le commanditaire
du Chronographe (ué tod dmoiov mpootayua éovviiyOn kol &ypden 0 TaAPOV
Totopikov Bifliov), selon les dires d’Apostolos qui a rédigé la préface de
I’édition. De rappeler au destinataire du Chronographe que feu son pére Radu
Mihnea prit soins de le laisser entre de bonnes mains et lui trouva pour beau-pére
le «Trés respectable» archonte Skartatos [Grammatikos], dont la compagnie
et les conseils étaient recherchés par beaucoup de gens (kai £tliy elpiké oov
evlepov 10V eboeféoTaToV EKETVOV KOL PPOVIUMDTATOV GPYOVIO OKOPAGTOV,
700 dmoiov v ovvIpopiav kol 10 ovufodliov molloi 0 émbouodor)®. Avant
de déposer le manuscrit aupres de I’éditeur, Apostolos Tzigaras le montra pour
autorisation au métropolite de Philadelphie Théophanis Xenakis et lui adressa
a cet effet une lettre qu’il inséra entre la préface et le texte du Chronographe. A
I’occasion, il demandait au prélat vénitien de faire expédier des exemplaires de
I’ceuvre imprimée partout, y compris a Constantinople, entre les mains du « Trés
noble » archonte Michail Kavvakos qui, en tant que bon ami et amateur de belles
choses, la fasse éditer également la-bas, dans la capitale ottomane (GéAw méuyer
avtitomo. Tavroyod, kal pdliote €ic v Kovotavtivovmoiv, €ic tag yeipas tod
gvyevéatarov kvpiov Miyonl tod Koffarov, tod motod gpilov tijc Haviepotntog
oov, Kod &1, Kod Ekeivog, ¢ piAog, Kkail MG EpacTic TGV KaddV omod eival, Oélel
Koun va onuootevli] kai eic éxeiva to uépn)®.

\oici que cette ceuvre historiographique éditée aux frais d’Apostolos
Tzigaras pour la gloire de son frere défunt Zotos, ceuvre dédicacée au prince
Alexandru Coconul, rassemble les noms de bien des amis de Matthieu de
Myres, dont ceux des «Trés nobles archontes» Skarlatos Grammatikos et
Michail Kavvakos, qui nous rameénent dans les cercles de pouvoir ecclésias-
tiques et laics de Constantinople et des Principautés danubiennes.

Du cercle des destinataires laics des manuscrits de Matthieu fait partie
un autre archonte influent a la Cour de Radu Mihnea et notamment le grand

6 Bifliov lotopikov mepiéyov &v cuvdyer drapdpovs kol éEbyouvg iotopiag : Apyduevov Gmd
ktioews Koopov uéypt tijc dAdoews Kovoravivovmolews, kol énékerva. Zviieylev uev éx
010POPWV GKPLBAOV IGTOPIAY KOl EIG TV KOV YADGOOY UETAYAWTICOEY TOpo. TOD IEPWTATOD
unpororitov Moveufooios Kopiov Awpobéov. Newoti de tomwbév, mepiéyov kol mwivoro.
TlovaidToTov Taviwy v délouviuovettwy mpoyudtwy, Venise, 1631, p. 2; E. Legrand,
Bibliographie hellénique ou description raisonnée des ouvrages publiés par des Grecs au
dix-septiéme siecle, vol. I, Paris, 1894, n° 1211, p. 292.

ST Bifdiov iotopucov..., p. 6; E. Legrand, Bibliographie hellénique..., vol. I, p. 294 ; St. Bettis,
«Zmrog, Andotorog Koi Xtépavog TQyapddec», Hrepwniky Eatio 26, 1977, p. 206.
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trésorier Nikolaos (roum. Necula) Higouménos. Comme j’ai pu le montrer ail-
leurs, Nikolaos Higouménos était issu d’une importante famille marchande de
loannina, avec son réseau de commerce s’étendant depuis sa petite patrie épi-
rote jusqu’a Bucarest, lasi, Lvov et Venise (un de ses proches parents, Alexios /
Alexa Higouménos, fut grand douanier de Moldavie dans les années 1590, lors-
qu’il exergait en paralléle le commerce a Lvov et a Bistrita, en Transylvanie)®.
De I’amitié qui liait I’higouméne de Dealu a ce compatriote riche et puissant
témoigne non seulement le recueil de textes liturgiques qu’il lui a dédié (Ms.
Iviron 1434), mais aussi la lettre dédicatoire qu’il y a annexée, portant la date du
7 mai 1621: 1@ tyuwtdre koi ebyevestdte &v dpyovot kopie kupiew Nikolaw @
Hyovuéve kol Peotiapiey Matbaioc 6 Mopéwv... év érer {pr0’ naptiov ¢ (Fig. 9).

9. Ms. lviron 1434, f. 58" (1621, mai 7, Dealu), début de la lettre dédicatoire
adressée par Matthieu de Myres au grand trésorier de Valachie Necula Higouménos.
© Monastére d’lviron, Mont Athos.

% Voir L. Cotovanu, « Gestionari epiroti ai camarilor domnesti. Cazul negustorilor Igumenos
de la loannina si al familiei lor largite (sfarsitul secolului al XVI-lea — inceputul secolului
al XVlll-lea», dans A. Timotin (éd.), Dinamici sociale si transferuri culturale in Sud-Estul
european (secolele al XVI-lea si al XIX-lea), Bucarest, 2019, p. 147-163, et la version
grecque « Hmelpmdteg umopot S1ayep1otég TV NYEUOVIKOV E1600MUATOV ot Blayio kot
ot MoAdofia (150¢ — apyés tov 180v aidva)», dans A. Papadia-Lala et alii (éd.), O Néog
ElMnviouds : o1 kéapor tov kar o kéouog. Apiépwua oty Olya Katowapdij-Hering, Athenes,
2021, p. 209-226.

% M. Pelekanidis et alii (éd.), Ot Oncavpot rov Ayiov Opoug..., vol. 11, fig. 207-208, p. 122-123;
L. Politis, «Un copiste...», p. 391; O. Gratziou, Die dekorierten Handschriften..., p. 69 et
168 (n° 44); St. Andreescu, « Destinatarii...», p. 130-131.
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A la lumiére d’investigations récentes, il semblerait que Nikolaos
Higouménos honora lui aussi Matthieu de ses largesses. Il fit réparer le
monastere princier de Golgotha situ¢ a proximité de Targoviste®, édifice
qui fut placé, dés les années 1570, sous la «tutelle», en quelque sorte, du
monastére de Dealu®; les deux couvents avaient pour ktitors des membres
de la méme famille princiére, I’un ayant été fondé par Radu le Grand
(1495-1508) et I’autre étant entiérement refait par son petit-fils Patragcu
le Bon (1554-1557)%. Nikolaos Higouménos procéda a la réparation de
Golgotha pendant le (premier) regne de Radu Mihnea (ézi t@v fuépov tod
gboefeotarov kal éxloumpordtov avléviov kvp Iw Pdadov Poegfoda), selon
I’inscription dédicatoire. Ce dut étre a une date antérieure a 1616, alors que
Matthieu de Myres était déja higoumene a Dealu, et pourquoi pas en 1614, a
I’occasion de la réfection par Radu Mihnea du monastéere de Dealu et de la
consecration de 1’édifice princier au mois de juillet ?! Dans ce cas, Nikolaos
Higouménos dut avoir été présent a la cérémonie qui réunit tout un cercle
d’amis grecs a Dealu (supra). Les travaux ont été repris a Golgotha a partir de
1621 et ont été acheveés en 1624, lorsque I’inscription dédicatoire fut apposée
— en grec, slavon et roumain — au-dessus de la porte d’entrée du catholicon®,
Le nouveau ktitor dédia I’édifice fraichement refait comme métoque au Grand
Météore «de Roumélie» (la sfdnta mandstirea Meteora la Rumele) dés avant

% N. lorga, Inscriptii din bisericile Romdniei, vol. |1, Bucarest, 1908, n° 272, p. 101; idem,
«Fondations religieuses des princes roumains en Orient. Monasteres des Météores en
Thessalie», Académie Roumaine. Bulletin de la Section Historique Il, n° 2-4, 1914,
p. 235-237; R. Gioglovan, M. Oproiu, Inscriptii i insemndri din judetul Dambovita, vol. |,
Municipiul Targoviste, Targoviste, 1975, p. 289-290, 291 ; Cr. Moisescu, « Un vechi monument
dambovitean necunoscut — biserica fostei manastiri Gorgota», Buletinul Monumentelor
Istorice. Monumente Istorice si de Arta XLIV, n° 1, 1975, p. 41; L. Cotovanu, « Gestionari
epiroti...», p. 148-149.

8 DRH, B, vol. VI, (1566-1570), éd. St. Stefanescu, O. Diaconescu, Bucarest, 1985, n° 79,
p. 99-101. Voir aussi I’acte d’échange de biens fonciers entre les monastéres de Panaghia
et Golgotha, conclu en présence de I’higouméne Onufrie du monastére de Dealu: DIR, B,
vol. XVI1/1 (1601-1610), Bucarest, 1951, n° 207, p. 215-216.

52DRH, B, vol. XI (1593-1600), éd. D. Mioc et alii, Bucarest, 1975, n° 181, p. 238-240, n° 268,
p. 356. Voir aussi, DIR, B, vol. XVII/3 (1616-1620), éd. 1. Tonascu et alii, Bucarest, 1951,
n° 130, p. 159-161; commentaires chez C. R. Vasilescu, « Manastirea Golgota», BOR LV,
n° 3-4, 1937, p. 157-158; N. Stoicescu, Bibliografia localitatilor si monumentelor feudale din
Romdnia, Tara Romdneasca (Muntenia, Oltenia si Dobrogea), |, A-L, Mitropolia Olteniei,
1970, p. 344 et n. 75, p. 362.

& R. Gioglovan, M. Oproiu, Inscriptii si insemndari..., vol. |, p. 289-291.
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septembre 1616%, et on sait combien Matthieu de Myres était lui aussi attaché
aux monasteres des rochers thessaliens; j’y reviendrai sous peu.

On ignore si le manuscrit dédicacé a Nikolaos Higouménos est parvenu
a lviron par la donation de son possesseur ou des siens. On retiendra juste
qu’lviron était le monastére ‘de cceur’ de Radu Mihnea — le prince ‘employeur’
du trésorier Higouménos® —, qui lui dédia comme métoque la fondation
familiale Radu-Voda de Bucarest, refaite de fond en comble par lui-méme en
1614 et consacrée, a I’automne de la méme année, en présence du patriarche
d’Alexandrie Cyrille Loukaris en personne (supra).

Le destinataire le moins connu de I’un des manuscrits de Matthieu de
Myres est un certain Konstantinos Korpete Lepe d’Ankara. Il s’agit d’un
commanditaire cette fois-ci, qui supporta les dépenses de la rédaction du
Ms. Anastasis 6, un Lectionnaire acheve le 22 février 1599 (probablement
a Lvov, selon Olga Gratziou) et conservé de nos jours au Patriarcat de
Jérusalem. Le manuscrit fut destiné au monastere de la Vierge de lasi, I'un des
métoques moldaves du Patriarcat de Jérusalem. En ao(t 1677, par la décision
du patriarche Dosithée, I’ceuvre fut transférée a Jérusalem.

Selon Olga Gratziou, le nom du commanditaire a une forte résonance
arménienne. C’était un chrétien, ainsi que I’affirme Matthieu de Myres lui-
méme (tod ypiotioavikwtdtov Kol ebyeveotdrov tod & Aykbpag)®. On se
demandera ou aurait pu connaitre le copiste épirote ce commanditaire «trés
chrétien» et «trés noble ». S’il s’agit d’un marchand arménien et si I’hypothése
selon laquelle Matthieu aurait pu rédiger le manuscrit a Lvov se confirme, c’est
dans les milieux marchands de cette ville — ou vivaient une forte communauté

% Date a laquelle le monastére de Golgotha était déja administré par les moines du Grand
Météore: Arhivele Nationale Istorice Centrale, Manastirea Golgota, VIII/2 (orig. roum.);
résumé dans Catalogul documentelor Tarii Romdnesti din Arhivele Statului, vol. I,
(1601-1620), éd. M. Soveja, D. Duca-Tinculescu, R. Dragomir, Bucarest, 1974, n° 748,
p. 580. Par ce document, le grand clucer Radu Buzescu, homme du proche entourage de
Matthieu de Myres (son épouse Catalina et son gendre, le grand ban de Craiova lanache
Catargi, figurent dans la liste des destinataires des manuscrits de Matthieu) fait donation d’un
domaine a Golgotha, pour que son &me soit commémorée tant auprés du couvent valaque
qu’aupres du Grand Météore (ca sa avem §i noi pomenire in véci §i aici, si la sfanta mandstire
Meteora de la Rumele).

% Pour la carriere du grand trésorier Nikolaos Higouménos sous Radu Mihnea, voir N. Stoicescu,
Dictionar..., p. 217-218.

% Q. Gratziou, Die dekorierten Handschriften..., p. 150-151 (n° 10), avec bibliographie plus
ancienne.
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marchande arménienne® — qu’ils durent se connaitre (il a été supposé, on I’a
VU auparavant, que c’est toujours a Lvov que Matthieu dit avoir rédigé le
manuscrit dédié a Michail Kavvakos). Pareille possibilité nous raménerait
dans les milieux fréquentés par Matthieu lui-méme, par les grands douaniers
de Moldavie lanache Simotas, Phillipos Kavvakos et Alexios Higouménos,
ainsi que par le fameux archonte constantinopolitain Michail Kavvakos. Et
puisque le manuscrit fut destiné a un métoque du Patriarcat de Jérusalem
situé a lasi, ’on peut déduire que le commanditaire n’était pas étranger a la
capitale moldave. On restera, pour I’instant, sur ces hypothéses, qu’on pourra,
peut-&tre, soutenir un jour par de nouvelles découvertes documentaires.

Le Musée de la Métropole de Trikala conserve un di-folio portant la notice,
de la main de Matthieu de Myres, indiquant que «cet Evangile a été offert par
le logothéte Isaris Angeletos le 1° avril, indiction 6 [1608 ou 1623]» (...6mo
0D Ty TaTov kopiov "Hoopt tod Ayyelétov kal Aoyobétov dmpilliovt’, ivd. ¢)
a I’église des Apdtres-Pierre-et-Paul, le siége de I’ Archevéché de Pogoniani.
Linos Politis, qui a déduit avec raison que le donateur présumé n’était autre
que le frere de Matthieu, considérait que la notice ne faisait qu’annoncer la
rédaction d’un nouveau manuscrit, vu qu’aucun manuscrit de la main du copiste
destiné a I’ Archevéché de Pogoniani ne se conserve dans la bibliothéque de la
Métropole de Trikala ou ailleurs®. Je n’exclurais pas pour autant I’existance
de ce manuscrit (aujourd’hui perdu). Sinon, pourquoi I’inscription dédicatoire
aurait été rédigée avant le manuscrit lui-méme ?! Mais ce n’est pas ici le lieu
de trancher la question. On retiendra juste le fait que le frére du copiste était
lui aussi un potentiel destinataire de ses manuscrits. Etant lui-méme logothéte,
Isaris doit avoir eu en sa possession une certaine bibliotheque — chose courante
parmi les lettrés grecs et méme parmi les marchands fortunés de I’époque
—, contenant aussi des manuscrits de son frére. Le Ms. Lavra 530 lui avait
appartenu, a en juger d’apreés sa notice autographe (...xai o1 [= idov] ypapw
&y 6 GoeLpog avtod “loopnc 0 Ayyelétog, év éter LpAf’, ivo. '/ ...et voici que

§7 . Cotovanu, Emigrer en terre valaque..., p. 207-220, avec bibliographie.

& . Politis, «Un copiste...», p. 393; O. Gratziou, Die dekorierten Handschriften..., p. 171
(n° 53). Remarquons ici le nom de famille d’Isaris, Angeletos, qui est donc aussi celui de
Matthieu de Myres, détail resté inapergu jusqu’a présent; ce n’est pas le prénom du pére
mais le nom de famille des deux freres. Je remercie Grigoris Manopoulos de m’avoir attiré
I’attention la-dessus.
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Fig. 10. BAV, Vaticanus Barberinus gr. 172, f. 64", ex libris d’Isaris Angeletaki, le
fréere de Matthieu de Myres (1605). © Biblioteca Apostolica Vaticana.

J'ecris moi, le frére de celui-ci, Isaris Angeletos, en l’'an 7132 [1624], ind. 7)%.
De méme, le Codex Barberinus gr. 172, contenant des épigrammes de la main
de Matthieu pur la mort de Mihail Movila voiévode de Moldavie (1 1608,
Valachie), se retrouva dans sa possession en 1605 (7o mapov Bifriov drépyet
700 "loapn tob Ayyeletarn édwpnoato uot tovto o0& Nikolaog 6 Moxpog év td
Talarly tijc Moldofiog &rer amo tijc 100 Kvpiov copkwoews  oye’ / Ce livre
est a Isaris Angeletaki; il m’a été offert par Nikolaos Makris a Galati, en
Moldavie, I’an depuis [’Incarnation du Seigneur 1605)™:

Vu que le logothete Isaris a acquis le manuscrit en 1605 et que son frere,
Matthieu de Myres, a rédigé sur I’une de ses feuilles les épigrammes a la mort
de Mihail Movila voiévode en 1608 (f. 2Y), je me demande si le possesseur
ne tenait pas sa ‘bibliothéque’ personnelle au monastére de Dealu et si ce
n’atait lui-méme qui y passait ses jours, aupres de son frére (on ne lui connait
de possessions terriennes et immobilieres ni a Targoviste, ni aux alentours de
la ville). La qualité de son écriture laisse entendre qu’il était lui aussi versé
dans la calligraphie grecque et qu’il eut part d’une belle instruction dans sa
jeunesse; pour cause, il accéda a la charge de logothéte, la rédaction d’actes
privés ou publics étant sa spécialité. Ce ne serait pas un cas isolé de migrants
réunis en famille au sein d’un monastére valaque™. En plus, ¢’était devenu une

8 1. Vranousis, « Eykopaotikn akokovBia...», p. 389 (n° 26); L. Politis, «Un copiste... »,
p. 383 (n° 30); O. Gratziou, Die dekorierten Handschriften..., p. 170-171 (n° 50).

° Epigrammes publiées par S.-G. Mercati, « Epigrammi in morte di Michele Movila, voivoda
di Moldavia», SB I, 1924, p. 145. Pour le manuscrit, voir aussi idem, « Matteo di Mira ¢
I’autore degli epigrammi in morte di Michele Movila», SB 11, 1927, p. 9-10; L. Vranousis,
« Eykopaotikn akolovdia...», p. 389-390 (n° 32); L. Politis, «Un copiste...», p. 389
(n° 32); O. Gratziou, Die dekorierten Handschriften..., p. 159 (n° 25, avec la cote d’archive
erronée, Vaticanus Barberinus gr. 171 au lieu de 172).

" Pour comparaison, voir le cas du monastére Stavropoleos de Bucarest, ou le ktitor et le premier
higouméne du couvent vivait ensemble avec ses proches parents arrivés de la Pogoniani
épirote: L. Cotovanu, « Lumea lui Ioanichie de Stavrupolis intre Pogoniani si Bucuresti:
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tradition chez les hiérarques et autres hommes d’Eglise grecs que de se faire
accompagner au cours de leur carriere par un des leurs, un neveu le plus souvent
(Mélétios Pigas et son neveu Cyrille Loukaris a Alexandrie; Luc le Chypriote
et son neveu Loring en Valachie; Macaire d’Antioche et son fils Paul d’Alep;
Dosithée de Jérusalem et son neveu Chrysanthe Notaras, etc.)’?. Tout semble
indiquer que Matthieu de Myres et son frére Isaris logothéte ceuvraient coude a
coude dans le scriptorium du monastére de Dealu. Reste a identifier des textes,
des documents, en I’occurrence, écrits de la main du logothete Isaris Angeletos /
Angeletakis.

Hommes d’Eglise

En ce qui concerne les destinataires issus des rangs du haut clergé grec,
il convient de commancer par Raphaél Il de Constantinople (1603-1607).
Matthieu lui dédia I’Office de sainte Parascéve, composé par lui-méme,
auquel il ajouta la traduction grecque, toujours de lui-méme, de la Vie de la
sainte rédigée en slavon par Euthéme de Tarnovo (XIV® siécle) et des Vers
politiques en I’honneur de la sainte. Il relia le tout dans le Codex gr. 161
du Métoque du Saint-Sépulcre™. Le méme Codex contient une autre unité
thématique, de la main de Matthieu, composée de I’Office de saint Grégoire
le Décapolite, de Vers politiques honorant la féte de la Naissance du Christ et
d’un Enkomion en I’honneur du patriarche Raphaél 1l, qui n’était autre que
celui qui avait ordonné Matthieu comme métropolite in partibus de Myres en
décembre 16057. On remarquera le contenu du manuscrit adapté au profil du
destinataire: une ceuvre hagiographique honorant sainte Parascéve, dont les

evlavie, afaceri si patriotism local», dans Pr. I. Marchis, Stavrophore M. Luchian, Moniale
A. Vaetisi (éd.), Stavropoleos 300 : Bucuresti, Balcani, Europa, Bucarest, 2024, p. 111-194.

2 Pour les cas de Luc le Chypriote, métropolite de Hongrovalachie, voir la contribution de
Ovidiu Olar dans le présent volume.

8 Ath. Papadopoulos-Kerameus, Tepocolvuatixyy Biflio6ikn ijtor kardloyog t@v év tolc
PifrioBnxoig 00 dyrotdrov dmoarolikod te kol kaborikod dpbodocov matpiopyikod Gpovov
v Tepocolvumv kai maong Iolaotivig droxsyévoy EMnvik@dv kwdikwv, Vol. |, Saint-
Pétersbourg, 1891, p. 157-158 (n° 161); O. Gratziou, Die dekorierten Handschriften...,
p. 162 (n° 31). Le manuscrit avait appartenu au monastére Barnovschi de Tasi, métoque du
Patriarcat de Jérusalem, suite a la donation faite par le grand spathaire Nicolae [Milescu] en
1660: ibid., p. 157; N. Stoicescu, Dictionar..., p. 219-220. Pour cette ceuvre hagiographique
de Matthieu de Myres, voir 1. Stefanescu, « Viata sfintei Parascheva cea Noud de Matei al
Mirelor», RIR I11, n° 4, 1933, p. 347-377.

4 0.-V. Olar, « Matthaios of Myra... », p. 146.
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reliques se trouvaient alors a Constantinople™, et saint Grégoire le Décapolite,
dont I’Office fut accompagné de vers dédiés au patriarche (alors que I’ Office
et la Vie du saint destinés au prince Radu Serban et finalement offerts aux
moines de Bistrita en 1611 étaient accompagnés du [llpooiuiov racontant
les événements survenus en Valachie lors de I’invasion du pays par Gabriel
Bathory : supra).

Bien évidemment, la liste des destinataires des manuscrits de Matthieu de
Myres contient aussi le nom de Cyrille Loukaris, du temps ou il était patriarche
d’Alexandrie (1602-1621). C’est a I’occasion de la visite de Loukaris en
Valachie, pour honorer de sa présence la consécration des monastéres de
Dealu et Radu-Voda (1614), les nouvelles fondations de Radu Mihnea, que
I’higoumeéne de Dealu lui offrit un Hiératikon, le Ms. Alexandria 115: Kvpilio
@ UOKOPIWTOTQ TOTQ. KOI TOTPLOpYN THS UHEYaAnS molews Aleavipeiog
Muazfaioc duaptwiog..” (Fig. 11). Le manuscrit porte la date de 1615,
indiquant que la dédicace avait été faite avant le départ de Cyrille Loukaris
de Valachie”. La méme année, en février, le copiste dédia toujours un recueil
de textes liturgiques, le Ms. Alexandria 165, a I’archimandrite d’Alexandrie
Gerasimos (futur patriarche Gerasimos Spartaliotis), qui accompagnait le
patriarche Loukaris en Valachie: @ ravooiwtdze kai povoikwtare ueydio
apyiuovopity Alelovopeiog kopiw ropie Iepaoiuw, Moatboiog duoptwlog év
&rer , {picy® pevpovapiov ivo. év 1i] oefaouiq povy tov Aalov (Fig. 12)™.

La liste des destinataires continue avec plusieurs métropolites et évéques
grecs que Matthieu de Myres connut de pres. Tout d’abord, il manifesta son

> Les reliques de cette sainte vénérée tout particuliérement dans I’espace balkanique seront
convoitées par le prince de Moldavie Vasile Lupu (1634—-1653), qui les fit transférer finalement
a lasi et les déposer dans sa nouvelle fondation, le monastere Trois-Hiérarques : D. I. Muresan,
«Autour de I’élément politique du culte de sainte Parascéve la Jeune en Moldavie», dans
P. Guran, B. Flusin (éd.), L’empereur hagiographe. Culte des saints et monarchie byzantine et
post-byzantine. Actes des colloques internationaux « L empereur hagiographe » (13-14 mars
2000) et « Reliques et miracles » (1-2 novembre 2000) tenus au New Europe College, Bucarest,
2001, p. 249-280, avec la bibliographie du sujet.

6 L. Vranousis, «Eykopaoctikn drxolovbio...», p. 379 et 387 (n° 18); L. Politis, «Un
copiste...», p. 387 et 389 (n° 22); O. Gratziou, Die dekorierten Handschriften..., p. 164
(n°37); St. Andreescu, «Destinatarii...», p. 129.

" Le patriarche quitta la Valachie a une date antérieure a septembre 1615 : O.-V. Olar, La
Boutique de Théophile..., p. 107.

8 L. Vranousis, « Eykopootiki dkolovdia...», p. 387 (n° 17); L. Politis, «Un copiste... »,
p. 389 (n° 21); O. Gratziou, Die dekorierten Handschriften..., p. 163 (n° 36); St. Andreescu,
«Destinatarii... », p. 129.
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Fig. 11. Ms. Alexandria 115 (1615, Dealu), d’aprés microfilme ; page de titre et
dédicace de Matthieu de Myres au patriarche d’Alexandrie Cyrille Loukaris, f. 126",
© Iotopikd kot [Maratoypagiko Apyeio, Mopepwtikd Topupa EOvikng Tpomélng.

affection envers Arsenios, ’archevéque d’Elassona (diocése thessalien). Ils
s’étaient rendus a la méme époque a Moscou (Arsenios en 1588, pour un
second voyage; Matthieu s’y trouvait en 1596), du temps ou ils ceuvraient
ensemble au service de I’cecuménique Jérémie Il Tranos (1572-1579, 1580—
1584, 1587-1595) et du locum tenens Mélétios Pigas (1597-1598)™. C’est
a Moscou, ou il rédigea plusieurs de ses manuscrits, que Matthieu offrit a
Arsenios un recueil de textes liturgiques, en février 1596, en signe de
reconnaissance pour tous les bienfaits que le destinataire lui avait octroyés
(xaprv t@v mpog fuéc abtod ovyvav ebepyeoidv). Arsenios en fit donation

" Ph. Ar. Dimitrakopoulos, Apcéviog EAdaoovog (1550—1626). Biog— &pyo — drouvnuoveduaza.
2oufoln oty uelétn v uetafolavavar loyioy tijc Avarolije, Athénes, 2007, p. 113 sq.
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Fig. 12. Ms. Alexandria 165 (1615, Dealu), d’aprés microfilme ; colophon, avec la
dédicace de Matthieu de Myres pour I’ Archimandrite du Patriarcat d’ Alexandrie
Gerasimos, f. 68". © Iotopko ko [Todatoypapikd Apyeio, Moppatikd Tépuua
EBvucnc Tpamélng.

a son tour, en 1602, au monastére thessalien de Tatarna®, qui avait pour
nouveau ktitor nul autre que le puissant archonte constantinopolitain Skarlatos
Grammatikos® ; j’ai déja mentionné ce dernier pour avoir regu de la part de
Matthieu de Myres, en 1620, I’Office manuscrit des hiérarques Mélétios
Pigas, Gavriil Seviros et Maximos Margounios®. Car Skarlatos était lui aussi

80 N. Beis, « Drei Urkunden der Bruderschaft des Tatarna-Klosters », Byzantinisch-neugriechische
Jahrblcher 16, 1940, p. 214; L. Vranousis, « Eykowootikn dkolovdia...», p. 385 (n® 2);
L. Politis, «Un copiste... », p. 379 (n° 1) ; O. Gratziou, Die dekorierten Handschriften..., p. 145
(n° 2); Ph. Ar. Dimitrakopoulos, Apcéviog Eldooovog..., p. 135-136, 139.

8 N. Beis, «Drei Urkunden...», p. 219-224; M. Theochari, «O &mtaeiog...», p. 690;
P. 1. Vasileiou, 7o povaotipr tijc Tazépvos Edpotaviag, Athénes, 19782 (1970%), p. 48-49.

82 Pour la correspondance d’Arsenios d’Elassona avec Mélétios Pigas et Gavriil Seviros dans
les années 1595, voir Ph. Ar. Dimitrakopoulos, 4pcéviog Eldcoovog..., p. 130-133.



60 Lipia CoTovaNu

originaire de Thessalie, de la région d’Agrafa®. Vu aussi I’attachement de
Matthieu aux monastéres des Météores — il offrit un Menée au monastere
Varlaam (Ms. Varlaam 15), rédigé en 1605/6 au métoque valaque de celui-
ci, le monasteére de Cosuna-Bucovat situé pres de Craiova®, puis, en 1620, il
composa I’ Office des saints ktitors Apsaras du méme couvent des rochers (Ms.
Varlaam 134 ; Fig. 13)% —, on peut supposer que Matthieu, Arsenios d’Elassona
et Skarlatos se connaissaient des leur premiere jeunesse. lls se connaissaient
peut-étre méme avant de quitter la Thessalie pour Constantinople, I’un pour y
exercer le grand commerce et se mettre au service du sultan, les autres pour se
mettre au service de I’cecuménique Jérémie Il Tranos, I’ancien titulaire de la
Métropole thessalienne de Larissa qui avait son siége a Trikala®.

Ajoutons a cela que les liens du copiste avec Cosuna-Bucovat, le métoque
de Varlaam, nous ramenent dans la famille princiére de Radu Mihnea, car
c’étaient les devanciers du voiévode qui avaient contribué a la fondation de ce
couvent dédié aux Météores en 1588. Ses grands-parents, le prince Alexandru
Il Mircea (1568-1577, avec une interruption) et la Pérote Caterina Salvaresso,
son pere Mihnea Turcitul (le Turcisé) encore en bas age (il régna en Valachie
entre 1577-1591, avec des interruptions), ainsi que les fréres d’Alexandru 1l
Mircea, Petru le Boiteux (prince de Moldavie entre 1575-1591, avec des
interruptions) et Milos voiévode, y sont somptueusement représentés en
peinture votive?’,

Matthieu de Myres eut I’occasion de rencontrer en Valachie maintes autres
connaissances de marque, de vieux amis qui venaient passer du temps au pays.
L’un d’entre eux fut loakim, le métropolite de Dristra, éparchie située dans

8 Evyeviov TLavvoddny tod Altwlod Emiotolés. Kpiuiky éxdoon, €d. |. E. Stephanis,
N. Papatriantafyllou-Theodoridi, Thessalonique, 1992, p. 212 (n° 81); L. Cotovanu, «The
Thessalian Roots of the Mavrokordatoi... ».

8 L. Vranousis, « Eykopiootikn dkolovdia... », p. 386-387 (n° 15) ; L. Politis, « Un copiste... »,
p. 389 (n° 17); O. Gratziou, Die dekorierten Handschriften..., p. 158-159 (n° 24).

8 L. Vranousis, « Eykopootikn dkolovdia...», p. 369-370 et 387 (n° 19); L. Politis, «Un
copiste...», p. 383 et 389 (n° 16 et 23); O. Gratziou, Die dekorierten Handschriften...,
p. 157-158 (n° 22), 174.

8 Chr. Hannick, K. Todt, «Jérémie Il Tranos», dans C. Conticello, V. Conticello (éd.), La
Théologie byzantine et sa tradition, vol. I, XI11*=XIX® siécles, Turnhout, 2002, p. 551-615.

8 Pour le monastére de Cosuna-Bucovat et ses ktitors, voir N. Stoicescu, Bibliografia
localitatilor..., vol. 1, p. 103-105; G. D. Florescu, « Manastirea Cosuna (Bucovatul Vechi) si
neamurile domnesti si boieresti din Tara Romaneasca, din veacul al XVI-lea, legate de acest
locas», Arhiva Genealogica lll, n° 1-2, 1996, p. 51-144.



LES DESTINATAIRES DE L’EUVRE MANUSCRITE DE MATTHIEU DE MYRES 61

Fig. 13. Ms. Varlaam 134, f. 3, 4v (1620, Dealu), I’ Office des saints Nektarios et
Theophanis [Apsaras] de la main de Matthieu de Myres.
© Monastére Varlaam des Météores.

la Roumélie bulgare et subordonnée au Patriarcat de Constantinople. Le 20
décembre 1611, c’est-a-dire ’année ou le pays avait souffert suite a I’invasion
de Gabriel Bathory, Matthieu offrit a Ioakim un recueil de textes liturgiques
(Ms. Panteleimon 428) «en signe d’amitié» (ydprv pidiag)®. 1l est fort probable
que la dédicace soit liée a I’expérience partagée devant I’invasion de Bathory
en début de la méme année. Certes, un mois plus tard, en janvier 1612, on les
retrouve ensemble a la réunion de Targoviste ou I’on discuta des mesures a
prendre pour réparer les dégats provoqués par I’armée hongroise aux monastéres
du pays®. On retrouve en leur compagnie le métropolite de Grevena loasaph
qui, vers la fin de sa vie, le 26 mai 1623, se vit lui aussi offrir par Matthieu un

8 L. Politis, «Un copiste...», p. 375-376 et 389 (n° 20); O. Gratziou, Die dekorierten
Handschriften..., p. 160-161 (n° 28), 174; St. Andreescu, « Destinatarii...», p. 128.

® DIR, B, vol. XVII/3, n° 379, p. 418 et n° 382, p. 424; St. Andreescu, «Destinatarii... »,
loc. cit.
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recueil de liturgies (Musée National d’Histoire d’ Athenes, Ms. gr. 913), toujours
«en signe d’amitié et de commémoration» (pidiog kol pvnuocidvoo yapiv)®.

Quant a loakim de Dristra, on le retrouve a nouveau en mai 1615, aux c6tés
de I’higoumene de Dealu, a signer la confirmation émise par le métropolite de
Valachie Luc le Chypriote en faveur de la dédicace du monastére de Stanesti au
Patriarcat d’Alexandrie®. Le bénéficiaire immédiat de cette dédicace fut Cyrille
Loukaris en personne, I’ami et peut-étre méme le pére spirituel de la donatrice:
il s’agit de Maria Buzescu, la fille du grand clucer Radu Buzescu (celui qui se
remargua en 1616 par sa donation envers le monastére de Golgotha, la fondation
du grand trésorier Nikolaos Higouménos; supra) et épouse du grand ban de
Craiova lanache Catargi (qui se verra dédier en 1618 I’Histoire de la Valachie
par Matthieu; supra). On peut aisément supposer que loakim avait assisté lui
aussi, aux cotés du patriarche Loukaris, de Radu Mihnea, du ban Catargi, de
Luc le Chypriote et de Matthieu de Myres, a la consécration des monastéres de
Dealu et Radu-Voda a 1’été et I’automne de 1614 (supra).

En 1620, Cyrille Loukaris revint a Targoviste, sans doute accompagné par
d’autres hauts prélats grecs fidéles a lui. En février, le patriarche, et a ses cotés
le métropolite d’Andrinople Anthime — futur patriarche de Constantinople
pour une courte période (18 juin — 22 septembre 1623) —, assistérent au
conseil réuni par le prince Gavril Movila pour juger une affaire patrimoniale®.
Anthime d’Andrinople était encore au pays en novembre, lorsque Matthieu
lui offrit un Evangile (Ms. 435 du Métoque du Saint-Sépulcre)®. Or, a
I’automne de 1620, Radu Mihnea était revenu sur le trone valaque (il y régna
jusqu’en 1623, lorsque son fils Alexandru Coconul lui succéda)®. Loukaris
et Anthime devaient étre restés en Valachie pour honorer de leur présence
le nouveau couronnement de Radu Mihnea (peut-étre que leur ami, le celep

% L. Vranousis, « Eykopiootiky dxolovdia...», p. 388 (n° 23); L. Politis, «Un copiste... »,
p. 389 (n° 27); O. Gratziou, Die dekorierten Handschriften..., p. 168-169 (n° 46), 174;
L. Politis, M. Politi, « BipAoypdpot... », p. 549 ; St. Andreescu, « Destinatarii... », p. 129.

. DIR, B, vol. XVII/2, n° 341, p. 392-393. Pour le monastére de Stanesti,
voir N. Stoicescu, Bibliografia localitatilor si monumentelor feudale din Romdnia, Tara
Romdneasca (Muntenia, Oltenia si Dobrogea), vol. I : M-Z, Craiova, 1970, p. 594-595.

2 DIR, B, vol. XVII/3, n° 437, p. 481-483 ; St. Andreescu, « Destinatarii... », p. 128.

% L. Vranousis, « Eykopaotikn drkolovdia...», p. 388 (n° 21); L. Politis, «Un copiste...»,
p. 389 (n° 25); O. Gratziou, Die dekorierten Handschriften..., p. 167 (n° 43).

% Pour les regnes de Radu Mihnea en Valachie et en Moldavie, voir V. Constantinov, Jara
Romaneasca si Tara Moldovei in timpul domniilor lui Radu Mihnea, lasi, 2007, qui réunit la
bibliographie du sujet.
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Skarlatos Grammatikos, s’y était rendu lui aussi, vu qu’il recut en donation,
la méme année, un manuscrit de la part de Matthieu: supra). Encore une fois,
ce dut étre une belle occasion pour que de vieux amis échangent des honneurs
et des présents précieux, comme ils I’avaient fait lors de la consécration des
monasteres de Dealu et Radu-Voda en 1614.

Conclusion

Pour conclure, on peut affirmer qu’a peu pres tous les destinataires des
manuscrits de Matthieu de Myres sont des personnes qui ont compté dans la vie
personnelle de I’auteur: amis de premiére jeunesse (tel Arsenios d’Elassona,
peut-étre aussi Cyrille Loukaris, qu’il dut avoir connu jeune a Constantinople,
le Thessalien Skarlatos Grammatikos, qui atteignit une renommée inégalée
a Constantinople et fut le compére du prince Radu Mihnea); le patriarche
cecuménique Raphaél, qui ordonna Matthieu métropolite de Myres; princes et
archontes protecteurs (Radu Serban, Radu Mihnea, Alexandru Ilias et le beau-
péere de celui-ci, le grand ban de Craiova lanache Catargi); proches parents
des puissants, telle Catalina Buzescu, fille d’un trésorier épirote et tante par
alliance de Maria Buzescu, qui fut I’épouse du ban lanache Catargi et qui
dédia la fondation familiale de Stanesti, en Olténie, au Patriarcat d’ Alexandrie
via Cyrille Loukaris ; métropolites, evéques et autres membres du clergé réunis
autour de la figure marquante de Cyrille Loukaris; les moines de Bistrita, qui
ont offert refuge a Matthieu dans les moments difficiles de 1610-1611; le
frére lui-méme de Matthieu, le logothéte Isaris Angeletos. A peu prés toutes
les dédicaces sont liées a des événements concrets, des faits marquants de la
vie et de la carriére du copiste: I’invasion de Gabriel Bathory en Valachie,
la consécration des monastéres de Dealu de Targoviste et Radu-Voda de
Bucarest, les visites de Cyrille Loukaris en Valachie et le couronnement des
princes valaques, les «scandales» anti-grecs qui ont secoué la Cour valaque
mais aussi sa vie a lui.

Le réseau d’amitiés et de destinataires des manuscrits de Matthieu refléte
parfaitement la hiérarchie des pouvoirs du monde gréco-orthodoxe lui-méme,
ou laics et clergé cohabitaient en vertu de la «symphonie» traditionnelle
des pouvoirs qui structurait la communauté gréco-orthodoxe: patriarches,
archontes constantinopolitains, princes régnants dans les Principautés
danubiennes, archontes au service de la Cour valaque, métropolites suffragants
de Constantinople, y compris le titulaire de Valachie, un Grec lui aussi (i.e.
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Luc le Chypriote). Ceci dessine le profil sociopolitique de Matthieu lui-méme :
c’était un homme d’élite et ses manuscrits étaient destinés au cercle restreint
de ses amis de marque.

Par rapport a cet éventail de destinataires, mes conclusions rejoignent
celle exprimées par Ovidiu Olar dans le présent volume : Matthieu de Myres
ne semble pas avoir développé un programme de réanimation ou d’entretien
d’une quelconque tradition byzantine. Il ne faisait qu’exercer son talent de
copiste et le mobiliser pour courtiser les grands, assurer sa propre sécurité,
manifester sa reconnaissance envers des bienfaiteurs, exprimer son amitié,
etc. En tant qu’homme de lettres et membre du haut clergé gréco-orthodoxe, il
puisait son art dans la tradition liturgique byzantine, ce qui était une normalité
pour son espace culturel d’appartenance et son temps.

Enfin, on a pu voir comment le calligraphe adaptait ses choix thématiques
au profil des destinataires de ses manuscrits: des textes profanes et
historiographiques pour les princes de Valachie et les puissants archontes,
mais des textes hagiographiques et liturgiques pour les membres du clergé. La
reconstitution de ces choix nous aide a mieux comprendre le mode opératoire
d’un copiste, la fagcon dont il congoit les manuscrits et leur assemblage dans
des codex, I’itinéraire des manuscrits et le lieu de leur conservation actuelle.
D’ou, je dirais, I'importance de la reconstitution du contexte dans lequel les
copistes développaient leurs activités, de leur profil prosopographique et
de leur entourage social, surtout lorsqu’on dispose de sources, et le cas de
Matthieu de Myres est plutdt un cas heureux de ce point de vue.
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The manuscript that sparked my interest and triggered this research is well
known to biblical scholars. Hermann von Soden assigned it the number €617 in
his classification system, Caspar René Gregory gave it the number 1239 in the
“Minuscule” category, and William Henry Paine Hatch included the facsimile
of a page from the Gospel of Matthew in his catalogue of Greek manuscripts of
the New Testament at Mount Sinai.! However, the first to notice that there was
more to the manuscript than met the eye was the American Byzantinist Gary
Vikan. In 1988, Vikan dedicated a study to the famous post-Byzantine callig-
rapher Luke the Cypriot, Metropolitan of Wallachia. Trying to substantiate the
claim that Luke “was closely acquainted with Anastasios Crimca, Moldavian
Metropolitan, who was also a renowned manuscript illuminator,” he contended
that in the Sinai manuscript mentioned above, “the text and initials are by
Luke, while the headpieces and Evangelist portraits are by Crimca.”?

* An early form of this paper was presented at the international workshop Inheriting Byzantium:
Religion, Art and Literature in Pre-Modern Eastern Europe, organized by Agnes Kriza and
Cornelia Soldat (University of Cologne, 18 June 2018). | would like to thank Lidia Cotovanu,
Madalina Doroftei, Margarita Kuiumdjieva, Vera Tchentsova, Emanuela Timotin, Marina
Toumpouri, Mihai-Cristian Amariutei, Nikolaos Chrissidis, Marian Coman, Ovidiu Cristea,
Gheorghe Lazar, Octavian Negoita, and Alfred Vincent for their help in procuring materials
and their comments on drafts of the paper.

** This research was supported by a grant from the Romanian Ministry of Education and
Research, CNCS —UEFISCDI, project no. PN-111-P4-1D-PCE-2020-0995, within PNCDI
"I

1 H. von Soden, Die Schriften des Neuen Testaments in ihrer altesten erreichbaren Textgestalt
hergestellt auf Grund ihrer Textgeschichte, vol. 1: Untersuchungen 1. Die Textzeugen,
Gottingen, 1911, p. 80, 214; C. R. Gregory, Die griechischen Handschriften des Neuen
Testaments, Leipzig, 1908, p. 88; W. H. P. Hatch, The Greek Manuscripts of the New Testament
at Mount Sinai: Facsimiles and Descriptions, Paris, 1932, pl. LXXVIII. See also K. Aland
(with M. Welte, B. Koster, K. Junack), Kurzgefasste Liste der griechischen Handschriften
des Neuen Testaments, Berlin — New York, 1994, p. 118; https://ntvmr.uni-muenster.de/
manuscript-workspace?doclD=31239 (accessed on 20.07.2023) — New Testament Virtual
Manuscript Room 1239 (BC 31239).

2 G. Vikan, “Byzance apres Byzance: Luke the Cypriot, Metropolitan of Hungro-Wallachia,” in
L. Clucas (ed.), The Byzantine Legacy in Eastern Europe, Boulder — New York, 1988, p. 180,
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This was a particularly important detail because it highlighted a previously
unsuspected connection between two major early modern “schools of scribes”,
a Greek one in Wallachia gravitating around Luke (f 1628 or 1629) and a
Church Slavonic one in Moldavia galvanized by Crimca (1 1629). Yet, the
note went unnoticed. The codex is listed neither among Luke’s manuscripts®
nor among those linked to Crimca.* This may be because Vikan speaks of
“Mount Sinali, cods. 1480, Gospels”.5 However, Sin. gr. 1480 does not contain
the Gospels and was not copied by Luke: it is a liturgical chant manuscript
copied by one of Luke’s most talented disciples, the hieromonk lakovos of
Simonopetra, in Bucharest in 1625° (Fig. 1).

There is, however, a manuscript that fits the (laconic) description
provided by Vikan: Sin. gr. 203.7 It contains the four Gospels, the text was
written by Metropolitan Luke, and the portraits of the evangelists were

n. 17. Vikan repeated the statement three years later: “Walters Lectionary W.535 (A.D. 1594)
and the Revival of Deluxe Greek Manuscript Production after the Fall of Constantinople,” in
J. J. Yiannias (ed.), The Byzantine Tradition after the Fall of Constantinople, Charlottesville
- London, 1991, p. 212, n. 30.

3 L. Politis and M. Politi list 26 items in their inventory of seventeenth- and eighteenth-century
Greek copyists: “Biioypdpot tov 170v-180v audva: Tvvortikny Kotoypapn,” Aeitio tov
Iotopikod kar Ialaroypapikod Apyeiov 6, 1994, p. 536-537. M.-D. Zoumbouli indexes 30
items: Luc de Buzau et les centres de copie de manuscrits grecs en Moldovalachie (XVIe-XVI11®
siecles), Athens, 1995, p. 66-67.

4E. Turdeanu counted first 22 and then 25 items: “Le métropolite Anastase Crimca et son
ceuvre littéraire et artistique (1608-1629),” in idem, Etudes de littérature roumaine et d’écrits
slaves et grecs des Principautés roumaines, Leiden, 1985, p. 226-242, 444-447. S. S. Gorovei
indexed 27: “Anastasie Crimca: Noi contributii,” in Dragomirna: Istorie, tezaur, ctitori,
vol. 2, Sfanta Manastire Dragomirna, 2014, p. 107-128, 334-335. The list continues to
expand: O. Mitric, “Un nou manuscris din ‘scoala’ de caligrafi si miniaturisti de la Manastirea
Dragomirna (1627),” in Dragomirna: Istorie..., p. 141-148; A. Pascal, “Surse noi, descoperite
recent, privind viata si activitatea mitropolitului Anastasie Crimca,” in Dragomirna: Ctitori si
restauratori, Sfanta Manastire Dragomirna, 2015, p. 133-174.

5 G. Vikan, “Byzance apres Byzance...,” p. 179, n. 2; idem, “Walters Lectionary...,” p. 211,
n. 13.

5 https://www.loc.gov/item/0027938345A-ms/ (accessed on 20.07.2023); see S. N. Kadas, T
dwoxoounuéve yeipoypapa tov Emiororov I avov kar Xopag laxwofov (mpdnv Zipwvoretpitov
1epopovayon), Thessaloniki, 2014, p. 58-64, figs 33-48. Following Vikan, Zoumbouli counted
Sin. gr. 1480 among Luke’s manuscripts, although she also ascribed it to lakovos several
pages later: Luc de Buzau..., p. 67, 124. The manuscript is not mentioned in L. Politis and
M. Politi’s inventory: “BiAoypdeot...,” p. 454 (Iakovos), 536-537 (Luke).

"The Library of Congress has digitized the microfilms of the manuscripts at St Catherine’s
Monastery on Mount Sinai made in the context of the 1949-1950 expedition led by Kenneth
W. Clark and has made Sin. gr. 203 available online: https://www.loc.gov/item/00271078717-
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Fig. 1. Liturgical chant manuscript copied by hieromonk lakovos of Simonopetra
(1625). Sin. gr. 1480, f. 100"—101": https://www.loc.gov/item/0027938345A-ms/
(accessed on 20.07.2023).

painted in the style of Crimca’s “school.” In what follows, I will first trace
Luke’s career as a calligrapher. | will then argue that Sin. gr. 203 and the
other representatives of the “major revival in the production of deluxe
Greek manuscripts” spearheaded by Luke and Metropolitan Matthew of
Myra (T 1624) mirror the political, economic, and social transformation of
Southeast Europe after the fall of Constantinople in 1453.%2 Luke and his
disciple lakovos produced (at least) three deluxe copies of the Akathistos
Hymn between them. Although these are not the main topic of this chapter, |
will place them in their immediate cultural context.

ms/ (accessed on 20.07.2023). V. Gardthausen dated the manuscript to the sixteenth century:
Catalogus codicum Greaecorum Sinaiticorum, Oxford, 1886, p. 40.

8 For Matthew of Myra, see Lidia Cotovanu’s chapter in this volume, “Les destinataires de
I’ceuvre manuscrite de Matthieu de Myres: nouvelles constatations.” | have evaluated
elsewhere the importance of Sin. gr. 203 for the “Crimca” group of manuscripts: “Un
manuscris necunoscut al ‘scolii Crimca’ pastrat la Sinai,” AP 18, n® 2, 2022, p. 71-92.
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Luke’s Early Manuscripts

Unsurprisingly, the first available mentions of Luke are found in manu-
scripts. In June 1583, the “worthless hieromonk” from Cyprus placed a colo-
phon at the end of a Psalter, introducing himself as its scribe and asking the
reader to pray for him.® Sometime before that, “the deacon Luke the Cypriot”
copied (and probably illustrated with 80 miniatures) two late antique tales, the
Sermon on Joseph the Most Virtuous, attributed to St Ephraim the Syrian, and
the so-called Romance of Joseph and Aseneth.’ Previously, the calligrapher
had been involved in the production of an illuminated manuscript version of
the story of Barlaam and Joasaph in vernacular Greek.™

® Mount Athos — New Skete of the St Paul Monastery (Néa. Zkntn tod Ayiov [Taviov) MS 806:
"Eteheicd0n 10 mapov WyoAthplov did xeipog Epod tod edtedods Aovkd igpopovayov Kvmapiov
Kol ol Gvoyvdokovteg edyeché pot dia tov kouplov Cha’ [7091] ivd. 8", unvi Tovvie . See
E. Kourilas, “KatdAioyog Aytopettik®dv yepoypdowv (IA"),” Ocoloyia 21, n° 4, 1950, p. 522;
G. Vikan, Illustrated Manuscripts of Pseudo-Ephraem’s “Life of Joseph and the ““Romance
of Joseph and Aseneth”, PhD thesis, Princeton University, 1976, unpublished, p. 621. The
indiction does not correspond to the year: L. Politis, “Un copiste éminent du XVII¢ siecle:
Matthieu métropolite de Myra,” in K. Treu (ed.), Studia Codicologica. In Zusammenarbeit mit
Jurgen Dummer, Johannes Irmscher und Franz Paschke, Berlin, 1977, p. 384, n. 1. The author
proposes ivd. 1, umvi Tovvie §”.

0Virginia Beach VA (Greeley Collection) — MS McKell, f. 108" ®&od 10 ddpov kai diakdvov
novog Aovkd Kumpiov tod ypayavtog év nobw. See G. Vikan, Illustrated Manuscripts...,
p- 607, 615, fig. 210; idem, “Byzance aprés Byzance...,” p. 168, 179, n. 4, figs 1, 3, 5, 14,

16, 18, 21, 23. See also J. Pacht, O. P4cht, “An Unknown Cycle of Illustrations of the Life of
Joseph,” CA 7, 1954, p. 35-49.

1 Athens — The Library of the Greek Parliament / BiiA067kn tiig BovAfig tdv EAMjvev MS 11.
See S. P. Lambros, “KoatdAoyog tdv kodikmv tdv &v ABnvaig Bpiodnkdv miny tiig Ebvikilg
A’ Kddikeg tiig BipAobnrne tiic BovAis,” Néog EAinvouviuwv 1, 1904, p. 353 ff.; A. Delatte,
Les manuscrits a miniatures et a ornements des bibliothéques d’Athenes, Liege — Paris, 1926,
p. 106-122 (n° 43), pl. XL-XLVIII. The attribution of the illuminations and captions to Luke
is based on the script and miniature style: G. Vikan, Illustrated Manuscripts..., p. 490-492,
615-616, 620, figs 214, 216-218; idem, “Byzance aprés Byzance...,” p. 170-171, figs 13, 15;
0. Gratziou, “H dwxdounon ota yepodypaea tov Aovkd OvyypoPrayioc, tov Kvumpiov,”
Eretnpic tov Kévipov Emotnuovikav Epevvav Kompov 17, 1987-1988, p. 64-65, fig. 20;
M. Toumpouri, “The Illustration of the Barlaam and Joasaph Romance of the Athens, Library
of the Greek Senate, 11 by the Cypriot Loukas (t 1629),” in E. Antoniou (ed.), Ilpaxtixd.
00 A’ Micbvoic Kompoloyikod Zvvedpiov (Aevkwaia 29 Arpidiov — 3 Moaiov 2008), vol. 3/2,
Nicosia, 2012, p. 927-936. The translator and the main scribe are unknown; the writing has
been dated between the late 16™ and early 17%" centuries: P. Vasileiou, H dnuddne mapaiiayn
700 Bapldau kot lodoag xoza tov kwdike I 104 te Moviig Meyiotng Aadpag: Zvufoin oty
UEAETN TV Iy mapollaydy tov uvbietopriuotog, PhD Thesis, Aristotle University of
Thessaloniki, 2003, unpublished, p. 25-30. I. Pérez Martin states that “Luke was a scriptor
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None of these early codices mention the place of composition. However,
during the reign of Peter “the Earring” (Cercel; r. 1583-1585, T 1590), Luke
emerges in Wallachia as bishop of Buzau. The first surviving document issued
in his own name dates from February 1585, but the prince had already
granted him ecclesiastical authority over his flock and confirmed his right to
collect the ordinary and lucrative tithe on cheese, honey, and wax from the
priests of his district.3

When did Luke arrive in Wallachia? Was it in the late summer of 1583,
when Peter “the Earring” seized power, or was it earlier?'* Did he come
directly from Cyprus after the conquest of the Venetian colony by the Ottomans
(1570-1571), or did he stop first at a monastery on Mount Athos that had ties
with Wallachia (Simonopetra, for example, possessed a metochion in Bucharest
and another one in Buzau)?*® Although no definitive answers can be given,
Luke’s early manuscripts provide a useful set of clues. The first manuscript
(in chronological order) — the tale of the young prince Joasaph’s conversion

of the Vatican between 1585 and 1612”: “Av0 veogAANVIKEG SLOOKEVEG TNG “YOYOPELOVG
totopiag’ tov Baprodp kot Iodoae: Ta yeipdypoapa Boving 11 kot MIET 25,” in P. Agapitos,
M. Pieris (eds), “T’ adoviv keivov wov yAvka Oifdrar.” Exdotikd kot epunvevtird (NTipoto.
S ONUDOOVS EAAVIKNG Aoyoteyviag oto mépaocuo. amo tov Meoaiwve oty Avayévvnon
(1400-1600), Heraklion, 2002, p. 57. This seems quite impossible.

12 Documente privind istoria Romaniei, B, Tara Romdneasca, XVII5 (1581-1590), Bucharest,
1952, n° 193, p. 180-181.

13 1bid., n° 143, p. 135-136, 522 (year missing; since the document was issued by Peter “the
Earring”, the editors dated it to 1583-1585), n° 178, p. 167 (12 July 1584).

14 According to 1. Tonascu, Luke may have settled in Buzau during the first reign of Mihnea
Il — that is, between 1577 and 1583: Mdanastirea Izvorani (Buzdu), ctitoria episcopului Luca
(1583-1604), Buzau, 1936, p. 4. According to G. Cront, Luke came to Wallachia after the
fall of Cyprus in 1571: “Le chypriote Luca, évéque et métropolite en Valachie (1583-1629),”
in Ipoxtica tob A” AieBvode Kompoloyucod Zvvedpiov (Aevkwaoia, 14-19 Arpiriov 1969),
vol. 3/1, Nicosia, 1973, p. 45-47. According to I. lonescu, Peter “the Earring” may have
met Luke in Cyprus during his exile and, appreciating his qualities, may have “facilitated”
his relocation to Wallachia and his election as bishop: “Mitropolitul Luca din Cipru, un
reprezentant al culturii bizantino-cipriote in Tara Romaneasca. Trei sute cincizeci de ani de
la moartea sa: 1629-1979,” Glasul Bisericii 39, n° 1-2, 1980, p. 81. A. Camariano-Cioran
only mentions that Luke was in Wallachia “towards the end of the sixteenth century”:
“Contributions aux relations roumano-chypriotes,” in eadem, Relatii romdno-elene: Studii
istorice si filologice (Secolele XIV-XI1X), ed. L. Rados, Bucharest, 2008, p. 663.

15 For the second option and for Simonopetra’s Wallachian metochia, including I1zvorani monastery,
Luke’s foundation, see P. Zahariuc, “Noi informatii despre manastirea Izvorani (judetul Buzau)
si despre mitropolitul Tarii Romanesti, Luca de Cipru,” RI 21, n® 3-4, 2010, p. 252-253, 260.
Constantinople cannot be excluded as a possible stopover, either: ibid., p. 252.
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to Christianity by the monk Barlaam — is of small size, being intended for
personal use. It is adorned with 23 miniatures on 14 integral folios, which
focus on the spiritual education received by a royal offspring destined to rule
(Fig. 2). The markedly “courtly” character of the pictorial cycle, coupled with
the use of vernacular Greek, suggests a courtly audience, possibly that of the
Wallachian prince Mihnea Il (r. 1577-1583 and 1585-1591, t 1601), son of
Alexander Il Mircea (r. 1568-1577 with a short interruption, T 1577).1

The second, also non-liturgical, manuscript, which depicts the story of the
biblical patriarch Joseph and his marriage with Aseneth, the daughter of an
Egyptian priest, also seems to point towards the family that ruled Wallachia
in the early 1580s. The extensive iconographical cycle indicates a wealthy
non-clerical patron and pays considerable attention to royal depictions
(Fig. 3). Furthermore, both Mihnea and his father share striking similarities
with the fictional hero: the experience of exile (Joseph and Alexander), the
protection of a non-Christian sovereign (the pharaoh and the Ottoman sultan,
respectively), and the brutal separation from the father (Joseph, Alexander,
and Mihnea).'’

Was the “Joseph and Aseneth” manuscript a wedding gift for Mihnea?'®
The prince married “the daughter of a local boyar” in June 1582.%° Although
the choice puzzled his aunt, it was a strategic decision that sealed his alliance
with one of the leading families in the Buzau region.? The bride, Neaga —
Ndy or Ndyoa, as her mother-in-law writes in her letters?® — was the daugh-
ter of Vlaicu, a clucer from Cislau, and the niece of Rada, the spouse of the

16 M. Toumpouri, “The Illustration of the Barlaam and Joasaph...,” p. 933-934.

17 G. Vikan, “Byzance aprés Byzance...,” p. 172-174. Another indication of a princely patron
could be the (later) addition, at the end of the codex, of an Italian translation of the 1535
“Capitulations” between the French king Frangois I and the Ottoman sultan Siileyman “the
Lawgiver”: ibid., p. 537.

18 1dem, Illustrated Manuscripts..., p. 494; idem, “Byzance apres Byzance...,” p. 174.

¥ Tod tomov apywvromovia: N. Torga, “Contributiuni la istoria Munteniei in a doua jumatate
a secolului XVI-lea,” AARMSI, 2" series, 18, 1895-1896, p. 35-36; E. de Hurmuzaki,
Documente privitoare la istoria roméanilor, vol. 14/1, ed. N. lorga, Bucharest, 1915,
n° CXXXYV, p. 60-62.

2 M. Coman, Putere si teritoriu: Tara Romdneasca medievala (secolele XIV-XVI), Tasi, 2013,
p. 111-119.

2 C. Erbiceanu, N. Torga, “Scrisori ale unei familii domnesti din Muntenia si Moldova in veacul
al XVI-lea,” Arhiva Societatii stiintifice si literare din lasi 6, n° 3-4, 1895, p. 124; N. lorga,
“Contributiuni...,” p. 57-58; E. de Hurmuzaki, Documente..., vol. 14/1, n° CXLIII, p. 77-78.
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Fig. 2. Barlaam and Joasaph. Athens, Fig. 3. Romance of Joseph and
Library of the Greek Parliament MS 11, Aseneth. Virginia Beach, VA (Greeley
f. 244", the martyrdom of the monks. Collection) MS McKcell, f. 5Y, Jacob
Courtesy of the Library of the Greek blesses Joseph, surrounded by the

Parliament. brethren. Apud J. Pacht, O. P4cht,

“An Unknown Cycle...,” pl. XII/1.

Wallachian prince Vlad Vintila (r. 1532-1535, 1 1535).22 Luke may have
wanted to ingratiate himself with those who controlled the area if he had al-
ready moved or was considering moving there.

Alexander and his son Mihnea do fit the profile of an ideal reader/artistic
patron. Born in Constantinople in 1565, Mihnea spoke and wrote Greek,
as attested by his correspondence with his aunt, with his son and with the
future patriarch of Alexandria Meletios Pigas.?® His father, Alexander,

2 C. Anton-Manea, “Din nou despre Doamna Neaga si famila ei: Genealogia unei familii
de boieri buzoieni, secolele XIV-XVIL,” in T. Teoteoi, B. Murgescu, S. Solcan (eds),
Fatetele istoriei: Existente, identitafi, dinamici. Omagiu academicianului Stefan Stefanescu,
Bucharest, 2000, p. 67-77.

B E Legrand, Lettres de Mélétius Pigas antérieures & sa promotion au Patriarcat, Paris,
1902, p. 106-107 (n°. 80); N. Torga, “Contributiuni...,” p. 63-65, 102-106; E. de Hurmuzaki,
Documente..., vol. 14/1 n° CXLII, p. 76-77, n° CXLV, p. 79-80, n° CLXXI, p. 95-96,
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“embellished” and donated several deluxe Byzantine manuscripts, such as the
twelfth-century lectionary Sin. gr. 208, to prestigious monasteries. Alexander
also commissioned an illustrated Church Slavonic manuscript containing the
Gospels — the magnificent Sucevita 23.%

However, there is no explicit connection between Luke’s first two
surviving codices and Wallachia. According to Gary Vikan, the “Joseph
and Aseneth” manuscript bears the autograph signature of Mihnea’s son
and Alexander’s grandson, prince Radu Mihnea (r. 1601-1602, 1611—
1616, 1620-1623, in Wallachia, and 1616-1619, 1623-1626, in Moldavia,
T 1626), which would have been copied on the same page at a later date.®
Unfortunately, the hypothesis is infirmed by a closer examination of the
handwritings: both signatures are copies, and neither belongs to Radu
Mihnea. The “autograph” seems to be a far-from-perfect imitation of the
signature of the Moldavian prince Vasile Lupu (r. 1634-1653, t 1661),
while its alleged “naive copy” actually imitates the signature of Vasile’s
son, Stefanitd (r. 1659—-1661, T 1661). It is impossible to know who did
the imitation and when. It may have happened in Constantinople. Both
the Sermon on Joseph the Most Virtuous and the Romance of Joseph
and Aseneth eventually found their way into the library of the Phanariot
bibliophile Nikolaos Karatzas. The former codex had also belonged
to the late seventeenth-century Constantinopolitan protokanonarchos
Andronikos (Rhangavis), while the latter had counted among its owners the
Constantinopolitan archon Dimitraki Gouliano.? These owners had access

n° CLXXXIII, p. 101-102, n° CLXXXV-CLXXXVI, 102-103. Mihnea Il converted to Islam,
but we do not know whether he spoke Ottoman Turkish: N. Banescu, “Opt scrisori turcesti
ale lui Mihnea Il “Turcitul’,” AARMSI, 3 series, 6, 1927, p. 177-191. The prince’s mother
and regent, Catherine Salvaresso, a member of Perot family, originally from Chios, was also
fluent in Italian: see D. Caciur, “Purtatorii de scrisori: Agentii corespondentei dintre doamna
Ecaterina Salvaresso si Maria Valarga Adorno,” SMIM 40, 2022, p. 165-204.

2 M. Beza, Urme romdnesti in Rasaritul ortodox, Bucharest, 1937, p. 103-105, 107; G. Popescu-
Vélcea, Un manuscris al voievodului Alexandru al ll-lea, Bucharest, 1984; K. Weitzmann,
G. P. Galavaris, The Monastery of Saint Catherine at Mount Sinai. The Illuminated Greek
Manuscripts, vol. 1: From the Ninth to the Twelfth Century, Princeton, 1990, p. 166-170
(e 61), figs 645-651.

% MS McKell, f. 59¥; G. Vikan, Illustrated Manuscripts..., p. 494-495, 607, fig. 219; idem,
“Byzance aprés Byzance...,” p. 173, 182, n. 59, fig. 16.

% G. K. Papazoglou, O idyiogc @avopidrtng Nikélaog Kapozlas wor n Bifliobikn twv
XEWPOYPAPwV Kwdixwv tov (1705 ¢i.~1787), vol. 2: H fifriobikn v yeipoypldpwv kmdikwv
zov, Thessaloniki, 2019, p. 182-184 (n° 10), 305-306 (n° 27). For the Gouliano family and
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to the library of the Metochion of the Holy Sepulchre, which contained
a large number of Moldavian documents, many of them issued by Vasile
and Stefanitda Lupu.?” Be that as it may, there is no direct proof that Radu
Mihnea received the Romance of Joseph and Aseneth from his father,
inherited it, or acquired it after he started to rule. In fact, the codex may
have been a gift from the deacon Luke of Cyprus to Mihnea’s arch-rival —
the polyglot, knowledgeable, and charismatic Peter “the Earring”? — or to
someone else. We have only partial evidence and can only speculate.

The Gift of God

We do know that the Cyprus-born Luke was a “good and pious man”,
had “by nature a heart free from sorrow”, was “reared from childhood in the
solitary way of life”, and was “highly trained in calligraphy.” The testimony
of Metropolitan Matthew of Myra, a fellow calligrapher, is beyond doubt.?
Metropolitan Anthimos of Adrianople also praised Luke’s calligraphic skills:
“He has surpassed, in our times, all others in the art of calligraphy.”*® But
where did he acquire these skills? Wallachia is not an option: there were no
centres of Greek manuscript production in the second half of the sixteenth
century. Mount Athos is not an option either: the Athonite manuscripts of

their Wallachian ties, see L. Cotovanu, “Les livres grecs anciens de la Métropole de Moldavie
et de Bucovine conservés dans la bibliothéque ‘Dumitru Staniloae’ de Iasi,” Museikon 6,
2022, p. 229-230, 252, n. 14.

21 P, Mihailovici, “Documente moldovenesti gasite la Constantinopol <1462-1755>," Cercetari
istorice 8-9, n° 3, 1932-1933, n° 24-28, p. 36-45 (Vasile Lupu), n° 32, 51-54 (Stefanita
Lupu). See also C. Velichi, “Documente moldovenesti (1607-1673) din arhiva Metohului
Sf. Mormént din Constantinopol,” Buletinul Institutului romdn din Sofia 1, n° 1, 1941,
p. 211-258, and n° 2, 1941, p. 493-556.

2 G. Vikan, Hllustrated Manuscripts..., p. 536, n. 49. The McKell MS was produced before June
1583; Peter “the Earring” may have met Luke in Cyprus (ante 1579) or Constantinople (May
1581 — June 1583).

2 Avip ayabog kol motdg, kapdiov GAvmov €k pvoems Exmv, €€ dmaldv Oviymv T Lovadiky)
mohteig Evtedpappévog kol Grkpmg TNV KaAAypo@ikny €noknuévog, Ekov aro Kompov 1o
vévog: N. lorga, “Manuscripte din biblioteci straine relative la istoria romanilor. Al doilea
memoriu,” AARMSI, 2" series, 21, 1899, p. 13.

3 Ev 10ig k0’ Mudg kopoig Tovg Aouodg vrepPaivovtog i karlkypapig: Mount Athos —
Lavra Q 140 (Lectionary); L. Politis, “Un copiste...,” p. 384; idem, “Persistances byzantines
dans I’écriture liturgique du XVII¢ siecle,” in La paléographie grecque et byzantine, Paris,
21-25 octobre 1974, Paris, 1977, p. 376.
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the time were austere.® Judging by the handwriting — round, elegant, and
large-lettered, reserved at first, then bold and extraordinarily brilliant® —,
Luke may have been trained in a Cypriote scriptorium.® Starting in the 1530s,
the monk and future hegumen Ambrosios of the monastery t@v Avdpeiov
in Nicosia imitated the fourteenth- / early fifteenth-century “liturgical” style
practised at the Constantinopolitan monastery of the Mother of God “who
points the way”, also known as t@v Odnydv.** Inspired by St Paul’s Epistle
to the Ephesians — “for by grace you have been saved through faith, and this
is not from yourselves, it is the gift of God” (Eph. 2:8; my emphasis) —, the
formula used by Luke to sign his first signed manuscript had been used by
Ambrosios and by the t@v Odnydv scribes: O@god 10 ddpov, kai [name] wévog
(The gift of God and the labour of [name]).

This does not automatically make Luke a late representative of the late
Palaiologan style. His script may have been related to another type of liturgical
minuscule used by Theodoros Hagiopetritis, a late thirteenth-century copyist
from Thessaloniki.*® Nonetheless, it explains the “westernized”, “Italianized”
aesthetic of the early miniatures, given that until the Ottoman conquest in

% Idem, “Ayiopeiteg Biproypapol tod 160v aidva,” in idem, Paléographie et littérature
byzantine et néo-grecque. Recueil d’études, London, 1975, n° VII, p. 355-384; idem, “Eine
Schreiberschule im Kloster t@v ‘Odnydv,” ibid., n° VI, p. 281-282; idem, “Persistances
byzantines...,” p. 373; idem, “Un centre de calligraphie dans les principautés danubiennes
au XVI¢ siecle: Lucas Buzau et son cercle,” in X® Congrés international des bibliophiles,
Athénes, 30 septembre — 6 octobre 1977, Athens, 1979, p. 3; G. P. Galavaris, “Production
and Circulation of Hluminated Manuscripts on Mount Athos,” in idem (ed.), Athos, la Sainte
Montagne. Tradition et renouveau dans I’art, Athens, 2007, p. 23-25.

%21 . Politis, “Persistances byzantines...,” p. 373; idem, “Un centre de calligraphie...,” p. 3;
G. Vikan, “Walters Lectionary...,” p. 188.

3 |dem, “Byzance apres Byzance...,” p. 177-178; idem, “Walters Lectionary...,” p. 188-189;
M.-D. Zoumbouli, Luc de Buzau..., p. 39, 52-53; C. N. Constantinides, “Scriptoria in
Sixteenth-Century Cyprus,” in S. Patoura (ed.), H eAdnvixij ypapii kazd tovg 150 koi 160
aidveg, Athens, 2000, p. 267-268, 273. For the sixteenth-century Cypriot scribes, see
C. N. Constantinides, R. Browning, Dated Greek Manuscripts from Cyprus to the Year 1570,
Washington, DC — Nicosia, 1993, p. 246-249, pl. 98, 196b (Neophytos), p. 274-278, 293-295,
315-317, 323-325, pl. 136, 216-218 (Ambrosios).

% For the “Hodegon style,” see Guoda Gediminskaité’s chapter in the first volume of this book,
“Manufacturing Illuminated Akathistos Manuscripts in Late Byzantine Constantinople: The
History and Compositional Processes of Sinod. gr. 429.”

% In a study of the t@v ‘Odnydv scribal school, L. Politis, “Eine Schreiberschule...,” p. 282-
283, wondered whether Luke’s liturgical script emerged from the Hodegon one. In a later
study, however, he argued for another script, such as the one of Hagiopetrites: “Persistances
byzantines...,” p. 373. According to G. Vikan, “Byzance aprés Byzance...,” p. 168, several
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1571, Cyprus belonged to the Venetian empire.*® Consequently, Luke’s script
advocates a Cypriot origin of both “Joseph and Aseneth” and “Barlaam and
Joasaph.” It also strengthens the case for a later departure of the scribe from
the island than usually accepted.

To prevent hypotheses from spiralling, one must focus on the calligrapher’s
works. In the colophon of Luke’s first dated manuscript — the 1583 Psalter —
the copyist presents himself as a hieromonk, declares that he is from Cyprus,
and states that he completed the codex in June. No indication is provided
about the monastery at which he took the monastic vows, the place of his or-
dination to the priesthood, or the item’s place of production. Five years later,
in 1588, during the reign of Mihnea I, Luke copies a miscellany containing
liturgical offices and the hymns of the Octoechos and signs it as “the humble
and insignificant bishop of Buzau Luke the Cypriot”.*" In 1591, during the
reign of prince Stephen “the Deaf” (Stefan Surdul; r. 1591-1592, 1 1595), the
bishop copies the Akathistos Hymn.

These manuscripts mark a departure from the earlier ones in terms of
both content and miniature style. The copyist switches from non-liturgical
to liturgical subjects. The shift would become permanent. Moreover, he
abandons the figural miniatures in “Italo- or Franco-Byzantine style” in favour
of a non-narrative, ornamental decorative programme.*

of Luke’s manuscripts “show remarkable parallels with Hodegon school products”. See also
M.-D. Zoumbouli, Luc de Buzau..., p. 39-60.

% G. Vikan, lllustrated Manuscripts..., p. 520, 525; idem, “Walters Lectionary...,” p. 189.

3" Mount Athos — Dionysiou MS 429: Eteleid0n 1} mapodoa dEXTo¢ S10 xe1pOg 10D Tamevod Kol
Elaylotov Emokdmov Mmoléov Aovkd tod Kumpiov v Nuépaig 1od gvoePeatdton ovbevtog
Nudv Todvvov Miyve Boefovoa. Ev et ,Lhg” [7096 = 1588] ivductidvog o unvi Maptio k.
See S. P. Lambros, Catalogue of the Greek Manuscripts on Mount Athos, vol. 1, Cambridge,
1895, p. 424 (n° 3963); E. de Hurmuzaki, Documente..., vol. 14/1 n° DCLXXXVII, p. 719;
G. Vikan, lllustrated Manuscripts..., p. 621-622; L. Politis, “Un copiste...,” p. 376, 385, 389,
fig. 6; O. Gratziou, Die dekorierten Handschriften des Schreibers Matthaios von Myra (1594—
1624). Untersuchungen zur griechischen Buchmalerei um 1600, Athens, 1982, p. 24-25, 148
(n° 6), fig. 18; M.-D. Zoumbouli, Luc de Buzau..., p. 193-196.

% Mount Athos — Iviron MS 1600: "Eypden 6 mapmdv dkddictog Buvog Tiig vmepayiog Hov
Beotokov, &v 11 émokoni] [Toléov, &v Muépaig tod gdoevestdTov aVeVTOg Twdvvou
Ytepdvov Poefovda. 'Ev £rer Tn,0° [7099 = 1591]. See G. Galavaris, Holy Monastery of
Iveron. The llluminated Manuscripts, transl. by G. Cox, Mount Athos, 2000, p. 97, 100; idem,
“Production and Circulation...,” p. 26, 38, fig. 15.

% G. Vikan, lllustrated Manuscripts..., p. 489, 492, 523-526; idem, “Byzance aprés Byzance...,”
p. 169, 177.
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Fig. 4. Akathistos Hymn. Mount Athos, lviron

1600, detail, beginning of the Akathistos
Hymn. Courtesy of Holy Iviron Monastery.

The 1591 Akathistos Hymn is the
most illustrative of the change. It is
not a codex but an outstanding illumi-
nated roll 640 cm long and 21.40 cm
wide. It contains 24 miniated initial
letters (of each of the stanzas) and five
geometrical headpieces (Figs 4-6).
Judging by its form, it was neither for
private devotional practices nor for
frequent use. It was intended for the
Saturday of the fifth week of Great
Lent, when the Akathistos Hymn ded-
icated to the Mother of God was sung
in all churches and monasteries. Luke
had turned from an *“accidental” illu-
minator into a “professional’” scribe.*
He was no longer a wandering monk,
either: the Cyprus-born son of loannis

Ovipiu OLAR

Fig. 5. Akathistos Hymn. Mount
Athos, Iviron 1600, detail, initial
T for prooimion. Courtesy of Holy
Iviron Monastery.

Fig. 6. Akathistos Hymn. Mount Athos,
Iviron 1600, detail, colophon. Courtesy of
Holy Iviron Monastery.

Q. Gratziou, “Enoyyelpoties ypopeic Kot mepiotactokol ikpoypaeot katd to 160 ardva,” in
S. Patoura (ed.), H eAdnviii ypopi..., p. 465-475.
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and Marietta, attested as deacon around 1580 and as hieromonk in June 1583,
had become a respected Wallachian bishop.*

During Luke’s tenure as bishop, his production of high-quality Greek
liturgical manuscripts — mainly copies of the Divine Liturgies — flourished.*
The persons, churches, or monasteries receiving the items remain unknown.
Nevertheless, the numbers are telling: beautifully written and illuminated,
these codices became precious commodities. In 1597, during an official
diplomatic mission to Muscovy undertaken on behalf of the Wallachian prince
Michael “the Brave” (Mihai Viteazul; r. 1593-1601, t 1601), Luke brought
with him a monumental Gospel lectionary that he had finished in June 1594.%

41 The names of his parents are mentioned in a manuscript of the Divine Liturgy: Athens — EBE
MS 836, f. 27" (Mvnobntt Kopie tov dovhov cov Aovkd Gpylepime, Kol TV YEVWNTOp@V
ovtod), 58 (Mvnodntt Kopie 1dv dovdwv cov Aovkd dpylepéwc, Todvvov kai Mapyéttog).
See L. Politis, “Un centre de calligraphie...,” p. 4; O. Gratziou, “H Swxdécunon...,” p. 60,
n. 17; M.-D. Zoublouli, Luc de Buzau..., p. 66, 72-74, figs 36-37.

2 Undated manuscripts signed by Luke as bishop: Mount Athos — Lavra H 148 (Etgheidn

N moapodco 6€Atog S XepoOg Euod Tod evtelovg €miokomov [Toléov Aovkd 10 Yévog

Kbmpiog kai oi avaywvdokovteg ebyeobai pot dia tov Koprov) [Divine Liturgies; Spyridon

and S. Eustratiades, Catalogue of the Greek Manuscripts in the Library of the Laura on

Mount Athos, with Notices from other Libraries, Cambridge — Paris — London, 1925, p. 122

(n° 803)]; Meteora — Varlaam Monastery 78, f. 36" (Mviiontt Kbpie g yoyilg tod dovAov

o0V, Aovkd apylepimg), 102" (T O(g0)d 10 ddpov, (Kai) Emckomov movos Aovkd 6 Kumpiov

g, (kai) Tod [ToLéov) [Divine Liturgies; N. A. Veis, Ta yeipdypogpo tév Metedpwv. Kardloyog

TEPLYPOPIKOS TV YEPOYPAPDV KWOIKWDV TAV GTOKEWEVWV €IS TOS HoVaS TV Metewpwv,

vol. 2: Ta yeipoypoga tiic Movijc Bopladu, Athens, 1984, p. 86-87, figs XII-XIV, p. 83-85;

D. Z. Sophianos, G. Galavaris, Ta eikovoypapnuéva yewpoypogo. td>v Movav tév Metewpwv,

vol. 1, Athens, 2007, p. 238-243 (n° 52), vol. 2, pl. 45-46, p. 214-216, figs 269-272]. In several

manuscripts, Luke “the archpriest” (i.e. most probably bishop) asks the lord to remember his
soul (MvieOnti, Kopie, 1od doviov cov Aovkd apylepéms), but no date is provided: Athens

— EBE MS 755 [Divine Liturgies, once in the library of Dousikou Monastery; O. Gratziou,

“H dwoukocunon...,” p. 58-60, figs 1, 5]; Mega Spilaion 213; Ikaria — Agios Kirykos Lyceum

3 [M.-D. Zoumbouli, Luc de Buzau..., p. 67-72, 187, 198, figs 27-28].

Baltimore — Walters Art Gallery W535, f. 422" "Eteleid0n 10 mapov Bgiov (koi) iepov dytov

evaryyéMov it xepog ELod Tod Tamewod (Koi) evteAOVg Emokdmov Mmovléov Aovkd Tod

Kvumpiov év Muépaig t0d evoefeotdrov avbevtog Mudv To(dvvov) Mnyomk Boefovi(a),

gtel ano g évodpkov oikovopiog tod K(vpioyp Mudv I(Moo)d X(poto)d ADUA®,

v(dwnid)vog Z, punvi Tovvig AY, quépa I'M. O avaywvaookovteg ebyesde pot S tov K(Hvpro)v.

See G. R. Parpulov, “A Catalogue of the Greek Manuscripts of the Walters Art Museum,”

Journal of the Walters Art Museum 62, 2004, p. 132-140, https://www.thedigitalwalters.org/

Data/WaltersManuscripts/html/W535/description.html (accessed on 20.07.2023). See also

G. Vikan, “Walters Lectionary W.535...””; L. I. Antonova, “Eanrenue ampakoc 1594-1596

ronoB Jlyku Kumpckoro usz By3ay,” in Heuszsecmuvie npoussedenus. Hoevie omxpvimusi.

~
w



78 Ovipiu OLAR

Fig. 7. Gospel lectionary. Baltimore, Fig. 8. Gospel lectionary. Baltimore,
Walters Art Gallery W535, f. 8¥, John the ~ Walters Art Gallery W535, f. 9", beginning
Evangelist receives divine inspiration of the Gospel according to John and
and dictates his Gospel to his disciple, to the right Christ’s Resurrection and
Prochoros: https://www.thedigitalwalters. St John the Baptist preaching: https:/
org/Data/WaltersManuscripts/html/ www.thedigitalwalters.org/Data/
W535/description.html WaltersManuscripts/html/W535/
(accessed on 20.07.2023). description.html (accessed on 20.07.2023).

Embellished by Muscovite illuminators, the manuscript was subsequently
dedicated in the Holy Land* (Figs 7 and 8). Furthermore, the script itself
became fashionable. The acts of the 1593 Constantinopolitan synod, which

Cohopruk nayunvlx cmameil K 1obunero Myses umenu Anopes Pyonésa, Moscow, 2017,
p. 336-361.

4 G. Vikan, “Walters Lectionary W.535...,” p. 199 (“probably to the Monastery of St Saba”),
206, n. 5. For Luke’s mission, see P. P. Panaitescu, Mihai Viteazul, ed. C. A. Bobicescu,
Bucharest, 2002, p. 199-200; A. Grecu [P. P. Panaitescu], “Mihai Viteazul si Rusia:
O scrisoare inedita,” Studii. Revista de istorie 1, n° 4, 1948, p. 142-148. G. Cront’s study
does not bring new ideas to the discussion: “Episcopul Luca al Buzaului sol diplomatic al
lui Mihai Viteazul,” Apulum 12, 1974, p. 711-714 (also published in Mitropolia Olteniei
27, n°5-6, 1975, p. 357-363).
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elevated the See of Moscow to the rank of Patriarchate, may have been written
by Luke or one of his disciples.”® The calligraphic work of the hieromonk
Matthew of Pogoniani — the future metropolitan of Myra —, who had met Luke
in Moscow, was influenced by the bishop’s style.*®

Several manuscripts attest to the connection between the two calligraphers.
The liturgical miscellany copied by Luke in 1588 presents some additions by
Matthew.*” A copy of the Divine Liturgies of SS John Chrysostom and Basil
offered by Luke to his “brother in Christ” Matthew (probably) in 1599 is
expanded by the recipient, who adds the Liturgy of the presanctified gifts.*®

These codices also showcase ties with two important Greek prelates
and scribes acquainted with Luke in Moscow, namely Arsenios, archbishop
of Elassona (T 1626), and the hieromonk Hierotheos Koukouzelis from
Cyprus, disciple of Luke and future hegumen of Stavronikita monastery on
Mount Athos (fl. 1588-1626). For example, Arsenios inserts two prayers of
intercession in the Divine Liturgies copied by Luke and expanded by Matthew,
while Hierotheos buys the 1588 liturgical miscellany in 1595 and adds several
prayers and hymns.*°

4 M.-D. Zoumbouli, Luc de Buzau..., p. 76-79. For the document, see B. L. Fonkitch, “U13
HCTOpHH yupexeHus narpuapiiectsa B Poccnu. CoGopusie rpamotsr 1590 u 1593 rr,” in
idem, I peueckue pyxonucu u ooxymenmoi ¢ Poccuu ¢ XIV — navane XVIII 6., Moscow, 2003,
p. 377-384 (n° XXVI); idem, “Axr KorcrantiuHOMoIbCKOro cobopa 1593 1. 06 ocHOBaHMH
MockoBckoro narpuapxara,” ibid., p. 385-399 (n° XXVII).

4% L. Politis, “Eine Schreiberschule...,” p. 283; idem, “Un copiste...,” p. 386-387; idem,
“Persistances byzantines...,” p. 374-375; idem, “Un centre de calligraphie...,” p. 7;
O. Gratziou, Die dekorierten Handschriften..., p. 29-31.

4" Mount Athos — Dionysiou MS 429. See L. Politis, “Un copiste...,” p. 385-386, fig. 9; idem,
“Persistances byzantines...,” p. 374; O. Gratziou, Die dekorierten Handschriften..., p. 24-25,
148 (n° 6).

48 Mount Athos — Panteleimon MS 426, f. 99" CEteleidOnoav ai mapodoor Beion Aettovpyion
S0, ep0g €Uod 10D Tamevod Kol e0TEAOVS EmokOTOL MToléov Kai ebyeotal ot i TOV
Kvpov), 100" (Tavtoig 1 Oeiong kol iepoic Aettovpyiaig vapyovv tod &v X(pot)®d pot
adehpod kupiov iepopoviyov Tod Matbaiov, kai €1 Tig BovAin0el dpat avtag €€ avTod Ympig
oLYYVOUNY, E6TO AQOPLGL(EV)0g Kal Katnpa(€v)og 1’ pod tod Aovkd apyepémg), 120
(Xelp MatBaiov povayod kai mpecPutépov t0d €k Ioyoviavig). See L. Politis, “Eine
Schreiberschule...,” p. 283, n. 121, fig. 31; idem, “Un copiste...,” p. 376, 385, fig. 6; idem,
“Persistances byzantines...,” p. 374, fig. 9; idem, “Un centre de calligraphie...,” p. 6-7;
O. Gratziou, Die dekorierten Handschriften..., p. 42-43, 52-53, 153 (n° 13), figs 61-63;
eadem, “H diakécunon...,” p. 66-67, fig. 22; M.-D. Zoumbouli, Luc de Buzau..., p. 85-88,
189-190.

49 L. Politis, “Un copiste...,” p. 385-386; idem, “Persistances byzantines...,” p. 373-374;
idem, “Un centre de calligraphie...,” p. 4-6. O. Gratziou, Die dekorierten Handschriften...,
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The Wallachian Greek Script

In 1603, Luke became metropolitan of Wallachia.>® His election, coupled
with the rise to power of Radu Mihnea, a Grecophone prince who surrounded
himself with Grecophones, boosted the production of deluxe Greek liturgi-
cal codices. No longer a “wandering scribe,” Matthew of Myra relocated to
Wallachia and became hegumen of Dealu Monastery.>* Several other scribes
around Luke flourished. In November 1616, the metropolitan offered a Book
of Hours to the hieromonk Anthimos of loannina, his spiritual “son and be-
loved disciple.”? In 1623, Luke gave a copy of the Divine Liturgies to his
“master,” the hieromonk Iakovos of Simonopetra. A future bishop, first of
Sidi, then of Ganou and Chora, lakovos considered himself Luke’s disciple.>
Wallachia had become a leading centre of Greek manuscript production.

p. 153, does not believe that Arsenios of Panteleimon MS 426 is Arsenios of Elassona.
For the latter, see P. A. Dimitrakopoulos, Apoévioc Elacaoévog (1550-1626): Biog, épyo,
amopvnpovebpoto. Zoufolij ot uelétn twv uetafolovivady loyiwv e Avaroiig, Athens,
20072 For Hierotheos, see C. Patrinelis, A. Karakatsani, M. Theochari (eds), Movy
Zravpoviknta. lotopio, Eikoveg, Xpvooxevtijuazo / Stavronikita Monastery. History, Icons,
Embroideries, Athens, 1974, p. 34-36; M.-D. Zoumbouli, Luc de Buzau..., p. 116-120,
figs 64-67.

% N. lorga, “Un antimis al mitropolitului Luca (1604),” BOR 53, n° 9-10, 1935, p. 484-487;
N. Serbanescu, “Mitropolitii Ungrovlahiei,” BOR 77, n° 7-10, 1959, p. 768-772. T. Dinu’s
study “H moAtiko-Simhopatikn dpaotnpomro tov Aovkd tov Kvmpiov, untpomokitn g
OvyypoPrayiog (1603—1629),” in E. Antoniou (ed.), [lpaxtixd tov A" AieOvoidc Kvmpol.oyikod
2ovedpiov (Aevkwaia, 29 Arpiliov — 3 Maiov 2008), vol. 3, Nicosia, 2012, p. 471-480, brings
nothing new to the discussion.

51 “Wanderschreiber”: O. Gratziou, Die dekorierten Handschriften..., p. 103-104. See also
L. Cotovanu’s chapter in this volume.

2 Meteora — Transfiguration Monastery (Metamorphoseos) 645y [one detached folio]: T To
POV APOAGYIOV EYPAQN Ol XEPOG EHoD ToD Tamewvod p(nt)pomoritov Ovykpofroyi(ag)
A(ov)Kk(@) Kol evepyYeET® OOTO TA EUd VIO Kol GIATAT® pov podnti kvpio AvOipe t®
iepopovaym év €ter Lpre” [7125 = 1616] ivdwktidvog te’, Noeuppiov 8°. See N. A. Veis,
Koazdloyog meprypopikog t@dv yeipoypopmv Kwoikwv TV GTOKEUEVOY EIC TOG HOVOS TAV
Mezeapav, vol. 1. To yepdypagpa tijic Movijc Metapoppacews, Athens, 1967, p. 698,
fig. LXXIL

%3 St Petershurg — Russian Archaeological Institute of Constantinople / Pycckuii apxeoio-
rudeckuii MHCTUTYT B Koncrantunomone (PAUK) 189, f. 917 At 7 Oeio Aettovpyia,
Eypaon, o xepog €nod tod tamewvod Ovykpofroyi(ag), Aov(kd), Tod Kumpiov: w(at)
Enedmin, k(ai) £dwpnon, 1@ mavocot(d)t(w) k(ai) meprdOnTd pot ddackir® Kvp(im)
Kup(i®) TokdOP @ povokeT(d)T(®), £v i Yepl avtod, yapty edAoyi(ag). See S. N. Kadas,
To. droxoounuéva yepoypopa..., p. 89-97, figs 79-104. Iakovos completed the manuscript
in 1630.
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Several items have been irrecoverably lost.>* Many of the surviving
items cannot be dated or can only be dated tentatively.® For example, the
magnificent Akathistos Hymn of the Princeton University Library — 25 full-
page miniatures, one for the prooimion and 24 for the hymn’s stanzas, each
with its corresponding text by the hand of Luke on the recto (Figs 9-12) — may
have been offered to the Wallachian prince on the occasion of the consecration
of Radu Voda Monastery in 1614.% However, there is no colophon and no

® MS Mega Spilaion 213 [Divine Liturgies; N. A. Veis, “Katdloyog t@v EAANVIK®V
YXEWPOYPAP®V K®dikmV Th¢ v [Tehomovviiom Movilg Tod Meydiov Zaniaiov (B),” Eretnpic
00 Meoouwvikod Apyeiov 7, 1957, p. 22, n° 213]; MS Simonopetra 140 (lost in a fire)
[S. N. Kadas, Ta diaxoounuévo. yepdypagpo..., p. 145-146]. A manuscript of the Gospels, a gift
to the Wallachian prince dated 1609, is now lost, but the colophon was copied by the Phanariot
bibliophile Nikolaos Karatzas; see G. Vikan, Illustrated Manuscripts..., p. 608, 615-616, 624,
629-630 (Vikan confuses prince Radu Serban with Radu Mihnea); G. K. Papazoglou, O 1éyio¢
Davapiirng Nikolaog Kaparlag..., vol. 2, p. 305-306 (n° 27).

% A Psalter was copied while Luke was a metropolitan, but we cannot tell when exactly: Athens
— Byzantine & Christian Museum / Bulavtivé & Xpiotiavikdé Moveeio 203, f. 186" Téhog kai
@ Oed 56&a Aovkd OvykpoPrayiog o yphyag [L. Politis, “Un centre de calligraphie...,” p. 4;
0. Gratziou, “H dwidéounon...,” p. 62-63, n. 31]. The same is true for Panteleimon MS 428,
copied by Matthew of Myra in 1611 and completed by Luke [Divine Liturgies; L. Politis, “Un
copiste...,” p. 375-376; O. Gratziou, Die dekorierten Handschriften..., p. 66-67, 160-161 (n° 28),
fig. 107]. Several manuscripts have been ascribed to Luke based on script only: Meteora —
Transfiguration Monastery (Metamorphoseos) 624 [Divine Liturgy; N. A. Veis, Ta yeipdypagpo.
@V Metedpawv..., vol. 2, p. 693, fig. LXXI (not attributed to Luke); M.-D. Zoumbouli,
Luc de Buzau..., p. 67 (attributed to Luke)]; Mount Athos — Iviron 1396 (117) [Psalms and
Hymns; P. Sotiroudis, Tepa Movy Ifipwv — Katdloyog éldnvikdv yewpoypapwv, vol. 11:
1387—-1568, Mount Athos, 2007, p. 13-15, figs 199-200 (attributed to Luke); S. M. Pelekanidis,
P. K. Christou, C. Mavropoulou-Tsioumi, S. N. Kadas (eds), Oi Onoavpoi tod Ayiov ‘Opovg.
Eixovoypagpiéva yeipdypago. Hapaotdoels, énititla, apyika ypdupozo, Vol. 2: M. IBipwv,
M. Ayiov Tlavrelequovos, M. Eopiyuévon, M. Xidovdopiov, Athens, 1975, p. 331 (n° 117p),
figs 154-155; M.-D. Zoumbouli, Luc de Buzau..., p. 67; G. Galavaris, Holy Monastery of
Iveron..., p. 101, figs 79-80 (attributed to Anthimos of loannina)].

% Princeton — Garrett MS 13, f. 1-25 (15.5 x 10.5 cm and 10 x 8 cm). Luke’s Akathistos Hymn
is bound together with an Office of the Akathistos Hymn copied by Matthew of Myra (f. 27-89)
and with a third part by the hand of yet another scribe (f. 90-102): https://catalog.princeton.
edu/catalog/99108926643506421 (accessed on 20.07.2023). For details, see G. Vikan (ed.),
Illuminated Greek Manuscripts from American Collections: An Exhibition in Honor of Kurt
Weitzmann, Princeton, 1973, p. 211-214 (n° 63), figs 113-114; idem, Illustrated Manuscripts...,
p. 532-533, n. 28, p. 624-625; O. Gratziou, Die dekorierten Handschriften..., p. 76-77, 164-
165 (n° 38), figs 128, 130-131; M. A. Vardavaki, Oi uixpoypopicc 100 AxdBOiotov orov kddika.
Garrett 13, Princeton, Athens, 1992; S. Kotzabassi, N. Patterson Sev&enko, with the collab.
of D. C. Skemer, Greek Manuscripts at Princeton, Sixth to Nineteenth Century: A Descriptive
Catalogue, Princeton NJ, 2010, p. 80-95, figs 85-113. The dedication to Prince Radu Mihnea
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Fig. 9. Akathistos Hymn. Princeton, NJ, Fig. 10. Akathistos Hymn. Princeton,

Princeton University Library Garrett NJ, Princeton University Library
MS 13, f. 11", return of the Magi to Garrett MS 13, f. 1Y, oikos 10:
Babylon: https://catalog.princeton.edu/ https://catalog.princeton.edu/cata-
catalog/99108926643506421 109/99108926643506421

(accessed on 20.07.2023). (accessed on 20.07.2023).

early seventeenth-century ownership note, the painter is anonymous, the
scribe has been identified based on script only, and there are almost no data on
the manuscript’s early history.>’

in 1614 was proposed by L. Cotovanu, “Le Ms. gr. Garrett 13 de I’Université de Princeton
et les circonstances de sa production” (unpublished paper consulted courtesy of the author).
See also Oana lacubovschi’s chapter in this volume, “The Epitrachelion of Metropolitan
Metrophanes of Cyzicus at the Walters Art Museum and its Embroidered Version of the
Akathistos Hymn.”

" In 1903, the manuscript was in the library of the skete of St Andrews of the Russians on
Mount Athos: Garrett MS 13, f. 1v (stamp). In September 1688 (“Eylul 99”), at least the
second part — the Akathistos copied by Matthew of Myra — had a Muslim owner: ibid., f. 89".
Erased, a note in Greek on f. 1" is illegible. Interestingly, the reused Ottoman binding is
strikingly similar to the binding of the MS Gr. 7036 from Stavropoleos Monastery’s collection
in Bucharest: Liturghierul grecesc de la Mandstirea Stavropoleos. Editie facsimilata / Greek
Divine Liturgies from Stavropoleos Monastery. Facsimile Edition, Bucharest, 2024.
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Fig. 11. Akathistos Hymn. Princeton, Fig. 12. Akathistos Hymn. Princeton,
NJ, Princeton University Library NJ, Princeton University Library Garrett
Garrett MS 13, f. 28", headpiece for the MS 13, f. 907, strip and initial T for the
parakletikos kanon to the Mother of beginning of the Resurrection morning
God — Matthew of Myra: https://catalog. readings: https://catalog.princeton.edu/
princeton.edu/catalog/99108926643506421 catalog/99108926643506421
(accessed on 20.07.2023). (accessed on 20.07.2023).

In some cases, the date is known, but the possible commissioner or
potential recipient is not disclosed®® (Fig. 13). Still, the inventory is impressive
and includes liturgical codices offered to or contracted by Wallachian princes,
high ecclesiastics, (Wallachian and Moldavian) dignitaries of Greek origins,

% Jerusalem — Greek Orthodox Patriarchate / EAAnvop86dofo IMatpuapyeio Iepocoldpmv,
Skevophylakion 2: To mopov Oglov Evayyéhov €ypdon Swr yepodg €uod 1od tomevod
Mntponoritov OvykpoPrayiog Aovkd, &v Muépag t0d €VoEPESTATOV KOl OUAOYPIGTOVL
av0evToC U@V Kupiov Tw. Padodra Boefovda, &v Etel {prd  [7124 = 1616], unvi Maio
8", nuépq & [Gospels; https://www.loc.gov/item/00271070743-jo/ (accessed on 20.07.2023);
N. lorga, “Noi obiecte de artd gasite la lerusalim, in Manastirea Sf. Sava si la Muntele Sinai,”
BCMI 24,n°70, 1931, p. 183-184 (figs 7-12), 185-186, and fig. 15; M. Beza, Urme romdnesti...,
p- 20,22, 24-25, and photos between p. 24-25, 32-33]; Paris — BnF gr. 100A: Aovkdg cpyBdTng
[“arch-sacrificer”] 0 ypayag 10 mapov Bglov tetpagudyyehov Cphy” [7133 = 1625], unvi @efp.
e’ [Gospels; H. Bordier, Description des peintures et autres ornements contenus dans les
manuscrits grecs de la Bibliothéque nationale, Paris, 1883, p. 292-293, n° CLII, figs 173-174].
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and Greek merchants active in Wallachia and Moldavia. In 1609, prince Radu
Serban (r. 1602—-1610 and 1611, ¥ 1620) receives a manuscript of the Gospels.>®
In 1615/6, Radu Mihnea commissions a copy of the Divine Liturgies and
offers it to Iviron monastery on Mount Athos.®® One year later, the hieromonk
Arsenios, Luke’s disciple, hegumen of Varlaam Monastery in Meteora, and
friend of Metropolitan Matthew of Myra, commissions a Psalter.5* Anthimos
of Adrianople, soon-to-be ecumenical patriarch, offers the Athonite Great
Lavra a lectionary copied by Luke in 1620.52 In 1624, grand treasurer Hrizea,
a proxy of prince Radu Mihnea, commissions a copy of the Gospels and offers
it to lviron Monastery.%

There were two main reasons for Luke’s popularity. First, the scribe
used his remarkable calligraphic skills to cultivate friendships and ingratiate
himself with the rich and powerful. Second, there was an increasing number
of members of the Christian elite who were capable of appreciating and
consistently consuming such valuable commodities. Greek-speaking clerics,

% See supra, n. 54.

% Mount Athos — Iviron 1519, f. 91": ‘H nopodoo. Ogia Aettovpyio £ypaen St xepog uod Tod
tanewvod OvykpoPrayi(ag) Aov(ikd) tod Kumpiov, koi Enedm(0n) €v ) 1epd Kol Poactiki
povi] T@v HPMpwv, o0 tpoctatewms 10b gvoePectdtov avbdéviog To(dvvov) Padov(iov)
Boefov(da). 'Ev € (pkd” [7124 = 1615/6]. See P. Sotiroudis, Tepa Movy Ifipwv —
Koazaloyog..., vol. 11, p. 216-217, figs 119, 175. See also S. M. Pelekanidis, P. K. Christou,
C. Mavropoulou-Tsioumi, S. N. Kadas (eds), O: Oncovpoi tov Ayiov Opovg..., vol. 2, p. 118,
figs 196-197, p. 338 (former shelf mark 1423p); G. Vikan, lllustrated Manuscripts...,
p. 625-626; M.-D. Zoumbouli, Luc de Buzau..., p. 67; G. Galavaris, Holy Monastery of
Iveron..., p. 96-97, fig. 65.

> Meteora — Varlaam Monastery 34, f. 254": 1 To nopov Bipriov ypaen 10 xepodg edtehodc
Aovkd Ovykpofrayiog kot aelep®On Tapd Apceviov iepopovayov gig v ayiav kai iepav
povny t@v ayiov ndviev év 1@ Opet Tod Bapiadap €v €rer Lprg® [7126 = 1617/8]. See
N. A. Veis, To yepdypogpo v Metepwv, vol. 2, p. 42-43, fig. V, 39-40; O. Gratziou,
“H dokoéounon...,” p. 26, fig. 14; M.-D. Zoumbouli, Luc de Buzau..., p. 67, 187-189, figs
38-40; D. Z. Sophianos, G. Galavaris, Ta sikovoypapnuéva yeipdypaga..., Vol. 1, p. 244-248
(n° 53), vol. 2, pl. 47-49, p. 217-218, figs 273-275.

52 Mount Athos — Lavra Q 140. See supra, n. 30.

& Mount Athos — Iviron 1385: [A]0t0 10 Oglov ki iepov Gyrov Edayyéhov éypdaon did xepdg
€pod 10D tomewvod OvykpoPrayiog Aovkd tod Kvmpiov did ££0000 10D MAVELYEVEGTATOV
Gpyovtog peydrov Peotiopiov kupiov Pilov kol apiépmaev ato &ig v poviy tédv Hnpov
€V 10 aylovope "Qpet &v Nuépaig 1od mTovevsefectdtov avdevtog kupiov To. Ale&dvdpov
BogBovda viod 10D dpevtog Padoviov Boefovda &v Etel (pAB” amd 8¢ thg €vodprov
oikovopiag aykd” ivdiktidvog ¢'. See S. P. Lambros, Catalogue of the Greek Manuscripts
on Mount Athos, vol. 2, Cambridge, 1900, p. 279 (n° 5505); E. de Hurmuzaki, Documente...,
vol. 14/1, n° DCXCVIII, p. 723.
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Fig. 13. Gospels. Jerusalem, Greek Orthodox Patriarchate Skevophylakion 2,
f. 95'-96', portrait of St Luke and beginning of his Gospel: https://www.loc.gov/
item/00271070743-jo/ (accessed on 20.07.2023).

monks, and laymen exhibited their piousness, status, and wealth by receiving,
displaying, and offering deluxe religious codices.

Sin. gr. 203 is a perfect example of early seventeenth-century secular
patronage of Greek liturgical manuscripts.®* It was commissioned by Panos
Philippos (Pana Filip), treasurer of third rank in Moldavia, who dedicated it
to the Holy Monastery of the Burning Bush on Mount Sinai “for the salvation
of the soul” on 20 April 1627.%°

& For the patronage of Greek non-liturgical manuscripts and printed books, see O. Gratziou,
Avouvinoers armo ™ youévn Pacileio. Lelideg emovoypapnuévig ypovoypogios tov 1700
aickva, Athens, 1996 (illuminated manuscript version of Pseudo-Dorotheos’s Chronography);
R. G. Paun, “Pseudo-Dorotheos of Monemvasia,” in D. Thomas, J. Chesworth (eds),
Christian-Muslim Relations: A Bibliographical History, vol. 10: Ottoman and Safavid Empires
(1600-1700), Leiden — Boston, 2017, p. 174-184 (Book of Histories printed in Venice in 1631).

% Sin. gr. 203, f. 302": 1 twodn T TaAp®V TE EdAKYELEIOV S10 Yoyt coTipiav ¢ THv dyiov
Bétwv vrd Epod mivov eiAimrov frotidpov [Etel] 1627, dnpikiov k™. | am grateful to Lidia
Cotovanu and Vera Tchentsova for their help in deciphering the inscription. The manuscript
is on paper (15.2 x 10.3 cm) and has 392 folios.
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Panos/Pana, also known by his diminutive name Penisoara, was from
Epirus.®® He came to Moldavia during the first reign of Radu Mihnea
(1616-1619) and started to invest in land, ponds, and mills. The change of
princes was not good for his business. He had to sell or pawn properties and
was forced to move to Wallachia, where Radu Mihnea ruled for a fourth
time (1620-1623). Backed by the rich and influential grand treasurer Hrizea,
who also hailed from Epirus, Panos survived the setback.®” He returned to
Moldavia as soon as Radu Mihnea resumed power (1623-1626), recovered
his assets, and went on to purchase new ones.®® On 12 April 1627, prince
Miron Barnovschi officially confirmed the acquisitions.®® A week later, the
beneficiary offered a Gospel book to Mount Sinai.

Since Panos was Grecophone — he signed as ITavog @ninmog fnotmapng’™
—, the manuscript was in Greek. Since the commissioner had both the means
and the connections, the writing was entrusted to the most prestigious Greek
scribe of the day. However, the portraits of the four Evangelists were not
painted by Luke’s usual collaborator. While the metropolitan and his disciples
worked with the priest Vlaicu, a Wallachian icon painter and miniaturist,
Panos opted for a Moldavian artist. One can only guess at the artist’s identity,

% In 1644, a sister and several brothers of his still lived in loannina. See DRH, A, Moldova,
vol. XXVII, (1643—1644), ed. P. Zahariuc, C. Chelcu, M. Chelcu, S. Viacaru, N. Ciocan,
D. Ciurea, Bucharest, 2005, n° 250-251, p. 230, n° 397, p. 381.

5 Documente privind istoria Romaniei, B, Tara Romdneasca, vol. XVI/4, (1621-1625),
Bucharest, 1954, n° 336-339, p. 328-331, n° 587, 572-573; DRH, B, Tara Romdneasca,
vol. XXI, (1626-1627), ed. D. Mioc, Bucharest, 1965, n° 16, p. 24-27. For Hrizea of Balteni,
see L. Cotovanu, Emigrer en terre valaque. Estimation quantitative et qualitative d’une
mobilité géographique de longue durée (seconde moitié du XIV¢ — début du XVIII¢ siecle),
Braila, 2022, p. 274-275.

% DRH, A, Moldova, vol. XVIII, (1623—-1625), ed. 1. Caprosu, V. Constantinov, Bucharest,
2006, n° 252, p. 322 (facsimile on p. 646), n° 285, p. 355-356, n° 310, p. 381-382, n° 337,
p. 410-411, n° 369, p. 438-439, n° 389-390, p. 453-455, n° 404-406, p. 469-472 (facsimile on
p. 677), n° 408, p. 474 (facsimile on p. 678); DRH, A, Moldova, vol. XIX, (1626-1628), ed.
H. Chirca, Bucharest, 1969, n° 4, p. 7-8, n° 8, p. 13-14, n°. 128, p. 158-159 (see also p. 781,
fig. 1IT), n° 129, p. 159-162.

% DRH, A, Moldova, vol. XIX, n° 179, p. 232-236. Another land purchase was confirmed by
Barnovschi in December 1627: ibid., n° 335, p. 460-461, n°457, 628-629.

" Bucharest — Arhivele Nationale Istorice Centrale, Manastirea Radu Voda, IV/25 (Harlau, 18
November 1625).
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Fig. 14. Gospels. St Catherine Monastery on Mount Sinai, Sin. gr. 203,
f. 301v-302", portrait of St John and beginning of his Gospel: https://www.loc.gov/
item/00271078717-ms/ (accessed on 20.07.2023).

but the style clearly points to the circle of the archbishop and metropolitan of
Suceava Anastasie Crimca™ (Fig. 14).

The Evangelists of Hrizea’s 1624 Gospels were painted by Vlaicu.”? Why
did his protégé choose a different artist and different iconography?” Was it a
matter of personal taste? Were there practical reasons for hiring a Moldavian
painter? We simply do not know. The result, however, mirrors the donor’s
status. Born in Epirus and active in Moldavia and Wallachia, Panos was a

™ Sin. gr. 203, f. 1Y, 108Y, 179", 301". For the time being, the most plausible candidate seems to
be Stefan from Suceava, the painter who in 1616-1617 illuminated the Gospels copied by the
monk Theophil of Voronet in 1614: Warsaw — Biblioteka Narodowa / National Library, Akc.
10788: https://polona.pl/item/ewangelia-tetr, MTYzNDEOMzk/6/#info:metadata (accessed
on 20.07.2023). | would like to thank Sebastian Wierny for providing images.

2 Mount Athos — Iviron 1385, f. 1Y, 42", 104¥, 189". Priest Vlaicu worked with Luke, the hieromonk
lakovos, and Anthimos of loannina: O. Gratziou, Die dekorierten Handschriften..., p. 131-132, n.
322; eadem, “H dakoéounon...,” p. 65-66, 79, fig. 21, 80, figs 23-24; T. Sinigalia, “Popa Vlaicul
si creatia sa artistica,” SCIA.AP 1 (45), 2011, p. 33-47; O. Olar, “Un manuscris necunoscut...”

 The similarities and dissimilarities were addressed by N. lorga, “La figuration des évangélistes
dans I’art roumain et I’école chypriote-valaque,” BCMI 26, n° 75, 1933, p. 1-4.
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minor player who joined a major transregional patronage network with ties to
Constantinople and a power base in the Romanian Principalities.

Conclusions: ““Reconstructed” Elite and Strengthened Communities

Neither the death of Radu Mihnea nor that of Luke marked the end of
the production of deluxe Wallachian Greek liturgical manuscripts. In 1626/7,
another proxy of the late prince, the merchant Antonios Grammatikos,
commissionedasumptuous lectionary.” In 1628/9, the Crete-born Konstantinos
Vevelli, brother-in-law and favourite of prince Alexandru Ilias (r. 16161618,
1628-1629, in Wallachia, and 1620-1621, 1631-1633 in Moldavia), received
a lectionary partially copied by Luke and completed by his disciple lakovos.™

The same Iakovos offered an Akathistos Hymn to the grand clucer
Konstantinos Asanis, son-in-law of the rich and influential Constantinopolitan ar-
chon Skarlatos Grammatikos, in 1626/7 (Figs 15-16).® He also presented Luke’s
successor, Metropolitan Grigorie, with a copy of the Divine Liturgies in August

™ Durham — Duke University Library, MS gr. 39, f. 260": To mtapov 0giov kai iepov Evayyélov,
€ypaon S xe1pog Epod tod Tomevod, Ovykpofrayi(ag), Aovkd: Av €£680v ToD eVyeVESTATOV
Gpyovto(g) kvpiov Avtoviov ypappotikod tod Tpropakapictov Padovia BoeBovd(a): Kai
€med00n &v i) yepl adtod: Kai ol dvayvdokovteg ebyecbe nudv S tov K(vpro)v: Etovg  {pe”
[7135 = 1626/7]: https://idn.duke.edu/ark:/87924/r3h70844w (accessed on 20.07.2023). The
transcription and translation of the colophon by J. L. Sharpe Il are incomplete and full of
errors: An Exhibition of Greek Manuscripts from the Kenneth Willis Clark Collection: Perkins
Library — Duke University, March 1999, Durham, 1999, p. 14-16.

» Mount Athos — Simonopetra 128, f. 370" To map(ov) Begiov, k(oi) iepov Evayyého(v),
€yeypdon 610 xepog Aovkd OvykpoPrayei(ag), Tod Kumpiov: k(al) €nedddn 1@ tyuetdtm,
Kol e0yevesTtdT(®), dpyovtt kupio Kovetavtive t@ Bnpéit, td ek Kpimge: k(at) dretedeid
map’ Epod TaxdPov igpopovayov tod Xipometpitov k(ai) €pod, 6vtog podntod, avtd,
evapdun. 1@ k(atd) ,CpAl" [7137 =1628/9]. See S. N. Kadas, Ta diaxoounuéva yeipoypagpa...,
p- 71-88, figs 59-78. In 1634/5, lakovos completed a Psalter copied by Luke: Mount Athos
— Simonopetra 140 (To mapov Yodtiplov €ypdaen St xepog Aovkd Ovykpofrayeiog Tod
Kvmpiov kol €teheidn moap’ éuod Taxdfov dpyepéms kol Epod dviog ovtd padntod
evapunto kot Cpuy” [7143 = 1634/5]). See S. N. Kadas, 7o diaxoounuéva yeipoypaga...,
p. 145-146.

6 Mount Athos — Vatopedi 869, f. 40": O nap(wv) Akdiotog Y pvog, £ypaen v’ épod TokdBov
iepopovayov kai E6mpnon, @ edyevi], Kol Tyotdte Gpyovtl, Kol péya KAoTtddpt Kupim
Kovotavtive, 1@ Acavt k(a)t(a) {pie” [7135=1626/7]. See S. N. Kadas, Ta diaxoounpévo.
xepoypaga..., p. 65-70, figs 49-58.
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Fig. 15. Office of the Fig. 16. Office of the Akathistos Hymn.
Akathistos Hymn. Mount Mount Athos, Vatopedi 869, f. 6"-7".
Athos, Vatopedi 869, f. 1" Courtesy of the Holy and Great
Courtesy of the Holy and Vatopedi Monastery.

Great Vatopedi Monastery.

1629.7 Two other disciples of Luke, the hieromonks Porphyrios and Anthimos
of loannina, continued their work until (at least) 1635 and 1648, respectively.”
This spectacular activity may have influenced the scribal practices of the
Wallachian princely chancellery, which was more concerned with the overall
visual impact of the charters than its Moldavian counterpart.” The first official

"Mount Athos — Simonopetra 167 (lost in a fire): ‘H moapodoo Ogio Aertovpyia &yphon
S yewpog €pod TakmdPov iepopovayov Kol Ened®ON TM TAVIEPOTAT® UNTPOTOALTH
OvykpoPrayiog kupio I'pnyopio katd ((LpA)C" [7137 = 1629] &v unvi Adyodoto ke” Muépa
v". See S. N. Kadas, To dioxoounuéva yeipoypago..., p. 143-144.

L. Politis, M. Politi, “Bifhoypagot...,” p. 352-353 (Anthimos), 610 (Porphyrios);
M.-D. Zoumbouli, Luc de Buzau..., p. 124-134, figs 74-78 (Anthimos), p. 142-149, figs
86-88 (Porphyrios). Porphyrios declares that he is a disciple of Luke, “former bishop of
Buzau”, in 1613 (£ypaon vno yewpog [opevpiov iepopoviyov, pabntod Enckdémov Tpdnv
MmnoCéov kvpiov Aovkd): Athens EBE 756, f. 69'; L. Politis, “Persistances byzantines...,”
p. 375, fig. 12; idem, “Un centre de calligraphie...”, p. 8-9; O. Gratziou, Die dekorierten
Handschriften..., p. 98, n. 209 (the transcription is slightly different).

™ The fashion may have spread from Wallachia to Moldavia during the reigns of Radu Mihnea,
but the Moldavian charters followed different patterns: S. Andreescu, Restitutio Daciae,
vol. 2: Relatiile politice dintre Tara Romdneascd, Moldova si Transilvania in rastimpul
1601-1659, Bucharest, 1989, p. 55-61; P. Zahariuc, Fl. Marinescu, “O manifestare a
mostenirii bizantine in diplomatica medievala moldoveneasca si cateva note despre biserica
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document issued in Greek by a Wallachian prince was written in liturgical
minuscule and was endorsed by a document in Romanian issued by Luke®
(Figs 17-18), while mid-seventeenth-century charters imitated Church Slavonic
documents penned at Dealu Monastery and illuminated by Matthew of Myra in
1614-1615.%

Important pieces of information on Luke, his collaborators, and his models
are still missing. Can we speak of a scriptorium?® Who painted the 25
full-page miniatures of the Princeton Akathistos Hymn? Was the Akathistos
Hymn that was copied by the hieromonk Joasaph of Hodegon Monastery in
the late fourteenth century one of the manuscripts transferred to Wallachia in
the late sixteenth / early seventeenth century?®® No definitive answers can be
given. It is certain, however, that Luke’s calligraphic endeavours contributed
greatly to the creation and development of “a common language” for the
decoration of liturgical manuscripts, which covered a vast area of Eastern and
Southeast Europe and lasted until the eighteenth century.®

manastirii Golia,” in P. Zahariuc, De la lasi la Muntele Athos. Studii si documente de istorie
a Bisericii, Iasi, 2008, p. 9-29; P. Zahariuc, “Un nou document cu portretul votiv al lui Miron
voda Barnovschi,” ibid., p. 31-38.

8 BAR, Documente istorice, XLII/6 (20 June 1623). Alexandru Elian had long noted the
peculiarity of the document: “Elemente de paleografie greco-romana,” in idem, Bizantul,
Biserica §i cultura romdneasca, lagi, 2003, p. 236, 251. The recipient was the postelnic
Patrascu, son of Peter “the Earring;” see R. Popescu, S. Andreescu, “Un print carturar:
Patrascu, fiul lui Petru voda Cercel,” Arhiva genealogica 7(12), n° 1-4, 2000, p. 149-153.

8 Q. Gratziou, Die dekorierten Handschriften..., p. 80-82, 162-164 (n° 32-35), figs 113-117,
S. Andreescu, Restitutio Daciae, vol. 2, p. 56-58, 60-61, 81-82.

8 According to M.-D. Zoumbouli, Luc de Buzau..., p. 81-85, we cannot.

8 V. G. Tchentsova, “De Byzance a Moscou par les Pays roumains: un scribe inconnu et
le destin d’un manuscrit de I’Acathiste (Mosc. (GIM). Syn. gr. 429 / Vlad. 303) au XVII¢
siécle,” in D. Teicu, I. Candea (eds), Romdnii in Europa medievala (intre Orientul bizantin si
Occidentul latin). Studii Tn onoarea Profesorului Victor Spinei, Braila, 2008, p. 464-465. For
the manuscript, see also G. Gediminskaité’s chapter in first volume of this book.

8 M.-D. Zoumbouli, Luc de Buzau..., p. 82, 85. Manuscripts belonging to Luke’s “school” can be
found in many public and private collections: M. Politi-Sakellariadi, “Agttovpyucé yeipdypapa
™G 6xoANnc Mroléov oty Konpo,” Eretnpic Kévipov Emotnuovixdv Epeovav [Korpovo] 17,
1987-1988, p. 81-111; A. DZurova, “L’étincelle allumée a Chypre,” in C. N. Constantinides,
N. M. Panagiotakes, E. Jeffreys, A. D. Angelou (eds), @i1éiAnv. Studies in Honour of Robert
Browning, Venice, 1996, p. 75-90; eadem, “Missel grec illustré de 1’école de Lucas de Buzau,
découvert récemment (Liturgikon, Germ. Priv. Gr. 1) (notes préliminaires),” in C. Maltezou,
P. Schreiner, M. Losacco (eds), ®IAANAITNQXTHZ. Studi in onore di Marino Zorzi, Venice,
2008, p. 129-137; D. Ramazanova, “I'pedeckast kammurpadus bankan xonua XVI — nepsoit
nonoBunbl X VII B. (‘Ulkona’ Jlyku bosey),” in [laneoepagus u kooukonoeus: 300 rem nocre
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Fig. 17. Charter issued by prince Fig. 18. Charter issued by Metropolitan Luke
Radu Mihnea on June 20, 1623. of Wallachia on October 6, 1623. BAR,
BAR, Documente istorice, XLII/6. Documente istorice, XLI1/10. Courtesy of the
Courtesy of the Library of the Library of the Romanian Academy.

Romanian Academy.

Luke was not the only Greek-language calligrapher of his time, and other
(contemporary or later) scribes preferred different styles and models. An
Akathistos Hymn copied in 1669 by Metropolitan Grigorios of Laodicea, former
hegumen of Vatopedi Monastery on Mount Athos and Golia Monastery in lasi,
may have followed the ornamental fashion dictated by Luke and Matthew of

Moungorona. Mamepuanvt Mescdynapoonou nayunou xowgepenyuu. Mocksa, 14—16 mas
2008 2., Moscow, 2008, p. 149-157; eadem, “‘Illkonma mucema’ Jlyku bo3ey: BbIsBICHUE,
OIHCAHKE U U3YYCHHE PYKOITUCEH, IPUHAUICKALIUX OJHOH MUCIOBOM IIKOJIE (IO PYKOITUCSIM
PHB u BAH),” in Cospemennvie npodremut apxeoepagpuu. CoopHux cmameti no Mamepuaniam
KoHpepenyuu, npoxoousweti ¢ bubnuomexe PAH 25-27 mas 2010 2., St Petersburg, 2011,
p- 165-178; A. Jakovljevi¢, A Descriptive Catalogue of the Greek Manuscripts in the Library
of the Monastery of Kykkos, Nicosia, 2016.
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Myra® (Figs 19-20). A manuscript containing the liturgies, the Akathistos Hymn,
and prayers copied by the priest loannis Sakoulis of Chios seems reminiscent
of Matthew’s manuscript decorations. The scribe, whom the archdeacon Paul of
Aleppo calls “Papa Yani”, is attested in Wallachia in the 1650s%. Conversely, a
manuscript Office of the Akathistos to the Mother of God kept in the Library of the
Romanian Academy in Bucharest favours a completely different pattern: unlike
the two previous ones, which only feature a miniature depicting the Annunciation,
it includes 24 miniatures that exhibit a “promiscuity of Byzantine and Western
elements”® (Fig. 21). Nevertheless, Luke’s decades-long activity was instrumental
in putting Wallachia on the map of Greek manuscript production.

This production was initially studied through the lens of “Byzantine
persistency” and the survival of Byzantium as an idea.® The accent then

8 A. Dzurova, “L’étincelle allumée a Chypre,” p. 85-87; eadem, “L’enluminure des manuscrits
liturgiques grecs des XVIe=XVIII¢ siecles (conservatisme et innovations),” in V. Atsalos,
N. Tsironi (eds), Ipaxtika tov € Aiebvovg Zvumociov EAnvikig Iolowoypagios (Apdua,
21-27 Zemteufpiov 2003), vol. 2, Athens, 2008, p. 498. For the codex Mount Athos —
Vatopedi 1560 (paper; 43 ff.; 28 x 20.5 cm), see P. K. Christou, C. Mavropoulou-Tsioumi,
S. N. Kadas, A. Kalamartzi-Katsarou (eds), O: Onoavpoi tov Ayiov Opovg — Eikovoypopnuéva.
xepoypopa. Topaotioeg, enititia, apyikd ypouuaza, VOl. 4: M. Bazorediov, M. Zawypagov,
M. Zravpovikna, M. Eevopdvrog, Athens, 1991, p. 169-171, figs 327-332, p. 326-327. For
Grigorios, see L. Politis, M. Politi: “BifAoypdeot...,” p. 402 (manuscripts); M. S. Theochari,
“Xpvookévinta auot,” in lepa Meyiotn Movy Botoroudiov. Ilopadoon — lotopio — Téxvy,
vol. 2, Mount Athos, 1996, p. 440, figs 373-374, p. 441 (n° 12) (stole dating from1669 and
depicting the Tree of Jessee owned by Grigorios, a gift from Princess Roxandra Lupu);
P. S. Nasturel, “Patrafirul daruit de domnita Ruxandra mitropolitului Grigorie al Laodichiei
(1669),” in S. Iftimi (ed.), Manastirea Golia: 350 de ani de la sfintirea ctitoriei lui Vasile
Lupu. Studii si documente, lasi, 2010, p. 133-138.

8 Athens — Gennadius Library Genn. 5.4 (paper; 112 ff.; 13.5 x 7.5 c¢cm). See O. Gratziou,
“Illustrated Manuscripts in the Age of the Printed Book,” in M. L. Politi, E. Pappa (eds),
Exploring Greek Manuscripts in the Gennadius Library, transl. J. C. Davis, E. Key Fowden,
Princeton, 2011, p. 50-51, pl. 30-35. For Sakoulis, see L. Politis, M. Politi: “Bifhoypagpot...,”
p. 476; V. Tchentsova, “Les artisans grecs des projets culturels du patriarche Macaire 111
d’Antioch,” RESEE 52, n° 1-4, 2014, p. 315-346. According to Tchentsova, Genn. 5.4 may
have been copied in Moscow ca 1666-1668: ibid., p. 336.

8"BAR Gr. 113 (paper; 65 ff.; 19 x 14 c¢cm); G. Dumitrescu (ed.), Imnul Acatist al Maicii
Domnului: Editie facsimilata dupa manuscrisul grec 113 al Bibliotecii Academiei Romdne,
Bucharest, 2019. See O. Tafrali, “Iconografia Imnului Acatist,” BCMI 7, 1914, p. 49-84. See
also Sister Atanasia Vaetisi’s chapter in this volume, “Two Icons of the Akathistos Hymn
(18"-19" centuries): Cultural and Spiritual Encounters between Romanian Monasticism, the
Pechersk Lavra and Mount Athos.”

8 1. Politis, “Persistances byzantines...”; G. Vikan, “Byzance aprés Byzance...”; A. DZurova,
P. Canart (eds), Cusnuemo na Buzammus. Ykpacenu epvyku pwvkonucu om Bankanume
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Fig. 19. Akathistos Hymn. Mount Athos, Fig. 20. Akathistos Hymn. Mount Athos,
Vatopedi 1560, f. 1, The Annunciation. Vatopedi 1560, f. 2", initial A for oikos 1.
Courtesy of the Holy and Great Vatopedi  Courtesy of the Holy and Great Vatopedi
Monastery. Monastery.

Fig. 21. Akathistos Hymn. BAR Gr. 113,
f 11V, oikos 19. Courtesy of the Library of
the Romanian Academy.
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shifted from continuity to transformation and adaptation to new contexts.®
However, neither the “Byzance aprés Byzance” paradigm nor concepts such as
“Slavo-Byzantine synthesis in the framework of Byzantium after Byzantium”
can fully account for the renewed interest in deluxe Greek manuscripts. Luke
of Cyprus and his disciples never claimed to preserve an ancient “tradition”
and showed no interest in the resurrection of Constantine’s fallen empire.
Their manuscripts were offered to and commissioned by the members of a
new Greek-speaking Orthodox elite “reconstructed” — as Radu G. Paun
compellingly argued — under Ottoman rule.®®

The spread of liturgical codices through extensive transregional patronage
networks significantly contributed to the reconstruction efforts, simultaneously
deriving substantial benefits from this process.” These manuscripts,
primarily consisting of Divine Liturgies aligned with the practices of the
Constantinopolitan Great Church, facilitated the promotion of a unified
artistic language. In doing so, they played a crucial role in reinforcing the
shared Orthodox identity among the Christian communities governed by the
Ecumenical Patriarchate. This circulation not only fostered a sense of unity
and cohesion among these communities but also underscored the importance
of common religious and cultural practices in maintaining their collective
identity.

(VI-XVIII 6.). Kamanoe 3a uznoxcoa (XXII Meowcoynapooen kowepec 3a Buzammuiicku
uscneosanus). Cogus, 22-27 aseyem 2011 2. | Le rayonnement de Byzance. Les manuscrits
grecs enluminés des Balkans (VIe=XVIII¢ siecles). Catalogue d’exposition (XXII¢ Congres
International d’Etudes Byzantines). Sofia, 22—27 aoiit 2011, Sofia, 2011.

8 A. DzZurova, “La synthése slavo-byzantine dans les manuscrits grecs dits de ‘grande luxe,’
créés en Valachie et en Moldavie aux XVI==XVII¢ siécles,” in S. Patoura (ed.), H elinvixij
ypogi..., p. 499-521; G. Galavaris, “At the Crossroads of Taste in the 17" Century: Sinai,
Crete and Russia,” in MOXXOBIA. IIpo6nemul 6u3anmuiickoll U HOBOZPEHECKOU (hULONOUL.
K 60-nemuio b. JI. @onxuua, Moscow, 2001, p. 153.

© R. G. Paun, ““Well-born of the Polis’: The Ottoman Conquest and the Reconstruction of the
Greek Orthodox Elites under Ottoman Rule (15"-17" Centuries),” in R. Born, S. Jagodzinski
(eds), Tiirkenkriege und Adelskultur in Ostmitteleuropa vom 16. bis zum 18. Jahrhundert,
Ostfildern, 2014, p. 59-85.

% See, along the same lines: O. Olar, “Un manuscris necunoscut...;” idem, “De la Muntele Athos
la Bucuresti: Peregrinarile unui manuscris din colectia Manastirii Stavropoleos / From Mount
Athos to Bucharest: The Travels of a Manuscript from Stavropoleos Monastery’s Collection,”
in Liturghierul grecesc de la Mandstirea Stavropoleos..., p. 7-60.



THE EPITRACHELION OF METROPOLITAN METROPHANES
OF CYZICUS AT THE WALTERS ART MUSEUM AND ITS
EMBROIDERED VERSION OF THE AKATHISTOS HYMN*

Oana lacubovschi

During the 1947 Early Christian and Byzantine Art exhibition orga-
nised by the Walters Art Gallery in collaboration with Princeton University,
a remarkable liturgical stole featuring the twenty-four distinct oikoi of the
Akathistos Hymn was displayed for the first time at the Baltimore Museum of
Art. The seventeenth-century epitrachelion (Figs. 1-3) owned by the Walters
Art Gallery (Walters 83.315) was showcased alongside the various silk, linen,
and wool woven fabrics originating from Coptic Egypt, Syria, and Byzantium
that were borrowed for this special occasion from museums and private col-
lections across the United States.*

The epitrachelion featuring the Akathistos Hymn was originally owned
by art collector Henry Walters (1848-1931). In 1931, Walters generously be-
queathed hisentire collection, including the embroidery, to the city of Baltimore
with the aim of ensuring its continued accessibility.2 Much like other art col-
lectors of his day, Walters had a diverse range of interests in various types of
artwork. He acquired Greek and Roman antiquities, Western European master-
pieces, and artefacts representing Eastern Christianity and Islam. The Walters
Art Gallery’s international prominence among Byzantine art scholars is main-
ly due to its vast collection of illuminated Greek manuscripts, generously

* This research was supported by a grant from the Romanian Ministry of Education and Research,
CNCS-UEFISCDI, project PN-I11-P4-ID-PCE-2020-0995, The Oldest Romanian Manuscript
and Printed Versions of the Akathistos Hymn (Seventeenth Century). The History of a Liturgical
Masterpiece Between Text and Image.

1 D. Miner (ed.), Early Christian and Byzantine Art. An Exhibition Held at the Baltimore Museum
of Art, April 25-June 22. Organized by the Walters Art Gallery in Collaboration with the
Department of Art and Archaeology of Princeton University and Dumbarton Oaks Research
Library and Collection of Harvard University, Baltimore — Maryland, 1947, p. 162 (n°832).

2 The privately-owned Walters Art Gallery first opened its doors to the general public in 1909.
The most important monograph on the Walters collection is W. R. Johnston, William and
Henry Walters, the Reticent Collectors, Baltimore — London, 1999.
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bequeathed by Henry Walters in 1931. Orthodox liturgical garments and other
post-Byzantine works of art were significantly underrepresented in Walters’
collection. This was due to the limited availability of such items in the market
at that time, as well as their relatively low popularity.®

The considerable temporal disparity between the embroidered stole and the
other objects displayed in the textile section of the Baltimore exhibition prompted
the curators to borrow a similar item* from the Museum of Fine Arts in Boston to
complement the Walters Museum’s one-of-a-kind holding. Furthermore, as the
exhibition was organised in partnership with Princeton University to celebrate
its bicentennial anniversary, the manuscript of the Princeton University Library,
inventoried as Garrett 13, was also selected as part of the display (Fig. 4a-b).5
The Princeton manuscript consists of two lavishly decorated copies of the
Akathistos Hymn produced in Wallachia around the early seventeenth century
and later combined into a single binding. The first copy of the Akathistos Hymn
(f. 1'-25") is particularly noteworthy due to its twenty-five full-page miniatures
that serve as a visual illustration of the Marian hymn.

The presence of the Walters epitrachelion and the Garrett 13 manuscript
in the Early Christian and Byzantine exhibition increased the visibility of
Eastern Orthodox art produced after the Ottoman conquest. Nevertheless, the
artistic output throughout the period from the late fifteenth to the seventeenth
century was presented to the public as an extension of the artistic traditions
preserved from late Byzantium. The two items, the epitrachelion and the man-
uscript Garrett 13, seemed to have been viewed as connected by virtue of
their common time of creation. The question of whether there may have been

8 This is a common feature shared between several collections at the time, for example the
holdings of the Brummer Gallery. Its textile collection included numerous secular clothing and
parts of clerical vestments, but a limited number of functional Eastern Christian embroideries.
The Brummer Gallery records from the early 20" century until 1946 have been preserved at
the Cloisters Archives since 1993. For the textile collection, see https://libmma.contentdm.
oclc.org/digital/collection/p16028coll9/search/searchterm/Textiles/field/brumme/mode/
exact/conn/all/order/title/ad/asc (accessed on 10.12.2023).

* The epitrachelion adorned with standing figures of apostles, bishops and martyrs, identified as
83.431, no longer appears in the online inventory of the Art Museum in Boston. A photograph
of the embroidery was published in D. Miner (ed.), Early Christian and Byzantine A4rt...,
pl. CXVIIL fig. 831.

® My remarks are based on the data provided by the catalogue of the Early Christian and
Byzantine Art exhibition. By following the catalogue entries, which are systematically
arranged by object category, one can acquire an overview of the scope and focal points of the
Baltimore display. For Garrett 13, see ibid., p. 147 (n° 744).
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a deeper connection between them did not seem to have been explored by art
historians, neither at the time of the exibition nor later on.®

The priestly vestment held by the Walters Art Museum is notable for being
one of a few surviving epitrachelia which depict the best known Byzantine
poem devoted to the Mother of God.” Despite its broad appeal as a monumental
iconographic theme across the Balkans starting in the late thirteenth or early
fourteenth century® and the dissemination of illuminated copies of the Akathistos

6 To date, no research has been carried out on the Akathistos stole. The embroidery has been
publicly displayed on a single occasion: the 1947 exhibition held at the Baltimore Museum
of Art. A description of the vestment accompanied by photographs is accessible at https://
art.thewalters.org/detail/6492/stole-epitrachelion-with-scenes-from-the-akathist-hymn/
(accessed on 10.12.2023).

"In the year 1599, the Moldavian prince Ieremia Movila and his wife Elisabeta presented
an epitrachelion adorned with scenes from the Akathistos Hymn as a gift to the monastery
of Sucevita in northern Moldavia. This is one of the earliest dated epitrachelion featuring
the Akathistos Hymn. At some point, the Moldavian embroidery was transported to Poland
where it was repurposed to embellish a Western chasuble (casula), which is currently being
preserved at the Franciscan Monastery in Krakow; see O. Mitric, “Un epitrahil necunoscut din
timpul voievodului Ieremia Movila,” AP 11, n° 1, 2015, p. 265-286; O. lacubovschi, “From
Liturgy to Private Devotion. The Akathistos Hymn in Late Sixteenth-Century Moldavia,” in
J. C. Cubas Diaz (ed.), The Akathistos Hymnos and Intermedial Compositional Processes in
Later Byzantium: Sung, Written and Painted, London, 2025, forthcoming. The Athonite Lavra
and the sacristy of the Ecumenical Patriarchate in Istanbul house two additional Akathistos
epitrachelia from the seventeenth century. These liturgical stoles were most likely produced
in the same Constantinopolitan workshop. For general information on the Istanbul stole, see
G. Sotiriou, Kewurjdio tov Okovpevikod Hozpiopyeiov. [lozpiopyikos vaog kai Zkevopvlokiov,
Athens, 1938, p. 46-48, pl. 32 B, 33 a-g. A fourth epitrachelion featuring the twenty-four
scenes of the Akathistos Hymn is preserved in the collection of Stavronikita Monastery on
Mount Athos. Based on its stylistic and iconographic features, the embroidery has been dated
to the late sixteenth century; see Chr. Patrinelis, A. Karakatsanis, M. Theocharis (eds), Movs
Zravpovirita. Totopia, Eixoveg, Xpvookevijuazo / Stavronikita Monastery. History, Icons,
Embroideries, Athens, 1974, fig. 56, p. 153-156, 173-174. For the epitrachelion at the Great
Lavra, see ibid., fig. 99.

8 The earliest extant mural cycle of the Akathistos Hymn is located in the church of Panagia
Olympiotissa at Elasson, in Thessaly (Greece); it dates from 1295/7 or 1304/5; see
E. C. Constantinides, The Wall Paintings of the Panagia Olympiotissa at Elasson in Northern
Thessaly, vol. 1, Athens, 1992, p. 30-35, vol. 2, pl. 126-132. For a comprehensive analysis of the
mural cycles depicting the Akathistos Hymn throughout the fourteenth century, see A. Pétzold,
Der Akathistos-Hymnos: Die Bilderzyklen in der byzantinischen Wandmalerei des 14.
Jahrhunderts, Stuttgart, 1989. For insight into the various iconographic renditions of particular
scenes of the Akathistos cycle, in fresco ensembles, icons, and manuscripts until the fourteenth
century, see |. Spatharakis, The Pictorial Cycles of the Akathistos Hymn for the Virgin, Leiden,
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Hymn in Byzantine and Slavonic Psalters,’® there is a lack of extant examples of
epitrachelia featuring the Akathistos Hymn during this era.’® Likewise, | have
not yet been able to identify an embroidered stole that can be chronologically
situated after the epitrachelion held by the Walters Art Museum, which illus-
trates the kontakion!! that was sung on the fifth Saturday of Lent. Preliminary
research shows that liturgical stoles adorned with the Akathistos Hymn experi-
enced a rise in popularity from the late sixteenth to the mid-seventeenth century.
The Greek Orthodox clergy associated with the Patriarchate in Constantinople
and its metropolitan sees showed a growing interest in liturgical stoles featuring
the Marian hymn during this period. Various workshops located in the capital
responded to their demand by producing such stoles. The visual promotion of
the Akathistos Hymn by means of priestly vesture indicates a high level of inte-
rest in the famous prayer to the Virgin Mary within the ecclesiastical circles of

2005. Spatharakis” work also includes important Cretan examples from the same period that
were not included in Pétzold’s study.

° H. Belting (ed.), Der Serbische Psalter. Faksimile-Ausgabe des Cod. Slav. 4 der Bayerischen
Staatsbibliothek Minchen, vol. 1, with collab. of S. Dufrenne, S. Radoj¢i¢, R. Stichel,
I. Sevéenko, Wieshaden, 1978; E. Dobrynina, “The Akathistos Hymn,” in V. Tsamakda
(ed.), A Companion to Byzantine Illustrated Manuscripts, Leiden — Boston, 2017, p. 328-
347, with special emphasis on the Greek illuminated manuscripts Moscow, State Historical
Museum, Synod. Gr. 429 and Real Biblioteca, R. 1. 19; the study also contains an up-to-date
bibliography. See also the contribution of G. Gediminskaité, “Manufacturing Illuminated
Akathistos Manuscripts in Late Byzantine Constantinople: The History and Compositional
Processes of Synod Gr. 429,” in the first volume of this book.

10 Conversely, a pair of wooden lecterns that has been conserved within the monastery of Vatopedi
on Mount Athos, showcases a unique iconography, which includes a complete depiction of
the Akathistos cycle. The lecterns, believed to originate from the fifteenth century, are of an
octagonal structure, with each facet divided into three panels, resulting in 24 panels. This
design was particularly suitable for the rendition of the Akathistos Hymn, which has been
carved into the wood of one of the lecterns, completely covering its surface. Regrettably, the
catalogue Le Mont Athos et I’Empire byzantin. Trésors de la Sainte Montagne. Petit Palais —
Musée des Beaux Arts de la Ville de Paris, 10 avril — 5 julliet 2009, Paris, 2009, figs. 114-115,
presents a limited selection of photographs, showing nine of the 24 scenes, namely the three
initial scenes of the Annunciation to Mary and the final six scenes of the cycle.

1 Regarding the Akathistos Hymns’ classification as kontakion and its use in the Byzantine liturgy,
see J. Grosdidier de Matons, “Liturgie et Hymnographie: Kontakion et Canon,” DOP 34-35,
1980-1981, p. 31-43; E. Wellesz, “*Akathistos’: A Study in Byzantine Hymnography,” DOP
9-10, 1956, p. 145-158; idem, The Akathistos Hymn, Copenhagen, 1957, with an edition of
the Greek text; idem, A History of Byzantine Music and Hymnography, Oxford, 19622 (1949%),
p. 192-197; E. M. Toniolo, Akathistos inno alla Madre di Dio. Edizione metrica, mistagogica,
commento al testo, Rome, 2017; on the poetic and dogmatic content of the hymn, see M. L.
Peltomaa, The Image of the Virgin Mary in the Akathistos Hymn, Leiden — Boston — KéIn, 2001.
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Fig. 1. Epitrachelion of Metrophanes of Cyzicus, 1667.
Akathistos Hymn, stanzas 1-24, embroidery in silk and
gilded silver thread on silk background; length: 1.57 m.,
Walters Art Museum, Baltimore.

the capital during the time the Walters epitrachelion was

created. However, the prominence gained by epitrachelia

adorned with the Akathistos Hymn in Orthodox ecclesi-

astical embroidery over this relatively brief timeframe

has not received much scholarly attention.

The Walters epitrachelion provides a case study

that has the double benefit of revealing the adaptability

of the Akathistos Hymn as an iconographic theme

across different artistic media and yielding valuable

insights into the reception of the liturgical hymn that

extend beyond its artistic history. In the seventeenth

century, the Akathistos Hymn served as a means for

both church elites and ordinary Christian believers

to express their personal devotion to the Mother

of God. The Marian hymn was also sung outside

the Lenten period in monastic environments.*? It

essentially modulated the religious life of Eastern

Orthodox Christians, both at the communal level

and on an individual basis. The prominence of the Akathistos Hymn, and

consequently the status of the Virgin Mary within the ritual context, attained

an unprecedented level of significance at the time of its incorporation onto the
priest’s liturgical stole.

12 The Akathistos Hymn was translated into Romanian in the seventeenth century from Old
Church Slavonic. The hymn was performed during special services at the monastery of
Bisericani in Neamt County (Romania), where the earliest known translation originated. The
oldest printed versions of the Akathistos Hymn as well as the earliest manuscript translations
produced in Moldavian monastic scriptoria have been the subject of intensive research by
AKATHYMN project members throughout the past few years. See, for example E. Timotin,
O. Olar, “The Oldest Romanian Manuscript and Printed Versions of the Akathistos Hymn
(seventeenth century),” RRL 67, n° 1, 2022, p. 65-83; E. Timotin, D. Mutalap, “Cele mai
vechi versiuni romanesti ale Imnului Acatist. Manuscrise si copisti,” LR 70, n° 1, 2021,
p. 91-110; M.-G. Hancu, “Acatistul Maicii Domnului intr-un manuscris bilingv din 1683:
probleme ale traducerii din slavona in romana,” Rsl 58, n° 2, 2022, p. 20-40.
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Fig. 2. Epitrachelion of Metrophanes of Cyzicus, 1667. Detail of the upper part of
the vestment, stanzas 1-14 of the Akathistos Hymn, Walters Art Museum, Baltimore.
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Fig. 3. Epitrachelion of Metrophanes of Cyzicus, 1667. Detail of the lower end of
the vestment, with stanzas 19-24 of the Akathistos Hymn and the owner’s inscrip-
tion, Walters Art Museum, Baltimore.



102 OaNa [AcUBOVSCHI

Fig. 4a-b. MS Garrett 13, Princeton University Library: a) The Tree of Jesse as an
illustration for the prooimion of the Akathistos Hymn (f. 17); b) The prooimion or
introductory stanza (f. 1Y).

The Epitrachelion as a Symbol of Priestly Ministry
and the Emergence of Marian Imagery on Liturgical Soles

The epitrachelion is the ecclesiastical garment that signifies ordination to
the priesthood. It serves as the insignia of the priesthood, from the lowest to
the highest ranking clergy. It is typically worn beneath the phelonion or, in
the case of bishops, beneath the sakkos.™ It is uncertain when exactly its use

13 An abundance of visual evidence from the eleventh century attests to its use by priests and
bishops in the same way, namely, beneath the sakkos or the phelonion secured at the waist
with a belt (zone). The Menologion of Basil Il (Vat. Gr. 1613) serves as a valuable visual
resource. The portraits of Philotheus Thaumaturgus (f. 38) and Pope Martin (f. 40) are the
first in a series of several examples. On early visual evidence of the epitrachelion in wall
paintings, see also N. Thierry, “Le costume épiscopal byzantin au IX¢ du XIII° siécle d’apres
les peintures datées (miniatures, fresques),” REB 24, 1966, p. 308-315. For an inventory of
the visual sources illustrating early liturgical ceremonies, see Chr. Walter, Art and Ritual of
the Byzantine Church, London, 1982, p. 35-78.
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was extended to all liturgical rites performed by the clergy. However, Symeon
of Thessalonika (d. 1429) confirmed that by the early in the fifteenth century,
exceptions were only allowed during the minor-hours service that took place
in monastic environments.*

From its earliest stages, Byzantine liturgical exegesis regarded the
performance of the divine liturgy as a form of reenactment of Christ’s earthly
life, starting with his birth from the ever-Virgin Mary and culminating in his
redemptive sacrifice.’® In this context, the celebrants’ mimetic association with
Christ extends beyond their actions to emulate Christ’s Passion in their outward
appearance. During the Byzantine era, patriarch Germanus of Constantinople
(715-730) was credited with establishing the famous correlation between the
priestly stole and the rope that was fastened around Christ’s neck when he
was “dragged to his passion.”® This idea exerted a significant influence on

1 For Symeon of Thessalonika’s comments with regard to the meaning, liturgical use and the
preparatory prayer for the epitrachelion, see Expositio de divino templo / ‘Epunveia mept 10
Ociov vaod, in PG 155, 713A, 256B, 257D; St. Symeon of Thessalonika, The Liturgical
Commentaries, ed. S. Hawkes-Teeples, Toronto, 2011, translated after MS Zagora 23:
‘Epunveia mepi 100 Ociov vood (p. 102-103) and Iepi tiig iepdg Aettovpyiag (p. 171, 177). In
one of his responses to Gabriel of Pentapolis (Responsa ad Gabrielem Pentapolitanum, in PG
155, 868D-869A), the author of the Expositio de divino templo provides further explanation
regarding the necessity for the celebrant to wear the liturgical stole. The author suggests that
if the epitrachelion is absent during the administration of sacraments, it would result in the
priest not receiving the divine grace. See also W. T. Woodfin, The Embodied Icon. Liturgical
Vestments and Sacramental Power in Byzantium, Oxford, 2012, p. 11.

5 R. Bornert, Les commentaires byzantins de la Divine Liturgie du VII® au X\* siecle, Paris,
1966, p. 173-178, 202-213, 218-221.

BTy mrpaynAdv 0Tt 1O QoKIOAoV [ED’ 0D Emepépeto VIO 10D dpylepénc Sedepévoc Kai
ovpopevog Ent 10 mpdobev €k oD tpayniov 0 Xplotog &v Td Thbel ahTOd AmEPYOUEVOG
(The epitrachelion is the cloth which was put on Christ at the hands of the high priest,
and which was on His neck as He was bound and dragged to His passion): St. Germanos
of Constantinople, On the Divine Liturgy, ed. P. Meyendorff, Crestwood, 1984, p. 66-67.
Cf. PG 98, col. 393, C-D, with later interpolations. According to the Gospel of of Matthew
(27:2), Christ was bound before being handed over to Pilate. According to the Gospel of John
(18:12), he was bound in the Garden by soldiers who later brought him to Anna, the high
priest. In the iconography of the Passion, Christ is occasionally depicted tightened with a rope
around his neck on his road to Golgotha. This particular detail (the rope encircling his neck)
surfaces in the iconography of the Passion cycle most likely under the influence of liturgical
exegesis and the rituals associated with the donning of the epitrachelion. In the wall paintings
of the church of St. George at Staro Nagori¢ane in Northern Macedonia (second decade of the
fourteenth century), the procession moving along the route leading to Calvary, shows Christ
escorted by soldiers, with a tight rope around his neck and his wrists; see N. Zarras, “The
Passion Cycle in Staro Nagori¢ino,” JOB 60, 2010, p. 195-196, fig. 13, p. 211. A comparable
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the preparatory prayers spoken by the priest during the act of donning the
liturgical garb around his neck. Nina Glibeti¢’ investigation into the vesting
ceremony associated with the epitrachelion’ is a notable contribution to the
limited body of literature addressing this particular topic. Instead of a unique
formula, Byzantine euchologia contain a wide range of private vesting prayers
for the epitrachelion®® from which the officiating priest could choose before the
standardisation of the practice in the late fourteenth century. Glibeti¢’ research
reveals that a considerable portion of the private prayers associated with
the epitrachelion in early Byzantine euchologia revolved around the theme
of the paschal sacrifice. The texts which were most frequently reproduced
were those that depended on Germanus’ interpretation of the priestly stole
as the rope that was tied around Christ’s neck before being handed over to
Pontius Pilate.’ At times, however, the vesting prayers for the epitrachelion
established associations with other symbols of the Passion, such as the crown

representation of Christ with a clearly visible rope fastened around his neck as he makes
his way to Golgotha may be found in the Taxiarchis Mitropoleos church in Kastoria (ca.
1359/6): E. N. Tsigaridas, Kaoropid. Kévipo (wypopixic v emoy twv Horoioddywv
(1360-1450), Thessaloniki, 2016, p. 41, fig. 11. The epitrachelion-like rope encircling Christ’s
neck appears in two consecutive scenes on the murals of St Demetrius Church in Boboshevo
(1487/8), in south-western Bulgaria: the Presentation before Pilate and the Road to Calvary;
H. Staneva, R. Rousseva, The Church of St. Demetrius in Boboshevo. Architecture, Wall
Paintings, Conservation, Sofia, 2009, p. 73-74, with illustrations. Additionally, a panel icon
by Cretan painter Nikolaos Tzafouris (active 1489-1493), inscribed with the title Elxduevog
éni otavpod (Being dragged to the Cross) at the Metropolitan Museum of Art, shows the same
iconographic detail; see H. C. Evans (ed.), Byzantium: Faith and Power (1261-1557), New
York, 2004, p. 505 (n° 308), 506, fig. 308.

'N. Glibeti¢, “The Passion of Christ in Byzantine Vesting Rituals: The Case of the
Epitrachelion,” in B. Groen, D. Galadza, N. Glibeti¢, G. Radle (eds), Oriental Liturgy.
Proceedings of the Fifth International Congress of the Society of Oriental Liturgy, New York,
10-15 June 2014, Leuven, 2019, p. 265-276.

18 In contrast to the bishop’s vesting ritual, which took place in the presence of the congregation,
the vesting of the priest in Byzantium, as in the modern practice, was conducted in private.
Both the priest and deacon donned their liturgical attire within the confines of the sanctuary;
see R. F. Taft, “The Pontifical Liturgy of the Great Church According to a Twelfth-Century
Diataxis in Codex British Museum Add. 34060,” OCP 45, 1979, p. 284-306; W. T. Woodfin,
The Embodied Icon..., p. 89-90.

19 On the implications of Germanos’ early interpretation of the priestly vestments in Historia
Ecclesiastica for the evolution of vesture-related rituals, see N. Glibeti¢, “The Passion of
Christ...,” passim.
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of thorns that was placed on Christ’s head by the soldiers, as an emblematic
gesture of mockery.?°

Surprisingly, the Passion symbolism that Byzantine mystagogical writers
associated with the priestly stole and that reverberated in the words spoken
by the priests as they put on their ritual clothes is not readily discernible
in the images embroidered on the epitrachelia. One notable exception is a
liturgical stole dating back to the fourteenth century, currently housed at the
Byzantine and Christian Museum in Athens (Inv. No. 685).2 Once owned by
Dositheos the Hieromonk, the epitrachelion displays a conventional icono-
graphic scheme, comprising a three-figure Deesis adorning the yoke, fol-
lowed by holy bishops and martyrs along the parallel bands. Nonetheless,
the most notable aspect of the Athens embroidery, as previously noticed by
Warren T. Woodfin,? is an inscription that surrounds Christ’s roundel por-
trait positioned on the collar of the vestment. The embroidered scriptural
reference evokes the Gospel episode of the presentation of Christ before
Pilate, the Roman governor: “And they brought him bound and delivered
him to [Pontius] Pilate the governor” (Mt. 27:2).% For a considerable length
of time, the Matthean verse served as the standard reference in Byzantine
vesture prayers related to the epitrachelion.?* References to Christ’s Passion
persisted in the Eastern Slavic formularies into the seventeenth century, long
after the Byzantine standardised prayer books adopted a formula inspired by
Psalm 133:2.%

2 bid., p. 270-272; W. T. Woodfin, The Embodied Icon..., p. 105.

2 Dated by Warren T. Woodfin to the first quarter of the fourteenth century. See ibid., p. 71-72,
256-257, fig. 2.12. The embroidery was first published in G. Millet, with the collab. of H. des
Ylouses, Broderies religieuses de style byzantin: Texte et album (deuxieme fascicule), Paris,
1947, p. 29-30, pl. LIV-LV.

2 For the Greek transcription, see W. T. Woodfin, The Embodied Icon..., p. 257.

2 The Revised Standard Version of the Bible is used for Scriptural quotations in English.

2 The same passage marks the beginning of the prayer uttered by the priest while donning the
stole in several Slavonic and Greek euchologia analysed by Nina Glibeti¢. The prescription,
according to the text in an early fourteenth century manuscript (Moscow, GIM, Uvarov 46),
reads: “They took Jesus and bound him, and delivered him to Pontius Pilate the governor, so
that he, our God Lord Jesus Christ, may absolve us our sins. The chains with which we were
bound by the devil with his chains he broke, and he decorated our neck, and brought us into
his kingdom, now and ever into the ages,” cited by N. Glibeti¢, “The Passion of Christ...,”
p. 272.

% |n late Byzantine euchologia, like in present-day practice, the prayer uttered by the priest
when he puts on the epitrachelion paraphrases Psalm 133:2, which evokes the anointing
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In another prayer analysed by Glibeti¢ in the aforementioned article, the
donning of the epitrachelion is metaphorically likened to the bestowal of
divine grace upon the apostles at Pentecost.?® This association is founded upon
the idea that the priest occupies a position within a lineage that traces back to
the apostles. It is during the ceremony of donning the liturgical stole that the
priest is invested with the authority to act as an intermediary between Christ
and the Church. Eastern ecclesiastical embroidery exemplifies the concept of
apostolic succession through a distinct group of epitrachelia embellished with
figures of holy apostles in standing and half-length poses.?” This iconographic

of Aaron, the founder of the Israelite priesthood: Ebloyntog 6 ®cog 0 Ekyémv v xapwv
avTod €7 TOVG 1EPElG aTod MG POpOV €l KEQAANG TO Katofaivov £l TOY®VA, TOV TAY®OVO.
oV Aapdv, 10 katofdivov €l v dav tod évdvpatog avtod (Blessed is God who pours
out His grace upon His priests, as myrrh upon the head that ran down the beard of Aaron,
which ran down to the helm of his garment); see Ch. E. Hammond, Liturgies, Eastern and
Western: Being the Texts Original or Translated of the Principal Liturgies of the Church,
vol. 1: Eastern Liturgies, ed. F. E. Brightman, Oxford, 2010, p. 28-31, 355; cf. I. Nesseris,
D. Galadza, E. Schiffer, E. Afentoulidou, G. Rossetto, C. Rapp (eds), Dmitrievskii’s
Euchologia: A Modified English Version of Volume II of Aleksei Dmitrievskii’s Description
of Liturgical Manuscripts Preserved in the Libraries of the Orthodox East (Kyiv 1901), Lviv,
20232 (Kyiv, 1901'), p. 276, 554, 890. The predilection of Constantinopolitan circles for this
formula first encountered in the thirteenth-century codex Athens, EBE 662, was most likely
responsible for its wider adoption; N. Glibeti¢, “The Passion of Christ...,” p. 273-276.

% According to Euchologion Esphigmenou 34, dating from 1306, ‘H yapig koi 1 Bonfgio tod
vebpotog £otat e Nudv mdvtote. ‘Qg &v HEG® TOV HabNTAOV GOV TOPEYEVOD CAOTNHP NUDV,
mv (eipivnv d18ovg avtoic...) / May the grace and guidance of the Spirit always be with us.
As you were in the midst of your disciples, our Saviour (bringing about peace upon them...);
see A. Dmitrievskij, Onucanue numypeuueckux pykonuceil Xpanswuxcs 6 OUOIUOMEKAx
Ipasocnasnozo Bocmorxa, Vol. 2: Evyoloyia, Kyiv, 1901, p. 262-263; I. Nesseris et alii (eds),
Dmitrievskii s Euchologia..., p. 240; N. Glibeti¢, “The Passion of Christ...,” p. 273, n. 33.

27 One of the earliest surviving priestly stoles originating from the Byzantine realm belongs to the
same iconographic group. The epitrachelion decorated with apostles depicted below in rounded
arches, currently integrated into the chasuble of St Willibald displayed in the Diocesan Museum
of Eichstitt, is believed to originate from the early thirteenth century; W. T. Woodfin, The
Embodied Icon..., p. 42-44, fig. 1.12. For further examples, see G. Millet, with the collab. of H.
des Ylouses, Broderies religieuses..., vol. 2, pl. XCIV, figs. 1-4, pl. XCV, figs. 1, 2, pl. XCVI,
figs. 1 and 2, pl. XCVII, figs. 1 and 2, pl. XCVIII, pl. XCIX; M. Acheimastou-Potamianou,
Byzantine and Post-Byzantine Art. Athens Old University, July 26" 1985 — January 6" 1986,
Athens, 1986, p. 219 (n° 249), p. 220, fig. 249. An epitrachelion adorned with the bust figures
of the twelve apostles, delicately embroidered on a blue silk background, was commissioned
by voivode Stephen the Great of Moldavia (1457-1504) and his wife Maria Voichita for the
monastery of Dobrovat shortly before the passing of the voivode in 1504; see J. Durand,
E. Cernea, |I. Damian, Broderies de tradition byzantine en Roumanie du X\¢ au XVII¢ siecle.
Autour de I’Etendard d’Etienne le Grand, Paris, 2019, p. 42 (n° 11).
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formula, which adheres closely to Symeon of Thessalonika’s argument
concerning the bishop’s direct lineage to the apostles,® is already present on
a sixth-century Coptic stole adorned with standing images of the disciples,
accompanied by Christ and the Virgin Mary (MAPIA).? The positioning of
the Theotokos orans between Thomas (@QMAC) and Matthew (MA®E) on
the vertical band of the stole evokes the Virgin praying amid the apostles at
the Ascension of Christ, as it appears in the sixth-century illuminated Rabbula
Gospel.® The design of the epitrachelion also recalls artistic representations
of Mary amid the apostles at Pentecost, enabling the various visual elements
present on the priestly stole to be understood as a historiated composition.®
The ritualised act of donning the epitrachelion in the Byzantine tradition
interprets the meaning of the priestly ministry in relation to the paschal sac-
rifice. Alternatively, the accompanying prayers for the epitrachelion serve
to establish the priest as an intermediate between the human and the divine
by paralleling the donning of the liturgical stole with the descent of grace
upon the apostles fifty days after Christ’s resurrection. In current practice,
the notion of priestly authority is exemplified by evoking Aaron’s anointing
as a high priest, which marked the inauguration of the priesthood under

2 St. Symeon of Thessalonika, Expositio de divino templo (PG 155, 709A): ‘O yap iepdpyng
TG T®V amootOl@V Tuyyavel dtadoyis. ‘Obev kai d¢ tov Xpotov gikovilmv, &v 1@ péllew
iepovpyelv, ta iepa meptBailetor dupia, onpaciov &ovta tdvta Kol Oswpiov TVELHOTIKAV
(For the bishop falls in the succession of the apostles. For these reasons, and because he is
representing Christ when he is about to officiate, he puts on the holy vestments, all of them
having symbolism and spiritual interpretation); for the English translation, see St. Symeon of
Thessalonika, The Liturgical Commentaries, p. 97.

2 The Coptic stole, made from wool and linen, was lent by the Brummer Gallery to the Boston
Museum of Art for the Early Christian and Byzantine exhibition in 1947. Following Joseph
Brummer’s death two years later, the Brummer Gallery closed down and sold its collection at
auction. A black and white photo of the item can be seen in the exhibition catalogue; D. Miner
(ed.), Early Christian and Byzantine Art..., p. 777, pl. CXI, fig. 792; for the catalogue entry,
see ibid., p. 156.

% Florence, Biblioteca Medicea Laurenziana, Cod. Plut. 1.56, copied in the monastery of
St. John of Zagba / Beth Zagba (modern-day Syria): http://mss.bmlonline.it/catalogo.
aspx?Collection=Plutei&Shelfmark=Plut.1.56; K. Weitzmann, Late Antique and Early
Christian Book Illumination, New York, 1977, p. 100-101, plate 36.

% Onf. 14¥ of the Rabbula Gospel the Virgin Mary appears alongside the apostles at the Pentecost.
The Holy Dove is depicted conspicuously above her. The “tongues of fire” (Acts 2:1-4) that
endowed the apostles with the authority to spread the message of the Gospel also touch the
Virgin; see K. Weitzmann, Age of Spirituality: Late Antique and Early Christian Art, Third to
Seventh Century, New York, 1979, p. 495 (n° 446).
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the Old Law.* In turn, the iconography of liturgical stoles reveals the role
of the celebrant as a substitute for and imitator of Christ amid the earthly
congregation by employing a variety of visual analogies that complement
the message of the accompanying prayers rather than directly depicting the
content of these prayers.

Epitrachelia depicting events from Christ’s life make up a well-represented
category of liturgical stoles which serve a similar purpose. Their iconographic
configuration imitates the Christological cycle, also known as the Great Feast
cycle, which in late Byzantine churches unfolds clock wise along the upper
walls of the nave. Warren T. Woodfin pondered upon this association, positing
that the allegorical interpretation of the liturgy advocated by mystagogical
commentators such as Nicholas and Theodore of Andida in the late eleventh
century and twelfth century or Nicholas Cabasilas in the fourteenth
century®® might have exerted a significant impact on the incorporation of the
Christological cycle into the iconographic program of the priest’s vestment.
The idea that the priest exemplifies Christ’s life, death and resurrection in
every action performed during the divine service may well have informed
the meaning of the festival cycle on the epitrachelia. The celebrant priests’
exclusive role as the imitator of Christ is further emphasized by the absence
of a comparable iconography on the orarion worn by the deacon®* and by

%2 Supra, note 25.

% See especially in W. T. Woodfin, The Embodied Icon..., the chapter “Mystagogy and the
Christological cycle,” p. 107-114. The Protheoria (ITpofewpio ke@aioiddng nepi 1V v i
Oeiq Aertovpyiq..., PG 140, col. 418-468) written by Nicholas of Andida sometime between
1085 and 1096 (J. Darrouzés, “Nicolas d’Andida et les azymes,” REB 32, 1974, p. 199-210)
and updated in the twelfth century by his successor to the see, Theodore of Andida, establishes
a consistent connection between the liturgical deeds of the clergy and events in the life of
Christ. Nicholas Cabasilas (ca. 1320 — ca. 1391) maintains the line of interpretation drawn
by the Ecclesiastical History of Eusebius of Caesarea and the Protheoria, asserting that the
liturgy enables us to reflect upon the life, death, and resurrection of Christ; see for example
chapter 1:7, Nicolas Cabasilas, Explication de la Divine Liturgie, ed. S. Salaville, R. Bornert,
J. Gouillard, P. Périchon, Paris, 1967.

% In Eastern Orthodox Christianity the deacon plays an essential part in church rituals, serving
as the primary assistant of the priest during the holy liturgy. He is authorised to carry the
offerings to the altar, to lead the procession bearing the Gospel for solemn recitation, to chant
litanies, and to assist in the distribution of the Eucharist; see S. Salaville, G. Nowack, Le role
du diacre dans la liturgie orientale. Etude d’histoire et de liturgie, Athens — Paris, 1962.
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the presence of the Great Feast cycle on the bishop’s sakkos®* and on the
epitrachelia worn by both priests and bishops.*

Artistic evidence seems to support Woodfin’s claim that “the emphasis
given to the role of the priest as an image of Christ completely overshadowed
the individual meanings assigned to the various insignia by commentators on
the liturgy.”®" Liturgical stoles adorned with portraits of the twelve apostles
with major church festivals and a third kind, not discussed here, with images of
holy bishops, all serve to communicate the meaning of the ordinated ministry,
each in a different way. In contrast, epitrachelia displaying the Akathistos
Hymn to the Virgin seem at first glance to diverge from this established
iconographic tradition and its underlying concepts.

Before the seventeenth century, Marian iconography on priestly vestments
was limited to a few specific themes. Three-figure Deesis compositions fea-
turing the Virgin Mary as an intercessor alongside John the Baptist were fre-
guently seen on the collar of liturgical stoles. Elaborate iconographic schemes
were also implemented, drawing inspiration from the composition referred
to as the Great Deesis included in the upper register of the iconostasis. One
remarkable example of this type is the epitrachelion once owned by metro-
politan Anthimos Kritopoulos (ca. 1370-1389) preserved at the monastery of
Tismana (Gorj County, Romania), which portrays the Virgin alongside the
Forerunner, above forty busts of apostles, bishops, patriarchs and prophets
from the Old Testament, martyrs and hermits, arranged in this order on the
two descending bands of the vestment.®® As an alternative to the intercessory

% The two sakkoi of metropolitan Photius of Kiev (ca. 1408-1431) — the so-called “minor
sakkos” (fourteenth century) and the “great sakkos” (ca. 1414-1417) —, which are kept in the
Kremlin Armoury (Oruzhejnaja Palata), received a sophisticated embroidered iconography,
combining Gospel episodes and individual portraits of saints; see P. Johnstone, The Byzantine
Tradition in Church Embroidery, London, 1967, figs. 7-10, 11-14.

% The publication of the Holy Liturgies of John Chrysostom and Basil the Great, along with
Eusebius’ Ecclesiastical History (Totopioa 'ExkAnoclootikn), in a 1526 edition by Demetrios
Doukas printed in Rome (Al ®¢ion Aetrtovpyeion o0 ayiov Twdvvov vod Xpvcootdpov,
Baotkeiov 10D Meydhov. Koi 1 1@dv mponylocuévomv. Teppavod  dpylemokodmov
Kaovortavtivovtodrenv Totopio ExkAncuaotikn koi pootikr Oswpio) provides evidence
that up to a later time, the Ecclesiastical History retained its significance as a fundamental
text for the understanding of the priest’s role during the celebration of the holy liturgy.

$"W. T. Woodfin, The Embodied Icon..., p. 109.

% For the epitrachelion of metropolitan Anthimos Kritopoulos, see G. Millet, with the collab.
of H. des Ylouses, Broderies religieuses de style byzantin: Album (premier fascicule), Paris,
1939, p. 2-6, pl. I-1V, VI; M. A. Musicescu, Broderia medievala romdneasca, Bucharest, 1969,
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prayer of the Virgin and John the Baptist, some epitrachelia represent the
Annunciation, with Mary and the Archangel Gabriel positioned face-to-face
on the top part of the vestment. Each of these compositional schemes seen on
epitrachelia integrates the figure of the Virgin Mary, without giving her visual
prominence.

Liturgical stoles adorned with Old Testament prophets typically exhibit
a Marian-centered programme. However, this iconographic type emerged
rather late. The earliest documented epitrachelion decorated exclusively
with full-length figures of prophets dates to the early sixteenth century.
The embroidery, currently housed in the collection of the Putna Monastery
in northern Moldavia, was offered as a gift to the monastic community by
voivode Stephen the Great (1457-1504) with his wife, Maria, and their
son, Bogdan (Fig. 5). Adorned with a standard three-part Deesis, followed
by twelve prophets bearing symbols that serve as prefigurations of the
virgin birth, or, alternatively, blank phylacteries, the epitrachelion from
Putna is unique within the Moldavian context in terms of its iconographic
subject.® Chronologically, the next epitrachelion with a similar design that
I have been able to identify can be seen on an icon of St John Damascene.
Emmanuel Tzanes painted the icon of St John Damascene for the church
of Sts Jason and Sosipater on Corfu in 1654% (Fig. 6). A leading exponent

p. 28 (n°2), figs. 2 and 3 (details); W. T. Woodfin, The Embodied Icon..., p. 231-232, fig. A 4.
For liturgical stoles with a similar design preserved on Mount Athos, see C. M. Vafeiadis,
“Epitrachelia with three-figure medallions from Mount Athos, chronological topics,” CA 51,
2003-2004, p. 159-168.

% G. Millet, with the collab. of H. des Ylouses, Broderies religieuses ..., vol. 2, p. 31, 34-35,
pl. LXVII, fig. 3, pl. LXX, figs. 1 and 2, pl. LXXI; Monk A. Cojocaru, “Contributii si
indreptari privind epitrahilul cu proroci de la Manastirea Putna, daruit de Stefan cel Mare si
Bogdan al I11-lea,” AP 12, n° 2, 2016, p. 61-94, accompanied by high quality photographs of
the embroidery; J. Durand, E. Cernea, |. Damian, Broderies de tradition byzantine..., p. 47
(n° 15).

“ There is another epitrachelion in between these two, which is not of direct relevance to the
present study, as it falls into a category of epitrachelia with a mixed iconographic design. It
was presented to the monastery of Vatopedi by Wallachian prince Radu Paisie (1535-1545,
with intermittent periods) and his son Marcu, during the initial decades of the sixteenth
century. The embroidery features eight standing prophets and four martyrs; see G. Millet,
with the collab. of H. des Ylouses, Broderies religieuses..., vol. 2, p. 34-35, pl. LXXVII,
figs. 1 and 2; I. Papangelos, P. Gravvalos (eds), The Holy and Great Monastery of Vatopaidi:
Tradition, History, Art, vol. 2, Mount Athos, 1998, p. 438-439 (n° 10), figs. 370-371. Except
for Aron, who carries a censer rather than the more common budding rod (a type of Mary,
derived from the exegesis of Numbers 17:8), and Moses, who appears to be holding the
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of the Cretan school of icon painting, he showed a remarkable level of
accuracy in recreating the saint’s attire.** John Damascene’s episcopal
costume includes three elements which are relevant for the present study.
First, he wears a lavishly embellished epitrachelion. The portion of it that
is visible beneath the phelonion reveals four Old Testament prophets in
animated stances. The full-length figures can be identified as Moses, Aaron,
David, and Daniel. They all carry phylacteries inscribed with verses from
the Old Testament (Ex. 35:31, Lev. 16:32-33, Ps 36:30, and Dan. 5:14). The
selected excerpts do not overtly extol the Virgin Mary, but instead they seem
to point to the fact that the hymnographer was divinely inspired to celebrate
the incarnation of God and his birth from Mary. Second, the artist included
a bishopric epigonation which displays an image of the Resurrected Christ
stepping out of a sarcophagus, in line with Western iconographic tradition.
Thirdly, he meticulously depicted an enkolpion bearing an image of the
Theotokos Orans positioned prominently on the chest of St John Damascene.
Emmanuel Tzanes has thus created an appropriate tribute to the well-known
Syrian hymnographer, whose literary compositions exalted the Mother of
God, much like the visionary prophets represented on his epitrachelion.*

Tables of the Law, all the other prophets carry phylacteries without inscriptions. Should
Gabriel Millet’s identification of the faded object held by Moses with the Tables of the Law,
be correct, as suggested by the authors of the catalogue The Holy and Great Monastery of
Vatopaidi..., then, this would be an equally uncommon iconographic choice, for the prophet
is typically portrayed alongside Marian symbols, such as the “golden vessel” (Ex. 16:33) or
the “burning bush (Ex. 3).”

“ The icon (190 x 88 cm) is currently displayed in the church of Saints Jason and Sosipater on
Corfu where it initially functioned as a sanctuary door; see P. L. Vocotopoulos, Eixéveg e
Képropag, Athens, 1990, p. 117-119 (n° 80), figs. 57, 58, 228, 229. A similar epitrachelion
is associated with Saint James the Brother of the Lord on an icon by Stephanos Tzangarolas
from the collection of the Benaki Museum in Athens (GE 3012). The icon (203 x 81 cm) was
painted on Corfu in 1688, after Tzangarolas had fled Crete during the Ottoman-Venetian war,
and originally served as one of the lateral sanctuary doors of the church of the Holy Trinity on
the island: M. Chatzidakis, E. Drakopoulou, EAlvec (oypdgpor uetd v Alwon (1450—1830),
vol. 2, Athens, 1997, p. 427, fig. 339.

“2 In his Third Sermon on the Dormition of the Mother of God (Jean Damascéne, Homélies sur la
Nativité et la Dormition, Paris, 1960, p. 102-107), John Damascene develops a comprehensive
inventory of the symbols that prefigured the Virgin Mary in the visions of the Old Testament
prophets. He confines himself to enumerating those that are frequently encountered in patristic
exegesis while devoting more effort to interpreting the less familiar ones to his audience. For
a more in-depth discussion on how typological exegesis influenced the portrayal of the Virgin
Mary in Byzantine hymnography in the eighth century, see M. B. Cunningham, “The Meeting
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Notwithstanding this potential deliberate association, it seems unlikely
that the liturgical stole with Old Testament prophets was based exclusively
on the artist’s imagination. The epitrachelion of metropolitan Meletios of
Ochrid,”® completed in 1682, serves as compelling evidence that this type
of decoration was applied on liturgical stoles produced during this period.*
Presently housed in the Monastery of Vatopedi on Mount Athos, the liturgical
stole once owned by the metropolitan of Ochrid is adorned with figures of
Old Testament prophets and ancestors, each bearing symbols associated
with the Virgin Mary. Like the Akathistos Hymn, the iconographic theme
representing Mary amid prophets who foretold her virginal motherhood
gained prominence in Paleologan art.* In contrast to the Akathistos cycle, the

of the Old and the New: The Typology of Mary the Theotokos in Byzantine Homilies and
Hymns,” in R. N. Swanson (ed.), The Church and Mary, Woodbridge, 2004, p. 52-62.

4 According to the authors of the catalogue The Holy and Great Monastery of Vatopaidi...,
p. 441-443 (n° 13), the epitrachelion (150 x 30 cm) was owned by Meletios I, who served as
the archbishop of Ochrid during the second patriarchate of Cyril Loukaris (1620-1638 with
intermittent periods): K. N. Sathas, Meoaicwvirij Biffl1005kn 1§ ZoAloyi avexkdotwv uvnueiov
¢ EAMnvikiic lotopiag, vol. 3, Venice, 1872, p. 566, 568.

“ The ownership inscription reads X€ €MUTPAXIN €XT3 MPEEAARENOM(¥) APX(M)EM[UCIK(O)
1Y 1 NATPHA(P)XY TPER(0) I8(C)TUNMH | AXP[U] AOCKOM I'[0](C) [I10] A[UINE MEAETHIO CORE(P)
LLICA\ POKY (A : X : [1: B, (This epitrachelion is [the property] of the most blessed archbishop
and patriarch of Justiniana Prima of Ochrid Sir Meletios and it was completed in the year
1682): The Holy and Great Monastery of Vatopaidi..., p. 442, fig. 375. The transcription
is based on the photographs provided in the catalogue. Because of the low quality of the
image, superscripted letters may present transcription errors. However, there are clear
disparities between the translation provided by the authors of the catalogue and the one
| propose above. For example, the former omits the word “patriarch’ from Meletios’ title.
Apart from Meletios’ epitrachelion, another noteworthy priestly vestment adorned with
standing prophets holding Marian symbols is currently housed at the National Museum
of Art in Bucharest. The epitrachelion, which may be traced back to the mid-seventeenth
century, was part of the treasury of the monastery of Secu (Neamt County, Romania). The
embroidery was crafted using gilded silver threads on purple silk fabric. The presence of
Greek inscriptions indicates that the stole was likely created in Constantinople or in one of the
Greek workshops operating across the Ottoman Empire. At the beginning of the seventeenth
century, the Moldavian monastery had already been granted embroideries which had been
commissioned in Constantinople (see below, n. 64).

% The icon with the Virgin Kikkotissa praised by prophets from the monastery of Saint
Catherine on Mount Sinai from ca. 1080-1130 (J. C. Anderson, A. Weyl Carr, K. Corrigan,
N. Patterson Sevéenko, The Glory of Byzantium at Sinai. Religious Treasures from the Holy
Monastery of St. Catherine. 17 September — 24 October 1997, Athens, 1997, p. 42-45, fig.
4) and a similar icon from Mount Athos (late twelfth century), currently preserved in the
State Hermitage Museum in St. Petersburg (Inv. No. I-301) are among the earliest witnesses
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later cannot be traced back to a single literary source but serves as a tangible
representation of the numerous sermons, hymns and encomia associated with
the commemoration of the Mother of God throughout the liturgical year.*
During the seventeenth century, when the epitrachelion of Meletius of Ohrid
was created, the composition was already being designated as The prophets
from on high [foretold you] (Avwbev ot mpo@iiton [6€ mpokatnyyeilav]).*’

to this iconographic subject. For more on this second icon, see Y. Piatnitsky, O. Baddeley,

E. Brunner, M. Mundell Mango (eds), Sinai, Byzantium, Russia. Orthodox Art from the

Sixth to the Twentieth Century, St. Petersburg, 2000-2001, fig. B.90. In the late fourteenth

century, the Virgin surrounded by Old Testament prophets has been depicted as the central

part of the so called “Pohvala Bogomateri” icon with Akathistos Hymn from the Assumption

Cathedral (Uspenskij Sobor) in the Moscow Kremlin; see E. B. Gromova, Hcmopusi pycckoii

uxonoepapuu Axapucma. Hrona **Iloxeara bocomamepu ¢ Axagpucmom™ u3z Ycnenckoeo

cobopa Mockosckoeo Kpemns, Moscow, 2005. This composition gained significant

popularity during the post-Byzantine era, particularly in murals and icon painting: M. P.

Kruk, “Is the so-called "Avwbev ot mpopijtar, described in Dionysius’s Hermeneia, the

source of the iconography of the Mother of God surrounded by prophets?” Museikon 1,

2017, p. 53-68.

Authors such as Germanus | of Constantinople (ca. 634-732), John of Damascus

(ca. 675-749), Theodore the Studite (759-826), and numerous others utilised Mariological

symbolism extensively in their works before the emergence of the subject in iconography.

However, there is a lack of consensus among scholars regarding the literary origins of the

image. See, for example, G. Babi¢, “L’image symbolique de la ‘Porte Fermée’ a Saint-

Clément d’Ohrid,” in Synthronon. Art et archéologie de la fin de I’ Antiquité et du Moyen Age.

Recueil d’études par André Grabar et un groupe de ses disciples, Paris, 1968, p. 145-152.

Babi¢ discusses the Mother of God announced by prophets in relation to John of Damascus’

hymnographic work; see also D. Mouriki, “Ai Bipiwai tpogikoviceig tiig Mavayiog gig TOv

tpovAlov Tiig [epifAéntov 100 Mvotpd,” Apyoroloyikov Aeitiov 25, 1971, p. 217-251,

more recently, the topic has been addressed by M. P. Kruk, “Is the so-called "Avofev oi

npooiitat...,” p. 53-68, with a survey of related literature.

47 In monumental programs, the composition bears no title. The current designation of the
image recalls a troparion, specifically the one titled Avmbev oi Tpo@iitat, which was chanted
as part of the Canon of the prophets during the first week of Lent. This particular Canon has
been preserved in a Triodion from the eleventh century from the collection of the monastery
of Saint Catherine at Sinai (Sinait. gr. 736, f. 71); O. Etingoft, O6pa3 bocomamepu. Ouepxu
susanmuitickoti uxornozpaguu X1-XI1I eexos, Moscow, 2000, p. 42-43, cited by M. P. Kruk,
“lIs the so-called Avwbev oi mpoefton ...,” p. 56. The inscription alluding to the Lenten
troparion can be found on a seventeenth-century panagiarion from the Museum of Applied
Arts in Belgrade (n° 7025). The words ANO®EN H TIP® are clearly discernible above the
figure of the Virgin; see B. Radojkovi¢, Cumna nnacmuxa y cmapoj cpncxoj ymemnocmu,
Belgrade, 1977, p. 121, fig. 52b; V. Milanovi¢, “‘IIpopomu cy Te HaroBectwnn’ y [lehn,”
in V. J Djuri¢ (ed.), Apxuenucxon [anuno Il u wezo doba. Meljynapoonu nayunu ckyn no
nogooom 650-200uno 00 cmpmu. Jeyemop 1987, Belgrade, 1991, p. 414-415, n. 32. The
same title has been given to the iconographic subject of the Virgin announced by prophets

IS
>



114 OaNa [AcUBOVSCHI

One notable feature that distinguishes Meletios’ epitrachelion from the
sixteenth-century Moldavian stole from Putna Monastery is the substitution
of the Deesis image typically located on the upper collar of earlier epitra-
chelia*® with the icon of the Mother of God of the Platytera type, accompa-
nied by seraphim. This innovation in the design of Meletios’ epitrachelion
has resulted in an iconography that is entirely focused on the Virgin Mary.
Despite featuring prophets holding symbols of their Marian prophecies, the
Moldavian embroidery follows a traditional iconographic formula by adorn-
ing the collar of the epitrachelion with the intercessory prayer of the Virgin
and the Forerunner. This suggests that early in the sixteenth century, the in-
corporation of Marian iconography on epitrachelia had not yet reached a sig-
nificant level of development. The earliest evidence of Marian imagery be-
ing incorporated into clerical vestments, according to the evidence presently
available, appears in the seventeenth century.

The Walters Epitrachelion and its Owner

The Akathistos stole currently housed at the Walters Art Museum in
Baltimore shows no evident traces of restoration that might have altered its
original shape.*® Carefully stitched with a mix of gilded silver and coloured
silk threads on a silk background, the epitrachelion is fastened together along

in the Painter’s Manual composed by Dionysius of Fourna in the eighteenth century:
A. Papadopoulos-Kerameus (ed.), diovogiov 100 éx Povpva, Epunveia tijc (wypopixiic
éyvng kol ol Kopiat avtiig dvéxdotor Tnyad..., St. Petersburg, 1909, p. 146.

4 As an alternative to the Deesis theme, Orthodox liturgical stoles from the Byzantine era
typically depict a portrait of Christ as High Priest, wearing the sakkos and the omophorion at
the neck junction. Several embroidered stoles featuring this design have been inventoried by
W. T. Woodfin, The Embodied Icon..., p. 263 (n° 9), sixteenth-century stole from Simonopetra,
p. 264 (n° 40), sixteenth-century stole from Cetinje Monastery, Serbia. Woodfin elsewhere
refers to the use of the image of Christ as High Priest on liturgical vestments in terms of
“self-referentiality,” to imply an indirect way for the celebrant to assert his role as Christ’s
substitute; see W. T. Woodfin, “Orthodox liturgical textiles and clerical self-referentiality,”
in K. Dimitrova, M. Goehring (eds), Dressing the Part: Textiles and Propaganda in the
Middle Ages, Turnhout, 2014, p. 31-51. On the portrayal of Christ in episcopal garments in
Byzantine art, see T. Papamastorakis, “H popen tov Xpiotov-Meydlov Apyepéa,” AXAE 17,
1993-1994, p. 67-78.

4 The silk background that serves as a support for the embroidered scenes shows a few signs of
wear, as well as the presence of wax marks. This suggests that it has not undergone restoration
since it stopped being used as a liturgical garment.
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Fig. 5. Epitrachelion with
prophets holding Marian
symbols; early sixteenth
century, Putna Monastery,
Romania.
Photo: A. Cojocaru,

“Contributii...,” 2016, fig.1.

Fig. 6. Emmanuel Tzanes, icon of St John of
Damascus (190 x 88 cm), 1654, church of
Saints Jason and Sosipater, Corfu, Greece.

Photo: P. L. Vocotopoulos, Eixéveg e Képropag,
Athens, 1990, fig. 57.
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the two bands using metallic buttons.®® According to a well-established tra-
dition, the name of the owner of the embroidery is recorded in the three-line
Greek inscription that can be read on the lower end of the stole, running par-
allel over the two adjacent stripes (Fig. 3):

Tobd maviepotdrov «(oi) Aoyww|tdtov p(mr)pomoritov Kvulikov | kvpiov
M(m1)popavovg Tod €k On|Bdv tiic Bowwtiag ktijjua iepov €oti todto | év
gret ox&C

This is a sacred possession of the most holy and most learned metropolitan of
Cyzicus, Kyr (‘Sir”) Metrophanes from Thebes in Boeotia, in the year 1667.%

The priestly vestment was thus comissioned by Metrophanes when he
served as metropolitan of Cyzicus in Asia Minor, most likely with the purpose
of being used by him in his public ministry. The lack of comprehensive archival
records of the Ecumenical Patriarchate for the period following the Ottoman
conquest of Constantinople poses a significant obstacle in precisely establishing
the succession of Greek metropolitans in the various local eparchies. This also
applies to Metrophanes, whose tenure as head of the archdiocese of Cyzicus
started in 1656 and ended on an unknown date in the second half of the seven-
teenth century.®? Gaining further insights into his life and pastoral endeavours
proves to be even more challenging. The Legal Collection (Nomike Synagoge)
compiled around 1680 at the request of patriarch Dositheos of Jerusalem

%0 During the seventeenth century, the two stripes of the epitrachelion were usually secured
with buttons running along their length. Compact liturgical stoles were also manufactured,
featuring undivided bands that created an uninterrupted embroidered field and a singular
aperture for donning the vestment. An exceptionally fine example of this kind is the
epitrachelion (28.5 x 149) with the Tree of Jesse, currently housed at the State Historical
Museum in Moscow (Inv. No. ND TII-607), which dates from the last quarter of the
seventeenth century. Notably, the stem of the tree crosses the middle axis of the embroidery
where the epitrachelion should have split into two distinct bands: https://catalog.shm.ru/
entity/OBJECT/118763 (accessed on 16.01.2024).

51 See also the description of the object on the website of the Walters Museum: https://art.
thewalters.org/detail/6492/stole-epitrachelion-with-scenes-from-the-akathist-hymn/
(10.12.2023).

52D, Kiminas’ recent contribution to the topic provides a list of the metropolitans of Cyzicus,
starting from the year 1800: D. Kiminas, The Ecumenical Patriarchate: A History of
Its Metropolitans with Annotated Hierarch Catalog, San Bernardino, 2009, p. 76-77.
The recently published collection of documents of the Ecumenical Patriarchate by
M. Paizi-Apostolopoulou, Y. Evangelou, D. Apostolopoulos (eds), Exionuo xeiueva tov
Tozprapyeiov Kwvertavuvovrdlews, Vol. 2. T cwldueve amd v mepiodo 1498—15635,
Athens, 2021, concludes its coverage a century prior to the era of Metrophanes of Cyzicus.
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(1669-1707) provides evidence for the election of hieromonk Metrophanes as
the metropolitan of Cyzicus in September 1656, during the tenure of patriarch
Parthenios 11l (1656-1657).5 According to the record in Dositheos’ Legal
Collection, Metrophanes assumed office after the passing of Antim of Cyzicus
(d. 1656). Thus, the embroidered stole preserved at the Walters Art Museum in
Baltimore marked the tenth year of Metrophanes’ pastorate of the metropolis
of Cyzicus.

The city of Cyzicus was located relatively close to Constantinople.
Moreover, the head of the metropolitan see of Cyzicus® assumed an impor-
tant role within the Patriarchal Synod. Metrophanes’ signature is one of the
first listed on official documents produced by the chancery of the Patriarchal
Synod during a period marked by frequent rotations in the highest administra-
tive position within the Patriarchate.® In the latter half of the seventeenth cen-
tury, two ecumenical patriarchs held the position of metropolitan of Cyzicus
either before being appointed to the highest ecclesiastical office or in between
their terms.*® Patriarch Paisios | (1652-1653, 1654-1655) served as head of
the archdiocese of Cyzicus between 1653 and 1654, which represents the pe-
riod between the conclusion of his first tenure as patriarch and the beginning
of his second. After stepping down from his role as the head of the patriar-
chate in 1655, he was appointed as the administrator (proedros) of Cyzicus.*

% D. G. Apostolopoulos, P. D. Mihailaris (eds), ‘H Nowuxi Zovaywyn w0t Aoaiféov. Mia mnyn
xod &va, texuijpio, vol. 1, Athens, 1987, p. 338, n° 745.

% For the history of this archbishopric during the Byzantine era, see R. Janin in Dictionnaire
d’histoire et de géographie ecclésiastiques, vol. 13, Paris, 1956, p. 1191-1196; idem,
Géographie ecclésiastique de I’Empire byzantin, vol. 2: Les églises et les monastéres des
grands centres byzantins, Paris, 1975 (1953%), p. 192-214.

% See below, n. 60, 61, 62.

% The origins of this practice could be traced to the Byzantine era. Niphon | (1310-1314)
and Matthew | (1397-1310) ascended to the patriarchal throne following their tenure as
metropolitans of Cyzicus. Similarly, Metrophanes Il of Constantinople (1440-1443), the
unionist patriarch, served as bishop of Cyzicus while attending the Council in Florence
alongside patriarch Joseph 11 (1416-1439), whom he succeeded in 1440.

STV, Grumel, Traité d’études byzantines, vol. 1: La Chronologie, Paris, 1958, p. 438;
N. M. Vaporis, “A Study of the Ziskind MS n° 22 of the Yale University Library. Some
Aspects of the History of the Ecumenical Patriarchate of Constantinople in the Seventeenth
and Eighteenth Centuries (I),” GOTR 12, 1967, p. 17-18.
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Likewise, Cyril IV was appointed patriarch in 1711, after having served as
metropolitan of Cyzicus for more than two decades.®

On the Akathistos epitrachelion its owner Metrophanes is referred to as
Aoywwtatov, a term commonly used to denote someone widely recognised
for their erudition or ability to produce literary works.*® Notwithstanding the
choice of this specific epithet, Metrophanes does not seem to have authored
any writings of his own. However, as the head of the see of Cyzicus, he was
also a member of the Patriarchal Synod and could have contributed to the
drafting of official documents instead. Metrophanes’ signature is present on
several documents issued by the Patriarchal chancery in the sixth and seventh
decades of the seventeenth century. In February 1668, his name appears on a
document issued by Methodius I11 of Constantinople in connection with the
ordination of the metropolitan of Herakleia.®® Along with 36 other archbishops
and former patriarchs, he signed Dionysius IV Mouselimis’ Response to in-
quiries about the mysteries of the Eastern Orthodox Church in January 1672.%
The position of Metrophanes as metropolitan is further confirmed in April
1675, by his signature on a letter in which Parthenius 1V of Constantinople
notifies the metropolitan of Herakleia about the suspension of a hierodeacon
named Laurentius due to his immoral conduct.®? Metrophanes of Thebes be-
came the metropolitan of Cyzicus in 1656 and effectively held this position

% The earliest known document signed by Cyril 1V as metropolitan of Cyzicus is dated
1 September 1684: idem, “A Study of the Ziskind MS n° 22 of the Yale University Library.
Some Aspects of the History of the Ecumenical Patriarchate of Constantinople in the
Seventeenth and Eighteenth Centuries (11),” GOTR 13, 1968, p. 64, n° XXXIII. The last
time he was mentioned as metropolitan of Cyzicus dates from 27 February 1701: ibid., p. 60.
However, Cyril IV remained in function until 4 December 1711 when he was appointed
patriarch (ibid., p. 60); cf. Ilpasocraenas snyuxnonedus, vol. 33, Moscow, 2013, accessible
electronic edition at https://www.pravenc.ru/text/1684583. html (accessed on 10.12.2023).

% For example, Georgios Hrisogon of Trebizond, teacher at the princely Academy in Bucharest
and editor of Nicolae Mavrocordat’s work ITepi t@v kaOnxoviwv (De officiis), published in
1719, is referred to on the title page of the book as “the most learned Georgios of Trebizond”
(Empereio kai dtopbmoet 700 doyiwtarov kdp I'ewpyiov Tparelovvtiov, S dacKdlov TG &V
Bovkovpeotie adbevtikiic oyorfc...).

% A. Papadopoulos-Kerameus, Tepocolvuutiksy BifAioOnkn o1 katdloyoc t@v &v talc
Pifriobnrois 100 ayiwtdtov dmootolikod te kol kabolikod Jdpbodolov marpiopyicod
Opovov t@v Tepooolbuwv kal maons Holowotivig arokeiuévav ElAvikdv kwdikwv, Vol. 1,
St. Petersburg, 1891 (anastatic impression, Brussels, 1963), p. 347-348.

& Movoaiov 5’ Kwvetoviivovrdlews Arokpiolc mpog pmtioeic mepi Ty uoatnpioy g kato v
Avazoiny épBoddéov éxrlnaiagc (pnvi iav. 1672 ivdikt. 10); see ibid., p. 335-336 (n° 276.15).

2 1bid., p. 347 (no 122).
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for at least two decades. His resignation occurred at some point after the year
1675, but the precise date is uncertain.s

As a member of the Holy Synod, Metrophanes most likely resided
in Constantinople, and the Akathistos stole was probably manufactured
there. Different workshops in the capital were concurrently engaged in the
manufacturing of liturgical embroideries and garments for the Orthodox
clergy at that time. Their products were distributed as far as mainland Greece,
Mount Athos, the Patriarchate of Jerusalem and the Romanian Principalities.®
Liturgical garments manufactured in Constantinople in the early seventeenth
century were distinguished primarily by their close adherence to traditional
Byzantine embroidery techniques and iconography. During the mid-1600s, the
production of ecclesiastical embroidery in the capital city showed few signs of
the significant transformations that took place by the end of the century, when
Western iconographic iconographic models and Ottoman ornamental features
gained increasing popularity.®®

8 Unfortunately, thereisnoinformationavailable inthe registers of the Ecumenical Patriarchate to
address this matter. The last officially documented year of Metrophanes’ tenure is 1675 (supra,
n. 62), while Cyril 1V (metropolitan of Cyzicus, ca. 1684-1711; later patriarch, 1711-1713)
is first attested as metropolitan of Cyzicus on 1 September 1684 (supra, n. 58). One plausible
hypothesis for this inconsistency may be that Metrophanes remained in function longer than
recorded in the surviving documents; cf. IIpasocrasnas snyuxnoneous..., vol. 33, p. 401-404
(https://www.pravenc.ru/text/1684583.html), which erroneously lists Metrophanes of Thebes
after Paisius | (metropolitan of Cyzicus, 1653-1654). The predecessor of Metrophanes of
Cyzicus was Anthim of Cyzicus, not Paisius I. Metrophanes became Anthim’s successor in
1656, as shown above.
6 P.S. Nasturel, “L’Epitaphios constantinopolitain du monastére roumain de Secul (1608),”
in idem, Etudes d’histoire byzantine et post-byzantine, ed. E. C. Antoche, L. Cotovanu,
L.-A. Tudorie, Briila, 2019, p. 685-700. For further examples, see G. Chatzouli, “A propos
d’un épitrachilion de 1664 de la Métropole Trikkis et Stagon attribué a la broderie de I’Ecole
de Constantinople,” Cahiers balkaniques 48, 2021 [= E. Papastavrou, M. Martiniani-Reber
(eds), L’évolution de la broderie de tradition byzantine en Méditerranée orientale et dans le
monde slave (1200-1800)], p. 171-172.
Scholarly interest in ecclesiastical embroidery and liturgical vestments produced during the
late Ottoman era has increased in recent years. The eclecticism of the embroidery production
of the period, manifested in technical, iconographic and decorative characteristics, has
been highlighted for example by E. Papastavrou, “Osmosis in Ottoman Constantinople:
The iconography of Greek church embroidery,” in N. Vryzidis (ed.), The Hidden Life of
Textiles in the Medieval and Early Modern Mediterranean: Contexts and Cross-Cultural
Encounters in the Islamic, Latinate and Eastern Christian Worlds, Turnhout, 2020, p. 205-
230; E. Papastavrou, D. Filiou, “From Constantinople to Vienna: On the Different Tendencies
in Greek Orthodox Ecclesiastical Embroidery (17""-18" Centuries),” in Cahiers balkaniques

=}
a
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The Akathistos Cycle Embroidered on Metrophanes’ Epitrachelion
and its Relation to Manuscript Garrett 13
from Princeton University Library

The practice of representing the Akathistos to the Mother of God in a continu-
ous series of twenty-four distinct scenes, which correspond to the poetic structure
of the hymn, originated in Byzantium in the latter half of the thirteenth century.®
The rapid increase in popularity of the Akathistos cycle resulted in the dissemina-
tion of multiple versions in various artistic media and over a wide geographical
area. In an effort to classify the different iconographic renditions of the Akathistos
Hymn, art historians commonly relied on comparing the scenes that make up the
hymn’s final sequence, which exhibit unique regional characteristics.®” The open-
ing section of the pictorial cycle of the Akathistos Hymn comprises twelve scenes
derived from the Life of the Virgin Mary and the Infancy cycle of Christ. The
episodes follow in chronological order, forming the so-called “historical” part
of the Akathistos Hymn.%® This segment consistently conveys the same narrative
throughout each Akathistos cycle, which can make comparisons of depictions
across different periods ineffective. Conversely, from stanza 13 to stanza 24,
artists were challenged with illustrating a poetic content devoid of any histor-
ical references, commonly referred to as the “dogmatic” section of the hymn.
Consequently, they produced new illustrations®® that serve as reliable indicators

48, 2021 [= E. Papastavrou, M. Martiniani-Reber (eds), L’évolution de la broderie...],
p. 185-211; N. Vryzidis, E. Papastavrou, “Italian and Ottoman Textiles in Greek Sacristies:
Parallels and Fusions,” in M. Bernardini, A. Taddei (eds) with the collab. of M. D. Sheridan,
15" International Congress of Turkish Art. Proceedings, Ankara, 2018, p. 677-687;
O. Olar, “A Murderer Among the Seraphim. Lapusneanu’s Transfiguration Embroideries,”
in M. A. Rossi, A. I. Sullivan (eds), Eclecticism in Late Medieval Visual Culture at the
Crossroads of the Latin, Greek, and Slavic Traditions, Berlin — Boston, 2022, p. 369-400.

% Supra, n. 8.

57 For a recent attempt to classify and trace the geographical origins of the most important mural
cycles of the Akathistos Hymn from the sixteenth century, see N. Kozak, “The Akathistos on
the Move and the Geography of Post-Byzantine Art,” in M. A. Rossi, A. I. Sullivan (eds),
Eclecticism in Late Medieval Visual Culture..., p. 221-238.

% J. Lafontaine-Dosogne, “L’illustration de la premiére partie de I’Hymne Acathiste et sa relation
avec les mosaiques de I’enfance de la Kariye Djami,” Byzantion 54, 1984, p. 648-702.

 The most notable exception is the Anastasis composition, which serves as the representation of
stanza 18 (Wishing to save the world...) in an important number of Akathistos cycles. Strophe
14 (Al the ranks of angels...) is frequently illustrated by an image of Christ Emmanuel, the
Incarnate Logos sitting among incorporeal powers. This composition closely resembles a
miniature in the so-called Kokinobaphos codices (Paris, BNF, Gr MS 1208, fol. 153" and
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of the geographical origin of a pictorial cycle and are typically transmitted as a
cohesive iconographic unit.

The Walters epitrachelion features a complete version of the iconographic
cycle inspired by the Marian hymn, which differs from the versions seen on other
embroidered stoles manufactured during the same period. Another epitrachelion
adorned with scenes from the Akathistos Hymn is preserved in the collection of
the Great Lavra on Mount Athos. The vestment belonged to metropolitan Anthim
I of Adrianoupolis™ who held the office from 1618 until June 1623, when he
became ecumenical patriarch for a short period of time.” This epitrachelion
exhibits notable differences in comparison with the Walters stole, which was
produced several decades later. On the other hand, its decoration is indistinguish-
able from that of a third epitrachelion, which is preserved in the collection of the
Ecumenical Patriarchate in Istanbul. Based on this similarity | suggest that these

BAV, Gr MS 1162, f. 113Y) inspired by Jacobus Monachus’ homiletic compilation on the
Life of the Virgin Mary. The two Parisian codices created in Constantinople in the first part
of the twelfth century provide an excellent illustration of how Byzantine iconographers
skilfully combined Gospel episodes with innovative compositions to accompany Jacobus’
text; K. Linardou, “The Homilies of lakovos the Kokkinobaphou Monastery,” in V. Tsamakda
(ed.), A Companion..., p. 382-392. On the impact of the imperial imagery of acclamations
(laudes) on the scenes depicted in the second part of the Akathistos cycle, see T. Velmans,
“Création et structure du cycle iconographique de I’Akathiste,” in M. Beza (ed.), Actes du
XI\F Congreés international des études byzantines (Bucarest, 1976), vol. 3, Bucharest, 1976,
p. 469-473.

™ The inscription embroidered on the lower part of the stole mentions metropolitan Anthim of
Adrianoupolis as the sponsor of the epitrachelion. It states TO ITAPON EITITPAXHAION
QKOAOMHGOH AIA EEOAOY KAI EIIMEAEIAX EMOY TOY TAIIEINOY
MHTPOIIOAITOY AAPIANOYIIOAEQE ANGIMOY... (The present epitrachelion was
made through the efforts and care of the humble metropolitan of Adrianoupolis, Anthimos...).
The inscription concludes by indicating the year, which unfortunately cannot be determined
based on the available photographs, and the month of September as the completion date of the
embroidery; see Chr. Patrinelis, A. Karakatsanis, M. Theocharis (eds), Movy Zravpovixiza...,
p. 213, fig. 99.

1\, Semnoz, “Les derniéres années du patriarche Cyrille Lucar,” Echos d’Orient 6, n° 39,
1903, p. 97-107; C. D. Cobham, The Patriarchs of Constantinople, Cambridge, 1911,
p. 89; M. Gedeon, HHatpiopyixoi Ilivakes. Eidnoeic iotopcal Piroypopixal mepl twv
Hozpropyov Kovaroviivovmolews, amd Avopéov tov Tpwtorlitov uéypis lwaxeiu I tov arxd
Ocooalovikng, Constantinople, 1884, p. 552-553; R. Janin, “Anthime II,” in Dictionnaire
d’histoire et de géographie ecclesiastiques, vol. 3, Paris, 1924, p. 532; Archim. of Sinai
Germanos Afthonidis (ed.), A6avaciov Kouviyvod Yymidvey, Exkinciactikddv kai Ioltikdy
1@V eig Addexo, Bifliov H', @ kou I’ 1jror ta peta v Adwaoiv (1453-1789) (Ex Xeipoypapov
Avexdoroo tije lepac Movijc tod Zva), Constantinople, 1870, p. 132.
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two epitrachelia were manufactured by the same workshop in Constantinople.
The workshop commissioned to manufacture the liturgical stole of the metro-
politan of Adrianoupolis and the Patriarchate stole employed an iconographic
model for the Akathistos cycle that can be traced back to the sixteenth centu-
ry. Comparable visual representations of the hymn have survived in the wall
paintings of the monastery churches of Snagov and Tismana in Wallachia,? as
well as in the seventeenth-century frescoes of the Ekatontapyliani Church of the
Virgin on the island of Paros.” A comparison of the Walters Akathistos cycle
with a fourth embroidered representation of the hymn yelds comparable results.
This fourth embroiderd stole is a sixteenth-century epitrachelion, commissioned
by bishop Dorotheos and preserved at the monastery of Stavronikita on Mount
Athos.™ Its design exhibits notable differences not only in comparison with the
Walters epitrachelion, but also with the other two.

The available evidence, however limited in scope, indicates that various
workshops in seventeenth-century Constantinople crafted distinct designs for
epitrachelia featuring the Akathistos Hymn to cater for the diverse artistic prefer-
ences of their clientele. Embroidery workshops that were entrusted with multiple
commissions would, on occasion, repeat the same pattern on different vestments.

The model used for the Walters epitrachelion exhibits a ramarkable simi-
larity to the illustrations in a contemporary manuscript of the Akathistos Hymn
attributed to Luke of Cyprus, who served as bishop of Buziu from approxi-
mately 1583 until around 1603 and from 1603 until 1629 as metropolitan of
Wallachia.” Due to the lack of a colophon, the illuminated Akathistos Hymn

2 A shared drawing model was used in two fresco cycles of the Akathistos Hymn preserved
in Wallachian monasteries, one in Snagov, Ilfov County (1563), and the other in Tismana,
Gorj County (1564), separated by over 350 km. The use of the same drawings for both can
be explained by the fact that both fresco ensembles were sponsored by princess Chiajna, the
widow of Wallachian prince Mircea Ciobanul (1545-1552, 1553-1554, 1558-1559), and that
they were completed a year apart; see C. L. Dumitrescu, “Deux églises valaques décorées
au XVI¢ siécle: Snagov et Tismana,” RRHA. Série Beaux-Arts 10, n° 2, 1973, p. 129-164;
O. lacubovschi, “Der Akathistos-Bilderzyklus in der Wandmalerei der Wallachei im 16.
Jahrhundert,” EBPB 6, 2011, p. 289-324.

8 For the representations of the hymn in the frescoes of Snagov and Tismana, see supra,
n. 72. The seventeenth-century mural cycle that has been only partially conserved in the
altar apse of the church of Panagia Ekatontapyliani on Paros is treated in T. C. Aliprantis,
H exazovramvliavi g Hapov, Thessaloniki, 1993, p. 67-77, figs. 60-75.

" Supra, n. 7.

s A native of Cyprus, he left the Ottoman-conquered island in the latter part of the sixteenth
century and established himself in Wallachia. He was appointed metropolitan during the reign
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that opens this codex (Garrett 13 in the Princeton University Library) has been
attributed to Luke of Cyprus, based on epigraphic evidence.” Each strophe of
the Akathistos to the Mother of God copied by Luke, including its preamble
(prooimion), is preceded by a full page illustration accompanied by the begin-
ning of the respective stanza. The text copied by Luke covers f. 1" to 25¥ of
the codex. This independently crafted copy of the Akathistos Hymn was subse-
quently bound together’” with another Greek version of the poem (f. 27'-46")"®
written down by Luke’s contemporary, Matthew of Myra, a hegoumenos of the
monastery of Dealu in Wallachia at that time.” The most relevant part of Garrett

of prince Radu Serban (1601, 1602-1610, 1611); see G. K. Vikan, “Byzance apreés Byzance:
Luke the Cypriot, Metropolitan of Hungro-Wallachia,” in L. Clucas (ed.), The Byzantine Legacy
in Eastern Europe, Boulder — New York, 1988, p. 165-184; P. Zahariuc, “Noi informatii despre
manastirea Izvorani (judetul Buzau) si despre mitropolitul Tarii Romanesti, Luca de Cipru,”
RI 21, n° 34, 2010, p. 251-270; O. Olar, “La rascruce de vanturi. Luca al Buzaului, Matei al
Mirelor si Anastasie Crimca,” in Dragomirna si ctitorii ei, Sfanta Manastire Dragomirna, 2014,
p. 305-320. Luke of Cyprus was also a prolific copyist of liturgical manuscripts. So far, twenty-
two manuscripts copied by him are known. See M.-D. Zoumbouli, Luc de Buzau et les centres
de copie de manuscrits grecs en Moldovalachie (XVIe-XVII¢ siécles), Athens, 1995, p. 69-75;
G. K. Vikan, “Byzance aprés Byzance...,” p. 168, 179, n. 2; O. Olar in the present volume.

6 M. A. Vardavaki, Of uixpoypagpics tod Axaiorov atov kaddika Garrett 13, Princeton, Athens,
1992, p. 128-129, figs. 1-25; M.-D. Zoumbouli, Luc de Buzau..., p. 76-81; S. Kotzabassi,
N. Patterson Sevé&enko, with the collab. of D. C. Skemer, Greek Manuscripts at Princeton,
Sixth to Nineteenth Century. A Descriptive Catalogue, Princeton NJ, 2010, p. 80-95,
figs. 85-113, on the attribution, p. 81.

"L, Cotovanu, “Le Ms. gr. Garrett 13 de I’Université de Princeton et les circonstances de sa
production,” presented at the conference Manuscript Tradition and Visual Culture. Circulating
Models and Their Reception in South-Eastern Europe (New Europe College, Bucharest,
November 26, 2021), argued that the two Greek hierarchs joined these two manuscripts of the
Akathistos Hymn, with the purpose of presenting the resulting codex to prince Radu Mihnea,
who defeated Gabriel Bathory following the 1613 invasion of Wallachia, thereby personally
rescuing Matei and Luca from peril and offering them refuge and protection in the Wallachian
Principality. This presentation may have taken place at the reconsecration of the katholikon of
the monastery of Dealu in July 1614 or the consecration of the monastery of Radu Voda, three
months later. See also Lidia Cotovanu’s contribution in the present volume.

8 There is a blank folio, numbered as 26, between Luke of Cyprus’ Akathistos, which concludes on
f. 25Y, and Matthew of Myra’s Akathistos, which begins on f. 27". The manuscript can be accessed
at https://catalog.princeton.edu/catalog/99108926643506421 (accessed on 11.01.2024)

™ Matthew transcribed the hymn together with the liturgical service for the Saturday of the fifth
week of Lent (f. 47'-65") and the parakleitikos, or supplicatory canon, dedicated to the Virgin
(f. 66'-89"); see S. Kotzabassi, N. Patterson Sevéenko, Greek Manuscripts at Princeton...,
p. 90-95, figs. 110-113; O. Gratziou, Die dekorierten Handschriften des Schreibers Matthaios
von Myra (1596—1624). Untersuchungen zur griechischen Buchmalerei um 1600, Athens,
1982; M. A. Vardavaki, Oi puxpoypagicc o0 Axdbiotov..., figs. 60-67. The concluding
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13 for the present study are the illustrations which precede each stanza of the
hymn. These were executed by a skilled illuminator with whom Luke collabo-
rated either before the writing process or afterwards.®

Despite being created over five decades apart and featured in distinct artistic
media, the illuminated cycle of the Princeton Garrett 13 codex and the version
embroidered on Metrophanes’ stole exhibit obvious similarities. The relationship
between the two works of art remained until now unexplored in detail although
it was noticed by Maria Aspri Vardavaki three decades ago.t! Considering the
relatively brief period between the creation of Luke’s Akathistos manuscript
and Metrophanes’ epitrachelion and the regular interactions between Greek and
Wallachian clergy in the seventeenth-century, which enabled the circulation of
artwork such as portable icons and manuscripts to and from Constantinople as
diplomatic gifts, Luke’s manuscript included in the Garrett 13 codex appears as
a strong contender for being the model for the Akathistos stole. The question
of whether Metrophanes of Cyzicus travelled to Wallachia during his pastorate
remains an issue for future research. He did, however, have family connections
within the principality, which will be discussed in greater depth later.

The following section will attempt to illustrate the embroiderer’s informed
and nuanced approach in relation to his manuscript model. | aim to facilitate
insight into the process by which the illustrations in manuscript Garrett 13 have
been adapted to form the images which can be seen on the Walters epitrachelion.

section of the codex comprises the Eleven Resurrection Gospel readings (f. 90'-102"), also
known as the “Eothina,” copied by a different scribe around the same period: S. Kotzabassi,
N. Patterson Sevcenko, Greek Manuscripts at Princeton..., p. 81.

8 There is at least another manuscript which evidences that Luke collaborated with an artist. That
codex, Walters Gospel Lectionary 535, is part of the same collection as the epitrachelion which
is the focus of the present study. Unlike Garrett 13 it contains a colophon which revealed that
Luke copied it in 1594, so while he was still bishop of Buzau. Two years after its completion,
the manuscript accompanied the copyist on a diplomatic trip to Moscow. The hypothesis that
the manuscript was embellished with miniatures by Muscovite artists there was formulated by
G. K. Vikan, “Walters Lectionary W.535 (A.D. 1594) and the Revival of Deluxe Greek Manuscript
Production after the Fall of Constantinople,” in J. J. Yiannias (ed.), The Byzantine Tradition after
the Fall of Constantinople, Charlottesville — London, 1993, especially p. 194-199, and is further
supported by the stylistic and iconographic characteristics of the miniatures that illustrate the
Gospel text; on Walters Gospel Lectionary 535, see also G. R. Parpulov, “A Catalogue of the
Greek Manuscripts at the Walters Art Museum,” Journal of the Walters Art Museum. A Catalogue
of Greek Manuscripts at the Walters Art Museum and Essays in Honor of Gary Vikan 62, 2004,
p. 132-140; D. Miner (ed.), Early Christian and Byzantine Art..., p. 147 (n° 743).

8 M. A. Vardavaki, Of wuxpoypagiec tod Axabiorov..., p. 48.
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This will be done by discussing several examples of images seen in the manu-
script and on the liturgical stole illustrating stanzas from the first (stanzas 1-12)
as well as the second (stanzas 13-24) part of the Akathistos Hymn, so both the
“historical” and the “theological” parts. Additionally, the present analysis will
specifically highlight those discrepancies observed between the two pictori-
al cycles that seem to be related to the embroiderer’s artistic background and
iconographic routines. The consistent nature of the iconographic alterations,
however, further supports the argument that the embroiderer had access to the
illustrations to the Akathistos Hymn in Garrett 13. He did not merely replicate
his model but endeavoured to improve it.

The illuminated Akathistos cycle and its embroidered version open with
a virtually identical sequence of images. An examination of any of the three
consecutive Annunciation scenes on the Walters epitrachelion demonstrates
that the embroiderer exerted great care in faithfully reproducing his manu-
script model onto the silk surface, paying attention to the smallest details.
Significant parallels are evident in the depiction of the initial encounter be-
tween Mary and the Archangel Gabriel (stanza 1), which reflects a well-es-
tablished Cretan prototype of the Annunciation scene, transmitted on portable
icons.® In the scene corresponding to stanza 3 (The Virgin, yearning to grasp
a knowledge unknowable...),® both artists portray Joseph positioned behind
the Virgin as a witness to the event, anticipating the doubts he would express
in the well-known scene dedicated to his first encounter with Mary after the
Annunciation (Figs. 7, 8). The animated gestures of the Archangel and the
Virgin in the miniature f. 4" in the Princeton manuscript have been accura-
tely replicated on the epitrachelion. The same applies to the backdrop scen-
ery suggested in the corresponding miniature, despite the evident challenges
faced by the embroiderer in attempting to render the different architectural
volumes in perspective.

8 The miniature on f. 2" of the Garrett 13 Akathistos is almost identical to the principal panel of
the two-part icon featuring the Annunciation and Saint George fighting the Dragon (Inv. No.
37.725) from the collection of the Walters Art Museum in Baltimore; for the miniature, see
S. Kotzabassi, N. Patterson Sev&enko, Greek Manuscripts..., p. 83, fig. 86. The icon, datable
to the fifteenth century, is discussed by M. Vassilaki, “Some Cretan Icons in the Walters Art
Gallery,” The Journal of the Walters Art Gallery 48, 1990, p. 76, fig. 1, as part of a series
of similar representations by Cretan artists. See also M. A. Vardavaki, Oi uxpoypapics w00
Axdaborov..., p. 42-44.

8 For English quotations, | used the translation of the Akathistos Hymn by M. L. Peltomaa, The
Image of the Virgin Mary...
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Fig. 7. The Annunciation to the Virgin, illustration of stanza 3 of the Akathistos
Hymn (“The Virgin, yearning to grasp a knowledge unknowable...”), MS Garrett 13,
Princeton University Library, f. 4".
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Fig. 8. The Annunciation to the Virgin, illustration of strophe 3 of the Akathistos
Hymn (“The Virgin, yearning to grasp a knowledge unknowable...”), epitrachelion
of Metrophanes of Cyzicus, Walters Art Museum, Baltimore.
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Fig. 9. The Holy Conception, illustration of stanza 5 of the Akathistos Hymn (“Then
the power of the Most High...”), MS Garrett 13, Princeton University Library, f. 5",
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Fig. 10. The Holy Conception, illustration of stanza 5 of the Akathistos Hymn
(“Then the power of the Most High....”), epitrachelion of Metrophanes of Cyzicus,
Walters Art Museum, Baltimore.
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The Annunciation sequence reaches its climax in the fourth scene of the
cycle which visually symbolises the moment of Conception, as described
in strophe 4 (Then the power of the Most High overshadowed her...). The
iconographic rendition of the stanza on the epitrachelion matches the Garrett
13 miniature on f. 5"down to the smallest detail. In both examples, the Virgin
is actually overshadowed by a veil that is being upheld by a pair of angels
positioned behind her. Simultaneously, a dove which emerges from the
body of the Ancient of Days is seen descending towards her (Figs. 9, 10).
Notwithstanding the inherent technical difficulties posed by the partial overlap
of the Holy Dove with the body of the Ancient of Days, the embroiderer
managed to render the same iconographic detail on the epitrachelion.

The portrayal of God the Father sending the dove-like manifestation of the
Holy Spirit to Mary can be traced back to a common pattern found in Trecento
icons illustrating the Annunciation. The central panel of Lorenzo Veneziano’s
Annunciation altarpiece (1371), displayed at the Gallerie dell’Accademia in
Venice, portrays God the Father bending down from heaven towards the Virgin,
while the archangel Gabriel delivers the message of her divine conception.
With outstretched arms, the Father releases both the Holy Dove and the Son,
who descends towards the Virgin carrying the symbol of his Passion in Lorenzo
\eneziano’s panel (Fig. 14).8* Unlike Italian Trecento painters, Eastern artists
considered the Holy Spirit to be the only Person of the Holy Trinity®® that
ought to be depicted in the Annunciation scene.® They rarely deviated from

8 A similar representation can be seen on the left panel of a polyptych of the former Cistercian
convent Marienthal, Waldeck, Germany, painted around 1370; see E. Papastavrou, Recherche
iconographique dans I’art byzantin et occidental du XI¢ au X\#siecle: I’Annonciation, \enice,
1997, figs. 47, 53. On the analogy between the depiction of the Ancient of Days in Garrett 13
and Italian panel icons, see also M. A. Vardavaki, Of uixpoypogiec tod AxdBiotov..., p. 53.

8 One notable exception is the Annunciation of Ustyug (Vcrioxkckoe Braroserenue), an icon
painted in Novgorod in the twelfth century, which depicts Christ the Ancient of Days seated
on a throne, all covered with glory in the composition.

8 The symbolic representation of the Holy Spirit as a Dove is a relatively late development in
the Byzantine iconography of the Annunciation. The earliest evidence may be linked to the
fresco on the eastern wall of the bema in the church of the Panagia Phorbiotissa in Asinou,
dating back to 1105/6; see A. Weyl Carr, A. Nicolaides (eds), Asinou Across Time: Studies
in the Architecture and Murals of the Panagia Phorbiotissa Cyprus, Washington, 2012,
p- 225, fig. 6.11. Despite the scriptural support of Luke 1:35 (And the angel answered and
said unto her, the Holy Spirit shall come upon thee, and the power of the Most High shall
overshadow thee), artists of the early Byzantine period placed less emphasis on the ‘Descent
of the Holy Spirit’ as on the encounter of the Virgin with the angel, and her response to the
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this widely accepted convention. However, a number of wall paintings in
Orthodox churches on Cyprus, display unique iconographic versions of the
Annunciation to Mary, which include the second Person of the Trinity. In the
church of the Mother of God (Panagia Phorbiotissa) of Asinou, the figure of
Christ as the Ancient of Days is depicted in a section of sky, directing the
Holy Spirit towards Mary with his right hand.®” The Annunciation fresco in
the church of Agios Nikolaos tis Stegis (“of the Roof”) in Kakopetria, Cyprus
portrays the Ancient of Days in a clipeus, sending the Holy Spirit by blowing
a ray of light towards Mary.®

The theological emphasis in the Western and Eastern representations of
the Annunciation is notably dissimilar. The Holy Trinity depicted on the altar
panel by Lorenzo Veneziano (Fig. 14) serves to foreshadow God’s deliberate
and ultimate act of sacrifice, made possible through Christ’s incarnation.
The Father, depicted as an elderly man by Lorenzo Veneziano, consents to
the ultimate sacrifice and sends the Son into the world. In the Cypriot mural
paintings of the Annunciation, on the other hand, it is the pre-eterna Logos,
whom the painters render with a beard and hair whitened by years. On the
triumphal arch of the church of the Panagia Phorbiotissa in Asinou, the Ancient
of Days is labelled IC XC O ITTAAEOC TQON HMEPQN, which indicates that
it is the Son, born before the ages, who made himself visible by descending

divine message: E. Kitzinger, “The Descent of the Dove. Observations on the Mosaic of the
Annunciation in the Cappella Palatina in Palermo,” in I. Hutter (ed.), Byzanz und der Westen.
Studien zur Kunst des europdischen Mittelalters, Vienna, 1984, p. 99-116; K. Weitzmann,
“Eine spatkomnenische Verkiindigungsikone des Sinai und die zweite Byzantinische Welle
des 12. Jahrhunderts,” in G. Kauffmann (ed.), Festschrift fir Herbert von Einem, Berlin,
1965, p. 299-312. Early representations of the Holy Conception, as seen in the Bristol Psalter
(London, British Library, Add. 40 731, f. 115") and the Barberini Psalter (BAV, Barberinus gr.
372, f. 119Y) depict the descent of the Holy Dove onto a beam of light, directed towards an
image of the Virgin and Child enclosed in a clipeus. In both examples, a discrete manifestation
of divine intervention emerges in the form of a Dextera dei from a segment of heaven:
E. Kitzinger, “The Descent...,” pl. XXXIX, figs. 9 and 11.

8 The triumphal arch of the church of the Panagia in Asinou was given a new coat of paint
in the fifteenth century; A. Weyl Carr, A. Nicolaidés (eds), Asinou Across Time..., p. 224,
fig. 6.10, p. 226-227. For the monument and its wall paintings, see A. Stylianou, J. Stylianou,
The Painted Churches of Cyprus: Treasures of Byzantine Art, Nicosia, 19972 (1985%), p. 254.

8 bid., p. 53-75; Ch. Chotzakoglou, “Religious Conflicts between Byzantium and the West
Mirrored in the Iconography of Byzantine Lands under Latin rule,” in F. Daim, D. Heher,
C. Rapp (eds), Menschen, Bilder, Sprache, Dinge: Wege der Kommunikation zwischen Byzanz
und dem Westen, vol. 1: Bilder und Dinge, Mainz, 2018, p. 206, fig. 1.



132 OaNa [AcUBOVSCHI

into the womb of Mary. Furthermore, the inscription serves to clarify that only
Jesus Christ can be depicted in his bodily manifestation, and not the Father.
Nevertheless, the peculiar representation of the Dove symbolising the Holy
Spirit emanating from the bosom of the Ancient of Days, as seen in Garrett
13, appears to have been inspired by a particular image known in literature
as the “Throne of Mercy” or “Gnadenstuhl,”®® which first appeared in the
Catholic West.*® The Trinitarian image representing the Father holding the
Crucified Son and the Holy Dove emphasises the corporeal nature of Christ’s
death, which stands at the core of Western sacramental theology.®* The same
representation has occasionally been used by Western medieval artists to
convey another doctrinal concept, namely the double proceeding of the Spirit,
from the Father and the Son. The idea was occassionaly communicated through
the representation of the Dove with its expanded wings pointing towards the
mouth of the Father and the Son at the same time.®2 Following its inclusion in

8 B. Kress, “A Relief by Peter Dell (1548) after a Drawing by Paul Lautensack, and the Origins
of the Term ‘Gnadenstuhl’,” JWCI 73, 2010, p. 181-194; H. Gerstinger, “Uber Herkunft
und Entwicklung der anthropomorphen byzantinisch-slawischen Trinitatsdarstellungen des
sogenannten Synthronoi- und Paternitas (Otéchestow)-typus,” in G. Gsodam (ed.), Festschrift
W. Sas-Zaloziecky zum 60. Geburtstag, Graz, 1956, p. 79-85.

% This opinion has been expressed by M. A. Vardavaki, Oi wixpoypogiec tod Axébiaron...,
p. 52-53; E. Papastavrou, D. Filiou, “To gAAnvop0ddo&o kévinpa otnv Kovotavtivovmoin
koté v obopaviky mepiodo,” in N. Vryzidis, P. Androudis, M. Martiniani-Reber (eds),
Meza&i kot moppivpa — O kdauog tov foloaviivod ka petofolovivod vpacuatog, Athens, 2023,
p. 182, n. 24. Papastavrou and Philiou discuss a similar image that is embroidered on an
epigonation displayed at the Christian and Byzantine Museum in Athens (BXM 1702).

%> The “Gnadenstuhl,” which is first of all the most important Trinitarian eucharistic
representation within the Western artistic tradition, communicates the basic lines of the
sacramental theology widespread in the West: A. Kriza, “The Russian ‘Gnadenstuhl’,” JWCI
79, 2016, p. 79-130.

°2 This is clearly conveyed by the representation of the dove’s expanded wings pointing to the
Father and the Son’s mouth in the miniature of the Cambrai Missal (ca. 1120) preserved in
the Public Library of Cambrai (MS 234, f. 2): A. Kriza, “The Russian ‘Gnadenstuhl’...,”
p- 97-98, fig. 8. Michael Altripp presented another example: a representation from ca. 1200
in a manuscript of Petrus Lombardus’ Libri Quattuor Sententiarum, Bibliotheque royale de
Belgique, Brussels, Lat. MS 470, f. 42 M. Altripp, “Die Rezeption trinitarisch interpretierter
Texte des Alten Testamentes in der Byzantinischen Kunst,” ZRVI 59, 2022, p. 255-256
(without illustration). However, the depiction of the Father sending the Holy Dove through a
bundle of rays towards the Crucified Son in a Book of Hours from approximately 1460, which
is presently housed in the Getty Museum Collection as MS Ludwig 1X 12 (83.ML.108),
f. 130Y, is one of numerous instances where this principle does not apply (https://www.getty.
edu/art/collection/object/105SWQ, accessed on 11.01. 2024). loannis Spatharakis, who
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the wall paintings of the Greek Orthodox churches on the islands of Crete and
Cyprus under Latin occupation,® the anthropomorphic Trinity was allegedly
employed to counter the filioque doctrine,® namely by depicting the Spirit as
proceeding solely from the Father. The most well-preserved examples of this
compositional type are the wall paintings in the nave of Panagia Roustika

also pointed out that numerous examples from the West show the procession of the Spirit
from the Father in a manner similar to the frescoes in Panagia Roustika, strongly criticises
the interpretation of both Western and Eastern versions of the “Gnadenstuhl” composition
in relation to the filioque doctrine. See |. Spatharakis, Byzantine Wall Paintings of Crete.
Rethymnon Province, vol. 1, London, 1999, p. 198-206.

% In the church of the Panagia in Roustika on Crete, the arch above the apse of the sanctuary
is decorated with a typical composition of the “Gandenstuhl,” in which the Holy Dove takes
shape from the breath of the Father; see |. Spatharakis, Byzantine Wall Paintings of Crete...,
vol. 1, p. 180-181 (n° 2), p. 184-185, 198-200, fig. 242; idem, Byzantine Wall-Paintings in
Rethymnon, Rethymnon, 2010, p. 36, fig. 33. Several mural paintings on Crete and Cyprus
attest the incorporation of the image of the Father blowing the Holy Spirit towards the
Son as an isolated element into the iconography of different scenes. In the church of St.
George near the monastery of Preveli in the province of Rethymnon, an image of the so-
called “Paternitas” type, depicting God the Father holding Emmanuel while sitting on a
throne recalls the thirteenth-century fresco on the barrel vault of the Kumbelidiki Church
in Kastoria: cf. S. Pelekanidis, M. Chatzidakis, Kastoria, Athens, 1985, p. 85, 90. However,
the Cretan artist depicts the Dove as proceeding from the Father, which is not the case in the
murals at Koumbelidiki: I. Spatharakis, Byzantine Wall Paintings of Crete..., p. 203, fig. 349.
The depiction of the martyrdom of St. Stephen in the eponymous church in Drakona, Chania,
incorporates a comparable representation of the Father blowing the Holy Dove towards the
Son (ibid., p. 203-204). In the church of the Holy Cross of Agiasmati near Platanistasa in
Cyprus (1494), the western pediment of the wooden-roofed nave showcases a fresco of the
Crucifixion featuring in the upper part of the composition the image of the Father sending the
Dove towards the Crucified Son; for general information on the monument, see A. Stylianou,
J. Stylianou, The Painted Churches of Cyprus..., p. 186-216. For a photographic reproduction
ofthe Crucifixion fresco, see Ch. Chotzakoglou, “Unveiling the Venetian Art-Image: Remarks
on the Painting and its religious background of Cyprus during the period of the venetian Rule
(1489-1571),” in Chr. Maltezou, A. Tzavara, D. Vlassi (eds), | Greci durante la venetocrazia:
Uomini, spazio, idee (XII1-XVIII sec.). Atti del Convegno Internazionale di Studi, Venezia,
3-7 dicembre 2007, Venice, 2009, p. 801, fig. 1.

% This opinion was expressed by N. A. Gkioles, “Ewovoypagikd 8époata ot Buloviivi téyvn
gumvevopéva amd v avtimapadson kot to oyiopota twv §vo Exkinowdv,” in Ch. S. Kakouri,
T. Albani (eds), Owpdxiov. Apiépwua oty wijun tov Hodlov Aalopion, Athens, 2004,
p. 263-281; Ch. Chotzakoglou, “Unveiling the Venetian Art-Image...,” p. 434-435; idem,
“Religious conflicts between Byzantium and the West...,” p. 205-210; S. Kalopissi-Verti,
“Aspects of Byzantine Art after the Recapture of Constantinople (1261-ca.1300): Reflections
of Imperial Policy, Reactions, Confrontation with the Latins,” in F. Joubert, J.-P. Caillet (eds),
Orient et Occident méditerranéens au XI1I¢ siecle: les programmes picturaux, Paris, 2012,
p. 46-48. For a diferent opinion, see loannis Spatharakis (as in n. 88 above).
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Church on Crete (1390-1391) and the one in the sixteenth-century single-aisle
church of the Holy Cross in the village of Hagia Eirini on Cyprus (Fig. 12).
In both instances, the Holy Spirit is depicted as emerging from the mouth of
the Father.®

In the seventeenth century, the image of God the Father with the Holy Dove
coming either from his body or his mouth was popularized to such an extent
that it was indiscriminately used in various iconographic contexts besides the
Annunciation in Eastern Orthodox art. An illustrative example can be seen on
the epigonation created in 1689 in the famous Constantinopolitan workshop
of Despineta of Argyris, which is currently on display at the Museum of
Byzantine and Christian Art in Athens (BXM 1702) (Figs. 11, 13).% The figure
of the Ancient of Days, accompanied by the dove of the Holy Spirit, forms a
complementary pair to the enthroned Christ surrounded by the apocalyptic
creatures. Additionally, an eighteenth-century drawing model (antivola) for
the Tree of Jesse, kept at the Benaki Museum in Athens, includes a portrait
of the Ancient of Days sending the Holy Dove towards the Virgin who is
crowned by angels. The representation of God as an old man emerging from
the clouds in the model drawing is nearly identical to the one in the Princeton
miniature.*’

In light of the above discussion, the inscription ‘O @C KAI ITPI, which is
associated with the representation of the Ancient of Days on f. 5"of the Garrett
13 manuscript, raises questions as to its significance. It has been read as ‘O
Ococ kol mepiotépt (God and the dove),® which matches the two abbreviated

% For the representation of the “Gnadenstuhl” in the church of the Holy Cross in Hagia Eirini,
see Ch. Chotzakoglou, “Unveiling the Venetian Art-Image...,” p. 801, fig. 2; Monk Dometios,
Odoiopikd otig ayoypopnueves exkinoies e Kompoo, Cyprus, 2007, p. 68; for general
information about the monument, see A. Stylianou, J. Stylianou, The Painted Churches of
Cyprus..., p. 151-156.

% No inscription has been preserved next to the representation of the Ancient of Days on the
epigonation’s upper corner. For more information on this embroidery, see E. Papastavrou,
“Kevtitpieg kot kevouato omd v Kovoetovtivodmodn otig ZvAdoyég tov BXM,” in
J. Moysidou (ed.), Iotopia ka1 Téyvn: Mvijuny Anuijtpn Kovetavtiov. Awéd tovg kdrlovg
owrééewv tov Zvlidyov Pilwv tov Bolavtivov & Xpiotiavikod Movaogiov (2000-2010),
Athens, 2014, p. 248; cf. E. Papastavrou, D. Filiou, “To gé\AnvopBodo&o kevinuo oty
Kovotavtvovmoin...,” p. 182.

9 M. Vassilaki, Working Drawings of lcon Painters after the Fall of Constantinople. The
Andreas Xyngopoulos Portfolio at the Benaki Museum, Athens, 2015, p. 286-287.

% M. A. Vardavaki, Of juxpoypagiec tot AxcOiotov..., p. 53.
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words inscribed next to the Ancient of Days.®® The designation generates
ambiguity by not specifying which trinitarian hypostasis is depicted in the
miniature. The conventional orthodox approach in the iconography of the
Annunciation would have required, as seen earlier, that the manifestation of
God is referred to as 'Incodc Xpiotog 0 Iaraog tdv ‘Huepdv (Dan 7:9-14).
This title specifically refers to the Son, the pre-eternal Logos who was sent
by the Father into the world (John 5:23). However, this does not seem to be
the case in Garrett 13 miniature. An alternative approach would have been
for the Father to be named in the miniature — a practice generally avoided
by Byzantine artists, but occassionaly attested to, especially in images that
conveyed a trinitarian symbolism.1%

To avoid any confusion, the embroiderer of Metrophanes’ stole altered
the inscription next to the Ancient of Days in the Conception scene to 1C
XC. Through the explicit designation of Jesus Christ, the embodied Logos,
he conformed to a well-established tradition of Byzantine representations

% The inscription associated with the image of the Ancient of Days in the Princeton Garrett
13 miniature does not align to any of the known attributes of God that have been previously
been recorded in mural paintings, icons, or illuminated manuscripts. An alternative
depiction of the Paternitas type preserved on the barrel vault of the narthex of the Panagia
Koumbelidiki church in Kastoria (1260-1280) features Christ seated on the bosom of God
the Father holding the Holy Dove with both hands. The first line of the accompanying
inscription can be compared with the the one inscribed next to Ancient of Days in the
Princeton manuscript: ([HCOY)C X(PIETO)C O ®(EO)C (HIMQ(N), “Jesus Christ our
God” (first line); O II(ATH)P Y(I0)C KAI IIN(EYM)A TO ATION, “The Father, the Son
and the Holy Spirit” (second line); see I. Spatharakis, Byzantine Wall Paintings of Crete...,
p. 202. Another parallel can be made with the text written on the open scroll that the
Ancient of Days holds in the diaconicon of the church of St. Nicholas of Rodia in Arta,
Greece: éy®d 0e0¢g TpdTOG, KOl €ig T Emepyopeva &yd ey (I the Lord, the first, and with
the last); see L. Fundi¢, “Zidno slikarstvo crkve Svetog Nikole Rodijasa kod Arte,” Zograf
34, 2010, p. 87-110. On the same representation, see M. Kuyumdzhieva, Jluxem na Foza.
Uszobpascenuama na Cs. Tpouya 6 npasociagnomo uskycmeo, Sofia, 2020, p. 66-67. For a
comprehensive analysis of the depiction of the Ancient of Days and its associated epithets
in Eastern artistic tradition, see ibid., p. 39-83.

100 For the depiction of the Paternitas theme in the church of Panagia Koumbelidiki in Kastoria
(1260-1280) and its associated inscriptions, see above, n. 99. For the related iconographic

representation known as “Synthronoi,” which shows the Father, the Son and the Holy Dove
seated side by side on a bench, see A. Kriza, “Pro or Contra Filioque? Trinitarian Synthronoi
Images at the Crossroads of the Catholic West and the Orthodox East (ca. 1300-1500),”
in M. A. Rossi, A. |. Sullivan, Eclecticism in Late Medieval Visual Culture..., p. 157-178;
V. Bedros, “Nota despre iconografii cu caracter trinitar in pictura murala din Moldova
(sec. XV-XVI),” AP 15, n° 1, 2019, p. 149-166.
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Fig. 11. Epigonation embroidered by
Despineta of Argyris, 1689. Central
medallion: Christ surrounded by the
symbols of the four evangelists. In

the corners: The Ancient of Days
(top), prophet Isaiah (left), prophet
David (bottom), prophet Ezekiel (left),
Athens, Byzantine and Christian
Museum (BXM 1702).

Photo: O. lacubovschi.

Fig. 12. The Throne of Mercy, fresco
painting, church of the Holy Cross,
Hagia Eirini, Cyprus, first quarter

of the sixteenth century.

Photo: P. Dometios, Odoriropiré otig
Ayoypopnuéves Exiinoieg..., p. 68.

Fig. 13. Epigonation (detail of Fig. 11). Upper corner of the embroidery: The Ancient
of Days with the Holy Dove emerging from his breath, Athens, Byzantine and
Christian Museum. Photo: E. Papastavrou, “Kevtmtpieg kot kevripara...,” p. 248.
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Fig. 14. Lorenzo Veneziano, central panel of the Annunciation altarpiece
(111 x 54 cm). Detail of the Annunciation scene, 1371,
Gallerie dell’ Accademia, Venice.
Photo: O. lacubovschi.
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that reflects the same concepts found in the hymnographic repertory of the
Church, which interprets the God of the Old Law and the “ancient of days”
witnessed by the prophet Daniel (Dan. 7: 9-10) as the Logos in human form:
“The Ancient of Days who formerly gave the law to Moses, is seen today as a
child” (first sticheron of the lite).*

In the same year in which Metrophanes’ epitrachelion was manufactured,
the representation of the Father as an elderly man with grey hair and beard
received official disapproval during the council convened in Moscow by tsar
Aleksej Mikhailovich (1645-1676). The synod was assembled in 1666 in an
effort to secure the definitive approval of the liturgical revisions initiated by
patriarch Nikon (1652-1667) which had already been implemented with the
support of the tsar in 1653. The event, which initially focused on the inter-
nal affairs of the Russian Orthodox Church, subsequently attracted an inter-
national audience. From November 1666, the assembly was presided over
by patriarch Paisius of Alexandria (1657-1678). Patriarch Macarius Ill of
Antioch (1647-1672) was present, as were representatives of the Patriarchate
of Jerusalem and of the Ecumenical Patriarchate.?? Chapter 43 of the Acts
of the Moscow Council (On the Iconographers and the Lord Sabaoth) con-
demned the portrayal of the Father in icons and in wall paintings unless the

101 The paradox of the incarnate Logos is a recurrent theme in Orthodox hymnography, for
example: “O Virgin who hast not known wedlock, hast held in thy womb the God of all
and hast given birth to an eternal Son, who rewards with salvation all who sing thy praises”
(Canon of the Mother of God, ode 5, sung on the matins of the Saturday of the Akathistos);
English translation after The Lenten Triodion, translated from the original Greek by Mother
Mary and Archim. Kallistos Ware, London-Boston, 1978, p. 432; “Let us all raise our eyes
to God in heaven, as we cry like Jeremiah: The One who appeared on earth (...) whom
Ezekiel contemplated like the form of a man on the fiery chariot, and Daniel as a son of
man and ancient of days, proclaiming the ancient and the young to be one Lord” (second
kontakion on Theophany by Romanos the Melodist; Romanos le Mélode, Hymnes, vol. 2:
Nouveau Testament (IX—XX), introduction, texte critique, traduction et notes par J. G. de
Matons, Paris, 1965, p. 228), cited and translated by B. G. Bucur, Scripture Re-envisioned:
Christophanic Exegesis and the Making of a Christian Bible, Leiden — Boston, 2018, p. 224.
For further examples, see ibid., p. 222-225.

102'\\, Palmer, The Patriarch and the Tsar, vol. 3: History of the Condemnation of the Patriarch
Nicon by a Plenary Council of the Orthodox Catholic Eastern Church, Held at Moscow A. D.
1666—1667: Written by Paisius Ligarides of Scio..., London, 1873; P. Meyendorff, Russia,
Ritual, and Reform: The Liturgical Reforms of Nikon in the 17" Century, New York, 1991,
p. 66-80.
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representation was directly related to the Book of Revelation.’* The synod
overtly condamned the depiction of God the Father in the Annunciation scene,
where Russian painters used to represent him blowing the Holy Spirit in the
form of a dove towards the Virgin Mary, following Western models. The ab-
sence of a scriptural basis for such depiction was cited as an argument against
this practice.

Aware of the Orthodox reluctance towards the portrayal of the God the
Father, the embroiderer commissioned by Metrophanes of Cyzicus made the
appropriate adjustments to the inscription next to the image of the Ancient of
Days, unambiguously identifying him as “Jesus Christ” on the epitrachelion.
As long as the image was properly designated, it did not present any challenge
to Orthodox tradition and was therefore suitable to be displayed on a priestly
vestment.

Strophe 6 of the Akathistos Hymn (Tossed inwardly by a storm of doubts....)
serves as an additional illustration of the embroiderer’s close adherence to his
manuscript model. The corresponding scene, also known as Joseph’s Doubts,
portrays the Virgin Mary in a defensive stance, as Joseph assumes a rather
contemplative posture. Despite minor compositional changes made to ensure
that the scene fits the proportions of the wider but less tall panel of the epitra-
chelion, the embroiderer has faithfully reproduced the posture and gestures of
the protagonists, as evidenced by the Garrett 13 miniature (Figs. 15, 16). All
elements, including the angel’s waving phylactery and the scarlet-red cloth
flung over the rear wall, were drawn from the manuscript model.

However, reaching stanza 8 of the Akathistos Hymn (The magi saw a star
moving towards God...), the embroiderer suddenly decided to create an entirely
new composition. The scene on the epitrachelion is markedly more dynamic than
the one found on f. 9" of the Princeton Akathistos.’* The three magi are the dom-

103 “To paint on icons the Lord Sabaoth (that is, the Father) with a white beard, holding the
only-begotten Son in his lap with a dove between them is altogether absurd and improper,
for no one has ever seen the Father in His divinity [...]. Likewise, on icons of the Holy
Annunciation, they paint the Lord Sabaoth breathing from His mouth, and the breath reaches
the womb of the Most Holy Mother of God. But who has seen this, or which passage from
the Holy Scripture bears witness to it? [...] it is only in the Apocalypse of St. John that the
Father can be painted with white hair, for lack of any other possibility, because of the visions
contained in it;” see L. Ouspensky, Theology of the Icon, vol. 2, translated by A. Gythiel,
New York, 1992, p. 371-409, quotation from p. 371-372.

143, Kotzabassi, N. Petterson Sevéenko, with the collab. of Don C. Skemer, Greek
Manuscripts..., p. 85, fig. 93.
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Fig. 15. The Doubts of Joseph, illustration of stanza 6 of the Akathistos Hymn
(“Tossed inwardly by a storm of doubts...”), MS Garrett 13,
Princeton University Library, f. 7".
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Fig. 16. The Doubts of Joseph, illustration of stanza 6 of the Akathistos Hymn
(“Tossed inwardly by a storm of doubts...”), epitrachelion of Metrophanes of
Cyzicus, Walters Art Museum, Baltimore.
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Fig. 17. The Journey of the Magi to Bethlehem, illustration of stanza 8 of the
Akathistos Hymn (“The magi saw a star moving towards God...”), MS Garrett 13,
Princeton University Library, f. 9".
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Fig.18a. The Journey of the Magi to Bethlehem, illustration of stanza 8 of the
Akathistos Hymn (“The magi saw a star moving towards God...”), epitrachelion of
Metrophanes of Cyzicus, Walters Art Museum, Baltimore.

Fig. 18b. The return of the Magi to Babylon, illustration of stanza 10 of the
Akathistos Hymn (“The magi became heralds, bearing the message of God...”),
epitrachelion of Metrophanes of Cyzicus, Walters Art Museum, Baltimore.
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inant figures in the composition. They appear to be riding towards the birthplace
of Jesus in Bethlehem, guided by the shining star through a barren landscape.
Architectural components are conspicuously absent from the scene (Fig. 18a).

The reason behind the embroiderer’s decision to abandon his model at this
point becomes evident when looking at the epitrachelion as a whole. In the
new embroidered version of scene 8, the magi appear to be moving towards the
Nativity scene, positioned at the same level on the opposite band of the stole. In
order to achieve this effect, the embroiderer needed to change the direction of the
magi’s movement to the left, as seen by the viewer. Neither of the two possible
miniature models, specifically the one depicting stanza 8 on f. 9" or the one depict-
ing stanza 10 on f. 11", could have met this requirement. The scenes showing the
magi’s journey to and from Bethlehem, which are painted on the recto of the man-
uscript folio, naturally follow a left-to-right progression. In turn, the embroiderer
chose to use the scene corresponding to stanza 8 in the Princeton manuscript (Fig.
17), the one he had previously overlooked, to illustrate the 10" stanza of the hymn
(The magi became heralds, bearing the message of God...) on the epitrachelion
(Fig. 18b). As expected, he removed the guiding angel from the sky since it no
longer belonged in the final episode of the Nativity microcycle, which depicts the
return of the magi to Babylon.

Consequently, a paradoxical situation arises where the differences between
the two versions of the Akathistos cycle provide evidence of the embroiderer’s
knowledge of the original, presumably the Princeton manuscript. The artist’s
improvements to the design of the epitrachelion can be discerned for the better if
compared with the miniatures in Garrett 13. Scene 8 of the embroidered Akathistos
cycle is not exceptional in this regard.

Besides the slight variations in iconography as a consequence of technical
adjustments made by the artist to adapt the model for the embroidery (e.g.,
reducing the number of figures and simplifying the overall landscape),
significant iconographic divergences in his work suggest a deliberate departure
from the manuscript model. Examples are occasions on which the artist modified
the iconography of several Gospel episodes that he felt were not in line with
the prevailing Byzantine pictorial tradition (Figs. 19-20, 21-23, 27-28). These
perceived discrepancies are primarily Western iconographic conventions
Cretan artists had long since incorporated into their art. This approach can be
observed in the scene of the Adoration of the Magi and the Flight into Egypt,
which traditionally illustrate strophes 9 and 11 of the Akathistos Hymn. The
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scene of the Adoration of the Magi, corresponding to stanza 9 (The children
of the Chaldaeans...) on f. 10" of the Princeton Garrett 13 manuscript (Fig.
19) conforms to the account in the Protoevangelium of James (§ 21).1% The
apocryphal Gospel mentions that the magi were led by the star to the cave where
Jesus was born, in contrast with Matthew (Mt. 2:11), where the event is placed
indoors. Byzantine artists were familiar with both iconographic depictions of the
episode. The embroiderer appeared to have considered the naked figure of the
newborn in his model improper, as he presents the infant instead sitting in his
Mother’s lap and wearing a bright himation stitched with silver thread (Fig. 20).
The embroiderer thus altered the typical way for Western painters to show the
infant Jesus in order to conform to the Byzantine canon. The miniature on f. 10" of
the Princeton Akathistos is a highly simplified version of Michael Damaskinos’
renowned icon of the Adoration of the Magi (ca. 1585-1591) now housed in the
collection of the Sinaitic Dependency of Saint Catherine Monastery in Heraklion
(Saint Menas cathedral).’ Similar to its Cretan counterpart, the miniature marks
the distinct origin of each of the Oriental kings in the designs of their costumes.
By contrast, the embroiderer opts for a more generalised “orientalizing” Persian
dress for all three kings, conferring on the group a sense of uniformity. Both
representations, the illustration in Garrett 13 and the embroidery, have retained
the polymorphism resulting from the three different ages in the countenance
of the three magi.’” However, the miniature displays the figures on different
pictorial planes, following once again an iconographic tradition originating in
the Italian Renaissance, whereas the embroidery features the three magi in a
straight line on the forefront of the composition, presenting their gifts to Christ,
the “mighty king” mentioned in verse 8, line 4 of the hymn, who is seated on the
Virgin’s lap.

The representation of strophe 11 (Shining upon Egypt the light of truth...)
is another case where the epitrachelion and manuscript Garrett 13 diverge.
Both the miniature and the embroidered version of the stanza feature the pa-
gan deities of Egypt collapsing as Christ approaches the city gates (Figs. 21,
23). This representation captures the essence of the Akathistos strophe, which

105 J, K. Elliott, The Protevangelium of James, with a commentary by P. M. Rumsey, Turnhout,
2022, p. 84-85.

106 M. Acheimastou-Potamianou, Byzantine and Post-Byzantine Art..., p. 135, fig. 138.

107 Which occasionally acquired Christological significance: K. McMay, “Christ Polymorphism in
Jerusalem, Taphou 14: An Examination of Text and Image,” Apocrypha 14, 2003, p. 177-191.
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Fig. 19. The Adoration of the Magi, illustration of stanza 9 of the Akathistos Hymn
(“The children of the Chaldaeans...”), MS Garrett 13,
Princeton University Library, f. 10".
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Fig. 20. The Adoration of the Magi, illustration of stanza 9 of the Akathistos Hymn
(“The children of the Chaldaeans...”), epitrachelion of Metrophanes of Cyzicus,
Walters Art Museum, Baltimore.



148 OaNa [AcUBOVSCHI

references the prophecy of Isaiah 19:1.1% The depiction of the falling idols in
Western representations of the Flight into Egypt can be ascribed to the popu-
larity of the seventh-century Infancy Gospel of Pseudo-Matthew (8§ 22-24).1%°
However, the Latin apocryphon did not directly impact Eastern artists.'®
Notably, the detail of the falling idols is only present in the Flight into Egypt
within the context of the Akathistos cycle.

The overall structure of the Garrett 13 miniature (f. 12") recalls Emanuel
Tzanes’ icon of the Flight into Egypt in the Rena Andreadis Collection.™
The swaddled newborn being carried by his Mother, accompanied by Joseph
holding the donkey’s harness, and the presence of palm trees symbolising
Egypt’s eastern locale? in the Princeton miniature are typical elements in
Western mediaeval depictions of the episode. The same motifs are present on
an eleventh-century screen slab from the church of the Holy Dominica (Sv.
Nediljica) in Zadar,*® as well as on the twelfth-century bronze doors crafted
by Bonanno Pisano for the cathedral in Pisa (Fig. 22).1** Both the humble
portrayal of Christ as a child in his mother’s arms and the palm tree persist

108 “Behold, the Lord is riding on a swift cloud and comes to Egypt; the idols of Egypt will
tremble at his presence, and the heart of the Egyptians will melt within them” (Is. 19:1).

109 Chapters 22,2-24,1 recount how the Virgin Mary, upon her arrival in Egypt, entered one of
the temples in the town of Sohenen. At the sight of her, the 65 idols in the temple immediately
fell to the ground and broke into pieces; J. Gijsel, R. Beyers, Libri de nativitate Mariae,
Turnhout, 1997, p. 470-481; J. K. Elliott, A Synopsis of the Apocryphal Nativity and Infancy
Narratives, Leiden, 2006, p. 115-116.

110J. Lafontaine-Dosogne, “Iconography of the Cycle of the Infancy of the Christ,” in
P. A. Underwood, The Kariye Djami, vol. 4: Studies in the Art of the Kariye Djami and its
Intellectual Background, London, 1975, p. 228-229.

1L A, Drandakis, Images de la spiritualité grecque. Icones de la collection Rena Andreadis,
Milan, 2004, p. 70-73. On the Garrett 13 miniature, see also M. A. Vardavaki, O juxpoypagiec
700 Axabiorov..., p. 68-71.

112 On the representation of the landscape in the Flight into Egypt scene by Western painters,
see L. Valensi, La Fuite en Egypte. Histoires d’Orient & d’Occident, Paris, 2002, p. 67-178.
On the representation of the miracle of the leaning palm tree, see also C. F. Ives, Picturesque
Ideas on the Flight into Egypt Etched by Giovanni Domenico Tiepolo, New York, 1972.

13 The Archaeological Museum in Zadar currently houses two panels of the screen slab
originating from the former church of Holy Dominica. The limestone panels display scenes
from the Infancy cycle of Christ: M. Skoblar, Figural Sculpture in Eleventh-Century
Dalmatia and Croatia: Patronage, Architectural Context, History, New York — London,
2016, p. 14, fig. 1.2.

114 3. White, “The Bronze Doors of Bonanus and the Development of Dramatic Narrative,” Art
History 11, n° 2, 1988, fig. 33b.
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deep into the Italian Trecento.™® The enduring presence of the palm tree motif
in representations of the Flight into Egypt by Western artists can be ascribed
to an iconographic tradition that emerged in relation to the Latin Gospel of
Pseudo-Matthew (§ 20-21).1'® Medieval manuscripts that convey the text
frequently illustrate the miracle performed by Jesus during the Holy Family’s
journey to Egypt.**” Furthermore, it is to be considered in light of early
Christian apocryphal narratives concerning the Dormition and Assumption of
the Virgin Mary that circulated in Western Europe before the Latin Gospel of
Pseudo-Matthew.''® The miracle of the palm tree remained unknown within

115 The palm tree appears, for example, in the scene of the Flight to Egypt depicted as part
of Christ’s Infancy cycle on the ceiling of the north transept of the Lower Church of the
basilica of San Francesco in Assisi during the first and second decade of the fourteenth
century: L. Bellosi, “Moda e cronologia. A) Gli affreschi della Basilica inferiore di Assisi,”
Prospettiva 10 (July 1977), p. 21-31.

116 The so-called “miracle of the palm tree” took place during the Holy Family’s journey to Egypt,
when Mary found respite under a palm tree. As she looked up, she saw an abundance of fruit
at the top of the tree. She longed for the fruits, but they were out of reach. Jesus then requested
the tree to lower its branches and provide nourishment for Mary. In response, the palm tree
gracefully leaned its branches towards the earth at Jesus” command, offering nourishment to
Mary. As a reward for its obedience, Jesus returned the tree to Paradise; see J. Gijsel, R. Beyers,
Libri de nativitate Mariae, p. 458-469; J. K. Elliott, 4 Synopsis..., p. 105, 113-116.

17 The miracle of the palm-tree was frequently illustrated in medieval manuscripts containing
the Gospel of Pseudo-Matthew (for example, Schaffhausen Stadtbibliothek Gen 8, f. 20",
from the fourteenth century: https://www.e-codices.unifr.ch/en/shs/0008/20r, accessed on
10.01.2024). The episode of the Holy Family resting on their way to Egypt has also been
depicted independently. A copperplate engraving from around 1470 by Martin Schongauer
portrays the Holy Family resting during their flight into Egypt, drawing inspiration from the
same apocryphal narrative. Schongauer’s composition depicts the Virgin under a palm tree.
Its branches are lowered by angels who assist Joseph in reaching its fruits (Metropolitan
Museum of Art, Inv. No. 29.48.1; Stddel Museum, Frankfurt, Inv. No. 33709: https://www.
staedelmuseum.de/go/ds/33709d, accessed on 10.01.2024). The popularity of the miracle of
the palm tree likely accounts for the inclusion of the date-palm in the representation of the
Flight into Egypt in the Cappella Palatina in Palermo (mid-twelfth-century) and in the Lower
chapel of the basilica of San Francesco in Assisi (see supra, n. 115), where a solitary tree
bends awkwardly towards the Virgin Mary, as she traverses the desert on a donkey. For the
mosaics of the Cappella Palatina, see E. Kitzinger, “The Mosaics of the Cappella Palatina in
Palermo: An Essay on the Choice and Arrangement of Subjects,” The Art Bulletin 31, n° 4,
1949, p. 276, 279-280, fig. 7.

18 The apocryphal Book of Mary’s Repose (Liber Requiei Mariae) describes the Virgin’s
ascension to the Mount of Olives after learning of her approaching death. Upon reaching the
summit, she is met by an angel, who reminds her of a miraculous event that took place during
the Holy Family’s journey to Egypt. The account provides a rather detailed description
of the moment when Mary and Joseph came across a date palm filled with ripe fruits, as
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the artistic traditions of Byzantium. The embroiderer thus seemed to have
made a deliberate choice to not use the miniature which comprised a number
of elements he was unfamiliar with. Instead, he proceeded with a model that
was extensively used by Eastern iconographers. A depiction of the Gospel
scene resembling the one embroidered on the Walters epitrachelion can be
seen, for example, in the Molivoklisia parekklesion of the Dormition of the
Virgin (1536) at Karyes, on Mount Athos, as part of the Akathistos cycle
painted in the naos (Fig. 24).1°

An examination of the concluding scenes of the Akathistos cycle reveals
that the embroiderer faithfully reproduced the design conveyed by his model,
with only a few variations (Figs. 27, 28, 31-34). The depiction of stanza 23
(We all sing in honour of thy Son, O Theotokos, and praise thee as a living
temple...) in Garrett 13 presents the Virgin seated on a throne under a domed
canopy, praised by melodists wearing different styles of headcoverings
(Fig. 29). Instead of reiterating the liturgical processions with the icon of the
Mother of God'? seen in the frescoes of the katholikon of De¢ani Monastery
(ca. 1350),'2 in the church of Saint Demetrius at King Marko’s Monastery

they journeyed through the barren landscape on their way to Egypt. On the apocryphon
concerning Mary’s Dormition, see S. Shoemaker, Ancient Traditions of the Virgin Mary’s
Dormition and Assumption, Oxford, 2006, p. 32-46, 91-93. The earliest complete version
of the Book of Mary’s Repose has been preserved in Ethiopic: V. Arras, De transitu Mariae
apocrypha aethiopice, 2 vols, Leuven, 1973; for a translation from Ethiopic into English
of the chapters relating to the miracle of the palm tree, see S. Shoemaker, The Dormition
and Assumption of the Virgin Mary, Turnhout, 2023, p. 58-63; idem, Ancient Traditions...,
p. 292-298. The Ethiopic version is generally acknowledged to be an accurate translation of
the original Greek (before the fifth century), which no longer exists. In contrast, the earliest
known Greek versions of the text (sixth century) do not include the passage where Mary
is reminded by the angel of the miracle performed by her Son during their flight to Egypt:
A. Wenger, L’Assomption de la T.S. Vierge dans la tradition byzantine du VI°¢ au X¢ siécle,
Paris, 1955, p. 210-213; S. Shoemaker, Ancient Traditions..., Appendix B, p. 351-369,
especially p. 354, n. 6. However, similarly to the Greek revisions of the original text, the Latin
narratives begin with Mary receiving a ‘palm leaf’ from a celestial messenger: A. Wenger,
L’Assomption de la T.S. Vierge..., p. 245-247; cf. J. K. Elliott, A Synopsis..., p. 122-123 (Irish
version of the apocryphon).

119 Very similar representations can be found in several Athonite wall-paintings, specifically
within the context of the Akathistos cycle; see G. Millet, Monuments de I’Athos, vol. 1: Les
peintures, Paris, 1927, pl. 146-147 (Great Lavra, trapeza, sixteenth century), pl. 238, fig. 1
(Dochiariou Monastery, katholikon, 1568).

120 N, Patterson Sevéenko, “Icons in the Liturgy,” DOP 45, 1991, p. 45-57.

121 B Todi¢, M. Canak-Medi¢, Manastir Decani, Belgrade, 2005, p. 363, fig. 284, p. 368, 369,
fig. 288.
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Fig. 21. The Flight into Egypt,
illustration for stanza 11 of the
Akathistos Hymn, MS Garrett 13,
Princeton University Library, f. 12",

Fig. 23. The Flight into Egypt,
illustration for stanza 11 of the Akathistos
Hymn, epitrachelion of Metrophanes of
Cyzicus, Walters Art Museum, Baltimore.

Fig. 22. Pisa Cathedral, door of San
Ranieri, ca. 1185. Detail of the bronze
panel depicting the Flight into Egypt.
Public domain.

Fig. 24. Karyes, Mount Athos, church
of Molivoklisia. The Flight into Egypt
as an illustration for stanza 11 of the
Akathistos Hymn, nave, mural painting,
before the middle of the 16" century.
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(Markov Manastir) (1376/7)*?? and the church of the Holy Trinity at Cozia
Monastery (1390/1) in Wallachia,'?the miniature of the Princeton manuscript
stays close to the text of the hymn. The artist visually depicted the main
metaphor of stanza 23, which draws upon Mary as a “type” of the Church.*?
The first three salutations (chairetismoi) of the stanza in question are concerned
with the same concept, creating a stronger resonance between the image and
the text. The Virgin Mary is specifically referred to in the chairetismoi as
“Tabernacle of God and the Word” (strophe 23, salutation 1), “Greater than
the Holy of Holies” (strophe 23, salutation 2) and “Ark gilded by the Spirit”
(strophe 23, salutation 3).}® Notably, the domed ciborium that frames the
enthroned Theotokos and the psaltai positioned on each side of the throne,
reappear in simplified forms on the Walters epitrachelion (Fig. 30).

The final strophe of the Akathistos Hymn (O Mother worthy of all praise...)
follows a similar compositional arrangement. The scene on f. 24" of the Princeton
Akathistos, as well as its embroidered version on the Walters epitrachelion, re-
place the more elaborate rituals envisioned in well-known Byzantine cycles
during the Palaeologan era'?® with a composition centered on the enthroned
Virgin and Child glorified by angels. In the Princeton miniature (Fig. 31), the
artist took advantage of the liberties afforded by the medium to include a greater
amount of elements into the picture. Consequently, the deacon-angel on the left

122 In the mural painting of the church of St. Demetrios at King Marko’s Monastery in Susica,
near Skopje (1376/7), strophes 23 and 24 of the hymn are illustrated as processions that
revolve around the icon of the Mother of God. Specifically, stanza 24 features the Hodegetria
type, while stanza 23 features the Eleousa type: M. Tomic¢-Djuri¢, @pecke Meprogsoe
Manacmupa, Belgrade, 2019, p. 332-337, 332, fig. 159, p. 336, fig. 161; |. Spatharakis, The
Pictorial Cycles..., fig. 133. For similar examples in other Akathistos cycles, see N. Patterson
Sevéenko, “Icons in the Liturgy...,” figs. 9-15.

122 G. Babi¢, “L’iconographie constantinopolitaine de I’Acathiste de la Vierge a Cozia
(Valachie),” ZRVI 14-15, 1973, p. 178-179, 188-189, figs. 4, 6.

124 Onthetypological interpretation of Mary as the New Temple see, for example, Fr. D. Olkinuora,
“The Spiritual and Material Temple Byzantine Kanon Poetry for the Feast of the Entrance,”
in Th. Arentzen, M. B. Cunningham (eds), The Reception of the Virgin in Byzantium.
Marian Narratives in Texts and Images, Cambridge, 2019, p. 195-213; J. A. Mihoc, “The
Mary-Temple Correlation in the Protevangelium of James,” in J. N. Bremmer, J. A. Doole,
Th. R. Karmann, T. Nicklas, B. Repschinski (eds), The Protevangelium of James, Leuven —
Paris — Bristol, 2020, p. 96-1009.

125 The church of St. Neophytos Monastery in Cyprus exhibits a comparable compositional
arrangement, albeit without the inclusion of a church edifice as a symbol for Mary:
A. Stylianou, J. Stylianou, The Painted Churches of Cyprus.., p. 376, fig. 223.

126 Supra, n. 120, 121.
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side, with an orarion draped over his left shoulder, displays the first two lines
of the concluding stanza on his open phylactery: “O Mother hymned by all,
you who gave birth to the [Word], the holiest of all holies.”*?” His counterpart,
whose stole is wrapped around his body and crossed on his chest, holds an open
scroll inscribed with the last verse of the same stanza: “And deliver from the
punishment to come all those who cry to you.”'?® The most astonishing aspect
of these inscriptions is their phonetic rendition, disregarding any concern for
orthography. It leaves the impression that the painter reproduced these verses
from memory and that he did not turn the page to copy them from the manu-
script.? Only two deacon-angels, each swinging censers, have been kept on the
epitrachelion (Fig. 32), on either side of the enthroned Virgin. Notwithstanding
the formal adaptations implemented by the embroiderer, the epitrachelion and
the miniature both convey the same notion: the Church’s daily worship mirrors
the unceasing adoration of the Mother of God by celestial beings.

There is, however, another unexpected component of Metrophanes’
liturgical stole which warrants additional scrutiny regarding its connection
to the Garrett 13 manuscript. This is the image located at the place where the
epitrachelion turns around the neck. Within the limited space left between the
initial two scenes of the Akathistos Hymn, the embroiderer represented Mary
seated on a throne, holding the Child in her lap (Fig. 33).1*° Her right arm rests

127 () TIANH|MNITE| MITEPH TEKO(Y)|CA TON|IANT[QN]ATION (Q movouvite
unTp, 1 TEKODGA TOV TAVTOV Gyinv).

128 K AL T(EC) ME|[A]JAOYCIC| AHTPO|CE KOJAACE|OC TOYC| CI BOJON[TAC] (xai tfic
peALoVONG ADTPOoAL KOAGGE®MG TOVG G0l Bodv[Tag]).

129 Art historians have occasionally taken an interest in the level of orthographic accuracy in
mural inscriptions. Painters of the Byzantine era frequently faced difficulties in differentiating
between letters and combinations of letters with similar pronunciations (iotacisms), as well
as deciding whether to use the letter omega or omicron when reproducing texts from memory
on wall paintings. The inscribed rotuli held by the angels in the miniature related to stanza
24 in the Garrett 13 manuscript display both type of errors. For a comprehensive analysis
of the literacy level of Byzantine painters, conducted on a group of monuments from North
Macedonia and Greece, decorated in fresco in the second part of the twelfth century, see
M. Panagiotidi, “Le peintre en tant que scribe des inscriptions d’un monument et la question
du niveau de sa connaissance grammaticale et orthographique,” in M. Bacci (ed.), L’artista
a Bisanzio e nel mondo cristiano-orientale, Pisa, 2007, p. 71-116.

130 The portion surrounding the neck is more vulnerable to wear and tear than the rest of the stole.
The replacement of this segment of an epitrachelion occurs quite frequently. For example,
the embroidered stole commissioned by bishop Parthenios of Dryinoupolis and Argyrokastro
only three years before Metrophanes’ epitrachelion and preserved in the treasury of
the metropolis of Trikala and Stagon, underwent a repair process that replaced precisely
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Fig. 25. Akathistos Hymn, illustration of stanza 15 (“The uncircumscribed Word..."”),
MS Garrett 13, Princeton University Library, f. 16".
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Fig. 26. Akathistos Hymn, illustration of stanza 15 (“The uncircumscribed Word..."”),
epitrachelion of Metrophanes of Cyzicus, Walters Art Museum, Baltimore.
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Fig. 27. Akathistos Hymn, illustration of stanza 18 (“Wishing to save the world...”),
MS Garrett 13, Princeton University Library, f. 19"
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Fig. 28. Akathistos Hymn, illustration of stanza 18 (“Wishing to save the world...”),
epitrachelion of Metrophanes of Cyzicus, Walters Art Museum, Baltimore.
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Fig. 29. Akathistos Hymn, illustration of stanza 23 (“As we sing in honour of your
giving birth...”), MS Garrett 13, Princeton University Library, f. 24",
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Fig. 30. Akathistos Hymn, illustration of stanza 23 (“As we sing in honour of your
giving birth...”), epitrachelion of Metrophanes of Cyzicus,
Walters Art Museum, Baltimore.
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Fig. 31. Akathistos Hymn, illustration of stanza 24 (“O Mother hymned by all...”),
MS Garrett 13, Princeton University Library, f. 25",
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Fig. 32. Akathistos Hymn, illustration of stanza 24 (“O Mother hymned by all...”),
epitrachelion of Metrophanes of Cyzicus, Walters Art Museum, Baltimore.



162 OaNa [AcUBOVSCHI

gently on Christ’s shoulder, while her left arm is extended to make contact
with his leg. The embroiderer could have conveniently joined the two initial
panels depicting the Annunciation to Mary at the top of the vestment without
any need for extra decoration.’®! Instead, he added the figure of the Mother of
God, which partially covers the corners of the first to scenes of the cycle on the
collar of the epitrachelion.- In my view, the embroiderer’s decision to depict
this particular image of the Virgin Mary on Metrophanes’ stole was inspired by
the miniature which illustrates the second prooimion of the Akathistos Hymn
in the Garrett 13 manuscript. The Tree of Jesse composition on f. 1" of the
Princeton manuscript features an almost identical iconic figure of the Mother
of God at its centre (Fig. 34). Precisely because the prologue of the Akathistos
Hymn is not commonly illustrated as part of Akathistos cycles,**? the presence
of the Virgin enthroned on the epitrachelion provides additional evidence
that the Garrett 13 manuscript (comprising twenty-five distinct compositions)
served as a model for the Walters epitrachelion.

There is yet another possible explanation for the embroiderer’s decision
to incorporate the image of the Virgin enthroned on the collar of the liturgical
stole. The ressemblance of the way the Virgin is depicted in the Princeton
manuscript and on the epitrachelion to the central image of the apse of Hagia
Sophia in Constantinople (Fig. 35) suggests that the apsidal image of the
Constantinopolitan church may have been regarded as an intercessional icon
in the Ottoman capital during Metrophanes’ time. The devotion to the Virgin
and Child from Hagia Sophia in post-Byzantine Constantinople would have
merely perpetuated a tradition that can be traced back to the late eleventh or
early twelfth century. This particular veneration is attested by one of the icons
of the famous calendar hexaptych (a series of six panels) from the Monastery

the segment around the neck: G. Chatzouli, “A propos d’un épitrachilion...”. A similar
intervention is evident on the epitrachelion of Gabriel, the metropolitan of Chalcedon, which
dates from 1661, and is presently housed in the collection of the Ecumenical Patriarchate
in Istanbul: ibid., p. 168, fig. 3. Similar circumstances led to the replacement of the same
portion of the epitrachelion with the Akathistos Hymn preserved in the Patriarchal sacristy in
Istanbul. The excellent state of preservation shown by the Walters stole, on the other hand,
suggests that the priestly vestment either did not remain in use for a very long period of time
or was only worn on special occasions.

131 The epitrachelion of Dositheos the Hieromonk from the monastery of Stavronikita on Mount
Athos serves as an illustrative example.

132 Only a few mural cycles and even fewer manuscript representations include it (see the
discussion in the next section below).



AN EMBROIDERED AKATHISTOS HYMN 163

of Saint Catherine on Mount Sinai, which shows five miracle-working icons
of the Mother of God in the upper row. The central one (Fig. 36) is the en-
throned image of the Virgin with Child labelled in Georgian minuscule script
as “from the conch of Saint Sophia.” The portrait of donor loannes Tokhabi
kneeling before the image of the Mother of God associated with the famous
Constantinopolitan shrine proves that the Georgian patron perceived the ap-
sidal representation in Saint Sophia as an authoritative intercessory icon. It
seems plausible to posit that Metrophanes held a similar reverence for the im-
age that epitomised the iconic site of Orthodox Christianity, which had been
converted into a mosque decades before.!*

A Cretan Prototype and its Subsequent Artistic Reworkings

The illuminated Akathistos cycle of the Princeton Garrett 13 codex is not
an entirely original composition either. Its model can be traced back to a picto-
rial tradition that emerged during the late Palaeologan period, spreading exten-
sively on Crete before reaching Mount Athos.*** A comparison of the full-page

1% The Sinai icon (48.1 x 36.1 cm), featuring 36 scenes from the life of Christ, is part of
a hexaptych Menologion preserved in the collection of the Monastery of Saint Catherine.
Notably, the depiction of the Mother of God identified as the image of the conch of Saint
Sophia occupies the central position on the upper margin of the icon, above the Gospel
episodes: Z. Skhirtladze, “The Image of the Virgin on the Sinai Hexaptych and the Apse
Mosaic of Hagia Sophia, Constantinople,” DOP 68, 2014, p. 369-386, especially p. 376-377;
G. Galavaris, An Eleventh Century Hexaptych of the Saint Catherine’s Monastery at Mount
Sinali, Venice — Athens, 2009, p. 21-23, 25-43, 152-153, figs. 1, 2.

1% The Akathistos cycle is included in the murals of refectories in Athonite monasteries such as
Great Lavra (sixteenth century), Philotheou (1539/40), Stavronikita (1546), Hilandar (1621),
Xenophontos (sixteenth-seventeenth century), Hilandar (1621), and Dochiariou (eighteenth
century). For the exact place of the Akathistos Hymn within the iconographic programme of
the Athonite refectories, see N. Toutos, G. Fousteris, Evpetiipiov ¢ uvnueloxic {oypapikig
700 Ayiov Opovg, 100¢—170¢ auchvag, Athens, 2010, p. 84-93, figs. 2.5.2, n® 14-38 (Great
Lavra), p. 361-363, fig. 11.1.1, n® 39, 45-67 (Philotheou), p. 386-387, fig. 14.2.1, n* 12-16
(Stavronikita), p. 414-416, fig. 15.6.1, n® 23-38 (Xenophontos), p. 193-195, fig. 5.3.1,
n% 26-50 (Hilandar), p. 353-356, fig. 10.3.1, n* 15-38 (Dochiariou). For the underlying
concepts of the iconographic programs of Athonite dining chambers, see J. J. Yiannias,
“The Refectory Paintings of Mount Athos: An Interpretation,” in idem (ed.), The Byzantine
Tradition after the Fall..., p. 269-340. The Akathistos Hymn is also represented as part of the
iconographic program of the narthex in the katholikon of the monastery of Dochiariou (1567/8:
N. Toutos, G. Fousteris, Evpetiipiov e puviueioxic (oypopixic..., p. 344, fig. 10.1.5, n®
181-205) and in the Molivoklisia parekklesion (1536) in Karyes. A thorough analysis of the
Akathistos cycles depicted in Athonite wall paintings has not yet been conducted. Moreover,
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Fig. 33. The enthroned Virgin with child, embroidery on the collar of the epitrache-
lion of Metrophanes of Cyzicus, 1667, Walters Art Museum, Baltimore.

Fig. 34. The Tree of Jesse,
illustration for the prooimion
of the Akathistos Hymn,

MS Garrett 13, Princeton
University Library, f. 1",
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Fig. 35. The Mother of God enthroned, Fig. 36. The Mother of God
holding Christ in her lap, church of Saint enthroned, labelled as “of the conch of
Sophia, Istanbul, central apse mosaic, ninth  Saint Sophia”. Sinai hexaptych, detail
century. of the panel icon with Christological
cycle and five miraculous images of

the Virgin, Monastery of St. Catherine,

Mount Sinai, Egypt. Courtesy of

the Michigan-Princeton-Alexandria

Expeditions to Mount Sinai.
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miniatures accompanying Luke of Cyprus’ Akathistos Hymn with the cycle
preserved on the barrel vault of the single-nave church of Panagia Roustika on
the island of Crete (Fig. 37),** evidences that the general outlines of stanzas
13 to 24 are roughly the same (Figs. 38, 39, 40)." In contrast, the first twelve
miniatures of Garrett 13 exhibit considerably fewer similarities to the models
utilised by Cretan artists three hundred years earlier. An explanation for this is
that the iconography of the scenes that illustrate the first twelve strophes of the
Akathistos Hymn developed independently from the Akathistos cycle. Apart
from being included in the Infancy Cycle of Christ, some of them were also
featured in the Festival cycle (Dodecaorton) in monumental programs and
were depicted as standalone icons for the great liturgical feasts. Consequently,
scenes 1 to 12 were subject to continuous revisions by the artists.

for iconographic comparisons, we continue to largely rely on the photographic evidence
provided in Gabriel Millet’s book, Monuments de I’Athos. The Athonite and the Cretan
cycles exhibit common iconographic solutions for several strophes of the hymn, the most
notable of which are strophes 4, 15, 16, 17 and 18: G. Millet, Monuments de I’Athos ..., vol.
1, pl. 146-147 (Great Lavra, trapeza), pl. 236, figs. 1 and 2 (Dochiariou, katholikon, narthex),
pl. 102, fig. 3, pl. 103, figs. 1 and 2 (Hilandar, trapeza), pl. 155, fig. 1 (Molivoklisia, naos).
For the representation of strophe 15 of the Akathistos Hymn in Cretan wall-paintings, see I.
Spatharakis, The Pictorial Cycles..., p. 142-143, and figs. 575, 576. For the illustration of
strophe 16 of the Akathistos cycle, see ibid., p. 143-144 and figs. 593, 596-598; for strophe 17,
see ibid., p. 144-145; fig. 34 (stophe 17, church of the Panagia, Vori, ca. 1400), figs. 605-607;
for strophe 18, see ibid., p. 145-147 and figs. 629, 630, figs. 15-18 (Panagia Roustika, ca.
1390-1391), figs. 51-54 (Monastery of St. Phanourios Valsamonero, Kainourgion, ca. 1430),
figs. 68, 69 (Hodegetria Monastery, Kainourgion, beginning of the fourteenth century). For
the Akathistos cycle at St. Pahourios Valsamonero, see also M. Acheimastou-Potamianou,
A. Katsioti, M. Bormpoudaki, Ot toryoypagies tne Movng tov Baioopovépov. Amoweig kot
ppovijuoto, g datepng Polavtiviig (wypapuric oty Pevetorpazobuevy Kpijn, Athens, 2020,
p. 64, fig. 11, p. 66-67, fig. 13, p. 90-98, 153, pl. 9, p. 154, pl. 10, p. 155, pl. 11, p. 156, pl.
12, p. 171-176, pl. 27-32.

1% |, Spatharakis, Byzantine Wall Paintings of Crete..., p. 179-224, 180-181 (iconographic
scheme). On the Akathistos cycle, see ibid., p. 206-219; idem, Dated Byzantine Wall
Paintings of Crete, Leiden, 2001, p. 137-141; idem, The Pictorial Cycles..., p. 8-18.

1% The only exception to this rule is the scene that illustrates stanza 16 (All the ranks of
angels marvelled...). Garrett 13 features the Mother of God enthroned among angels
(M. A. Vardavaki, O uixpoypopics tod Axdbiotov..., p. 82-87, fig. 51), while the fresco cycle
at Panagia Roustika portrays Christ elevated in an eight-pointed star and adored by groups of
monastics and priests. If loannis Spatharakis’ claim regarding the Cretan painter’s reversal
of compositions for scenes 14 and 16 is accurate, the interpretation of stanza 16 in Garrett 13
and its corresponding fresco would still differ. This is because the scene in the 14™ position
in Panagia Roustika portrays Christ Emmanuel surrounded by angels instead of the Virgin
Mary; |. Spatharakis, The Pictorial Cycles..., p. 144 , figs. 14 and 16.
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The compositional similarities shared by the seventeenth-century minia-
tures in Garrett 13 and the murals on the vault of the church at Roustika have
already been pointed out by Maria Aspri Vardavaki in her study of the illu-
minated decoration of the Princeton Garrett 13 codex.*®” Comparatively, less
attention has been given to the interpretation of certain passages of the text
in the miniatures. Compared with other visual representations of the litur-
gical hymn the illustrations of the Akathistos in the Princeton manuscript
incorporate supplementary visual elements into the scenes depicting stan-
zas 20 and 21. In these illustrations, the painter who created the miniatures
demonstrated remarkable awareness of passages in the hymn that could be
interpreted as allusions to the sacrament of the Eucharist.

Scene 20 of the Akathistos cycle typically features Christ alone, revered
by groups of officiating clergy, monks and melodists.**® Certain iconographic
cycles endow this scene with a more profound ecclesiological meaning
by depicting Christ seated among holy bishops and wearing the episcopal
insignia.®* This was how earlier iconographers interpreted the allusion to
hymnody in strophe 20 of the poem: "Yuvog¢ @mag firtdton cvvekteivesbot
onevd®V | T® TAEDEL TV TOAADV OIKTIUDV GOV | icapiBuovg yap waluovs
Kol @dag, | v TpocPépmUEY 6ol, Pactied Gytle, | 00dEv Tedoduey d&lov |,

137 See above, n. 76.

1% Officiating clergy accompanied by angels appear in the Akathistos cycle at King Marko’s
Monastery (1376/7) near Skopje (M. Tomi¢-Djuri¢, @pecke Meprosoe Manacmupa, p. 325,
fig. 155; 1. Spatharakis, The Pictorial Cycles..., fig. 130), in the katholikon of the monastery
of Saint Phanourios Valsamonero, near Voritza, in the region of Kainourgion, Crete, ca. 1430
(I. Spatharakis, The Pictorial Cycles..., fig. 56; M. Acheimastou-Potamianou, A. Katsioti,
M. Bormpoudaki, O1 toryoypopies..., p. 97, 174, pl. 30/B), and in the trapeza of the Great
Lavra on Mount Athos, sixteenth century (G. Millet, Monuments de 1’Athos..., vol. 1,
pl. 146.2). Christ enthroned is praised by bishops; holy bishops and melodists are featured in
the Synodal Gr. 429 and Escorial RI 19 manuscripts (l. Spatharakis, The Pictorial Cycles...,
figs. 168, 189). Bishops alone praise Christ in the fresco corresponding to stanza 20 in the
monastery of Ferapont (ibid., fig. 289). For additional examples, see ibid., p. 149-150 and
figs. 645-657.

1% To the best of my knowledge, the earliest examples of Christ depicted with episcopal insignia
in the Akathistos cycles are on the south facade of the Moldavian monastery churches of
Humor (1532) and Moldovita (1537). Both fresco representations of strophe 20 feature
Christ vested as archpriest and seated among nimbed hierarchs: C. Costea, “Sub semnul
miresei nenuntite: despre reprezentarea Imnului Acatist in Moldova secolului al XVI-lea,”
AT 19, 2009, p. 105, fig. 39. The fragmentarily preserved mural cycle in the sanctuary of
the seventeenth-century Ekatontapyliani Church of the Virgin on Paros relies on the same
iconographic solution: T. C. Aliprantis, H exezovrarviiavij..., p. 75, 252, fig. 73.



168 OaNa [AcUBOVSCHI

Fig. 37. Crete, church of the Panagia in Roustika, vault of the nave, eastern half,
northern side (detail). Fresco cycle of the Akathistos Hymn, stanzas 13-21,
ca. 1390-1391. Photo: O. lacubovschi.
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Fig. 38. Akathistos
Hymn, illustration of
stanza 20 (“No hymn can
recount...”). Church of
the Panagia in Roustika,
Crete, fresco painting,
vault of the nave,

ca. 1390-1391 (left).
Photo: O. lacubovschi.
MS Garrett 13, Princeton
University Library, f. 21"

(right).

Fig. 39. Akathistos Hymn,
illustration of stanza

22 (*Wishing to grant
release...”). Church of
the Panagia in Roustika,
Crete, fresco painting,
vault of the nave,

ca. 1390-1391 (left).
Photo: O. lacubovschi.
MS Garrett 13, Princeton
University Library, f. 23"

(right).

Fig. 40. Akathistos Hymn,
illustration of stanza 24
(“O Mother hymned by
all...”). Church of the
Panagia in Roustika,
Crete, fresco paint-

ing, vault of the nave,

ca. 1390-1391 (left).
Photo: O. lacubovschi.
MS Garrett 13, Princeton
University Library, f. 25

(right).
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oV 8édmkoag toig 6ol Podatyv... (No hymn can recount the wealth of your
great compassion, for even if we offer you, O holy King, an equal number
of psalms and odes, we will achieve nothing worthy of your gifts to us...,”**°
stanza 20, 1-5). The Princeton miniature adheres to the most common visual
interpretation of the strophe by depicting Christ enthroned in a mandorla of
light, lifted by angels and worshipped by two groups of hierarchs. However,
as Maria Aspri Vardavaki has previously noted,**! the Garrett 13 miniature
further elaborates on the recurring theme of the 20" stanza by indicating the
circumstances in which the clergy engages in the act of singing hymns to
glorify Christ’s redemptive sacrifice. The scene depicted on folio 21" of the
Princeton Akathistos manuscript points to the sacrament of the Eucharist as
it is performed in accordance with the traditions of the Orthodox Church.
On the altar table everything needed for performing the Eucharist is
present: the paten (diskos) containing the bread, covered with the star-cover
(asterisk) and a red veil (aér) alongside the chalice containing the wine and
the communion spoon,**? and a Gospel book.}** With the addition of the
altar table adorned with liturgical paraphernalia between the two groups of

140 The Greek quotations in this article are based on the edition published by M. L. Peltomaa,
The Image of the Virgin Mary..., p. 3-19, unless otherwise specified.

¥ M. A. Vardavaki, Oi purpoypapieg tod AxdBOiorov..., p. 96-99.

142 In early Christianity, the laity received the two elements of the Eucharist (the bread and
the wine) separately. Since the eleventh century, the current practice emerged in Byzantine
churches where priests began to distribute the Eucharist in the form of pieces of bread soaked
in wine, with the aid of a spoon. However, priests continued to partake the pieces separately.
On the ritual use of the spoon in the Byzantine liturgy, see R. F. Taft, “Byzantine Communion
Spoons: A Review of the Evidence,” DOP 50, 1996, p. 209-238. In the wall paintings
of St. John the Theologian Church in Poganovo, Serbia (1499), the apostles themselves
partake of the wine with a spoon (B. Zivkovié, ITozanoso. Lpwexcu gpecaxa, Belgrade
— Mladenovac, 1996, p. 17) like in the wall paintings of the recently restored church of
St. George in Dorohoi (Botosani County), Romania (early sixteenth century).

143 Byzantine apsidal programs developed both realistic depictions of the altar table (such as this
one) and more allegorical ones. For examples resembling the realistic representation in the
Garrett 13 miniature, see Ch. Konstantinidi, O Medigude. Or avAlertovpyodveg 1epdpyec ko
o1 ayyeloi-oraxovor umpoara atny Ayia Tpdmela e to. Tiwa dwpa. 1 tov evyopiotiakd Xpioto,
Thessaloniki, 2008, p. 334, fig. 35 (Panagia Chrysafitissa, Monemvasia, apse), p. 470,
fig. 259 (Agia Triada, Rethymnon, Crete), p. 469, figs. 257 and 356 (Panagia Meronas,
Crete, prothesis). Regarding the various dating hypotheses, see I. Spatharakis, The Pictorial
Cycles..., p. 18, nt. 2. For examples with the allegorical representation of the Christ child
on the paten, see ibid., p. 367, figs. 102-103 (St. Nikita, Cuer, North Macedonia), p. 393,
fig. 148 (katholikon of Decani Monastery), p. 377, figs 118-119 (katholikon of Hilandar
Monastery, Mount Athos, prothesis and altar apse).
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hierarchs in prayer towards Christ (Fig. 41), the concluding statement of
the strophe, o0d&v teloduev dEov, v dédwkac (we will achieve nothing
worthy of your gifts to us), is likewise given a more concrete connotation,
presenting the reader with a familiar imagery related to the celebration of
the liturgy. The iconographic scheme employed on the Walters epitrachelion
scene corresponding to stanza 20 is essentially similar to that of the Princeton
miniature, with a notable exception: the central altar table has been omitted.
In this case, the revision of the original design was likely dictated by the
format of the embroidered panel (Fig. 42).

Scene 21 reveals more clearly that the artist who created the composition
for this stanza actively engaged with the text of the hymn (Figs. 43, 44).
The illustration on f. 22" of the manuscript focusses on the figure of the
Mother of God. The introductory verse of stanza 21 extols her as follows:
D®T006)0V Aoumdda TOig £V OKOTEL PVEIGAV | OpAUEV TNV ayiay mapOévov:
| TO yap GdAov drtovca G | 6dnyel Tpog yvdow Ocikev dmavtag, adyf Tov
vodv potiovca... (We see the holy Virgin as a torch full of light, shining
upon those in darkness. For by kindling the immaterial light, she guides all
to divine knowledge, illuminating the mind with brilliance...; stanza 21, 1-5).
The miniature effectively captures the double meaning of the main metaphor
of the text within a single image. On top of the eight-pointed star projected
over a mandorla that casts a blue light around Mary, a red flame directly
above her head serves as a visual representation of the burning “torch” stat-
ed in the initial line of the stanza. At the same time, the Virgin is portrayed as
the “lampstand of the light that never wanes” (Aapntep 100 4dVTOL PEYYOUVC;
stanza 21, salutation 2), that is, as the receptacle that supports Christ, who is
the “immaterial light” (&UAog @&®c) according to the first line of the strophe.
The double source of the spiritual light indicated in this strophe is similar-
ly visualised in the murals of the Pantocrator Church at De¢ani Monastery
(ca. 1350) and Marko’s Monastery (1376/7).1** In both examples, a flame

144 In the church of St. Demetrius at King Mark’s Monastery (Markov Manastir), the scene can
be seen inside the sanctuary, on the north wall adjacent to the prothesis apse. One notable
element is that the Virgin is flanked by the twelve apostles, with Peter and Paul prominently
featured in the foreground. The apostles are portrayed as the initial recipients of the spiritual
light that descended into the world at Christ’s birth. On the iconography of stanza 21 in the
church of St. Demetrios at Marko’s Monastery, see M. Tomié¢-Djurié¢, @pecke Meprosoz
Manacmupa..., p. 328-331, 329, fig. 157, and 528-529, fig. 5 (n° 284). See also A. Pétzold,
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hoovering over Mary’s head, as she cradles the Child in her arms, illumi-
nates the two groups of male figures depicted in the darkness of the cave.*®

The Princeton miniature elaborates an early prototype that can be traced
back to the Panagia Roustika cycle on Crete, with close parallels in the
Synodal Gr. 429 Akathistos,*¢ which dates from the later part of the fourteenth
century, and to the frescoes completed around the same period in the church
of the Mother of God Peribleptos in Ohrid.**” However, the conspicuous
two-handled vessel that functions as a receptacle for Mother and Child sets
the Garrett 13 redaction apart from all other known visual representations
of the same stanza. Despite its composite appearance, the amphora-like
object depicted in the Princeton miniature suggests a Byzantine communion
chalice rather than a candlestick. This suggestion is motivated by the way
the perspective of the cup was altered, obviously meant to highlight its
precious content, depicted in a deep crimson colour. The vessel is thus
clearly distinguished from a simple candle holder.**® The 10" salutation

Der Akathistos-Hymnos..., p. 163, fig. 26 (n° 25); |. Spatharakis, The Pictorial Cycles...,
fig. 131, with commentary on p. 150-151.

145 This image type differs in its emphasis compared with portrayals of the Virgin Mary holding
a torch with a flame which reveals Christ’s image, such as the icon of the Dormition with
Akathistos scenes on Skopelos island (I. Spatharakis, The Pictorial Cycles..., fig. 251) and
from the representation of the Theotokos orans standing alone for the metaphor of the “torch”
in the church of the Ascension of the Virgin at the monastery of Matejce (ca. 1356-1360):
E. Dimitrova, “Iluknycor na boropoamunuor Akaruct Bo mpkBara Cera boropoauia
— Marejue,” Toouwen 300pnux na @unozogpckuom gaxyrimem 49, 1996, p. 285, fig. 6,
p. 293-294; 1. Spatharakis, The Pictorial Cycles..., pl. 108.

146 On the illuminated Akathistos in the Moscow Synodal Gr. 429, a manuscript created in the
renowned scriptorium of the Hodegon Monastery in Constantinople, see V. D. Likhatcheva,
“The Illumination of the Greek Manuscript of the Akathistos Hymn (Moscow State Historical
Museum, Synodal Gr. 429),” DOP 26, 1972, p. 253-262; G. M. Prochorov, “A Codicological
Analysis of the Illluminated Akathistos to the Virgin,” DOP 26, 1972, p. 239-252;
E. N. Dobrynina, “The Akathistos Hymn.” See also G. Gediminskaité’s contribution,
“Manufacturing llluminated Akathistos Manuscripts...”

1“7 C. Grozdanov, “Uiycrpanmjata Ha XMMHUTE Ha aKaTHCTOT Ha Boropojuma BO IpKBara
Boropomuna Ilepubienta Bo Oxpun,” in JKusonucom na Oxpudckama apxuenuckonuja,
Skopje, 2007, p. 196-197, p. 214. See also the comparative plate compiled by I. Spatharakis,
which includes, among other examples, the scenes from Panagia Roustika (fig. 658),
Synodal Gr. 429 (fig. 660) and the church of the Virgin Peribleptos in Ohrid (fig. 670), in
I. Spatharakis, The Pictorial Cycles..., figs. 658-672.

148 |_arge chalices with handles on either side of the cup to facilitate holding it are attested in the
fifth — seventh centuries: A. Demandt, “Der Kelch von Ardabur und Anthusa,” DOP 40, 1986,
p. 113-117. Smaller chalices of a similar shape can be seen in the scene of the communion of
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of the strophe, which refers to the Virgin as kpatnp kipvdv dyoAiliocty
(bowl wherein is mixed the wine of mighty joy), may have stimulated the
artist’s imagination. The impact of the chairetismoi on the representation
of the 21% strophe is similarly evident on the Akathistos epitrachelion from
the collection of Stavronikita Monastery on Mount Athos, where a four-
armed candelabra visualising the “many-beamed lantern” (tov moAdbowtov
avatélielg potioudv; strophe 21, salutation 5) holds the Mother and Child
represented at its centre as the fifth burning torch.#°

The depiction of the infant Christ wrapped in swaddling clothes in the
miniature that illustrates strophe 21 in Garrett 13 adds a subtle yet eloquent
element to the overall tableau, enhancing its sacramental character. The
portrayal of Jesus as a newborn in his Mother’s arms serves as a powerful
reminder of the Nativity scene, which stands for the 7" strophe of the
hymn, at the beginning of the manuscript. That strophe describes Christ as
a “lamb without spot, pastured in Mary’s womb” (¢ duvov duwuov év i
yaotpi Moapiag BooknOévrta; stanza 7, verses 4-5). The passage makes a
clear reference to the prayers of the preparatory rite during which a piece
of bread representing Christ’s eucharistic body is cut from the prosphora.t*®
This portion of the bread, which will later be consecrated and prepared for
communion, is referred to as the “Lamb of God.”*** Ultimately, the visual

the Apostles depicted in the fourteenth-century murals of the church of St. George at Staro
Nagori¢ane and the katholikon of Dec¢ani Monastery: M. Lee Coulson, “Old Wine in New
Pitchers. Some Thoughts on Depictions of the Chalice in the Communion of the Apostles,”
in M. A. Vardavaki (ed.), AAMITHAQN. Apiépwuo. oty pvijun s Ntovlag Movpikn, vol. 1,
Athens, 2003, p. 149, 151-153. Coulson has also suggested that this type of vessel imitates
the shape of a wine container (stamnos). For the shape, decoration, material and function of
the chalice in the Byzantine rite, see B. Pitarakis, “La vaiselle eucharistique dans les Eglises
d’Orient,” in N. Bériou, B. Caseau, D. Rigaux (eds), Pratiques de I’eucharistie dans les
Eglises d’Orient et d’Occident (Antiquité et Moyen Age), vol. 1, Paris, 2009, p. 318-324.

149 Chr. Patrinelis, A. Karakatsanis, M. Theocharis (eds), Movi} Zravpovikijra. . ., p. 155 and fig. 79.

150 While extracting Christ’s body from the prosphora, the priest utters the following words:
Koai &g duvov dumpov €vovtiov 100 Kelpovtog adTov Geovog ovK avolyel 0 oTope avTod
(And as a lamb without spot before the shearer is dumb, so he opens not his mouth); see
Ch. E. Hammond, Liturgies, Eastern and Western..., p. 356; The Orthodox Liturgy being
the Divine Liturgies of S. John Chrysostom and S. Basil the Great and the Divine Office
of the Presanctified Gifts together with the Ordering of the Holy and Divine Liturgy, the
Office of Preparation for the Holy Communion, the Prayers of Thanksgiving after the Holy
Communion, London — New York, 1982, p. 23.

151 After the portion of the “Lamb” is taken out of the prosphora, the priest makes a crosse-shaped
incision on this fragment of bread. As he does so, he recites a phrase that quotes John 1:29,
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Fig. 41. Akathistos Hymn, stanza 20 (“No hymn can recount...”), MS Garrett 13,
Princeton University Library, f. 21".
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Fig. 42. Akathistos Hymn, stanza 20 (“No hymn can recount...”), epitrachelion of
Metrophanes of Cyzicus, Walters Art Museum, Baltimore.
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Fig. 43. The Virgin as “a torch full of light” holding the infant Christ. Illustration of
stanza 21 of the Akathistos Hymn, MS Garrett 13, Princeton University Library, f. 22",



AN EMBROIDERED AKATHISTOS HYMN 177

Fig. 44. Akathistos Hymn, stanza 21 (“We see the holy Virgin as a torch full of
light...”), MS Garrett 13, Princeton University Library, f. 22".
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bridge established by the illuminator of Garrett 13 between strophe 7 and
strophe 21 of the Akathistos Hymn invites both theologically trained viewers
and regular church attendees to engage in contemplation over the sacrificial
mission of the newborn cradled in Mary’s arms.

It is not surprising that manuscript illuminators were naturally more
inclined to innovate than painters responsible for large-scale monumental
programs. llluminated manuscripts have traditionally served as a more ap-
propriate medium for artists to visually interact with liturgical, theological
or hymnographic texts. Unlike fresco painters who worked in teams, illu-
minators enjoyed the freedom of working individually. In most instances,
miniature painters had full access to the text they were illustrating and even
worked together with copyists.’®? In contrast, fresco painters only engaged
with the textual excerpts they reproduced on the wall paintings. These frag-
ments of biblical, liturgical or hymnographic texts were incorporated along-
side the iconographic material into their model books.*

In the case of the Garrett 13 Akathistos which features miniatures and
stanzas on distinct pages, it is difficult to assess whether the main text was
written before the illuminations were added or if the images were created
first and then the scribe added the text of the hymn on the verso of each page.

The artist responsible for the miniatures of the Princeton Akathistos em-
ployed either an illuminated manuscript or a set of drawings as a model. It
seems reasonable to posit that his model included an iconographic prototype

“The Lamb of God, which is taketh away the sin of the world is sacrificed for the life and
salvation of the world”: The Orthodox Liturgy..., p. 24; cf. Ch. E. Hammond, Liturgies,
Eastern and Western..., p. 357.

152 Regarding the illustration process of the Akathistos Hymn in Synodal Gr. 429, see the
contribution of Gouda Gediminskaité in the present volume.

158 A painter’s sketchbook from the late eighteenth century currently preserved in the Library
of the Romanian Academy (BAR MSS 4602 and 5307) illustrates this practice in relation
to the Akathistos Hymn. The sketchbook has been preserved in two parts and consists of
drawings for fresco and icon painting created by the renowned Wallachian church painter
Radu Zugravu (ca. 1740-1802), as well as other artists during the nineteenth century.
BAR MS 4602, f. 68", 68Y, 105", contain scenes that illustrate the second section of
the Akathistos Hymn to the Mother of God. Notably, each scene is accompanied by the
initial lines of its corresponding stanza, which have been inscribed within the frame of
the composition, in Romanian in the Cyrillic alphabet; see G. Dumitrescu (ed.), Radu
Zugravu. Caiete de modele. Editie facsimilata dupa manuscrisele romdnesti 4602 si
5307 ale Bibliotecii Academiei Romdne, Bucharest, 2018; T. Voinescu, Radu Zugravu,
Bucharest, 1978, p. 47, 55.



AN EMBROIDERED AKATHISTOS HYMN 179

for the initial stanza (prooimion) of the Akathistos accompanied by the ini-
tial verses of the strophe. The artist faithfully reproduced this text from his
visual source, rather than from the complete version of the hymn copied
by the scribe of the text in Garrett 13. This is suggested by inconsistencies
between the opening line of the prooimion that is inscribed above the minia-
ture depicting the Mother of God as part of the Tree of Jesse composition
(f. 1", and the matching verse in the complete rendition of the stanza. Except
for this discrepancy, which will be discussed below, all the passages which
have been transcribed in capital letters above the corresponding miniatures
match the version of the text copied by the scribe on the reverse side of the
manuscript page.

The excerpts accompanying the miniatures seem to have been transcribed
by two different hands after the paintings were completed. The first two
verses of every strophe have been transcribed above the first twelve min-
iatures, namely from the prooimion (f. 1" to the Flight into Egypt (f. 12").
Most of the time, the scribe failed to accurately estimate the required space
for the desired quotation and began transcribing the text too close to the
upper limit of the miniature, or using too large letters. In the case of longer
verses, he made visible efforts to compress the words in the allocated area,
often by shrinking the size of the letters (f. 12", 19"). However, when extra
space resulted from the lower word count of the initial section of a strophe
or a better spacing between the first line of the text and the illustration (f. 5',
9", he chose not to add another verse to fill it. Instead, he maintained the
established convention of a minimum of two verses per strophe. It seems
that a different hand copied the lines above the Presentation of Christ to
the Temple (f. 13" and the following two miniatures (f. 14", 15"). The sec-
ond scribe displays a lack of care and precision in his work. He frequently
truncates phrases, which end with incomplete words. From f. 16", the first
copyist returned and continued to the very end following the initial model.

The representation of the second prooimion?** of the Akathistos Hymn, T
VIEPUAY® oTpaTY®, is typically omitted by artists. There was no consensus

1% The Akathistos Hymn to the Virgin was accompanied by different introductory strophes, as it
moved from the fixed to the movable liturgical cycle, ultimately settling on the fifth Saturday
of Lent. Its initial prooimion, To mpootayBeév pvotikdg, reflects to the central theme of
the hymn, which is the Incarnation; see C. A. Trypanis, “The Akathistos Hymn,” in idem,
Fourteen Early Byzantine Cantica, Vienna, 1968, p. 20-21, 29. It is unclear when exactly
the verses that extol the Virgin as a defender of the capital city and as an ally in battle were
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on the depiction of the prologue in the manuscript tradition. Only two illu-
minated mauscripts of the Akathistos Hymn from the Byzantine period pro-
vide visual representations of the introductory strophe of the hymn: Synodal
Gr. 429 and the Escorial RI 19 Akathistos.’® The selection of a suitable

added to the twenty-four stanzas, thereby converting the Akathistos to the Virgin into a song
of thanksgiving for military victory: ibid., p. 21. According to L. M. Peltomaa, “Role of the
Virgin Mary at the Siege of Constantinople in 626,” Scrinium 5, n° 1, 2009, p. 284-299, the
composition of the second prooimion can be traced back to the period shortly after the first
major victory achieved by the Byzantines against the Sassanid Persians and Avars in 626.
1% 1n the context of wall paintings, the incorporation of an additional scene at the very beginning
of the cycle would have substantially diminished the intended impact of the Annunciation
sequence, which gradually immerses the viewer into the narrative, while echoing the hymn’s
refrain, “Hail, bride unwedded!” with each of Gabriel’s salutations. The same reasoning does
not, however, extend to illuminated manuscripts of the Akathistos Hymn. This is evident in
the Synodal Gr. 429 manuscript of the Moscow Synodal Library created in the scriptorium of
the Hodegon Monastery in Constantinople, and its fifteenth-century copy housed at the Royal
Library of the Monastery of El Escorial (Escorial RI 19). Both illuminated versions of the
hymn feature an icon depicting the Mother of God seated on a bench, with her arms elevated
in prayer, as an illustration to the prooimion found on the same page. On the illustration
of the prooimion of the Akathistos Hymn, see J. Lafontaine-Dosogne, “L’illustration de la
premiere partie de I’Hymne Akathiste et sa relation avec les mosaiques de I’Enfance de la
Kariye Djami,” Byzantion 54, 1984, p. 663-671. For a reproduction of the miniature in the
Escorial R1 19, see eadem, “Nouvelles remarques sur I’illustration du prooimion de I’Hymne
Akathiste,” Byzantion 61, 2, 1991, p. 448-457, plate X, fig. 23. On Escorial Rl 19, see
E. Dobrynina, “The Akathistos Hymn,” p. 332-347. The portrayal of the Virgin orans alone,
seated on a bench, can also be seen in an illuminated icon on folio 34" of the pocket-sized
Sinait. gr. 2123. The parchment manuscript preserved at the monastery of St. Catherine on
Mount Sinai contains the New Testament and the Psalter, copied in 1242, and was later
enriched by several miniatures, including the portraits of Byzantine emperors Michael V1II
Palaiologos (1259-1282) and John VIII Palaiologos (1425-1448). The icon of the Virgin
was most likely added during the fifteenth century (I. Spatharakis, The Portrait in Byzantine
Illuminated Manuscripts, Leiden,1976, p. 51-53), so contemporaneous to its counterpart in
the Escorial RI 19. This particular iconographic type of the seated orant Virgin thus seems
to have been popular among Byzantine devotees in the fifteenth century. Another notable
representation of the prooimion of the Akathistos Hymn appears on the late fourteenth or
early fifteenth century icon of the Mother of God “Pochvala Bogomateri,” surrounded by
scenes of the Akathistos Hymn from the cathedral of the Dormition of the Virgin (Uspenskij
Sobor) in the Moscow Kremlin. In this particular case, the composition associated with
the triumphant troparion is positioned towards the conclusion of the Akathistos cycle, on
the lower margin of the icon, in relation to the hymn’s last strophe (“O Mother hymned by
all...”). The concluding scene of the Kremlin Akathistos is believed to depict the Tuesday
procession with the Hodegetria icon, as described by Russian pilgrims in Constantinople
during the fourteenth century; see N. Patterson Sev&enko, “Servants of the Holy Icon,” in
C. Moss, K. Kiefer (eds), Byzantine East, Latin West. Art Historical. Studies in Honor of Kurt
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visual representation to accompany the prayer articulated in the introductory
strophe of the Akathistos Hymn would have entailed a collaborative endeav-
our between the illuminator and commissioner of the manuscript. It was
only in the context of the Muscovite artistic production of the late sixteenth
century that the introductory troparion of the Akathistos Hymn achieved a
standardized iconographic formula. The dominant image of the prooimion
in Russian art is exemplified by the manuscript of the Akathistos Hymn
presented by the Russian court poet Karion Istomin to tsarina Paraskovija
Fjodorovna in 1695. This illuminated manuscript copy of the hymn depicts
the miraculous deliverance of Constantinople from the siege by the Rus’

Weitzmann, Princeton — New York, 1995. Thus, it has been hypothesized that the prooimion,
which shows the Hodegetria being elevated on a pedestal and transported in a procession
illustrates the transfer of the miraculous icon to Constantinople; see E. B. Gromova, “An
Encomion of Our Lady with the Akathistos from the Circle of Theophanes the Greek:
an Iconographic Program as a Reflection of Russian Historical Events at the Turn of
the Fifteenth Century,” in . Sevéenko, G. G. Litavrin, W. K. Hanak (eds), Acts, XVIII®
International Congress of Byzantine Studies: Selected Papers, Main and Communications,”
Moscow 1991, vol. 1: History, Shepherdstown, 1996, p. 94-102; eadem, Mcmopust pyccroti
uxonoepaguu Axagpucma..., p. 109, fig. 3 and 26. The iconographic formula employed for
the introductory strophe of the Akathistos on the Kremlin icon did not establish a tradition,
although it was occasionally replicated. An example of this can be seen on the sixteenth-
century Muscovite icon of the Hermitage Museum (Inv. No. ERI-971). This icon depicts a
shortened cycle of the hymn surrounding the central icon of the Virgin, praised by prophets.
The prooimion is depicted at the beginning of the cycle, on the upper margin of the icon, in
the first position: Y. Piatnitsky, O. Baddeley, E. Brunner, M. Mundell Mango (eds), Sinai,
Byzantium, Russia..., n° R27. Contrary to the argument expressed by J. Lafontaine-Dosogne,
“Lillustration de la premiere partie...,” p. 666-671, it is debatable whether the portrayal
of the Siege of Constantinople in the exterior murals of several post-Byzantine Moldavian
churches was intended as an illustration of its prooimion. The Moldavian wall-paintings
do not include the beginning of the introductory stanza of the Akathistos Hymn as a title,
thus preventing such an interpretation. Moreover, the scene of the Siege is depicted with
much greater detail than any of the scenes that compose the Akathistos cycle, presenting
a distinct visual narrative that remains separate from the visual message conveyed by the
Marian hymn. Rather, the depiction of the Siege of Constantinople on Moldovan churches
is informed by a broader spectrum of sources, especially homiletical readings included
in the Triodion and recommended by the typica for the Saturday of the Akathistos on the
fifth week of Lent: C. Ciobanu, Stihia profeticului. Sursele literare ale imaginii ““Asediul
Constantinopolului” si ale “profetiilor” Inteleptilor Antichitatii din pictura murald
medievald moldava, Chisinau, 2007; A. 1. Sullivan, “Visions of Byzantium: The Siege of
Constantinople in Sixteenth-Century Moldavia,” The Art Bulletin 99, n° 4, 2017, p. 31-68;
K. Ivanova, I. Biliarsky, “Le récit des sieéges de Constantinople et sa traduction slave chez les
peuples orthodoxes des Balkans,” OCP 88, n° 2, 2022, p. 425-502.
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Khaganate in 860 next to the introductory stanza of the Akathistos. The
miniature shows patriarch Photius outside the city walls, lifting the Virgin’s
maphorion from the sea, while the divine defender of the Byzantine capital
appears in the clouds above the city sending thunder and hail at the enemy’s
cavalry.®

The composition of the Tree of Jesse, which illustrates the prooimion of the
Akathistos Hymn (f. 1)%7 in Garrett 13, depicts the enthroned Virgin holding
the Child at the top of the tree. The branches of the tree uphold twelve busts
of prophets with no forebears included.®® Each prophet holds an unfolded
scroll with only his name written on it. The Tree of Jesse is essentially the
visualisation of a Christological prophecy.™® It depicts Christ’s genealogical

156 1 would like to thank my colleague Dr. Mihail-George Hancu for directing my attention
to this illuminated text of the Akathistos Hymn: Russia, St. Petersburg, RNB, OP F.1.142.
See E. P. Salikova, “Cnoxenue ukoHOrpapuu WUIOCTpalMd KOHJaka ‘B30paHHOi
BOeBOJIe’ B JPEBHEPYCCKOI xuBoIicH,” IN Mamepuanst u uccredosanus, Vol. 11: Pyccras
xyoooicecmeennas kyimypa XV-XVI gexos, Moscow, 1998, p. 59. This iconographic
formula was already achieved in the later part of the sixteenth century, as attested by
the depiction in a fresco from the Cathedral of Our Lady of Smolensk in Moscow, made
between 1526 and 1530. By the seventeenth century, the practice of representing the siege
of 860 (A. V. Tchernetsov, “/lpeBHeiime COOBITHSI PYyCCKOW HCTOPUM Ha MHUHHATIOPAX
XVI Bexa,” Tpyost Omoena Opesnepycckoii aumepamypur 44, 1990, p. 421-432) for the
prooimion had become widespread in the Muscovite milieu (E. P. Salikova, “Xpamosas
ukoHa bnarosemieHckoro cobopa u nkoHorpadus Axagucta boromarepu B MOCKOBCKOM
sxuBonicy epsoii mostoBunbl XVII Beka,” in Brazosewencruii cobop Mockosckoeo Kpemas:
Mamepuanel u uccnedosanusi, Moscow, 1999, p. 264-279, with high-quality reproductions).
For further examples, see T. Borisova, “Poetic Text and its Iconographic Interpretation: the
Akathistos Hymn in the Russian and Cretan Religious Art,” Journal of Visual Theology 1,
2020, p. 100-113.

7 M. A. Vardavaki, Oi uixpoypapies tod AxdOiotov..., p. 24.

158 The icon of the Tree of Jesse (60 x 46 cm) preserved at the Pushkin Museum in Moscow
(no. 1582) shows a similar change in focus from Christ’s royal lineage to his divine birth
from the Virgin Mary. The transition is achieved by removing Christ’s royal ancestors from
the image, in order to bring the prophets of the Incarnation to the fore. Eventually, this causes
the Tree of Jesse to become entangled with the iconography of The prophets from on high...,
much like the Princeton miniature. The seventeenth-century icon is the creation of a Cretan
painter: M. Borboudakis, Eixdveg ¢ kpntixiic téyvie (Amo tov Xavdaxo ws ty Mooyo. kor
v Ayio ITetpodroln), Herakleion, 1993, p. 443-444 (n° 90), fig. 90.

1% See, for example the interpretation of Matthew 1 in light of Isaiah 11:1-10 in John
Chrysostom, In Matthaeum (homilia 4): Ei todto fv, o03&v &gl Kotvdov mpog Nudc: GAL
8AAN Tic €0ty £keivn 1) oapE, 0O Tod PUpdLATOC TOD HueTépov. TIdg odv £k Tii¢ pilng Tesoai;
i 8¢ Papdog; TS viog avOpdmov; Tdg d¢ punmp N Mapuay; E g €k onéppatog Aavid
(PG 57, col. 43), “If this were so, He would have nothing in common with us, but that flesh
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descent from the bloodline of King David and his father Jesse, as foretold in
the prophecy of Isaiah 11:1-10 (There shall come forth a shoot from the stump
of Jesse, and a branch shall grow out of his roots...; Is. 11:1) and reaffirmed in
the opening verses of Matthew’s Gospel (Mt. 1:1-17). From the early thirteenth
century onwards, Byzantine artists visualised Christ’s genealogical tree in
elaborate mural compositions. These encompassed depictions of biblical events
from before and after the birth of Christ in addition to individual portraits of
prophets and ancestors. In the pictorial traditions of the geographical area that
was under Byzantine influence, Christ was consistently depicted alone on top
of the tree, with the Virgin Mary positioned below or even omitted from the
composition.’®® This iconographic pattern can also be seen in a number of
Armenian Gospel manuscripts that use an abridged version of the composition
as an introductory illustration to Matthew’s text.’** Nevertheless, a Marian
interpretation of the Tree of Jesse was suggested in the fourteenth century
murals of the Holy Apostles Church in Thessaloniki by placing a representation
of the Tree of Jesse in the proximity of themes which have a history of being
interpreted as Marian prophecies, such as Jacob’s Ladder, Gideon’s Fleece,
the Tabernacle and the Ark of the Covenant.’®2 The depiction of the Tree of
Jesse alongside the illustration of a second canon of John of Damascus on the
Dormition of the Mother of God and Jacob’s Ladder in the outer narthex of

would be of some other kind, and not of the mass which belongs to us. How then [was he]
of the root of Jesse? How [was he] a rod? How Son of man? How [was] Mary [his] mother?
By what means [was he] of David’s seed? Cf. John Chrysostom, Homilies in the Gospel of
Matthew. Part I: Homilies 1-25, trans. by G. Prevost, Piscataway NJ, 20112 (1843%), p. 49.

160y, Milanovi¢, “Tree of Jesse in the Byzantine Mural Painting of Thirteenth and Fourteenth
Centuries. Contribution to the Research of the Theme,” Zograf 20, 1989, p. 48-59, figs.
3 and 4. The large painting of the Tree of Jesse in the southern aisle of the ambulatory of
the church of the Holy Apostles in Thessaloniki shows Christ standing on top of a long
line of forefathers. The Virgin Mary is conspicuously absent from the genealogical tree:
E. N. Tsigaridas, K. Loverdou-Tsigarida, H {oypoagikij twv Ayiov Awootélwv Oseoalovikng.
The Painting of the Holy Apostles in Thessalonike, Athens, 2023, p. 342-347, figs. 183-188.

%1 will give three examples here: (1) Tetraevangelion no. 2568, f. 14", thirteenth century,
preserved in the Jerusalem Patriarchate, where it is included as a marginal miniature
accompanying the beginning of the first chapter of Matthew; (2) the Matenadaran Gospel
no. 7651, f. 10", from the thirteenth century; (3) Tetraevangelion no. 278 at the Jerusalem
Armenian Patriarchate, f. 5", from the thirteenth century. All three are discussed by
T. Velmans, “L’arbre de Jess¢ en Orient chrétien,” AXAE 26, 2005, p. 129-131.

%2 M. D. Taylor, “A Historiated Tree of Jesse,” DOP 34-35, 1980-1981, p. 165-174;
E.N. Tsigaridas, K. Loverdou-Tsigarida, H {wypogixi twv Ayiwv Arootéiwv Ossoolovikig...,
p. 49, pl. 1 (n° 146, 148, 152, 153), 150-155, 338-340, figs. 177-181.
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the church of Bogorodica LjeviSka (Our Lady of LjeviS) in Prizren in the first
decade of the fourteenth century had a similar impact.’®®* However, before the
sixteenth century there were only a few depictions that positioned the Virgin
holding the Child on top of the tree in Eastern representations of the subject.*s

In the sixteenth century, Cretan artists revised the iconography of the
Tree of Jesse to emphasize Mary’s role in the Incarnation. This transfor-
mation was undoubtedly influenced by the Western artistic tradition, which
had long preferred this iconographic formula. The iconography of the Jesse
Tree, with its emphasis on Mary, was further reinforced by the Christian
exegesis of Isaiah 11 and Matthew 1.%5 Emmanuel Tzanes,® the Cretan

188 D. Pani¢, G. Babi¢, Fozopoouya Jbhesuwika, Belgrade, 2007, p. 139, fig. 30.

184 One is featured in the early thirteenth-century illuminated Mytilene Gospel book (Leshos,
Mytilene Boys Gymnasium, Cod. 9), f. 8. Vocotopoulos has argued that it was created
in Asia Minor: P. L. Vocotopoulos, “L’Evangile illustré de Mytiléne,” in V. Koraé (ed.),
Studenica et I’art byzantin autour de [’année 1200: a I'occasion de la célébration de 800 ans
du monastére de Studenica et du centiéme anniversaire de I’Académie Serbe des sciences
et des arts, septembre 1986, Belgrade, 1988, p. 377-383. On the miniature with the Tree of
Jesse as illustration to the genealogy of Matthew’s Gospel, see ibid., p. 380, fig. 6; A. Weyl
Carr, “A Group of Provincial Manuscripts from the Twelfth Century,” DOP 35, 1982, p. 50,
nt. 16. The other two examples are preserved within monumental paintings. One example
can be seen in the north porch of the church of St. Sophia in Trebizond, dating back from
ca. 1260-1270. The south fagade of the church of Mavriotissa in Kastoria, features a similar
representation, which can be traced back to the mid-thirteenth century: N. Moutsopoulos,
Kaotopia. Hovoyia Mavpidtiooa, Athens, 1967, p. 73, n° 47, figs. 35-37.

165 Late antique and mediaeval authors of the Eastern Church repeatedly affirmed the
descendance of the Virgin Mary from the Old Testament kings. Epiphanius of Cyprus
(310-403), Homilia in laudes Mariae deiparae / De laudibus sanctae Mariae Dieparae,
oratio: ‘Ex tfig pilng 8¢ Tecoai Aafid 6 faciieds, kol ék Tiig @UATG Aafid T0D Pacidéng 1y
ayio IMapBévog (PG 43, col. 488C), “And from the root of Jesse [sprang] David the king, and
from the tribe of David the king, the holy Virgin”; Theodore the Studite (759-826), Laudatio
in Dormitionem sanctae Dominae nostrae Dieparae: & fuiv 1} Xpiotoaving piCe tod Teooa,
1N iepdPractog papdog tod Aapmv, “The root of Jesse who bore the flower of Christ, the
sacred rod of Aaron with its sacred bud” (PG 99, col. 721C); Andrew of Crete (ca. 660—740),
Oratio Il. In Natalem diem sanctissimae Dominae nostrae Deiparae. Ostenditur quod ex
semine Davidis deducitur, “On the Nativity of Our Supremely Holy Lady, the Theotokos,
with proof that she descends from the seed of David” (PG 97, col. 820D-844B; for the
English version, see M. B. Cunningham, Wider than Heaven: Eighth-Century Homilies on
the Mother of God, Crestwood — New York, 2008, p. 85-105).

166 In 1644, Emmanuel Tzanes produced a unique painting featuring the Virgin Mary
accompanied by her parents Joachim and Ana, with the Tree of Jesse prominently present as
a pedestal for the child: I. Leontakianakou, “L’arbre de Jessé avec la Vierge et ses parents:
création et contenu dogmatique d’une icbne d’ Emmanuel Tzanes a I’Institut hellénique de
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painter Victor'®” and Theodore Poulakis'® engaged with the theme of the ge-
nealogy of Christ in their icons offering compelling visual interpretations of it.
Cretan icons adapted the compositional scheme of the Tree of Jesse by delib-
erately omitting depictions of Old Testament prophecies and scenes pertaining
to Christ’s earthly life, which were characteristic of large monumental ver-
sions of the theme. Instead, the image narrowly focused on the representation
of the Virgin Mary accompanied by ancestors and pairs of prophets holding
Marian symbols or scrolls with texts of their prophetic visions. The depiction
of the Tree of Jesse in Garrett 13 complies with this later development of the
theme in the works of Cretan artists, where the image acquired the function of
a Marian symbol.

Thus, the choice to place the image of the Virgin from the root of David
and Jesse at the beginning of Akathistos in Garrett 13, illustrating the prayer
that serves as the prooimion T Vmepudy® otpotny®d, would have been
motivated by its immense appeal to icon painters, their patrons, and the wider
Christian audience of that era. The Mother of God of the Tree of Jesse type
was represented on portable icons as well as on the despotic icons affixed to
the iconostasis, a practice observed not only on Crete but also on the nearby
island of Rhodes.'® Eventually, icons representing the Virgin emerging from

Venise,” AXAE 29, 2008, p. 159-168. A similar example from the seventeenth century can
be seen in the Historical Museum in Moscow: M. Borboudakis (ed.), Eixdveg ¢ kpnrikijc
wyvng..., fig. 124.

7 Currently housed in the Hellenic Institute in Venice, the 1674 icon of the Tree of Jesse
(52 x 41 cm) by the Cretan artist Victor portrays the Virgin Mary amid full-length figures
of ancestors seated on the Tree’s branches and holding phylacteries bearing their names.
The substitution of the prophets of the Incarnation for the patriarchs of the Old Testament is
atypical compared with the prevailing iconography of the theme on Cretan icons. This choice
by Victor may indicate that he based his work on a manuscript model; see M. Chatzidakis,
Icones de Saint-Georges des Grecs de la collection de I’ Institut Hellénique de Venise, Venice,
1962, p. 148-149 and pl. 71, fig. 129.

168 Another remarkable icon of the Virgin raising from the Root of Jesse (BXM 1575,
107 x 70 cm), made by Cretan painter Theodore Poulakis in 1666, is preserved in the
Byzantine and Christian Museum in Athens: The World of the Byzantine Museum, Athens,
2004, p. 185, fig. 154.

160 The icon of the Tree of Jesse with the Mother of God at its centre is depicted on the royal
doors (before 1700) of the church of the Virgin Mary of Lyndos on Rhodes: S. Ligkas,
The Beauty behind the Holy Icons. A Recount of the History and Tradition of the Church
Including a Description of the Church and the Iconography, Rhodes, 2015, p. 39, fig. 7,
p. 41, fig. 9.
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the royal lineage of David and Jesse were displayed in front of the iconostasis
for veneration.™

The first two lines of the introductory stanza of the Akathistos Hymn, in
which the Virgin is praised as a “leader in battle and defender” are written
above the miniature icon of the Tree of Jesse in crimson red letters in Garrett
13: TR vmepuby® otpatny®d, td viknmpuo | g Avtpodncal™ tdv devdv,
gvyaplotipa | [avaypdeom cot 1| ToAg cov],’? “To you, our leader in battle
and defender, O Theotokos, [I, your city], delivered from sufferings [ascribe]
hymns of victory and thanksgiving.” Although the text above the miniature
stops just before the subject is explicitly stated, the use of the feminine parti-
ciple Atpwbnoa (correct: Avtpwbeica) implies that the subject of the phrase
is 1 mOMg (the city). This makes the text consistent with the original version of
the prooimion, in which the city of Constantinople praises the Mother of God
for her miraculous intervention during the Avar and Persian siege of 626.1"
In contrast, in the corresponding line on the following page (f. 1Y) copied by
the scribe, the subject changes to “your servant”: TT] vVmeppdy® otpatny®d, o
VIKNTAPLOL | DG AvTpmwbévieg T@V dev@®dV, EDXOPLOTIPLN. AVAYPAP® GOl 6 00DA0C
oov Ogotoke. The change of the subject to 6 dovAog (Servant) was noticed by
Maria Aspri Vardavaki'’* and later by Sofia Kotzabassi and Nancy Patterson
Sevéenko. All of them compared the example in Garrett 13 with the same
change made by Nicephorus Gregoras (ca. 1295-1360) in an autograph pas-
tiche of the prooimion in the Vatican Library Gr MS 165, f. 11" The transition

170 The large dimensions of the icon signed by Theodore Poulakis indicates that it may have
been used in such a way. See above, n. 168.

1 Instead of Avtpwbeica, the feminine passive participle of Avtpdvopor, meaning “to be
saved” or “relieved.”

172 Cf. the edition published by C. A. Trypanis, “The Akathistos Hymn,” p. 29; T. Detorakis,
O Axabiorog "Yuvog. "Exdoon kpirucij, Herakleion, 2021, p. 167.

178 See M. L. Peltomaa, The Image of the Virgin Mary...; T. Dethorakis, O Ax¢6iatoc "Yuvog...,
p. 167. A tradition transmitted by the Synaxarion of Constantinople (PG 92, col. 1352B).
Moreover, in commemoration of the 626 victory, the Typicon of Constantinople maintains
the tradition that during the Lenten season, on the day of the Akathistos celebration, the
patriarch proceeds to the church of the Virgin in Blacherne and performs the liturgy there,
before returning to Saint Sophia: J. Mateos, Le Typicon de la Grande Eglise: Ms. Saint-Croix
n° 40, X® siecle, vol. 2: Le cycle des fétes mobiles, Rome, 1963, p. 53-55.

17 M. A. Vardavaki, Oi uxpoypapics tod AxdBiotov..., p. 134.

175 The prologue of the Akathistos Hymn is positioned at the beginning of Nicephorus Gregoras’
autograph of the Byzantine History; see S. Kotzabassi, N. Patterson Sevéenko, Greek
Manuscripts at Princeton..., p. 80. Gregoras made two modifications to the text. Firstly,
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from a collective to an individual subject effectively converts the troparion of
the Akathistos Hymn into a personal prayer of thanksgiving and supplication
and makes it suitable for recitation in a private devotional setting.1’

There are no marginal notes or other clues in the manuscript that might
shed light on the recipients of this exceptional copy of the Akathistos Hymn.t'?
Its icon-like framed miniatures, which convey a Palaeologan prototype of the
Akathistos cycle, complement Luke of Cyprus’ calligraphic writing, which
can be traced back to a distinctive tradition of liturgical script, known as
the Hodegon style. The minuscule script that originated in the scriptorium
of the Hodegon Monastery in Constantinople during the fourteenth century
continued to have a notable impact on copyists of liturgical manuscripts after
the collapse of the Byzantine empire. The monastic scriptoria on Luke’s native
Cyprus played a key role in keeping this practice alive.'”®

The iconographic version of the Akathistos cycle in Garrett 13 can be
attributed to a specific geographical location, probably Crete. The explicit
allusions to the sacrament of the Eucharist in the illustration of stanzas 20 and
21 indicate the work of a skilled artist who paid careful attention to the text of
the hymn and adapted it to the particular wishes of its patron, who was a high
representative of the Church. Alternatively, the painter may have faithfully
reproduced a model he inherited, or he may have been provided with a model

he substituted the term 7 noélig with 6 dodroc. Secondly, he changed the participle form
from feminine singular (AvtpwBeica) to masculine singular (Avtpwdeic). The plural form of
the masculine participle (AvtpwBévteg) in the Princeton manuscript would have required a
construction such as “your servants.”

176 For example, the akolouthia of the Akathistos in the printed Greek edition of the Horologion
of 1621 in Venice by Antonio Pinelli, repeats the original version of the prooimion. The same
is true of the 1681 edition of the Horologion printed by Nikolaos Glykis in Venice.

17 Except for the stamp on its first page, which indicates that the manuscript was kept in the
library of the Athonite skete of St. Andrew of the Russians at the beginning of the 20" century;
see S. Kotzabassi, N. Patterson Seveenko, Greek Manuscripts at Princeton..., p. 94-95.

18 . Politis, “Eine Schreiberschule im Kléster t@dv ‘Odnyadv,” BZ 51, 1958, p. 17-36.
Regarding the similarities between Luke of Cyprus’ writing and the Hodegon style, see
M.-D. Zoumbouli, Luc de Buzau..., p. 34-68. Zoumbuli’s analysis considers the ongoing
influence of the Hodegon minuscule script in the sixteenth and seventeenth centuries,
specifically focusing on its influence on the principality of Wallachia and Luke’s birthplace,
Cyprus. For an alternative perspective on Luke’s style that challenges the Hodegon theory,
see L. Politis, “Un centre de calligraphie dans les principautés danubiennes au XVI° siecle.
Lucas Buzau et son cercle,” in Fr. R. Walton (ed.), Dixiéme Congrés international des
bibliophiles. Athénes, 30 septembre — 6 octobre 1977, Athens, 1979, p. 1-11.
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by the commissioner, the copyist of the manuscript. While the circumstances
surrounding the creation of the miniatures of Garrett 13 remain uncertain, it
can be suggested with reasonable certainty that the stole of Metrophanes of
Thebes, the metropolitan of Cyzicus, was created in Constantinople.

Metrophanes’ Epitrachelion: Technical and Stylistic Elements
Pointing to Constantinople

Since the Akathistos stole conserved at the Walters Art Museum in
Baltimore is currently unavailable for study, a comprehensive evaluation of
its technical and stylistic characteristics cannot be completed at this time.
However, a preliminary examination was possible based on the photographs
provided by the Walters Art Museum.*”® The initial findings of this inves-
tigation will be presented, along with a hypothesis about the origin of the
embroidered garment.

A brief comparison of metropolitan Metrophanes of Cyzicus’ liturgical
stole® with a pair of liturgical cuffs (epimanikia) commissioned by patriarch
Dionysios IV of Constantinople in 1672, seems to confirm the assumption
that Metrophanes’ stole was produced in the capital of the Ottoman empire.
Furthermore, by comparing the two embroideries with the Akathistos epitra-
chelion preserved in the skevophylakion of the Ecumenical Patriarchate, addi-
tional valuable information can be obtained.'®

Dionysios IV Mouselimis was first elected patriarch in 1671 and held the
function on five separate occasions until 1694. He was not only a contemporary
of Metrophanes, but also his superior in the church hierarchy, as the latter
served as metropolitan of Cyzicus at the time of Dionysios’ appointment.
Shortly after attaining the rank of patriarch Dionysios 1V ordered a set of

1791 would like to express my gratitude to Laura Seitter, the Imaging and Rights Coordinator
at the Walters Art Museum, for kindly providing me access to the photo archive of the
embroidery.

180 According to the catalogue of the 1947 Baltimore exhibition (D. Miner (ed.), Early Christian
and Byzantine Art..., p. 162, n° 831), the epitrachelion originated in a monastery in Beotia,
Greece. However, the name of the monastery has not been provided. The information given
in the catalogue may have been the result of a superficial reading of the inscription on
the epitrachelion which refers to Thebes in Beotia as the birthplace of Metrophanes, who
commissioned the stole.

18 For the same pair of epimanikia, see also N. Vryzidis, E. Papastavrou, “Italian and Ottoman
Textiles...,” p. 677-687 and figs. 9, 10.
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epimanikia embellished with two significant events from the liturgical calendar:
the Baptism of Christ and the Transfiguration on Mount Tabor. The liturgical
cuffs created for Dionysios reflect his sophisticated preferences in ceremonial
clothing, as evidenced by other items of his liturgical attire preserved in the
collection of the monastery of Iviron on Mount Athos.?

The epimanikia of patriarch Dionysios 1V, presently housed in a private
collection, have benefited from scholarly attention from Eleni Papastavrou
and Daphni Filiou.!® Their comprehensive examination of the technical char-
acteristics of the embroidery enable a comparison of the epimanikia with
Metrophanes’ epitrachelion. To exemplify the similarities between the stitch-
ing patterns employed in these embroideries, | have included detailed photo-
graphs of both items: Metrophanes’ stole and Dionysos’ epimanikia (as seen
in the detailed images published in the aforementioned study of Papastavrou
and Filiou).

The epimanikia of Patriarch Dionysios IV are a fine example of
Byzantine embroidery, showcasing a meticulous and skilful application of
stitching patterns in a variety of styles. Metrophanes’ stole employs similar
stitching designs, apparently serving the same functions. First of all, both
the epimanikia and the epitrachelion exhibit a flat relief, characteristic for
Byzantine embroidery. The same style of stitches executed in silk satin
thread, has been used for the skin of the figures on the liturgical stole
and the two epimanikia. Dark silk thread has been skillfully employed to
outline facial features (Figs. 45, 46). Moreover, two distinct kinds of halo
appear on each of the embroideries under consideration. One is in higher

82 Dionysios IV Mouselimis passed away in Targoviste in 1696 and was buried in the
monastery of Radu Voda in Bucharest. As part of his bequest, he entrusted his liturgical
garments and personal library to the Monastery of lviron, which served as a metoch of
the Radu Voda Monastery: see M. Gedeon, latpiopyixoi ITivokes..., p. 595; P. S. Nasturel,
“La pierre tombale de Denys 1V Mousselimes, ex-patriarche de Constantinople,” in idem,
Etudes d’histoire byzantine et post-byzantine..., p. 841-842. The sakkos of Dionysios
IV Mouselimis is still preserved at the monastery of lviron; see A. A. Karakatsanis (ed.),
Treasures of Mount Athos. Catalogue of the Exhibition at the Museum of Byzantine Culture,
Thessaloniki, 1997, p. 449-450 (n° 11.2). The monastic collection also houses the patriarch’s
epitrachelion, embellished with scenes from the festival cycle, and his epigonation, featuring
the Assumption of the Mother of God: M. Theochari, “A¢@iepoticol éntypapoi Ent aupiov
100 Abw,” Ocoloyio 28, 1957, p. 453 (n° 2), p. 454 (n° 3).

183 E . Papastavrou, D. Filiou, “Onthe beginnings of the Constantinopolitan school of embroidery,”
Zograf 39, p. 161, 176; G. Chatzouli, “A propos d’un épitrachilion...,” p. 161-176.
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Fig. 45. Epimanikion of
patriarch Dionysios IV
Mouselimis, 1672. Portrait
of the prophet Elijah
sewn in silk thread and
featuring an elevated halo
design, detail from the
Transfiguration on Mount
Tabor, private collection.
Photo: E. Papastavrou,
“On the beginnings...,”
fig. 1lc.

Fig. 46. Epitrachelion of
Metrophanes of Cyzicus,
1667. The portrait of Christ
sewn in silk thread and
featuring an elevated halo
design, detail of stanza 22
of the Akathistos Hymn,
Walters Art Museum,
Baltimore.
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Fig. 48. Epitrachelion of
Metrophanes of Cyzicus,
1667. Portrait of the Mother
of God, second type of halo,
gilded silver thread sewn in
horizontal pattern, detail of
stanza 9 of the Akathistos
Hymn (The Adoration of the
magi), Walters Art Museum,
Baltimore.

Fig. 47. Epimanikion of patriarch
Dionysios 1V Mouselimis, 1672.
Portrait of John the Forerunner,
second type of halo, gilded
silver thread sewn in horizontal
pattern, detail from the Baptism
of Christ, private collection.
Photo: E. Papastavrou, “On the
beginnings...,” fig. 11d.
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Fig. 49. Epimanikion of patriarch Dionysios

IV Mouselimis, 1672. Detail of the

Transfiguration of Christ, gilded wires sewn
in the form of a grid, private collection.

Photo: E. Papastavrou, “On the begin-
nings...,” fig. 11d.

Fig. 50. Epitrachelion of Metrophanes of
Cyzicus, 1667. Akathistos Hymn, stanza 10
(detail of Fig. 18b), rocky textures suggested
by gilded wires sewn in the form of a grid.

relief, coated in gold metallic
threads with plait applied in the
contour (Figs. 45, 46). This more
basic type of halo was used for
the secondary characters in the
two epiphany scenes depicted
on patriarch Dionysios’s
epimanikia: the prophets Elijah
and Moses in the Transfiguration
scene and the angels of the
Baptism scene. On the other
hand, the epitrachelion’s artist
consistently used high relief
stitching as his favourite
method of emphasising haloes.
The sole exceptions he made
are evident in scenes 9, 12, 16
and 23. Here, a more elaborate
design was employed, with
gilded silver wires sewn in
horizontal stitches (Figs. 47, 48).
The same design was used on
the epimanikia to distinguish
Christ and John the Forerunner
from the other participants in
the Baptism scene. It is worth
noting that the flat, horizontally
stitched haloes also appear on
the Akathistos epitrachelion of
the Ecumenical Patriarchate in
Istanbul (Fig. 52).

The contour for pearl strings, which are now lost from both the epitrachelion
and the epimanikia, can still be seen around the golden nimboi (Figs. 45-48,
51). The original pearls were also lost from the Akathistos epitrachelion
preserved in the skevophylakion of the Ecumenical Patriarchate. New ones
were carefully attached, likely during the restoration that took place in the
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nineteenth century (Fig. 52).1%* Finally, both Metrophanes’ epitrachelion
and Dionysius’ epimanikia employ a common technique to suggest different
textures by means of gilded wires couched in the form of a grid, which exposes
the colour of the background (Figs. 49, 50). The effect of this stitching can be
seen in the various rocky textures on the epitrachelion.'®

Patriarch Dionysius 1V’s epimanikia were manufactured in a workshop
in the capital five years later than Metrophanes’ stole. Both embroideries
adhere to the purest Byzantine iconographic tradition achievable at that
time. However, there is a noteworthy distinction between the two works
of art: the amount of space each artist allocated to ornamental decoration.
On Dionysius’ epimanikia, a significant portion of the embroidered surface
was allocated to prominent Ottoman flower motifs in Renaissance-inspired
craters. Metrophanes’ epitrachelion exhibits a more restrained approach
to decorative elements.'® In relation to this prevailing austerity, it is not
superfluous to mention that the embroiderer replaced the Renaissance vase
depicted in the 2" stanza of the hymn in the Princeton miniature with a
more familiar Ottoman-style vase adorned with a tulip and two carnations.
The limited ornamental repertory places Metrophanes’ epitrachelion
closely to embroideries produced earlier in the seventeenth century in
Constantinopolitan workshops. The stole that was commissioned by
Parthenios, bishop of Dryinoupolis and Argyrokastro, in 1664 serves as
a pertinent point of comparison.®” The dark yellow silk fabric used as

1 would like to express my gratitude to His All-Holiness the Ecumenical Patriarch
Bartholomew, for granting me permission to study the epitrachelion with scenes from the
Akathistos Hymn housed in the Patriarchal Sacristy. To date, there have been no scholarly
investigations published on the epitrachelion, apart from the description by Georgios
Sotiriou in the catalogue of the Patriarchal collection published in 1938 (see above, n. 7).

18 E. Papastavrou, D. Filiou, “On the beginnings...,” p. 170.

18 See also the commentaries by Maria Theochari in A. A. Karakatsanis (ed.), Treasures of
Mount Athos..., p. 463. The incorporation of Ottoman floral motifs into Orthodox priestly
attire predates the seventeenth century. As early as the late Byzantine period, Orthodox litur-
gical garments began to include Islamic ornamental elements: N. Vryzidis, “The ‘Arabic’
Stole of Vatopediou Monastery: Traces of Islamic Material Culture in Late Byzantium,”
Mugarnas: An Annual on the Visual Cultures of the Islamic World 36, n° 1, 2019, p. 85-99.
During the Ottoman era this tradition persisted and expanded: N. Vryzidis, “An Early Modern
Syncretism: Greek Orthodox Ecclesiastical Dress in the Ottoman Empire,” Bolovtiva.
Apiépwpa arov Nikéloo Movtaérovio 37, 2019-2020, p. 239-270.

187 The epitrachelion of bishop Parthenios preserved in the skevophylakion of the metropolis
of Trikala and Stagon in Thessaly was examined by Glicerie Chatzouli. She also noted the
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background for the epitrachelion owned by the metropolitan of Cyzicus
closely resemblances Parthenios’ epitrachelion about which it has been
suggested that it was created in Constantinople. In contrast with the
eclecticism that characterised the liturgical embroidery produced in
Ottoman Constantinople in the latter part of the seventeenth century and
during the early eighteenth century,'® the epitrachelion of Metrophanes of
Cyzicus demonstrates comparatively traditional aesthetic preferences.

Trends in Ceremonial Clothing of High-Ranking Orthodox Clergy
in the Seventeenth Century

In the seventeenth and eighteenth centuries, Greek scholars and members
of the Orthodox clergy continued to seek refuge in the principality of
Wallachia. They were not only welcomed to stay, but were also encouraged
to pursue careers within the church hierarchy, at the princely court, or as
professors at the princely schools in Bucharest and lasi. Kaisarios Dapontes
(1713-1784), a native of Skopelos island, came to Bucharest at a very young
age, in the 1730s. After attending Saint Sava Academy in Bucharest, he went
to serve as Prince Constantine Mavrokordates’ personal secretary. Eventually,
he came to be known as one of the most prolific authors of the era, whose
work covered a wide range of literary genres, including hagiographical
and liturgical compositions, panegyrics and historical writings.’®® Kaisarios
Dapontes is invoked here for his indirect contribution to the biography of
Metrophanes of Cyzicus.

Composed largely in the second half of the eighteenth century, Dapontes’
Historical Catalogue of important contemporary Greek figures (Kozdloyog

existence of an earlier epitrachelion with a similar design in the collection of the Ecumenical
Patriarchate. This epitrachelion was commissioned by Gabriel, the metropolitan of
Chalcedon, in 1661; G. Chatzouli, “A propos d’un épitrachilion...,” p. 168, fig. 3.

18 In the 1680s the renowned embroiderer Despineta established her innovative workshop
in Constantinople, marking a shift away from conventional embroidery manufacturing;
see A. Ballian, “XEIP AEXZIIOINHX API'YPAIAL: pa ®avapidticoo Aécmowva M M
Agomowéto aldg,” in ‘Ayyelog’ — Apiépwuo. oty pvijun tov Ayyelov Aelnfopié, Athens,
2023, p. 201-223.

18 E. Tsalicoglou, “Introduction,” in eadem (ed.), Konstantinos Dapontes, Selected Writings,
Cambridge MA, 2019, p. xiii-xviii; C. Rapp, “Kaisarios Dapontes (1713-1784): Orthodoxy
and Education between Mount Athos and the Danubian Principalities,” AP 14, n° 1, 2018,
p. 61-80.
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Fig. 51. Epitrachelion of Metrophanes of Cyzicus, 1667. Akathistos Hymn, detail of
stanza 9, Walters Art Museum, Baltimore.

Fig. 52. Epitrachelion with scenes from the Akathistos Hymn, first half of the seven-
teenth century, detail of stanza 14, Ecumenical Patriarchate, Istanbul.
Photo: O. lacubovschi.
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lotopikog G10Aoyog T@v ko’ Huag ypnuoticaviwy émoiumy Pouaiwv...)'*
provides valuable information about Metrophanes of Thebes, the metropolitan
of Cyzicus, adding to the existing body of knowledge drawn from historical
and artistic sources. Dapontes’ biographical compilation includes a brief por-
trait of the learned hieromonk Metrophanes Gregoras of Dodona (ca. 1630-
1730) who worked as an editor and recensor for several Greek books printed
in Bucharest, Radmnic and Targoviste between 1705 and 1715.1' Gregoras’
contribution to the printing of books in Wallachia entailed not only the revi-
sion of the texts but also the production of epigrams dedicated to the sponsors
of the books.**2 Following his editorial activity, Metrophanes undertook the
composition of a Chronicle of Wallachia, which covered the period from 1714
to 1716.1%

Several of Gregoras’ epigrams were published in Daponte’s Historical
Catalogue. These included two epigrams dedicated to his uncle, Metrophanes

1% Kaisarios Dapontes, Kazaloyog lotopixog 6¢1640yo¢ v kel Huag ypnuotiodvimy émoiumy

Popaiov... [lotopixog katdloyos &vipdv emonuwv (1700-1784)], in K. N. Sathas,
Meoawvikiy Biflio0ixn, vol. 3, Venice, 1872, p. 73-200; C. Erbiceanu, “Catalogul istoric a
o6menilor insemnati din secolul XV, dintre carii marea majoritate au trait in Tarile Romane
Valahia si Moldova de Chesarie Daponte,” in idem, Cronicarii greci cariz au scris despre
romani in epoca fanariota, Bucharest, 1888 [anastatic edition Bucharest, 2003], p. 125-129.

%1 As an apprentice of the renowned typographer and later metropolitan Anthim the Iberian
(1708-1716), Metrophanes Gregoras made valuable contributions to the printing of several
Greek books in different Wallachian printing houses. Examples include: Axolovbia A. Tov
&v ayloig Tozpog fudv Bnooapiwvog [The service of Saint Visarion], Bucharest, 1705;
Touog Xapag, Ramnic, 1705, containing the Epistles of Patriarch Photius of Constantinople
and other anti-heretical texts; Euthymios Zigabenos, Ilavoriio doyuanix [The Dogmatic
Panoply] of Alexios I Comnenos, Targoviste, 1710; see Archim. P. Chitulescu (ed.), Antim
Ivireanul. Opera tipografica, Bucharest, 2016, p. 129, 135-136, 160-161. In a letter dated
August 9, 1714, addressed to Patriarch Chrysanthos Notaras, Anthim the Iberian makes
reference to 24 Greek books that Metrophanes Gregoras requested in return for his work as a
proofreader; Archim. M. Stanciu, G. Strempel, Sfantul Antim lvireanul. Scrisori, Bucharest,
2016, p. 156-158.

192 Touog Xopag, Ramnic, 1705. For the description of the book, see E. Legrand, Bibliographie
hellénique ou description raisonnée des ouvrages publiés par des Grecs au dix-huitieme
siecle, vol. 1, Paris, 1918, p. 43 (n° 37); I. Bianu, N. Hodos, Bibliografia romdneasca
veche, 1508—1830, vol. 1, Bucharest, 1903, p. 463 sq. (n° 149); D. Poenaru, Contributii la
Bibliografia romdneasca veche, Tagoviste, 1973, p. 173 (n° 149); Archim. P. Chitulescu
(ed.), Tiparituri din Tara Romdneasca in Biblioteca Sfantului Sinod, Bucharest, 2009, p. 77.

198 D. Russo, “Mitrofan Grigoras, Cronica Tarii Romanesti (1714-1716),” RIR 4, 1934, p. 1-43
(reprinted in idem, Studii istorice greco-romane. Opere postume, vol. 2, ed. C. C. Giurescu,
A. Camariano, N. Camariano, Bucharest, 1939, p. 409-461).
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of Cyzicus. The first epigram composed by Gregoras in honour of Metrophanes
is titled To his uncle Metrophanes of Cyzicus, who resigned (IIpo¢ tov Ociov
avtod Kolikov Mntpopdvny mopaortnoauevov) and reveals a significant biogra-
phical detail about Metrophanes, namely that he willingly stepped down, most
likely in his later years, from his role as the metropolitan of Cyzicus.'*

OnPng éntamdroto kKAvtov tédov | The splendid plain of the Seven-Gated
sloétt Khaiet, Thebes still grieves

Kai pedéovs’ axtiig Kolikog and Cyzikus, the guardian of the coast
Ac1080¢ of Asia

KdAmeg aupotépnoty dyog péyas | you left to both of them a great dis-
KAUPOTEP®Y YO tress, because for both of them
diometov £Vy0C &g, Poidipe you were an infinite (unspeakable)
Mntpdeavec!® glory, o, famous Metrophanes.

Gregoras makes use of an ancient Greek topos as he evokes the birth-
place of Metrophanes in Boeotia, referring to it as the “Seven-Gated”
Thebes. He portrays his uncle as a man of great spiritual accomplishment
who carried out his pastoral duties with remarkable success. Metrophanes’
long period in office can be perceived as a confirmation of his nephew’s
view. The second epigram transcribed by Dapontes bears the title About
his eloquence (Ei¢ v edylwttiav avrod) and complements what is already
known about the metropolitan of Cyzicus from the short inscription pre-
served on his epitrachelion:

194 Greek edition of the epigrams: K. N. Sathas, Mecoiwviki Biflio6iky..., vol. 3, p. 116. Greek
edition with Romanian translation: C. Erbiceanu, “Catalogul istoric...,” p. 127, 128.

1% The two epigrams dedicated to Metrophanes of Cyzicus were brought to my attention by
my colleague Mihai Tipau from the Institute for South-East European Studies in Bucharest.
I would like to extend my sincere gratitude to Dr. Tipau once more for translating the two
epigrams included in this study.

1% The city was referred to as “seven-gated” in The Odyssey traditionally attributed to Homer,
by Pindar (Pythian Odes, Isthmian Odes), Aeschylus (Seven against Thebes) and by later
authors. Aeschylus’ Seven against Thebes is the first narrative which names the seven gates
around the acropolis; see D. V. Berman, “’Seven-Gated” Thebes and Narrative Topography
in Aeschylus’ “‘Seven against Thebes’,” Quaderni Urbinati di Cultura Classica, New Series,
71, n° 2, 2002, p. 73-100.
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AOAa AVPOKTLTING TIGTEVOUEY
GpLeloveing,

gmhet’ €mel kol VOV elkedog
Apnoeiovog,

aipdiny, kol 0ga, Kol voov,
gvKegg Epvov,

vaing Kadunidog dlog 0
Mntpoedvng.

We believe that in the trophies for
playing the amphionic lyre

He is now equal to Amphion

in the charm (of speaking), and in
the manners, and in the intellect,
the famous offspring

“of Kadmos’ land, the noble
Metrophanes.

In his second epigram, Gregoras praises Metrophanes’ oratorical and in-
tellectual skills in the same archaizing language he employed in the first one
and incorporates further mythological references. The illustrious Theban
origins of his uncle are once more emphasised by evoking the name of the
city’s legendary founders.” Due to the uncertainty surrounding the precise
length of Metrophanes’ tenure as metropolitan of Cyzicus, we can only con-
clude that Metrophanes Gregoras composed his epigrams after 1675. In that
year Metrophanes of Cyzicus was still active, signing official documents as a
metropolitan.

Metrophanes’ indirect connection with Wallachia through Metrophanes
Gregoras, who bears the same name as his esteemed uncle illustrates the com-
plex social networks of the period. It also demonstrates the potential for close
connections and familial ties within the church hierarchy, particularly among
the Greek diaspora.

The Great Lavra houses an epitrachelion embellished with scenes from
the Akathistos Hymn, which has been previously mentioned in this study. The
attribution of this epitrachelion to metropolitan Anthim | of Adrianoupolis
is supported by the inscription affixed to the lower part of the vestment.'%
Anthim began his term as head of the archdiocese of Adrianoupolis in 1618.
In 1620, he travelled to Wallachia accompanying patriarch Cyril Loukaris on

197 Kadmos was the initial founder of the Boeotian Thebes. Amphion and Zethus, the twin
offspring of Antiope with Zeus, established the fortified walls of the city. The tomb of
Amphion is situated on a prominent hill, still known today as Ampheion, to the north of the
city’s acropolis (Cadmeia): D. V. Berman, *“’Seven-Gated’ Thebes...,” p. 100, map. 4, n° 6;
S. Hornblower, A. Spawforth, E. Eidinow, The Oxford Classical Dictionary, Oxford, 20124,
p. 73.

1% Supra, n. 70.
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a sojourn that lasted several months. During this visit, he was presented with
a Gospel book as a gift from Matthew of Myra.**® He was also acquainted
with the manuscripts of Luke of Cyprus, the Wallachian metropolitan, whom
he regarded as the most skilled calligrapher of his time.2® Anthim’s tenure
as metropolitan of Adrianoupolis came to an end in 1623 when he assumed
the role of ecumenical patriarch. He occupied this seat from June to October,
when he resigned in favour of Cyril Loukaris.?*

Anthim was born in Constantinople. He belonged to the social elite of
the capital and possessed substantial financial means that enabled him to
actively engage in restoration efforts at the Great Lavra Monastery on Mount
Athos from his earliest years as a metropolitan.2®2 He also frequently donated
manuscripts to the Athonite monastery.?®® His epitrachelion, which dates from
the period when he was metropolitan of Adrianoupolis, was probably crafted
in one of the workshops in Constantinople that specialised in producing
liturgical embroidery in a fine Byzantine style. Following his resignation
from the patriarchal office and his permanent departure from Constantinople,
Anthim presumably brought his priestly attire with him to Mount Athos,
where he spent the last part of his life. The year of his death, 1628, is recorded
in his epitaph at the Great Lavra. The embroidered stole has been kept in the
monastic collection ever since.?*

The workshop where Anthim commissioned his priestly stole most
probably also manufactured the Akathistos epitrachelion which is presently
located in the sacristy (skevophylakion) of the Ecumenical Patriarchate.?®
The embroidery is in a very good state of preservation, but at least two
interventions have been made to it. Unfortunately, one of these concerns the

19|, Cotovanu, “Les destinataires de I’ceuvre manuscrite de Matthieu de Myres: nouvelles
constatations,” in the present volume.

20 In a note on one of the manuscripts copied by Luke in 1620 (Lavra Q 140), Anthim stated
that Luke “surpassed all others in the art of calligraphy during his time,” v toig ka8’ npog
Kapoig tovg Aowmovg VmepPaivav Tf keAAypoagiq; the transcription was published by
L. Politis, “Un centre de calligraphie...,” p. 376.

21 On Anthim | of Adrianoupolis, who eventually became patriarch Anthim 11, see supra, n. 70,
71.

22 G, Millet, J. Pargoire, L. D. Petit, Recueil des inscriptions chrétiennes de I’Athos, Paris,
1904, p. 113 (reprint: Thessaloniki, 2004).

203 1bid.

24 1bid., p. 130 (n° 394).

25 Supra, n. 7.
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inscription that would have revealed the first owner of the vestment. The lower
panels of the epitrachelion, where details regarding the date and ownership of
the vestment are typically displayed, have been entirely removed. Instead, a
row of spiral metallic fringing has been added below the last two Akathistos
scenes (Fig. 53). The epitrachelion has also undergone repairs on the segment
around the neck, which has been replaced with a new embroidery featuring the
Mandylion icon held by angels. On the reverse side of the stole, an inscription
embroidered with silver thread, sewn over the red silk background, designates
Patriarch Joachim Il of Constantinople (1878-1884, 1901-1912) as the
sponsor of the repairings, EIIEXKEYAX®H EIII [TA|TPIAPXOY IQAKEIM
TOY T, “Repaired by Patriarch Joachim I11”. Both alterations made to the
embroidery most likely occurred as part of the restoration sponsored by
Joachim 111, who probably owned and used the epitrachelion.

Similarly little is known regarding the owner of the Akathistos epitrache-
lion from Stavronikita Monastery, namely bishop Dorotheos. Maria Theochari
meticulously described the Akathistos cycle which decorates the stole. She
determined that the embroidery was created in the late sixteenth century in
a Constantinopolitan workshop.?® However, the iconographic type of the
Akathistos cycle on the Stavronikita stole lacks a point of reference so far and
the identity of its owner has yet to be determined.

Indeed, liturgical stoles were embroidered with the Akathistos Hymn of
the Mother of God since the sixteenth century. The epitrachelion presented
by Moldavian prince Ieremia Movila and his wife, princess Elisabeta, as a
gift to the monastery of Sucevita in 1599%°7 provides undeniable evidence
of the early usage of epitrachelia adorned with the Marian hymn. The
Moldavian embroidery is one of the earliest liturgical stoles depicting this
iconographic subject. It predates all other similar liturgical stoles that
originated in Constantinople, possibly with the exception of the Stavronikita
stole. It is also worth noting that its model for the Akathistos cycle is of local
provenance, closely resembling the fresco representations of the hymn on the
outer walls of Moldavian churches created during the same period.?®® Most
likely, the epitrachelion was presented to the monastic community at Sucevita

26 Chr. Patrinelis, A. Karakatsanis, M. Theocharis (eds), Movij Zravpovikijza.., p. 153-156,
173-174, and fig. 56.

27 See above, n. 7.

28 Q. lacubovschi, “From Liturgy to Private Devotion...” (supra, n. 7).
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Fig. 53. Epitrachelion with scenes  Fig. 54. Epitrachelion with the Tree of Jesse,
from the Akathistos Hymn, first 1669, Mount Athos, Monastery of Vatopedi.
half of the seventeenth century, Photo: I. Papangelos, P. Gravvalos (eds),

Ecumenical Patriarchate, Istanbul. The Holy and Great Monastery of

Photo: O. lacubovschi. Vatopaidi ..., vol. 2, p. 440, fig. 373.
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by the princely family shortly after the mural painting of the katholikon was
completed. However, the initiative to adorn the priestly stole with the Akathistos
Hymn most likely belonged to metropolitan Gheorghe Movila (1588-1591,
1595-1605), the de facto founder of Sucevita and brother of voivode Ieremia
Movila.?® During the same period, the metropolitan of Moldavia made use
of his position to promote the Akathistos Hymn as a means of devotion to the
Virgin Mary among monastic groups and regular churchgoers. The depiction
of the Akathistos cycle on both the interior and exterior walls of the monastic
katholikon at Sucevita, as well as the establishment of a hermitage dedicated to
the Akathistos to the Mother of God in the mountains of Ceahlau by Gheorghe
Movila serve as tangible evidence of the Moldavian metropolitan’s steadfast
commitment to enlightening his audience about the potential of the Akathistos
Hymn as a means of communal worship. The metropolitan’s agenda during
his second term in the late sixteenth century may have been influenced by
practices prevailing in the Orthodox world and the Constantinopolitan
ecclesiastic circles. During the same period, his unwavering commitment to
enhancing the reputation of the Moldavian Church was further exemplified
by his insistence on receiving the title of archbishop from Meletius | Pegas,
the patriarch of Alexandria (1590-1601) and locum tenens of the Ecumenical
Patriarchate (1597-1598), an honour that was ultimately bestowed on him.?°
It remains to be determined when exactly the Akathistos Hymn was first
introduced as an iconographic subject on embroidered ecclesiastical garments.
Conversely, the disappearance of the subject from the iconographic repertory
of liturgical stoles seems to have occurred in the late seventeenth century.
Metrophanes of Cyzicus’ embroidered stole was completed in 1667. Two
years later, in 1669, Grigorios of Vatopedi, hegoumenos of the monastery of
Golia in Iasi,* was annointed as metropolitan of Laodicea. On this occasion,
he recieved an epitrachelion as a gift from princess Roxanda, the daughter of

29 On Gheorghe Movila, see 1. V. Dura, “Figuri de ierarhi moldoveni: mitropolitul Gheorghe
Movild,” in St. S. Gorovei, M. M. Székely (eds), Movilestii. Istorie si spiritualitate
romdneasca, Vol. 2. leremia Movila. Domnul. Familia. Epoca, Sfanta Manastire Sucevita,
2006, p. 121-142; St. S. Gorovei, “Note si indreptari pentru istoria Mitropoliei Moldovei (I),”
MMS 56, n° 1-2, 1980, p. 80-81; O. lacubovschi, “From Liturgy to Private Devotion...”.

20 DIR, A, vol. XVI/4 (1591-1600), ed. I. Tonagcu et alii, Bucharest, 1952, n° 232, p. 174-176
(12 July 1597); 1. V. Dura, “Figuri de ierarhi moldoveni...,” p. 133-135.

21N, Mertzimekis, Fl. Marinescu, “Manastirea Vatoped si Vasile Lupu. Citeva marturii mai
putin cunoscute,” in P. Zahariuc (ed.), Relatiile romanilor cu Muntele Athos si cu alte locuri
sfinte (secolele XIV-XX). In honorem Florin Marinescu, lasi, 2017, p. 119-130.
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Moldavian prince Vasile Lupu (1634-1653). This vestment is still preserved
in the monastery of Vatopedi. It contains an inscription on the lower extremity
of the epitrachelion which commemorates Grigorios as head of the metropolis
of Laodicea and princess Roxanda as the sponsor of the embroidered stole
(Fig. 54).22 Grigorios’ epitrachelion is embellished with the busts of twelve
prophets holding open scrolls with Marian prophecies. They are surrounded
by foliated vine tendrils on a stem growing from the side of Jesse. The reclin-
ing figure of Jesse, the father of king David (Mt. 1:6), is prominently shown on
the lower end of the vestment, while the Mother of God of the Platytera type
has been represented on the collar.® It has not yet been determined where
the embroidery was produced. However, it is important to acknowledge that
this epitrachelion not only features remarkable embroidery, with gilded silver
threads on a purple velvet foundation, but also a subject matter that was be-
coming increasingly popular on priestly stoles during that period.?*
Although the majority of surviving examples date from the late seventeenth
and the first half of eighteenth centuries, epitrachelia featuring the Marian
type of the Tree of Jesse were already manufactured by the early seventeenth
century. A photograph of an epitrachelion adorned with the composition
depicting the Mother of God extolled as the Root of Jesse was published by
Joseph Braun in 1907.2 This is the only available image of the object at this
time. The epitrachelion was part of the Disseldorf Kunstgewerbemuseum
collection before the onset of the First World War. Regrettably, despite my best

22 p S, Nasturel, “Patrafirul daruit de domnita Ruxandra mitropolitului Grigorie al Laodichiei
(1669),” in S. Iftimi (ed.), Manastirea Golia 350 de ani de la sfintirea ctitoriei lui Vasile
Lupu. Studii si documente, Iasi, 2010, p. 133-138.

23|, Papangelos, P. Gravvalos (eds), The Holy and Great Monastery of Vatopaidi..., p. 441
(n° 12), figs. 373-374.

214 Epitrachelion, State Historical Museum in Moscow (GIM, ND TII-607, 28.5 x 149 cm),
last quarter of the seventeenth century (see above, n. 50); epitrachelion (152.5 x 34.6 cm)
of Grigorios of Vella, Vatopedi Monastery, 1813 ibid. p. 443, fig. 376, p. 444, fig. 377);
epitrachelion, Piatnytska Church (Chernihiv), Ukraine, 1713 (T. Kara-Vasiljeva, [lledespu
yepkosnozo wumea Ykpainu XI1-XX cm., Kyiv, 2000); epitrachelion (126 x 29/34 cm),
Museum of Echmiadzin, Armenia, 1736; epitrachelion (149 x 34 cm), church of the
Mother of God Yenikdi, first half of the eighteenth century, preserved in the collection of
the Armenian Patriarchate, Kumkapi, Istanbul (R. T. Marchese, M. R. Breu, Splendor &
Pageantry: Textile Treasures from the Armenian Orthodox Churches of Istanbul, Istanbul,
2010, p. 59, fig. 22, p. 329)

5], Braun, Die liturgische Gewandung im Occident und Orient; nach Ursprung und
Entwicklung, Verwendung und Symbolik, Freiburg im Breisgau, 1907, p. 607.
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efforts, I was unable to locate the item today. In the caption accompanying the
photograph of the epitrachelion, Braun states that the embroidery was created
in 1617. However, he does not provide any further information about it. The
reclining figure of Jesse, which is symmetrically depicted on both strips, on
the lower end of the liturgical stole, is a clear indication of the genealogy
theme, eliminating any potential confusion with the subject known as The
prophets from on high. The collar of the vestment is likely to have contained
an image of the Virgin Mary within the medallion that is discernible on the
black-and-white photograph included in Joseph Braun’s book.

In the latter part of the seventeenth century, the iconographic subject of the
Tree of Jesse had already been depicted on sakkoi as a “pendant pair” to the visu-
ally related composition known as Christ “the true Vine,” 1 dumelog 1 aAn0wn,
which represents Christ at the apex of a prominent vine plant, resembling a tree,
with the apostles distributed over its branches. The iconographic subject was
developed in the first half of the fifteenth century by Cretan artists. It visually
renders the parable in John 15:1-17 interpreted via | Corinthians 12:12-27 as
an image of the Church symbolised by Christ and founded on the apostles. The
iconography was apparently modelled on the Tree of Jesse composition.?'®

The combination of the two images can be seen on the sakkos of archbishop
Neophytos Patelaros of Crete (1651-1678), which is presently on display at
the National Museum of Art in Bucharest (Inv. No. 84b).?” The front side of
the vestment is adorned with the enthroned image of the Mother of God rising
from the Tree of Jesse while the back side contains Christ represented as a
High Priest amid the apostles (Fig. 55). The sakkos was probably brought to
Wallachia by Neophytos Patelaros during his stay at the court of prince Serban

26 One of the earliest representations of this iconographic subject can be seen on an icon by
the painter Angelos, kept at the Vrontisi Monastery on Crete: M. Borboudakis (ed.), Eixdveg
m¢ kpnukng tyvig..., fig. 124; M. Acheimastou-Potamianou, Ewxoveg tov Bolaviivod
Movociov AOnpvav, Athens, 1998, p. 170 (n° 30). For Angelos Akotatos as the painter of
three icons depicting Christ as “the true Vine,” his possible contribution to the creation of
the iconographic type, and the relevance of the depiction of Christ the Vine in the context of
the debates in Ferrara and Florence concerning the union of the two Churches (1437/9), see
A. Mantas, “The Iconographical Subject ‘Christ the Vine’ in Byzantine and Post-Byzantine
Art,” AXAE 24,2003, p. 347-360.

AT A, Lazarescu, “O broderie cretand in colectia sectiei de artd medievald romaneasca a Muzeului
National de Artd al Romaniei,” Revista muzeelor 4-6, 2000, p. 128-133; A. Dobjanschi,
E. Cernea, C. Tanasoiu, Musée National d’Art de Roumanie. Guide de la galerie d’art
roumain ancien, Bucharest, 2008, p. 99.
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Cantacuzino (1678-1688) in 1679.2® Neophytos was the first archbishop of
Crete under Ottoman rule. He was appointed by the ecumenical patriarch
with permission from the sultan in 1651,2'° during the Ottoman-\enetian war
for the island of Crete.??® According to the Greek inscription embroidered on
the lower edge of its front side, the garment was crafted by abbot Gerasimos
Vlastos of the monastery of Arkady on Crete in 1655.22* The sakkos on display
at the National Museum of Art is an example of exquisite craftsmanship. The
production of such an embroidered vestment may have taken several years,
due to its large size, intricate design and great care for detail. Therefore, it

218 Neophytos is the author of an encomium in which he extols the erudition of stolnic Constantin
Cantacuzino (1639-1716), the brother of prince Serban Cantacuzino: A. E. Lavriotis,
“Neogpvtov Mntpomodritov Kpfing tod IMaterldpov npog Keovotavtivov Kavraxovlinvov
gykomov,” Eldnvikog Diloloyikog ZvAloyoc Kwverovuivovmorews 27, 1895-1899,
p. 287-294. On the literary work and intellectual profile of Constantin Cantacuzino,
see V. Céndea, Stolnicul ntre contemporani, ed. |. Feodorov, Bucharest, 2014. An
eighteenth-century manuscript compilation containing exegetical writings on Old and New
Testament chapters, which was catalogued by Constantin Litzica in 1909, provides evidence
of the friendship between Neophytos and Constantin Cantacuzino. On the first page of the
manuscript, Litzica identifies a marginal note that was likely added by two hands. This note
states that the book was previously owned by Neophytos Patelaros, who likely presented
it as a gift to Constantin Cantacuzino: 'Ex t@v 1od Neogvtov ITateldpov fv, viv 88 &k
t®v 100 Kovotavtivov Kavrakovinvod; BAR Gr 382; C. Litzica, Catalogul manuscriptelor
grecesti, Bucharest, 1909, p. 261-262 (n°582).

29T, Veneris, “Nedgutog o [Tateddpog, o Tpdtog pnrpomodritng Kpftng petd myv katdotmow
ovg vad tov Tovpkwv,” Eretnpic Etapeioc Kpnuxov Xmovéwv 1, 1938, p. 2-14;
O. lacubovschi, “From Liturgy to Private Devotion...,”; E. Bayraktar Tellan, “The Orthodox
Church of Crete, 1645-1735: a Case Study of the Relation between Sultanic Power and
Patriarchal Will,” BMGS 37, n° 2, 2012, p. 199-200.

220 The war for Venetian-ruled Crete lasted from 1645 to 1669. The end of the conflict was marked
by the conquest of Candia (modern Herakleion) by the Ottomans. Regarding the social and
political climate on the island of Crete both before and after the Ottoman conquest, see
M. Greene, A Shared World: Christians and Muslims in the Early Modern Mediterranean,
Princeton — New Jersey, 2000. On Neophytos Patelaros, see ibid., p. 178, 181-182. On
the legal status of the Orthodox Church on Crete during the Ottoman administration, see
E. Bayraktar Tellan, “The Orthodox Church of Crete...,” p. 198-214. For information
regarding Neophytos Patelaros’ activity as archbishop of Crete, see ibid., p. 199-207.

2L A. Elian, C. Balan, H. Chirca, O. Diaconescu, Inscriptiile medievale ale Romdniei. Orasul
Bucuresti, vol. 1: 1300—-1800, Bucharest, 1965, p. 726 (n° 1080). Prior to his appointment
as head of the Orthodox community on the island, Neophytos was a monk in the wealthy
monastery of Arkady on Crete. Established in the sixteenth century in the province of
Rethymnon, the monastery of Arkady was a prolific centre of ecclesiastical embroidery.
On the embroidery collection of the Arkady Monastery, see N. Drandakis, Exxinoiootird
revtijuazo e Movig Apkadiov, lepd Movi Apkadiov, 2000.
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Fig. 55. Sakkos of archbishop Neophytos Patelaros of Crete, 1655. The Tree of Jesse,
embroidery on the front side of the vestment,
National Museum of Art, Bucharest, by permission.
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Fig. 56. Sakkos of Cyril (1759-1790), the archbishop of Sinai. The Tree of Jesse,
embroidery on the back side of the vestment, Cretan workshop, seventeenth century,
Monastery of Saint Catherine, Mount Sinai, by permission.
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is reasonable to assume that Neophytos commissioned the embroidered
vestment shortly after 1651 to commemorate his recent promotion within the
local ecclesiastical hierarchy. However, his garment is unique among its kind
because it features the Mother of God on its front side and Christ on its back
side, which was not the usual way to display the two icons on sakkoi.

The monastery of Saint Catherine at Mount Sinai owns a comparable in-
tricately decorated sakkos attributed to a Cretan workshop and presumably
crafted during the seventeenth century. The same iconographic subjects adorn
the sakkos, with the difference that their distribution is the usual one: the Tree
of Jesse is depicted on the reverse side of the garment, while Christ the Vine is
featured on the front side (Fig. 56). During the eighteenth century, the episco-
pal garment adorned with the icons of the Tree of Jesse and of Christ among
the apostles was in the possession of Cyril (1759-1790), the archbishop of
Sinai.?2 Due to the close ties between the Monastery of Saint Catherine at
Sinai and the Church of Crete, the monastery frequently procured liturgical
vestments from the renowned Cretan workshops.??

As a final example, I will mention the sakkos of Dionysios IV Mouselimis,
kept in the monastery of lviron, which is believed to have been produced in
a Western workshop, probably in Vienna.??* Although it departs stylistically
and technically from the Cretan examples mentioned before, the patriarchal
sakkos remained consistent with the dominant imagery employed on Orthodox
episcopal attire at this period. The enamel portraits of the apostles that were
incorporated into the embroidery are arranged around the central medallion
containing Christ on the front of the vestment to recreate the composition of
Christ the Vine. Similarly, the reverse side of the garment shows small enamel
portraits of prophets surrounding the image of the Virgin Mary.?®

22 K. A. Manafis, Sinai. Treasures of the Monastery of Saint Catherine, Athens, 1990, p. 237,
figs. 25-26, p. 259-260.

222 The Monastery of St. Catherine had several metochia on Crete and a number of Cretan
hierarchs became abbots of the Sinai Monastery in the sixteenth and seventeenth
centuries; see A. G. llias, Ta uetdyia rov Hovayiov Tapov kar tg poviis Zivé otnv EAAddo,
1830-1888, Athens, 2003; M. Sariyannis, Y. Spyropoulos, “To oBwopovikd opyeio tov
owaitikov petoylod tov Ayiov Matbaiov oto Hpdaxieio Kpnng (1573-1849),” in Zivaitixd
uetoya o Kpny ko Kompo, Athens, 2009, p. 71-98.

24 A, A, Karakatsanis (ed.), Treasures of Mount Athos..., p. 449-450 (n° 11.2, catalogue entry
by M. Theochari).

225 Similar to the sakkos (BY® 58) that Hristofor Zefarovi¢ made for loannikios of Melenikon
somewhere between 1745 and 1753, which is currently housed in the Thessaloniki Museum
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After the sakkos ceased to be a privilege of the patriarch,?® it became the
standard insignia of the episcopate during the Ottoman era.??” The produc-
tion of more sakkoi led to a standardisation of their iconographic programme.
The two-scene scheme combining the Tree of Jesse with Christ the Vine was
widely accepted.?”® The pairing of the two subjects had several advantages.
Firstly, it depicted Jesus clad in priestly garments among the apostles, there-
by emphasising the divine origin of the ministry. Secondly, it acknowledged
the central role of the Mother of God as an enabler of the Incarnation and,
with that, as the origin of all sacraments within the Church. The successful
integration of the two iconographic subjects, the Tree of Jesse and Christ the
Vine, on the vestments of bishops mirrors their combination in the iconostasis
and icon triptychs in the Cretan artistic milieu. For example, the two related
iconographic subjects are the central focus of a composite Cretan icon from
the Byzantine Museum in Athens by painter Konstantinos Smirnaios, dating
from 1729.2%°

The presence of the Tree of Jesse composition featuring the Virgin in
the foreground on ecclesiastical textiles like curtain veils and other sacer-
dotal garments (e.g., epigonatia) is particularly significant.?®® With regard to

of Byzantine Culture: https://www.mbp.gr/en/exhibit/archieratikos-sakkos-episkopou-mel-
en/ (accessed on 10.12.2023).

226 On Byzantine sakkoi, see G. Millet, La dalmatique du Vatican. Les élus, images et croyances,
Paris, 1945; J. Bogdanovi¢, “The Moveable Canopy. The Performative Space of the Major
Sakkos of Metropolitan Photios,” Byzantinoslavica 72, n° 1-2, 2014, p. 247-288.

21 W. T. Woodfin, The Embodied Icon..., p. 25-28, 46.

228 The Byzantine and Christian Museum in Athens holds a unique sakkos (Inv. No. 754) from
the seventeenth century, embroidered with the image of the Virgin Mary as foretold by
prophets on its back side and Christ as “the true Vine” on the front side. This artwork should
be interpreted in the context of the emergence of the Tree of Jesse-Christ the Vine formula;
see E. Papastavrou, “The Byzantine Tradition on the Decoration of a 17"-Century Sakkos
(Inv. No 754) in the Byzantine and Christian Museum, Athens,” in M. Griinbart, E. Kislinger,
A. Muthesius, D. Ch. Stathakopoulos (eds), Material Culture and Well-Being in Byzantium
(400-1453). Proceedings of the International Conference (Cambridge, 8-10 September
2001), Vienna, 2007, p. 177-180, with 37 plates.

229 The icon was commissioned for the monastery of Taxiarches in Cesarea on the Black Sea
coast; see M. Acheimastou-Potamianou, Eixdveg..., p. 280 (n° 95). The same combination of
iconographic subjects can be seen on a triptych from the same collection; see The World of
the Byzantine Museum in Athens, p. 214, fig. 182.

20 A seventeenth-century epigonation icon (tempera on panel), featuring the Tree of
Jesse, was located in the collection of the monastery of St. Catherine during the
Michigan-Princeton-Alexandria expeditions to Mount Sinai. This icon (Princeton work
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epitrachelia, the representation has proven to be an equally successful solu-
tion. The depiction of the Mother of God of the Tree of Jesse rapidly gained
widespread acceptance, superseding earlier images of the Virgin Mary on epi-
trachelia, including The prophets from on high and the Akathistos Hymn.

Conclusion

The Akathistos epitrachelion preserved at the Walters Art Museum in
Baltimore is the latest of five documented liturgical stoles adorned with a
representation of the Marian hymn sung on the fifth Saturday of Lent. In addition
to the Walters embroidery, two epitrachelia from the later part of the sixteenth
century feature the same iconographic subject. These are the epitrachelion
of bishop Dorotheos from the Athonite monastery of Stavronikita and the
fragmentarily preserved epitrachelion offered by members of the Moldavian
ruling family to the monastery of Sucevita in 1599. Furthermore, there are
two liturgical stoles dating back to the seventeenth century that feature a
complete set of images illustrating the Marian hymn. One of these is Anthim
of Adrianoupolis’ epitrachelion, which is currently kept at the Great Lavra
on Mount Athos. The other is an identical stole preserved at the Ecumenical
Patriarchate in Istanbul. Even though other examples may surface, it seems
unlikely that this particular type of epitrachelion saw a significant recurrence
after the 1600s. The emergence of new models of epitrachelia decorated with
the Tree of Jesse most likely contributed to the decline in the popularity of
Akathistos stoles.

During the period from the seventeenth to the nineteenth centuries, epi-
trachelia adorned with the Tree of Jesse were manufactured in workshops
in Greece, Ukraine, Russia, Armenia and possibly even the Romanian
Principalities. Nevertheless, Cretan artisans were the ones who initially inte-
grated the Tree of Jesse into the design of various types of liturgical garments,
including sakkoi, epigonatia and probably also epitrachelia. The composition

No 11 / Michigan Inv. No 18) provides evidence of the spread of the iconographic subject
on this type of priestly vestment. A templon veil (179.5 x 54.4 cm) with a representation of
the Tree of Jesse, dated to the seventeenth-century, is preserved at the Vatopedi Monastery
on Mount Athos: A. Karakatsanis (ed.), Treasures of Mount Athos..., p. 489 (n° 11.38,
catalogue entry by M. Theochari). A phelonion (170 x 147cm) dated to the late eighteenth or
nineteenth-century, preserved at the monastery of Xeropotamou, is adorned with the Tree of
Jesse: ibid., p. 455 (n° 11.6, catalogue entry by M. Theochari).
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of the Tree of Jesse reproduced on priestly garments in the seventeenth centu-
ry departs from the examples seen on the wall paintings of Orthodox churches
across the Balkans. Instead, it draws upon a version that gained prominence
among Cretan artists who were exposed to Western, Marian-centered inter-
pretations of the subject. Cretan sakkoi featuring a combination of the Tree of
Jesse and Christ the Vine had become popular enough during the seventeenth
century for patriarch Dionysios Mouselimis to commission his sakkos in a
Viennese workshop, where it was embroidered with the exact same combina-
tion of subjects.

The Akathistos Hymn and the depiction of the Virgin as a rod from the line
of Jesse both convey similar theological concepts. The Akathistos Hymn is a
celebration of the divine Logos, who assumed human form through the Virgin
Mary. A poem initially composed for the Annunciation or the Nativity festivals,
the Akathistos Hymn later evolved into a distinct feast commemorated in the
middle of the Lenten season. Christ’s earthly genealogy is a topic associated
with the feast of the Nativity and the preceding Sunday of the Forefathers. It
affirms the doctrine of the Incarnation, particularly by highlighting the royal
lineage of Christ, as stated in the opening of the Gospel of Matthew (Mt. 1:1-
17). As opposed to the Akathistos Hymn, which adheres to a linear, narrative
structure, the Tree of Jesse is visually represented by an iconic composition
with strong visual impact and a lower degree of complexity. Unlike the
Akathistos cycle, it does not illustrate a single text. The exaltation of the
Mother of God emerging from the root of the Old Testament monarchs is
supported by the Christian exegesis of Matthew 1, Psalm 44/45 and Isaiah
11, and is particularly evident in homilies composed for Marian feasts. The
iconographic type of the Tree of Jesse centred on the Mother of God was
known both in Western and Byzantine art. As early as the sixteenth century,
Cretan painters played an important part in spreading the image through
portable icons, which finally resulted in its inclusion in liturgical embroidery.
In a paradoxical turn of events, the embroiderer of Metrophanes of Cyzicus’
stole employed an iconographic model for the Akathistos cycle that is likewise
of Cretan provenance.

This article offered a detailed examination of two iconographic versions
of the Akathistos cycle. One of these, Princeton MS Garrett 13, proposes a
well-established iconographic model that can be traced back to a pictorial
tradition developed on Crete during the late fourteenth century. In contrast,
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the embroiderer of the stole commissioned by Metrophanes of Cyzicus drew
inspiration from different sources to create an eclectic iconographic version
of the Akathistos cycle. The miniatures in Garrett 13 served as its primary
source. However, he adapted the manuscript model to suit his own needs.
The differences between the two visual renditions of the Akathistos Hymn
provide insight into the process of transferring the model from the manuscript
version onto the textile medium of the epitrachelion. Simplified scenes with
reduced details reflect the limitations of the embroiderer compared with the
the illuminator’s ability to achieve finer details. In contrast with the sequen-
tial presentation of miniatures in the Princeton manuscript, the scenes em-
broidered on the two vertical bands of the Walters epitrachelion are arranged
in an alternating pattern from left to right. Therefore, some of the variations
between the Akathistos stole and its model (the manuscript) are due to the
embroiderer’s deliberate attempt to enhance the coherence of the visual narra-
tive on the epitrachelion. Moreover, the decision was made to replace specific
scenes of the Princeton Akathistos that showed a noticeable Western influence
with models originating from the Balkan repertoire. This choice highlights
the embroiderer’s artistic background and his affiliation with the traditional
Constantinopolitan artistic milieu in which he operated. Technical aspects of
the embroidery, such as the flat relief with a variety of stitching styles, which
are also present on other garments made by workshops based in the Ottoman
capital (e.g., the epimanikia of patriarch Dionysios IV Mouselimis adorned
with the Baptism and the Transfiguration scenes or the epitrachelion with
the Akathistos Hymn from the collection of the Ecumenical Patriarchate in
Istanbul), lend further credence to the assumption that the Walters epitrache-
lion was manufactured in Constantinople.

Not much is known about Metrophanes of Cyzicus. However, we do know
that he was not a Constantinopolitan by birth. He was born in the city of
Thebes in central Greece and took great pride in his Theban origins. He held
the position of metropolitan of Cyzicus from approximately the mid-seven-
teenth century until after 1675. During his tenure, he actively participated in
the decisions made by the Synod of the Ecumenical Patriarchate of which he
was a member. His nephew, Metrophanes Gregoras of Dodona, speaks of him
in laudatory terms, placing particular emphasis on his eloguence. The exact
circumstances under which Gregoras composed his two epigrams dedicated
to Metrophanes of Cyzicus remain unclear. Nevertheless, it is reasonable to
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assume that he composed them shortly after his uncle resigned from his posi-
tion as metropolitan, having faithfully served the Patriarchate and his congre-
gation for a considerable number of years.

There is no information about Metrophanes of Cyzicus’ epitrachelion prior
to its acquisition by Henry Walters. Moreover, the exact date of acquisition
and the provenance of the Akathistos stole remain unclear as a result of the
loss of the purchase records. My comparison between the full-page miniatures
in Garrett 13 and the embroidered Akathistos cycle strongly suggests that the
iconographic scheme of the epitrachelion was modelled on an illuminated
version of the Akathistos Hymn. If Luke of Cyprus’Akathistos copy served
as a direct source for the embroiderer, this would further imply that the
Garrett 13 manuscript possibly made its way to Constantinople (potentially
as a diplomatic gift) before being transferred to Mount Athos. Manuscript
Garrett 13 was acquired by Thomas Whittemore (1871-1950) in 1924 from
the Athonite Skete of Saint Andrew of the Russians and sold the same year to
collector Robert Garrett (1875-1951).2% The codex containing the Akathistos
copies by Luke of Cyprus and Matthew of Myra had been added to the library
of the Athonite Skete in 1903.2%2 Three years prior, in 1900, the Skete of Saint
Andrew purchased an illuminated Gospel Book from Constantinople dating
back to the thirteenth century.®® The manuscript which later became Garrett
13 might have been acquired in a similar way, possibly from Constantinople.?*

The representation of the Akathistos cycle on liturgical stoles marked the
hymn’s complete assimilation into the ecclesiastical art of the Orthodox East.

21 g, Kotzabassi, N. Patterson Sevéenko, Greek Manuscripts. .., p. xvii-xviii, 94-95; G. Parpulov,
“A Catalogue of the Greek Manuscripts...,” p. 71.

232 The year is inscribed by hand on f. 1 of Luke of Cyprus’ Akathistos, positioned below the
circular golden stamp that has been identified as belonging to the Skete of St. Andrew of the
Russians.

233 Before it was acquired by the Russian monastery on Mount Athos, the manuscript was in
Constantinople, in the possession of Sophia Negroponte. Subsequently, Thomas Whittemore
acquired the illuminated Gospel Book (currently designated as the Walters Museum W. 526)
from the Russian Skete and offered it for sale to collector Henry Walters; see D. de Ricci,
W. J. Wilson, Census of Medieval and Renaissance Manuscripts in the United States and
Canada, vol. 1, New York, 1935, p. 759 (n° 9); G. Parpulov, “A Catalogue of the Greek
Manuscripts...,” p. 101.

2 1t is worth mentioning that the two manuscripts, which were acquired by the Russian Skete
three years apart, display distinct stamps. For the black ink stamp on Walters MS 526, f. 1",
see ibid., p. 101, and https://www.thedigitalwalters.org/Data/WaltersManuscripts/html/
W526/ (accessed on 06.12.2023).
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The current shortage of Byzantine epitrachelia featuring the Akathistos Hymn
along with the significant concentration of such occurrences in the period af-
ter the Byzantine era support this idea. The early omission of the theme from
epitrachelia illustrates the conservative tendencies of liturgical embroidery in
terms of iconography. The conventional iconographic repertory of epitrache-
lia, centred on the sacred nature of the priestly ministry instituted by Christ
passed down through the apostles and exemplified in the ministry of the holy
bishops, had to be expanded to include the Marian hymn and its more nu-
anced associations with the liturgy. In spite of the custom of depicting the
Annunciation scene the royal doors leading to the sanctuary and the presence
of the Akathistos cycle in or near the altar apse (as evidenced by the late
Byzantine programs at Decani Monastery, King Marko’s Monastery, and the
church of Panagia Roustika on Crete), it appears that the twenty-four scenes
of the Akathistos Hymn were not added to liturgical stoles until a later date.
Should this hypothesis prove to be accurate, further research is necessary in
order to identify the main factors that led to the emergence of Marian imagery
on post-Byzantine priestly attire.



THE SEVENTEENTH-CENTURY ROMANIAN TRADITION
OF THE AKATHISTOS HYMN
BETWEEN VARIATION AND STANDARDISATION!?

Emanuela Timotin

The Akathistos Hymn (henceforth AH), the most famous Byzantine liturgical
poem dedicated to the Virgin, was repeatedly translated into Romanian in the
seventeenth century.? The first Romanian translations appeared at a late period not
only in comparison to the Greek tradition, which dated very likely to the fifth cen-
tury,® but also in respect to other textual traditions rendered from Greek, such as
the Latin, the Syriac, the Arabic, the Slavonic, or the Armenian.* The Romanian

1 This work was supported by a grant of the Romanian Ministry of Education and Research,
CNCS - UEFSCDI, project number PN-111-P4-1D-PCE-2020-0995, within PNCD III.

2 Mariana Costinescu and Cristina-loana Dima were the first to draw attention to this important
aspect of the Romanian tradition of the AH; see M. Costinescu, “Versiuni din secolul al
XVIl-lea ale Acatistului si Paraclisului Precistei,” in Studii de limba literara si filologie,
vol. 3, Bucharest, 1974, p. 217-239; C.-I. Dima, “Primele traduceri roménesti ale Acatistului
Maicii Domnului,” LR 58, n° 1, 2009, p. 74-85. The research within the AKATHYMN
project has enriched knowledge about this topic; see E. Timotin, D. Mutalap, “Cele mai vechi
versiuni romanesti ale Imnului Acatist. Manuscrise si copisti,” LR 70, n° 1, 2021, p. 91-110;
D. Mutalap, “Cand au fost realizate cele mai vechi versiuni manuscrise romanesti ale Imnului
Acatist?,” LR 70, n° 3-4, 2021, p. 511-527; E. Timotin, O. Olar, “The Oldest Romanian
Manuscript and Printed Versions of the Akathistos Hymn (Seventeenth Century),” RRL 67,
n° 1, 2022, p. 65-83; D. Mutalap, “O versiune romaneasca necunoscuta a Imnului Acatist de
la finele secolului al XVII-lea,” LR 72, n° 3—-4, 2023, p. 369-415; E. Timotin, M.-G. Hancu,
I. Paraschiv, “Grammatical Changes in the Seventeenth-Century Romanian Translation of the
Slavonic Akathistos Hymn,” RRL 69, n° 1-2, 2024, p. 77-107; Dosoftei, Carte de rugdciuni,
1673, ed. C.-1. Dima, Bucharest, 2024; E. Timotin, C.-l. Dima, M.-G. Hancu, D. Mutalap,
Imnul Acatist Tn literatura romdna din veacul al XVII-lea, Bucharest, forthcoming.

3 See L. M. Peltomaa, The Image of the Virgin Mary in the Akathistos Hymn, Leiden — Boston
— Kaéln, 2001; E. M. Toniolo, OSM, Akathistos, inno alla madre di Dio. Edizione metrica,
mistagogia, commento al testo, Rome, 2017.

4 See mainly Dom M. Huglo, “L’ancienne version latine de I’Hymne acathiste,” Le Muséon 64,
n° 12, 1951, p. 27-61 (for the Latin tradition); S. P. Brock, “The Akathist Hymn in a Syriac
Translation,” ibid. 135, n° 1-2, 2022, p. 47-81 (for the Syriac tradition); I. Feodorov, “New
Data on the Early Arabic Printing in the Levant and its Connections to the Romanian Presses,”
RESEE 56, n° 1-4, 2018, p. 217-221; eadem, “Conexiunile roménesti ale primului Acatist arab
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textual tradition of the AH thus appeared almost three centuries later than the
first depiction of the Akathistos cycle in the Romanian-speaking regions, which
featured in the late fourteenth-century frescoes of Cozia Monastery (Valcea
County).® Since that period, the Akathistos cycle has been reproduced unceasingly
in various media: on frescoes of numerous churches,® in illuminated manuscripts,
mainly Greek, which were produced or circulated in Romanian context” and on

tiparit,” Philologica Jassyensia 18, n° 1(35), 2022, p. 13-26 (for the Arabic tradition, especially
on the first printed Arabic Akathistos, dating to the eighteenth century, and its connections
with the Romanian environment); J. Strzygowski, Die Miniaturen des Serbischen Psalters
der Konigl. Hof- und Staatshibliothek in Miinchen. Nach einer Belgrader Kopie erganzt und

im Zusammenhange mit der Syrichen Bilderredaktion des Psalters untersucht, Vienna, 1906;

H. Belting (ed.), Der Serbische Psalter. Faksimile-Ausgabe des Cod. Slav. 4 der Bayerischen

Staatsbibliothek Miinchen, vol. 1, Wiesbaden, 1978; M. Momina, “Cnassiackuii mepeBos Y pvog

AxdOworog,” Honama kvrueonuconas 14-15,1985, p. 132-160; A. F. Gove, The Slavic Akathistos

Hymn. Poetic Elements of the Byzantine Text and its Old Church Slavonic Translation, Miinchen,

1988 (for the Slavonic tradition); A. Drost-Abgarjan, H. Glotz, “An Armenian Translation of the

Hymnos Akathistos: Introduction, Edition, German Translation and Armenian-Greek Glossary,”

in H.-J. Feulner, E. Velkovska, R. F. Taft (eds), Crossroad of Cultures: Studies in Liturgy and

Patristics in Honour of Gabriele Winkler, Rome, 2000, p. 193-249; A. Drost-Abgarjan, “Die

Rezeption des Hymnos Akathistos in Armenien: Eine neuentdeckte Ubersetzung des Akathistos

Hymnos aus dem 12. Jahrhundert,” in M. Altripp (ed.), Byzanz in Europa: Europas 0stliche Erbe,

Turnhout, 2011, p. 422-445; eadem, “Akathistos Hymn Translations in Armenian Literature”

in the first volume of this book (for the Armenian tradition). Given the history of writing in

Romanian, the seventeenth-century Romanian recensions of the AH are not very late; see n. 11.

G. Babi¢, “L’iconographie constantinopolitaine de I’ Acathiste de la Vierge a Cozia (Valachie),”

ZRVI 14-15, 1973, p. 173-189, with 15 illustrations.

See mainly O. lacubovschi, “Der Akathistos Hymnos im 16 Jahrhundert. Narthex programm des

Klosterkirchen in der Wallachei,” RESEE 48, n° 1-4, 2010, p. 77-90; eadem, “Der Akathistos—

Bilderzyklus in der Waldmalerei der Wallachei im 16. Jahrhundert,” EBPB 6, 2011, p. 289-324;

C. Ciobanu, “La symétrie dissimulée dans I’ordonnance des illustrations aux strophes de la

deuxiéme moitié de I’'Hymne Acathiste peintes sur la fagade méridionale de I’église de la

Décollation de Saint-Jean le Précurseur du village d’Arbore,” RRHA, Série Beaux-Arts 48, 2011,

p. 123-138; idem, “Les représentations iconographiques de I’Hymne Acathiste sous Petru Rares

comme critére de datation des peintures murales de I’église moldave d’Arbore (XVI¢ siécle),” in

the first volume of this book; V. Bedros, ““The Saturday of the Akathistos’ Reflected in Moldavian

Zborniki and Marian Imagery from the Early Fifteenth to Mid-Sixteenth Century,” ibid.

" See recently G. Dumitrescu (ed.), Imnul Acatist al Maicii Domnului. Editie facsimilata dupa
manuscrisul grec 113 al Bibliotecii Academiei Romdne, Bucharest, 2019, with important
bibliography on the topic; L. Cotovanu, “Les destinataires de I’ceuvre manuscrite de Matthieu de
Myres: nouvelles constatations,” in this volume; O. Olar, “A Post-Byzantine Calligrapher: Luke
of Cyprus,” ibid.

o
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liturgical vestments created for high hierarchs of the Orthodox Church.® A skete
dedicated to the Akathistos was built in northern Moldavia (Neamt County) at the
beginning of the sixteenth century.®

In parallel with the continuous representation of the Akathistos cycle, there
was an important production of Greek and Slavonic manuscripts of the AH in the
Romanian-speaking regions in the sixteenth and seventeenth centuries. Among
these, some were deluxe manuscripts, meant to be offered to important commis-
sioners, while most of them were used in the liturgy.'® In this context, the emer-
gence of Romanian translations of the AH marked a turning point: in the history
of Romanian literature, with its earliest surviving text dating to the beginning of
the sixteenth century,™ in the history of Marian literature in Romanian,*? and in
the history of the liturgy in Romanian, since the AH is read on the Saturday of the
fifth week of Lent.*®

8See O. lacubovschi, “The Epitrachelion of Metropolitan Metrophanes of Cyzicus at the
Walters Art Museum and its Embroidered Version of the Akathistos Hymn,” ibid.

® Eadem, “From Liturgy to Private Devotion: Reading and Viewing and Celebrating the
Akathistos Hymn in Late Sixteenth-Century Moldavia,” in J. C. Cubas Diaz (ed.), The
Akathistos Hymnos and Intermedial Compositional Processes in Later Byzantium. Sung,
Written, Painted, London, 2025, in press.

0 See L. Cotovanu, “Les destinataires...;” O. Olar, “A Post-Byzantine Calligrapher...;”
M.-G. Hancu, “One Side of the Coin...”.

1 The first original (that is, non-translated) text available in Romanian, a letter of a Wallachian
merchant, dates from 1521; see Gh. Chivu et alii, Documente si insemnari romdnesti din
secolul al XVI-lea, Bucharest, 1979, p. 95. This letter has long been considered to be the oldest
text written in Romanian. However, recent research has shown that a manuscript Psalter
translated from Slavonic was copied around the year 1500; see Al. Mares, “Consideratii pe
marginea datarii Psaltirii Hurmuzaki,” LR 49, n° 4-6, 2000, p. 675-683.

12 The Romanian apocryphal tradition related to the Virgin — especially the Apocalypse of the
Virgin and the Dream of the Virgin — has been under important scrutiny lately: C.-I. Dima,
Apocalipsul Maicii Domnului. Versiuni romdnesti din secolele al XVI-lea — al XIX-lea,
Bucharest, 2012; eadem, “L’Apocalypse de la Vierge Marie. \ersions roumaines du XVI¢
au XIXe siecle,” in M. Cioata, A. Miltenova, E. Timotin (eds), Biblical Apocrypha in
South-Eastern Europe and Related Areas, Braila, 2021, p. 219-248; E. Timotin, “Versifier la
Passion. Les versions roumaines versifiées du Réve de la Vierge dans leur contexte littéraire
(XVIIE-XIXe siecles),” Neophilologus 102, n° 4, 2018, p. 471-481; eadem, “An Unknown
Romanian Recension of the Dream of the Virgin,” in C. Bogdan, C.-I. Dima, E. Timotin
(eds), Représentations de la Vierge Marie entre culte officiel et vénération locale. Textes et
images, Heidelberg, 2022, p. 249-265. For the Romanian liturgical tradition related to the
Virgin, more exactly for the Paraklesis of the Virgin, translated in the seventeenth century, see
M. Costinescu, “Versiuni din secolul al XVIlI-lea...”.

13 For the translation movement of liturgical texts into Romanian beginning with the the sixteenth
century, and for the role of multiple translations in the enrichment of this literature, see generally
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This chapter focuses on the seventeenth-century Romanian tradition of the
AH and studies the process of its adaptation in Romanian literature. | will
focus both on manuscripts and books and will inquire about their filiation;
I will examine to what extent the Romanian translators attempted to preserve
the main prosodical elements of the AH and I will shed light on the main rhe-
torical strategies devised by the translators and scribes in order to render the
AH in Romanian. | will also pay attention to how these rhetorical strategies
evolved over the course of the seventeenth century.

I. The Romanian Tradition of the AH in the Seventeenth Century

The AH appears in five manuscripts and in four books from the seven-
teenth century. The AH was always embedded in larger liturgical texts. None
of these recensions was a poetic text; they were all prose translations. Yet all
of them preserved a series of prosodical elements of the poem: the 24 stanzas
were always clearly delimitated; a refrain concluded the long and the short
stanzas; the series of twelve acclamations addressed to the Virgin and present
in long stanzas consistently began with the verb bucura-te “rejoice,” corre-
sponding to Gr. Xaipe / SI. Panyiica (see also Il below).

The manuscripts of the AH are preserved in the Romanian Academy
Library in Bucharest (BAR Rom MSS 170, 540, 1348, and 5027) and in the
Museum of Oltenia in Craiova (MS | 529).

Three of them, MSS 170 (f. 193-217"), 540 (f. 172'-203), and MS | 529
(f. 84-93Y), form a unique group: they witness to the oldest Romanian trans-
lation of the AH. It was a translation from Slavonic, indicated by the short
fragments in Slavonic (titles and marginalia) present in all three witnesses.
The manuscripts were written in Moldavia (Neamt County) between 1633
and 1650 (MS 540),** before 1650 (MS 170)* and toward the end of the cen-

Z. Mihail, “Retranslating, a Method Employed in Romanian Religious Literature,” in L. Taseva
(ed.), Mrozoxpamuume npesoou ¢ FOxcrocnassanckomo cpednosexosue, Sofia, 2006, p. 491-501;
Al. Gafton, De la traducere la norma literara. Contributia traducerii textului biblic la constituirea
vechii norme literare, Tasi, 2012; Al. Mares, “The First Romanian Translations of Patristic
Writings,” in L. Taseva, R. Marti (eds), Translations of Patristic Literature in South-Eastern
Europe, Braila, 2020, p. 283-300.

14 0n the basis of the analysis of watermarks, D. Mutalap showed that the manuscript was
written between 1633 and 1651 (“Cand au fost realizate...,” p. 517). Further research into the
textual tradition showed that MS 540 was prior to MS 170, which was written before 1650.

1 1bid.
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tury (MS 1 529).1¢ All were copied in monastic environments, in Bisericani
Monastery or maybe in its proximity (Neamt Monastery). In all three manu-
scripts, the AH was copied close to other liturgical texts, among which the
Psalter and the Paraklesis of the Virgin are recurrent.”

The three manuscripts share an otherwise rare feature: they frequently in-
clude double readings scattered throughout the texts. These double readings can
be sentences, phrases or isolated words. They are usually written neither in the
margins nor in parentheses, but they have been inserted in the text and separated
from the previous readings by the number “2” (Fig. 1).1® Their features distin-
guish double readings from double translations, which rely on the rendering
of a word by two distinct words, most often coordinated.'® The use of double
readings is occasionally attested in biblical manuscripts,® but it is employed
systematically in the Romanian manuscripts discussed here. In the AH in MS
170, for example, there is a variable number of double readings per page, which
ranges from 3 to 10. In all cases, the manuscripts do not show scratches, and
none of the double readings are drafts or systematic corrections.?

16 Idem, “O versiune romaneasca necunoscuta a Imnului Acatist...”.

1 E. Timotin, D. Mutalap, “Cele mai vechi versiuni romanesti ale Imnului Acatist...,” p. 92-98;
D. Mutalap, “O versiune romaneasca necunoscutd a Imnului Acatist...”.

18 There are few other Romanian manuscripts which present multiple readings inserted in the text
and separated from the previous ones by numbers (e.g. BAR Rom MSS 69, 85, 296, and 1252).
None of them includes the AH, so I will not insist upon them; see however Gh. Ghibanescu,
“Un manuscript vechiu romanesc. Secolul al XVIl-lea” (I-11), Arhiva 21, n°4, 5-6, 1910,
p. 187, 212-215; M. Combiescu, “Psaltirea de la Mehadia,” LR 17, n° 3, 1968, p. 264; eadem,
“Apostolul din colectia Gaster,” in Studii de limba literara si filologie, vol. 1, Bucharest, 1969,
p. 173-187; E. Timotin, D. Mutaléap, “Cele mai vechi versiuni romanesti ale Imnului Acatist...,”
p. 103-104; D. Mutalap, “O versiune romaneascd necunoscutd a Imnului Acatist...”.

¥ For the use of double translations in Slavonic medieval literature, see, for example,
S. Fahl, D. Fahl, “Doppeliibersetzungen und Paraphrasen in der kirchenslavischen
Ubersetzung des ‘Corpus areopagiticum’ durch den Ménchsgelehrten Isaija,” in L. Taseva
(ed.), Muozcoxpamuume npesoou..., p. 445-466; A. Dimitrova, “Double Translations as
a Characteristic Feature of the Old Church Slavonic Translation of John Chrysostom’s
Commentaries on Acts,” Studia Ceranea 9, 2019, p. 407-428. For their use in Romanian
seventeenth-century religious literature, see, for example, 1. I. Roman, “Un Apostol brasovean
din secolul al XVII-lea,” LR 12, n° 5, 1963, p. 561-562.

2 See G. Dublin, “The Doublet Readings in the Book of Kells,” Hermathena 94, 1960,
p. 103-106; S. Talmon, “Double Readings in the Massoretic Text,” Textus 1, 1960, p. 144-184;
S. Brock, “A Doublet and its Ramifications,” Biblica 56, 1975, p. 550-553.

2 Cf. S. Mariev, “Tracking Changes and Corrections in Bessarion’s Manuscripts,” in 1l libro di
Bessarione in difesa di Platone: nell officina dell 'ultimo filosofo bizantino. Venezia, Museo
Correr, 23 agosto — 31 ottobre 2022, \lenice, 2022, p. 65-76.
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Another manuscript, BAR MS 1348 (f. 85'-104"), is a bilingual codex with
a Slavonic version of the AH on the left side of the folios and the Romanian
version on the right side. It is a unique manuscript in the Slavonic and the

Fig. 1. BAR Rom MS 170, f. 204". T underlined the figure “2”
(“B” in Ciyrillic script) which introduces the double readings.
Courtesy of the Library of the Romanian Academy.

Romanian traditions of the AH. An anonymous scribe copied it after a Slavo-
Romanian dictionary, in Wallachia; the terminus ante quem for the completion
of the manuscript is 1683.%2

22 See mainly M.-G. Hancu, “Acatistul Maicii Domnului intr-un manuscris bilingv din 1683:
probleme ale traducerii din slavona in roména,” Rsl 58, n° 2, 2022, p. 20-40; idem, “One Side
of the Coin...”.
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The AH features in a manuscript Triodion of the last decade of the seven-
teenth century (BAR MS 5027). The scribe was a prolific translator of li-
turgical books and translated it from Slavonic. He was of foreign origin.?
Sometimes he signed as Alexandru Rusul “Alexander the Russian” (BAR
Rom MS 2644),2* yet his Russian origin is not sure. On the basis of the main
linguistic features of his texts, Alexandru Mares suggested that Alexandru
Rusul was of Ukrainian origin.? Still, he occasionally introduced himself as
praeceptor Polonus (BAR Rom MSS 2452, 5026)% and he wrote in Polish in
the margin of a manuscript Penticostarion (BAR Rom MS 5026).%

Apart from the manuscript tradition, there was an important printed tradi-
tion of the AH in Romanian which emerged in the second half of the seven-
teenth century. The AH was printed by important clergymen in Moldavia
and Walachia. First, it was published by Dosoftei, metropolitan of Moldavia
(1671-1674, 1675-1686), in Uniev (nowadays western Ukraine) in 1673
(CRV 66).2 Dosoftei’s book was a Prayer Book, in which the AH featured
right at the beginning. It was followed by the Canon and the Paraklesis of
the Virgin, as well as by other canons and prayers. Fortunately, several copies

B See G. Strempel, Catalogul manuscriselor romdnesti, vol. 4, Bucharest, 1992, p. 181;
R.-G. Paun, “Slujba la sarbatoarea Duminicii Ortodoxiei. Pentru o istorie a Triodului in limba
romana,” in E. Timotin (ed.), Elemente de ceremonial in literatura din spatiul romdnesc
(secolele al XIV-lea — al XVIII-lea), Bucharest, 2019, p. 126-150 (with the edition of the
Canon by Patriarch Methodius present in the Triodion on p. 141-150). For the translator’s
biography and rich activity, see ibid., p. 139, n. 55; R.-G. Paun, 1. Biliarsky, Du combat pour
la « juste foi » au péché politique. Pour une histoire du Synodikon de I’Orthodoxie, Vienna,
2022, p. 105.

2 G. Strempel, Catalogul manuscriselor romdnesti, vol. 2, Bucharest, 1983, p. 344.

% Al. Mares, “Povestea cédlugdritei care si-a scos ochii (versiunea din Codicele Draganu),” in
idem, Carfi populare din secolele al XVI-lea — al XVIII-lea. Contributii filologice, Bucharest,
2006, p. 161-162; idem, “Elemente de ceremonial aulic intr-un manuscris slavon din secolul
al XVI-lea,” in E. Timotin (ed.), Elemente de ceremonial..., p. 61.

% @G. Strempel, Catalogul manuscriselor..., vol. 2, p. 275; ibid., vol. 4, p. 181.

21 1bid., vol. 4, p. 181. G. Strempel considered that the note was written in Croatian. | am
grateful to Prof. Constantin Geambasu (University of Bucharest) and to Prof. Davor Nikoli¢
(University of Zagreb) who kindly read the note for me and confirmed that it was written in
Polish.

2 1. Bianu, N. Hodos, Bibliografia romdneasca veche. 1508—1830, vol. 1: 1508—1716, Bucharest,
1903, p. 215; C.-I. Dima, “Primele traduceri romanesti ale Acatistului...;” Dosoftei, Carte de
rugaciuni, 1673.
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have survived up, which enabled Cristina-loana Dima to reconstruct its trans-
mission history.?®

Another AH appeared in Bucharest, probably between 1679-1683, most
likely after 1681, in the Metropolitan Printing House, when Teodosie was
archbishop of Wallachia (1668-1672, 1679-1708). The book is preserved in
a unique, fragmentary copy at the Romanian Academy Library in Bucharest
(CRV 81A).% Just like in Dosoftei’s Prayer Book, the AH featured at the
beginning of Teodosie’s book and was followed by the Paraklesis of the Virgin
and by other prayers.

It had a similar position in the book which Antim, metropolitan of
Wallachia (1708-1716), published in 1698 at Snagov Monastery, when he was
a hieromonk in the monastery. The Romanian Synod Library keeps a complete
copy of it, as well as a fragmentary one (I 4121).% The title of the book is
Acatistul catra Preasfdnta Nascatoare de Dumnezau si cu alte rugdciuni “The
Akathistos to the Holy Mother of God and Other Prayers.”

Mitrofan, bishop of Buzau (1691-1702), published it in the Slavo-
Romanian Triodion printed in Buzau in 1700 (CRV 121).%

2 C.-l. Dima, “La premiere version de I’Hymne Acathiste imprimée en roumain. Réflexions sur
un livre peu connu du métropolite Dosoftei,” in the first volume of this book.

¥ 1. Corfus, “Contributiuni la Bibliografia romdneasca veche,” RIR 15, n° 4, 1945, p. 499;
D. Poenaru, Contributii la Bibliografia romdneasca veche, Targoviste, 1973, p. 23-24;
Archim. P. Chitulescu, “Completari si indreptari la Bibliografia romdneasca veche,”
Libraria. Studii si cercetari de bibliologie 14-15, 2015-2016, p. 142-145; idem, “Un Acatist
necunoscut tiparit la Bucuresti,” Tezaur 2, n° 3, 2021, martie, p. 8; E. Timotin, “Doua
descantece romanesti inedite pe marginea unui Acatist al Nascatoarei de Dumnezeu tiparit in
a doua jumatate a secolului al XVII-lea,” in C.-I. Dima, A.-M. Gherman, G. Mihdilescu (eds),
De rebus philologiae mirabilibus. In honorem Mihai Moraru, Bucharest, 2021, p. 243-258.

3 See N. Serbanescu, “Incd o carte tiparita de mitropolitul Antim Ivireanul. Contributie la
Bibliografia romdneasca veche,” BOR 94, n° 3—4, 1976, p. 349-355; Archim. P. Chitulescu,
“O redescoperire: un Acatist tiparit la Snagov in 1698 de catre Sf. Antim Ivireanul,” Libraria.
Studii si cercetari de bibliologie 8, 2009, p. 12-132; Z. Mihail, “Raspandirea scrierilor
Sfantului Antim in Basarabia,” Tabor 7, n° 9, 2013, p. 33-42; Archim. P. Chitulescu,
“Completari si indreptari...,” p. 141-163; E. Timotin, “Despre vechea traditie romaneasca
a Imnului Acatist. Versiunea tiparitd de Antim Ivireanul,” in A. Dragomirescu et alii (eds),
Rodica Zafiu. Lingvista, profesoara, colega, prietena, Bucharest, 2023, p. 845-857 (including
the edition of the AH).

% For this book, see 1. Bianu, N. Hodos, Bibliografia..., vol. 1, p. 402-409. For the presence of a
specific text celebrating the Triumph of Orthodoxy in this book, see I. Biliarsky, R. G. Paun,
“La version roumaine du Synodikon de 1’Orthodoxie (Buzau, 1700) et les combats pour la
‘juste foi” a la fin du XVII® siecle,” Cahiers du monde russe 58, n° 3, 2017, p. 395-434;
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These data show that in the seventeenth century the Romanian AH circu-
lated in various books: in prayer books (Dosoftei’s, Teodosie’s and Antim’s),
in liturgical manuscripts for weekly use in monastic communities (BAR MSS
170, 540; Craiova MS 1 529),* in manuscripts or books for the Lenten period
(BAR MS 5027’s Triodion; Mitrofan’s Triodion). It rarely appears in relation
to non-religious texts (BAR MS 1348).%

Not only the composition of manuscripts and books which included the
AH varied in the seventeenth century, but also the text itself. There are several
levels of textual variation: variants related to the original structure of the AH,
to the specific features of the Romanian translations, and to the process of
creation of a stable Romanian tradition of the AH.

I1. Challenging the Prosodical Constraints: the Refrains of the AH
in the Seventeenth-Century Romanian Tradition

The refrains of the AH often varied in the seventeenth-century Romanian
tradition. This variation contradicts a key prosodical element of the text. In
the Greek tradition of the AH and in the other traditions which rely on it, there
are two types of refrains: one of the long stanzas (gr. Xaipe vipen avougevte,
sl. Papyiica Herbero Henerberhaa “Hail, Bride Unwedded”), one of the short
stanzas (gr. AAAnAovia, sl. Ammany¥ia “Alleluia™).

Most seventeenth-century Romanian manuscripts did not obey the prosodic
rule or followed it partially.

The three manuscripts produced in Moldavia (BAR MSS 170, 540;
Craiova MS | 529) systematically used an approximative translation of the
word “Alleluia” as refrain in the short stanzas: cdantarea Parintelui si a Fiiului
si a Duhului Svint “the song of the Father and of the Son and of the Holy
Spirit.”® In contrast, the refrain of the long stanzas was very variable. This

R.-G. Paun, 1. Biliarsky, Du combat pour la « juste foi »..., with edition of the text on
p. 235-253.

% See E. Timotin, D. Mutalap, “Cele mai vechi versiuni roménesti ale Imnului Acatist...,”
p. 102-103.

% For the use and the function of the AH in the eighteenth-century Romanian tradition, see
D. Mutalap, “Shapes, Forms and Uses of the Akathistos Hymn in the Eighteenth-Century
Romanian Manuscripts and Printed Books,” in the first volume of this book.

% The word “Alleluia” is correctly translated in some sixteenth-century Romanian Psalters; see
Al. Mares, “Filiatia psaltirilor romanesti din secolul al XVI-lea,” in I. Ghetie (ed.), Cele mai
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variation needs to be understood in light of the specific organization of the
texts, which frequently included double readings. These doublets, inserted in
the text, were separated from the previous reading by the figure “2” (Table 1).
In BAR MS 540, the refrain of the long stanzas, though identical, had double
readings, hence its variation. The first reading — Bucura-te, nevasta nenevestita
“Rejoice, bride unwedded!”* — calqued the Slavonic source: the verb in the
imperative second person singular (bucurd-te “rejoice”) was followed by a
name in vocative (nevasta “bride™"), modified by a less usual adjective derived
from it (nenevestita “unwedded”®). The second reading, bucurd-te, nevasta si
tot fecioara! “Rejoice, bride and still virgin,” had a specific pattern, in which
the verb in the imperative second person singular (bucura-te “rejoice”) was
followed by two vocatives (nevasta “bride,” fecioara “virgin”); the latter was
part of a nominal group (fot fecioara “still virgin”) and was modified by an
adverbial clitic (tot “still”).

In later manuscripts, such as BAR MS 170, the second reading presented
two specific features. First of all, it did not preserve the verb and it became
nevastda si tot fecioara “bride and still virgin.” This absence is surprising, be-
cause the verb is a key-word in the long stanzas of the AH, where it opens all
the twelve acclamations to Mary, as well as the refrain. Under the circum-
stances, it is very likely that its presence was implied and that it was read,
recited or sung, although it was not present in the text. The second reading
of the refrain of two long stanzas of MS 170 {7, 23} omitted not only the

~

verb, but also the word nevasta “bride,” so it has become very shortened: si

vechi texte romanesti. Contributii filologice si lingvistice, Bucharest, 1982, p. 222; I. Camara,
“lzvodul bilingv al Psaltirii Hurmuzaki,” LR 71, n° 1-2, 2022, p. 43.

% In this article | provide literal translations of all Romanian passages.

8" Nevasta was used with the meaning of “bride” in the sixteenth century; in the seventeenth
century it acquired the meaning of “wife,” which is the main meaning in contemporary
Romanian; see Dictionarul limbii romdne, vol. 7/1, Bucharest, 1971, s.v.

% The most important dictionary of Romanian considers the word “unusual” and explains it as
“who is not married, unmarried.” No example is quoted; see ibid., s.v. nenevestita.

39 MS 1529 closely follows MS 170. Its features are presented in detail in the critical edition of
the text, in E. Timotin et alii, Imnul Acatist in literatura romana...

%0 1n the present article, the 24 stanzas of the AH will be rendered as stanzas 1 to 24 and rendered
as {1}, {2}, ... {24}. In the process of translation, the Romanian tradition of the AH lost the
versified structure. The scribes of manuscripts and typographers did not mark the verses of
the stanzas. For the sake of clarity, | will however refer to the verse numbers of each stanza.
I will write the numbers of verses between square brackets, meaning that, for example, the
first verse of the first stanza will be referred to as {1} [1].
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tot fecioara! “and still virgin!” The preservation of the conjunction si “and”
shows that the reader was obviously supposed to use the noun nevasta “bride,”
although it was not present in the second reading.

The tendency for variation of refrains is even more obvious in BAR MS
1348, produced in Wallachia in 1683, which displays the Slavonic text in the
left column and the Romanian in the right one. The Slavonic refrain of the
long stanzas was unchanged: Paxyiica nesbcro nenesberaaa. The Romanian
translator calqued it only on one occasion: Bucurd-te, nevastd nenevestita!
(MS 1348 {3}). In all the other situations, the translator used a different type
of phrase, with several variations: its centre remained the verb bucura-te
“rejoice,” but the verb was followed by two vocatives in coordination. The
second noun is accompanied by the adverbial clitic tot “still.” This type of
phrase displayed lexical variation with respect to the selection of nouns in
the vocative: in most situations the nouns were nevasta “bride” and fecioara
“virgin” (MS 1348 {1, 5, 7, 9, 11, 13, 15, 17, 19}), in a couple of situations
they were maica “mother” and fecioara “virgin” (MS 1348 {21, 23}).

The refrain of the short stanzas in MS 1348 shows even more variation,
even though the Slavonic text in the same manuscript renders it consistently as
ammmyia. The word Aliluia was used in four stanzas in the Romanian text (MS
1348 {4, 8, 22, 24}). Most often, the refrain was rendered by a phrase with the
noun cantarea “song” at its centre, followed by a genitive modifier (cantarea
Parintelui “the song to the Father” MS 1348 {18, 20}; cdntarea Tatdlui “the
song to the Father” MS 1348 {12}) or by two nominal modifiers in coordina-
tion (cdntarea Parintelui si a Fiiului “the song to the Father and of the Son”
MS 1348 {14, 16}, cdntarea Tatdlui si a Fiiului “the song to the Father and the
Son” MS 1348 {10}). On two occasions a phrase with the verb praise in sub-
junctive at its centre was used. Its complements are a direct object (sa lauddam
pre adevarul Dumnezeu! “let us praise the true God” MS 1348 {6}) or three
coordinated direct objects (sa laudam pre Tatal si pre Fiiul si Duhul Svant “let
us praise the Father, the Son and the Holy Spirit” MS 1348 {2}).

Unlike the manuscripts mentioned above, the seventeenth-century books
and MS 5027 seemed less open to variation. They all followed the prosodical
rule of the AH and all used “Alleluia” as refrain of the short stanzas. On the
contrary, even in these books and in MS 5027, the refrain of the long stanzas
occasionally differed from the model syntactically and lexically.
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Dosoftei’s AH exclusively used the refrain Bucura-te, nevasta nenevestita
“Rejoice, bride unwedded” in the long stanzas. The refrain calqued the Greek
and Slavonic patterns; the same refrain had been previously employed in the
first Romanian translation of the AH (BAR MSS 540 and 170). It also featured
in the AH printed by Teodosie in Wallachia in 1681 and in MS 5027 written at
the very end of the seventeenth century.

The refrain of the long stanzas in Antim’s and Mitrofan’s AH followed the
prosodic rule, but not the syntactic pattern, nor the meaning of the Greek and
Slavonic refrains. Here the refrain was: Bucura-te, maica, pururea fecioara!
“Rejoice, mother, always virgin.” Syntactically, the new refrain preserved the
verb (bucura-te “rejoice”) followed by a name in vocative (maica “mother”).
The latter was no longer modified by an adjective, but followed by an apposi-
tion formed by an adverb (pururea “always™) and a name (fecioara “virgin”).
From a lexical point of view, this refrain no longer included words belonging
to the same lexical family.
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Refrain
(Greek /

Slavonic)
Xoaipe vopen
avopeevte/
Panyiica
neBbcTo

HeHeBbcTHAA

Bucura-te,
nevasta
nenevestita
2 bucura-
te, nevasta
si tot
fecioara!
“Rejoice,
bride
unwedded
2 rejoice,
bride

and still

12

virgin

Bucura-te,
nevastd
nenevestita
2 nevasta
§1 tot
fecioara!
“Rejoice,
bride
unwedded
2 bride and
still virgin!”

Bucura-te,
nevastd
nenevestita
2 si tot
fecioara!
“Rejoice,
bride
unwedded
2 and still

virgin!”

MS 1348

Bucura-te,
nevasta
nenevestita!
“Rejoice,
bride

unwedded!”

Bucura-te,
nevasta i tot
fecioara!
“Rejoice,
bride and

still virgin!”

Bucura-te,
maicd §i tot
fecioara!
“Rejoice,
mother and

still virgin!”

Dosoftei
Teodosie
MS 5027
Bucura-te,
nevastd
nenevestita!
“Rejoice,
bride

unwedded

17>
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Antim
Mitrofan

Bucura-

te, maicd,
pururea
fecioara!
“Rejoice,
mother, still

virgin!”

Table 1. Variation of the refrains of the long stanzas in the seventeenth-century

Romanian tradition of the AH.
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Refrain

(Greek /
Slavonic)

AMnhodia/
Aman¥ia

MS 540

cantarea
Parintelui si

a Fiiului si a
Duhului Svant
“the song to
the Father and
the Son and the
Holy Spirit”

EMANUELA TIMOTIN

cantarea
Parintelui si
a Fiiului si a
Duhului Svant
“the song to
the Father
and the Son
and the Holy
Spirit”

MS 1348

Aliluia!
“Alleluia”

cantarea Parintelui
“the song to the Father”

cantarea Tatalui
“the song to the Father”

cdntarea Parintelui si a
Fiiului

“the song to the Father
and the Son”

cantarea Tatalui si a
Fiiului

“the song to the Father
and the Son”

sa laudam pre adevarul
Dumnezeu!

“let us praise the true
God”

sa laudam pre Tatal si
pre Fiiul si Duhul Svént
“let us praise the Father,
the Son and the Holy
Spirit”

Dosoftei
Teodosie
Antim
Mitrofan
MS 5027

Aliluia!
“Alleluia”

Table 2. Variation of the refrains of the short stanzas in the seventeenth-century
Romanian tradition of the AH.
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The synthetic tables above show the main features of the AH’s refrains in
the seventeenth-century Romanian tradition. First of all, only the books and a
very late manuscript (BAR MS 5027) observed the rule of the kontakion and
preserved a unique refrain for the long stanzas and another one for the short
stanzas. Among the exceptions, MSS 540 and 170 are the most interesting,
because there the variation of the refrain of long stanzas stemmed from the use
of double readings, a feature specific to a group of Moldavian manuscripts.

The preservation of the refrain in all the stanzas sometimes coincided with
the exact replication of the Greek / Slavonic pattern. In three cases (the books
printed by Dosoftei and Teodosie and MS 5027) the refrains of long and short
stanzas followed the Greek-Slavonic sources closely and were word-for-word
translations.

Manuscripts 540 and 170 and Dosoftei’s and Teodosie’s AH calqued
the Greek / Slavonic refrain of the long stanzas, but among these only the
AHs preserved in MS 5027, in Dosoftei’s and Teodosie’s books used only
this refrain. The manuscripts added (an)other refrain(s), which, syntactically,
adopted a new pattern type (second readings in MSS 540 and 170; MS 1348).

The evidence shows that there has been a continuous search for the right
way to express the mystery of the Virgin’s maternity since the beginning of the
Romanian tradition of the AH. MSS 170 and 540 provided a double solution
to this quest: they preserved the original pattern (“rejoice, bride unwedded”)
or adopted a new one, in which the noun in the vocative modified by adjective
derived from it was replaced by two nouns in the vocative (“rejoice, bride
and still virgin”). MS 1348 echoed this quest and gave up the original pattern
completely. So did the late books (Antim’s and Mitrofan’s), which, moreover,
introduced a lexical innovation. The word nevasta was no longer used, proba-
bly because of its multiple meanings; nor was nenevestita “unwedded,” which
might have been perceived as a honce-word. The books resorted to a couple
of new names: maica “mother” and fecioara “virgin,” which functioned as
antonyms in this context.

The books and MS 5027 adopted the original refrain of the short stanzas
and used it extensively. On the contrary, the word “Alleluia” was not easily
accepted in the manuscript tradition: the manuscripts produced in Moldavia
(MSS 540 and 170) ignored it systematically; the manuscript produced in
Wallachia (MS 1348) used it occasionally in parallel with other types of
phrases.
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The double readings preserved in the refrain of MS 170 show that the AH
was meant to be memorized from the very beginning of its Romanian tradi-
tion. The fact that the second readings lack the verb or the first name in the
vocative is a clear mark that the users of the text — readers or singers — were
aware that they were having abbreviated fragments before their eyes and that
they could recompose them from memory.

I11. Double Readings: Variation and Standardisation of the AH
in the First Romanian Translation

The AH was first translated into Romanian from Slavonic, in the first part
of the seventeenth century. The three witnesses to this translation (BAR MSS
170 and 540 and Craiova MS | 529) were monastic codices created in Moldavia
(county Neamt). Two were definitely written in Bisericani Monastery (MSS
540, 170), while the third one (Craiova MS | 529) was produced either in
Neamt Monastery, or, more likely, in Bisericani Monastery. They were written
between 1633 and 1648 (MS 540), before 1650 (MS 170), and toward the end
of the seventeenth century (Craiova MS | 529).4

These data show that the monastic community from Bisericani copied the
AH at least twice in less than twenty years. The AH was very probably trans-
lated in the monastery, though none of the two manuscripts, which are both
clean and neat, includes the draft of the translation. Despite their production
in the same centre, the two manuscripts are far from being standardized. This
is evidenced especially by the frequent presence of multiple readings scattered
throughout the texts. They have various dimensions and can be sentences or
isolated words. They are inserted in the text and are separated from the previ-
ous readings by figure “2.”

In the following I will present the main principles of variation, based on a
comparative analysis of the oldest manuscripts (MSS 540 and 170).%2

41 See notes 14-18 above.

“2 For the differences between the three manuscripts, see the critical edition which Daniar
Mutalép and | prepared in E. Timotin et alii, Imnul Acatist in literatura romdna... For the
double readings in MS 170, see E. Timotin, “Deux manuscrits roumains du milieu du XVI1¢
siécle. Problémes d’édition de I’Hymne acathiste,” in D. Corbella, J. Dorta, R. Padrdn (eds),
Perspectives en linguistique et philologie romanes, vol. 2, Paris, 2023, p. 1079-1090. For the
double readings in Psalm 118 preserved in MSS 540 and 170, see M.-C. Nistor, “Traduceri
multiple intr-o Psaltire manuscrisa romaneasca din secolul al XVII-lea,” in C. Balasoiu
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1. Morpho-Syntactic Standardisation in Double Readings

In many situations, the second reading amplifies the first reading, though it
does not modify its meaning.

Sometimes the second reading differs from the first one by the use of the
personal pronoun tu “you.” In these cases, the pronoun — syntactically the
subject of the sentence — is absent from the first reading®® and present in the
second reading. In Romanian, phrases are correct both with and without an
explicit personal pronoun. The effect of this variation is additional emphasis
on the Virgin, to whom the pronoun tu “you” refers.

{7} [9] Bucura-te, ca ai deschis usile raiului ceale incuiate 2 bucura-te, ca tu ai
deschis usile raiului ceale incuiate! (MS 540, f. 186")

“Rejoice, because [you] opened the closed doors of Paradise 2 Rejoice, be-
cause you opened the closed doors of Paradise!”

{21} [13] Bucura-te, ¢ ai luat spurcaciunea pacatelor 2 bucuri-te, ca tu ai luat
spurcaciunea pacatelor! (MS 540, f. 196")

“Rejoice, because [you] took away the filth of sins 2 rejoice, because you took
away the filth of sins!”

Another tendency of variation is visible in the long stanzas, more exactly
in the acclamations addressed to the Virgin. In these passages, the name in
the vocative following the verb bucura-te “rejoice” is often replaced by a
sentence. The newly-created sentences enlarge the first reading: they add the
conjunction ca “because,” the subject tu “you” and the copulative verb esti
“[you] are.” In such situations, the additions in the second reading do not

present additional information to the first reading.

{7} [8] Bucura-te, muncitoarea fierilor celor nevadzute 2 bucura-te ca tu esti
muncitoarea fierilor celor nevadzute! (MS 540, f. 185'-186")

“Rejoice, chastener of unseen wild beasts 2 rejoice because you are the chas-
tener of unseen wild beasts!”

et alii (eds), Lingvistica sincronicd, diacronica si tipologica. Actele celui de-al XXllI-lea
Colocviu International al Departamentului de Lingvistica (Bucuresti, 18-19 noiembrie
2022), Bucharest, 2023, p. 251-263.

4 In the English translation | placed the personal pronoun between brackets if it was not
expressed in the Romanian text.
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{7} [12] Bucura-te, rostul apostolilor cel netacut 2 bucura-te ca tu esti rostul
apostolilor cel netacut! (MS 540, f. 186

“Rejoice, unsilenced mouth of the apostles 2 rejoice, because you are the unsi-
lenced mouth of the apostles!”

The new pattern with the subject of the verb in the second reading was pre-
ferred by the scribe of MS 170. Compared with MS 540, MS 170 introduces
an innovation: the second reading is no longer complete and it contains only
the first part of the modified phrase.

{7} [9] Bucura-te, c-ai deschis usile raiului ceale incuiate 2 ca tu ai! (MS 170,
f. 204")
“Rejoice, because [you] opened the closed gates of Paradise 2 because you did!”

{21} [13] Bucuri-te, ca ai luat spurcaciunea pacatelor 2 ca tu! (MS 170, f. 211Y)
“Rejoice, because [you] took away the filth of sins 2 because you!”

In these examples ({73} [9]; {21} [13]), the second readings are at the same
time an addition to and an abbreviation of the first readings. They are an addi-
tion, because they introduce a new word: the subject of the verb (the personal
pronoun), the presence of which is not compulsory in Romanian. At the same
time, they also shorten the first readings, since they no longer include the
actual semantic matter (the verb bucura-te “rejoice” and the other informa-
tion of each verse). As a result of this abridgement, these second readings are
extremely synthetic and have a very repetitive pattern. They include the con-
junction ca “because,” the pronoun-subject tu “you,” and, sometimes, a verb
void of semantic information: the auxiliary verb of past tense ai “(you) did.”
Because of their composition, second readings such as “because you did” or
“because you” never convey the meaning of the first readings and, moreover,
are meaningless in themselves. Obviously, their users knew the first readings,
they had probably memorised them, and thus they could grasp the meaning of
the second readings which they had carefully noted down.

There are also other situations when the second readings in MS 170
witness to a high degree of abridgment: they transform the nominal group
of the first reading into a sentence and they abbreviate it in accordance to
another repetitive pattern. This pattern includes the conjunction ca “because,”
the pronoun-subject tu “you,” and another verb void of semantic information:
the copula verb esti “[you] are.” Just like the second readings described above,

they are unfinished phrases and do not convey a meaning by themselves. Once
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again, their users must have known the first readings, in order to be able to use
the second ones.

{7} [8] Bucura-te, muncitoarea fierilor celor nevadzute 2 ca tu esti! (MS 170,
f. 204")
“Rejoice, chastener of unseen wild beasts 2 because you are!”

{7} [12] Bucura-te, rostul apostolilor cel netacut! 2 ca tu esti! (MS 170, f. 204Y)
“Rejoice, unsilenced mouth of the apostles 2 because you are!”

2. Lexical Variation: The Quest for the Right Word

In several cases, the variation of double readings in the AH produced in
Bisericani Monastery is lexical. The second reading differs from the first one
by a (perfectly) synonymous word. These words can be nouns, such as curte
“yard” and staur “stable” {7} [7]; adjectives as preacurata “most pure” and
preacinstita *“most blessed” {19} [1-5], or verbs as apuca “to grab” and lua
“to take” {24} [1-5].

{7} [7] Bucura-te, curtea oilor acelora ce-s mult cuvantatoare 2 ca tu esti stau-
rul oilor acelora ce-s mult cuvantatoare! (MS 540, f. 185Y)

“Rejoice, yard of the sheep which are very eloquent 2 rejoice, because you are
the barn of the sheep which are very eloquent!”

{19} [1-5] ceaea ce esti preacurata 2 preacinstita (MS 540, f. 194")
“who are most pure 2 most blessed”

{24} [1-5] si ne apuca din muncile cealea ce-s sa fie 2 si ne ia din muncile
cealea ce-s sa fie (MS 540, f. 198")

“and grab us from the punishments which are to be 2 and take us from the
punishments which are to be.”

More often, the variable words are not perfect synonymous. This is the case
of the following doublets: pominoc “gift to divinity, offering” — ruga “prayer”
{24} [1-5]; intrece “surpass” — covdrsi “overwhelm” {3} [16]; salaslui “to

dwell” — odihni “to rest” {19} [1-5].

{24} [1-5] priimeaste-ne acest pominoc de acmu 2 priimeaste-ne aceasta rugd
de acmu (MS 540, f. 198Y)
“accept this present offering 2 accept this present prayer”
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{3} [16] Bucuri-te, ca ai intrecut cu intelepciunea pre cei preaintelepti 2 bucura-
te, ca tu ai covdrsyit cu-ntelepciunea pre cei preaintelepti (MS 540, f. 183Y)
“Rejoice, because you surpassed the very wise with your wisdom 2 rejoice,
because you overwhelmed the very wise with your wisdom”

{19} [1-5] si se-au saldagluit in zgaul tau 2 si se-au odihnit in zgaul tau (MS
540, f. 194"
“and he dwelt in your womb 2 and he rested in your womb.”

3. The Use of Multiple Sources in the Scriptorium of Bisericani
Monastery

The thorough analysis of the first Romanian translation of the AH and of
the doublet readings demonstrates that the monks working in the scriptorium
of Bisericani Monastery had access to various Greek / Slavonic recensions of
the AH and that the translator(s) used them simultaneously.*

In stanza 19, MS 170 orders two lines of the AH in a different succession
than MS 540.

{19} [10] Bucura-te, ca tu ai innoitinceaperea {19} [10] Bucura-te, c-ai certat pre cei furati

stidirii 2 rusinii! (MS 540, f. 194") cu mentea 2 ca tu! (MS 170, f. 2107

“Rejoice, because you gave new birth to the “Rejoice, because you admonished those de-
conception in fear 2 shame” spoiled in mind 2 because you!”

{19} [11] Bucura-te, ca tu ai certat pre cei {19} [11] Bucura-te, ca tu ai innoit inceaperea
furati cu mentea! (MS 540, f. 194") stidirei 2 rusinei (MS 170, f. 2107)

“Rejoice, because you admonished those “Rejoice, because you gave new birth to the
despoiled in mind!” conception in fear 2 shame!”

This rearrangement can be understood in two different ways. On the one
hand, it can be seen as an error which the scribe corrected tacitly: he could
have accidentally skipped a line, then copied it straight away, without marking
the new order of lines to the readers. The hypothesis is unlikely, because MS
170 never presents such inversions in respect to MS 540 in other situations.
On the other hand, a similar inversion of lines is also attested in the Greek

# Variation within the Greek tradition of the AH has received extensive scholarly attention, most
recently in the form of an edition by Th. Detorakis, O Axdbiotoc "Yuvog. "Exdoon kpitiki,
Heraklion, 2021. On the contrary, a thorough study into the variation of the Slavonic tradition
remains a desideratum. For some preliminary findings, see M. Momina, “CrnaBsHckuii
nepeBo Y uvog Akabiotog;” M.-G. Hancu, “One Side of the Coin...”.
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tradition.* Under these circumstances, the specific order of the two lines could
suggest that the scribe had more manuscripts of the AH at his disposal and that
he followed the order of lines which seemed appropriate to him.

Other situations confirm that the scribes had various recensions of the AH
in their scriptorium. The double readings in both MS 540 and MS 170 display
the same variation in stanza 1, verse 8:

{1} [8] Bucura-te, strigarea lui Adam celui cadzut 2 bucuri-te, ca tu esti scu-
larea Iui Adam celui ciadzut! (MS 540, f. 181Y)

“Rejoice, the calling of fallen Adam 2 rejoice, because you are the rising of
fallen Adam!”

Bucuri-te, strigarea lui Adam celui cadzut 2 ca tu esti scularea lui! (MS 170,
f. 2017
“Rejoice, the calling of fallen Adam 2 because you are the rising of.”

The variation strigare “calling (on), invocation” — sculare “rising” is well
attested in the Greek tradition, where some texts use dvaxinoig “calling on,
invocation,”* while others use dvdotooig “rising up / from the dead.”’

In stanza 13, the double readings of MS 540 display words with divergent
meanings:

{13} [10] Bucura-te, pom cu buna roada ce dintr-ins se hranesc multi 2 bucura-
te, cd tu esti pomul cel cu bund roadd ce dintr-insu se saturd credinciogii!
(MS 540, 190".

“Rejoice, tree of good fruit on which many feed 2 Rejoice, because you are the
tree of good fruit on which the faithful feed!”*

This variation is again very telling in respect to the manuscripts extant
in the scriptorium in Bisericani: in the Greek tradition of the AH there is a

% E. M. Toniolo, Akathistos inno..., p. 161.

% H. G. Liddle, R. Scott, A Greek-English Lexicon, a new edition revised and augmented
throughout by H. S. Jones, Oxford, 1961, s.v.

47 1bid., s.v. For Greek manuscripts which include either dvéxinoig or avéotooig, see C. A. Try-
panis, Fourteen Early Byzantine Cantica, Vienna, 1968, p. 30; E. M. Toniolo, Akathistos inno...,
p. 159; Th. Detorakis, O Axabiorogc "Yuvog..., p. 168.

% MS 170 no longer preserves the same variation:

“Bucura-te, pom cu buna roada ce dintr-insu sa hranescu mulfi 2 ca tu esti pomul cel cu buna

roada ce dintr-insu sa saturd mulfi!” (MS 170, 207")

“Rejoice, tree of good fruit on which many feed 2 because you are the tree of good fruit on

which many feed!”



236 EMANUELA TIMOTIN

similar variation in this line: some texts mention the “faithful” (miotol) who
eat, others refer to “all” (ndvteg) those who eat.*

It is therefore obvious that the monks did not use only one text when they
translated the AH. Instead, they had access to different Greek and Slavonic
recensions of it.*® When they came across certain differences between these
recensions, which revealed divergent interpretations of specific lines of the
AH, they sometimes preferred to convey both options instead of choosing one
of them.

There is therefore a three-fold tendency of variation in the manuscripts
which illustrate the first Romanian translation of the AH. The analysis has
shown that the translators, most probably monks from Bisericani Monastery,
were simultaneously using more manuscripts of the AH which witnessed to
different Greek / Slavonic redactions. The three Romanian manuscripts (BAR
MSS 540 and 170; Craiova MS 1 529) fortunately preserve the differences
between their sources, which gives modern readers a unique glimpse of the
richness of the scriptorium of Bisericani Monastery. The vivid activity of this
scriptorium has been documented for a long time, with a special emphasis
on the manuscripts and documents produced there between the end of the
seventeenth and the end of the eighteenth century.®* The research within the
AKATHYMN project has shed light onto Romanian and Slavonic manu-
scripts of the AH produced in the Bisericani scriptorium since the first half of
the seventeenth century;® thus, it disclosed a less known period of activity of

“ Th. Detorakis, O Axabiotog "Yuvos..., p. 180.

% M.-G. Hancu (“One Side of the Coin...”) also proved that the translator of MS 1348 used
more recensions of the text.

°1 See mainly Gh. Ghibanescu, “Doua pomelnice vechi,” Arhiva 2, n° 2, 1890-1891, p. 115-124;
Al. Lapedatu, “Manuscriptele de la Bisericani si Rasca,” BOR 28, n° 10, 1905, p. 1142-1152;
29, n° 6, 1905, p. 685-701; n° 7, p. 770-787; n° 8, p. 908-918; N. lorga, Studii si documente
privitoare la istoria roménilor, vol. 16, Bucharest, 1909, p. 231-249; St. Gr. Berechet,
“Importanta insemnarilor slavo-roméane de pe manuscrisele vechi,” Arhiva 38, n° 2—4, 1931
(= Omagiu prof. Ilie Barbulescu), p. 451, 455-458; D. C. Giurescu, “Bisericanii — ctitorie a
lui Stefan cel Mare?,” Studii si cercetari de istoria artei 8, n° 1, 1961, p. 222-228; E. Linta,
“Pomelnicul de la Bisericani,” Rsl 14, 1967, p. 420-437; E. Turdeanu, “Le Sbornik dit ‘de
Bisericani’: fausse identité d’un manuscrit remarquable,” Revue des études slaves 44, 1965,
p. 29-45; N. Stoicescu, Repertoriul bibliografic al localitatilor si monumentelor medievale
din Moldova, Bucharest, 1974, p. 7-73; M. Mirza, M.-B. Atanasiu, “Pomelnicul Bisericanilor
scris la Manastirea Putna,” AP 5, n° 2, 2009, p. 121-306.

2 See E. Timotin, D. Mutaldp, “Cele mai vechi versiuni roméanesti ale Imnului Acatist...;”
D. Mutalap, “O versiune roméaneasca necunoscuta a Imnului Acatist...;” M.-G. Hancu, “One
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this scriptorium. The information on the different sources used by the scribes
in Bisericani Monastery presented here gives access not only to the produc-
tion of texts related to the monastery, but also to the sources of the monastic
library.

At the same time, the manuscript variation displays an obvious intention
to clarify the text. This intention appears both at a lexical level, by the use of
synonyms in the double readings, and at a morpho-syntactic level, by constant
amplification of the second reading, through the insertion of the subject or the
transformation of a noun in the vocative into a clause.

The constant textual amplifications in second readings, yet with no se-
mantic modification, suggest that this principle of variation might have been
influenced by constraints imposed on the users by the oral, even musical per-
formance of the text.*® This issue is still unresolved and remains a recommen-
dation for future research.

IV. Between Multiple Translations and Successive Revisions

Research into the variation and the standardisation of the Romanian tradition
of the AH is closely related to the reception of the text throughout the centuries.
The history of the reception of the AH in Romanian is still to be written. This
would establish the vitality of the various translations of the AH, their partial
transmission in other literary genres® and their use in religious life and practices.®
A thorough description of the connections between the seventeenth-century
Romanian manuscripts and books of the AH is beyond the goals of the present
study. Yet several preliminary observations can be made.

Recent research conducted within the AKATHYMN project showed that
MS 1348 partially relied on the first Romanian translation of the AH, now

Side of the Coin...”.

% See also A. F. Gove, The Slavic Akathistos Hymn..., passim.

5 Antim the Iberian used fragments of the AH which he printed when he was a hieromonk
in Snagov Monastery in the sermons which he gave as metropolitan of Wallachia; see
E. Timotin, “Despre vechea traditie romaneasca a Imnului Acatist...,” p. 846. It seems that
metaphors referring to the Virgin from the AH came to be used in amulets consisting of lists
of names of the Virgin; C.-1. Dima, “Les noms de la Vierge dans I’Hymne Acathiste et dans
une amulette,” in E. Barale et alii (eds), Transitions et variations mariales du Moyen-Age,
Paris, 2023, p. 217-233.

% See already D. Mutalép, “Shapes, Forms and Uses...".
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preserved in BAR MSS 170 and 540, and Craiova MS | 529.5 MS 1348 took
over certain stanzas from the first translation, and displayed a new translation
for other stanzas of the AH.5” The text is therefore both tributary to the bur-
geoning Romanian tradition of the AH, and innovative. This working process
was not new in Romanian clerical environments in which liturgical texts were
translated into Romanian: similar practices of translation were documented,
for example, in the translation process of the Psalter or of the Apostolos in
the sixteenth century.® Two aspects are of particular importance here: first of
all, MS 1348 gave up all the double readings which represented the pattern
of the first translation, which proves the scribe’s / the translator’s intention to
create a fluent text. Secondly, this partial transfer of the AH did not take place
in manuscripts from the same geographical area: MS 1348 was produced
by a Wallachian scribe, while the first translation was rooted in Moldavia,
in connection with Bisericani Monastery. The transfer reveals a dynamic
transmission of the AH, the context of which needs to be clarified by further
investigations.

There are obvious connexions between the three books printed in Wallachia.

It is clear that Antim knew Teodosie’s AH and used it. A full comparison
between the two texts is impossible for the moment, since Teodosie’s AH
is preserved only in one fragmentary copy.>® However, on the basis of the
material available, | can say that Antim did not translate the AH anew, but
used Teodosie’s text and occasionally revised it.

Antimactually applied specific types of modification. First, he systematically
changed the syntactical pattern of the refrain of long stanzas (see table 1
above). Secondly, he frequently modified verbal tenses, and transformed
simple past, imperfect and present tense into past tense, especially in the five
lines of long stanzas and in short stanzas. Here are some examples: fu trimis
(Teodosie {1} [1-5]) > au fost trimis (Antim {1} [1-5]) “[he] was sent;” sa

% These remarks nuance a study which claims that MS 1348 was an independent translation; see
C.-1. Dima, “Primele traduceri romanesti ale Acatistului...,” p. 79-85.

5" E. Timotin, M.-G. Hancu, I. Paraschiv, “Grammatical Changes...,” p. 84-102.

%8 See Al. Mares, “Filiatia psaltirilor roménesti...,” p. 207-261; M. Costinescu, “Raportul dintre
Codicele Voronefean si celelalte versiuni roménesti din secolul al XVI-lea ale Apostolului,”
Studii si cercetari lingvistice 29 1978, p. 51-60; eadem, “Versiunile din secolul al XVI-lea
ale Apostolului. Probleme de filiatie si localizare,” in I. Ghetie (ed.), Cele mai vechi texte
romdnegti. Contributii filologice si lingvistice, Bucharest, 1982, p. 93-145.

% Stanzas 4 and 10 are lacking, stanzas 3, 5, 9, and 11 are preserved fragmentarily.



THE SEVENTEENTH-CENTURY ROMANIAN AKATHISTOS HYMN 239

spamdnta (Teodosie {1} [1-5]) “[he] was getting scared” > s-au spdimdntat
(Antim {1} [1-5]) “[he] got scared;” vadu-1 (Teodosie {7} [1-5]) “[they] see
him” > vazutu-1-au (Antim {7} [1-5]) “[they] saw him.” The modification did
not change the meaning of the text, but its recurrent use imprinted a certain
cadence onto the AH.

At the same time, Antim replaced certain words from Teodosie’s AH with
synonyms: zgau (Teodosie {1} [15]) > pantece (Antim {1} [15]) “womb;” zidi-
toriul (Teodosie {13} [1-5]) > facatoriul (Antim {13} [1-5]) “creator;” dorire
(Teodosie {13} [17]) > pofia (Antim {13} [17]) “desire;” fetie (Teodosie {15}
[13]) > feciorie (Antim {13} [17]) “virginity;” inomenire (Teodosie {16} [1-5])
> Intrupare (Antim {16} [1-5]) “incarnation;” cercator (Teodosie {17} [10])
> intrebator (Antim {173} [10]) “disputant;” pdreate (Teodosie {19} [1-5]) >
zid (Antim {19} [1-5]) “wall;” stalp (Teodosie {19} [6]) > turn (Antim {19}
[6]) “pillar;” inspamdntezi (Teodosie {21} [9]) > ingrozesti (Antim {21} [9])
“[you] terrify;” luminare (Teodosie {21} [10]) > stralucire (Antim {21} [10])
“light, glow;” mirosire (Teodosie {21} [16]) > mireazma (Antim {21} [16])
“fragrance;” salas (Teodosie {23} [6]) > lacas (Antim {23} [6]) “dwelling.”

In several situations, he slightly modified Teodosie’s text with the intention
to clarify it, as for example in the following passage, where extra material is
added:

{15} [14] Bucura-te, pentru carea s-au dezlegat calcarea! (Teodosie, f. 23Y)
“Rejoice, through whom the transgression was remitted!”

Bucuri-te, pentru carea s-au dezlegat calcarea poruncii! (Antim, f. 30Y)
“Rejoice, through whom the transgression of the commandment was remitted!”

There is also a situation in which Antim seems to have compared Teodosie’s
text with another source and then replaced the word used by Teodosie with a
word he considered more appropriate:

({15} [6]) Bucura-te, holda Iui Dumnezau celui neincaput! (Teodosie, f. 23")
“Rejoice, field of the uncontainable God!”
Bucuri-te, incdpearea lui Dumnezau celui neincaput! (Antim, f. 30Y)

“Rejoice, container of the uncontainable God!”

There is no information regarding the type of source used in Teodosie’s
book. It might have been either Greek (Xoipe @eod dywpntov ydpa), or
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Slavonic (Paxyuca 6ra Hessmberuro ceno®). Antim seems to have considered
the translator’s choice to render y®pa “space or room in which a thing is”! or
ceno “ager, habitaculum™®? by holda “field” as inappropriate. Antim chose the
word incapeare “container, room,” which is etymologically related to a word
designating an attribute of God: neincaput “uncontainable,” just like in the
Greek text. The etymological connection between the two words suggests that
he used a Greek source when he corrected Teodosie’s text and that he calqued
its structure.

Antim’s AH (Snagov, 1698) and Mitrofan’s (Buzau, 1700) go together.
Mitrofan followed Antim’s text closely. Various reasons explain his choice:
the two printing houses were established in Wallachia, respectively in Buzau
and Snagov; the two books were published one after another in a short period,;
more important, Antim and Mitrofan had worked together in Moldavia, in
the printing house established in Cetatuia Monastery (near lasi), before they
moved to Wallachia.®®

Conclusions

The seventeenth century saw the emergence of a rich tradition of the AH in
Romanian: numerous books and manuscripts, all prose translations, attest to a
lively interest in this well-known text honouring the Virgin.

This tradition presents a high level of variation. This variation is the result,
first of all, of the absence of an authoritative centre as promoter of the text.
High clergymen, monks and scribes repeatedly translated, copied and printed
the AH in Moldavia (Bisericani Monastery and maybe Neamt Monastery), in
Wallachia (Bucharest, Snagov, Buziu, etc.) and elsewhere (Uniev, Ukraine).

0 ] use MS 1348, f. 96Y, for the Slavonic text.

8 H. G. Liddle, R. Scott, A Greek-English Lexicon, s.v.

8 F  Miklosich, Lexicon palaeoslovenico-graeco-latinum emendatum auctum, Vienna,
1862-1865, s.v.

% For Mitrofan and Antim’s connections, see mainly I. Bianu, “Mitrofan, Episcopul Husilor
si al Buzeului, mare tipograf, 1681-1702,” Revista romdna de istorie a cartii 9, n° 9, 2012,
p. 34-38 (first published in Almanahul graficei romdne 1927, p. 44-49); D. Mihéescu,
“Consideratii asupra vietii si activittii tiparitorului primei Biblii romaénesti, Mitrofan,
episcopul de Husi,” MMS 55, n° 3-6, 1979, p. 314-334; Gh. Clapa, “Un tipograf moldovean
in slujba Cantacuzinilor si a lui Brincoveanu,” Acta Moldaviae Meridionalis 25-26,
2004-2007, p. 192-199; F. Faifer, “Antim lvireanul,” in Dictionarul literaturii romane de la
origini pdnd la 1900, Bucharest, 1979, p. 42-44; G. Strempel, Antim Ivireanul, Bucharest, 1997.
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The tradition of the AH emerged in Moldavia in the first half of the seven-
teenth century, but it became more prominent in Wallachia in the second
half of the century. Manuscripts of the AH continued to be created both in
Moldavia (Craiova MS | 529) and in Wallachia (BAR MSS 1348 and 5027) in
the last decades of the century, but Wallachia gradually became the main cen-
tre of production of books including the AH, with the support of typographers
trained in Moldavia (Antim, Mitrofan). The enrichment of the Romanian tra-
dition of the AH was part of the growing effort of translation of liturgical
texts into Romanian, but its variation and its subsequent attempts to standard-
isation were the result of specific connections between production centres,
typographers and scribes. Monks from Moldavia continued to copy the first
Romanian translation of the AH, though highly variable (BAR MSS 540 and
170; Craiova MS 1 529; see 11, III above). Passages from this first translation,
with no variance at all, were also adopted in a Wallachian manuscript (MS
1348; see 1V above). The books printed in Wallachia created a unitary block,
though systematic revisions occurred (see Il, IV above).

In this context of production and transmission, manuscripts and books of
the AH changed according to various circumstances and types of variations.

The prosodical constraints imposed on the Romanian translators by the
Greek and Slavonic sources had different effects. The books followed a key
prosodic rule of the text: they had a specific refrain for the long and short stan-
zas (see I above). From this point of view, they were definitely more stable
than contemporary manuscripts. There was an important amount of variation
between the manuscripts in this respect: MS 5027 followed the same prosodic
principle (see Il above), while another manuscript created in Wallachia, MS
1348, which relied on the first Romanian translation, but which also included
newly translated stanzas, was extremely unstable (see |1, 1V above).

The translators and the revisors of the AH have adopted opposite strategies
of translation: in the same text, some passages have been translated word-for-
word, following the sources closely, while on other occasions a freer approach
was adopted. Antim, for example, in his revision of a previously printed AH
(Teodosie’s), adopted a word-for-word translation when he modified a certain
verse ({15} [6], see Ill above), but a free rendering in the refrain of long
stanzas (see 11 above). The hesitation in translating the refrain of long stanzas,
one of the key formulae of the AH (vopen avougpevte), had existed since the
beginning of the Romanian tradition of the AH (see 1l above, MSS 540 and
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170); the rejection of the word-for-word translation might have been caused by
the less usual character of the compound nenevestita “unwedded.” Scribes of
most manuscripts had already alternated this type of formula with others (see
IT above; MSS 540, 170, 1348), but Antim was the first typographer to leave
it out altogether. In this case, the standardisation process led to the gradual
emergence of a new syntactic type of refrain in the Romanian tradition of the
AH.

The first Romanian translation, by its frequent double readings, uniquely
illustrates the sinuous process of standardisation of the liturgical text. The
present article has thus shed light onto recurrent tendencies in the process of
revision, with implications on morphological, syntactical and lexical levels
(see 1l above). Persistent morphological and lexical patterns of revision
appeared in Antim’s AH as well (see IV above).

Still, the analysis of variation in the first Romanian translation disclosed
three other important circumstances in which it appeared. First of all, while
the scribes from Bisericani Monastery were writing the AH with double
readings, they were simultaneously using more manuscripts of the AH
which witnessed to different Greek / (and) Slavonic redactions. Secondly,
in MS 170, the tendency to standardisation went along with the tendency to
abbreviation, which shows that the second readings required knowledge of the
first readings. Finally, the constant textual amplifications in second readings,
yet with no implication at the semantic level, suggest that variation might have
been influenced by constraints imposed on the users by the oral performance
of the text. This research into the first Romanian translation of the AH also
revealed some insight into the elaborate working process for creating this
liturgical text in the monastic community: it involved various sources, implied
double readings, and relied on memory, trained by repeated reading or oral
performance.



“NEW” ICONOGRAPHY OF AN “OLD” AKATHIST:
THE INFLUENCE OF ENGRAVINGS FROM
THE OLD PRINTED BOOKS ON THE SCENES
OF THE AKATHIST TO THE MOTHER OF GOD
IN WALL-PAINTINGS AND ICONS IN UKRAINIAN ART
OF THE 17"-18" CENTURIES

Oksana Shyroka, Roksolana Kosiv

Introduction

In the 1540s the monastery church of St. Onuphrios in Lavrivt (Lviv re-
gion, Ukraine) was enriched with a cycle of frescoes dedicated to the Akathist
to the Mother of God cycle. Due to the lack of other surviving wall-paintings
and icons, a gap of over a century was formed in Ukrainian iconography.
Therefore, it is useful to study the scenes of the Akathist in engravings of
old printed books from the 17""-18" centuries. They show the evolution of
iconography and interpretations of the compositions of this solemn prayer to
the Mother of God. When studying these engravings, it becomes evident that
there is a departure from the traditional illustration of the Akathist, which was
typical for medieval art. This period marks the formation of a new iconogra-
phy. The present article traces how the “old” text of the Akathist to the Mother
of God was represented by new images on the pages of old printed books
from the printing houses in Kyiv and Lviv in the 17"-18" centuries. It also
analyses how these engravings influenced the iconography of the Akathist to
the Mother of God in the wall-painting and icon painting.

Some Cyrillic printed books with the text of the Akathist to the Mother
of God had already appeared in the late 15" and early 16" centuries (Lenten

! These frescoes are the only surviving Ukrainian medieval iconography of the Akathist. About
the iconography and dating of frescoes in Lavriv, see N. Kozak, “‘BizanTis micis BizanTii’
B MOHYMEHTaJBbHOMY JKUBOMHCI YKpainu,” Hapooosuasui 3owumu 3-4, 2009, p. 319-324;
A. Rogov, “®pecku JlaBpoBa,” in Buzanmus, ioxcuvie crassne u opesusis Pyce. 3anaonas
Espona. Hckycemeo u kynomypa: coopuux cmameti 6 wecmos B. H. Jlazapesa, Moscow, 1973,
p. 339-351.
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Triodion, 1491, Krakow; Psalter, 1495, Shtetin (Szczecin); Small Travelers
Book (Mala Podorozhniaia Knyzhyca), 1525, Vilno. However, these books
did not contain illustrations on the theme of the Akathist. In the Ukrainian con-
text of the 17"-18" centuries, the text of the Akathist was included in various
liturgical books: Triodions, Menaions, Horologia, Octoechos, Psalters, and
collections of Akathists. From the 1620s, engravings illustrating the themes
of kontakia and oikoi began to appear in these old printed books together with
the texts of the Akathist.

For the first time, an illustration on the theme of the Akathist to the Mother
of God in Cyrillic books was included in the Akathists of 1625, printed at the
Kyiv-Pechersk Lavra printing house.? In the preface, it is noted that these
Akathists are printed here for the first time, and in the text before the Akathist
to the Mother of God, it is stated that it “had been illustrated for the first time”.
This illustration consists of only one image, the composition of which resem-
bles an icon with kleima, were a large central scene is surrounded with
smaller scenes® (Fig. 1). Its scenes only illustrate the kontakia, thus forming
an abridged pictorial version of the cycle of the Akathist to the Mother of
God, which here consists of 13 scenes. Each scene has a Cyrillic lettering,
which helps identify a particular scene according to the text of the Akathist to
the Mother of God. The engravings in this book were made by masters who
signed their works with monograms “TII”, “I'T”, and “EK”,* but their names
are not known.

For the first time, the complete cycle of the Akathist to the Mother of
God with 25 separate scenes placed throughout the text was illustrated with
engravings in the Lenten Triodion, printed by the Kyiv-Pechersk Lavra printing
house in 1626-1627.° The engravers were not identified as they signed only
with their initials: “JIT”, “T.T”, “TII”, “T.I"”, “JIM”.® Two of them obviously
were the same artists who illustrated the Akathist of 1625. Matrices of these
engravings from the Lenten Triodion of 1627 were used for the second Kyiv
edition of the Akathists in 1629.” Some initials of the engravers in this edition

2 Akagpucmu npevucmiti Bozopoouyi i Icycy caaokomy, Kyiv, 1625.

3The smaller scenes are called kleima. That Slavonic word has no direct translation into English.

4A. Zapasko, Ya. lIsaievych, Iam’smxu knusicxosozo mucmeymea: Kamanoe cmapoopyxkis,
euoanux na Ykpaini, vol. 1: (1574-1700), Lviv, 1981, p. 76.

® Tpioow nicua, Kyiv, 1627.

SA. Zapasko, Ya. Isaievych, ITay smxu..., p. 80.

" Akagpucmu, Kyiv, 1629.
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were similar to those in the books of 1625 and 1627: “JI.T.”, “IIb”, “TII”,
“CB”, “EK”, “AKK®”.2 The third Kyiv edition of the Akathists, in 1636,
did not have engravings for the text of the Akathist. Instead, the Akathists
printed in Kyiv in 1654 have the same scenes as in the Akathists of 1629. The
engravers were “Ilya”, “EK”, “JIM”, “TII”, and “C.B.”®

The fifth and sixth editions of the Akathists printed by the Kyiv-Pechersk
Lavra printing house, in 1663 and 1674," also contain the complete cycle
of the illustrations to the Akathist to the Mother of God, which consists of
25 scenes. The fifth edition features a series of new engravings executed by
the masters: “W.”, “UJL.”, “Ini.”, “UC”, “Unix”, “JIM.”, “AKKD”, “B”.*? As
we can see from the signatures, the leading master of these engravings was
Ilia, who was the prominent artist of that time.?® Each of the woodcuts con-
tains the opening words of the strophe it illustrates, with indications of the
oikos and the kontakion by the Cyrillic alphabetical order. The engravings
of the sixth edition of the Akathists in 1674 are thematically and composi-
tionally similar to those of the fifth edition in 1663. In the 1674 edition, the
engravings were authored by a master with the monogram “A.K.” This master
could have been the Kyiv engraver Afanasy K., who was active especially in
the 1660s—1680s.* It is known from the signatures that he was the author of
the engravings “Nativity,” “Arrival of the Magi,” “Departure of the Magi,”
“Flight into Egypt.”*® The engravings of the Kyiv Akathists of 1693'¢ were
apparently executed from the matrices of the 1674 edition. The author of these
engravings, according to the signature “A.K.”, was also Afanasy K.

The Akathists of 1699, printed by the Dormition Stauropegion Brotherhood
in Lviv, contain a complete cycle of engravings of the Akathist to the Mother
of God.'” The masters who worked on these engravings were Nykodym

8A. Zapasko, Ya. Isaievych, ITav amxu..., p. 84.

°1bid., p. 120.

W gxagpucmu, Kyiv, 1663.

N Axagpucmu i [...] monwou [...], Kyiv, 1674.

127, Zapasko, Ya. Isaievych, ITam samku..., p. 125.

0. Yurchyshyn-Smith, The Monk llia (f. 1637-1663). Catalogue. Ukrainian and Romanian
Baroque Engravings, Kyiv, 2021.

¥H. Lohvyn, 3 eaubun. I'pasiopu ykpaincerux cmapoopykie XVI-XVIII em., Kyiv, 1990, p. 81.

15\, Stasenko, Xpucmoc ma Bo2opoouys é depesopizax kupunuunux kuue Ianuyunu XVI cm.:
ocobrusocmi po3pobku ma inmepnpemayii oopasy, Kyiv, 2003, p. 81.

% Akagpucmu 3 cmuxupamu i kanonamu, Kyiv, 1693.

7 Akaghucmu 3 cmuxupamu i kanonamu, Lviv, 1699.
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Zubrytskyi and Dionysii Sinkevych.®® N. Zubrytskyi signed with a monogram
“NZ”.%® The engravings do not have inscriptions or Cyrillic numbering of the
kontakia or oikoi which were typical for the 17"-century Kyiv prints.

The full cycle of the illustration of the Akathist to the Mother of God can
also be seen in the Akathists of 17062° and 17092 by the printing house of the
Kyiv-Pechersk Lavra. The engravings in these two volumes are identical in
size and composition. N. Zubrytskyi is considered to have been their creator
based on the monogram “NZ” and the style of the engravings. The Akathists
of 17312 by the printing house of the Kyiv-Pechersk Lavra also have illustra-
tions of the Akathist to the Mother of God, some of them present new iconog-
raphy. This edition (and later books) have the same engravings, consisting of
the first letter of the text of the kontakion or oikos of the Akathist of the Mother
of God, and an illustration of the text. Between 1731 and 1798, the printing
house of the Kyiv-Pechersk Lavra issued some more of Akathists editions that
mostly repeated the engravings from earlier books of this printing house. The
engravings in printed books influenced the iconography of the Akathist in icon
painting. Let us consider this with an example of wall-painting in St. George’s
Church in Drohobych.

The Wall-Painting Akathist to the Mother of God in the Church
of St. George in Drohobych

The wall-painting Akathist to the Mother of God in the wooden church
of St. George in Drohobych (Lviv region) has been dated to the period
1659-1666.2° The overall size of the painting is 240x270 cm. It is located on

BA, Zapasko, Ya. Isaievych, ITay’smxu..., p. 183.

®V, Stasenko, Xpucmoc..., p. 77.

2 [Ipeuecmubiu akagpucmol 6cecedmuunblu co cmuxupsl u kanoust, Kyiv, 1706.

2 [Ipeuecmuviu akagpucmol u npouis cnacumeniwis moaow [...J, Kyiv, 1709.

2 Akaghicmel, kanonsl i npouas dywienonesnas monenis, Kyiv, 1731.

ZFor a monograph dedicated to the wall-paintings of the church of St. George in Drohobych,
see L. Milyaeva, O. Rishniak, O. Sadova, IJepxsa cs. IOpa ¢ [poeobuui. Apximexmypa,
mansapemeo, pecmaspayis, Kyiv, 2019, p. 77-79. The dating of the wall-painting with the
Akathist to the Mother of God is determined there on the basis of the creation of icons in
the iconostasis, which are dated to 1659 and 1666. The iconostasis covers part of the wall-
painting. Based on similar stylistic features, the authors suggest that the wall-painting and the
iconostasis were created at approximately the same time. The manner of paintings shows that
one master worked on the icons and wall-painting. Master Stefan Medytskyi signed his name
on the icon in the lower part of the iconostasis.
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the northern wall of the nave and consists of 24 scenes. It is worth to mention
that on the opposite southern wall of the nave an Akathist to Jesus Christ is
depicted. Stefan Medytskyi is considered to have been the painter.?* Like the
engraving from the Akathists to the Mother of God of 1625 printed in Kyiv,
the Drohobych painting resembles the composition of a medieval icon: it has a
large central composition surrounded by smaller scenes. The scenes surround
the central composition from three sides: four compositions are painted on
the upper side, nine scenes are placed from top to bottom on the right, and
ten scenes — on the left, in two columns (Fig. 2). This scheme is non-typical
for wall-paintings of the time, where the scenes are often arranged in rows or
columns, but without a central scene. Such examples can be found in Balkan,
Moldavian, Wallachian, and Greek frescoes of the Akathist to the Mother of
God from the 14" to the 16 centuries, as well as in the frescoes of the Church
of St. Onuphrios in Lavriv from the 1540s.

A closer look at the composition of the wall-paintings in the church of
St. George in Drohobych will reveal how closely it is connected with the
engravings from printed Akathist. Let us look at each scene. The first image
in the upper row illustrates the 1% kontakion of the Akathist to the Mother
of God “To the Invincible Leader...”. It depicts a historical event — the siege
of Constantinople in 6262 with the miraculous liberation of the city by the
Mother of God from its enemies (Fig. 3). The architectural decor (a three-
domed church with three crosses), the image of the Mother of God with the
Jesus Child on an icon, and the scenes of a battle on land and sea from the
Drohobych painting are similar to the engravings of the 1% kontakion from the
Kyivan Lenten Triodion of 1627 (Fig. 4) and the Akathist of 1629 (Fig. 5).% In
other graphic cycles of the Akathist to the Mother of God of the 17 century,
these scenes have a larger number of characters, and the Mother of God
(mostly in the Incarnation type with Jesus Child before her chest) is depicted
not on an icon, but in a segment of the sky (Akathist, Kyiv, 1663) (Fig. 6).

The next three images on the upper row and the first one on the left
beneath the depiction of the 1%tkontakion contain scenes of the Annunciation

2 1bid.

ZKlimentina lvanova and lvan Biliarsky have explored how the different sieges of Constan-
tinople in the 7™ and 8" centuries have been portrayed in written accounts: K. Ivanova,
I. Biliarsky, “Le récit des sieges de Constantinople et sa traduction slave chez les peuples
orthodoxes des Balkans,” OCP 88, n° 2, 2022, p. 425-502.

%, Milyaeva, O. Rishniak, O. Sadova, IJepksa cs. IOpa ¢ [{pozobuwi ..., p. 79.
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commonly used in illustrations to the Akathists of the Mother of God. The
1t oikos, “The oldest angel...,” is represented by the scene of the Annunciation
near the well (Fig. 7). Like the previous image, it resembles an engraving from
the Lenten Triodion of 1627 (Fig. 8). The image illustrating the 2" kontakion,
“Seeing herself pure...,” offers a representation of the Annunciation in a room
(Fig. 9). It resembles the engraving for the 2" kontakion in the Kyiv Akathist
of 1625, where the Mother of God is also depicted sitting on a throne (Fig. 10).
The 2" oikos, “Desiring to comprehend the incomprehensible mystery...,”
continues the story of the conversation between Mary and Gabriel during
the Annunciation. In the Drohobych wall-painting, this oikos is represented
with the scene where the Archangel stands before the Virgin (Fig. 11). Based
on the interpretation of the figures and gestures of Mary and Gabriel, the
prototype for the composition of the wall-painting may be the engraving from
the Lenten Triodion of 1627 (Fig. 12). In later engraving of the Kyiv Akathist
of 1663, the West European version of the Annunciation is presented in the
illustration to the 2" kontakion (Fig. 13) and the 2" oikos (Fig. 14). It presents
the Mother of God standing near a table with a book. The last image of the
Drohobych painting devoted to the Annunciation illustrates the 3 kontakion
“The Almighty Power then overshadowed the Most Pure Virgin” (Fig. 15).
The Drohobych master seemed to have borrowed the figures in the scene from
the engraving of the 3" kontakion in the Lenten Triodion of 1627 (Fig. 16).
However, in the Drohobych painting, the Archangel holds a branch of lilies,
which is not pictured in the engraving. In the Kyiv edition of the Akathist of
1625, the Virgin is shown on a throne (Fig. 17), while in the engraving of the
Akathist of 1663 (Fig. 18), the Virgin is depicted in a garden.

The illustration in the Drohobych wall-painting of the 3™ oikos “Having
God in her womb...” depicts the meeting of Mary and Elizabeth (Fig. 19).
The image here is similar to the engraving from the Lenten Triodion of 1627
(Fig. 20). In printed books from the second half of the 17" century, in addition
to the two female figures, the figures of the prophet Zechariah (for exam-
ple, in the engraving of the Kyiv Akathist of 1663 (Fig. 21) and Joseph the
Betrothed (Akathist, Lviv, 1699) (Fig. 22) also appear. A similar depiction of
the meeting of Mary and Elizabeth with four figures can be found in the same
Drohobych church on the icon from the early 18" century in the lower tier of
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the iconostasis in the upper chapel of the Entrance of the Blessed Virgin Mary
into the temple.?”

The last composition in the second row of the Drohobych painting illus-
trates the 4" kontakion “Tossed inwardly by a storm of doubts, righteous
Joseph...” (Fig. 23). Here, the Virgin Mary and Joseph are depicted standing.
All the engravings in the cycles of the Akathist to the Mother of God, except
for the Lenten Triodion of 1627 (Fig. 24), depict the figures of the Virgin Mary
and Joseph standing in a chapel or in a church (for example, in Akathist, Kyiv,
1625) (Fig. 25). In the fresco in Lavriv (1540s), Joseph and the Virgin Mary
are depicted sitting.?

The 4™ oikos, “The shepherds heard the angels praising Christ...,”
is depicted in the Drohobych church with a scene of the Adoration of the
Shepherds (Fig. 26). The peculiarity of the composition of the Drohobych
painting is the image of a shepherd who points to the sky. This motif seems to
have been borrowed from the engraving for the 8" kontakion in the Akathist
of 1625 (Fig. 27). In general, similar iconography could be seen in West
European engravings; for example in the Piscator Bible, 1650 (Fig. 28).%
Asimilar illustration to this oikos appears in the graphic cycles accompanying
the Akathist to the Mother of God in the volumes published by the Kyiv-
Pechersk Lavra printing house in the 18" century, starting with the Akathist of
1731 (Fig. 29). Another illustration similar to the one in Drohobych church can
be found on the engraving of the Akathist of 1663 printed by Kyiv-Pechersk
Lavra (Fig. 30), but in the painting the figures of the Virgin Mary and Joseph
are presented against the background of a cave, while on the engraving they
are placed next to a tent.

The next figures to make an appearance in the Drohobych painting are the
magi. Their story begins in the illustration to the 5" kontakion of the Akathist
to the Mother of God, “Having seen the guiding star...” The magi are traveling
with the star. There is no depiction of the city they left, as in the fresco in
the monastery church in Lavriv (1540s), or of the city they are heading for,

2"Models for such compositions in Ukrainian art of the 17" and 18" centuries (at first in
engraving, and later in wall-painting and icon painting), became Western European engravings
of the 15"—early 17" centuries, in particular the works of A. Durer, M. de Vos, H. Wierix.

ZBAs A. Rogov, “®pecku...,” p. 341-342, pointed out, similar sitting images of Virgin and
Joseph can be found in the wall-paintings of Romanian churches in Moldovita and Humor.

B Awwbom Ne 24, Bionis Ilickamopa, 1650 (?). Source: http://irbis-nbuv.ua/ulib/item/
UKR0007150.
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as in the engraving of the Akathist of 1625 (Fig. 31). Likewise, absent is an
accompanying angel, which does feature in the engraving in the Kyiv Lenten
Triodion of 1627 (Fig. 32). The image of horses of different colours which
overlap each other reproduce the compositional scheme from the engraving
in the Lenten Triodion of 1627. In the Drohobych painting attention is drawn
to the rich clothing and headwear of the magi. They are adorned with white
turbans with crowns. This can be contrasted with 17"-century engravings of the
Akathist to the Mother of God, where the orientalising turbans are absent and
the magi are depicted in princely attire including hats with crowns (Akathist,
Kyiv, 1674) (Fig. 33), or simply hats (Akathist, Kyiv, 1663) (Fig. 34). The right
part of the illustration to the 5" oikos, “When the Chaldean sons...,” depicts
the Virgin Mary with the Child on a throne against a background of a wall, as
on the mural of the church in Lavriv (1540s). A magus with gifts is kneeling
before Jesus, two others stand behind him. A similar scheme can be seen in the
engraving from the Lenten Triodion of 1627 (Fig. 35). A characteristic feature
of the Drohobych wall-painting is the absence of the figure of Joseph. There is
no image of a stable or tent either. Representing the dwelling place of Christ’s
birth became, under the influence of West European art, almost obligatory
in the graphic cycles of the Akathist to the Mother of God in the second half
of the 17" century: Akathist, Kyiv, 1663 (Fig. 36), 1674 (Fig. 37) and Lviv
edition of 1699 (Fig. 38).

The 6 kontakion, “The Magi, preachers of divinity, return to Babylon...,”
traditionally depicts the scene of the magi’s departure. In the Drohobych
wall-painting, this scene, as well as illustrations to the 8™, 10", 12™ kontakia
and the 7" oikos, are almost completely lost due to the peeling of the paint
layer. It is therefore impossible to determine the iconography.

Most of the engravings illustrate the 6" oikos, “Enlightening Egypt...,”
with the “Flight into Egypt” scene. In contrast, the Drohobych painting illus-
trates it with the scene depicting the “Arrival into Egypt”. The peculiarity of
this iconography is the depiction of the city gate (Fig. 39), which is absent in
the scene “Flight into Egypt.” The illustration in the Drohobych church, seems
to have been partially inspired by the scene from the engraving in the Lenten
Triodion of 1627 (Fig. 40). A difference between the two images is that the
latter does not only present the Virgin Mary with the Child and Joseph, but
also Joseph’s son. In the graphic cycles of the Akathist to the Virgin in printed
books from the 17""-18™ centuries, the scene “Flight into Egypt” contains the
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motif of idols’ statues falling from their pedestals (Akathist, 1663) (Fig. 41).
This motif is typical for the Akathist cycles of the 16"-17" centuries® and is
common in West European engravings of the 15"-16" centuries (for example,
in Biblia Pauperum) (Fig. 42).%

Theillustration to the 7" kontakion, “Simeon took you in hisarms...,” depicts
the scene of the Presentation. It can be characterised by the asymmetric nature
of its composition. The right side of the image shows Simeon with the Child
Jesus, portrayed against the background of the city’s architecture (Fig. 43).
Opposite Simeon are three figures: Virgin Mary, Anna, and Joseph with two
doves in his hands. A similar composition characterizes the illustration in
the Lenten Triodion of 1627 (Fig. 44). The cycles of illustrations in printed
Akathist from the second half of the 17" century (Akathist, 1663, Fig. 45,
1674, Fig. 46, and 1699, Fig. 47) depict the event inside the temple.

The 7" oikos, “The Creator revealed a new work...,” introduces the
symbolic or philosophical part of the Akathist to the Mother of God. While the
iconography of the first thirteen scenes illustrating the first part of the Akathist
to the Mother of God was more or less consistent in Eastern Christian art of
the 14"-18" centuries, the iconography of the symbolic part in the Drohobych
wall-painting stands out due to the new interpretation of the text and changes
in iconography. The sources for the new iconography were graphic cycles of
the Akathist to the Mother of God in printed books. Some images of the new
iconography and a more realistic interpretation of the scenes were borrowed
from West European art. In the Drohobych painting, the illustration to the 7t
oikos has only been partially preserved. It can be assumed that it depicted
Christ on the throne against the background of the cross with three horizontal
bars with three hierarchs standing opposite. This assumption is based on
comparison with the engraving in the Lenten Triodion of 1627 (Fig. 48). In
our view, such an image became a new interpretation of Simeon’s prophecy
about the sufferings that Jesus had to endure on the cross. Other engravings
found in Akathist to the Mother of God, illustrating this oikos, show the
Mother of God with the Child Jesus in a garden against the background of a

% For example, wall-painting in the church of the Ferapont Monastery in Russia (1502-1503);
see L. Nersesjan, Juonucuii uxonnux u ¢pecku @epanonmosa monacmupsi, Moscow, 2006,
p. 327.

% Biblia Pauperum, sheet 6, ca. 1465, woodcut, British Museum: https://www:.britishmuseum.
org/collection/object/P_1845-0809-7.
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cross with a crown of thorns and instruments of the Passion (Akathist, Kyiv,
1663) (Fig. 49). Others present the Mother of God with a sword in her heart
(Akathist, Lviv, 1699) (Fig. 50).

In line with most of the scenes in the Akathist to the Mother of God,
already analysed, the 8" oikos, “Thou you were on earth, yet did not abandon
the heavens...,” is represented in the Drohobych church in a matter similar
to the engraving in the Lenten Triodion of 1627 (Fig. 51). The composition
is conventionally divided into two tiers. In the upper tier, at the centre of the
mountain, stand the Mother of God and the young Jesus with their hands raised
to heaven. This symbolizes the simultaneous presence of the Messiah on earth
and in heaven. In the lower tier, on earth, there are two groups of people:
the clergy (monks in black coverings) and the laity (Fig. 52). Similar images
are found in Kyivan Akathist of the second half of the 17" century (1663,
Fig. 53, 1674, and 1693). A major difference is that in these printed books,
the engravers deliberately avoid depicting the laity and clergy, focusing the
attention instead on the figures of the Mother of God and the young Christ,
who have been enlarged to the full size of the engraving. We have not been
able to trace any prototypes to this iconography in the cycles of Akathist of the
14%-16" centuries. We argue that in the printed books and in the Drohobych
wall-painting it is a new interpretation of the theme of that oikos. The
engraving in the Lviv Akathist of 1699 by N. Zubrytskyi presents the Holy
Family (Fig. 54). In the early 18"-century Akathist, the figure of Christ is
depicted twice: on earth (next to the laity and apostles) and in heaven (together
with the Holy Trinity) (Akathist, Kyiv, 1706, Fig. 55, and 1731, Fig. 56).

The illustration of the 9" kontakion, “All the angelic powers were amazed
at the greatness of Your incarnation...,” in the Drohobych church depicts the
Christ as Pantokrator in glory, sitting on a rainbow (Fig. 57). A similar image
is found in the Kyivan Lenten Triodion of 1627. In contrast to the painting, the
engraving shows Christ as Emmanuel (Fig. 58). In the cycles of the Akathist to
the Mother of God of the second half of the 17" century, instead of the Christ
in a mandorla, the Mother of God with the Child Jesus and angels are depicted
(Akathist, 1663, Fig. 59, and 1674, Fig. 60).

The 9" oikos, “We see the eloquent orators who were as mute as fish be-
fore You, O Mother of God...,” reflects the prophecy of the birth of Christ by
the Old Testament prophets and ancient philosophers (Fig. 61). In the lower
part of the image, the paint has deteriorated significantly. By analogy with the
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engraving in the Lenten Triodion of 1627 (Fig. 62), it can be assumed that the
composition was two-tiered. In the engraving, as well as in the preserved frag-
ment of the painting, the upper part depicts the Mother of God with the Child
on a throne, with St. Basil the Great and St. John Chrysostom standing on
either side. At the bottom, as indicated by the inscription on the engraving, are
the “philosophers,” whose figures are lost in the Drohobych painting. Similar
images are also pictured on the engravings of the Akathist of 1663 (Fig. 63)
and 1674 (Fig. 64).

The fragment of the painting illustrating the 10" kontakion is almost en-
tirely lost. It can only be assumed that its iconography was similar to the en-
graving in the Lenten Triodion of 1627, which depicts Christ with the apostles
in a temple (Fig. 65). The scene belonging to the 10" oikos represents the
Protection of the Mother of God. Mary is painted standing on a pedestal with
a cloth in her hands (Fig. 66). The motif of the wall, which serves as back-
ground, and the depiction of two groups of people (nuns and monks) have
obviously also been borrowed from the engraving of the Lenten Triodion of
1627 (Fig. 67). In the engravings of the Kyiv Akathist of 1663 (Fig. 68), the
traditional iconography of the Protection of the Mother of God is replaced by
the West European image of the Mother of Mercy, under whose cloak monks
and laypeople are depicted.

The illustration for the 11* kontakion, “The best song will be nothing in
comparison to your mercy...,” represents the image of Christ Pantokrator (the
upper part of the image has been completely lost), standing on a raised plat-
form in the centre of the church (Fig. 69). On either side of Jesus two proces-
sions of clergy led by archbishops have been depicted. Similar images can
be found in the Lenten Triodion of 1627 (Fig. 70) and in the Kyiv Akathist
of 1663 (Fig. 71) and 1674, which have similar compositions, but differ in
the large figure of Christ the High Priest (blessing with two hands) and the
absence of church architecture.

The scene of the 11" oikos, “The Virgin became a shining lamp...,” de-
picts the Virgin Mary, who holds a candle in her hand and rises above the
darkness of Hades and people (Fig. 72). Similar iconography is known from
medieval illustrations of this oikos. In the engravings of Kyivan editions of the
Akathist from the 17" century, the Virgin Mary is significantly larger than the
human figures in the abyss of Hades (Lenten Triodion, Kyiv, 1627) (Fig. 73),
or the candle in her hand resembles a lit torch (Akathist, Kyiv, 1663) (Fig. 74).
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The composition of the 12" kontakion, “Desiring to bestow grace...,” in the
Drohobych painting is almost entirely lost. Only by analogy to other Akathist
cycles can it be assumed that it represented the scene of “The descent of Christ
into Hades”.

The central composition of the Drohobych Akathist depicts the Virgin
Mary with the Jesus Child in the iconographic type of Eleousa. Prophets and
singers bowed at the feet of the Virgin Mary. One of them holds a paper with
the text of the 13" kontakion, “O All-Praiseworthy Mother...” (Fig. 2). In the
graphic cycle of Akathist of the 17" century, the 13" kontakion has been illus-
trated as a veneration of the icon of the Incarnation of the Theotokos®: Lenten
Triodion, Kyiv, 1627 (Fig. 75), Akathist, Kyiv, 1663 (Fig. 76).

Therefore, as the comparison shows, the prototype for the composition of
the Akathist to the Mother of God in the St. George church in Drohobych was
the engraving from the Kyivan Akathist of 1625, but most of the scenes were
borrowed from the Lenten Triodion of 1627 from the same printing house.

The Akathist to the Mother of God on Icons of the 17"-18" Centuries

There are not many Ukrainian icons surviving which represent the Akathist
to the Mother of God. We only discovered one icon that contains an almost
complete cycle of the Akathist to the Mother of God. More icons illustrate
a separate kontakion or oikos of the Akathist. The icon “Mother of God
with the Jesus Child and the Scenes of the Akathist™*® (Fig. 77) is a unique
one, because no analogues in composition have been found as so far. The
icon was registered in the Inventory book of the National Museum in Lviv
between 1905-1906.3* Maria Helytovych, emphasizing the high artistic level
of the icon, associates it with Lviv painters of the mid-17""century.® Patriarch

%21n the pictorial cycles of the Akathist to the Mother of God of the 14"-17" centuries the 12
oikos and the 13" kontakion often depict the veneration of the icon of the Hodegetria or the
Theotokos Incarnation. For example, in the Akathist to the Mother of God of the Moldovita
Monastery, in the 12" oikos, the veneration of the Hodegetria icon is depicted, in the 13"
kontakion — the Theotokos Incarnation; see I. Vicovan, “Theological Significance of the
Akathistos Hymn from Moldovita Monastery,” European Journal of Science and Theology
2,n°2, 2006, p. 51-68.

M. Helytovych, Bocopoouys 3 JJumsm i noxeanorw. Ikonu xonexyii Hayionanwnozo myseto y
Jvsosi, Lviv, 2005, p. 159.

3 Andrey Sheptytskyi National Museum in Lviv (HMJI i-13), 99.3 x 82.4 cm.

%M. Helytovych, bocopoouys..., p. 159.
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Dmytriy (Yarema) mentioned that icon originated from the church in the town
of Kamianka-Buzka (Lviv region).*® The icon is placed in a carved frame, on
the three sides of which, on the inner sides of the frame, and on its outer side
there are medallions with scenes of the Akathist to the Mother of God with the
numbering of kontakia and 0ikoi.*” The medallion containing the first scene
illustrating the 1% oikos is presented at the bottom left on the inner part of the
frame. The next one medallion illustrating the 2" kontakion is on the left on
the outer side of the frame. The next 2" oikos is on the inner part of the frame
(about the medallion illustrating the 1% oikos). The sequence of scenes is as
follows: from the bottom left upwards, then from the upper left to the right
part of the frame, and further down in the right part of the frame from top to
bottom. On the left side on the outer part of the frame, there are four scenes
illustrating the 2", 39, 4™ and 5" kontakia, while on the inner side, four scenes
in medallions depict the 1%, 2", 31 and 4™ oikoi. At the top of the frame on the
outer side, three scenes illustrate the 6™, 71", and 8" kontakia, and one scene
illustrates the 8™ oikos. On the inner side, three scenes illustrate the 5™, 6", and
7" oikoi. On the right side of the frame on the inner part, four scenes depict
the 9™, 10", 11", and 12" kontakia. The images in the medallions on the outer
side have not been preserved. It is likely that scenes illustrating the 9, 10t
11" and 12™ oikoi were once located there. In total, twenty-three medallions
are included on the frame. There is no depiction of the first kontakion of the
Akathist, “To the Invincible Leader...,” which usually shows the scene of
“The Siege of Constantinople.” Neither is there a scene of veneration of the
icon of the Mother of God which usually illustrates the 13" kontakion. This
scene can be replaced by the central image of the Mother of God with the
Jesus Child in the iconographic type of Hodegetria.

The numbering starts with the composition of the 1% oikos of the Akathist,
“The oldest angel...,” that is from the first lower medallion on the left on the
inner side of the frame (Fig. 78). The Annunciation of the Virgin Mary is
pictured near a well. Analogies to this scene can be found in engravings of the
Lenten Triodion of 1627 (Fig. 8), Akathist of 1629, and on the painting of the
St. George church in Drohobych (Fig. 7). The illustrations to the 2" kontakion

% Patriarch Dmytriy (Yarema), “Boropoauunuii Akadict y HepKOBHOMY 00pa3oTBOPUYOMY
mucrentsi,” in pozobuyski xpamu Bozosudicenns ma Cesamozo FOpa y Oocnioscennsix.
Tpemi uumanns, Drohobych, 2010, p. 70.

3" M. Helytovych, Focopoouys..., p. 159.
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(Fig. 79) and the 2™ oikos (Fig. 80) represent scenes of the Annunciation of
the Virgin Mary on a golden background without details. The illustration to
the 3 kontakion represents a symbolic image of the Incarnation of Christ.
Here, the Virgin Mary is depicted in radiance with hands in prayer. An analogy
to this image can be found in the engraving of the Akathist of 1625 (Fig. 17).
The composition that illustrates the 3 oikos depicts the meeting of Mary and
Elizabeth (Fig. 81). Along with the two female figures, a male figure with a
stick is pictured, presumably the prophet Zechariah who had to use a stick, as
he was blind at the moment. A similar composition with three figures can be
found in the engraving of the Kyivan Akathist of 1663 (Fig. 21).
Traditionally for the Akathist to the Mother of God, the 4" kontakion is
illustrated with a dialogue between Joseph and Mary. The fact that the action
takes place in a living room is indicated by the entrance arch in the wall,
on which the Virgin Mary is painted (Fig. 82). The 4" oikos is illustrated
with the scene of the Nativity of Christ in the version of the adoration of the
shepherds (Fig. 83). A similar iconography is presented in the engraving of
the Akathist of 1663 (Fig. 30). The compositions of the arrival, adoration,
and departure of the magi illustrate the 5" kontakion (Fig. 84), the 5™ oikos,
and the 6" kontakion (Fig. 85). The scenes have analogies to the engravings
of the Kyiv Akathist of 1625 (depicting riders near the city gate) (Fig. 86)
and Akathist of 1663 (adoration of the magi against the backdrop of a stable)
(Fig. 36). A direct analogy to the engravings from the Kyiv Akathist of 1663
is the composition of the 6™ oikos. It depicts the scene of the Flight into Egypt
with a falling idol (Fig. 87). The 7" kontakion is illustrated with the scene
of the Presentation of the Lord (Fig. 88) and is similar to the engravings in
the Lenten Triodion of 1627 (Fig. 44) and the Akathist of 1663 (Fig. 45).
The medallion depicting the 7" oikos shows a young Christ standing by a
large cross, holding it with one hand and showing onto it with another to the
Virgin and Joseph, thus anticipating his suffering (Fig. 89). In the engravings,
only the Virgin and Jesus are pictured; Joseph is absent (Fig. 49). The 8"
kontakion is illustrated with the scene of the Nativity of Christ (Fig. 90). The
only other case we found where this verse is illustrated with this scene the
engraving of the Akathist of 1625 (Fig. 27). The iconography of the 8" oikos
represents the Virgin Mary and the young Christ with their hands raised to the
sky (Fig. 91), similar to the engravings from the Akathist of 1663 (Fig. 53)
and 1674 (Fig. 92). The illustration for the 9" kontakion depicts the Virgin



“NEW” ICONOGRAPHY OF AN “OLD” AKATHIST 257

Mary standing behind the Child Jesus, who is laying in a manger, surrounded
by angels (Fig. 93). This scene has no direct analogues in the engravings from
the printed Akathist. The illustration for the 10" kontakion with the scene
of the Baptism of Christ (Fig. 94) coincides with the engraving of the Kyiv
Akathist of 1706 (Fig. 95), made by N. Zubrytskyi. Obviously, there was an
older prototype for the iconography of this kontakion. In the illustration for
the 11" kontakion, the Virgin has been depicted on a throne with the Child
Jesus on her knees (Fig. 96). Four men stand before them holding a white
scroll with the inscription with the words “laws of nature are defeated by you,
pure virgin [...]” (no6excoaromes ecmecmea ycmasu ¢ mobi, 0ieo uucma oie
6o poocoecmeo). These words are from the irmos of the 9" song of the canon
for the feast of the Dormition of the Theotokos. Like the previous image
discussed, this one neither has a direct prototype in the printed Akathist. The
same counts for the next image, the Crucifixion with the Virgin Mary and St.
John the Evangelist, which illustrates the 12" kontakion (Fig. 97). However,
this scene can also be found on the fresco of the Akathist to the Mother of God
in Lavriv (1540s). Thus, the author of the icon has used an earlier prototype,
but it is no longer known. The iconography of the Akathist to the Mother of
God on the icon indicate that, in addition to engravings of the Akathist to the
Mother of God from printed books, icon painters used other prototypes, which
could have been old sketches or images they had seen in churches. The scenes
that are similar with the engravings indicate that the master used as a model
the Lenten Triodion of 1627 and the Akathist of 1663. From this it follows that
the icon was painted not earlier then in 1660s.

On the other icons, as we mentioned, we see only a separate kontakion or
oikos from the Akathist to the Mother of God. For example, three icons on the
theme of the Akathist were painted by Stefan Medytskyi, who is considered
to have been the creator of the Drohobych wall-painting with the Akathist to
the Mother of God. One of these icons has been dated to 1659 and can be seen
in the lower tier of the iconostasis of the aforementioned St. George church
in Drohobych (Fig. 98), below the Mother of God Hodegetria icon. The icon
illustrates the 12" oikos or 13" kontakion of the Akathist to the Mother of
God. The composition represents the veneration of the icon of Theotokos’
Incarnation. Two groups of people are placed beside the throne with the icon:
clergy and lay people. A bishop and a monk in a klobuk are presented clos-
est to the icon, behind them two noblemen can be seen. They may be the
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patrons of the church or the sponsors of the icon. It is difficult to say whether
the figures on the icon represent specific people, and whom they may have
been. The tradition of depicting historical figures in scenes of the Akathist has
existed for a long time. For example, the frescoes of the 12" oikos and 13"
kontakion of the Akathist to the Mother of God in the De¢ani Monastery de-
pict King Dusan, Queen Jelena, and Prince Uro$ with halos (14" century). In
the Marko’s Monastery, King Uros V is depicted.® The engravings of the old
printed books of the 17"-18" centuries contain generalized images of monks
and clergy, rulers, and common people. On the Drohobych icon, the action
takes place inside a church. A similar depiction of a church with three domes
can be seen in the Lenten Triodion of 1627 in the engravings for the 12" oikos
and the 13" kontakion (Fig. 75). Stefan Medytsky, as we have already pointed
out, used this edition for the compositions of the wall-painting. The venera-
tion of the icon of the Theotokos Incarnation is depicted in a fragmentarily
preserved composition of the Akathist to the Mother of God in the church in
Lavriv (1540s). This may indicate the veneration of some miracle working
icon in this region.

Stefan Medytskyi painted two more icons on the theme of the Akathist to
the Mother of God in 1669: “The Descent of Christ into Hades™® (Fig. 99) and
“The Virgin with a candle™ (Fig. 100). They were painted for the iconosta-
sis of the chapel of St. John the Baptist in the church of the Exaltation of the
Holy Cross in Drohobych. According to the image and the inscription on the
first icon, it illustrates the 12" kontakion of the Akathist to the Mother of God,
“Desiring to bestow grace and forgive the ancient debts of all who sin...”. The
icon depicts the moment of Christ’s descent into Hades and the destruction
of the contract between Adam and the Devil. The motif of the “Contract of
Adam” being torn apart was first depicted in the engraving in the first Kyiv
edition of the Akathist in 1625 (Fig. 101). On the Drohobych icon, as well
as in the engravings of the Kyiv Lenten Triodion of 1627 (Fig. 102) and the
Akathist of 1629 (Fig. 103), the composition is symmetrical. In the Akathist to
the Mother of God on the wall-painting in the church dedicated to St. George
in Drohobych, the composition of the 12" kontakion is lost, but the scene of

BE. Gromova, Hcmopus pycckout uxornoepaduu Axagucma. Hxona “Iloxeana Bozomamepu
¢ Axagpucmom” uz Yenenckoeo cob6opa Mockosckoeo Kpemnst, Moscow, 2005, p. 254-255.

% Gallery of Sacred Art of the Drohobychchyna Museum in Drohobych (I-104), 99 x 153 cm.

“1bid. (I-109), 88 x 80 cm.
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the Descent of Christ into Hades with the scroll of the “Contract of Adam”
being torn apart can be seen on the wall-painting with the composition of the
Passion of Christ (Fig. 104). The icon “The Virgin with a candle” illustrates
the 11™ oikos of the Akathist in a way similar to the Kyiv Akathist of 1663
(Fig. 74).

Several icons present the scene “To the Invincible Leader...” which illus-
trates the 1 kontakion of the Akathist to the Mother of God. The composition
of the icons is similar to the engravings of 17""-century books printed in Kyiv.
This is a West Ukrainian icon (the exact place of origin is unknown) from
1670* (Fig. 105). Considering the shape and framing of the icon it can be as-
sumed, that it may have been a predella in an iconostasis. The scene features
a group of clergies. A bishop holds an icon of the Virgin Mary with Jesus in
his hands. Another icon of 1748 originates from the church in the village of
Sapohiv in Ternopil region (Fig. 106).# Pavlo Zholtovskyi, examining the
icon, compared its image with scenes of battles between the Cossacks and the
Turks.”* He suggested that the composition of the icon was borrowed from
the engraving of the 1% kontakion of the Kyiv edition of the Akathist of 1731
(Fig. 107). However, similar compositions can be seen in all graphic cycles of
the Akathist to the Mother of God from the 17"-18" centuries, starting from
the first Kyiv edition in 1625. Thus, an earlier image could also be the source
to the icon of 1748.

The Akathist to the Mother of God in the Paintings of the Petro
Mohyla Chapel in St. Sophia Cathedral in Kyiv

Among the 18"-century oil paintings of St. Sofia cathedral in Kyiv, scenes
of the Akathist to the Mother of God occupy an important place. It has been
suggested that visual representations of the Akathist were during the period
of the Cossack Hetmanate associated with the apotheosis of Orthodoxy and
should be interpreted within a political context.** The cycle of the Akathist to
the Mother of God is located in the eastern part of the northern gallery of the

“ Andrey Sheptytskyi National Museum in Lviv (HMJI i-325), 65 x 61.5 cm.

“2Ternopil regional museum of local history (TKMX-577), 54 x 40 cm.

P, Zholtovskyi, Vrpainceruii scusonuc XVII-XVIII em., Kyiv, 1978, p. 240.

“N. Nikitenko, “Memopian cesitoro Bomogumupa y Codii KuiBChKili MOrHISIHCBKOT 100H,”
Hayrosi 3anucku HaYKMA. Iemopuuni nayxu 20, n°2, 2002, p. 22; idem, Cesma Cogpisn
Kuiscoka: icmopis ¢ mucmeymsi, Kyiv, 2003, p. 243.
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chapel, known as the burial chapel of Prince Volodymyr the Great, built on the
order of Metropolitan Petro Mohyla (1633-1647).° The theme of the murals
is related to the function of the chapel. Petro Mohyla intended it to become
the memorial chapel of Prince Volodymyr the Great. A memorial service was
held here on Akathist Saturday, on the fifth week of Great Lent.*® This day is
also known as the Praise of the Mother of God. All images in the chapel were
therefore dedicated to the Virgin Mary. Interpretation of their significance is
made difficult by the unsatisfactory preservation of the paintings. Only frag-
ments of the images have survived.

Different suggestions have been made about the possible time of creation
of the paintings of the chapel. Nadia Nikitenko proposed that the compositions
above the entrance to the chapel and scenes inside the chapel which illustrate
the Akathist were painted during the time of metropolitan Petro Mohyla, to be
more precise after 1635, when he discovered a tomb of prince Volodymyr the
Great in the ruins of Desiatynna church, but before the 1680s when the chapel
was partially rebuilt.” Irina Totska and Oleksandr Yerko considered that
the oil painting of the Petro Mohyla chapel of the Saint Sophia Cathedral in
Kyiv is close in stylistic to the wall-paintings of the 1720s-1730s in the Holy
Trinity gateway church of the Kyiv-Pechersk Lavra.“® Thus they believed that
it was made in the 1720s-1730s. Another suggestion is that the oil paintings
of the chapel belonged not to one, but at least two chronologically different
periods: scenes of the miraculous defence of Constantinople, The Protection
of Theotokos and Virgin Mary with the saints Anthony and Theodosios of
Pechersk are attributed to the period of metropolitan Petro Mohyla, while
other scenes are dated to the 18" century.*

“N. Nikitenko, Cessma Cogis Kuiscovka..., p. 188. See also L. Charipova, “Peter Mohyla and
St Volodimer: Is There a Symbolic Link?,” The Slavonic and East European Review 80, n° 3,
2002, p. 439-458.

“N. Nikitenko, “Mewmopian cstoro Bonogumupa...,” p. 22.

7 1bid.

8. Totska, O. Yerko, “Jlo icropii miBHiunoi ranepei Codii Kuiscokoi,” in P. Tolochko (ed.),
Apxeonoziuni docniodcenns cmapooasuvo2o Kucsa, Kyiv, 1976, p. 128. The murals of this
church were painted by local monks which studied the art of icon painting in the school of
the Kyiv-Pechersk Lavra.

9, Stromylyuk, “€anrenscrkuii croxer B omiitaux posnucax XVIII cr. Codii Kuiscbkoi:
npobiemu atpulyuii,” in Iemopis Yrpainu: cyvacni euxiuku: mamepianu Bceykpaincoroi
naykoeoi kongepenyii, Ternopil, 2015, p. 26.
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The paintings cover the altar apse, the northern and southern walls of the
chapel, and the western wall above the exit from the chapel. But not all of them
illustrate the Akathist. (Some small fragments of the frescoes belong to the 11t
century). Based on the style of painting and iconography, we suggest that most
of the murals with Akathist scenes were created in the period 1690s-1730s
by local Kyivan masters. This coincides with the time of great upheaval of
culture during the rule of hetman Ivan Mazepa (1687-1709). It is the time
when Varlaam Yasynskyi was metropolitan of Kyiv, Halych and Little Rus’
(1690-1707). There is an image of a holy monk of the Kyiv-Pechersk Lavra,
with the name Reverend Varlaam (npn Bapraam) written above it. This may
have been the patron saint of metropolitan Varlaam Yasynskyi. The chapel
does not contain any other images of saints who are not directly connected
with the Virgin Mary.

In the conch of the apse there is an image of Theotokos with Jesus Child
before her chest (in the type of Incarnation of Christ), which was typical for
17" century iconography of the sanctuary. Due to significant losses of the paint
layer, it is impossible to determine the exact number of scenes in the lower
part of the altar apse. Most likely, it contained two large images, one of which
is completely lost. The other one has been preserved fragmentarily. Details
within the composition allow for identification of the scene of the Dormition
of the Mother of God (Fig. 108). Above the apse, two large figures (possibly
Joachim and Anna) are depicted, but their faces have been completely lost
(Fig. 109). The figures are separated by a round window, with a Mandylion
below it.

Three images are placed on the northern wall. According to inscriptions
on the wall, the first one represents the figures of Joachim and Anna, which
have been partially lost. They are still identifiable, as they have been portrayed
with two branches growing from their chests, intertwining into a flowering lily
(Fig. 110). This is a symbolic image representing the Immaculate Conception
of the Virgin Mary. This iconography emerged under the influence of West
European art and was widespread in Ukrainian icon painting in the late
17"-18" centuries.>® Although the dogma of the Immaculate Conception of the
Virgin Mary was officially accepted by the Catholic Church only on December
8, 1854, Pope Sixt IV had already established the feast of the Immaculate

SR, Kosiv, Pubomuybkuii ocepedok yepkosro2o manspemea 1670—1760-x poxie, Lviv, 2019,
p. 299-300.



262 OKSANA SHYROKA, ROksoLANA Kosiv

Conception as a local feast for Rome in 1476, and Pope Clement XI extended
it to the entire Catholic Church in 1708.5! Ukrainian theologians of the Kyiv
school of the 17"-18" centuries defended the doctrine of the Immaculate
Conception. loanykiy Halyatovsky, the author of the book entitled The Key to
Understanding (Kurou posyminns), stated in his second sermon on the Nativity
of the Blessed Virgin Mary, “The third great privilege that God bestowed on
the Blessed Virgin is that He freed her from original sin”.* The second scene
on the northern wall is a fresco from the 11" century, apparently depicting the
meeting of Joachim and Anna near the golden gate. The third mural depicts the
previously mentioned image of Rev. Varlaam. These images do not illustrate
the kontakia or oikoi of the Akathist.

Five compositions on the northern wall are located on the intrados of the
arch. They illustrate the Akathist to the Mother of God. Of the first of them
only a fragment in the upper right corner has been preserved. It shows a part
of a throne on which, presumably, the Virgin Mary was depicted along with an
angel and a saint, probably Theodosios of Pechersk (Fig. 111). This identifica-
tion is based on the similarity between this fragment and icons and engravings
of the 17t"-18™ centuries that represent the enthroned Virgin with Jesus Child
accompanied by the saints Anthony and Theodosios of Pechersk. It is obvious,
that this composition which emphasises the role of early Kyivan saints in the
developing of the traditions of the Kyivan church and Metropolia was includ-
ed into iconography of the chapel. The second composition within the thick-
ness of the arch wall illustrates the 1%tkontakion of the Akathist to the Mother
of God and depicts the miraculous defence of Constantinople. The image is
almost entirely lost. Only fragments of the sea, ships, people on the shore,
and half of the figure of the Virgin in the sky have been preserved (Fig. 112).
In the centre of the arch, there is a six-winged seraph, with two more imag-
es visible on either side. The first one represents the Virgin Mary holding a
candle in her hand (Fig. 113). The composition illustrates the 11" oikos of the
Akathist to the Mother of God. Monks and laity, headed by the royal family,
kneel before the Virgin Mary. The four figures in crowns can be identified as
Prince Volodymyr the Great and his sons Yaroslav, Borys, and Hlib.5® The next

S1Yu. Katriy, ITisuaii csiti 06pso, Lviv, 2004, p. 267.

521bid., p. 268.

%]. Vilchynska, “Ictopuuni o6pasu y croxeri MOrHIsSHCHKOT n06u. ‘CeironpuivHa cBiya’
Bnarosimuncekoro BiBraps Codii Kuiscekoi,” in N. Nikitenko (ed.), Cogis Kuiscoka 6
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composition resembles West European iconography of the Holy Family (Fig.
114). Joseph and the Virgin Mary hold hands with the young Christ, whose
face, like almost all faces in the chapel, has been lost. The iconography is
similar to engravings from the Akathist of 1699 (Fig. 54) and 1706 (Fig. 115)
illustrating the 8" oikos of the Akathist to the Mother of God, “Thou you were
on earth, yet did not abandon the heavens...”

Two more compositions, significantly larger in size are located above the
arch on the vault. The first illustrates the Nativity of the Virgin, as indicated
by the inscriptions near the figures of Anna and Joachim, and the traditional
bathing scene of the infant (Fig. 116). The second composition depicts the
Annunciation to the Virgin, but the figure of Archangel Gabriel is almost com-
pletely lost. The last composition may depict the 1t oikos, 2" kontakion, or 2™
oikos of the Akathist to the Mother of God.

The image on the arch of the southern wall is almost entirely lost. As evi-
denced by the preserved fragments of figures and architecture depicted in the
upper part of the composition it is the Protection of the Mother of God (Fig.
117).%* The Protection has been depicted in two different ways in Ukrainian
iconography of the 17"-18" centuries: 1) The Virgin Mary holds a veil in
her hands; 2) Two angels extend a veil over the Virgin Mary. Based on the
preserved fragments of the mural, the second version is depicted here. The
architectural motifs representing the interior of the church with arches and
columns in the painting are similar to those in the engraving of the Protection
of the Virgin in the book The Trumpets of Preaching Words (Truby sloves
propovidnykh...) by Lazar Baranovych, Kyiv, 1674 (Fig. 118). Angels are de-
picted next to the Virgin Mary, holding the veil over her and other figures who
have been lost, probably attendees of the temple. In the cycles of the Akathist
to the Virgin Mary of the 17" centuries, the iconography of the Protection of
the Virgin illustrates the 10" oikos.

Two lower compositions within the thickness of the arch of the southern
wall remain unidentified. The upper composition within the thickness of the
arch of the southern wall seems to depict the Meeting of Mary and Elizabeth
(Fig. 119), representing the 3" oikos of the Akathist to the Mother of God. The
composition is damaged, but based on the preserved fragments and analogies

HogImHix docnioxcennsx. Konexkmuena monozpagis, Kyiv, 2018, p. 83-84.
*N. Nikitenko, “Memopiain cBsitoro Bosogumupa...,” p. 22, dated the scene of the Protection
of the Mother of God to the 1630s.
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to engravings, we can conclude that four figures are depicted: Elizabeth and
Mary embracing each other, with Zechariah and Joseph beside them. This
scene has prototypes in the engravings in the Akathist of the Lviv print of 1699
(Fig. 22) and the Kyiv print of 1706. Another composition within the thickness
of the arch of the southern wall that has been relatively well preserved is
the Virgin holding the Child Jesus on her left arm and a sceptre in her right
hand, standing on a crescent (Fig. 120). A similar depiction can be found in
engravings by N. Zubrytskyi to the Akathist of 1699 printed in Lviv (Fig. 121)
and of 1706 printed in Kyiv (Fig. 122). The composition illustrates the 9™
oikos of the Akathist to the Mother of God. However, in the engravings, the
Virgin appears without Jesus, which indicates the adoption of West European
iconography of the Immaculate Conception (Fig. 123).% The concept of the
Immaculate Conception was related to the birth of the Virgin Mary. Despite the
fact that the dogma of the Mary’s Immaculate Conception was not yet accepted
in the Catholic Church in the 17"-18™ centuries, and the Orthodox Church has
not recognized it to this day, the immaculacy of the Mother of God was not
questioned by the clergy of that time, as mentioned above. The apocalyptic
image of “a woman clothed with a sun” from the vision of John (Revelation
12:1) is closely related to the image of the Immaculate Conception of the Mary
and associates the Mother of God with the new Eve.* This motif was popular
in West European graphic cycles of the Apocalypse in the 16"-18" centuries.
Another parallel that can be drawn while examining the representation of the
Virgin Mary in this painting in the chapel is her association with the bride
from the Old Testament Song of Songs. Poetic expressions from the Song of
Songs - such as “a lily” (Song 2:1), “a tower of David” (Song 4:4), “a garden
enclosed” (Song 4:12), “a sealed source” (Song 4:15), “the moon and the sun”
(Song 6:10) — were borrowed by the author of the Akathist to the Mother
of God in the chairetismoi of the oikoi. In the chapel, some of these poetic
symbols representing the Virgin Mary were depicted in six medallions next
to Her image. The medallions are connected with each other by a painted
thread with knots which resembles a rosary. Unfortunately, the images in the

*For example, the Virgin of the Immaculate Conception by Raphael Sadeler, 1605. Source:
https://colonialart.org/ archives/subjects/virgin-mary/the-immaculate-conception/the-virgin-
of-the-immaculate-conception-la-inmaculada/72a-72b.

% For example, the renowned theologian Lazar Baranovych in his sermon “The Word at the
Conception of the Most Holy Virgin” compares the Mother of God to the New Eve and the
biblical bride: L. Baranovych, Tpy6u na onu napouumas npazonuxos, Kyiv, 1674, p. 104.
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medallions are partially lost. Only in two of them (to the right) can the symbols
of the Virgin Mary be identified: the well (the “sealed source™) and the flower
(the “unfading blossom”). The image of the Virgin Mary with symbols and
on a crescent is known from the engraving in the Kyivan Akathist of 1731%°
(Fig. 124), which could have been the prototype for the painter. This also
indicates that scene was painted in or after the 1730. The image of the Virgin
Mary with symbols is rare in Ukrainian art and was transferred from Western
European engravings and paintings of the 16"-17'" centuries (Fig. 125). In the
West European art, similar images illustrated the text of the Catholic hymn in
honour of the Virgin Mary — the Litany of Loreto. The poetic images of the
litany were borrowed from the Song of Songs. The images on the medallions,
connected to each other by a ribbon with knots, are similar to West European
iconography of Rosary.

Above the arch, on the vault of the southern wall, two more compositions
can be seen. They have survived fragmentarily, but enough to allow for iden-
tification of the images. The composition on the left represents the Nativity
of Christ, more specifically The Adoration of the Shepherds (Fig. 126). The
composition to the right represented the Entrance of the Most Holy Theotokos
into the Temple (Fig. 127). The last scene never belonged to the graphic cy-
cles of the Akathist to the Mother of God in the printed books of the 17""-18"
centuries.

So, in the murals of the Petro Mohyla chapel in the St. Sophia Cathedral
in Kyiv, about 20 compositions can be counted which seem to illustrate the
Akathist to the Mother of God (the complete cycle of the Akathist consists
of 25 scenes). It remains an open question whether all of the scenes anal-
ysed here belonged to the Akathist. The following images could illustrate the
Akathist to the Mother of God: “To the Invincible Leader...,” “The Mother
of God on the throne with St. Antony and St. Theodosios of Pechersk,” “The
Mother of God with a candle,” “The Holy Family” (located on the northern
wall), “The Meeting of Mary and Elizabeth,” “The Virgin Mary with Jesus
Child and with the symbols” (located on the southern wall). The compositions
of the Annunciation, Nativity of Christ and the Protection of the Mother of
God are also typical for cycles of the Akathist to the Mother of God. The scene
of the Dormition of the Mother of God is presented in graphic cycles of 25

5"This image is placed here on a whole page before the text of the Akathist to the Mother of
God, thus it does not illustrate a specific kontakion or oikos.
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compositions in old printed books of the 17""-18" centuries, which illustrate
the Akathist to the Dormition of the Mother of God. The scenes “The Entrance
into the Temple” and “The Nativity of the Mother of God” are included in
cycles of 12 feasts in the Feast tiers of iconostases, but are not known in the
pictorial or graphic cycles of the Akathist to the Mother of God in Ukrainian
art of the 17t"-18" centuries. So, in the chapel we can see the Akathist scenes
and scenes from the life of the Virgin Mary which apparently do not illustrate
the Akathist.

Conclusions

The majority of graphic cycles of the Akathist to the Mother of God were
included in the books of the Kyiv-Pechersk Lavra printing house from the
1620s to 1730s, with only one cycle in the Akathist printed in Lviv in 1699.
By examining the engravings in these editions and comparing them with the
Drohobych and Kyiv wall-paintings and icons on the theme of the Akathist
to the Mother of God, we can assert that the influence of engravings on the
icon painting is obvious. The cycles of the engravings in the Kyiv and Lviv
editions of the Akathist to the Mother of God differ in iconography of the
symbolic part (from the 7 oikos till the 12" oikos) from the painted cycles
of the Akathist of the 14"-16" centuries. In this way we can talk about the
emergence of a new iconography of the Akathist to the Mother of God in
Ukrainian art of the period from the 17" to the first third of the 18" centuries,
at least regarding the illustrations to the second part of this prayer. The illus-
trations of the Akathist to the Mother of God had important theological sig-
nificances. The development of these new graphic cycles coincided with the
flowering of theological thought during the Cossack Hetmanate, when leading
theologians such as Petro Mohyla, Lazar Baranovych, loanykyi Halatovskyi,
Antoniy Radyvylovskyi, Varlaam Yasynskyi and others worked. It is worth
mentioning that in the 17" century together with illustrated Akathist to the
Mother of God, illustrated Akathist to Christ, the Dormition of the Mother
of God, St. Nicholas, Archangel Michael which have no analogues in medie-
val art, appear in Ukrainian printed books®. The new images of the Akathist
were in harmony with the development of a new Baroque aesthetic and new
iconography in Ukrainian art of that time, which became rich in symbolic

% All of them were included in one volume, thus the name of the books is in plural, Akathists.
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and allegorical compositions. Some scenes of the Akathist to the Mother of
God were borrowed from West European patterns, and others have no direct
analogues in Catholic art. The popularization of illustrated Akathist was not
only a way of expressing theological ideas related to the Mother of God, in
particular, advocating the doctrine of her immaculateness, which was pro-
moted during the period of Counter-Reformation. The Akathist to the Mother
of God, which originated in Constantinople, reflected the orientation of the
Ukrainian clergy towards the Eastern Christian tradition. The attention given
to illustrated Akathist coincides with the restoration in 1620 of the Orthodox
Kyiv Metropolitanate (it existed until 1686), subordinated to the Patriarchate
of Constantinople, by the Jerusalem patriarch Teophanes III (1608—1644) and
the movements to protect the faith and rites of the ancestors.
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TWO ICONS OF THE AKATHISTOS HYMN (18"-19" CENTURIES):
CULTURAL AND SPIRITUAL ENCOUNTERS
BETWEEN ROMANIAN MONASTICISM,

THE PECHERSK LAVRAAND MOUNT ATHOS

Sister Atanasia Vaetisi

The artistic representation of verses and canons from the Byzantine hym-
nographical and liturgical heritage, specifically of Marian hymns, developed
significantly in the late post-Byzantine era. This article will focus on the
iconographic cycle of the Akathistos Hymn. It dates from just before the fall
of Byzantium, which makes it one of the oldest attempts of painters to trans-
late a poetic liturgical composition into images. Over the centuries, the 24
stanzas of the Hymn (12 long stanzas called oikoi and 12 short stanzas called
kontakia) were depicted in varied and complex compositions, divided into se-
guences suggested by the text itself. The representations intended to depict the
theological-liturgical synthesis expressed by Marian piety in the Byzantine
tradition, in formulas that use visual metaphors and allegories characteristic
of the poetic genre of the text.

The Akathistos Hymn of the Mother of God is of Byzantine origin,
anonymously transmitted and undated,® but composed, according to most
researchers, in the 6" century. In the liturgical calendar of the Eastern Christian
Church, a special feast is dedicated to it on the fifth Saturday of Lent.? In

! For debates regarding the author, the date of creation and its place in divine service, see the
synthesis by E. Dobrynina, “The Akathistos Hymn,” in V. Tsamakda (ed.), A Companion to
Byzantine Illustrated Manuscripts, Leiden — Boston, 2017, p. 329-330.

2 The Hymn’s liturgical use has a long history. In the 6" century, it was sung around the time of
the feast of Annunciation, but also in connection with a vigil that took place in Constantinople,
honouring the Mother of God, which was combined with a procession from Blachernae to
Chalkoprateia. Via its inclusion in the canon of Saint Joseph the Hymnographer (9" century),
in the 10" century the Hymn was incorporated into the Triodion cycle. Beginning in the 14™
century, the service also received a synaxarion, written by Kallistos Xanthopoulos (ca. 1256
— ca. 1335); see E. M. Toniolo, Acatistul Maicii Domnului explicat. Imnul si structurile lui
mistagogice, transl. by Deacon L. I. Icd jr, Sibiu, 2009, p. 178; E. Dobrynina, “The Akathistos
Hymn,” p. 330.
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addition to this, the Akathistos Hymn is also read in monasteries beyond the
period of the Triodion, in accordance with the liturgical typicon of the monastic
community. In Cernica Monastery (IlIfov county), the Annunciation Akathistos
has been read every Friday. This tradition started with the foundation of
the monastery and continues until the present day. Cernica Monastery was
founded in 1608 and experienced a revival, both material and spiritual, under
hegoumen Gheorghe (1781-1806), a monk shaped by the spiritual guidance
of Abbot Saint Paisij Velic¢ikovskij (1722-1794), an essential figure in the
hesychastic and Philokalic revival of Orthodox monasticism at the end of 18"
century. In the Testament that he wrote in 1785, hegoumen Gheorghe listed
seven Marian celebrations that were required to have all-night vigils in the
monastic community of Cernica, including the Saturday of the Akathistos
Hymn.® This special dedication to the service of the Akathistos may also
explain, besides the representation of the cycle in the mural painting of the
oldest church of the Monastery, Saint Nicholas, the presence of two icons

3 Vietile, povatuirile si testamentele sfintilor stareti Gheorghe si Calinic de la Cernica, eds.
C. Popescu, Deacon 1. I. Ica jr, Sibiu, 1999, p. 96. Abbot Gheorghe’s Testament from 1785
is kept in the Library of the Romanian Academy (Bucharest): BAR Rom MS 2058 (“Diata
ieromonahului Gheorghe, staretului de la Metohul Sfintei Mitropolii de la metohul ce se afld in
ostrovul Cernichei, intru carele dimpreund cu ai sai fii sufletesti au inceput randuiala cu viata
de obste, petrecand aici 3 ani deplini. Si acum, foarte greu bolnavindu-se, s-au gatit a se lasa
fericita sanatate,” that is, “The testament of hieromonk Gheorghe, hegumen of the Metochion
of the Holy Metropolis, from the metochion on Cernica Island, in which, together with his
spiritual children he started a coenobitic monastic life, spending here three full years. And
now, becoming very ill, he prepared to leave the happy health”). A copy made in 1842 for
Caldarusani Monastery can be found in BAR Rom MS 1983 (“Diata Cuviosului ieromonah
Gheorghie, staretul sfintei Manastiri Cernica, carele Impreuna cu 55 ai sai fii sufletesti, au
inceput randuiala calugareasca cu viata de obste si dupa petrecerea de trei ani, foarte greu
bolndvindu-se, s-au agezat aceste asezdmanturi aratate,” that is “The testament of hieromonk
Gheorghe, hegoumen of the Holy Monastery Cernica, who, together with 55 of his spiritual
children started a monastic order with community life and, after three years, becoming very
ill, these instructions were established.”) The text was edited on several occasions, the most
recent one being in Vietile, povatuirile si testamentele..., p. 72-105. For Cernica Monastery,
see Istoriile Sfintelor monastiri Cernica si Caldarusani de smeritul monah Casian Cernicanul,
lasi, 2002; A. Mironescu, Istoria Manastirii Cernica, Stanta Manastire Cernica, 1930;
I. L. Georgescu, R. Stanciu, Mandastirea Cernica, Bucharest, 1969. For hegoumen Gheorghe,
see the Life written by hieromonk Protasie (c. 1807-1810), in BAR Rom MS 2042 (beginning
of the 19" century), edited in Pr. D. Furtund, Ucenicii starefului Paisie in manastirile Cernica
si Caldarusani, Bucharest, 2002, p. 123-134, and the Life written by monk Casian (1870), in
BAR Rom MS 2058, published in Istoriile Sfintelor monastiri Cernica si Caldarusani...
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with this theme in the monastery. The aim of the present article is providing
an analysis of these two icons, namely:

[P]: The Virgin Iverskaya with the Cycle of the Akathistos Hymn, signed
by Petros “zographos” (the painter), end of the 18" century — beginning of the
19" century, 77x59 cm, held in the Museum of Cernica Monastery;*

[A]: The Virgin of the Unfading Rose, with the Cycle of the Akathistos
Hymn, signed by Adam *“zographos”, dated 1844, 111x77 cm, held in the
monastery’s chancellery.

It is not known how [P] reached Cernica Monastery: was it commissioned
by the monastic community or was it donated? The other icon, [A], was
painted by one of the representatives of Cernica painting school, Adam
“zographos”. He was also responsible for the painting of the church dedicated
to the Transfiguration, which is located on the monastery’s St. George Island.®
The icon probably had a liturgical destination. A study from 1969 mentions
that at that time it was located in the narthex of the monastery’s main church.®

The two icons belong to the late post-Byzantine period of the 18" and
19" centuries. This period has received little scholarly attention, compared
with the wealth of studies dedicated to the illustrated cycles of the Akathistos

* See also Maria Tomadaki’s article in the first volume of this book.

® Adam is credited with many icons, signed and dated between 1843 and 1847, present today
in the collections of the Monasteries of Cernica and Pasarea. He is also responsible for the
paintings in Saint George’s Church of Cernica Monastery and in the main church of Paséarea
Monastery, dedicated to the Holy Trinity (1847). For the painting school from Cernica and
Caldarusani and its representatives, see I. D. Stefanescu, “Scoala de pictura din Manastirile
Cernica si Caldarusani — ucenicia lui N. Grigorescu,” Glasul Bisericii 28, n° 3-4, 1969,
p. 364-392; Sister A. Vaetisi (ed.), Iconostase din Bucuresti. Secolele XVII-XIX, Bucharest,
2017, p. 127, 253; C. Cojocaru, “Pictura religioasa din Tara Romaneasca in secolul XIX,” in
R. Theodorescu, M. Porumb (eds), Arta din Romania. din preistorie in contemporaneitate,
vol. 2, Bucharest — Cluj-Napoca, 2018, p. 226-231; and, most recently, Sister A. Vaetisi,
“Monastic Schools of Painting in the Romanian Principalities (End of 18" Century —
Middle of 19" Century) and the Role of the Russian Icon in their Stylistic and Iconographic
Approaches,” paper at Ricontrans hands-on Workshop ““Religious Art, Visual Culture and
Collective Identities in Central and South-Eastern Europe (16" — Early 20" Century),” Alba
Tulia, 20-23 June 2023, unpublished.

6“[...] in the pronaos, a wooden icon depicts the Akathistos Hymn of Theotokos in 24 small
icons. The icon is dated 1846 (sic!) and signed Adam zographos™: I. D. Stefanescu, “Scoala...,”
p. 370.
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Hymn prior to the fall of Byzantium’ or from the 16" century.?2 Nonetheless,
numerous examples from this late period exist, especially in monasteries,
icons on panels and engravings. Therefore, an analysis of an isolated example
may be a valuable contribution to an ongoing inquiry.°

In this study, | will analyse the two icons in Cernica Monastery with a spe-
cial focus on the iconographic sources. From a methodological point of view,
I will categorise them according to the typology proposed by Nazar Kozak for
the 16" century, which takes into consideration the characters and the action
depicted in the scenes®™ (Fig. 1).

7J. Lafontaine-Dosogne, “L’illustration de la premiere partie de I’Hymne Akathiste et sa
relation avec les mosaiques de I’enfance de la Kariye Djami,” Byzantion 54, 1984, p. 648-702;
A. Pétzold, Der Akathistos-Hymnos: Die Bilderzyklen in der byzantinischen Wandmalerei des
14. Jahrhunderts, Stuttgart, 1989; I. Spatharakis, The Pictoral Cycles of the Akathistos Hymn
for the Virgin, Leiden, 2005; E. B. Gromova, Hcmopus pycckou ukonoepaguu Axagucma.
Uxona “Iloxsana boeomamepu ¢ Axagpucmom” us Yenencrkozo cobopa Mockosckoeo Kpemns,
Moscow, 2005.

8 M. A. Vardavaki, Of wuxpoypagics tod Axabiorov atov kidiko Garrett 13, Princeton, Athens,
1992; G. Gounaris, “Die lkonographie des Akathistos-Hymnos in der nachbyzantinischen
Ikonenmalerei,” in G. Koch (ed.), Byzantinische Malerei: Bildprogramme, Ikonographie,
Stil, Wiesbaden, 2000; N. Kozak, “The Akathistos on the Move and the Geography of Post-
Byzantine Art,” in M. A. Rossi, A. I. Sullivan (eds), Eclecticism in Late Medieval Visual
Culture at the Crossroads of the Latin, Greek, and Slavic Traditions, Berlin — Boston, 2022,
p. 221-238.

° For other case studies, see S. Sophokleous, “Néa ctoygia yiu v mopopovi koi 1o Epyo
100 Kpntod Loypdaeov ’ladvvn Kopvapov oty Konpo,” Kompioxai Zrovdai. Aeltiov the
Eraipeioc Komproxwv Zmovdwv 50, 1986, p. 231-232, fig. 6; P. L. Vocotopoulos, “Composite
Icons,” in E. Haustein-Bartsch, N. Chatzidaki (eds), Griechische lkonen. Beitrage des
Kolloquiums zum Gedenken an Manolis Chatzidakis in Recklinghausen, 1998 / Greek Icons.
Proceedings of the Symposium in Memory of Manolis Chatzidakis, Recklinghausen, 1998,
Athens — Recklinghausen, 2000, p. 8, fig. 8; C. Costea, “Constantinopolul in iconografia tarzie
din Tara Romaneasca,” SCTA.AP 14, n° 40, 1993, p. 60-66; C. Brisby, “The Role of Orthodox
Religious Engravings in the Samokov Archive: Visual Prototypes?,” Seria Byzantina 6, 2008,
p. 87-101; S. Paji¢, “HUxonorpaduja boroponnanHor Axaricra y KpUTCKOM HKOHOMIHCY,” in
Jezux mysure. Mysuxa u perueuja & Peu u ciuxa. Hrxonoepaghuja u uxonoepaghcku memoo —
meopuja u npumena. 36opnux paoosa ca VI mehynapoonoz nayunoe ckyna ,, Cpncku jesux,
xkrouocesnocm, ymemuocm”’, vol. 3, eds. B. Kanacki, S. Paji¢, Kragujevac, 2012, p. 285-
303; N. Kozak, “Acathistos and Pokrov: A Case Study of Iconographic Contamination,”
Hsxycemeoseocku umenus 201, 2015, p. 312-320; T. Borisova, “Poetic Text and its
Iconographic Interpretation: The Akathistos Hymn in the Russian and Cretan Religious Art,”
Journal of Visual Theology 1, 2020, p. 100-113.

1'N. Kozak, “The Akathistos on the Move...,” p. 223-226.
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I consider this to be a useful tool for the later period as well, even if there
are more numerous variations in the composition of scenes and within a cycle
in this period. As the icons depict a poetical text rich in symbols and meta-
phors, there are numerous iconographical solutions to represent the 24 stanzas
of the Hymn. An attempt to systematise these variants is an essential feature of
a study of these icons. Even if the depiction of one stanza might differ from one
cycle to the other, there are some shared features that enable the establishment
of a single type. Another aspect that [ will pay attention to is the identification
of the direct prototype, in an attempt to form a few conclusions regarding the
circulation of the models, as well as the influence of different artistic threads
on the two icons. Finally, | will demonstrate that the iconographic transfer
from one cultural milieu to another is the consequence of monastic migration
and of contacts between monasteries and monks on the routes between Kyiv,
Mount Athos and the Romanian Principalities.

My analysis will only focus on the representations of the second, dogmatic
part of the hymn. Unlike the historical part (stanzas 1-12) which depends
on an established iconography, the dogmatic part (stanzas 13-24) introduces
new themes into Byzantine art. These new themes are responsible for the
variety within the cycles. In composing these themes, the artists integrated
elements of imperial iconography, worship ceremonies dedicated to the Virgin
in Constantinople, processions with icons — themes which flourished in the
period when the iconography of the Akathistos Hymn was in the making. What
resulted were collective portraits of emperors, hierarchs, and members of the
imperial courts grouped around the Virgin or Jesus Christ. These compositions
enabled the painter to evoke a typical image of Constantinopolitan piety.!* In
the depiction of the second part of the Hymn we encounter the symmetrical
juxtapositions of characters: saints, Church Fathers, virgins, rhetors and simple
believers have been portrayed in different positions and embodying different
attitudes to veneration. Depending on the iconographer, the Virgin and Child
could be depicted sitting on the throne or standing, on clouds or venerated
by angels, together or separate, together with those who venerate them. In
any case the elements were selected and developed to shape the image of
veneration and doxology specific to Byzantine art. Both icons which feature in
this study, fit this general iconographical pattern, despite their particularities
and adherence to a different iconographic type.

1], Spatharakis, The Pictoral Cycles..., p. 4.
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Figs. 2-3. The Virgin Mary
and Child Iverskaya

(icon [P]), end of the 18"
century — beginning of

the 19" century, Cernica
Monastery.

Photo L. Tatulescu.
Courtesy of Cernica
Monastery.

1. The Virgin Iverskaya with Cycle of the Akathistos Hymn

Although it contains some iconographic elements that are specific to type
| (for stanzas 1 — The Virgin, 14 — the Nativity, and 16 — again the Nativity)
and type 111 (for stanza 10 — The three kings’ journey), [P] could be considered
as belonging to type Il of the iconographic schema systematised by Kozak??
(Figs 2-3).

The first part of the icon, the ‘historical part’ representing the first twelve
stanzas, follows the usual pattern (Figs 4-5). In contrast, the iconography of

2 The following elements define the iconographical scheme of type II: Strophe 4 — an image
of the Virgin Enthroned with the veil raised behind her; Strophe 13 — Christ blessing people;
Strophe 18 — the Anastasis; Strophe 20 — veneration of Christ; Strophe 22 — Christ tearing
up a scroll of Adam’s treaty with Satan; Combination of Strophe 23 and Strophe 24, both
representing the veneration of the Virgin with Child: N. Kozak, “The Akathistos on the
Move...,” p. 226.
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Fig. 4. Strophes 4 and 5, icon [P].
Photo A. Vaetisi.
Courtesy of Cernica Monastery.

Fig. 5. Strophes 10 and 11, icon [P].
Photo A. Vaetisi.
Courtesy of Cernica Monastery.

the second part contains three ma-
jor deviations from the tradition-
al norms, namely stanzas 13, 14
and 18. In addition to their special
composition, attention should also
be paid to the textual fragment (the
beginning of each stanza) written
on three rows in a cartouche at the
base of each scene. No full study
or reproduction of the icon exist. It
has been mentioned in passing in
an article by Ion D. Stefanescu in
1969,** among a list of more valu-
able icons from the collection of
the museum of Cernica Monastery.
Stefanescu stated that “the inscrip-
tions of the oikoi and icons (sic!)
are in the Greek language” and he
proposed a dating “based on tech-
nique and style” to the first half of
the 18™ century. In my opinion, the
icon is of a later date. The chro-
matics, the modelling, the compo-
sitional dynamism, the characters’
postures and certain details in
the interior scenes (the vase with
flowers, the curtains and the neo-
classical architectural structures)
reveal the influence of Western art

as it was assimilated within the artistic milieu of Greek Baroque. The icon
could be classified as what art historians call “oriental rococo” or “Turkish
baroque,” a pictorial style that spread in the Balkans between the end of the
18" and the beginning of the 19" century.** The dynamic compositions and the

B 1. D. Stefanescu, “Scoala de pictura...,” p. 371.

14 Tts specific characteristics being “the miniaturized details, the theatrical postures, the organic
incorporation of abundant naturalistic decoration, as well as the widespread use of gold and



TWO ICONS OF THE AKATHISTOS HYMN (18"-19" CENTURIES) 285

backgrounds of the scenes suggest the
artistic milieu of Crete or of the lonian
islands, namely, the painters from
Zakynthos — Panagiotis Doxaras and his
school. These features point especially to
the end of the evolution of this pictorial
style, the so-called Heptanese School of
painting.'® Besides the style, the devia-
tions from the established iconography
for the three stanzas, more specifically the
composition of the scenes that can also be
seen in other icons from this area, might
support the hypothesis of an affiliation to
the Cretan school or the suggestion that it
was painted by painters from the lonian
islands.

The three stanzas with unusual com-
positional features are:

Fig. 6. Strophe 13, icon [P]. Strophe 13 (N) (Fig. 6): Néav &deiée
Photo A. Yéetisi. Courtesy of Kktiow, éumavicag 6 Kriomg, Opiv
Cernica Monastery. e . e a

Toig O’ aOTOD YEVOUEVOLS € GOTOPOL
Practioag Yoo TPOG...
The scene depicts Jesus Christ in the centre, stepping on a snake; he holds
a chalice in one hand and a cross in the other. To each side of Him are many

of bright tints of green, blue and red.” All these elements can be seen in the Cernica icon;
see |. Vitaliotis, “Reproducing Engravings on a Single Icon: The Case of the Theotokos
Megaspelaiotissa,” in E. Moutafov, M. Kuyumdzhieva (eds), Patterns. Models. Drawings.
Art Readings. Thematic Peer-reviewed Annual in Art Studies, vol. 1, Old Art, Sofia, 2019,
p. 159. The same stylistic particularities appear in the descriptions of some mural ensembles
presented by N. Bonovas, Owiun uetaffolavavy (oypagixy ato Ayov Opog. To epyaotiipio
twv Koprevnoiwtdv (oypdpwv (1773—1890), PhD dissertation, Aristotle University of
Thessaloniki, Faculty of Philosophy, School of History and Archaeology, Thessaloniki, 2009,
unpublished, p. 50-76.

1% Here, in 1726, Panagiotis Doxaras (1662-1729) compiled the treatise on painting I7epi
lwypapiag, which adopts discourses of the Italian Renaissance painters, including aspects
relating to style and technique, thus orienting the Byzantine painting tradition towards Western
art. Using this treatise, the painters around Doxaras caused an iconographic, technical, and
stylistic change, by assimilating European styles, from Renaissance to Mannerism and
Baroque.
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believers, kneeling in an attitude
of veneration. This corresponds
to the notion of “the people” as
represented in the iconography of
the Hymn in many of the scenes of
the second part. Usually, intype 11,
the scene is illustrated with Jesus
Christ in the middle, venerated
by hierarchs, emperors, and those
that He blesses. The scene is
painted in this way for example
in a manuscript from the Library
of the Romanian Academy in
Bucharest, also from a Greek
milieu, most likely from Mount
Athos®® (Fig. 7). The strophe has
also been depicted in this way in
engravings from Mount Athos
that circulated intensely (some  Fig. 7. Strophe 13, BAR, Gr MS 113, apud
in coloured versions) among G. Dumitrescu (e_d.), Imnul Acatist al Maicii
Orthodox monasteries in the 19" Domnului..., Bucharest, 2019,
century.t’
In type I, the scene is depicted with the Virgin holding the Infant in her
arms, being venerated by groups of people. She appears this way for example

¥ BAR Gr MS 113, published in G. Dumitrescu (ed.), Imnul Acatist al Maicii Domnului. Editie
facsimilata dupa manuscrisul grec 113 al Bibliotecii Academiei Romdne, Bucharest, 2019.
In 1914, the manuscript became the object of an extended study by O. Tafrali, “Iconografia
Imnului Acatist,” BCMI 7, 1914, p. 49-84. Based on the writing, Tafrali suggested that that it
was transcribed in the seventeenth century by a monk from Mount Athos. The analysis of the
illustration undertaken by Tafrali indicates the second half of the eighteenth century, which
does not exclude, of course, its creation on Mount Athos. The notes of possession — £k @V
70D Nikodnpov 100 Batomaidivod and viv 8¢ dpovipov Ehayictov doviov Ayiov Tagov — are
not on the manuscript pages of the Akathistos, but on the title page of a book, AxolovOia t0d
ayiov Movonliov (Office of the Holy Mandylion), Venice, Nikolaos Glykis, 1745, which is
also bound in this codex.

"W. Deluga, Panagiotafitika. Greckie ikony i grafiki cerkiewne, Collegium Columbium,
Krakow, 2008, p. 194, for illustration. | will further analyse these engravings.
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Fig. 8. Semaan the Priest, Akathisos Hymn, icon, 1764. Greek-Catholic
Archbishopric, Beyrouth, apud Icénes du Liban..., Paris, 1996, cat. 17.

in an icon created in Lebanon by Priest Semaan in 1764 (Fig. 8) who
follows a 1667 model of Yusuff Al-Musawir (losif zographos), the founder
of the Aleppo painting school. In type Ill, which became particular to the
Slavic world in the 14" century,® the 13" stanza is depicted with Jesus Christ
showing the Gospel, placed on a lectern, to a group of apostles. It can also be

8 1cones du Liban. Exposition organisée par la Mairie du \# arrondissement et le Centre
culturel du Panthéon, 16 septembre 1996 — 20 octobre 1996, Paris, 1996, cat. 17.

1 The prototype is the icon from the Kremlin Cathedral of the Dormition of the Theotokos,
in Moscow (14" century). Representations of the cycle can be found in the post-Byzantine
period in the Ferapontov frescoes (16" century), and in many other Russian icons.
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Fig. 9. loasaf from Vatoped and Nifon Fig. 10. Strophe 13, icon from Secu

“zographos,” Mother of God with the Monastery. Photo A. Dumitran/

Jesus Child with the Akhatistos Hymn, Ricontrans Project. Courtesy
1762, Secu Monastery. Photo A. Dumitran/ of Metropolis of Moldavia and
Ricontrans Project. Courtesy of Metropolis Bukovina.

of Moldavia and Bukovina.

encountered in an icon from the collection of Secu Monastery (Neamt county)
painted by loasaf of Vatopedi in 17622 (Figs 9-10).
Strophe 14 (Z) (Fig. 11): Eévov tox0v 160vTeg, EevmbduEY TOD KOGLOV,
TOV VOOV &ig 00pavov petadévteg: 1t Toito yap 0 yniog Oeog Emi yiig...
The scene is depicted as a manger in which the Infant Jesus is laid, and
choirs of angels are moving towards Him. In the Greek manuscript from the
Library of the Romanian Academy (Fig. 12) and in the engravings from Athos,

2 The icon Mother of God with the Christ Child with the Akathistos Hymn, signed by loasaf from
Vatopedi and Nifon “zographos”. It is from Cracaoani skete. According to an inscription, it
was commissioned by loanichie, bishop of Roman (1747-1769). loanichie was hegoumen of
Neamt Monastery between 1746-1747; he was formed in Pocrov skete, where Russian monks
had settled from the beginning of the 18" century, according to the documents. He lived for
a while in Kyiv, he was “teacher of Slavonic,” and he was part of a clerical delegation to the
palace of Catherine the Great. Although signed by loasaf from Vatopedi, the icon, which is
now at Secu Monastery, was not based on a Greek model from Mount Athos, but rather on a
model which is specific to the Slavic world.
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Fig. 11. Strophe 14, icon [P].
Photo A. Vaetisi. Courtesy of
Cernica Monastery.

Fig. 13. Strophe 14, icon from
Secu Monastery.
Photo A. Dumitran / Ricontrans
Project. Courtesy of Metropolis
of Moldavia and Bukovina.

Fig. 12. Strophe 14, BAR Gr MS 113, apud
G. Dumitrescu (ed.), Imnul Acatist al Maicii
Domnului...

the scene is depicted as groups of monks
heading towards the Theotokos enthroned,
holding the Infant in her arms. The illustra-
tion is specific to type II. In the icon from
Secu Monastery, which belongs to type IlI,
the scene is similar, except that the Mother
of God does not sit on a throne, but is stand-
ing. The scene is divided horizontally in two:
Christ is above, in a segment of heaven, and
the believers are below (Fig. 13).

The composition with Jesus and the man-
ger from icon [P] represents a simplified
version of the Nativity; the theme is used
to illustrate the 14" strophe, but in type I.
The first words of the stanza “Strange Birth”
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Fig. 14. Strophe 18, icon [P]. Fig. 15. Strophe 18, icon from Secu Monastery.
Photo A. Vaetisi. Courtesy of  Photo A. Dumitran/Ricontrans Project. Courtesy
Cernica Monastery. of Metropolis of Moldavia and Bukovina.

(Eévov toxov) allow the stanza to be depicted this way. It has also been depict-
ed like this in the icon from the Aleppo School. However, the Theotokos, the
main character of the Nativity iconography, is absent from the Cernica icon.

Strophe 18 (X) (Fig. 14): Zdoo 0EAmV TOV KOGHOV O TAV OOV KOGUNT®P,
npOg TodTOV 0TEMAYYELTOG NADE, KOd TTOTV VIdpymV (g OLdg. ..

It is represented via the theme of Jesus as the Good Shepherd, which
Western art reintroduced into late post-Byzantine painting after it had been
prohibited by the 82" canon of the Council of Trullo.

Usually, in the cycles that belong to type 11, strophe 18 contains depictions
of the Passion of Christ: carrying the cross, the Crucifixion or Christ being led
towards the Passion or Elcomenos (Fig. 15). An even more popular version,
illustrated by the Athonite engraving, depicts Christ blessing different types
of people — as an interpretation of the words “Wishing to save the world, the
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Fashioner of all things came to it of
His own free choice”.?! In other cycles
belonging to type Il, it also appears as
a version of the Descent into Hell. An
example of this is BAR Gr 113 (Fig.
16). In type I, the scene is also present-
ed as an Anapeson, with or without the
Virgin, just like in the icon from the
Aleppo school.
The illustration of the strophe with
the image of Good Shepherd, as in the
Cernica [P] icon, can also be encoun-
tered in the Akathistos cycle on some
proskynetaria canvases. On some of
these Palestinian eulogiae,? created
in workshops of the Holy Land, the
Virgin is surrounded by medallions
which depict the 24 scenes of the Fig. 16. Strophe 18, BAR, Gr MS 113,
Akathistos cycle, or just a selection @pud G. Dumitrescu (ed.), Imnul Acatist
of them in simple compositions with al Maicii Domnului...
just one or two characters. The stanzas
have been indicated by letters of the Greek alphabet, forming an acrostic. In
these proskynetaria, strophes 3 and 14 do not depict the details which can be
seen in icon [P]; since they are part of an established iconography, a common
prototype is out of the question (Fig. 17).

2 The Lenten Triodion, transl. by Sister Mary and Archim. Kallistos Ware, London, 1978,
p. 430.

22 For an analysis of these painted cloths from Jerusalem (18%-19" centuries), known in the
Balkans as Jerusalems or Jerusalimia, bought by Orthodox pilgrims who visited the Holy
City, see W. Deluga, Panagiotafitika..., p. 37-50 and 69-86; M. Immerzeel, “Souvenirs of the
Holy Land: The Production of Proskynetaria in Jerusalem,” in B. Kiihnel, G. Noga-Banai,
H. Vorholt (eds), Visual Constructs of Jerusalem, Turnhout, 2014, p. 463-470; M. Immerzeel,
W. Deluga, M. Lapta$, “Proskynetaria: Inventory,” Series Byzantina 3, 2005, p. 25-31;
P. Arad, “Landscape and Iconicity: Proskynetaria of the Holy Land from the Ottoman Period,”
The Art Bulletin 100, n° 4, 2018, p. 62-80; 1. Zenarju Rajovi¢, “Pilgrimage and Visual Culture
in 19™"-Century Kosovo and Metohija,” in E. Moutafov, M. Kuyumdzhieva (eds), Journeys.
Art Readings. Thematic Peer-reviewed Annual in Art Studies, vol. 2, Old Art, Sofia, 2020,
p. 239-257.
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Fig. 17. Proskynetarion, 1844, detail. Stavropoleos Monastery. Photo A. Vaetisi.
Courtesy of Stavropoleos Monastery.

In order to identify the prototype of the icon from Cernica Monastery, | be-
gan with the epigraphical and stylistic information that it offers. In the bottom
part, within the box depicting the 24" stanza, the icon is signed: {oypagpog
Ietpo(c) (6)wlw.2® No date has been provided. The list of Greek painters from
the period following the fall of Constantinople mentions 11 homonymous
painters for the post-Byzantine period, out of which nine were active in the
18" and 19" centuries.? Until now | have not encountered other signed works

2 Or Loypaeog [TETpo(v) (6)wlm. The inscription is almost illegible, but in front of the letters
o { o something else can be noticed. If we suppose that it is a letter, it could only be sigma
(o), with the result that the word becomes: cwl®, meaning “saved”. If we accept that it
is a simple stroke of the brush, and we only read the letters m(w, then we could suppose
that the zographos wrote: “Coypdeog [1étpo(v) ®lw”, meaning cries, begs for (Theotokos’
intercessions). According to Lidell and Scott, cdlm = the act of saving or being saved from
danger or disaster; ®{m = a/to cry, to express something with wonder; see H. G. Liddell,
R. Scott, A Greek-English Lexicon with a Revisited Supplement, Oxford, 1996, s.v.

2 M. Chatzidakis, E. Drakopoulou, EAinves Zawypagor uetd v Alwon (1450-1830), vol. 2:
Kapalripoc—Pobomoviog, Athens, 1997, p. 291-292.
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Fig. 18. Details of icon [P] (strophes 20 and 21). Photo A. Vaetisi.
Courtesy of Cernica Monastery.

that would enable detecting stylistic analogies and a possible identification of
this “Petros zographos”.

From a stylistic point of view, | would like to draw attention to the compo-
sitional solution in which the segment of the sky in the top part of the image
— depicted in a Baroque manner, with swirling clouds and rays of light — also
absorbs elements and characters that usually belong to the central nucleus of
the illustration of this scene. This method has also been encountered in some
icons of the Akathistos Hymn in the Cretan milieu? (Fig. 18). The creativity
particular to the Cretan school, with its strong influence of Western painting,
may be the source of the special iconography of the three stanzas of icon [P].
I was however unable to find a prototype that matched all the particularities
reflected in [P].

The important role that text has within the [P] icon led me to book
illustration in my search for the iconographic source. As a working hypothesis,

%, Kastrofylakos, Mother of God with the Infant, with Akathistos Hymn, Hodighitria
Monastery, Grotina and Arcadia Metropolis (Crete), 17 century, with interventions 1845;
Stefanos Tzagarolas, Mother of God with the Infant, with Akathistos Hymn, 1700.
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the suggestion can be made that Cernica Monastery may have owned an
illustrated service book, which could have influenced the patron’s preferences.
The icon’s presence in the Cernica monastic community led me to check the
translations and printed books of the school of Paisij Veli¢ikovskij, since the
Cernica community claims to have been founded in his spirituality. Amongst
these books, the so-called Acatiste (anthologies of several Akathists), could
have been of particular interest.?® These anthologies were encountered in the
Slavic monastic world and, more specifically, in Pechersk Lavra, where the
first printed Akathists appeared, with illustrations for each scene. Through this
Slavic connection, they spread in the Romanian territories. Within the Greek
world, the office of the Akathistos Hymn does not circulate in print outside of
the Lenten Triodion service book; autonomous volumes with illustrations for
each scene do not exist. From the beginning of the 17" century up until the
end of the 18" century, the printing houses of Kyiv and Lviv produced no less
than eight editions of the Akathistos book with illustrations for each scene.
They did not use the same engravings for each edition, but three different sets
of illustrations can be identified.?

In the Akathistos book printed in Kyiv in 1754, which was re-edited in
1758,%8 stanzas 13, 14 and 18 have the same unusual illustrations as those seen
in icon [P] from Cernica: Jesus stepping on the snake, Jesus in the manger
and Jesus the Good Shepherd (Figs 19-23). This set of engravings used in the
Kyiv printing houses served as a model for the engravings that adorn the first
illustrated Romanian Akathistos book, printed in Bucharest in 1823 with the
blessing of Metropolitan Grigorie Dascalul® (Figs 24—26). The main engraver
of the illustrations in the books printed in Kyiv signs his works “hierod F.”
Hieromonk Simeon and monk Ghervasie worked on the illustrations for the

% The Akathistos had already been printed as an independent book in Kyiv in 1625. It was used
in the service and for private prayer. A second Kyivan edition followed in 1629; neither of
them was illustrated.

27| thank Professor Jerzy Ostapczuk (Christian Theological Academy, Warsaw) for his help
with acquiring copies of these sets.

B Axagpicmu i xkanonu, Kyiv, 1754; A. Zapasko, Ya. lsaievych, Ilam’smxu knuockosozo
mucmeymea: Kamanoe cmapoopykis, eudanux na Yrpaini, Vol. 2/1: 1701-1764, Lviv, 1984,
n° 1863. In 1758, a second edition was printed: ibid., n° 2037.

21, Bianu, N. Hodos, D. Simonescu, Bibliografia romdneasca veche, 1508—-1830, vol. 3,
1809-1830, Bucharest, 1912-1936, p. 405 (n° 1172): Acatistier care cuprinde acatistul, adeca
lauda cea nesezuta catra Preasfdnta Nascatoare de Dumnezeu, si Paraclisul, Rugdciunile
Precescaniei, si canonul catre Domnul nostru lisus Hristos, Bucharest, 1823.
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Fig. 19. Akatist, Kiev, 1758. Library of  Fig. 20. Pages with strophe 13, Akatist,
Trinty Lavra. ©Public Domain. Kiev, 1758 ©Public Domain.

Fig. 21. Pages with strophe 14, Akatist,
Kiev, 1758. ©Public Domain.

Fig. 22. lllustration of strophe 14,
Akatist, Kiev, 1758. ©Public Domain.

Fig. 23. Pages with strophe 18, Akatist,
Kiev, 1758 ©Public Domain.
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Fig. 24. Page with strophe 13, Acatistier, Fig. 25. Page with strophe 14, Acatistier,
1823. ©L.ibrary of Stavropoleos Monastery.  1823. ©L.ibrary of Stavropoleos Monastery.

Romanian Akathistos book.* Simeon, the illustrator from Neamt, created his
own illustrations for each of the 24 scenes, inspired by the Kyiv model.

It can be suggested that the 1754 Kyiv Akathistos book was the source for
the illustrations of the Romanian engravers working on the Akathistos books
and for Petros “zographos” and his icon (icon [P]), although they worked
independently from one another. The painter is more faithful to the prototype.
The Romanian engraver decided to place the initial capital of each stanza

% The illustration has two signatures: “Ghervasie monah” (Ghervasie the monk) and “Simeon
ierei” (Simeon the priest). Gh. Racoveanu, Gravura in lemn la Manastirea Neamtul,
Bucharest, 1940, p. 16-17, considers that the scenes were painted by Simeon: “not only the
ornamentation with saints which make up the frame of the Akathist printed in Bucharest
in 1823 are the work of P. Simeon, but also the numerous engravings which illustrate the
book, they also seem to be his work [...] the technique of these small icons betray the hand
of Simeon.” Priest Simeon started to work in the last decade of the 18" century, not only for
Neamt Monastery, but also for Iasi and Bucharest. According to Racoveanu, “his engravings
stand out by a careful distribution of scenes over the surface, a rare sense of balance, the
outstanding attention to faces, and the fineness of the technique.”
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in a cartouche and to depict the scene
that illustrated the stanza in a side
cartouche. In contrast, the engraver
working for the Kyiv printing house
superimposes the letter and the figu-
rative scene in the same box, in line
with the models used in Western
engraving.®

At this time, as monks travelled
between Pechersk Lavra, Mount Athos
and the Romanian Principalities,
book circulation became an important
means of iconographic transfer. Petros
“zographos” might have been working
on Mount Athos, encountering there
the illustration in the book printed in
Kyiv, which he used as a model for

Fig. 26. Page with strophe 18, Acatistier, his icon. Books printed in Pechersk

1823. ©Library of Stavropoleos Monastery. Lavra were used on Mount Athos
in monasteries and sketes inhabited

(among others) by Slavonic monks. Whilst it is unknown whether the icon was
specially ordered for Cernica Monastery, it is known that Paisij Veli¢ikovskij
(between 1754 and 1763), hegoumen Gheorghe of Cernica (between 1750
and 1763), and hierodeacon and future Metropolitan Grigorie Dascalul (in
1821) spent time on Athos. Connected with the Paisian communities during
their stay on the Holy Mountain and after they settled in Moldavia, hegoumen
Gheorghe and Metropolitan Grigorie had contact with Slavonic printed books.
Either of them could have seen the 1754 Kyiv Akathistos book and could have
proposed it as model. In 1823, Grigorie chose the Kyiv illustration for the

31 See, for instance, the illustrations by Hans Holbein, Dance of Death Alphabet (1524, woodcutter
Hans Luzelburger), a series of 24 historiated initials integrated within compositions that
depict different characters in scenes of macabre dances. The last letter, (Z), accompanies the
resurrection of the dead on the Day of Judgement. Holbein’s illustration was reproduced by
numerous engravers and editors: see http://www.dodedans.com/Eholbein.htm (accessed on
10.10.2023). In Neamt Monastery, this type of composition was also elaborated. The 1821
Gospel printed there had historiated initials placed in cartouches with decorative or figurative
elements. For an illustration, see G. Racoveanu, Gravura..., pl. PLVI and LVI.
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Akathistos book that he commissioned in his role of Metropolitan. He may
have proposed it as the source for an icon representing the Akathist cycle. It
is also possible that other Cernica monks who had connections with Mount
Athos during the 19" century®? commissioned the icon.

For comparison, it is relevant to devote some attention to another case
in the Romanian territories, where the painter uses the same composition of
stanzas 13, 14 and 18, namely the Akathistos cycle in the Saint Parascheva
episcopal church altar in Roman (Bacau county). Founded by voivode Petru
Rares and his sons Stefan and Constantin, the episcopal church of Roman was
finished in 1550 and painted around the year 1558.% It was renovated in the
second part of the 18" century. The painting of the altar and nave was part of
this renovation. The names of the painters for the Proskomedia mention one
“loan zographos” together with his apprentices. In order to identify this loan,
correspondences have been proposed with Greek art, which was experiencing
“adaptations of the means of artistic expressions of Western types”.3 Still,
the exact identity of this painter could not be established. Recent studies
have attributed the ensemble from Roman to Jovan Ceterevi¢ Gabrovan, an
Aromanian painter from Albania, who also worked in Walachia.®® According
to Aleksandra Kucekovié, citing a marginal note written by Gabrovan in a
manuscript,® he worked in Roman between September 1754 and May 1755.
Quoting from a 2010 study by Branislav Todi¢, Kucekovi¢ added that Jovan
Ceterevi¢ Gabrovan was in Russia between 1746 and 1750 to study painting,
and very likely had been in contact with the painting school of Pechersk Lavra.
During this period, he would have adopted Western Baroque iconographic

2 A. Mironescu, Istoria..., p. 173, who explained that in 1817, the spiritual father Pimen visited
all the monasteries on the Holy Mountain.

% For the debate regarding the dating of the original mural ensemble, see M. |. Sabados,
Catedrala Episcopiei Romanului, Roman, 1990, p. 99-103.

% 1bid., p. 107.

% A. P. Kudekovi¢, “Painters Jovan Cetirevi¢ Grabovan and Grigorije Popovié. Addenda to
the Biographies of the Master and the Apprentice,” Saopstenja 52, 2020, p. 137-152; eadem,
“Epmunnja Cnuka PajoBana Yerupesuha ['paGoBana. 3amucu u uprexu,” Matica Srpska
Journal for Fine Arts 49, 2021, p. 61-83. See also C. Cojocaru, “The Painter Grigorie
Popovici and His Master Jovan. Contacts Between East and West During the Second Half of
the 18" Century,” Museikon 5, 2021, p. 249-316.

% A. P. Kuéekovi¢, “Epumunuja...,” p. 146. Alexandra Kuéekovi¢ refers to the handwritten
marginal note in a Hermeneia manuscript, kept in the library of the Orthodox Church in
Nyiregyhaza, Hungary. There, in a marginal note, Gabrovan mentioned the works he finished
prior to 1760, specifying that he worked in Roman between September 1754 and May 1755.
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Fig. 27. Strophe 13, St Parascheva
Church in Roman, altar, 1754-1755,  Fig. 28. Strophe 14, St Parascheva Church
apud M. I. Sabados, Catedrala in Roman, altar, 1754-1755, apud M. I.
Episcopiei Romanului, Roman, 1999. Sabados, Catedrala...

Fig. 29. Strophe 18 (bootom left),
St Parascheva Church in Roman,
altar, 1754-1755. Photo |. Popa /
Iconari vechi si noi Project. Courtesy
of Archdiocese of Roman and Bacau.

models and European engravings in his work.*" It can be assumed that, having
been in contact with the cultural milieu of the Kyiv Lavra, Gabrovan could
have come across publications like the Akathistos book printed in Kyiv in
1754. In those books he would have encountered the illustrations that concern
us here: Jesus stepping on a snake for stanza 13 of the Akathistos Hymn, the

% A. Kudekovié, “Jovan Cetirevi¢ Grabovan — An 18"-Century Itinerant Orthodox Painter.
Some Ethnic and Artistic Considerations,” in E. Moutafov, I. Toth (eds), Byzantine and Post-
Byzantine Art: Crossing Borders. Art Readings, vol. 1, Sofia, 2018, p. 362-363.
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Christ-child in the manger for stanza 14 and Jesus portrayed as the Good
Shepherd in the illustration of stanza 18. In 1754-1755, for his assignment
of painting in the altar of Saint Parascheva Church in Roman, he used the
engravings signed “herod. F”, as the model for the fresco cycle (Figs 27-29).
The three scenes from Roman reproduce the iconographic types encountered
on the Cernica icon and in the Bucharest publication. The common prototype
for all three was the Akathistos book printed in Kyiv in 1754 and republished
with the same images in 1758.

2. The Virgin of the Unfading Rose, with the Cycle of the Akathistos
Hymn [A]

The second Cernica icon with the Akathistos cycle, signed by Adam “zo-
graphos”, is part of a tradition that is easier to identify (Figs 30-31). Around
1730-1733, Dionysios of Fourna compiled a painter’s manual known as the
Hermeneia. This work systematised Orthodox iconography, with clear in-
structions which were easy to follow. This resulted in more standardized rep-
resentations of the Akathistos cycle, at least on Mount Athos and in places
where the Hermeneia became a reference manual beginning with the second
half of the 18" century. Frescos, icons and book engravings were created in
accordance with its essentialised descriptions for illustrating the “oikoi and
kontakia of the Theotokos.”®

Dionysios’ work was translated into Romanian in 1805%* in the Caldarusani
Monastery by Macarie, Archimandrite of the Metropolitan See. The purpose of
the translation was for its instructions to be used by the painting school, which

% Rendered in simple formulas, such as “All the host of angels. Christ seated on a throne,
blessing; above him is heaven, and all the choirs of the angels in wonder ascending and
descending to it” (Strophe 16) or “The Heaven with sun and moon and stars; two angels
come down from it. Below are mountains adorned and made beautiful with trees and flowers,
and with houses among them; Christ is walking there, followed by his apostles talking to
one another in wonder” (Strophe 18). The “Painter’s Manual” of Dionysius of Fourna:
An English translation [from the Greek] with commentary of cod. gr. 708 in the Saltykov-
Shchedrin State Public Library, Leningrad, transl. by P. Hetherington, London, 1974, p. 52.

® Carte numita gramatica ori ustav sau erminie adica inchipuire si tdlcuire ori alcatuire a
tot mestesugul zugraviei; acum scoasa §i talmdcita de pre ellino-greceasca limba intru cea
romaneascd. Intru Sfanta manastire a Caldarusanilor. La anul mantuirii 1805, ianuarie 15.
Arhimandritul Macarie al Sf. Mitropolii a tradus-o, in V. Grecu, Carti de picturd bisericeasca
bizantina, Cernauti, 1936.
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20 21 22 23 24

Figs. 30-31. Adam “zographos”,
The Virgin Unfading Rose, with
the Akathistos cycle (icon [A]),
1844. Cernica Monastery. Photo
A. Vaetisi. Courtesy of Cernica
Monastery.

had been active there since 1778, in parallel with that of Cernica Monastery.
In Cernica, the Akathistos cycle was represented for the first time in the Saint
Nicholas Church by Fotache “zographos” and his team (David, Irinarh) in
1827. They were monks who had learned their painting skills in the Cernica
school, where the Hermeneia was known and used, as it was in all the monas-
tic and diocesan painting schools active in the 19" century.“* The Akathistos
cycle from the painting of Fotache, as well as the one in the icon of Adam,
are depicted in accordance with the descriptions of the Hermeneia. In spite
of some different decorative details or postures of characters, both Cernica
painters illustrated the poetical formulas of the Hymn in the same way, with
the same characters, following the instructions in the Hermeneia. Based on the

V. Grecu, “Versiunile romanesti ale Erminiilor de pictura bizantina,” Codrii Cosminului 1,
1924, p. 105-174; Ghenadie of Ramnic, Iconografia, arta de a zugravi templele si icoanele
bisericesti. Manuscris cu o precuvdntare, descris si adnotat, Bucharest, 1891.
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typology developed by Kozak, introduced earlier in this article, the two cycles
belong to type II.

Adam used an engraving as a model for his icon: a “paper icon”, that
is, a religious engraving circulating independently and serving sometimes
as icon, depicting the Mother of God of the Unfading Rose, surrounded by
prophets in medallions and scenes of the Akathistos cycle. This engraving
by brothers Stephanos and Neophytos Skourtaios, Athos monks connected
with the Kollyvades movement and with Saint Nicodemus the Hagiorite
(1749-1809), was printed in Venice, in 1819.4 It is accompanied by text in
Greek and Slavonic. It circulated in Orthodox circles from the Balkans and the
Russian Empire*? all the way to the Christian Arabic world,*® as is attested by
its presence in numerous monastic collections.*

In her ground-defining synthesis dedicated to Greek Orthodox paper
icons, Dory Papastratos presents seven engravings of the Mother of God
of the Unfading Rose, from between 1819 and the last quarter of the 19"
century. According to the inscription, the first of these was “delineated” by the
Skourtaios brothers and printed with the help of some Venetian craftsmen.*® In
the middle of the 19" century, the drawing was also printed on Mount Athos, in
Karyes, by the engraver Anthimos Alitzeridis from the Peloponnese.* Either
of these two could have served as model for the Cernica icon [A].

4 D. Papastratos, Paper Icons: Greek Orthodox Religious Engravings. 1665-1899, vol. 1,
transl. by J. Leatham, Athens, 1990, p. 131-132.

2 In Russia, a version of the engraving of the Theotokos with the Akathistos Hymn was edited
by V. V. Ribenzov in 1847; see C. Brishy, “The Role...,” p. 87-101, n. 29.

4 D. Papastratos, Paper Icons..., p. 132, cat. 122, mentions a copy in the collection of the
Patriarchate of Alexandria. The fact that the written dedication includes a fragment in
Karamanli (Turkish dialect written in Greek script), also tells us that it was destined for the
Turkish language Orthodox communities: ibid., p. 132, cat. 122.

*In Romania, there are copies in the repositories of the Monasteries of Secu and Varatec
(Neamt county): W. Deluga, Panagiotafitika..., p. 194. The paper icon of Secu Monastery has
been coloured by hand, receiving as such the status of an icon.

4 The text of the inscription is “These joyous and world-saving 24 oikoi of the Theotokos
have been engraved on copper at the expense of the Most Reverend Athonite Fathers kyrioi
Stephanos and Neophytos, painters, by whom they were delineated for the Common weal
of the Orthodox in Venice 1819”; see D. Papastratos, Paper Icons..., p. 132. Papastratos
assumes that the two brothers had worked, as they sometimes did, with Ignatio Colombo and
Giannnantonio Zuliani, whom they paid and supervised: ibid., p. 131.

“ |bid., p. 135, cat. 126: “engraved on copper by the hand of the Most Holy Anthimos
Peloponnisios Alitzeridis from the Vatopedi kellion of Saint Nicholas for the common weal
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The extensive spread is due to the fact that it had been included in a series
of books sent to the Kydonia School (which had been an important centre
of the Greek enlightenment), beginning in 1819. The volumes were sold
by subscription.*” The Skourtaios brothers also supervised a later reprint of
their original engraving, in Venice, in 1834, which was distributed on Mount
Athos. From that moment on the paper icon functioned as a model in painters’
ateliers.*®

Saint Paul’s monastery on Mount Athos contains an icon on panel with
the Mother of God of the Unfading Rose, with the same iconography as
the engraving, but dated a decade and a half earlier, that is, 1795. The icon
originated in Nea Skiti, also on the Holy Mountain.®® If the dating of this
icon is correct,® the Skourtaios brothers did not create an original drawing
for their engraving, but instead copied an existing model. Their engraving,
rather than the Nea Skiti icon, served as a model for the Cernica icon. This
can be established based on the presence of roses at the base of the image of
the Theotokos, as well as the garlands of flowers that surround the medallions
(Figs 32-33). Both of these details are absent from the Nea Skiti icon.

An interesting difference between the icons created by Adam “zographos”
and the Skourtaios brothers concerns the selection of texts from the service of
the Akathistos Hymn which accompany the images. The Cernica icon created
by Adam *“zographos” contains the following text near the Virgin’s portrait:
“Ceea ce ai odraslit spicul cel Dumnezeiesc ca o ho(l) / da nearata luminat:
Bucura-te masa insufleti(td) / Care ai Incaput painea vie/tii. Bucura-te stea (?)
tranda / firul cel nevestejit / Si izvorul cel nedesertat al apei celei vii.”** The

of devout and Orthodox Christians. On the Holy Mountain in Karyes.” This engraving also
contains brief Karaman and Slavic inscriptions.

47 The Skourtaios brothers sent 104 prayer books and 16 Commentaries on the Letters of Saint
Paul to the teachers Teophilos Kairis and Grigorios Saraphis, to be distributed to those that
subscribed. Each of these books included an engraving with the 24 oikoi of the Mother of
God; ibid., p. 132.

4 This hypothesis has been supported by C. Brishy, “The Role...,” p. 87-101. In her
argumentation she starts from the presence of an engraving in the Samokov painters’ archive
in the National Art Gallery in Sofia.

 https://repository.mountathos.org/jspui/handle/20.500.11957/28270 (accessed on 10.10.2022).

% | did not have access to the icon, therefore I could not check the inscription myself.

1 “You who brought forth divine ear (used in botanic sense), enlightened as an unploughed
field: Rejoice lifegiving table that you contain the living bread. Rejoice star (?) unfaded rose
and full spring of living water”.



304 SISTER ATANASIA VAETISI

Fig. 32. Stephanos and Neophytos Fig. 33. Detail of icon [A].
Skourtaios, The Virgin Unfading Rose, Photo A. Vaetisi. Courtesy of Cernica
with the Akathistos Cycle, paper icon, Monastery.

1819, apud D. Papastratos, Paper Icons.
Greek Orthodox Religious Engravings.
1665-1899, Athens, 1990.

fragment depicts a verse from the 3 strophe of the Canon of Joy to the Most
Holy Mother of God, sung on the Saturday of the Akathistos Hymn, and writ-
ten by Joseph the Hymnographer, with an interpolation from the third stanza
of the first ode of the same Canon.* In their engraving, the Skourtaios brothers
selected the text of the third stanza of the first ode from the same canon of

52 The third strophe: “Ceea ce ai odraslit spicul cel dumnezeiesc, ca o tarind nearata, bucura-te,
masa insufletita care porti painea vietii, bucura-te, izvor nedesertat al apei vietii, Stapana”
(“From thee, the field untilled, has grown the divine Ear of corn. Hail, living table that hast
held the Bread of Life; hail, Lady, never failing spring of the living water”). The first strophe:
“Bucura-te, ceea ce singura ai odraslit trandafirul cel nevestejit, marul cel inmiresmat,
bucura-te, ceea ce ai nascut buchetul impiratului tuturor, bucura-te, nenuntitd, mantuirea
lumii” (“Hail, from whom alone there springs the unfading Rose; hail, for thou hast borne the
sweetly-smelling Apple. Hail, Maiden unwedded, nosegay of the only King and preservation
of the world™). See The Lenten Triodion, p. 428.



TWO ICONS OF THE AKATHISTOS HYMN (18"-19" CENTURIES) 305

Joseph the Hymnographer: “Unfading Rose, hail uniquely fruitful one, Sweet-
scented Apple, hail thou who hast brought forth, fragrance of the King of all
things, hail immaculate one, salvation of the world.”s?

In the lower part of the icon, on the frame, Adam “zographos” depict-
ed the troparion text of the Akathistos in two rows, as follows: “Aparitoare
Doamna, laude pentru biruinta, cu multumita, izbavindu-ne de nevoi aducem
tie Nascatoare de Dumnezeu izbavindu/ne pre noi din toate nevoile, ca sa-ti
strigdm tie: Bucura-te, Pururea Fecioara®.” In the Athos engraving, the tropar-
ion “To thee, invincible general...” is written on the left side of the frame.

The iconography provides clear clues that the engraving by the Skourtaios
brothers was the prototype of the Cernica icon. The question which is unre-
solved regards the origin of the prototype. Was it created by the brothers, as
the literature up until now considers, or did they merely reproduce, in the me-
dium of engraving, the iconography of a painter who remains anonymous: the
one who executed the 24 compositions that correspond to the hymn stanzas in
the icon from Nea Skiti?

There are two recently discovered cases where the engraving was used as
a model for an icon and for a mural painting, both in Bulgaria.% Sokolovtsi
Monastery (founded in 1833) contains an icon painted in 1836 by loanniki
Vitanov, a painter from the famous Tryavna School. He used the engraving
printed in Venice in 1819 as a model for the side scenes, which are dedicated
to the Akathistos Hymn. However, in the central scene he did not depict the
Mother of God as The Virgin of the Unfading Rose, but according to the way
she is represented in the Kykkotissa type, that is, Christ sits on the right side
of the Virgin with his naked legs hanging down. The engraving was also used
as model for murals executed in 1847 by Zahari “zographos” in the Troyan
Monastery catholicon. Furthermore, the engraving of the Skourtaios brothers
figures, alongside other engravings with side scenes, in the Samokov painters’
archive, kept in the National Art Gallery of Sofia; this means it was used as
model by them and other contemporary painters.

% This English version has been taken from D. Papastratos, Paper Icons..., p. 131.

5 “To thee, our leader in battle and defender, O Theotokos, we thy servants, delivered from
calamity, offer hymns of victory and thanksgiving. Since thou art invincible in power, set us
free from every peril, that we may cry to thee: Hail, Bride without bridegroom”: The Lenten
Triodion, p. 437.

% C. Brisby, “The Role...,” p. 88-90.
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These examples, to which can be added, chronologically in the middle,
the 1844 Cernica icon, demonstrate the influence of the engraving. They also
showecase the impact of the Hermeneia, which conveyed to the painter what
he had to paint, without referring him to the poetical and metaphorical content
of the Hymn’s oikoi and kontakia or to other icons that functioned as models.

Conclusions

Via a detailed analysis of two icons, The Virgin lverskaya with the Cycle of
the Akathistos Hymn by Petros “zographos” [P] and The Virgin of the Unfading
Rose, with the Cycle of the Akathistos Hymn by Adam “zographos” [A], this
article aims to contribute to the ongoing study of visual representations of the
Akathistos Hymn from the late post-Byzantine period (18" and 19" centuries),
a period largely overlooked in previous scholarship. Both of these icons be-
long to Cernica Monastery, which also has mural paintings representing the
cycle of the Akathistos Hymn in its oldest church. The visual representations
of the Akathistos Hymn at this monastery can be perceived in a context of
special devotion to Marian feasts, which were honoured with all night vigils,
including the feast of the Akathistos Hymn, celebrated on the fifth Saturday
of Lent.

My research revealed that each of these icons was modelled on engravings.
The engraving which was the source of icon [P] was created in the artistic
milieu of Pechersk Lavra. It served as an illustration in a service book which
came to be used in the Slavic-speaking monasteries on Mount Athos. From
there it travelled with monks of the milieu influenced by Paisij Veli¢ikovskij
to the Romanian lands.

The engraving which served as a model for [A] was created on Mount
Athos and had an important circulation in the Orthodox monasteries during
the 19" century. In an era in which illustrated printed books were disseminated
by monks who travelled between important Orthodox monastic centres, such
iconographical transfers were frequent. In both cases engravings which were
used as illustrations within printed books were the source of the painted icon.
In other words, they proved to be a vehicle for an innovative artistic language.

The factthatboth icon painters based themselves on book illustrations, rather
than reproducing another panel painting, shows that they chose to absorb this
new language, renouncing the iconographic norms of the previous centuries.
At this time, during the late post-Byzantine period, engraving increasingly
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fulfilled the function of transmitting Western models, reformulated in the
spirit of Eastern iconography. These new engravings spread throughout the
Orthodox area, being used in both Slavic and Greek contexts. The painting
school from Pechersk Lavra, the place where these models came to life, was
a centre in which German and Flemish engraving art was fully assimilated
during the process of painters’ formation. The illustrated albums used as
models by the students of the painting school®® prove that the education of
painters, draughtsmen, and engravers was based on redrawing engravings
from diverse Western European albums. The scenes were reformulated and
adapted to Eastern iconography, but they retained elements and themes that
had their source in Renaissance and Baroque painting. In this way scenes like
the Good Shepherd, Jesus stepping on the snake, and the Nativity educed
to Jesus in the manger, came to be integrated in a natural way in elaborate
compositions to illustrate a Marian hymn of Byzantine origin, for a book used
in the services of the Eastern Church. This is the engraving which formed the
model for icon [P]. The model of the other icon, [A], was an engraving created
on Mount Athos according to the norms established by Dionysios of Fourna’s
Hermeneia. This painting guide synthesised and reinterpreted a long tradition
of iconography representing the Akathistos cycle. Immediately after its
creation it became a reference point for church painters, thus uniformizing and
standardizing representations of the Akathist cycle (Fig. 34). In addition to the
effect of this handbook serving as the standards from which painters learned
their art, standardisation of the iconography was also created via common
models on which drawings and engravings were based. This uniformization
of representations of the Hymn also testifies to a common sense of Orthodox
spirituality, and it contributed to the creation of a shared liturgical piety within
the entire Orthodox world.?’

% The Academy of Science in Kyiv holds sets of these types of albums containing engravings
of European artists, together with works of local engravers and sketches of the teachers and
students from Pechersk Lavra. A series of notebooks with models created between 1728 and
1760 was published. These models show how the icon painters of Eastern Europe easily
incorporated all iconographic novelties developed in the West. In particular, these albums
contained engravings in copper of artists like Albrecht Durer, Cornelis Galle, Justus
Sadeler, Frederik de Witt, and Jacques Callot: P. M. Zholtovskyi, Mamonxu Kieso raspckoi
ikononucnoi maucmepni, Kyiv, 1982, p. 5-8.

" C. Brishy, “The Role...,” p. 87.
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Fig. 34. Fotache “zographos”, details from Akathisos cycle (strophes 15 and 16,
murals, St. Nicolae Church of Cernica Monastery, 1827. Photo A. Vaetisi.
Courtesy of Cernica Monastery.

These new iconographical types of the Akathistos Hymn appear late, in
the 18" century, and they are the product of a bookish literary environment.
In the case of icon [A], it is worth highlighting the literal rendering of the
poetical images of the Hymn and a clear construction, easy to perceive, to
reproduce, and to multiply. The source for [P] was an illustration in a service
book. The type of representation is less literal, but more related to the context
of religious instruction, catechism, with its emphasis on the Incarnation and
the Eucharist. The iconography elaborated in Pechersk Lavra is evident in this
type of representation, which is also present in numerous other compositions
in Russian art of the 17" to 19" centuries. It reflects the contamination with
the Eucharistic spirituality of the Catholic and Greek-Catholic world, as well
as with the Scripture-oriented biblical theology of Protestant Reformation.
This new iconography, mediated by the Kyivan monastic culture, reached
Mount Athos, and from there, via monks and printed books, the Romanian
Principalities. At least in two cases — the Cernica icon and the cycle from the
Roman altar — it generated a new, original, type of representing the Akathistos
Hymn within the Romanian territory.
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